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$ e Introduction of Senvice 3 fa Russer
A Prezentanion Copy &
Exoremely Rare

1 DUROIS, Usbain & BERMARD, Fmile. La cuisine :]a.-t;.h,[l.u:.
Erudes pratiques, raisonnées ot démonstratives de I'Eecole frangase
a.P.FIi:r:ée aw serviee A la Rasce. Pamg Chee les Awvevrs, [256,

Lange 410 Thiry-mine lithographed plaves. zi. 330, 5 pp.; 2 pl, [ 331094, [xif-evmm, [ 1]
pp- Contemporeary quaster-calf over macbled boards, expenly re-backed, marbled rTh:lF:'p-:n.
imarbled edges, absaluely bright and crsp theoughow.  $6500.00

Tlhe exvrandly sase FIRST EDITION of Duboss and Beerusd's wiumph in grand Freads
ouniine.  La cuoene cfa.uﬁlrnx. I:usrl.hl:r'rnl]'ll'l.i:l laver Carssrin mi.u'frﬁni-r{lﬂ?l-?-l-}. gfnllf
influenced the developmient of modem French cocking and pliced Dubeds i the pantheon
ol great French chefs along with Cartme, GoufTé, and Escoffier. Ewher B. Avesty. the greas
eollector of gastronomy, placed La cuisene cleisigens in the conten of the extravaganee of the
[hard Empare. For Aresty, i all began in 1833 when Mapoleon 1 staged an intematsonal
expasirion in Paris and invized che world vo come and view the glosy of 3 restored France.
"The five midlson visitors who canee o the 1855 Exposition filled Pars with 3 babsed of
ln.nglmgﬂ- that soon echoed in the fest umpoTan Fmr.ntaliun of French cussine since
Cartoe: L Coimane Closngare | 1856, perhups the Lugest and surely the heaviest culsnary
gathenng up to that tme,

*The mmhoms, Lirbain Duboiz and Emile Bemnard, were chefs in the Pans homes
of the Polih counts Unsski and Krasinski Dubois, aleesdy 2 leader among his
contermnporanes, gave as his credentealy, ‘Chel and pastey eook under chef Haas i the howie
of Rothschuld.” Bemard auted no prevecus background and many case soon receded fromthe
mliml}'sm{. while Dubois comtimed o graw [T Pmrr:imm and Fmﬂu;{d a l:rgl.- budr
of works,” — The Evgurire Talde, pp 10708, By 1399 L crine chasagare had gose
throwsgh 15 editions.

The fiex o the wondesful 39 lahopraphs 5 cned and hus been made by M.
Jehenme; it ilhastrates varionis stmbures of the eulingry ars and depicts anewly designed stove
by M. Baudon which had st been exhibited at the [855 Exposition. The remaiming haghly
detailed 33 lahographs are by M. Muller and are based apon the dmmings of Dubeots and
PR, "IT-|r:|.' :Irpiﬁ 215 differem L LEUETEL TS nllin:u],' CTeNtirs n'mgt'ng from the
anchuteetural 1o the sublome

This = a IlI.'H-E.I'IJII:II:!rI copy Troen the authors ta the amows French hlhir}' enhis
Judis [anin { E05- TATS), whio has then added an ¢ Lrurnplm:-n of his owne “Le bivee es offen
i la grande et cébébre aniste Soplac...Passy, le 2 aval 1804, On the verso of cach wile page
i5 an additional signaure stamp of Dubods and Bernard,

Alchiugh expenly re-backed in a penod spine, intemally one couldn’t ask fora
finer copy. The pages are bngha 2nd emsp and withowr blemish.

{ Both Bicting 132 and Vicaire cols. 28990 msakenly -::].Il'ur&n.rwl.-mlf Mo
in !_'lglr Oberlé, 10 or RILINL

Cin hacoming
archive (.00 0| 7

s



"Pra.ﬁa.zb.lr’}-' efte Caresrrese Coode of AN Teme "™ — Anne Willan

| CAREME, Marie Antoine. Le pacissier royal pansien, ou rrairé
élémentaire et prangue de la pitissene ancienne et moderne, de
lenrements de sucre, des enteées frondes et des socles: suma
d'observanions unles aux progres de cet arr, d'une séne de plus de

soixante menus, et d'une revue coituque des grands bals de [810 et
1811, Pans: |. G. Dentu, 1815

a'l'l:h &'\'m}' |'l.|.ﬂ1h'l'ﬁ.'| El'g'll'l'Ell I."I.Il.ﬂ l:.L'.Il' d- “'II'I-L.II [ LA 1] ] ﬂ.‘lljl.'ll II.I.I'[' !!ﬂﬁl I.II.‘I 5"’" Al
I-ul.n,:lu'lg__l Two valumes. 3 |'n_'|.. AN, it [ 1 ],-I-ﬂl Fp= 2 P‘l' -I-I-?,-: I.] PP T:mmrpm'au_f quarLer-
calll over paper boards, eed and groen morooco lemening picces on spine, spune gl desesere

CEPETE FEPAINS £ thie mangins af soawe leaves due to woam bole
STOMM00

A very fine copy of the FIRST EDITION of Caréme’s famous wreatise on how o make
sweans, savory dishes, and omamental desserts, Dureng the carky 19 cemury, the “profession
anHﬂ.mrr wias at least as prestigrous as that of arenrer. Pastoyeooks were responslde for
pidces mmnﬂ_"“lnr greas decorative center pieces that were the crowing gloey of prand
dinmers. Cartiive excelled ar these fl ghts of fancy; in his fiest vwo books, Le pdrissier roral
aind LI:'J’-\.HI.HHTPJ.I"!.?I‘I’J-I"W Lasih pul.lh.t!'ln] iin |15, lie PFJIIJLH.‘!I.‘!-1I]IIIIJI!I.1.'|- u!‘dnwu e

ic p-.:.l.'dmu-.. ruins, cazcades, I:ﬂ'lTP]H. T, windmillz, and other amate creatiens. He
insisted thar “the fine ams gre five in umber — paining, soulprure, postey, maisic,
architectuire — whose main branch is confecticnary,”™ — Willan, Cooks and/ their Recgres.

143,

" “Here is the man who became and remainsche mrihm:—mFl‘T"—rmuqf French
cheefs. His mudents and ther successors studied his books, or ar leas paid lip-servece 1o him,
well into the 20 century. Gastronomes and food wrzers have prassed him as o great peninis
of haiwe cuisine, and huve held him up as an sissanding example of bow 3 lowly spprentice,
ol a Tnamlde ackgoomimd, could rise tothe topaiost pinmacle of Tiss profesion.” — Diavidson,
The Oxford Carnparmon o Food, p 137,

When Casfme was 16 be apprenmiced wich “Bailly of the Rue Vivienne, one of the
pmost Famons pastry chels of Paris, Amaeed ar Cardmies abiliies and willingness o lezm,
Bailly encouraged ham, n particular by allowing him 1o study i the print-room of the
Mateenal l.ihnr}'. Here Lasdme mpm:] architeciural dnwug:. on which he bazed bas
pasessene ceeapons.,” — Larowsse, p, 194,

This & a partsculary fine copy; with Cardene’s signatare on the title page of val.
I and cthe fﬂiﬂl.'-ﬂ‘l. bander's label "C Chevallier, Beliewr e P.:qntler. e St ]'d:rp.l-:ril:tz M.
1694, & Beauvans”™ on the upper 1.":I.'|IE-|.IIJ'-'4I. of each volume. There were Tour laver edisons
and the work was translated imo

€ Cagle [ 26 Mapps 423 OCLE records six locaions: Comel, the Library of
Congress, Karnas St University, Schlessinger Lib., Oak Spring Lib., and the Wellcome
Institute; Wicaare col. 144, Mot in Bating or Oberlé,
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New Era of the Recipe Burglar | Food & Wine
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CHEFS ] ENTERTAINING | TRAVE

Home = Always Hungry | 0

New Era of the Recipe Burglar !

Fate Wells explores the mystenouws world
of kitchen spies. copycal chelfs and
copynght lawyers who might, one day
soon, change the way wa aal

BY PETE “WELLS

I want to be there on Naw Year's Eve whan thay
seal tha 20045 time capsule, because | ve found a
ristauranl dish ihat wall tell futuwre eadhlings
avorything 1hay necd 1o know aboul whal
happened io foed this yaar It comes fram
Chicago—finally, imprabably, thie mosd lalked.
about dining destmation in America, 105 the
crealion of Homane Cantu of Moto restaurant, one & Einat Palsd
of a handul of avant-garde chefs who bedievy they

are leading cusine into the future, and it looks ke~ ARTICLE TOOLS

something Fosie the robot might whip up for snack

fime @l ihe Jatgons” . ' an image of cheerful pink “~ £.maillo & Frend

colion candy panted on a liny sheet of edibbo d=l R
papar that tastes ke coblon candy. The paper . riniecrnench Page
measuras roughly two-by-2,75-by-2ero inches, 50 ! Sove to My Favories

it won't lake up much space in lhe lime capsube,

and, as far as | can bell, it won sulfar al all from rat or mold over the next hundred years,
Bul none of this explains why 1his morsel ought to be presenved for fulure generations.
The lruly histonc Teature of Gantu's teo-dimensional ireal is the legal notice printed
beneah the colton-candy image:

Confidonttal Fropory of and © H. Canly. Pator!
Prading. Mo finther gse oF désclosurs 8 pormifiod
withowd prior approwal of H, Canfu,

Consider your typical transaclion as a restaurant palion. You choose something from the
men, ' brought 1o your table, you cal it, and, if f was prepored adequately, you pay for
it. Under those cincumsiances, you' o probably say thad you had boughl the Toad. Bl b
i= @ chef claming that he stll owns the focd wou© re swalowing, This i somedhing mew
Inarguably, Cantu's gonza innovaticns place him amang the shock roops of Amenican
euigifie, but il's passibis hal a more significant lagacy will e s elos 1o own he deas
that are: born inhis kiichan, He has already fiked 12 apphcations Tor palents, incheding one
detailing the process for making colton-candy paper, and says there are mere be come.

For all his criginally, Cantu is not the only one whao thinks thal the kdeas born ina
restaurant shauld balong fo tha chel. There arg ab least bo sways 1o cdaimn legal proleclion

hitp:/fwww.loodandwine.com/articles new-cra-ol-the-recipe-burglar
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In 13 years of professional food writing, | can count on two lingers
the number of chefs who have refused to shara a recipe when
asked. By nature, food people are generous of spiril, and recognize
that tha greal fun of food is in the sharing - with their customers.
with family, with friends. To the chefs who really feel they've created
semething new (and we know they have not - they have, perhaps,
taken a new approach to something old), | say "keep your secrel”,
but den't pass along lo the rest of us the cosl of copyrighting your
GuiSinG,

aihs Lysiig on T0TONE &t Teisi P

*As we get ensnarad in the webbing of our increasingly-complex
legal system, the anas who always make the most money are the
lawyers®

Yes, bocause stupid people like this keap doing stupid things like
this with complete disregard lor anyone bul the person in the three
fool cylindrical area they cooupy.

God help the beer bull chickens.

v ot o 100 060N a1 1 PR

By nature, food people are generous of spint,

Lydia, | agree. | tried 1o work that in to the post but it was gelting so
long. Thanks for saying it. My gul reaction to this was copyright
goecs against the whale spirit of what we all do and love, Cooking is
all about giving so others laal good!

rregriud cn 100D ab 1o Pig

IMHO, this is a solufion which benefits the few but has
repercussions lor the many. And the paaple who will most benefit
will b those wha least nead iL

A sous chef who creales a new recipe would be prevented from
using his own dish at his next restaurant. We would have starbucks-
styla lawsuils shutling down small businesses. And chefs wouldn't

hitp/www.megnut.con/ 2006/ 10 keep-recipes-free 1072472006
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be able 1o pay tribute to their mantors (It would have taken me a lot
longer 1o know aboul FArpeg2 without its famous egg on US
menus.}

So let Chaf Gantu conlinue with his NDAS; perhaps other chefs will
warl lo do the same. But it is intaresting to note that Chel Adna, to
whom Chef Cantu owes a great debt whether he acknowledges it or
nol, is free with his ideas and techniques.

vt Minn Callaway €0 1071000 &l 134 o

The world of magic is quite similar. Slekght of hand techniques and
gimmicks are created and unferunately stolan. However the soclety
of magicians as a whole make it a strong point lo attribute
ariginators without bringing in lawyears.

Perhaps this is the nacessary ingredient. Teach youngar chefs the
higtory of their art and instill the sense of pride in their crafl.

M [ T om DEN D RNLHD § t P4

| was always told you cannol copyright an idea, only an expression
ol an idea. To copyright a food racipe woauld be tantamount to
copyrighting every other kind of “recipe” such as all slashar movies,
spy novels or landscpae paintings. An example of why you cannot
copyright such things is the classic case ol standing in the same
spot where Ansel Adams captured the view of El Capitan in
Yosemite and taking the exacl same phalo yoursell. This doas nat
violate copyright in the same way that cooking someone else's
[ﬂﬂFuLﬁmLa_'.ljgla_l_lyﬂ_gf_qu‘ﬂighL It's the expression thal's
copyrightable, not the idea, That's a fundamenial principle of
copyrighl. ldaas can be patented, but there are restriclions an that,
oo,

i THiS. = Rl 15 an 101 Nl | B T P3

The article oversimplilied things. There's anather means of IP
protection loday (be sides the usual irademarks, copyrights, and
palents) called "trade sacrots’. The Coca-cola syrup recipe isn'
publisned anywherz, but it's held as a irade secret, and oweryone
whao comes inle contact with it understands this.

(i) beComing someting dss
mrciibve |

http:/fwww.megnut.com/ 2006 10/keep-recipes-frec | 024/ 20000




@ recipes free -- megnut,.com Page 6 of 18

If someone were 1o take it and publish it or use it elsewhere, they'd
be liable for stealing a trade secrel. Chef's recipes are, in practice,
the same thing, even if they're nol sued over.

In any casae, now you can'l really succasfully copyright a “racipa® =
you can only copyright the fonm {sor of the manilestation) of it. Il
you ware 1o send it o tha Library of Congress 1o copyright, it
couldr’l really be used lo slop people from using il 1o make alher
dishes: instead it would just prevent someona from publishing it in
its exacl current form.

Ta change copyright law to protact this would really be blurring the
lirne Botween il and patent law, And patent law, because it's more
rasiriclive, only gives exclusive use for a short time (-20 years,
compared wilh - 100 years for copyrights),

Jo Knizen an 12006 a1 3 P

There is an instructive precedenl. In 1658 Francols Pierre La
Varonne tried to copyright his “fragrant sauce” for vegelablas.
Apparenily, as chefs throughoul France began copying iL indeed,
getting stinking rich off of it, he would storm the kitchen during
service and thrust handluls of bair into everyong's mise en place,
putting the brigade dans le marda and not making any friends
amonysl the cooks. bul the courls did nol back him in his quesl.
thus, he could not claim as his own, and earn cold cash with, what
would become lhe emulsiliod buller sauce. thinking of all the
royallies he would never claim for the aspargus with hollandaise
and eggs benedic! served at continental breaklasts throughout the
world, ha died thal year, a madman,

a cautionary lale.,

ruilermean on 10N N0E |l 08 EE |

Ruhlman sharing cautionary 1ales of madmen!! Rich with lrony....|

What is interesting to me about the Australian case is that withoul
any 17 enforcement whatsoever, the end result is largely the sama
as it would have baon with IP laws in place. And no lawyers ware

harnessed in the process.

On becoming sombtiang o
mrchis i,

hitp:dfwww, megnut.com 2006/ | 0/ keep-recipes-free 10V24,2006
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Ta me the whole subject is akin to academic writing and publishing,
where knowledge is generally treely shared and properly
accredited, When il is nol and plagerism occurs, it is evenlually
found and tha offending party loses their credibility within the
COmmLInity.

| don't think many chels will jump on the IP bandwagen. In faimess
lo Chef Cantu, ha is trying 1o patent a food process, which has
baen done for a very long time - right down to seeds in tha 18th
cemtiny.

For our par at Alinea. all of our recipes will be freely shared.,

Sayh MICK Bokonind O OVa6 a1 3:53 PM

Two things: first, w/ reference 1o the potential restrictive effect of
copyright, [ ike to use the example of the Porllandia sculplure here
in Porlland, Oregon. IUs the second largest bronze statue in the
nation after the Statue of Liberty. Ever heard of it? Probably not.
That's because the sculptor zealously guards his copyright in the
sculpture, threalening lawsuits left and right against anyone wha
uses ils likeness,.. Whether or not you agree w/ him, it's pretty easy
to see the restriclive elfect. No one knows il's here.

And, 1o second " This is Rediculous” - under current law, recipes
can't b2 copyrighled because they are, al their core, a sot of
inslructions. The crealive expression thal goes into the heading, or
the description about how 1o combine ingredients, etc. - that's what
can concanably be copyrighted. When you make the recipe you're
nol violaling a copyright, When you copy it and publish it as your
OWN, you are.

I'm wondering if the ASCAP-siyle recipe police will soon be
starming in 1o kilchens across the nation, serving all of us with
lawsuits lor making copyrighted soup? Whal if we use 1/2 cup of
milk instoad of the 2/4 cup called for in the copyrighted recipe? How
will anyone prove that? What if Jane Doe claims she's making a
parody of the copyrighled soup?

BayE pwalioese on 10A000E at 4:39 PM

| had always thought that a major part of the creativity in inventing

hitp/iwww megnut.com/ 2006/ | Wkeep-recipes-free

Page T of 18

O beaoming something olse
m:‘?l" '.. |' ..

10/24/2006
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an preparing a dish was nof just in the recipe, but in the execulion--
a good recipe, homribly or indifferently executed is worlds away from
a dish dong well.

Even mare 5o lhan in othar creative endeavors, though, cooking
benefits from the varialions on a theme thal each chef or home
cook can make on an existing thema--ona that may have been
crealed by somaone else. Bul adding a few steps o a process, ora
singbe new ingrodient can maka the end result somathing far better,
or &t least wildly dillerent,

Placing the restrictions of copyright on thatl base recipe would deny
everyong wanling 1o try it cul and persenalize il the opperiunily o
shair thair added improvermanis wilh the paopla they sorve,

| certainly understand wanting o have alliiibulion where iU's due, bul
capyright and patent law just aren't the way to go for racipes.

(as Mick Kokonas points oul, patenting a truly new process 1or
preparing food, as opposed to now combinations using existing or
obvious lecnbques can be a different case)

e 1L P =T |

Quite impressive. On one side: chels, On the other side: amateur
cooks. Blamad: the lawyers, who as far as | can tell are nowhere
nearby,

Current copyright law very clearly cannol stratch to a list of
ingredients and an ordar to put them together in expacled ways.

Thalie an 101006 ol 7248 P

Thalia, did you even read the arlicle we're discussing? Your
commanl sure makes it secm like you didn'l.

war o T0AT0E al 51 P

Sounds as if the food indusing wanis in addition o suppress
ardinary people’s cooking, since sharing recipes becomes copyright
infringement. Tha act of cooking becomas just too scary. Safer 1o
eal TV dinners and not be swed.

hutp://www.megnut.com/ 2006/ | keep-recipes-free

Page 8 of 18
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Many recipe websiles (especially the more corperate) now have
alarming swalches of lawyerese on them.

A G TOVT1ADE gl 1 2B A

Hmm... | can sea where tho “need” for “recipe copyright” comes
from, but | can see where the problem with it lies too, There would
nead to be a clear distincticn for "coaking for profit® and “non-profit
cooking’, IE cocking at home or with friends. |t's one thing to copy a
restaurant's signature dish to scll as your own, but it's another o Lry
to copy a reslaurant's signalure dish as an experiment you want to
eat or sharg with friends. Somehaw, | don't think this I being
ingarporaled inlo their ideas.

| can sea it now... the Restaurant Industry Associalion of America('s
lawyers) roving around the suburbs of the US checking barbeques
for anybady eopying Bobby Flay's latest com and cilaniro and more
cilanire crealion.

Anothar problem is modification - prelly much all recipes ara
modilications of other recipes. So what degree of similarily is
nceded 1o claseily a dish as an inlringement? Is it within +/- 2
pinches of sall perhaps, or if they have the same smell? Even llavor
ks an issue considering the fact thal you can make a dish wilh the
game flavor as somclhing else through use of different ingredients
and cooking methods.

*Shaw thinks this would spur creativity; if there's money to be made
from new kinds of soup, then more chels will make soup.”

You know, taking the previous cxample (other restaurants copying
one restaurant's dish down lo the presentation), one could also say
that stealing actually spurs crealivity. Unless thal restaurant comes
up with some new dishes, they could lose oul to Ihair pirate
compatitors. With a copyrighl, there's no impetus to create anyihing
beyend the first dish - people like the dish and thay have o come to
me 1o get it, so why should | bother making anything clse?

Irenically, if your restaurant goes downhill because other
restaurants are copying a dish you have and you can'l create
anything new and tasty, you're probably not one of the “smartest

hitpsfwww.megnut.com/ 2006/ 10/keep-recipes-lree

Page 90f 18
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food pecpe in tha workd®.

A chef on 10011 al 355 AM

Intellectual property laws are a disease on the populace. Why does
*such plagiarism need lo be addressed™? If a recipe is good it
should be used by as many people as possible regardless because
ealing is all about enjoying lood!

*Shaw thinks this would spur creativity; il there's money 1o be made
from new kinds of soup, thon more chels will make soup.” WRONG.
Anyone with In-depth knowledge of the history of intelleclual
property knows that the only thing this would serve is lo creala
monapolies for a sclect few and stifle innovalion from most people
out of fear of lawsuits over possible infringement. Craalivity is bome
aut ol a desire 1o create, not greed fo make more moneay.

Say cha! A has a copyrighled recipe for a dish, that would make all
similar dishes ellectively oullawed. Chef B couldnt innovale
because chef A would have grown rich from the copyright of that
recipe and can sue for infingaement even if no infringement look
place, and your average cook can'l defend himself against a rich
guy with lots of lawyers.. Which would give the chef monopoly on
not only his dish but also all potential innavations that another might
come up with, thus ending innovation in cooking. Think that couldn’t
happen? Look at the fields of software, this scenario plays out all
the time

G a0 AN

This i5 just screwed up - one industry has noliced how much the
RIAA is making by their current round of "extort the customer” and
thinks they fancy a picce of that deal!

| herchy lay elaim to beans on toast, chease on toast, ch and a
cheese sandwich. From now on if you make one of Ihese you must
pay me 511

- i T
R LA on I LRERETR )

Shaw's comments raflast a shacking degree of seli-imporlance and
detachment from the real world of cooking, Professional cooking is--

hup:fwww.megnut.com/ 2006/ | 0keep-recipes-free

Page 10 of 18
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and always has boan--a MENTORING process. One chel leaches
his cooks EVERYTHIMNG they know: every recipe, every technique,
every lesson painfully learned avar lime in the hope that thay will be
able {0 successiully and exactly recreale those recipes 5o that thair
resizurant will operale consislently, It's the way we learn--and have
always leamed, There ARE no secret recipes in restaurants. Or
how the hell would they work in the first place? The crall (and nolice
I say "crafl’) of cooking has always been aboul people teaching
othors through example, trial and error—-whelher you'ra lalking a
molher leaching a child to cook, Alain Ducasse farming out the
croaton of a moenu o a chef de cuisine at a Spoon oultpost, or a
freaking caveman demonstraling how to kill and cook an animal,
Shaw's "advocacy”™ reminds one of the similarly megalomaniacal
proposal a while back from the Zagals--for a "Diner's Bill of Rights®-
-and both ideas are 5o far removad from the vary naturo of cooking,
feeding and nurturing as 1o suspocl thal the proponents miss the
whole point of food entirely. Do you EAT the damn food--or 1ake
piciures of it? Do you enjoy il--ar collacl tha experence ltke a
butterfly enthusiast? Do you like and understand cooks--or just
fallow their careers like a hoarder of baseball cards? | know af low
chels who wouldn't laugh their assas off at this insane, crackpot
idea. Any chel who does lake il seriowsly should consider a serious
reality check {and possible med adjustment) as thay will surely soon
be referning to themselves in the third person.

Chefs learn by stealing recipes--then slowly finding their own way. |
quote Ferran Adria--demonstrating his "parmegan ice cream
sandwich® ; * Soon,.cveryono will be doing this.” His allitude being:
*Big deal! Move on!® A more sensible idea would be appropriate
politeness. When lilling...say...Fergus Henderson'’s "Reast Bone
Marrow with Parsley and Caper Saltad®, give mention of the
*homage” on the moenu--and in the press-—-when asked, Give the
ofginatcr a call and say “I'm using your bone marrow thing on my
menu®. Let the chels work that out among themselves. In the
closed, inbred world of chefs, where everybody knows everybody
glse, oul and out recipe thieves- devoid of their own ideas--will
surely be exposed--and ridiculed--by their peers. Thal is
punishmeant enough,

i 10T 106 o 0B AR

Why does “such plagiarism need lo be addrassed”?

hitpe /s ow.megnut.com/2006/ 1M keep-recipes-free
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Gary. | was raferring o the case (mentioned in the aricle) of the
Australian chef who was winning awards for his innovalive cuising.
It came 1a light that he had copied them from varous restauranis he
wigited for shorl working stinis in the US. He didn't just lake the
recipes, ho coped the way they looked and were presented 10
diners. Pholos show the stuff he copied from Alinea were so
precisa, thay were virtually indistinguishable from the originals.

This goes bevond just using a recipe, in my mind, and gets at the
poin| “chel® raises: the distinction of cooking for profil. In tha case of
the Austrakian chel, there was scrious inlellectual (ard culinary)
dishionasly, for inancial and professional gain, That's whal shoukd
be addressed, ihough | don't think copyright changes are the way 1o
do il

Gary also writes: *Il a recipe is good il should be used by as many
pecple as possile” and as you can see above in this thread, Nick
Kokonas (one of Alinea’s ownears] says, "For our part al Alinea, all
of cur recipes wil be freely shared.” That exemplifies the cullure of
giving in the culinary world and | would hate for that to disappaar.

Jnut on 1001 1706 al ;12 AM

Ah, parfect. | was going to write about how shaming would probably
be enough to keep a chef from passing off copies as hisfher own
above, Dul now Bourdain's done it much better than | could have.
Ridicule from pecrs will do just fing,

G ook 821 AR

Wow, Whare 1o begin commenting? First, although | might consider |
a different spin on many of Meg's commenis, on the whele | think
she makes valid paints ight down the line. | say this in spite of 1he
fact that | am a visual artist and copyright protection for all creative
wark iz dear to my hearl, IU's just that il can be carried o stupld
extromes,

It might be worth noting that Steven Shaw is professionally trained
&s a lawyar, What's more, | believe litigation was his specialty.
Litigiora argue casas in court. In practice, | find them 10 have a
miuch different attitude and oullook an lile, in and oul of court, than
thoze allorneys dedicated 1o finding a amicable solution between

O beooming alog
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pariics. Litigators have a propensity towards sesing complox issues
frarm one perspective and doggedly arguing all points from that
view. | was ene of the original affiliates of eGullet, and instrumental
in puiting logether eGullet's origoinal intellectual properly guidelings.
| resignad in profest ol growing disingenuous and unathical
managemanl praclices over a year agoe. Tony sums up the sell
importanca issue very nicely. | beliove Pete Wells might have boen
beticr off talking o diners and additional chels as well as lawyers,
and [ lawyers, perhaps 1o intellectual properly spaecialisis and not to
somcone who argues foeod policy with a litigator's mindsel. | dont
gee he introduction of lawyers into the process of prepanng a
menu as anything but an additional burden likely to leave less profil
in the hands of successhul chefs and drive now restaurants to close
fastor as a resull of additional legal expenses. | think thal’s inling
with whal Meg said.

“Chels protect thoir recipes all the time.” That's been true 1o an
extent wilh raditenal French chels who are known 1o change one
step, or lsave out or change ane ingredient when offering a recipe, |
suspacl iU's less true within the professional kilchen Rsclf, | have
seen evidonce of a level of ransparendy amang conlemporany
chels in Spain. Adria’s openness has been mentioncd twice, but |
have seen evidence of this same sharing of knowledge at levels
below Adna as well. This may be what's driving the creativily that's
led Spain 1o the lorefront of gastronomy taday and what makes
dining in Spain perhaps more exciting than France al the moment.
Achatz and Dulrense seem open to leaching and sharing. We'll see
il retentiveness on the parl of any American chels will hold us back
as a gastronomic society or nol. | don't think Bill Gates has led us
inta thie Tulure of computing.

It's baen an interosting thread so lar, with intelligent comments.
Lel's hope it doesn't go in circles. Jennifer Leuzzi, who writes for the
MY Sun. had a couple ol interestng posts on her blog "snack”™ on
Seplamber 13 & 15 entitled “whatl's mine is yours,” It predates
Wells' article in ime and depth. Full disclosure: | posted a comment
there and have spoken off the sile with her about this,

hitp:fsnack.blogs com/enack/2006/0%ndex. himl

o Bux on 101108 al 103 PM

I think Wells gets it exacily tight hore:
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for intefeciual properly, One is Cantu's route, through patents, but anather, copyrighting a
dish, could have much more far-reaching efiects on the culinary world Chefs have
traditionally worked on an open-sowrce model. freely bomowing and expancdng on each
other's ideas and, yes, somelimes even stealing (hem owtright. But seme influential pecp'e
are now lalking about changing the copyright law so that chefs own ther récipes the same
way composens own their songs. Under this plan, anyang who wantad 1o bormow sgmeon
plea's racipe woukd have 1o pay @ licensing fee.

Wiould this lead 1o greater respect for chefs as the "authors” of ther cuming o weoikd i
clamp dawn on tha froe cxchange of ideas? Waould they be set free bo invent at will, or
would e fear of lawsuils cause them to stick 1o ried-and-true formulas? If intelleciual
property notions take road in the culinary sphiere, the implicatians for those of us who enjoy
restaurants will 8 anormeous

That's why |' d like to neminate the cotton-candy paper for the 2006 time capsule if chefs
in the future call their lawyers every time they change thelr menus. we' Il be able 1o look
back on this two-dimensional real 2nd say, “This is where it 8l bagan.”

For some time after | first read it, | scratched my head over the litfhe prose poam that
begine “Confidential Property of and @ H. Canlu.” iryng b Figgarer oudt wehad I8 meant and
why Homaro Cantu wanted people 1o eat his words, literaily Unforunately, the waords
themsetves, which seem 1o have been pulled from one of those endless legal nolices that
pop up when you install o new Microsaft produect, didm't do mech 1o clear up th confusion
Finally, | gat Canu on the phane and asked him why he srinted thal boilerplate right on
his foad,

“Because my lawyers really paranaid,” he sad,

Cantu may lalk to his iawyer more ofien than John Golti. Jr., does. Together thay have
filed patent applications for a fork that adds Naver to feod and a polymer box with wealls
that, once healed, relains enough energy o cook a fish filel Applcaton niumiser
0060081619, ~System and methods for preparing substitule food items,” describas the
pracess for making calton-candy paper. The application notes tha edible paper has
cartan advantages over ordinary food: “Food items are typically prepared through the
apphication of one or more fogd preparation lechniques of cooking processes 10 one of
mare food companents including slicng, peefing, grating, mashing, aging, fermentation,
coaling, freezing, warming, steaming, bailing, roasling. sauléing. frying. grilling.
barbecuing. or broding, While a consumer may wish to ingest the fond ibem, the consumiar
may be unable to do so because the consumer does not have the necessary food
componeants or the tme, means or skill [ apply the necessary techniquas to prapars thie
food item " In othver words, if people can't shag or cook, kot them 631 paper.

Gefting @ patent can take years and many thousands of dofiars, mostly in legal bills, but
tha cwner of Molo is bankroling Gantu in exchange for a stake in the inventions. His hope
is that big food companies will be willing 1o pay 1o liconse some of these ideas. Canlu says
he has been approached by “dozens of feod companies” as well as NASA's Institule for
Advanced Concepts. The space agency is interested in the fechnology "as a way of
arinting an apgle that you can hold in your hand and take 1o Mars.” Cantu says. "We have
a maching (hat lats you push a bulton @nd out comes a picture of an apple. What we don't
wnow how to do yel is make it three-dimensional—how do we make an apple?” Cantu has
cantaclad the Amarican Red Cross aboul using edible pager &% a lightweight form of
farmine refief: ha is tinkering with his invention so he can “print” paper wilh amina acids,
complex carbohydrates, vilaming, minerals and even medicine. If he succeeds, relief
agencies might be able 1o aufift a strip of paper inslead of bulkior and heavier foods lke
MRE= or bags of rice. The paper could even be prinied wilh instructions in any language
saying, in effect, EAT THIS AND YOU WON'T STARVE.

Clearly, Cantu's imagination revs high, and seme Mato diners have suggestad that they
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“If copyright law were extended 1o restauranis, it seems quile likely
that proprietors would lay claim to any dishes invented in their
kilehens, What about tha sous-chef or line cook whose brilllant idea
this allemaoon landed right on teright's menu—what are the
chances ha' d sec any royaltes?”

As @ wriler and a lormer computer programmer | can say that
copyrights and patents only bencfit those who can afford to litigate.
If you haven'l get the financial ability o sue semeone then you're
S0l

y& Kevin on 101106 m 1 06 A

If food can be copyrighted (in some future dystopia) might therg be
anolher profitable avenue for lawyerly types, complele the cycle,
copyright excretion 1oo ;=)

pays Tam on 10411706 &t 2:44 PM

This 15 similar to the Feist case decided by the US Suprerme Court.
One telephone direclory company sued another, saying that their
arrangement of facts {ie, namas aranged alphabetically by lown)
was copyrighted and no one else could publish a phane directory in
their area without violating copyright.

The Superme Court basically said you can't copyright facts and
threw the case oul.

| think where people are getting confused is that the chels are
talking aboutl eopyrighting the end resull {in other words, the actual
dish created], You can'l copyright the list of ingredients - the lacts -
but you can copyright the instructions o ereale the dish.

syt mike on 10011706 at S48 PV

Thanks for your daad on analysis of this issue Meg!

Much has been said about the rich tradition of borrowing ideas and
(eapyrightable by the way) work of musicians. l1s called lolk music.
And of course more recenily hip hop. These traditions are alive with
dipping into the communal pot for shared culture, Less has been

written aboul the deep history of lood culture and its raliance on
O bacoming somathing alse
mrohive |20, 00, 6, 10
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borrowing recipes and ideas. (Whalt if only Mr, Weiner could make
hot dogs because it was his “invention?!™)

As an attorney mysell, and one dealing with copyright licensing on
a daily basis, | certainly think the culture would suffer from turning
recipes info excludable property. There is always a balance lo be
struck batween protection and freedom. Here it is clear that locking
up lood ideas for the benefit of one would da real harm to the many.

% Weskoodje on 10081 0a &b 748 P

| largot 1o mention, pnwcheese's "parcdy of a copyrighted soup®
mada me laugh - | want to see thal happen. Why nat have a Weird
Al of the kitchen?

A lol ol this would be easler if | could just patent the idea of a
copyright...

he! e 1071108 at 553 PM

"I agree with Meg thal bringing copyright into cuising is very likely to
be a very bad idea, But wa should undaerstand that absence of
copyright today does NOT mean thal recipes can be freely copied
today, Chels' cammunily norms pravent that.

A research study on top French chefs that Emm Fauchart and | did
recantly shown that recipes are protected from capying via
communily norms regarding what is good behavior, Scems to work
acceplably well. Those who egregiously violate the norms get
sanclioned - as the case of "Chef Robin,” played out on eGullet
recantly, illustrates. To download a copy of this paper please go 1o
hitp:/imit.edwevhippel’www/papers/vonhippelfauchar2006.pdf To
read aboul the community sanctioning of recipe copying by "Chal
Robin® go to hitp:/forums.egullel.orgfindex,php?
showlopic=B45095%st=08p=1149705& #antry1149705

e Enc von pel gn 102006 al 457 A

Thera's nothing now under tho sun,

v - f o ¥ of B
i Herra o O R it 1 0; 0 A
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A popular dish in one restaurant will often become popularina
wider clrele. That's the nature of ideas in ar, cullure and lile. I'd
expect no real exception for lood. Creativily feeds off the past and
he present. Most arists (and chels) aren't all that creative, but they
will aim 1o practice their craft and pleasa their audience as best they
can, rehashing old and new ideas as lreely as any society will
accept or candono. Societies will prize creativity &l imes and
refinemeant and execution at other times. My senso is that culiures
move in cycles mone than in a true evolutionary path,

Here's what | wrele and posted clsewhere a low weoks ago:

“When | first staried eating at the famous reslavrants in France, and
they ware the rather undisputed lop restaurants in Ihe weslam
world back then, the dillerences between meals were less about

the creafivity and design of the recipes than about the skill and
axcellence with which the classic recipes codified by Escollier were
axatuled.

In lime, the culinary scene changed and after the wors! excesses of
Mouvelle Cuisine disappeared, chefs bocame more known lor new
signature dishes. Sometimes these dishes became classics and
appeared all over France, not to mention Europe and the U.S., and
the chels copying these recipes never warked at the original
restaurant for the most part and were never called plagiansts. The
Troisgros salmon with sorrel is a prime example. Magret de canard
from Daguin is another.

Today, we ding in a culinary world that's undergone another change
of significance. More and more, chefs are becoméing known for their
erealivity, than lor thair recipes, Diners ralumn lo a restavrant,
especially at the extreme end of this phenomenon, not 10 1aste their
favorite dish, bul ta sea what the chel is currently doing. The
hippest of globe relling epicures seems 1o know whal everyenc is
doing, but &5 you [Jennifer Leuzzi] state in scenario threa, ihe
locals dub Chel B a genlus because theyve never heard of Chef A
much less been across the pond.’ Global coverage of the hot shots
by even the mast middie brow food glossies both enables the
sproad of these creative dishes and techniques, bul it also works
against the local chef gelling away with being soen as a creator. Al
the same fime, | don'l have a problem with a Incal ehal bringing
home the latest ideas to a dining clientele that can't alferd the time

mmmi—
grohbve |7 00 EF L LL
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or money 1o travel so widely, so often”

I'd only add that there's an ethical way for lecal chels 1o deal with
bringing other pecple's ideas lo the lable and there's a prelentious
and dishanest path.

aays B on W 1306 a1 11,05 AR

Good Gosh.. lols cal!

savn Bahe oo 101 TG at fdd P
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, PRESS RELEASES | FE&
fawl like guinga pigs for hie patent-creating factery. But he sees things diferently. In ADVERTISE IN F
Cantu’s view, Eoensig his intellieciual propery is 8 mane efficient way to lap rew revenue
sireams than opening @ casual Molo brasserie across the sireat. "That would take up o
sy tima and | couldn' think asout food—T d just be Ihinking about what color chairs we
were going to have,” he says 71 guarantes you that going this route can be as of morne
proflable than doing @ res lausanl emgore.”

This was an argument | could get behind. | ke chefs. | want them to make maney. But it
ibothers ma that the easiest way for them lo pad fheir incomes is by branding, expanding,
franchising and stiking deals with casino kingpins. I d be happler if they could get rich
staying In one place where they” d devole their attention o coming up with new things for
me 1o eal. Cantu may hove found a way out of this dilemma-chefs can sell their ideas
instead of salling out. The world wou'd reward them for thinking, not for running high-end
chains.

Soon, though, | spolted some Naws in that model, To start, | wasn'l sure anybody but
Cantu could bumn a profit that way. Patents go out anly to people who come up with a
genuinely new device, mathod, process or substance. Cantu is a leader of the culinary
avani-garde, but that's just a small siver of the fine-dining scene, which is itself a sliver af
{he restaurant industry. The average kitchen generally doesnl see greal technological
Waps lorward; Il's cutfitted with equipraent that, with the exceplion of a few advances like
the fopd processes, hasn't changed much since Escoffier's diy. Maost chefs aren't trying to
layer odible subsirates on pager or build transparent neat-retaining ovens. they' re too
busy dealing wilh the 1able for eight that walked . unannounced 30 minutes age. it's hard
lo imagine whal use they would have for patensts

And than mere’s the suspicious almoesphere that a think-tank kichen would have to adopl.
When you rely on your intelieciual propery for incoms, you suddenly become Bill Gates,
building walls argund your inventions 1o keep thieves away. Canlu réquirgs almos:
everyana who enters his kitchen to sign a fow-page nondisclosure agreemend, He says ha
runs background checks on some pofental cooks (o make sure they' re culinary schoal
graduates and not corporate spies, and he uses caller 10 jus! ; case that party of two
loaking for a table next Thursday meght is phaning from Burger King headquarters. Cantu
says his closed-door pelicy mainly applies to big business. He's generally happy 10 talk
echniques with fellow chefs, Sometimes, though, even they cam’l be brusted.

Last winter, the chef at a Melbourne reslawan called Intedude began sending food so
complex and imaginative that faw paople in Australia—or anywhere eise. for thal matter—
had seen anything Eke it, Pureed prawns had beon bound with iransghdaminase and
gufruded through a step die jo make spaghatli Yaogqui thsted like bacon, the resull of
spending lime in a smoker, Pickled cucumber and pressed, dehydrated mango wiene
wound logather in a pale-green and orange spiral. One of the most elabarate dishes was
the poached sguab. Thin slices were served in litle indentatians on top of a glass tube,
and inside the tuba wero two slicks of buming cinnamon that send curls of spicy smoke
into the air. Inerlude’s chef, Robin Wickens, had bean named one of the couniry’s best
young chels by an Australian magazing, but these dishes werd unkke his previous
imvanbians The resson, itwould soon emerge, B 1hat these wene nol his insenlions at ai.
Wickens hid copied the dishes and a dozen of 80 athers from a number of American
restanrants

Wickens hadn't just Wied (he recipes; be d copied the way they Isakad, down to the highty
unusual service ware, The glass tube, Tor instance, is sold by Crale & Barrel as a votive-
candie holder, which is prosumably how Crate & Barrel customers used it until Grand
Achalz bought some as prosentalion pieces for Ainea, his restaurant in Chicago. Wickens
had a chanee 1o sludy Achatz's dishes during he summar of 2005 when he volunteered al
Alinga Tor i week, making noles and taking pectures, before retuming home to overhaul
the mene ot siedudo, Vickens re-created the Alinea dishes so precisoly, in 8], thal in
phodos, the originals and the imitations are virually indistinguishable. “He copéed [em so

On bacoming somathing else
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will | was almest impressed,” Achatz says.

The charge of plagiorism wos fest raised en the Web sile eGullet in March, Thres weeks
later, eGullat reported on a socond copycat ched, this one in Japan. The Tapas Molecular
Bar ingide the Mandarin Orendal hole! in Tokyo was offering a tastng manu thal appeared
identical 1o ane onginally served ot o Washingion, DC, restaurant called Mindbar, ran by
avanl-garde chef José Andrés. Onco again, the chel who seemed fo have stolen the
dshes—al lzast 15 of them—had worked al the restauranl where they were invented.

The eGullet discussion revolved around dilferent ways of describing this copying. One
was plagiansm—presanting someone else’s ideas as your own This is an ethical
infraction, nol a legal one. Newspapers fre plagiansia; unlil now, the worst thing a chef
might suffer was a snide pul-down. The second wies copyighl ifringement. On tha
surface, this made even boss sense (han caling o chef a plaguinst. Copyright law protects
*original works of authorship ficed in any tangible medium of expression ” Achatz's dishes
are ariginal and tangdde, so they ought 10 be eligible for Ccopyighl, bul the law specifcally
excludes ingredient ists and recipes. A cookbook can be copynghied—but as a lilerary
work, ol 8 culinany one, Fergus Henderson could sue me if | nabbed his fetching
description of reasted marrowbones fram The Whole Beast, but if | opened & misingw-
themed restaurant and sorved his recipes every night, he' d ba powarless 10 stop me,

When Staven Shaw, eBullel's cofounder, first weighed in on the site’s discussions, he felt
the bast way 1o deal wilh focd fargery was through public shaming: 2. the evidence oul
there and et copycals feel the heat, After a few days or 5o, though, he had a change of
heart. Shaw, a reformed lowyer, leamed in lew school thet recipes can'l be copyrighted,
*Then ona day | was siting there,” he says, "and | thought, Why nei? It degsn’l make any
senge The assumplion i that 4 st of ingredients = like a formula, as opposed 10
Meralure of art or craft. But | think sensus recipes really ara a form of Merary
crafsmanship. You can copyright the world's worst photograph, but you can'l copyright a
recipe, or b5 exprassion as food? Thatl's abdurd™

Shaw fold me ha hoped 1o convens & summil maating wilh some of (he smarlest people in
the food world to hammer oul a workable model for copynighting food, First, he' d propose
changing the copyright code, possibly by making cuisine a subdivision of the axisting
eateqory for sou'plure o acknowledging recipes as a form of literary expression. For
enforcement, Shaw lzans toward creating a system like ASCAP, an association that
cobecls composers' rayalties for public performances of songs—on the radio, in nighlclubs
and so on. He doaesnt want fo do Bhis wark imsolf, bul hie's got sameone in mind who's
smart, rich and powerhsl enowgh to get the job donae: Hathan Myhrvold, the Tarmer
Microsofl exoculive and amatcur chel who s now a kind of inlelleclual-property
entreprancyr, rogislenng new patents and buying up exisling ones al an agoressive pace.

Copyrightey] recipes may ba tha most radical idiea 10 hit the food world since the invention
of thie meny, Such a system would apply 1o all chefs, not just those in the avant-garde; fo
quaify for a copyright, & dish would have to be orginal, but i wouldn't have lo redefine the
vary nolion of food. Yes, Shaw agrees that the law would need 1o cane oul a huge
number of dishes in the common domain, Like Shakespeare's plays, cassics such as
Franch onion soup would bolong to everyody. But a chelf who came up with a new soup
could copyright it and demand a licensing fee from anybody else who senved it, Shaw
thinks this wauld spur ceslivly,; il here's maoney to be madao from new knds of soup, then
mare chefs will make soup, || might even lead to a split in the job marke] between thinkers
and doars, Chels would aperale like Anedy Warhol, gelting rich off ideas cxeculed by
others, “Somathing would b losl.” Shaw concedes. "You won't be expenensing 1he
handiwork of a groal che!, Bul that's moslly a fantasy these days anyway. I' ve boen o
Jean Georges dozans of flimas and U'm pretly sune Jean-Georges Vongenchien has never
cooked a bile of my food. So 1 have no peotdem with him going into research mode.”

Ax g writer, | refy oo Gogrynight law for much of my income, 50 1'm alréady sympathelsc 1o
O baccming somehing eise
arthive 1
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Shaw's argument. People who swoal over new ideas desarve compaensation. And there's
a sanse in which rewriting the copyright code o incdude fopd seems like the ultimate
acknowledgment ihat chefs have arrived. Once they were seen as tradesmen, like
carpenters and plumbers. Now wa trzat them as creative artisie—shouldn’t the law see
tham that way (oa?

The frouble, a8 sven Shaw wil admil, i that many chefs don't ike the idea. Even Gran
Achatz_ who says that the interdude Web site showed 17 dishes he invented, is againsl &
copyright syslem for food. *Chefs won't use it,” Achaiz eaye. "Can you imagine Thomas
Kellar calling ma and sayng, ' Grand, | need 1o license your Black Truffie Explosion so i
can pul that on my e 7

Even if chels did support the system, iU's ngd clear they would benefit from il Shaw
compares chefs Lo musicans, who have generally profited from the copynghi law, My foar,
though, i that they anre mode like Nnewspaper raporters. who typically surrender cwmarship
of their work, I a reporter wiilas a stary on the company's clock, that story belongs to The
Man. If copyright law were exlended to restaurants, it seeme quite likely that proprietors
would lay clam {o any dishes invented in their kifchens. What about the sous-chef or fine
ook whase brilliant idea this afternocon landed right on tonight’s menu—what are the
chances ha' d ste any royallies? Restaurateurs would stockpile the rights to scads of
recipas with the hopa (hat ane of them will lum out bo ba the next maden chocolate cake.
Only chel-owners would retain their ights, and chef-owners are already the elite of teir
profssion.

Since | staricd writing this, my two-dimensional cotton candy has suffered the ravages of
tme. Mare precisely. iUs suffered the ravages of my two-year-old, who grabbed it off my
desk, crumpled it in his hand and ran gleefuly around the apariment in a one-sided game
of tag. The legal disclaimer is sfill legible, but the image of the cotion candy has a few
holas in 1. The paper's no longer switablke for a time cepsule, sadly, so 1" || jest have o eal
il

Pate Wells is a conliliufing eoior lo FEW. E-madl commmnms fo furr &l

pEle.is ferpoeEprnail covn,

Thiz articlo onginally appeared in November, 2006
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Suby recipes and intellectual property law

Date. 10/11/2006 9:53:23 P M. Pacific Daylight Time
From:; sara@borro,ws

To bkinmenti@aol.com

via the US Copyright Office:

“Mere listings of ingredients as in recipes. formulas, compounds of
prescriptions are nat subject o copyright protectien. However, where 2
recipe or formula (s accompanied by substantial [terary EXPression in
the farm of an explanation or directions, or when there is a combination
of recipes. as in a cookbock, there may ba a basis for copynght
pratection.”

It's that phrase “substantal iterary expression” that has people
debating

Here's a recent article by food critic. Pata Walls:
nttp:iwewr foodandwine comvarticlos’new-era-ol-he-recipe-burglar

and another liltle essay responding o (and riffing an) Well's:
hitp-/Awww. megnut.com2006/1 Wkeep-recipes-free

Tuesdav, October 24, 2006 America Online: Bkinmont
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KEEP RECIPES FREE

Thiz month Food & Wina columnist Pete Wells addressas patents,
copyrights, and cooking in New Era of the Recipe Burglar, He
begins talking about the odd experience of seeing copyright notices
on food while eating at Chicago's Mato (semething thal bolhered
me as well, see An Evening at Mofo). He then lalks about several
chels who have stalen recipes from othar chefs (including
prasentalion, down o using the same Crate & Barrel volive-candal
helders!) and passed oll the dishes as their own. Clearty, such
plagiarism is annoying and needs 10 be addressed. But the
suggestians that follow from Staven Shaw, eGullet co-founder and
tormer lavyer, in the adicle sound down-right frightening to me.
Wells writas:

Shaw lold me he hoped o convene a summil meeting
with some of the smarlest people in the food world 1o
hammer out & workable model for copyrighting food.
First, ha'd propose changing the copyright code,
possibly by making cuising a subdivision of the existing
category for sculpture or acknowledging recipes as a
form of literary expression. For enforcement, Shaw
kzans loward crealing a syslem like ASCAP, an
association (hal collects composers' royallies for public
performances of sengs—on the radio, in nightclubs
and so on...

.. Yes, Shaw agrees that the law would need to carve
out a huge number of dishes in the commen domain.
Like Shakespeare's plays, classics such as French
anion soup would belong to everybody. But a chef who
came up with a new soup could copyright it and
domand a liconsing lee from anybody else who served
it. Shaw thinks this would spur creativity, it there’s
money to be made from new kinds of soup, then mare
cheofs will make soup. It might even lead to a split in
the job markel between thinkers and doers.

| don't cven know where 1o begin, The idea that a change to
copyright law would spur chels Lo new levels ol creafivity seems
gpurious to me., The lack of meney to be made from soup is not due

hup;ff'wmw-m-.‘g:un.cnnu'lnnﬁrI{I-'l:c::p—ru::ipes-free
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to a dearth of soup innovations, Its due fo the cul-throal marging of
the restaurant business. Do we really need 1o get lawyers invalved
in what we eat? What restaurateur needs a line item lor recipe
licensing lees in his already gt budget?

The curren! copyright law is excessive and il anything, slifles, rather
than promotes, innovation, (Current law granis copyright 1o an
author for the werm al her life plus sevenly years. i1 were (o live 10
100, what you're reading right now wouldn't enter the public domain
until 21421} You can look all arcund the creative world, lrom Disney
io the recent troubles with the civil rights decumentary Eyas on the
Prize. lor examples of how copyright has been parverted rom the
original intent to offer a limited set of protections to "promota the
pregress of science and useiul arts.”

So why would we want 1o bring thal burden into the world of
culsing? Heck, the idea of copyrighling a recipe assumes one can
actually create an original recipe! Bul aren't all recipes dervaltive
works? How can | pessibly come up with a unique cookie recipe
that isnt based on mare than a hundred years of cookic recipas
using flour, eggs, & leavening agent, a fat, and a sweetener?

The culinary world at its besl s a warld of craft and arl. A fine meal
is a perlormance, not a soullcss assemblage of ingredients. | feel
good when | eat Grant Achatz's "Hol Polato” at Alinea. | don't wanl
15 eat "Hol Potata™ by Grant Achatz® rotely created at some feod
counter in the airport, Clearly there are issues with how chefs get
rewarded for their crealivity and etfort, and | would love to sea the
best get the recognilian thay deserve. But bringing the lawyers in7? |
don't sz how that benefits chels in the kong run. of diners, or
amateur cooks., In the end, | suspect the ullimate beneficiaries
would be the same people who always win, As we get ensnared in
the webbing of our increasingly-complex legal system, he ones
wha always make the mosl money are the lawyers.

Posiad
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Deliclous Polish Food

Gaod ard Healty Origingl Polsh Ham Paregl, Sausages and much
marg

L il o B

Recipes For Soup
Choasa from thousards ¢f ree reopes at Chels.com
e L =LA

Lose 20 Ihs in 3 Weeks
Amaring Chinese fat-loss secret. As scen on Oprah & 80 Minutes
AL WL long ot [

READERS COMMENTS:

Chels protect their recipes all the time. Thay simply call it a "secrot
recipe”. Wo don't know what is in any number of recipes oul there
and for 1he mosat part people don't really try to find out.

If | make a new recipe and | don't want peapba to have it, | just don't
tell people what | used o make it, That's pretty much how it has
always worked. Auntie Rae died with her recipas and the whale
family is still missing her meatloaf (or in my lamily, meat blintzes).

People may try to figure out the secret, but so be it If they would
rathar put in 100 hours malching the recipe, than crealing
something of thair own, then | am sure they will get what they
deserve in the end,

Why would we possibly need a copynight for food? | totally agree, |
do not want to eal trademarked laod.

Ty o 160 0 sl

The best waming line in history comes out of "Battle for the Planet
of the Apes”

*In all of this fighting, only the weapons have won.*
Lawyers ane weapons, are they not?

O bacoming mﬂﬂﬂ i
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An Exhibition in Your Mouth: Piéce Montées B, .., g3 ey, PG o Kl
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I select projects important to reach to the outside, projects of other artists important to me
in the development in the discourse of our attempis to leave the art world 10 join the rest
of the world, and to work with and understand the value structures of those living outside
of us.

These projects are then described. These descriptions are given to chefs, who then come
up with a pidce moméde representing the projects.

The dinner is comprised of these pidce montdes 1o be eaten by participants and passersby.

The meal could oceur at the Marché d'Aligre in Pans, the chefs responding with the
ingredients available at the Marché.

For the event a letterpress menu is printed and distributed. This menu would then also be
available for visitors 1o the book fair,

-

Alterwards a book would be printed by Pat Reagh here in Sebastopol, letterpress, and
with original photographs of the pidce montdes, their recipes, and their project
descriptions.
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PRODUCED & BOTTLED BY NAVARRO VINEYARDS f80] HWY |15
PHILO. CALIFCRINIA 95406, FOR INFO, TELEPHONE (F07] 583 bodd
O TOLL-FREE [-Bii 52704l CORNTAINS SLULFITES.

— — [ www.navarrowing.com |

GOVERMNMENT WARNING (1) ACCORDMRG TO THE SURGEOM GEN-
ERAL WOMEN SHOULD MOT DRINK aALOOHOL BEVERAGES DMUIRING
PREGMNARCY BECALSE OF THE RIBE OF BRTH DEFECTS (2) DORNSUMP-
THON OF ALCOMOLIC BEVERAGES IMPAIRS YOUR ARILITY TO DRIVE A
CAR OR OPERATE MACHINERY. AND MAY CALUSE HEALTH PROELEMS
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MIT NATUR ZU TUN 10 DO WITH NATURE

¥

Mature and Arl 1967-1872 ? Mature as Process
Matur und Kunst 1967-1872 Matur als Prozess Matur als Metapher

Jan Dibbeta, Gar van Elk, Marinue Baszem, Hans de Vrios, Krijn Armanda, Mikelaus Urban, Pieter Engels,
Axel van der Kraan, Marit & Lax Wachgalasr, Slaard Bulaman Sigurdur Gudmundssan, Pioler Mal,
Bloerd Buleman, Qer Dekkers, Anton Heyboer Douwa Jan Bakkar

Ben d'&rmagnac, Gerrli Dekker,
Harne dea Vrlaa

4 Matlure as Metaphor
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In der pwnller Hallte dor sechoiger Jahre begannm
Khnitlar in Améarika und Europa, in und mit der Haiur

ZTu arbaiten. Land, Sea und sogar Lol traten an dis
S5telte das Ataliers, Meist hanoa'to a5 sich nicht um
Eing romantische Flwcht aus dar Wirklichkeil, sondern
um ging bis dohin ungokannte Auswaitung der
matesiailan, technischen und Darsteliungs.
moglichkeiten. Durch bestimmie Eingrille Kann man
beispielyasise pin Siock Landschalt verandearm und a's
Kunatwerk batrachien, ohne dass es nachgeahmdi wird,
Zuwaitean _HD dir Akrant jedssh aul der altennalivan,
natdrlichen Labanswelse WM __w.mﬂmn.nmwnm. Zu gar
kEpmplizierten Wedse des Zusammanlebans in giner
versiddierten, industrisabhdngigen Umeell. Dies alles
macht sich auch in Jan Misdadandan bemarbar. D
Kunst schiug damals o vielfaltig in der konkreden
Matur Wurzeln, dass sich nun, Ende der siebziges
Jahrg, Zeigl, dass immer noch viele Arbaiten
nigderidndischer Kansilar Cireki mif dor Natur z2u tun
naben ador gogar mit ikrer Mitwirkung onbstehon

Der kindtische Forsther Geshard von Gragveniiz hislg
dias 1Gr aln 8o m.:__.w_:n_mu Pridfoimen, dags ai
vorgehlug, sunp Ausstallung zu dam Thoma Kafur und
Kunst in unserer Zoit fu organisiesen. Eine
Arbailsgruppe, 2u der ausses ihm Pied van Daalen, Jar
van Munsier und Gijs van Tuyl gehrten, hat higrvan
ausgehend T To _u_n ________.__.._ ZH_HE _._.h_mhn_..: u lun} weaider
.n_.._u..ﬂ.m.wqw..m___m. _.___.rn Hr_mhq._.._._-_m.._ﬂ_m_m.m___._ Die Augstallung
bestabt aus desl Tellen, Fundchst wird anbhand von
Fobos, Kaman, Tedlen wund Bicharn dokumantiart, aul
walche newpan Manisran aing Seihe won Kinstlemn sich
won 1957 ols 1972 mét dor Matur befassio. Danach
lolgen Arbeiten von KInstlern, die von der Nalur oder
ainer natiriichen Lebansweiss ausgatmn, Zulelzi sine
Grugeoe won Kdmstbarn, in deren $Wark sich die Maltur nur
geleganthich, malsl indirakl dber die Fotogratio, findat
Um Zu vardaullichen, dass &8 gich nicht win gine fin
kinstlarische Erschalnung handall, stelll Peat wan
Daalen den kulturhdsiosischan Hintergnund digsor
Entwicklung dar.

Einstlarm wia Marinus Bosrem, Jan Dicbets und Ger
van Elk gelang var gul Tehn Jafhosn @in KOst s me
Durchbruch, indam sie dia Grenzan ded Kunst
buchstablich veriegtan, 1967 harte Diobels aul Tu
malan. Er bagann damals, viereckige Grasnarbenstiicke
30 auleinandermusiapaln, wie gr ag favdd mil Gemalden
getan katla, Boazem sielll 1968 aln Werk aus, das aus
Einar Wellerkars basiaht, Auch varwandate er Luft als
blidendes Matarlal. Einge ungekannia kénstlarischo
Fraineil. Ger van Elk rasiarie 1980 sinen Kagius wnd
prasentigeta inm als Kunstwers, [ gdigsam
aufgeschlossensren Kiima beginnl Sjcerd Buisman,

Introduction
Eimlegitung

Cn
On g et o

In the second hall of (he sidies armisls 0 mr_:uﬂ.'. amd
the Unitod Stales staried working in ang with nature.
Their warking space bocims [l land, (he Son and
aven the sky, In most cases they wene ol concemed
with a romantic escape liam reality, bul with an
unpeacadonied axponsion al thair matediad, technical
and visual rescurces. For insiance, a lapdecaps can ba
branEFonmed E.t. corfain interventions, bRComING B WK
of art In lisell, without any Imitation gf nature.
Sometimes, however, the emphasis was{on a morg
.___-ﬂ.!.._r" way of lile, as an allernative o tha camplaxily
al lifa in an urban environmant revoleing aroend
industry. This trand has alse made itsel] lalt in the
Hethedands. &rt has gained such a firm| fecthold in
naturs thal naw, 81 the and of the sovenlies, wa-lind
that & lof of work by Duich artists Is d Iy concemed
with natwne, of i% aven made with the aig of nature.

Tha kinetle artist Gerhard von Grasvenity was so struck
by this development that he suggested fhat an
wxhibition should be organized on the tHeme art and
nature in our time. A working party
Qrpevenits, Pial van Daaslen, Jan van Munster and Gijs

Beaka) is ﬂ____iz ol the various ways in prilats

have worked with nature betwesn 1967 and 1972 Then
thers is a secibon devaled 1o the work of arlisis whose
starting-paint ks nalure or @ natural way of Iq_-...-u._:-u_u_
there is a selection of works by artists
incidontal use of natune, udually indinecil
of photegraphy, And 1o show that this
axclusive to visual ar, Piel van Daalen Ras placed it in
i cwldtural-histarical cantexl,

A ﬂ_u._lu fen yoars ago arisls auch As rinus Boaram,
Jan Dibbats and Gor van Elk brought ab
breakibhrowgh by literally expanding the borders of arl.
Dibbels gave up painting in 1967, He sigred making

done with his stacked paintings. In 1568
axhibited & work that consisied of & wegiher report,
He also used alr as a plastic material = ghus taking an
unprecedeniod arfistic lbarty. Ger van Elk shaved a
cacius in 1960 and presenied it a8 & wolk of an.

im these years of expanding froedom, S(gerd Bulsman
started influencing and registering the growih
procosses of planis and flowers, in 1969 Axal van dar
Kraan regarded the boach ag his studio, 'whené he built
lables of grillwoad which were washed ay by the
rising tide, and Lex Wechgelaar carvied gut ecological
projecis conaisting, for inslance, of an grpanioed walk
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\\\a_..n ihe island ol Schiermonnioog. And 11 was also

In those days that Ger Dekkevs starled looking for ihe
traces of cultune in nafure and rogistaring tham in

pholographs.

Maoarly all these artisis Hved in cities, even though they

worked In nature. Bul some of them moved away fiem

iha iy 1o live in the coumtry (0 the way that fishormen
mnd larmars used 1o. For theso artists, art and daily lite
farm an indivisible whale. A pioneer of this mentality
was Anlen Heyboer. In the sarly sizties he tumed his
back on the technological progress and aliluence of
wesiemn socisty and withdrew (o the seclusion of &
hamile called Den lip, where he lound the righl ascalic
conditions 1o enable him to concentrate on his nner
sell and on human relaticnzships. He reported his
findings in his stchings, using & symbalic sign
language. Under his influsnce, Ban d’ &rmagnac and
Gorrit Dekker moved 1o the country im the province al
Zesland. They used discarded planks and odds and
ends to bulld wooden huts which wero meant to be a
kind of meditation space. Quite independanily, Hans
de Viles makntained a close relatienship with najure in
his sumoundings by moans of pholographs, lez1s and
filma. He aven proposed werking a gardon allatment
mnd keaping & record of his results as his contribution
to am arl exhibition. Does thit make the artisd &
gardener, of afe the iwo ldenileal hana?

[ Wries and Buisman, two vary diflerent arisis, haw
both continued in the direction they fook ten yaars
aga, Last year De Vries moved 1o Was! Germany 19
simrt 8 medivm-sized larm whare he Eseps cows. His
ait is still directly concarmed with his personnl way of
e, At present his artistic work consists exclusively of
what by called riging patlenns in mile. Thay ame 1ha
caolouriul patterns thal emerge whan milk s absorbed
by lilter-paper. He carried oul this precodura ol
epaciiic times, so tha! the serles of rising patierns
producas an anbgmatic graph o which the kéy mast
still be found. Bulsman damanstrales (he growlh of
planis and trees, with a view 1o visualizing certaln
invisizle forces -growth, light and gravity. He comes
across these forces In nature, he makes an
airangement of them in his stedio. Bul ha regands
mature purely as a plasilc material with which he has
mo special emotional atfinity. Krijn Ghezen, wha used 1o
make wal-hangings, is more concemad with archalc
farms of llving such as the onas still sxisting in fishing
villages along the coast. He sccompanies tha
figharmen on their expediticns to sea and observes
thedr cusioms and bellefs - e.g. the health-giving
propartiea the (isharman attribute to corain fish.

Malure plays 8 more discrest and incidental nole in the
work ol artists sech os Douwe Jan Bakker and
Hikalaws Urban, Pioler Engels, Sligurdur Gudmuend&son,
Pipter Mol and Armanda. Al of them make uss ol
photography. No milk, no leawes, no fish hena,
Sometlimes nature plays a modest rele in the
background, almost as il it wore & décor. The essence
ol nafure can slso be axplorod by relating i bo
__.-EEE{ nnd other manifestations of human cullure.
Douwe Jan Bakker visoalipes, by maans of
photographs and text, the relationship betwesn certain
glomants of the lcelandic landesapa and tha
cormespanding words in the Icelandic language.
Angiher masting-podint batvwean languag and malure
janimal} = 1o b seon In & periormance by Nikolaus
Urban when ha tries 1o leach & parral o say tha lasl
sanience from Wiltgensiein's Tractalus logico.
philosaphicus; “Wovon man nicht H_I._n.nn.._n: kann,
darbber muss man schweigen. Incidenially, his
allmpl wWhs uRsuccassaful,

A quite dillerant postic quality is displayed in the work
ol Engels, Gudmundsson, Mol and Armanda. In their
wark, ndfure ﬁ-._iq.-.__._-_ lunclions &3 & kind ol poatss
metaphar, It relers 1o othor things: emations, thoughis,
moods. ._.n_ ..m__m‘.l!n..._.llh._l._..m_m:..__-. (titbe al the iravelling
exhibition organised in 1978 by the Visusl Ars Oilice
for Abroad, Amsterdam). Pleler Engels plays a
sophisticated game with language and image: | waich
thi aes, becauas 1he sea always moves ma. ,

plways, .. always. . . so, | moved And sure enough, in
this Foufth n..__-_______u_u_-u__. this artist has indead vacated
his chair an the beach. Emotion, literally concelved and
transposed In terms of space. Gudmundsson, whe
grew up in lceland and now lives in Amalerdam, lakes
quite & dittereni view of naiure, In his conception
virually anyihing (mountains, people, losdspaakers,
trisngles, 8 cup of collen) is all por of cno onganic
whole. Much of his work = st In pure nature, which
thus sérved as the thealre ol his _alﬂ“__-_nn_n._.-. Elemanis
fresm nafure such s water and lpaves play a pan In
Pleter Mol's pholo works. An autemnal mood |8 created
almost musically, in Rainy Day Blues. Swech works are
ahoul more than [ust natura pura and simpla.
Armando, finally, se0s nalure s an impassive witneds
to human cruelty. Mature doss nathing 10 stop the
holocaust, and is thus ils sccomplics. That ks whiy his
landscapes are guilty.

Thiat #ach of these artists has his own porsonal
conception of nature s quite obyious from thedr works.
And the snawars to the guestions Jdng Zutter and | put
to tham only confirm thal their differances in oullook

are indeed considernble = therehy adding 1o the weight
of the question as to what is art and whal la natura.

Gijs van Tuyl, January 1978
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H.\.h_.u. | wanbod has come about In my e | havo b

bacoma o larmer and &n arlial, avon n_.._v:...‘.___ did mot
daliborately sci out 1o do so. Our baing on this Tarm as
WE Are now WwWas never planned:; i9 just gradusaily grow
to be so. It ks something tha is in pou and that
bubbles up fe the surface. It is nice how i happoned.
Things just mowed in this directicn. Perhaps my
coming fram & Tarming family had semathing to do
wri b i, although my faiher was not himsel! a larmer.
Yoors ngo, when | was liitle, | was slways on the farm,
| began with goats, bui | am nol & persen who can gal
on with goals. Al present we have aboul 40 cows. Tha
et that you are independent 88 & larmes i allractive.
The ouldoor life is aulomatically invelved i i a8 well
I think all the mambers of my famlly enjoy thod more
than | do. | do not know what aatune is. Do )
somatimes use the word? Posltively never) | am in 1
the whole day kong and | would not want 1o ba
anywhins @lie. You have irées and grass around you,
but if @ tree [5 In the way, | cut it down.

My vocation as an prilsi was always the same as my
living process. it crystallized out Fnlo certain abjects o
megisiralions. NMow | have found something | can
constanily ba ol work onc dsing patterns. Another
person might collect postage stamps. it | could live ali
rising pattarna, | do nal know whether | woubd glve up
the farming lile. | would buy 8 good larm Fer it
Farmwork & no burden, although | do not always
whisile as | go about L
Rising patterms are chromatogeraphs, Bl the farm
datarmines them ol lsast a8 much as the colour does,
It afl comes from the anthregoscphical angle. | became
inferested in biologically-dynamic methods of
sgriculiure, read them up and followed & gourse
according to the Steiner method. In 1972 | began
making riking patierns. The anihroposophists want to
prove by tham that their method of ageicullure, without
artificial fertilizers, is batter. But 1hat conclusion
asams 1o hasiy 1o me. They have a bible and creed

; once ogain, | have never yel had a garden withoul

| artiticial lertilizer. Howewer, | certainly regard

biologically-dynamic resaarch as very important, svan
thosughn | dislike the atmosphare around L But lar me it
i3 completely impossible finenclally to larm thal way.
Riging patterns are made as fodlows. | put 1 mi of julce
from a irulf or milk and 1 mi distilled water into a smali
glass, tha lid of a presesving jar, and inba this | L8l a
aheal of (Hlier paper rolled wup inte & lube. The whole

ihing is thon placed In a gloss container wilh wator on
the botlom o give o 100% degree of relative humidity,
Tha liquid rises up into the filler papar in &an haer and
a hall gr bgnger. Then | ket Il dry. | naxt lat Tirst 4 mi
sitver nitrate and then & mi ferrous sulphale soak n
the same way. The silver nitrate brings out moes colour
and the ferrous sulphate fixes 11 & BIL Riglng patlams
lade in ihe lighl. which is why thay are mproducad
photographically.

I mostly chosa planis and frults that wano e hand,
things growing semewhene round abowl. Oranges did
nad interest ma, Whether you laka ong Potalo or
anather makes no dilference, The character 1s the
#nime. When they stand steaming on the lable they are
all just as dear to ma, Since thay have no charootor of
their own, | do nol hawe mny special relelionship with
tham. In pdanis there are no individual dilierences. bt
they do exisl In cows. For inslance, one cow |s morg
sensitive to the waathor than anather. So | can build
up A relationahip with a cow.

In grouping the fising patterns you can think of all
sois ol possible staring-points. You can arrange them
atcording to manuring or fodder, the signe of the
zediag, ihe weather and so forth. Once during an
exhibiibon | hung them in all possible ways. Nowadays
| de nod inclede 5o much texl with them as | used to. |
na langes place an account ol what we do nlongside
them. It is no longer necessary, since | have already
done that. Thére are now B0 or so rising patiems. |
have nol dravwn any conclusions from them and | am
still not doing 0. Howover there are certain things |
CAn Bay aboul them, since the longer you wark on
them, the monme Temilias you Becoms with tham. | try 1o
look at them in as unconditionsd & way a8 possible. 1
hava e crede as lar as thai is concemed. | really do
not know whal cught o come aut af them. | sl have
iy einlext in which fo interprel them, | ceralnly hape
te be able to draw & conclusion from tham eventually.
They were not made just fof fun.

I am now slready looking forward 1o the coming wintes.
‘Wa have nevor had it lize ihat batore, with the cows
naar (he house and everything mechanised. | shall than
ba able to go 1o catile shows and thems will also be
maore tima lor the riging pattemns.

From an interview with Gils van Tuyl. May 1878

HANS DE VR

IES

(1847) Deich&trasse 222, D 289 Lami-

Niliermoor P491-48146

19 Rising Fatterns in Milk
Milchsteigbilder, 19761978

16 riging patierna in milk; coloyr phologragh,

text ! 16 Mlichstelgbilder; Farbfoto, Text,

50 x 30 em

20 Dlagram swrvey of rising patterns in

mllk
S¢hematlieche Ubersicht ge
Mlichatalgbildar, 19781978
pancil | Dialatitt, 80 x 100 am

machtar

Bibllography | Bibllographle: CHasper Otto

Melcher & Hana de Vries, Fran
da Hellen, Haarlam 1475 Hans
Stijgkeeldan van vruchian, Haa

Gemeentemussum, Prentenkabinet, Den Haag

1870

Halsmuseum,

g Vrias,
i

pthineg o




;

g
E
2
5
§




Page 1 of 1

As a Brooklyn sculptor my increasing interest in the solitude and tranquility afforded by nature
led me to abandon the noise and chaos of the city for a solitary life in a trailer on an upstate apple
orchard. Without electricity or plumbing, with only frigid water from a well 50ft up the rocky hill, I
spent a large portion of my day on personal survival, Walking in the woods, awestruck by the intricale
relationships between the lichens and the rock outcrops, the sedge grasses and the sugar maples, the
organic debris and the flowering columbines, | found the intimate relationship with nature that | had
been looking for. But ultimately the extreme isolation was exhausting. | missed human interaction.
and even hot showers. What [ had been looking for in the city was solitude and communion with
nature, and what | craved in nature was community and conversation. My interest in landscape
architecture grows directly out of my desire (o reconcile these two most human of tendencies.

Back in the city | sought out Paula Hayes, a landscape artist concerned with the same issue, and 1
became her general assistant. Thanks to my extensive knowledge of fabrication technigues | was
made the liaison between Paula, fabricators, and her clients and collectors. My discussions with Paula
centered on the simple idea that wherever and whenever man has the opportunity to experience even
slivers or fragments of nature, his sense of stewardship and responsibility towards the environment is
mevitably enhanced. Our concern was the unique dialogue that occurs between people while in
nature, a conversation that does not oceur elsewhere, Designing landscapes is a way 1o invoke that
dialogue; even a terrarium, a minialure ecosystem, might initiate consideration of our treatment of the
earth.

Ogeasionally my idealism ran up against the absurdities of actual design process. Working on a
landscape design for a Rafael Vifoly project in Abu Dhabi, [ was put in charge of finding native
plants for the region. Extensive internet research, all of which | carried out from an office thousands
of miles from the site, which | had never visited, revealed a grand total of one desert plant. Given
these constraints, | was lefl questioning the place of a designed landscape in this environment, The
existing aquifers were being depleted much faster than they could replenish themselves. all building
materials were shipped in. requiring an enormous amouni of fossil fuels, and the builders and
employees were exploited transient laborers from the Indian subcontinent. This project and its
implications marked another crucial moment in the development of my own philosophy of landscape
architecture,

An important experience in local landscape architecture came when [ proposed a project to a local
restaurant, a rooftop garden that would serve as both a green roof, and supply the fresh herbs needed
by the kitchen, The garden blanketed an expansive walk-in refrigerator, and the combination of
insulation and sustenance it provided, yielding [resh ingredients only steps from the kitchen.
epitomizes the mutualist relationship between humans and nature that is so necessary in today’s urban
context.

Site-specific research of native plants and ccosystems is necessary 1o a sustainable landscape
design practice. as is an understanding of the motivations of the occupants of an environment. The
relationship of a society to its” environment is determined by utility and ideology. 1s nature at the
service of mankind? [ believe it is not. How one might reconcile the practice of landscape architecture
with this beliel 15 central to my desire to continue study.

hitp://mail.google.com/mail Mui-2&ik=8cdeb?] 60a&krealattid=1 favreat6O&atid=0.1&disp... 1/2/2008
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Félix Fénéon

Félix Féncéon (1861-1944) was born in Turin (his father was a traveling salesman), raised in Burgundy, and came to
Paris after placing first in a competitive exam for jobs in the War Office. He was employed as a clerk there for
thirieen years, nsing 1o chief clerk, and was considered a model employee. During this time he also edited the work «
Rimbaud and Lautréamont, reviewed books and art (he helped to discover Georges Seurat). and was a regular at
Mallarmé's Tuesday evening salon. Fénéon was active too in anarchist circles, and in 1894, after the bombing of a
restaurant popular among politicians and financiers and the assassination by an [talian anarchist of the French
president, he and twenty-nine others were arrested on suspicion of conspiracy—though in the subsequent so-called
Trial of the Thirty Fénéon and most of his co-defendants were casily acquitted, Soon afler, Fénéon became the edito
of the Revue Blanche, where he featured Debussy as his music eritic and André Gide as his book eritic and publishe:
Proust, Apollinaire, and Jarry, as well as his own translation of Jane Austen's Northanger Abbey. After the Revie
Blanche folded, Fénéon went to work as a journalist, first for the conservative Le Figaro, then, starting in 1906, for
the liberal broadsheet Le Matin, for which he composed the pieces collected in Novels in Three Lines. In later life
Féncon sold paintings at the Bernheim-Jeune gallery and for a while ran his own publishing house. In FEsSponse 1o a
proposal to publish a collection of his own wark, he remarked, "1 aspire only to silence.”

Novels in Three Lines

Luc Sante has selected the best of anarchist and art ¢ritic Fénéon's vignettes of the darker side of
life—adultery, murder, revenge. labor unrest, and suicide—in early-20th-century France, —
Mlstreted

Price: 811,20 (208 i)

Add o cant

bacoming Somethine slse
hitp:/fwww.nybooks. com/nyrb/authors/1 3001 ;-1““ ' 1/8/ 2008
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Iﬂ I I Ben Kinmont <bkinmentigmail.com=
juery
Message

Bkinmaont <bkinmonti@gmail.com> Wed, Aug 8, 2007 at 6:54 AM

Ta: pmhyman@pmhyman. com
Dear Phil and Mary,

do either of you know of Felix Feneon and his essay "La plastique culinaire™? It was published in Le Bulletin de la Vie Arfistique
in 1922, It is a rapid overview of culinary sculplure.

And | hope this finds you well!

Yours,
Ben

PS. myself and a friend are thinking of doing something with this essay

Ben Kinmant, Booksalher
1160 Pleasant Hill Road
Sabastopol, CA 95472
telephone TOT B23-8715
fax TO7 829-8718
mobile 917 §69-8157
bkinmont@iaod.com

WA RERMENT Com
Member of ABAA & ILAB
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Sure we will announca it. and we can also spam a newsketier a
ferws days peior to the avent. The tolal of addresses is about 12
000 , including all countries, about half in Franca. ..

Oh my god, for the diner project it is a rather bad schadule for

edw and L. We participate in a fair in Puarto Rico, that opens on

the 111h, means probably that we have 1o leav from Fans on the A
8th, the 9th the letest, . We will be back howver on the 181h, .. s
Hope we can da il 1'!
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pig? Waould that not be are? What if | didi’t realize that art happened
af certain times and in certoin places? What if 1 were to lie awake
smagining things in bed at 4 asa.? Would that be the wrong place and
ihe wrong tinve for art? What il | weren't aware that art was consid-
ered more marveloas than life? What if 1 didn't know an artist was
veant 1 “create” art? What if 1 were to think art was just paying
attenticn? What if 1 were to forget to think about art constantly?
Conthd 1 still make, do, engoge in are? Would | be doing something
elie? Would that be okay?

O the wwo, artlike ant and lifelike art, avant-garde artlike art o<
cupaes the attention of the majority of artists and the public. Tt
usinally seen as serous amd as a part of the mainstream Western art-
historical tradition, in which mind is separate from body, ndlividual
i separate from people, cvilization i scparate from nature, and cach
ant is separate from the other, Despite the occasional sox wo-cultural and
spinitual imerpretations of this art, artists in this tradition have tended
1 see their work as engaged in a professional dialogue, one art gesture
responding 1o a previous one, and so forth.

Avant-garde artlike art is supported, tardily but steacily, by high
culture's institutions, the galleries, museums, concert halls, theaiers,
swhsols, government agencies, and professional journals, These share
thee same separating point of view about art and life: that art could
vanguish life’s problems as long as ot was far enough away from hie
v as ned 10 e confused by it and sucked hack into its mire. These
institutions need artiss whose waork is antlike.

Avan-garde artlike art basically believes in lor does ot eliminate)
the continuity of the traditionally separate genres of visual an, music,
dince, linerature, theater, and so forth. The combinations of thew
genres that are commuonplace in dance, film. and particularly opera are
hicrarchic arrangements, with one of the genres (dance, say, of music)
presiding over the others and all the genres identifiably Jistnct, ithough
interrclated. Eather singly, of in satellite order, they need, and get the
support of, gallerics, muscums, concert halls, theaters, schoals, govern-
ment agencies, and professional journals. Hands in gloves.

There is no ewential difference between a Jean- Baptiste-Suméon
Chardin painting hung in a museum and a Frank Stella painting hung
in a muscum. Similarly, there is no essential difference between the

wassin ol Morart in s concert hall and the music of Karlheinz Stock-
wrewnt hall, Museum and concert hall embed the works

THE REAL EXFERIMENT

equally in late Western cultural history. Every time you w, k into a
museum or concert hall, it instantly triggers references to thdt histary,
and if you don't know much about it, you will miss mugdh of the
meaning of the arw

Call the museums, concert halls, theaters, journals, and so forth
frames of mind. These frames of mind are what give the {Chardin,
Stella, Mozart, and Stockhausen their meaning. That is whadtradition
is, and it is the real content of the works. In fact, muscumg, concert
halls, and theaters needn’t have a thing in them; they are stilf the signs
for art. Like the dog in Ivan Pavlov's conditioned-reflex experiment,
we spontaneously salivate a million artworks when they are qven men-
tiomexd.

Avant-garde lifelike art, n contrast, concerns an intermitten| minority
{Fururists, Dadas, Guta, Happeners, Fluxartists, Earthworlers, Body
artists, Provos, postal artists, noise musicians, performance gocts, sha-
manistic artists, Conceptualists). Avant-garde lifelike art is pot nearly
as serious as avant-garde artlike art. Often it is quite humoros. ltisn'
very interested in the great Western tradition, either, since tends to
mix things up: body with mind, individual with people i general,
civilization with nature, and sa on. Thus it mixes up the gaditional
art genees or avoids them entirely—for example, a mechan cal fddle
playing around the clock to a cow in a barnyard. Or gotng to the
laundromat. Despite formalist and adealist interpretations off arr, life-
like art makers principal dialogue is not with art but with gverything
clse, one event suggesting another. I you don’t know much bour life,
you'll miss much of the meaning of the lifelike art thar's H.:._ of it
Indeed, it's never certain if an artist who creates avant-garfle lifelike
art is an artist.

For these reasons, avant-garde lifelike an has never fit {nto tradi-
tional arts institutions, even when they offered their suppgrt. These
institutions “frame” lifelike art right out of life into art (mpre or less
incpely, at thath “Look,” | remember a critic exclaiming dnce as we
walked by a vacamt lot full of scattered rags and boxes, [how that
extends the gestural painting of the fifties!” He wanted go cart the
whaole mess to a museum, But life bracketed by the E_EEH. and cul-
tural frames of art quickly becomes trivialized life at thefservice of
high art’s presumed greater value. The critic wanted evergone to see
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The Real Experiment
(1983)

Crundr! “There are mo .1._._.1_..EHH Aere,”
T see,” said the Blend man,

Western art actually has two avant-garde histories: one of artlike art
and the other of lifelike art. They've been lumped together as paris of
a suceession of movements fervently committed to innovation, but ___.__n___
represent fundamentally contrasting philosophies of reality. e

A suppesed conflict between art and life has been a theme in West-
ern art at least since ancient Rome, resolved, if at all, in the dialectics
of the artlike artwork—as, for example, in Robert Rauschenberp's
statement: “Painting is related to an and life. Neither can be made. (1
try to act in that gap between the two)”

Simplistically put, artlike are holds that art is separate from life and
everything clse, whereas [ifelike art holds that ar is cannected to lile
and everything else. In other words, there is art a8 the service of art

and arf 3t the service of life, The maker of andike art tends to be a
specialist; the maker of lifelike ar, a gencralis.

The usual questions of subjeet matter and style become relevant once
vou accept certain cultural givens, like the specialist notion of “art,”
the subnotions of “pectry™ and “music,” and the notions of “exhibit,”
“audience,” “creativity,” and “esthetic value.” These are normally taken
foor pronved. e Western eulure appears to be changing so markedly
thit these givens are at hest uncertain, What if they werent “givens”?
What if | had only a vague idea about “art™ but didn't know the
conventions that told me when | was in its presence or was making
it? What i I were digging a hole—would that be an? What if [ didn™
know about audiences and publicity? What if [ were to just ge shop-
On bacosming Something S8

aim
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L] - i i
life was, ancd when one or the other “began” and “ended” were of no
importance. Such distinetions were merely provisional.

6. The typical art public and critic used 1o going 1o exhibitions,
concerts, and plays became irrebevant. Instead, these were small
W LT of teavelers to far-olf sites, panmicipanty in organieed events,
thinkers on commuter trains, and artists in their art by themselves.

e emerging public for this lifelike art was no longes ideal and
unificd but was diversified, mobile, and paricular in interests, like
people in the real world,

7. Lifelike art clic not merely label life as ant. It was contintows
with tha life, inflecting, probing, testing, and even suffering it bus
always attentively. (That's the source of s humos, when you ook
closely at your sulfering, it can he presy funny . . )

&, The purpase of lifelike an was therapeutic: o reintejrate the
precemeal reality we take for granted. Moa just imeclloaually, ban
directly, as experience —in this moment, in this howse, ai this kitches

u_m-_.v.. [

A prescription didnt exist then. There were writings aml mani-
festos, of course (by CGeorge Brecht, John Cage, Robert Filliou, Al
Hansen, Dick Higgins, Michael Kirby, Jean-Jacques Lebel, George
Maciunas, Clacs Oldenburg, Nam June Paik, Daniel Spoerei, Ben Vau-
tier, Woll Vastell, me, and, somewhat later, Jerome Rothenbergl, but
they were not cohesive, nor were they always carried out in practice.
That would have been too tall an order, Even of artsts intuited what
hail tes be done, the prospect of a clean break from everything in the
._._|mr arts world was nog frightening but unclear in method. The
Western tradition in which artists were trained, and sull are :u_:ﬂu

n__"_._".s.._..__..mn_ none of the key questions; neither did i pravide alvernative
madels.

Few availed themselves of detailed studies of non-Western culiures.
Only the “arts” of these cultures were admired. Thus mistakes tn
mﬂnna._..nns..mﬁ: were H:ﬂ_"_.u. Alrican carved __..mz_..ﬁ___,. feur insfance, wWere
SCET __:__.._.ﬁ._- Cuhist Cycs a4 .:._.._.._.w__..r__. ﬂ:._._qquu_m...__. ...__:n_"_.._"._.n.._.mn .n_.:._..__.:_E__.n...
ey were not seriously understood as a part of religious practice and

wem quite different from ours—one that had no sculpture

S T-—-"-—..—.
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as such, I'm not saving that what the Cubists saw and wanted to use
wais naot waluable 1o the art of their tme. I'm saying that certain nomn-
Western ...._E._.u:_n.miu raght have given us, i the late filties and early
sixties, an integrative alternative to our society of overspecialization.
T we had studied more carcfully the role of so-called art in cultures
that wsually didn’t have a word for it, what was happening under our
noses would have been clearer, Well, we weren't curious enough. Tn.
stead, we found that nonart could be transformed into high art on the

:__ Western model simply by framing it properly.

It follows that the easiest and most commaon course taken then was
Puchamps. We selected some aspeet of nonart—stones from a riv-
erhed, factory sounds, a tank of fish, ourselves—and put i, them, us
on exhibit or on a stage.

The seconid course was slightly bolider. We selected certain nonan
sites—a [lorest, a parage, a basement, a dead-end street—and then
found ready made, or constructed, the equivalents of galleries, concert
stages, amd so forth, In these spaces that signified art we presented
seamething maore or less lifelike that only minimally engaped the sue-
rounding environment,

The third course, not rare but less noticeable because it ignored
publicity, was a sort of proto-conceptual art. We brackered life with
alll that we knew about high are bur restricied the are we made to our
imagination. Whenever we found something interesting, we conceived
an artwork. We saw people crossing the street, and they became mod-
ern dance. A family squabble was a modern play. A cliff face was
miodern sculpture, We entered into the “art” or not, a5 we wished.

But the problem was that these experiments concentrated mostly
o ﬁ:_.__ﬂr":.r the range of wsable penres, [ remember vividly both the
excitement of fecling that the entire world was available for our ar
and the snags we got caught on trying o take in thar world. We were
so green then, We couldnt bypass the framing devices, perceptual
chichés, and values of traditional moddern apt-

Here is what | mean. In the first example {the Duchamp model)

g, we were drastically limited 1o what actually could fir into muscums,

i

theaters, amd so on amd e what actually could be _._..m__._...m_..r_._ i therm.
The Los Angeles freeways at rush hour, or airplane trips to various
cifies, or _.n__....h"__._._._.:- calls made from our bedrooms, or _n_—..__n. miedina-

11 )
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the garbage as he did, through art history; not as wrban Jirt, not as a
playground for kids and a home for rats, not as rags blowing about 1n
the wind, boxes rotting in the rain. Avant-garde lifelike art docs very
well in such real-life circumstances. It is not a “thing™ like a picce off
music or 4 sculpture that is put im0 a special art container or setling.
It is inscparable from real life.

The root message of all artlike art is separateness and specialness;
and the corresponding one of all lifelike art is connectedness and wide
angle awareness, Artlike art’s message is appropriately conveyed by the
separate, bound “work™; the message of lifelike ar is appropriately
conveyed by a process of events that has no definite outline, For each

Gind of art, the conveyance itself is the message, regardless of the
details. Antlike art sends its message on a one-way street: from the
artist 1o ws. Lifelike art’s message is sent on a feedhack loop: Trom the
artist to us (including machines, animals, pature} and around agam 1w
the artist. You can't “talk back™ 1o, and thus change, an artlike artwork;
but “conversation” is the very means of litelike art, which is always

B

n_._h...n.._._-...

It should be casy 1o distinguish the two avant-gardes, since they
have such different ways of being in the world and in art. And npow
is probably as good a time as any for a cordial parting of the ways.

TOnce you step aside from the traditional view of the arts, and there is

"_

no longer any conflice or competition, the word apanr-garde sounds
like a rewmantic vestige of bartles fought to win prizes no longer desir-
able to an artist commited to living anentively. For instance, achicving
a qﬂw_.—n.__..f..._.._ m._“:._.- 1N @ ILEAELIT OF GPera haoiise ___;.__.._...__&u___u Iy be lat-
tering, but it is pointless, because it reframes the hifewark as conven-
vional art. Hy dropping[thoughts of avant-gardism (3 malitary meta-
phar st that) afd competition with traditional medern art, we hecome
free to recall some of the moves toward a lifelike art practiced not too
long agn

There was Body art, Multimedia and mas-media art, closed-
cireuit video amd electric-light art, computer an, junk art, herbal art,
200 art, carth art, art to be caten, and art that chemically changed or
disappeared. We encountered ant that emitted sound in response 1o
our body heat and brain waves. We were invited o participate in
Environments that could be altered and re-created by cach of us. We
WEre _:.u..._n_.__.nL with wlea art 1o be read and were encou q...m_u__m By £l -
plete the artist’s initiating propositions in our minds. We were sent to

g
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the deserts, poanted o the aru___ and ..r__._u.....nqﬂn_"- m owaler, We went o
“school™ where statistics, graphs, and maps instructed us in science,
ecology, and sexunl mores. We attended, and took part in, ritualistic
performances, slice-of-life performances, meditational performances,
and political performances. And we saw art emptied of everything
except ourselves—who became the ant by default g

e e Teg AN -

The importance of thess innovations was not just that they increased
art-making possibilities enormously. All that refuse, technology. plant
hie, and hardware; all those intimate treatments of the artst's body;
all those excursions along the highways and out into the countryside—
all referred us again and again to their sources in the real world. It
was thuse domains outside the warld of art that compelled our fresh
attention. It was the street, with its vital activity; the boudy, with its
sweat and digestive noises; the mind, with its furiows preglecions, thar
excited everyone,

The implications of it all weren't so apparent in the 1%0ls. But
hindsight and more experience make it possible today o summarize
the characteristics of an emerging lifelike am:

I. The key experiment was not semply the invention of new ar
genres by which the period is wsoally known but the recognition of
the secularization of the entire art sinuation: genee, frarme, public, and
Ui pose,

2. The critical maove in the cxperiment was the shift of art away
fram its Farmiliar contests, the sudios, muscums, concent halls, the-
aters, elo., e anywhere clic i tha real woled.

3. Varisus performative mandes hecame the effective way o deal
with this shift 1w the soual environmicnt. Performing was doing

spmethang, not acting in theater—meving furnituee, for example, jus
tor i an, asr Becaise youn were changang apariments.

4, The structural models for the experiment were real (mot
merely implicit) processes: for example, seasanal changes; food that
s grovn, prepared, eaten, digested, amd composted; choughts thar are
tramsmitied, eonvernted, and pil ko acte.

45 The _xa.a__...f haunclarses hetween lifehke art and ihe resr of
lsfe were F_._.; intentinnally blireed, Where the art was located, wheee

s oyt
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ot their fiest look at the line-by-line expenses of running a village
gevernment and saw precisely how much they could save by handling
their affairs responsibly. Taxes, administrative procedures, services, anid
the police force were rearganized. Village assets were identified, as-
sessed, anl reviewed for possible liquidation and revenues. The water
anil sewage problems were solved when voters approved a bond issue
andl the village received federal and state assistance. Eventually resi-
dbents saw that the inevitable next step for Rosendale was to cease being
a separate entity. The moment at last was right, and they voted o
chissolve,

Townspeople didn't discover, through their mayor, a new seluitaoii
1o their problems. They knew what their solution was. Neither did he
urge them, romantically, to stick to their independence at a time when
this would have been clearly futile. He came to Rosendale, detachedd
[rom its history and personalities, and made it possible for everyone 1o
see what had to be done. The vote to dissolve was theirs, not his,

But it must be acdded that besides helping the village 1o put s
practical affairs in order, Pousemp was able to reduce long-standing
factionalism and to reassure townspeople that dissalution did noe have
to mean the loss of neighborhood and community (as some had
fearcd). Through the process of coming o grips with the village's
troubles and deciding to dissolve, they spent more time wogether and
assumei] more conscious responsibality for their community than they
had for a long ume. In this small saga it was crucial thar althaugh
Puusermip hadl ..._“_v._-;..__n-_.__.._"_ the survival _.:_.L..__r-_: ol Rosendale with a
Conceprual artist’s theory of social behavior in mimd, he applied that
theary in day-by-day human rerms.

With the task accomplished, he felt that his usefulness had ended
{andl that the artwork was complete). He submitted his resignation as
mayor for reasons of family health, and Mark Phelan succeeded him.
The documents indicate that the news of his resignation was receivesd
sadly in the twwn, Puusemp left amid expressions of public apprecia-
tion and settled with his family in Utah, where today he s a marketer
of ski resorts and travel tours. He says that he hardly ever thinks of
" art anymore bue that the Rosendale project was signiheant for every-

thing he il u.__._._.u_...._"__.._n:._____.

The story of Rosendale, New York, might never have been pils-
lished if Puusemp's friend the performance artist Paul McCarthy
Yusdn't urged him to publish . MeCarthy was right in supposing that

([T}
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artists would weleome an account of what Puusernp had done; since
the bookler appeared, it has been quictly making the rounds of those
trying to break out of the conventions of their training.

The sequence of events in Rosendale, unlike so many innovative
works of art of the sixties and seventies, was not simply a novel ant
event (or genre) that was etherwise encased in perfectly normal high-
art contexts. lts genre was unusval, but so were its frame, its public,
and its purpose. None of these resembled what we had come 1o rec-
ognize as art. That's why it is exemplary.

The genre was the village and it survival problems. The frame
was concentrated in a geographical place, Rosendale, New York, and
spread outward to Rosendale Township and Ulster County. The pubs-
lic, more properly the participanis, were the wwnspeople, Mayor
Puwsemp, county officials, lawyers, representatives of the federal Lo -
ernment, and the publishers and readers of area newspapers. The pur-
pose, like that | have suggested for therapeutic: 1o eure
a local Mlncss and allow village life, and Pussemp's life, 1o go on more
constructively.
aken wogether, these four characteristics of lifelike arr—the what,
where, whao, and why—make up what [ call the whole situation, or as
much of it as can be identified at present. Anyone can see that the four
parts merge and that the artist merges with the artwork and those who
m....._._.._._u.._.._.. o And the “work"—the “work” merges with irs -p__n-
roundings and doesn’t really exist by itseli _

I we lnak ar the dissolution of Rosendale for 2 minute as if | it
were just another artwork, one of its most E_“_Eu:.:t ..:._._u—mn._.__mn_..r__. m.:.
artists is the absence of the image of the famous artist at work, THis
nital clerished of “Wa&iern dreams—Tame—has not come up yet .m-__
this essay, but here is the appropriate place. At no time did _.._cn_r__i—u
announce that he was an artist and that he considered his verm bs
mayor of a troubled village 1o be an artwork, Nor is it likely that _._._.
booklet would have rﬂ__.._.. printed without Paul McCarthy's urging.

T :
b e g

The reason this artistic submergence 15 so erucial should be seli-
evident. In practical terms, what's the point of saying you're an artist
whe is making art out of a village's troubles? You would confuse
people, they might feel insulted, amd you would never become -E.u.nq
But more basically, it is in the nature of lifelike art to reduce and
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vional disciplines amd persomal ordeals simply couldn’t i, We were
always ohliged to put on a shone. S0 most of life was excluded for the
sake aof hagh art.
In the second example (making galleries, stages, and so forth in
n...r..r_.. midst of life), we couldn't escape the habit of awdiences that sull
came to see what we were doing (or to participate a livtle), just as they
had always come wo the standard exhibitions, concerts, plays, dances,
amdl films. All the traditional esthetic halits of detached spectaroeship,
the usual hour or so of attentson after dinner, all the expectations hased
on what they had learned about the arts were brought to the new
sitiation intact. It was a lintle Bke slumming.
The third .n“__r.._.._._.“_..__.n fulis o _...q.:Er_ art every where] was .—_._..-. st
sophisticated release from the tangible side of normal are production,”
It tacitly acknowledged that culture, like reality, is cecated in the mind

—Tre—

oA n.lnhuh_u“_.i_. Eu..wn_..n..._..u_:n__?E_u_nuu.n_lul_m.:n::
bschind, Yet for all that, the arst deing this kind of mental framing it
was like the critic who saw Action painting in a :;.;.r.'..h-E.:.—E...:..:
critic was an art Jover who coubdn't say good-bye o tradivion. The .1.—.] __
connegtion the eritic made was witty at the time, but with cne foon :..f
straight art and one foot in life i was sell-cancelin J f—
In cach of these steps toward a _.”_._.nm."._.ﬂ._.qr the FENrE wis .__"_.___nn.._..
ingly fresh, the frame, the public, and the purpose of our choices were
still wypical of artlike art, I wasn't enough to discover that an elevaor
ride or a sandwich could be art; we had to. hat art __H____..L_..p...n..._
chem 11 was fo The philosophical sense of what was hap-

was for

pening was unclear o most of us, and the impression left upon the

curious and interested was one of novelty rather than of a shift to a
qun_FL__u_ dilferent worldview in whech reality was a “seamibess fabric,”
S0 it was necessary 1o change the whole situaton, not just the
genre, which was the easiest part to change. It ook some years to iron
thangs cut, Many lifelike arcisis continued 1o put tagether more or less
artificd packages of elements drawn from the evervday environment
{most clfectively from the political arena); a second generation has
convepalized (hes route mto un_.rn_“__..__“__n arts festivals, exhibitions,
multimedia poetry readings, new-wave concerts, TV shows, and big-

time show-hix performances. Hut for these armss tracking the “real ___

thing,” the investigation had to lead away from the trachiticnal com- ||

smunity of the fine arts as well as irom the traditional community of ..h._.

the_consmercial art

._u.:I

Eﬁwil—ﬂ..
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Here is a real event thar ook place in 1975, An artist named Raivo

H.._..._:mn:_.__u L.___i-_n. -..-..._ H__n.ﬂ:“_.. in New York as a Conceptualist working

at .rnﬁ BO-metric ..._..__h... of the genre) ran for mayor in Rosendale,

New Yorl and was ¢lected. Although he lived there a1 the time, he

was not a native or long-term resident of Rosendale and was consid-
ered a “political unknown.”

Rosendale Village, a2 community of hfteen hundred people established
i the seventeenth century, was in financial wrouble, had serious warer
supply and sewage problems, and couldn’t govern wself. Its only real-
istic solution had been known for some time: 1w disincorporate and
become part of the geographically larger Rosendale Township. Rut
disincorporation was an emationally charged issue for many in the
village; with no other alternatives apparent, bills went unpaid, sewage
backed up into houses and polluted the local stream, and human ini-
tutive secincid _"_.uqu:_.ﬁan_. Pussemp, who had been an are inseructor in
the area and was director of instructional resources ar neachy Ulsrer
Community College, believed he could do something positive about
the village's problems. He would apply to Rosendale what he had been o
doang as an artist in group dynamies and predictive behavior, He |
woulid consider the project an artwaork i the form of a palitical _.._jn__..._l._
lem. .

S0 he ran, suceessfully, for the office of mayor. His campaign didn't
mention art, Nor did it mention disincorporation, Instead, it proposed
an upbeat community involvemnent in the political process “that accen-
tuated the positive” (as local newspapers describsed it),

During the next twao years, Puvsemp and his associate Mark Phelan,
who was elected on the same ticket as trustee, guided Rosendale to s
survival through dissolution. In a bookler published in 1980, cntitled
“Beyond Art: Disselution of Rosendale, N.Y." Puusernp documented
the steps of that process through official records, legal letters, “.__._E___..
notices, minutes of village meetings, referenda, and many accounts in
area newspapers, which followed the events with great interest,

First, Punsemp persuaded residents of Rosendale to face their own
disastrous condition and to see that if they did face it, they could not
vnly save the village but also reduce local raxes and costs, Residents

- O bacoiming sometiing aise
-_ . 1M » £
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assaciaied with certain deserted seacoasts in lote summer, She wroge
that she was sure time had stopped,

The following day she intended to try again, but the wind dicd. Long
limes of her footprings stretched across the dunes uwndisturbed, along
with those of literally hundreds of animals. She felt alone in a crowd.
"My tracks didn't belong there; | was an intruder,” she wrate, She
went through the motions and emotions of her previous bliss to litde
avail. The silence made her aware of the dragging of her feet in the
sand, and of the hollow sound of her breath, Birds she couldn't see
screeched everywhere, She noticed her shadow shrinking and elon-
gating as she walked up and down the dunes. The journal entry for
that day emphasized that she felv alien. "1 was impatient o be fin-
ished. . . . Around & eosi., Qocks of terns attacked and reteeaned anal
attacked, .._...__":u_._mnn o within a few ___...__.._._... af my headl, . . .| r_._"__ lisiake
g at the lengih of my siride, counting my sieps for no reason, | was
terribly aware of time.”

The wind blew again on the sixth and seventh days. Ouddly, she
s, shie could not remember most of the details of her .._....u___n.....__ onily
that what happened seemed very clear amd matter-of -fact. Her remarks
were concise; U1 walked withowt Eatigue or hurey, [ saw thie sand blow-
ing off the tops of the dunes. The gray sky lay flat against the horizon.
I ate an apple | brought with me.”

Only one segment of her journal was particular, however, Repear
ing the depressing events and mood of the hifth day was problemarical.
The wind had erased ber earlicr -...u_.#_.l.__n___. amdd she couldn’t bear
anything beyond her immediate body. The terns seemed to have van-
ihed. She tried to restore her feeling of disconnectedness, tried over
and over to walk in the same nervous manner. And 10 some degree,
she wrote, she succeeded as an actor might “become™ a role. 1 carried
out the fonns of my walk and my _._u.____.___...:__..__ H..n....nn..__._...u.. bt 1 was
outside of them watching.” In a postscript she noted with some irony
that “relating to the repetitions of the previous days was a little like
relating to a third cousin twice removed.”

The sun appcared intermittently between the cdowds, and the
winan unbuttoned and butoned her sweater with the rise and 200 of
the temperature. She was aware of the dunes extending evervwhere,
*lways maving, She was able to see them literally Howing to the east,
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as masses of sand were blown up one side of a crest and dumped down
the other. Once she stood still for some minutes and was buried o her
ankles. Another time she allowed hersell to be pushed along a dune’s
lip by the wind at her back and by millions of granules eroding uncler
her feet. " The dunes, too, move in rest”™

Her journal entry en the last night concluded: “1 ate dinner about
& o'clock, and now ['m going to bed.”

What does this add up tof For the art buff, who might at least
accept the practicality of Puusemp’s efforts as mayor of a small village,
the dune walks have no apparent conclusion. They were unobserved,
their transformations of the normal were not notably inventive, and
one is left with the woman merely going 1o bed. There is the peint.
She went 1o bed qualitatively changed. The meaning of her week was
intermalized; it was “experienced meaning,” in the phrase of the psy
chologist Sheila Hob, not just intellectual meaning. It was manifest in
her sell-image, and possibly in her subsequent behavior, st in an
ohjective artwork. The reader may say, “so what, everything has mean-
ing—my lunch, your remarks, last year’s weather reports.” And again
that's the paint! I only we paid attention; but we don't. Exercises of
the sort the woman designed for hersell may make this atrention pos-
sible.

The event describedd ook place around the same year as the Rosendale
dhsselution. Like it, the woman’s experiences bear no resemblance to
the artlike ares. The genre was 2 succession of treks aver some sand
idunes. Overlapping the genre, the frame was an amorphous area of
these dunes stretching for miles, certain prevailing weather conditions,
a seven-day duration, and the fixed point of the woman's house not
far away, Overlapping the genre and frame was an audicnce of one (i
we can use that word audiemce at all): the weman observing hersell
carrying out a project she had planned. And the purpose, overlapping
everything else, was sell-knowledge.

Meow, to go on analyzing the imprecise parts of an imprecise whole
would become tedious, 've gone this far to show how the last gener-
ation’s most cxperimental art fexperimental because it was lifelike)
olten stopped short of realizing ins vision because u still clung to habits
associated with artlike ar. 1 wanted 1o specify which habits these were
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climinate the fame associated with rock stars, socialites, and short-
term politicians. If you view the world as a unity, with all things

connected, including yourself u=n|_,.___|_u=ﬂ work, then bein n-.__n_:u.!__
with the exaggerated attention and flatery that o with stardom u_n._.E.

invariably leads to self-i _...._r.._:.:.__...... u_.._:.:.:u.: and, in time, isolation.
We don't ¥yl knew how 1o hanor soincone, or to m_.n. _._._....__._n:...n__ ___.._.:_._nzn/_
_,_

cgo getting in the way. It is enough o specalate here thar the disso-
lution of Rosendale Village for the sake of its continued life was equiv- |
alent to the dissolution of Raive Puusemp's political art career for the ._
sake of his liffm =" ———— —
— r

—

Now consider a different example of lifelike ari, one that was scli
transforming and private, The Rosendale story began with paolitical
cormmataent and ended with personal reevaluaton. This secomd ac
uvity began with subjective presccupation and ended with o nearly
mystical sense of nature. All of ws are part herd animal and part lone
walf, so the two cvents shouhl form a nice relationship, each illumi-
nating the other, Since cach was unmarked at the time as art of any
kim, i1 is underseanalable thar the artist of this work chooses 1o be
nameless, simply to betier emphasize the experiential aspect of what
WENt o

Each day of a week around 3 e, when the wind rose on the
dunes, o wornan took 3 walk amd watched her tracks blow away behind
her. Every evening she wrote an account of her walk in a journal. To
begin each successive day, she read her journal story and then tried to
repeat exactly what had happencd. She described this experience, in
turn, as faathfully as possble, until the week had elapsed. Half in jest
she wrote in one passage, "1 wanted 1o see if | could stop change.”

Her journal entries were rich in details, including not oaly the facts
of footsteps up and down the dunes, the blowing sand, the color of
the sky, the time taken, the distance covered, and 1o forth, but her
leclings as well. She described the sense of breaking the carth, of
disturbing the immaculate and fragile crusts of glass paricles; she
wrote of her secret pleasure in making her marks in that remote realm
free of others; she accepted with satisfaction the absorption of her
tracks luck inte the earth as if they were herself,

There was also fear. She was afraid of the imbalance and dison
entation she experienced 0 a vast space defined by rhythms but not
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by boundaries. She was alraid of being lost. Now and then she was
dizzv. The sting of the sand on her skin seemed an attack on her
person, She was afraid, above all, of the vasmness of narare and s
indifference, Gripped so during these times, the woman often Found
hersell walking nearly hackward, with her head turned around, her
eves holding on 1o the last shallow craters of her steps before they were
obliterated.

O the second day. for instance, she found i difficult 1o repeat
what she b done and fele the day before, She thought that her path
was dillerent {the dunes, of course, had changed). Mevertheless, she
persevered. She noticed thar she was scuffing the sand in an effort 1o
impress upon it ber determinaton. Several times she reread her jour-
nal. Tt felt more and more “like a script o learn.” She walked with
(erpease, looking maor out bast back “roe comfirm thae my tracks were
still there,” She wrote of the “absurdity™ of her whole plan, and of
teving to laugh at herself. There was an unmistakable defiance in her
."E::_,_. n._.E_ ..-.en. [INIRETH

Diuring the next days she developed a fascination for the job of re-
creating her vesterdays, especially since the effart made her more at-
tentive 1o the unavoidable facts of change,

Cin Thurslay 1 came wpon a small depresston with leach roscs grow.
ing up the dune slope. | picked a few and twisted their short wems
ento my waist scarl At the same tme | was pracecing at being Boat
% _ _Jun_ —.:unn._ (5] §] FE_JHE_L_? _-_.-._- i E:m_.rﬂu.n_u..r. m _.-u_.._ _lt-.ﬂn._ ANEK IS
to reach my hiouse helore dark: on ._._.-:qr.._u_u. 1 fele o chabd’s _"__.nu__.h-.:
al -n_uh-r..nﬂ_._r.ﬂ —._.-H (2= FH_._ ﬁﬂﬂm__.r.ﬂﬂ WENE 1N IMEe 31 (HcE. z_.nt.-_.- 1l
—....m_._..__.“_..- coulidn't hnd the rodes, and 1 was .uﬁ.._.m.._ Jieai

Oince for an hour or so she believed she had really done whae she set
out 1o do; to stop change by reenacting her journal entry of the day
before, which described a particularly fulhlling experience toward the
end of the afternoon, rich with observations of plant life, insects, birds,
and a magmibicent sunset. This timie she followed the earlier description
af her movements: the exact way she had placed her feet, how she had
leaned into the dunes, rolling down them like a child in a game, her
head turned toward the sun, seeing everything again through the in-
tense codorless light, She absorbed and radiated a transcendence she

ang EEEI
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THME EIGHTIES

and to describe two lifelike artworks that weren't clinging 1o such
habars.

With this in mind, I'd like to acknowledge 2 question that many
will want to ask about an art that i like life. The question is mislead-
ing, but it comes up frequently, out of habit. It is this: if lifelike art
doesn't rescmble art ax we've known i bt resembles real life, what
then makes it art? Weouldn't it be perfectly reasonable to say that what
happened in Rosendale was simply the palitics of a small own, and
the dune treks were simply a series of nature walks? Saying this
wouldn't necessarily disparage cither of them: it would only distin-
guish them brom what art is and does. That sounds fair enough, if by
art we still mean artlike ast. We'd have to agree, in that case, that there
is nothing in particular that makes the two events art. They are really
vwo life situations, which might be more approprately studied by the
social sciences, if they were to be suacied at all.

- Bu fet’s say that art is a weaving of meaning-making actuvny with
| | any or all parts of our lves. {Though awkward] and a mouthiul, the
____ ~Talement cimphasizes purposive andl interpretive acts insteail of mere
contine behavior, whether such acts are politics or mature walks) This
definition shifis the model for art from the special history of the freld
to 4 hraad terrain embracing not only Vificlike art bat religious, phile-

i
|

suprhical, scientific, and social/persunal cxploration. The grave conceri
of _a_growing numise of speculative theologians, scientists, jo wical
thinkers, and new-age futurologists is 1o try o make sense out of the
comntless disconnect nmﬁﬂ.“_.l.._ﬂ._ﬂqu.:. picces of our
culture and to rediscover the = e Lafelike art can mcan a way fone
way) of sharing respons iy for what may be the world's muost press-

ing problem.

I this holistic sense, the Rosendale events and the dume walks are
art 1§ the definition still scems arbitrary, just remember that this “sense
of the whaole™ evolved out of wraditional an's roots. The artlike arts,
responding 1o internal developments as well as to global pressurcs,
produced a lifelike art Lifelike art is art by parentage, and 1hat 15 what
causes it so many of the problems 1 mentioncd before, Ithasn't evolved
long enough to be a mutant. Artists may have w reminid themselves
constantly to heed its essential nature: to he a means for integeating
them./us into what the anthropologist [ane Rothenberg and the poet
Jerome Rothenherg have called "the symposium of the whale.” Ulii-

b

il
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mately, the “art” of lifelike art may be as vestigial as our appendix;
but for the present we may neither deny it nor glorfy it

What is at stake now 1s Lo undersiand that of all the integrative roles
lifelike art can play (for example, in popular entertainment, education,
commumcations, polincs, or social organization), none 18 so crucial 1o
our survival as the one that serves seli-knowledge. Self knowledge is

where you start on the way to becoming =ific whole,” whether this

process takes the form of sacial action or personal transformation. The
expression “to know yoursell,” stated so flatly, is vague, CRCOMpAsSIng
anything from relatively light insights that come up in the course of a
day to the hard and long process of existential comprehension that can

L m— e ———

7 slowly tarn a person’s life around. What | have in mind when | say

Eﬂ.._.ﬂ 7 the Lanter. Lt is the passage of the separate self o

the egoless 10, Lifelike art in which nething is scparate is @ training

in letting go ol the separate sell. The Rosendale dissolution and the .

dune treks are pot presented here as pinnacles of enlightenment {there
prohably are ne such things); they arc just steps along the way, and the
artists’ eyes may have opened up a little,

Self-knowledge is necessary and often painful work. But it is not new .
work, or the wark of lifelike art alone, [t has been at the core of artlike

art as well. All those statements shour art being a “calling,” a "way of

life" a “sparitual path,” a eearch Tor truth,” a “revelation,” the “con-
science of the age,” the “collective dream,” the *forces of nature,” an
“archetypal act,” and a “mythmaking” refer to the transcendental as-
sumprions underlying artiats’ practice of art in the first place.

#ut we heard linle of these vestiges of the seer role of an after
World War 11 Writings and daily talk about art during the sixties and
seventies tended to become impersonal and quasi-intellectual, borrow-
ing heavily from neo-Marxism, cultural structuralism, and semiotics.
The practice of an seemed professionalistic, while an the popular,
newsy level 0 seemed all about carcerism. The EETE:L impli-

e —

catians of art making, however, were NEVEL absent from private con-

e =

versalions, J out of public discourse. Yei this is exactly
1 i atuck i its frames, physical and cultaral,

pre jeaimEnt artn
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f poare frére le curé=doyen du Hamcy, M. Nigre, Chez
eux, compréhension, esprit pratique, bonne wvolonté.
Déji mes ciracaticrs, mes mouleurs s mettent & la
besogne. Je tiendrai parole 3 Mgr Gibier, évéque de
Versailics © dans un mois nous'gerons en 1"air ¢t — peu
gue soit um an en matiére darchifecture = dans un an
nous aurons fini.

fetin de la vie ariistiquee, 15 juin 1923,

Rompant avee Pimpassibilité qui ‘st de rigueur dans
'art nigre, Thomme nu ici cataldgué cxprime sans
ditour combicn scs tatouages, sa colfure ¢t sa harbe
Fenchantent.
Deusx femmes 4 [ coiffure en cimier, :mis.ﬂﬁ surt une ban-
quette qui a pour pieds antéricurs leurs qugire jamhes.
L'une de ces femmesa les sems réunis o, une seule
masse trapézoidale, autee les a coniques. Leurs mains
posent sur leurs cuisses. L'insistance des lignes tom=
bantes donne & ce groupe on caractére ool de Jassi-
e et de dénresse, h

Cuiller qui met entre bes mains dineur vne femme &
ln fine 1éte et au corps curi-r:us::mcn{ stylisé.

Novices descriptives de g meain de F)
catatogie de la vente de Fénfon, Sculptur
noire et de la Mélanéie, F1-13 juin 16
210 er 70, mats cevtainenent beancoup plies

o exiraites du
de I"Afrique
n™ 1dd,
ICIERMEE,

La plastigue culinaire

=t : : J « . .‘:;rlll : &,
1ADES -r Gin
4 I | = |"5!|'r
I "{ |Ef | ?

Au xvir siecle, ks« pyramides de dessert » furent 4 la
made § sur des grading omés de jasmins, d'anémones et
de jacimhes s'élagenit vne waissclle précieuse ploine
d'oranges du Portugal et de froits frangais, de liqueurs,
de pelées, dz compotes. Des oisenux chanteurs, des
orgues -hydrauliques, des jets Q'eau de fleur d'orange
agrémentaicnt ¢ot Elat ef, en visite A I'Hidg] de Ville, Iz
rod, comme en témolgnent les registres municipaux,
s'exlasia sur un rocher de confiseriz qui « pissait fort
hawt €1 en plusicurs endroits »

Le sidcle suivamt wit la vogue das surtouls en porce-
laine et en faience. Un miroir en occupait le miliey, o1
sur ce platcau, qu'on enduisait de blane d'ceuf, 1o spere
porphyrisé, la mie pétrie, la chapelure, le sable d=
marbre serpentaient en festons diaprés, Autre sviléme ;
o installait sur la table un gitean de gloise, plat ow
configurd en corbeille, en vase, en motif d'architecture,
et en ¥ implantait des pieds d'alovette, des blewets, des
marguerites, feurs robustes gue maintenain plosicurs
jours vivantes la fraicheur de la glaise arrosée. Do
Lorme, flevriste du roi, successeur de Desforges (le pére
de Iacteur ¢f dramaturge), scerat Je confort de ces fleurs
en enfoncant lewr tige dans 'eau de tubes Jissimulés,
Les fleurs en parchemin, papier, fil de fer o1 cocons,
avaient aussi leurs amateurs.

Le Suisse parisianisé Soleore excella avx paysages arbo-
rescents il leur conférait un aspect hivernal en les
givrant de verre pilé. Au moindre courant d'air, ce verre
saupoudrait les assiettes. Cazade loi substiua une
matiére aussi scimillante et point nocive, et comme elle
avait la propriété de se dissondre 4 la chaleur da ban-
quet, les convives ébahis voyaient le printemps renaitre.
Quant sux figurines qui animalent le déeor, le céramiste
les avait foumnies.

Oy sdooming Bomathing pisa 167
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A

A, s ces queux se manifestaient ormemanistes, jar-
micis i, 51 I'on veul, peintres,

Cependant Travers, officier de bouthe du prince de
Lonce, s'avisail de peupler 205 pares de table avec des
statueltes quiil modelait lui-méme en plte de suere ¢l
amidon coloré, Pour modeler les siennes, Mol su due
d'Orléans, remplaga le sucre par du (ale que In pomme
adragaote Hait & Vamidon. Datons de ces deux hommes
de bouche [a naissance de In scolpture expressément
culinpire.

La Révolution, au meins en sa période jacobine, négligen
la salle & manger, Les recueils de reccttes qui paruren:
en 'sn 1T et en Pan IV sont d'un caractére spartiate,
Leurs titres, La cwfsionldre répullicaine, Le petir cuird-
eer foenomre, comirastent avec les titres de wels recuells
antéricurs, Les doms de Comus, par Muarin, cuisinier de
M™ de Gessner, Le canmaméliste franpois, par Gilliers,
chel d'oilice et distillateur du roi de Pologne, duc de
Lorraine, (Puisgue nous citons de wieux livres, citons
aussi les plus récents : Gouwrmandiner, de Mme René
Champly, mére du romancier de Nécropalis, et les deux
savants in-octavo de Bertrand Guégan, La fleur de la
cudnre franqaize, fui vient doblenir de I"Académic le
prix. Furtado, Quoiqu'il n"ait pas eu 4 y trafter le sujet
qui nous occupe ich, M. Hertrand Guégan le connais-
sait fort bien. 11 s'est prété & mos questions, et méme
il a interviewé dillusires cuisioicrs, ses amis, doat il
nous A transmis tout frais les dires technigues).

Au déclin du civisme, le faste reparut. Lebeau réalisa
en sucre filé, biscuit, pastillage et nougat, un passage du
pont d"Arcole plus déciil que Popération militalre ini-
tinle; et les amilleurs de la grande armée, Marmeont,
Songis, Lauriston, eurent en Dutfoy un émule: aux
soirs de gala, sur ses fréles édifices, un incendie plur-
colore ¢t parfumé soudain courait avec mille étincelles
4 la neige des épaules.

Antonin Carfme (il &tait destind aux fourneaux ds
Tallevrand, du tsar, de l'empereur d'Autriche el de ol
d*Angleterre) avail ouvert sa carridre éblonissante par
des pitces momiées qui avaient fait florés sur la tahle
du Premier consul. Ses ouvrages de cuising proprement
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dite fe sonl pas notre affaire. Mais w:rri;;i 00 FAittiee

pittoresque (Didot, 1815) @ il comporte cent vingt-cing
pianches — modéles de pavillons, rotondes, temples,
ruines, tours, belwédbres, forts, e¢ascades, fontaines,
cassines, huttes, mouling ¢t ermitages — précédéss d'un
traité des cing ordres sclon Vignole, Sur quoi, Caréme
compril que fon pénic se traduirnit micux encore en
picrre de taille, Décorateur de tables, il serait décora-
teur de villes, Dans un délire saceé, 11 érablit des cs-
quisses; M™ Ribant les dessina; Normand fils et Hibou
les gravérent 4 caw-forte; et de 1821 & 1826, en six
livraisons, il publia ses Projets — je cite le titre de
mémoire —, s¢5 projels diarchitecture destinés oux em-
bellisserments de Pans e de Saint-P'élersbourg. L'em-
percur Alexandre en avail accepté la dddicace,

Lourd de laurier, ce constructeur mourwt en §533, Au
cours de nosre dude, noos rencontrerons ses descen-
dants spiriels,

La SCULPTURE DES CUESINIERS

Il sied de distinguer la sculplure des cuisiniers et la
sculpture des plitissiers {cows=ci plutdt des architectes).
Chmi s'intéressera aux charcutiers wne aaire {ols,
La thche essenticlle du sculpteur-cuisinier réside en
Fexécution de socles expressifs sur lesguels mstaller le
piat d'argent gui suppone les pidces [roides. Szlon In
nature de ces pidces, le théme du socle varde. Un cuissot
de chevreuil motivera, pour un cuisinier terre i terre,
quelguee site forestier parcoury de chasseurs, de chiens
et de bétes fauves, On peun spéouler sur un rapport
moins direct @ et, par exemple, un chaud-froid de turbot
aurait pour assise I'histoire du roi Candaule. Enfin, le
cuisinier idéologue procédera par allusion et soumettra
aux convives une énmigme plastique, au risque de Jeur
fatiguer Iesprit ct l'estomac.
Et la pigce que housse ke socle aura droit & uoe parure
supréme faite de hitelets historiés fichés dans sa masse
comme les Biches dans les chairs de Saint Sébastien ou
comme des épingles dans un chapeau.
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. Russie, les cuisiniers s'évertudient & travailler lz
glace vive ! le caviar est meilleur dans un bloc taillé
en forme de cygne ou d'ours. Le chel Edouard Nignon
s¢ rappelle s'ére gelé les doigts & sculpter deux Hercules
arc-boutés fous une vasque de glace, aquarium de pois-
sons chinpis, Dans liceberg inférieur s'enclavait un
immense bassin de eristal ol déferlait le champagne.
Uine louche y plongeail que maneuveaient 4 tour de rile
les buveurs pour maintenir toujours pleine leur coupe dix
fois tarie. Des ampoules, tapics comme des crabes aux
anfraciuosités, criblaient de feux électriques e colossal
diamant fondant. Or, ceci se passait 4 Moscon, chez Ivan
Abramovitch Morosoll que nos lecteurs connaissent,
sinon comme amphitryon, du moins comme collec-
tionmeeur @ c'est lui qui possédait la galeric (Bonnard,
Cézanne, Cross, Degas, Denis, Dernin, Yon Gogh,
Maillol, Henn Matisse, Marguet, Monet, Picasso, Pis-
sacroy, Renoir, Rowssel, Sigoee, Viaminek, Vuillard, eic.)
nationali=Cée sous le nom & Musée occidental n® 2 par
la République des sovicts.

TECHNIGUD DE LA SCULIFTURE DES CUISIMIERS

L'exdention dun socle est colteuse, Elle demande par-
fois un mois de labeur, quiasront précédd des senaines
de méditation. Depuis 1914, rares sont les hites qui
peuvent offrir 4 lewrs bnvitds tamt de luxe. Aussi les
grands cuisiniers-sculpieurs ont-ils {aprés forune faite),
rendu leur tablier et leur bauchoir.

Victor Morin s'est retiré en Bourgogne, ¢f Philéas
Gilbert & Couilly, par Pont-nux-Domes; le bon Breton
Le Sénéchal, qui officiait chez le duc de la Rochelou-
cauld et dont les maximes culinaires sont, elles aussi,
immortelies, s'est retird i Pontivy, Edouvard Nignon, que
les plus notoires  fourchenes applaudirent 4 Pars
{Larue), & Londres (Claridge), & Vienne (Trianon), A
Berlin, en Fuossic, en Ialie, se somgne (on loi fit, Man der-
nier, I'ablation d'un rein) ¢, awvteur déjia de U'Hepra-
méron des gonrseeds, songe b dorire ses  mémoires.
Auvguste Escoffier, par qui fuee nourmie la cour d'Angle-
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terre, voyage sans but professionnel. Sur plusicurs, nous
sommes moins repscignés, Cue fait Frangois Marree,
qui magudre avec ses fleurs de cire humiliait kes natu-
relbes? Et cet autre, duguel je ne sais plus le nom,
auteur d'unc statue d'Antonin Caréme, destinée aux
Halles centrales et que le Conseil municipal refusa, le
punissant & juste titre d'avoir abandonné, comme moyon
d'expression, la graisse?
Car ¢'est ¢n graisse (sur une armature de bois et de car-
tony que les socles se construisent. Mdlex dans le chae-
dron instzllé sur bon few un tiers de graisse de rognons
de mouton, un lers de cire vierge, un ters de paraffine
{celle-ci blanchit la graisse et lui Gte toute odear). Ou
encore, ¢ la mixture aurn une élasticité lonable, faites
fondre un kilo de panne de pore et la mélez enswite & ces
quatre substunces qui auront chauffé ensemble : cire
vicrge, ung livre; sperme de baleine, 250 gr.; stéanne,
250 gr.; parafling, 250 gr.
Et si vous vouler donner de 1éclar au socle gque vous
venez de modeler dans cette pite ou de tailler dans un
bloe de riz ou de semoule, voici la recette d'une brillan-
tine, Vous dissolvez dang un verre d'eou 125 gr. de
somme arabique ou de gélatine. Vous en badigronne:
un morceau de la dernitre vitre cassée par e marmiton,
Aprés aveir séché la couche & T'ctuve douce, vous la
grattez. Des pellicules s'en détachen: que vous tamiscz
el pouver teindre.
Est-om trop pressé pour entreprendre une sculpture pro-
fonds, consent-on & un effer superficiel, Mumidon, la
gomme adragante et la paraffine, malaxées des paumes £t
du rovleau, vous munissent d’'une pite analogue daspect
i celle des pastilles de Vichy ct aussi ductile que celle
du pain azyme, Vous [o moulez ¢n rosaccs, Mascarons,
perles, ete., ou la roulez en boudins qui seront des ner-
vures, ou la modelez en personnages. Aprés quoi, vous
rangez et fixer ces motifs sur un tulle. Vous disposes
ainsi d'une bande malléable qui, appliquée sur ua man-
drin cvlindrique ou tronconique, vous aura vite fourni
un socle,
Dans le langage des cuisiniers, 'opération i décrite est
le « pastillage »; la bande, produit de cetie opfration,
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dite aussi « pastiliage ». Chez les piitissicrs, qui dans
n instany vont confectionngr des objets avec une pite 3
base de sucre, nous retrouverons o niéme mot
Aux socles conwient une omemeniation de ffewrs.
Elles se fomt pérale & pétale. Copistes stricts, ces mes-
sicurs premnent en plitre o mince et courbe empreinte
d'un pirabe, ou ¢reusent sa forme dans du bois oo dans
un tubercule; ils coulent de la cire dans 'une ou 'avtre
de ces matrices, puls grospent en corolle les éprouves.
Les roses et les camélias d'Auvguste Escollier ont servi
s renom, qui a des causes plus [Egitimes, O bicn, s
¢ Lt dembarras, entre Ie pouce et Nindex, on aplatic en
pétale des bouleites de cire. La cire 8 €0 colonée
d'avance; sinogt, on [ feinte apriés coup, & la détrempe,
a aguarchle, Une towcle de vernis 4 tablenux avivera
son lustre,

L'ARCHITECTURE DES PATISSIERS

On vait aux vitrines des piéces montées sommaifement
faites de pain de Savoic et de nougat. 1l ne fant pas
juger sur ces spéeimens D'architecture des pdtissiers, ni
sur c¢ mitean de noce qui fut servi au palais de Buckin-
gham, en Février 1922, Haut de deux méties presgue, il
pesail, &4 vimit kilos prés, trois quintaux. Mais quoi, le
Gambetta de la cour du Carrousel ou le lion de 1a place
Denfert pésent encore davantage. Plutdt, on cébébrernit
la compagnie du Midlond-Railway qui sans aecident
transporta ce maonsire d'Edimbourg, ol il naguit, &
Londres ol lo princesse Mary et le vicomte Laseclles ke
mangérent,

Laissons cela, et observons comment procide un pltis-
sier conscient de son e,

[l établit un plan d'architecte, grandeur nature, pour
I'ensemble de I'édifice projeté, puis le plan minuticux
de chacune de ses pitoes constitutives, ou « panneaux »,
Sur la feville ou il vient de dessiner, il applique une
lame de wverre qui lui maiotiendra sous les yeux les
ipurcs ot servira de support & Ia fabrcation des pan-
neaux, Ceux-ci auront la minceur d'un carton el be
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format, an plus, d'un paquet de cigareites plat, Leur
substance sera la pite rovale, mélange de sucre of de
blane d'euf. D'un cornel @ bec froi, Fartiste, avec
circonspection, fait couler ce mucilage sur le verre —
un peu comme une Javanaise verse la cire prodectrice
sur I'étoffe domt elle veut faire un batik. La pite royale
suit, 3 la fagon d'vn pinceau, les droites et les méandres
di dessinn visible @ travers le verre, €1 s¢ fige, durcit.
Une secousse imprimde & Iy lame trnnsparente décalle
e sa lisse surface le panncau qui ¥y adhérait 4 peinc,
Ce parneau, maintenant disponible, enferme dans son
cadre rectangulaire tels ot tels déments dos faces ou de
la toiture soit pleins, soit f claire-voie comme e
lncis qu'appliguent sur un mur nu les treillageurs.rus-
tiquenrs {ainsi se désignent cux-mémes, bizamrement,
certzins industriels du teeillage rustique). Cuand le pas-
tillage est terminé, que tous les panncoux sont peéts,
notre homme s¢ reporie au plan général ¢f, selon ce
plan, les agence et les échafaude, Avee la miéme pite
rovide, il les rejointoie. L'édifice est la, léger comme
un filigrane, instable, en apparence, comme un chiteay
de cartes, mais équilibré et rigide.

L' AVENIR

Les sculpteurs et architectes & toque blanche ont vu
passer mainte émente d°art sans en étre troublés et leur
idéal reste académique. La collaboration de ces exécu-
tants adroits avec les sculptcurs ct architectes propre-
mient dits, gue nous suppossrons moins routiniers, serait
sans doute heurcuse, Quand ceux-ci auront dot chaque
village d'unc statue commémorant la guerre ef fini de
raccommoder les provinces envahies, le chimage affi-
gera leurs corporations. Pourquod ne ¢'accointeraient-ils
pas avec les gens de culsine, 3 qui ils fourniraient des
idées et des maquettes? Ce que nous reprochons aux
euvres d'art, cest leur durfe impertinente, En graisse
de mouton ou en pastillage, et parées ainsi du charme
des choses périssables, elles nous trouveraient enclins &
ks aimer, méme imparfaites. Mais est-il siic qu'clles
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-sparaissent? Déji de picux collectionneurs recueillent

les spéciinens ancicns de la plastigue culinaire. 11 ¥

aura dang fes musées la section des pitces de pitisserie,

ville en minkture protégée par des globes de pendule
lutés & leur piddouche.

Bullerin e la vie areistigne,

Juillet-aof 1922,

-

b
L sifnat dans fes beaux-arts

Les peintres et les schlpteurs ont toujours aimé le sang.
Les mémoires de Cellini sont pleins de ses crimes. David
fut complice du meurtre de Louis XV Juréau tri-
bunal révilutionnaire, Topino-Lebrun fit couper
4 bien des conspirateurs. Lui-méme, on le guillotind, o
1301, avee le statuaire cosse Ceracchi (ils avaient veublu
exceuter le Premier consul). On sait, par ks Diswr o
soff, que Gamelin, peintre d'histaj
e P, Logguemare, Ia fille Athégais Grorgut e1 hien
dautres. Blus récemment, le peintre'Syndon mit & maort
M. David;, Jean Baffier poignardn 18, député Germain

Casse; un ‘gutre sculpteur, M™ Clows Hugues, tua
lagent d'affiires Morin — on ne fin]
mérer —, et 29 décembre a comme

par son ardeur nhionaliste, ayant assassiné
towicz, peésident déyla République,
M. Niewindomski, ndyvers 1870, cst un éléve di I'Aca-
Pétersbourg. Pendant quelques
anndes, il exposa ses t
I'enseignement (histoire
golr pour la mauvaise pei
un éclar fugitif & ses lafus,
3 I'Ecole polytechnique, pui
de Varsovie. Apris la jguerre
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Fart) et & Ia critigue.
ure Etait vif et cela donn

4 I'Ecole des beaux-ans
1914-1918, il fut investi

5 beaux-arts. 1l les exergait
€50 surtout comme mseas-

de fonctions au Ministé
d'un air revéche et pompeux,
sin pelitique qu'il laisscra un

wlie artistigqie,

g vier 1923,
4l
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Culinary Plastik

In the past

During the 17" Century, so called *pyramids of deserts’ were the fashion: on steps
omamented with jasmin, dddd, and hyacinths, were shelved a precious vessel filled with
Portuguese oranges and French fruits, liqueurs, jellics and fruit sauces, Singing birds,
hydraulic organs, jets of orange flower water accompanied the whole, and when he
visited City Hall, the King, as can be testified to in the municipal archives, made ecstatic
remarks about a candy rock that “pissed hard and high in several places™.

The following century witnessed a fad for porcelain and dddware centerpieces. A mirror
occupied the center and on this tray, which one primed with egg white, the ddddd sugar,
the kneaded bread dddd, the breaderumbs, the marble sand, wound about in brilliant
festoons. Another system existed also: the table was caked with clay, either flat or built
into a basket, or vase, architectural motif, and then ddddd, bluebells, daisies and other
robust flowers that were kept alive for several days thanks to the wet clay. De Lorme,
flonist to the king and successor to Desforges (the father of the actor and playwright),
made these flowers even more comfortable by pushing their stems into hidden tubes of
water. Parchment, paper, wire and dddd flowers also had their partisans.

The pansianized swissman, Soleure, excelled in treescapes: he gave them a wintery
aspect by icing them with powdered glass. At the slightest draft, the glass snowed on the
plates. Cazade substituted a material as glistening but hardly as unhealthy, which having
the property of dissolving in the banquet heat, brought the guests the lovel ¥ surprise of
seeing spring reborn. As for the figurines animating the décor, the ceramicist provided
them.

Thus so many maitre-queues manifested themselves as ormamentalists, gardencrs, or if
one likes, painters.

Nonetheless, Travers, mouth officer of the Prince of Condé, decided 1o peaple his table
parks with statuettes he modeled himself from sugar paste and colored starch. To scul pl
his own, Nocl, employed by the Duke of Orleans, replaced the sugar with tale mixed with
starch and dddddd. Let us date the binth of expressedly culinary sculpture to these two
men of dddddd.

The Revolution, at least during its Jacobine period, neglected the dining room,
Anthologies of recipes that appeared in the years I11 and IV arc of Spartan character.
Their titles The Republican cook, the thrifty little cook were in contrast to earlier
cnsembles such as the gifts of Comus by Marin cook to Mme de Gessner. or the French

ddddd by Giilliers, head ddddd and distiller to the king of Poland, duke of Lorraine.
(Since we mention old books, let us cite also the most recent Gourmandinet by Mme
René Champly, mother of trhe author of Necropolis, and the erudite in octavo by
Bertrund Guéguand, The fower of French coaking, tht recently obtained the Furtado



Prize from the Academy. Though he did not treat the subject that interests us here, Mr
Bertand Guegan, knows it full well. He answered our questions and even interviewed
illustrious cooks, his fmends, whose technical knowledge he transmitted to us.

As civic mindedness declined, great feasts returned. Leaneau ereated in spun sugar,
biscuit, pastillage and nougat a passage of the Arcole bridge more decisive than the initial
military operation, and ddddd Marmont, Songis, Lauriston the artillery masters had in
Dutfoy a student: on gala evenings on his frail edifices, a multicolored and perfumed
firework suddenly ran with a thousand sparks ddddd

Antonin Careme (who was 1o know the stoves of Tallevrand, the Tsar, the emperor of
Austna and the king of England) began his brilliant career with the pieces montées he
built on the table of France’s First Consul. His hooks devoted 1o cooking are not here our
affur. But let us take his Patissier Pittoriesque (Didot 1813): 1t containsg |25 plates—
models of pavilions, rotundas, temples, ruins, towers, belvederes, forts , waterfalls,
fountains, huts, mills and hermitages—preceeded by a teaty on the five orders according
to Vignole. Upon which Careme understood that his gemious would translate even better
into stone. From table decorator he would become & decorator of cities. In a mystic
delerium he made sketches, mlle Ribaut drew them; Normand and Hibou eiched them;
and from 1821 to 1826 in six issues he published his Projects—I am citing the title from
memory—his projects for architecture meant to embellish Paris and St Petersburg,
Emperor Alexander accepted the dedication.

Weighted by laurels, this constructor died in 1833, Duning the rest of this study we will
encounter his spiritual descendants.

The Sculpture of cookery

It is proper to distinguish between the sculpture of cooks and the sealpture of pastry-
makers (the latter being rather architects). We will discuss charcutiers another time.

The essential task of the cooking sculptor resides in the execution of expressive stands (o
support the silver plate holding the cold pieces. According to the nature of these pieces,
the stands theme will vary. A leg of venison will, for a down to earth kind of cook,
inspire some sylvan grove encompassing hunter, dogs and wild beasts. One could also
imagine a less evident correlation: for example a chaud-froid ol turbod could find isell
supported by the story of Caudalus King. A more cook of ideological bent might proceed
by allusions and submit the dinner guests to a visual enigma. taking the nisk of fatiguing
their minds and stomach.

The piece held upon the stand might be supremely dressed in dedddd sieck into the mass
like the arrows in st sebastian’s flesh, or like hatpins in a headpiece.

In Russia, cook expressed themselves carving solid ice: caviar is hetter in a hlack carved
in the form of a swan or a bear. The chef Edouard Nignon remembers freezing his fingers
sculpting two Hercules bent at cach other under an ice container holding an aquarium full
of Chinese fish. In the lower iceberg was set an immense crystal basin from which poured
champagne. A ladle was turned by guest who could keep their cups filled ten times over.
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Lightbulbs pressed like crabs into the interstices shed electric light over this colossal
melting diamond. This took place in Moscow, home of Ivan Abramovitch Morsoff, who
our readers are acquainted with, if not as amphitryon, at least as an ant collector: he used
o own the gallery (Bonnard, Cezanne, Degas, Denis, Gﬂgh. Maillol, Matisse, Monet
Picasso, Renoir, Roussel, Viaminck, Vuillard etef now nationalized under the name of
occidental museum number 2 by the soviet republic,

Technique of cookery sculpture

To execute a pedestal is costly. Sometimes 2 month's labor is needed, and before that
weeks of meditation. Since 1914 rare are the hosts able to offer their guests so much
luxury. Hence so many of the great cook-sculptors having made their fortune have turmed
in their aprons and their chisels.

Victor Monn has retired to Burgundy, Philéas Gilber to Couilly near Pont-aux-Dames;
our Breton Le Senéchal, who used to officiate for the Duke of la Rocheloucauld and
whose culinary maxims are themlves immaonal, has retired to Pontivy. Edouard Nignon,
who the most discriminating forks applauded in Paris (Larue), London (Claridge’s)
Vienna (Trianon), Berlin, Russia, Italy, convalescing (last year a kidney removed) is
now, after being the author of Heptaméron des gourmets, thinking about writing his
memaoirs. Auguste Escoffier, who once fed the court of England, is traveling without
professional engagement. There are others we are less informed of. What of Frangois
Marree, whose waxen [lowers used to humiliate mother nature's. And that other one
whose name escapes me, author of a statue of Antonin Careme, destined for the Central
Market, but which the city council refused, sanctioning him justly for having abandoned
as means of expression, grease?

For it 15 with grease (on a frame of wood and cardboard) that pedestals are built. In a
cauldron installed on a good fire, mix a third of sheep kidney, o third of virgin wax a third
of paraffin (it bleaches the grease and removes all odor). Better vet, and this will give the
mixture a laudable elasticity, melt a kilo of pore ddddd and mix it afterwards with these
four ingredients after they have been heated together: virgin wax, one pound; spermicetti,
250 grammes; stearine, 250 grammes; paraffin 250 grams.

Should you wish to give some sparkle to the pedestal you have just modeled in this paste
or to carve in 2 block of rice or dddddd, here is the recipe for brillantine. In a glass
dizsolve 125 gr. OF gum Arabic or gelatine. Spread it upon a piece of the last window
pane broken by the scullion. After drying the layer in a mild oven, scratch it. Specks will
detach and you may sieve them and dye them.

Should one be pressed for time and renounce deep volume sculpture, and accept a
superficial effect, it is possible with starch, ddddd gum, and paraffin kneaded with the
paims and the rolling pin to prouduce a paste whose visual aspect is like Vichy tablets
and with the doctility of matzoh bread. You can mold it inte rosanes, mascaroons, beads
etc, or roll it into coils or model it as figeres. After which you can affix these motifs onto
a tulle, Thus you have at your disposition a malleable strip which you can apply o a
cylindrical or truncated core and you will find yourself rapidly with a pedestal.In kitchen
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talk, the operation described above is pastillage, the strip of design produced is also
called pastillage. Pastry cooks who in an instant concoct objects from a sugar based paste
use the same word.

For such pedestals, a floral omamentation is most appropriate. It is created petal by petal,
Strict copyists, these men carefully cast in plaster the the delicate curves of a petal, or
carve its form into wood or twbercle; they pour wax into one of these matrices then group
the casts into corollas. Roses and camellias were to serve the renknown of Auguste
cscoffier whose fame has more legitimate causes. Otherwise without going to so much
trouble, between the thumb and index one can simply flatien balls of wax into peltal
forms. The wax 15 colored beforehand, otherwise it is tinted a la detrempe or with
watercolors, A spot of painting varnish with liven its luster.

The architecture of pastry cooks

One sees in windowcases pieces montees buslt in a summary fashion of pain de Savoie
and nougat. One mustn’t judge the architecture of pastry cooks on these specimens, nor
on the wedding cake served at Buckingham Palace in February 1922, Nearly two meters
high, it weighted within 12 stone of 3 quintaux. After all, Gambetta at the Louvre’s
Carroussel court or the lion of the place Denfert weigh even more. Rather one should
congratulate the Midland Railway company who transported this monster without
accident from Edinborough where it was created, 1o London where Princess Mary and the
Viscount Lascelles ate it

Let us turn our attention to how a pastrymaker conscious of his role proceeds.

He establishes an architectural plan, life size, for the whole of the projected edifice, and
then makes a detailed plan of each of its constituent pieces or “panels”. On the sheet
where he has just drawn, he applics a blade of glass which will keep the epures before his
eyes and serve to suppont the fubrication of the panels. These will have the thinness of
cardhoard and the format, at the most, of a flat cigarette case. Their substance will be
royal paste, that is a mixture of sugar and egg white. From a narrow pastry cone, the

artist, with circumspection, will squeeze the mucilage onto the glass—somewhat in the
manner of a Javanese pouring the protective wax onto the cloth for Batik. The royal paste
follows, in the fashion of a paintbrush, the straight and curving lines of the drawing
visible through the glass and hardens. A gentle shake 1o the transparent surface unsticks
the panel which hardly adhered. This panel, now available, holds in its frame different
elements of the fagade or roofing—whether solid or clairevoie like the slats applied to a
wall by trellis makers dddddddddd. When the pastillage is completed, when all the
panels are ready, our man goes back to his general plan, and according to this design fits
them out and decorates them echaufadue. With the same royal paste he joins them. The
edifice is there, light as a a watermark, unstable, in appearance like a castle of cards, but
balanced and rigid in fact.

The future
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The sculptors and architects with white toques have now seen numerous skirmishes in the
world of ant without being troubled and their ideals remain academic. The collaboration

of these able craftsmen with sculptors and architects proper, which we must suppose to

be a less routine occurrence, would no doubt be a happy one. When the latter have

endowed every village with a statue commemorating the war and finished sewing up the
overrun provinces, their corporation will be afiflicted by unemployement. Why should

they not acquaint themselves with kitchen folk to whom they could furish ideas and

models™ What we really have against art works is their impertinent longevity, OFf sheep

fat or pastillage and dressed this way with the charm of perishable things, we would love

them better, were they imperfect. But is it assured they would dissapear? Already the .
pious collector gathers up ancient speciments of culinary modeling. There will be in
muscums a section devoled to pastry works, miniature city protected under a globe like a
clock on its pedestal.
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Les bearc-arts somt au nombre de cing, @ savair: la peinture, fa sculpture, la poésie, la musigue,
larchitecture, laguelle a pour branche principale la patisserie. {The fine arts are five in number,
mamely. painting, sculpiure. poelry, music, architecture, the main branch of which is patisserie.)

= Antomin Caréme, ;

2 hecoming something efse

Beginning in the latter half of the 17"-century, chefs began creating culinary seulptures for
display and, at times, consumption during feasts and celebrations. Made from edible materjals,
these fantastic displays represented allegorical figures, classical architecture, and imaginary
scenes. They were also the apogee of a chef”s gastronomic creativity and were therefore well-
documented in the cookbooks from the period.

Although the first elaborate illustrations of these dishes begin with Wright { Castlemaine s
Embassy, 1688), Menon (La science du maitre d "hirel, 1750), and Gilliers (Le canmameliste
Sfrangais, 1751), it isn't until the 19"‘v¢.:¢nl1.l.r:,f that the dishes reach their highest form. In the work
of Antonin Caréme (1783-1833) and Urban Frangois Dubois (1818-1901) the recipes take on a
fantastic level never before seen. Sometimes built on armatures, sometimes made from savories
and often assembled with sweets, these pléces montdes would represent different artistic periods
ranging from the Classical to Romantic. In fact, one could argue that these ephemeral sculptures

were apether branch “Ff’“ history dn:fr.:_lnpcd by chefs but-meant-io-be-consumed by-the diners.
e Jermn -l

r

L E ] o = -
art practice has led them out of the art world and into a new value structure. These artists are
individuals who have ceased being artisis and have entered into an activity where their objectives
and priorities must different from those of the art world. | will then write descriptions of each of
these works, or practices, to which a chef will respond with recipes. There will be one recipe for
each artist. When the recipes are brought together they will comprise a group show to be
consumed by participants at a dinner. The menu will be the exhibition’s catalogue.

During the dinner menus will be distributed as well as an essay entitled “La plastique culinaire™
(1923) by the well-known French art historian and anarchist Félix Fénéon, Both will be printed
here in California (the menu will be printed letterpress) and the essay will be bilingual. This wall
be the first appearance of Féndon's essay in English.

Afier the event, | hope that the project will be issued as a book. Originally, the books which
represented pidces montdes would contain three types of information: the historical paragraph to
contexiualize the dish; an engraving or woodcul depicting the dish; and then the recipe itsell.
would like to find a publisher who would publish the chet™s recipes, pictures of the dishes, and
the descriptions of the projects to which the chef is responding. This book might also contain a
few additional essays to contextualize the project overall.

ﬂnmm#



REPUBLIILE FRANCAISE

7 (Centre
Pompidou

Ben Kinmont

l 1160 Pleasant Hill Road
SEBASTOPOL
CA 55472

Paris, May 2, 2008

E Object : LE Festival, Contre Pompidou, Galerie Sud, (March 25 - April 27, 2009)
Cenire palianal d'ar
wl de fulture
Loy D Dear Ben Kinmont,
TEIR Parts codes 06
titiphoes Last October, Alain Seban, President of the Centre Pompidou, proposed to create
X1 T2 a Festival dedicated to all artistic practices of our time, enabling to go beyond
iiliheesin

the constraining scope of the unigue exhibition form, which can not constituts,
T AL T R for an institution such as the Centre Pompidou, the only way to present the
mi contemporary creation.

bermard.blistened He entrusted me with the task of conceiving it and of managing its first edition
cenirepampetay. i1 in spring 2009,

lina saantierid

eenlrepompidy, ir This Festival will take place in different spaces of the Centre Pompidou, as well

a5 outside, in places to be defined.

Conceived as a major display being able to show the diversity of the actual
creation, this Festival will last for one month and will be the occasion for artists
coming from different intellectual, geographic and artistic fields to meet.

It will not be founded on a theme, but rather on a constellation of points of view

and perspectives making us understand and gquestion the stakes of the artists
today.

This pluridisciplinary event will consider the artistic practice as a workshop at
the origin of new layouts and new configurations. It will be organised as a

programme offering a set of appointments of different natures, at the heart of &
wide space designed on purpose.

I would be grateful if we could meet to talk about this project together, and, if
you wish, to invite you to take part in it. I remain of course at your disposal to

come to you and explain my intentions as well as the scope and the conditions of
elaboration of this project.

On becoming s
archive |1 (7 70 =



entre Page 2
Pompidou

I thank you for your kind attention to this request and look forward to hearing
from you.
Yours laithfully,

o Wi & plea s Fo el 4 Tk W TH 34U

Barnard Blisténe
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L]
GM a I l Ben Kinmeont <bkinmont@gmail.com>

by AW BLT

TR : work from Monica Haller

Florence Bonnefous <florence@airdeparis.com> Sat, May 16, 2009 at 7:03 AM
To: Ben Kinmont <bkinmont@gmail com:=

- Massage transférd

Da : <monicanalierfyahog.com=

Répondre & : <manicahaller 8 yahoo com:s
Date : Sat, 16 May 2000 04:47:43 -0700 (PDT)
A : <florense @ airdopariz.com=

Ohpet = work from Monica Halles

Dear Florence, | hope this note finds you well. | am tha Amarican arist whe Christephe Bautin mentioned |ast weak. |
am sorry thal we were unabla to meaet white | was in Paris, But, thank you fior trying 1o find time during a paniod that
sounds especially heclic. For now, Lomane sugpested | send you some work via e-mail as an alternative.  For simplicity
sake | will show you just one project 1o starl. | would be happy 10 show you maore later, This project is a recent book
collaboration | did with |rag war veteran, Flilay Sharbonno. Riley was a nurse at Abu Ghraib prison from 2004 - 2005.
The project webeite is www rilavandhisstory com <hitp:iwww rileyandhisstory comz , Al thi wehsite you will find work
samples from the book in FOF form, a descrption of the project and I1's intended audiences. The cover bext is my words
describing how the book could be used; the interor text is Rdey's words that | edited from our conversatons over thres
years. Below is information about ry art practice and background, My bio is on the wabsite, along the collaborators” from
tho this projoct.  PRACTICE: | collaborate long tarm with small groups of peopla. Mostly | usa the sl camera,
pholography, and video, As artist, my role changes depending on the paricular collaboration and the work | want 1o
achieyve within it In some projects | make lormal images meant for the gallery, using 4 X 5 view camera for example, othar
firmes | dan't make pichures at all, but instead mct as an organizor, oditer and Taciflator. But always, by susiaining kong
torm interactions, conversations and flexible roles, my collaborators and | have the epparunity 1o be thorough in our
investigalions logethar. Personal details give rse 1o commaon issues that are political, psycological and civic in nature,
BACKGROUND: My academic background is in peace and conflict studies (the study of philosophies of violence and
non-viclence]. In prectice | worked with sunsvors of trauma nationally and internationally. For exarmghe, | o Topdd
rogoarch about tha Truth and Beconcliiation Commission in Souih Alrics and worked with sunvivors of domasiic violanca
in iha United States. | came 1o visual an matisaled (o create a physical space for the voices of the peoplé with whom |
worked. Also within artistic space | have the opportunity conduct mare critical and philosophical inquiries about the
siluations my collabarators found themselves in, then presant those investigations to the worid (or, the chosen audienca]

Inspirad by the project with Riley, | am currently conducling a warkshop with other lrag and Alghanistan war velerans. |
would like to shara this new work from the velarans’ workshops with Air de Paris. Altached is a description of the
workshop aclivilies.

seeres Fil (U MESsaQe transférd

2 attachmeanis

- :ﬂ?m to vaterans5s.1.pdf

| :Fnsﬁhnp_ﬂamﬂpllun__ﬁ.tpdl
4
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Veterans Workshop

A project by Monica Haller | wwwirileyandhisstorycom



Monica Haller
Velderans Wokshop

Woarkshop
Participants

WORKSHOP
Inspired by the process of Riley oand his storp., | am organizing a workshop for
presend day war veierans from Irag, Afeshanistan and other conflict arcas.

The workshop is for veterans to compile their own images and stories in a
booklet of 104 to 200 pages cach. The workshop can be facilitated as its own
event, with the cxhibition of Rifey anef fix story,, or conducted and exhibited
inside the gallery.

Rifey amd his story., is a book 1 made in collaboration with Iraq war veleran
Riley Sharbonno. It is about the war's cffcet on Riley, who served as an Army
nurse at Abu Ghraib prison from 2004-2005, his relationship to thousands of
his combat photos, and the intricacies of memory surrounding the trauma of
WL

Incorporating the design of the Riley book, graphic designer Matthew Rezac
and I are creating a emplate for o small, quick booklet in which workshop
participants inseri their images and ext The wext will be generated from
conversations at the workshop and ¢-mails and joumal entries from combat.

At the workshop there will be a imined, licensed therapist (life coach) to
provide support during these conversations and while re-visiting images.
Resources will be available for veterans to continue working with a life coach
after the workshop if they choose.

Participating veterans will receive a few copies of their own book 1o take

and use as they wish — to circulate and share with family, friends and fellow
soldiers, or save for their own archives — and there will be copies for a larnger
edition, This compilation will be like an encyclopedia set; the whole is larger
than its paris, yet contains individually diverse stories, The compilation will
be available to institutions or museums to collect for their archives or for an
exhabition.

WHO ARE THE FARTICIPANTS?

The participants will be veterans who feel ready to talk about their experiences
from combal and at home, Or, some people may never feel ready, but know
they would benefit from sharing. Other people may simply have something they
want o say, Photos from combal may be important to these veterans - whether
they look at their pictures often, or never want to look at them at all. Or, writing
may have been an important form of commumcation in combat, or at home,

The participants may be interested in sharing their story with others. They will
have the chance to talk with other veterans in the workshop. Afler the workshop
they can share their book with family, or keep it private for themselves,
Eventually the larger community will see their booklets and the stories within.

Cin Décoming something sise
anchive 17,00, 095 7§



Monica Haller NATIONAL TOUR

o Harace The Veterans Workshop will tour the United States from the fall 2009 through
‘Maticnal Tour 2010, On Septembaer | 9th, 2009 the workshop will launch in Minncapolis, MN
Wb Sile [ Database at the Minnesota Center for Book Ans. Partnered with “Coaching the Glohal

Village,” a national non-profit that provides coach training and life coaches
who are also licensed therapists, the workshop will travel o a minimum of six
hosting institutions. In efforis to provide access to many veterans in both urban
and rural locations, these hosting venues will range from large institutions to
small community sites. By doing this, | intend to reach people who may not
have access w opportunities found in a large city.

The workshop will culminate in an exhibition that includes the final booklets,
video documenting the workshop activities and conversations, the book Rifey
aredl feis stery. and its process material.

WEB SITE / DATABASE

There will be a partner website generated from the workshop. All photographs,
lext and some sudie from e participating veterans will be stored on this
website database, as well as a blog and other interactive components to the site.

What will it look like to compile hundreds of digial images from unstable hard
drives 1o create one archive? What would become the website's testimonial and
political significance? How do these actions, stories and photopraphs become
an opportunity for healing among veterans and their Gamilies? What do orher
LIS citizens” archives look like? (Those of us who have not fought in the war,
bul have experiences with it through media, o fTamily member, or in other
ways?)

MACE 3
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Monica Haller EXHIBITION

SenamE PO The workshop will culminate in an exhibition and can include:
Exhibitian * Compilation of Veterans' booklets

* A video feed that documents conversations activities and wraces of the
workshop process.

* The book Riley and his story., video, audio and process material.

* Website/database installed in the gallery.

The workshop, books and process materials can be installed in many ways.
Here is one example.

WORKSHOP AS GALLERY INSTALLATION:

The workshop could take place inside the gallery, The gallery would become
4 social and community space during the workshop {for one weekend), And

it would also be the site of documentation, exhibiting the traces of activity
and visual products afier the workshop is complete, The table and computer
muonitors where veterans complete the workshop will be the same table
where visitors sit to view booklets and video from the workshop. Instead of
conducting the workshop far away, removed from the result, we would conduct
it right in the gallery. In this way “the exhibition remains closer to the sites of
creation and education (the studio or workshop) than the raditional muscum
show, which tends to highlight only the finished work itself.” writes Danicl
Bimbaum about his own exhibition, this year's Venice Biennale.

For some places this may be an opportunity o involve more than one
department of the institution, like Comimunity Programs, Exhibitions, or
Education.

Family members of the veterans who participated in the workshop would be
able to visit the exhibition 1o view their son or daughter’s, wife or hushand’s
booklet, images and story. This will be an invitation to veterans and their
familics to continue conversation and communication long after the workshop
and exhibition is complete.

FUEC 4
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by Ben Kinmont
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Jthie caption :

pifice monbéa (you forgot the &) © these two words should be in
italics, because they are coming from a foreign language.

the name is Lirbain Dubais, and not Urban, T think.

But you will parhaps have bto re-write this capbion, bacause there is
naw anather ilustration on the other page.

And [ have a question :

Where are these images coming from ? Did you scan them from a book by
Lirtaain Dubais you have in your callection ¥

Cur edition service will need to know the capyright.

I remain, don’t hesitate to come back to me with your remarks,

All the best,

Jean-marig

I‘ ooy
5 ]
De : Ben Kinmont [bRinment@gmail.com]

Envoye : jeudi & acdt 2009 15:45

A : BLISTENE Bernard; Linda. Grabe; air de paris; GALLAIS Jean-Marie;
SEANTIER Lisa

Objet : Re: catalogue pages

Bermard et al,

let me knéw the typographic corrections as soon as possible and 1 will
resend the image. the size right now is based upon the double-page,
baik | can ook at it being changed to fit for one page. T just want to
make surd that the text is still legible when reduced, especially the
quate by Fenean, 1 do have another pictura for the right side, if

youi'd prefer, of another piece mantes by Dubals. It s here attached,
Yours,

Hemn
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~ 4/5/09, BLISTENE Bernard =Bernard. BLISTENE@centrepompidou. fr> wrote:

LDear Bon,

# Thank you for your besutiful image. There is some mistkaes, Jean-Marie will send you the corrections. T love
this image, but I don't understand why you want to print it on a double-page, doos it maan Ehat vou want it
horizontal? It seems to me that it will be much better to keep It on & single page and to find, if you wish, on the
other side an image or something you wish,
> Please let us know, both Jean-Marie and M, asap.
= Bagn,

/' > BB
> - Meszsane d'origefe-----
= Do @ Ben Kinmont [bkinmont@amail,com]
= Envoye @ jeudi & aodt 2009 0147
= A : GALLAIS Jean-Marie; BLISTENE Bernard; SEANTIER Lisa: PAMS Francaice: air de parig: Linda, Grabe
> Dbjet : catalogue pages
=
= Dhear All
> attached i5 the .pdf of the Lwo page spread for the Pompidou catalogue
> lean-Marie: if the designer needs it sent in a different file format, fet me know. But this was madea o the
catalogue physical specifics you gave me,
> Yours,
= Ben

.

L B

> Ben Hinmant, Bookseller
= | 160 Measant Hill Road
> Sebastopol, CA 95472

= el 707 829 8715

= fox 707 829 8719

= mobile 917 669 G157

= bkinmont@gmail com

= Www. kinmont com

]

Ben Einmont, Basksellar
1160 Pleasant Hill Road
Sebastopol, CA 95472
tel. 70...

fax 707 829 4719
mabile 91...
bkinmont@agmail.com
Www kinmont.gom

Ben Kinmont, Bookseller
1160 Pleasant Hill Road
Schastopol, CA 95472
tel. 707 829 8715

fax 707 829 8719

mobile 917 669 G157

kkinmont@gmail.com
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From: Ben Kinmont <bkinmanbZgmail.coms Sent: Thu O5/08/09 11:15 AM

Ta;  raegh <patreagh@senic,net=
Subject: Fwd: catdlogue pages

here's the corrections,

---e==ee-- Forwarded message -------—-

From: GALLAIS Jean-Marie =lean-Marie, GALLAIS @ centrépompidou fr>
Date: Aug 6, 2000 8:25 AM

Subject: RE: catalogue pages

To: Ben Kinmont <pkinmont@gmail.com>

Hi Ben,
Here are our corrections ar suggestions,

In french, the first word in the title of a book has a cap, and the
adjective too if he is placed before the name - |k "L Petit
Cuisinier dconpme”

(some old french edition rules!):

——te Patsssier pittoresque (you forgot the ~ on the Eh]
TT="La Cuisinigre ...
==L Guide culinaira
Le Cannamaliste frangais (the original title is in old french
——#rancois and not frangais)
— Guégan (you forgot the "&"). La Fleur...
“—tes Dons de Comus (two taps)
Le Petit Cuisinler économe (two caps). An IV de la République {2nd not I've)
The last title is "L'Heptaméron des GOUFmEEs"

For the publication, I think the anglo-saxon Aorm s ¢
name of the editor, place of edition, date,
—in french, that's place of edition, mame, date
{and ther is no * . * at the end)
What do vou prefer ?

Our secretary of edition asks us if (for the Menu) “representation”
needs an "s" at the end or not ?

In the guotation of Féndon :
== 1st line : muvres d'art {and not oeuvres | ae)
2nd line : deschoses : des choses encling & (and not a)
les simaer Mais asg-il ["="]
3rd line : disparaissent? : disparaissent * (space before ?)

At the end : Félix Fénéon, *La plastique culinaira®, 1922,
{emplacement of the Comas)

Prigrity: Mormal

[
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From: Ben Kinmant <bkinmant@gmail.com> - Fud: cotalogue pages
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Pape 1 of |

Comments on the intrg:

Beautitul ideas hara! The first sentenca
(85 you Enow) gives pause -- you have to
stop and reread, which is OK; | doen’l mind
that. But # might flow a lithe better and be
mare grammatical with some minor
adjustments (the use of the comma hana
is understandable but | don think it's
carrect). Then, with the 2nd sentance, |
think vou telescope more quickly than you
need, from the genaral case to the art
wiarld.

Than, the 3rd sentence is kind of starfing,
becouse il's awkward, a bit prosaic, and
geems lumed arcund = wordy and
circuitous. |t kind of kidls the lyricism of
what comes before, Similarly, though not
50 exdrame, with the 4th sentence, and |
wonder about the phrase "value structure
of ant” {seems a lithe fargon-y in conlrast
to the rest), The kast sentence relurms 1o
the poeticism of the first, but 'm not sure
the words accurately convey the
meaning. Are the paragraphs really
"examples” of depariures? Or
descriptions of exemplary deparures?
The final phrase, I'm afraid, isn't
grammalical or chear, axactly. .. . "a
beginning towards a typology” sounds a
litthe too pondenous, like you're reaching
for more deplh than a grammatical phrase
would give you, Il calls to mind the name
of & band thal was popular at my grad
school: Toward a Post Masal Aesthetic. 1)

O hacoiming soimidieng ses
arghbea ') N 08 =

http://mail. google. com/mail?m=1 &ik=BcdebV | tladkview=cvisearch=inbox&th=122769... 7132009
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m i l I Ben Kinmont <bkinmont@gmail. com>

Project thoughts

1 message

Amanda Herman <aaherman@ymail.com> Wod, Jul 15, 2009 at 12:59 PM
To: Ben Kinmont <bkinmont@gmail.com:=

Hi Ban,

It was great talking with you and hearing about your interesting project | will try and give you Some answers
about my shifting role in the Katrina projects. it has been a while and | am pretty drained from my work here,
but hopefully it will make some sense!

Some of this you know, and there were so many stages to the project that | could write a lot, but | will try and
focus on the major develcpments and transformations,

The impulse for the first project began (thanks to your assignment) with the goal of wanting to see if |, though
an artistic gesture, cou'd help peaple during the aftermath of this natural disaster. While | was photegraphing
in my rmake-shift family portrait studio at the emergency shelter in Oakland, | struggled with the poriraits
themsahves (which were not very good in my opinion. not arty enough) and finally realized that it didn't mattar,
since | was providing something else - in many ways | was able to become just another service slop (get

.~ | your food stamps here, your housing voucher there, your family porirait here). It felt really libarating to not

k force myself intc making “interesting” pictures, fo realize | did not have 1o show them to anyone else, and that

\ I could b& a real "emergency senvice” and did not need to move the work, literally, from there.
oW BY
in retrospecl, the salisfaction of this was short-lived and | quickly, entranced by the stories | was hearing form
each family, cancewed of ancther project that would allow me Lo record and distribute the stories 1o a wider
audience. The process of collecting the stories plunged me into the discombobulated and tumultuous lives of
, about 15 different families. it was this experience thal most dramatically removed me from my role as an artist

to the multiple roles of therapist, social worker, taxi cab driver, caregiver, babysitter and other roles | am not

[L sure ow o descnbe. Al

One example is the case of working with Mick, her boylriend and new baby (she was almost @ months
pregnant when the hurricane hil, escaped and had her baby in CA,) My intenyiews with her became visils to
photograph the baby, then to take them to social service agencies and JAppoiniments, to bringing
them focd and clothes, to once paying far a hotel room during a housing crisis, to more family pictures, more
interviews and finally a trip back to New Orleans. The trip was 50 psycholagically challenging for Mick that |
literally had to guide her on the airplane (where she squeezed my fingers bloodless, her first ime flying) carry
the baby to meet his grandfather, and navigate around her historically abusive relationship with her father as

[ they attemnpted io start anew. | think she used me in a smart way to do many things but most impartantly, 1o
get there (1 bought har ticket online, she paid me back in cash but had no idea how o back a ticket ar

| navigate through an airport) and to prove to her father that she was making it in California. | did film
throughout the trip but never used the footage. | remember afterwards feeling ke | had failed as an artist (I
didn’t get enough footage there, | wasn't able to make something aut of it) but now feel like what | did

".l accomplish was something different, and important

The difficulty for me with making art with people wha have experienced such dramatc and tolal upheaval, is
that survival is o paramount and so it seemed so useless many times for me to be recording, or
photographing when there was so much else thal | was able (o do to make a difference in their lives, The
driving from one place to another, helping someone write their first check, start a bank account, printing out a
|¢b application, taking them o a job fraining program...

The an was really the way in, the offering. The trust builder. But | remember baing nervous so much of the
time {especially with Mick) about my boundaries, about what | could give or not, what | should be doing or not,
wial it meant. We discussed this in class and | thought about it a lof, that as a journalist, therapist, or social

O bacoming something ise
: :
http:/mail google.com/mailMui=1 &ik=8cdeb?] 60afview=pidth=1227fffecd 1872b7&sea... /1572009



ail - Project thoughts Page 2 0f 2

sanice provider there ane rules, strict guidelines, about how o work with a client or a subject and what not to
do. As an arlist the rulas have to be made up for each siuation, for aach artist._you know this.

maybe coming from a background in ppumalism made it harder far me o be ok with tha giving, the rale
changing. With some of the families it was simple and good and appreciated and not unreasonable... but with
Mick it became heavy (late night phone calls, talking out fights between her and her boyfriend) | started to nol
trust her (too many requests for money, | saw her using drugs). The ant relationship stopped completely &
some paint {1 would bring my camera but nct take any pictures since other issues would take pricrity) and 1
was something else, but | don't know what. | had o untangle myself from her because it was too emctionally
draining for me, | didn't feel like | had tha tools to help her and | couldn’t figure out how to axplain that to her

It worked itself out, in its own way, she broke up with her boyfriend and stopped calling me (she owed me
maney that she promised she would pay back. and unable to do that, probably felt like she couldn call me
any rmore).

Mow, almast four years later, | feel like what happened there is actually the way | wanl to be an arlist, but not
baing one all of the time. By trying to do the art and something efse, to create a relationship that isn't bound
by the photo or movie | am making...| don't think | will figure out a comfortable way to make the work | am
doing. | think it will abways require me to reconsider my robe, 1o transform my role = in order to do the art and
in order 1o create the relationships | wani.

I will stop now since | am not sure if this is making any sense!
Please let me know if you have specific guestions about all this.
Thanks for asking me o think about this again

Good luck with everything and stay in touch,

Amanda

avchive |11
hitp://mail google.com/mail Tui=1 &ik=8cdebl ] 60af view=pi&ih=1227{Tecd | 872b7 &sea .. T/15/2009
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ON BECOMING SOMETHING ELSE

DEVENIR AUTRE CHOSE

Un projet de Ben Kinmont

Draft 25/07/08

O bacoming somathing dlad
archive | 0.00. 09,5 [




L'ARCHITECTURE DES PAT|$$|EH:;'.

On voit aux vitrines des pidces montées sommairemant laites da pain de Savois at
de nougat. Il na faut pas juger sur ces spécimens l'architecture des patissiers, ni sur
Ce gateau da noce qui fut san au palais de Buckingham, en février 1922, Haut de
deux metres presquae, il pesait, & vingt kilos prés, trois quintaux. Mais quoi, e
Gambella de la cour du Carrousal ou le lion de |a place Denfert pésent encore
davantage. Plutdl, on cdiébrerait la compagnie du Midland-Railway qui sans
accident ransporta ce monstre d'Edimbourg, o0 il naguit & Londres ol la princesse
Mary ot le vicomie Lascelles le mangérent,

Laissons cela, el observons comment procéde un pitissier conscient de son réle,

I éablit un plan d'architecte. grandeuwr nature, pour l'ensemble de Madifics projeté,
puis le plan minutieux de chacune de ses pidces constitulives, oy ‘panneaux”. Sur
la feuille ol il vient de dessiner, il applique une lame de verre qui lul maintiendra
s0Us lBs yeux les épures et sarvira de suppor & la labrication das panneaux. Ceux-
i awront la minceur d'un carton et le format, au plus, d'un paquet de cigarettes plat,
Leur substance sera la pile royale, mélangs de sucre ot de blane d'asuf. D'un
cornel & bec étroit, laniste, avec circonspection, fait couler ce mucilage sur le verme
—un peu comme une Javanaise verse la cire protectrice sur 'éote dont elle veul
faire un batik. La pite royale suit, & la fagon d'un pincoau, les droites st las
méandres du dessin visible & travers le verre, et se fige, durcit. Une secoussa
imprime & la lame transparente décolle de sa lisse surlace la panmeau qui y
adhérait & peine. Ce panneau, maintenant disponible, enforme dans son cadra
rectangulaire tels el tels déments des faces ou de Ia 1oiture — soit pleins, soi A
claire-vola comme le lacis qu'appliquent sur un mur nu los treillageurs-rustiqueurs
(ainsi se désignent eux-mémes, bizarrement, certains industriels du ireillags
rustique). Quard la pastilage est terming, que tous les panneaux sont prits, notra
homme s& reporte au plan géndral a1, selon ca plan, les agance et les shalaude,
Avec la méme pite royale, Il las rejointoie. L'edifice est ki, léger, comme un fligrane,
instable, en apparence, comme un chileau de cartes, mais équilibre et rigide.

L'AVENIR

Les sculptaurs et architectes & loque blanche ont vu passer mainte émeute dart ¢
BENS &N éire troublés et leur idéal reste académique. La collaboration de ces
exécutants adroits aves les sculpteurs ot architecies proprement dits, que nous
SUPPOSSTONS moins reutiniers, serait sans doute hewreuse. Quand ceux-ce auront
doté chague village d'une statue commémorant la querre et fini de raccommaoder les
provinces envahies. la chomage atlgera leurs corporations. Pourquai ne
s‘accointaraient-iis pas avec les gens de cuisine, A qui ils fourniralent des idées of
des maquettes? Ce que nous reprochons aux osuvres dar, cest leur durég
impertinente. En graisse de mouton ou an pastillage, ef paréas ainsi du charme des
choses périssables, elles nous frouveraient ancling a les aimer. méme imparfaites.
Mais est-il sir qu'elles disparaissent? D&a de piaux collectionneurs recuaillant los
specimens anciens de la plastique culinaire. Il v aura dans les musées la section
des piéces de pitisserie, ville en miniature protégée par des globes de pendule lulés
& leur piégdouche.

Eullgtin de la vie artistique,

jullist-aodt 1922,

ﬂnmm#
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Biographie de Felix Fénéon

Connu pour ses gualites de critique d'art, Félix Feneon fut un dénicheur de talents
an son temps. En matiére de talants littéraires, il fail connaitre Arthur Rimbaud et
ses 'lluminations’ (1886) alors gu'il est rédacteur pour la revue ‘La Vogue'.
Egalement rédacteur da la revue 'Blanche’, il publie Verlaine, Mallarme et
Huysmans. Esthete, il est fervent défenseur de Iimpressionnisme et du neo-
impressionnisme. La aussi, il fait la promotion de jeunes artistes tels que Seural,
Pissaro et Bonnaire. Ses opinions politiques n'en restent pas moins célebres.
Partisan des idées anarchistes, il fonde 'La Revue Indépendante’ (1884) el
collabore également aux revues L' En-Dehors', 'La Renaissance' et la 'Revua
Anarchiste’. Cependant, ses opinions lui vaudront quelques déconvenues. Accuse
lors du Procés de Trente, dont le but &tait de mettre fin aux agissements de la
mouvance anarchiste, il sera finalement acquitté. Outre, son importance en tant
que critique d'ar, Fénéon est considéré comme I'un des péres de la bréve. Un prix,
suite & un legs de l'auteur a la Sorbonne, porte aujourd’hui son NOM et permet de
laisser leur chance & des auleurs jugés prometieurs.

mmﬂm#
wchive q L T
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PRESENTATION DU PROJET

Devenir autre chose / On becoming something else

Des siécles durant, les chefs ont réfléchi le choix de leurs ingredients, le sens
de leur recettes et leur mode de représentation. Pour le projet Devenir autre
chose je collaborerai avec des chefs pour envisager cette idée de recette et de
representation en relation avec I'art contemporain.

Four ce projet, sept chefs vont recevoir un paragraphe différent pour le représenter
dans une recette et créer un plat qui sera servi dans le restaurant pendant la durée
du Festival du Centre Pompidou, du 21 octobre au 23 novembre. Les chefs ont une
entiere liberté d'interprétation de ces petits textes : ils choisiront comment inscrire
le plat a leur carte - une suggestion du jour par exemple, et 4 gquelle fréquence il le
serviront dans leur restaurant - midi ou soir, un ou plusieurs jours par semaine. . .

Les paragraphes décrivent le travail de sept artistes différents que leur travail a
mene hors du monde de l'art pour pratiquer d'autres choses ( ici, I'agriculture, le
travail social, 'activisme politique, la médecine et la psychotérapie). Cuisiner est
l'acte de transformer des ingrédients en un met qui se mange et qui se partage.
Dans le projet, les plats seront une représentation de la pratique artistique ainsi
qu'un hommage a la décision de ces mémes artistes de quitter le monde de l'art,

Dans les salles d'exposition du Centre Pompidou, les visiteurs pourront prendre
une affiche en distribution libre, qui reprend les sept paragraphes avec le titre des
recettes correspondantes et la liste des restaurants ou ils pourront les godler.
Toutes les informations utiles (adresse, tel, jour de présentation du menu) seront
aussi mentionnées.

Parallélement, 'essai intitulé « La plastique Culinaire » (1922) de Felix Fénéon, e
célebre anarchiste et historien d'art sera re-imprimé par la maison Antinomian
Press, dans son francais original et traduit pour la premiére fois en anglais. Ce
texte sera lui aussi distribué largement au Centre Pompidou et disponible dans les
sept restaurants.

Enfin une vitrine, toujours au Centre Pompidou, exposera les ouvrages rares du

Hw"éme au début du méme que Félix Fénéon mentionne dans son essaj. Cette
présentation aidera le visiteur & donner un contexte au texte de Fénéon mais aussi
aux recettes des sept chefs-cuisiniers.

Ben Kinmont

mrchivs |



LES PARAGRAPHES (premidre traduction 21/07/09)

Devenir autre chose. ..

Parfois on comprend ce qui est au regard de ce qui reste ; on peut aussi comprendre ce qui
reste au regard de ce qui est parti. La plupart des histoires de 1'arl s sont cerites avec ceux gui
sont restés, Mais certains artistes ont pris d’intéressantes décisions qui les ont amenés
quitter le monde de I"ant, des décisions significatives pour Ihistire de I'art. Je parle de ces
artistes qui se sont éloignés des valeurs (iLe. objective ou commerciale) du monde 1"art au
travers de leur pratique, et sont alors devenus autre chose que des artistes.

Les paragraphes suivanis sont des exemples de ces départs,

Je les ai écrits pour ceux gui sont partis, pour leur dire qu’ils ne sont pas seuls.

1- {Devenir psychothérapeute)

Elle avait commeneé avee du noir et du blanc au milieu des années 50, des peintures surtoul.
lesquelles se sont transformées en oeuvres que le visiteur pouvait manipuler. La conscience
gu'elle avait du soi, de Iautre et de I"espace entre les deux se retrouvait dans les concepts de
figure et du fond, du participant et de I"objet. Dans son pays, elle vivait doulourcusement
1"écart entre le corps-individu et le corps-politique, et 4 une époque o la situation politique
s'est assombrie, elle a é1é forcée de partir & I étranger, Cest alors qu'elle a commencé & créer
ses objets participatifs dotés de pouvoirs guérisseurs, avec ses éludiants et des passants
anonymes. Ces objets mettaient vraiment le monde de "art en question ; en effet elle posait
clairement que leur sens dépendait de leur usage et leur manipulation, position peu conforme
i une économie du marché de 1"art centrée sur I"objet. Finalement, quand elle a pu retourner
dans son pays vers la fin de sa vie, elle 3'est entidérement dévouée au soin d”autrui comme
psychothérapeuie.

2- (Devenir fermier)

Au début de 1968, cet artiste 5" est intéresse & 1"écologie et son impact sur la vie de chacun.
L oeuvre exposée réunissait une documentation sous forme de photographies et de textes 4
partir desquels le visiteur pouvait percevoir la démarche de artiste et sa relation  la nature.
Des projets initiaux concernaient la culture de produits alimentaires et 'observation des
comportements des animaux de sa ferme. 11 consacra aussi son temps 4 I"¢lude d'une
exploitation agricole en culture bio-dynamique, a I'apiculture et 4 I'élevage de chevres
destinées aux concours animaliers, Aprés avoir longtemps peiné 4 faire comprendre son
ceuvre dans |'espace d'exposition, il a abandonné la photographie en 1973 pour s¢ concentrer
sur |'écriture d’un journal intime. A la fin des années 70, 1artiste a consacré de plus en plus
de temps a élever les vaches de sa ferme et finalement il devint fermier . « Notre vie de
fermiers n’a jamais é1¢ programmeée, elle s"est progressivement imposée ».,

On bacomming somedning sise
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3- (Devenir activisie)

Pour ces deux artistes, tout était art. Leur activité artistique consista donc i critiquer le soutien
des institutions et des politiciens & la guerre du Vié-Nam. Ainsi, ils tentérent de sauver la vie
d’un poéte révolutionnaire accusé d'avoir assassing un homme a Trinidad. Quand le poéte fut
reconnu coupable et condamné & mort , les deux artistes axérent leur activité artistique sur sa
défense. Ils rassemblérent des artistes et écrivains autour d'une pétition pour obtenir la grice
du poéte révolutionnaire par la Reine d"Angleterre. En vain car I'homme fut exécuté le 16
mars 1975, Quand, des années plus tard, je lui ai demandé son sentiment sur cet événement,
I*un des artistes a noté que, méme si Wut est ou peut €tre considéré comme art, leur projet
cessa d"étre artistique & ce moment-la , pour devenir cette tentative de sauver une vie.

4- { Devenir politicien)

Parallélement & sa collaboration en 1969 avec un groupe d'artistes new-yorkais underground,
I"artiste s"intéressait 4 la dynamique des groupes et aux processus socio-politiques,

Ses premiéres oeuvres qu'il nommait « pidces d'influence » suggéraient discrétement une idée
4 une personne qui réalisait une pidce sans étre conscient d’avoir éé influencé. L aspect
manipulateur de ce travail le conduit 4 s’engager en politique « oii I'influence et le concept
sont compatibles ». En 1975, il fut élu maire d”un village et eut alors |'occasion de mettre en
application son intérét pour les formes et les structures esthétiques au sein d'un contexte
véritablement politique. 11 lui est apparu que le village ne saurait survivre fiscalement sur la
base des taxes alors en vigueur ; il proposa donc sa dissolution et son rattachement & la ville
voisine. A la fin de son mandat de deux ans, la ville avait accepté I"idée et le village cessa
done d"exister.

5- { Devenir travailleur social)

Cette artiste était une de mes amies. Flle se battait avee beaucoup de sincérité contre
I"institutionnalisation de sa pratique. Elle avait commencé en exposant des détritus dans une
galerie. en faisant attention que les propriétaires de celle-ci n’essaient pas de les ordonner
(c"était de toute fagon impossible!). Elle faisait des choses incroyables pour aider ses amis
artistes (méme =i cela aussi était parfois impossible ), Quand elle a arrété de faire de "art
avee des objets, ¢'¢était pour §'intéresser de plus prés aux personnes qui travaillent dans les
lieux d expositions. En 1991, elle 5'cst méme installée dans un musée o elle a véeu quelque
temps. Ce geste d*absorption institutionnelle a provoqué un effet boomerang, et elle a dirige
son énergie vers I'aide apportée & un sans abri qui vivait devant le musée. Aprés ce projet, elle
5" est occupée denfants en danger, elle est maintenant assistante sociale,
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6~ { Devenir professeur de yoga)

Cette autre amie a travaillé comme artiste et critique pendant les années 30 et 90. Pour elle
une pratigue artistique devait impliguer de média nombreux et différents, dont la
performance. Certaines de ses oeuvres élaient des installations subtiles et discrétes que I'on
pouvait aisément ne pas remarquer. Puis, en collaboration avee son compagnon artiste lui
aussi, elle a créé des objets pour I interaction ¢t la connexion avec les autres. Par exemple,
dang un musée ils ont construit un outil de communication & partir de tubes de carton
récupérés dans la rue, Les tubes étaient connectés 'un i I"autre au travers du musée, ce qui
permettait a deux personnes de communiquer sans se voir. Aprés I'exposition, les tubes sont
retournés dans la rue. Le projet suivant était une série de mobilier pour la pratique du sexe
tantrique. Elle avait commencé a étudier sérieusement le voga durant quatre années & New
York, puis encore en Inde. Finalement, elle a quitté le monde de |"art ; elle est partie ouvrir un
centre de voga.

7 — {Devenir médecin)

Cest veaiment de la temporalité des projets que naissent les questionnements. Elle s"était tout
d’abord intéressée & la fonctionnalité de cenains procédés, de la eéramique 4 I"impression,
puis elle a initié une association non-lucrative comme projet ar'thhque A partir de 1a, elle a
urgamsd des groupes de discussion, des forums ot les gens pouvaient partager expériences el
préoceupations, le dernier groupe parlait de santé. Dans ces forums elle £"intéressait
particuliérement & I'amateurisme et la famn dont les gens trouvent des solutions personnelles
pour former et donner un sens & leur vie. Mais alors qu”elle recherchait un impact durable sur
les participants, elle a réalisé que la briéveté de son propre engagement ainsi que sa position
d*auteur amoindrissait sa capacité de contribution & la communauié, En repensant a ces
projets passés, elle me dit : « quelque chose qui existe de fagon durable ne peut exister dans le
milieu de I"art, mais peut étre approché de fagon artistique ». Finalement, en 2008, elle a
commencé comme slagiaire dans une clinique de soins personnalisés, Maintenant elle est
emplovée dans un programme de prévention médicale.




NOTE SUR LA PIECE MONTEE

Au debut de la seconde moitié du 17éme sigcle, des chef cuisiniers ont
commence a créar des sculptures culinaires pour la présentation et leur
consommation pendant des fétes et célébrations. Réalisées en matériaus
comestibles, ces installations fantastiques représentaient des figures
allegoriques, des architectures classigues ainsi que des scénes imaginaires,
Elles étaient aussi l'apogée de la créativité gastronomique d'un chef et par
conseguent trés bien documentées dans les livres de recette de catte épogque

Bien que les premiéres illustrations élaborées de ces plats commencent avec
Wright (Castlemaine’s Embassy, 1688), Menon (La science du maitre d'hatel,
1750), et Gilliers (Le cannameliste frangais, 1751), ce n'est qu'au 19éme sidcle
que les plats atteignent leur apogée. Dans les ceuvres d'Antonin Caréme
(1783-1833) et Urban Frangois Dubois (1818-1901), les recettes atteignent un

niveau fantastique jamais atteint auparavant. Parfois construites sur armatyures.

realisées en plats salés ou sucrés, cos pidces montées représantaient
différentes périodes artistiques depuis le classicisme jusqu'au romantisme. En
fait, on pourrail argumenter que ces sculptures éphéméres &taiant une forme
d'ecriture de l'histoire développée par des chefs et supposée &tre consommée
par des paricipants (ceux qui dinent).

Les livres qui représentent ces recettes fanta stiques contiennent souvent trois
types dinformations : un paragraphe historique qui contextualise le plat, une
gravure ou bois gravé le représente, et |a recette elle-méme.

Comme le note Antonin Caréme dans son livie « Le Patissier

pittoresque » (1815) : "Les beaux-arts sont au nombre de cing. 4 savair: la
peinture, la sculpture, la poésie, la musique, I'architecture, laquelle a pour
branche principale la patisserie "
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La plastique culinaire

par
Felix Féndon (1861-1944)

JADIS

Au XVlle siécle. les "pyramides de dessart™ furent & la mode - sur des gradins arnds
deé jasmins, d'anémones et de jacinthes sctageait une vaisselle précisuse pleine
d'oranges du Portugal et de fruits francais, de lqueurs, de gelées, do compotes. Des
olseaux chanlaurs, des orgues hydrauliques, des jets d'eau de fleur d'érange
agrementaient cet &at o, en visite a MHatel de Villa, le roi, comme en moignant les
registres municipaus, s'axtasia sur un rocher de confiserie qui "pissan fort haut et en
plusieurs endroits®,

Le siécle suivant vit la vogue des surtouts an porcelaine et en faience. Un mirsir an
occupart le miliew, et sur ca plateau, qu'cn enduisalt de blane d'agul, e sucre
porphyrise, la mie pétrie, la chapelure, le sables de marbre serpentalent en festons
diaprés. Autre Systame: on installait sur [a table un g&leau de glaise, plat ou
configuré en corbeille, an vase, on motif darchitecture, et on y implantait des piads
d'alouette, des bleuets, des marguerites, fleurs robustes que maintenait plusisurs
jours vivantes la fraicheur de la glaise arrosée. De Lorme, fleuriste du rai,
successeur de Desforges (le pbre de I'acteur et dramaturge), accrut le confort de
ces fleurs en enfongant leur tige dans l'eau de ubes dissimulés. Les Neurs en
parchemin, papier, fil de fer et cocons, avalent aussi lewrs amateurs,

Le Suisse parisianisé Soleure excella aux paysages arborescents: il lawr conférait
un aspact hivernal en les givrant de verre pilé. Au moindre courant dair, o8 verre
Saupoudrait les assieties. Cazade lul substitua une matidre aussi scintillante et
point nocive, et comme elle avai la propriété de se dissoudre 4 la chaleur du
banquet, les convives ébahis vayaient la printemps renaitre. Cuant aux figurines qui
anirnaient la décor, ko céramiste los avait fournias.

‘Ainsi, Tous ces queux se manifestaient ornemanistes, jardiniers at, i l'on vout,
perinires,

Cependent Travers, officier de bouche dy prince di Condé, s'avisail de peupier ses
parcs de table avec des statusttes qu'il medelait lui-méme &n pite da sucre a1
amidon coloré, Pour modeler les siennes, Ned, au due d'Orléans, remplaca le sucre
par du talc que la gomme adragants liait & Famidon. Datons de ces deux hommes
de bouche la naissance de la Soulplure expressémant culingine

La Révalution, au moins en sa paiode [acobine, négligea la salle & manger. Las
recugils de recettes qui parurent en I'an Il &t en I'an IV sant d'un caractbre spartiate.
Leurs titres, La cuisinidre ripublicaine, La petit cutsiniar dcaname, contrastant avec
les titros de tels recueils antérieurs, Les dons de Comus, par Marin, cuisiniar do
Mme de Gassner, Le cannamelisfe franceis, par Gilkers, chel doffice et distilataur
du rol de Pologne. due de Lorraine, (Puisque nous citons de vieux livies, citons
aussi les plus récents: Gourmandinet, de Mme René Champly, mére du romancier
de Mécropalis, et las deux savants in-octave de Bertrand Guégan, La fleur de ia
Cuiging francaise, qui vient d'obtenic de I'Académie le prix Furtado. Queiqu'il n'ait
pas &u 4 y raiter le sujet qui nous occupe isi, M. Berrand Gudgan le connaissail fort
béen. Il s'est prétd a nos questions, et méme il a interiewe dillustres culsiniers, sas
amis, dont i nous a transmis tout frais les dires techmigues, )

Au déclin du civisme, le laste reparut. Lebaau réalisa en sucre filé, biscuit, pastilage
el nougat, un passage du pont d'Arcole plus décisif qué Fopération militaire initiale:
atles artilleurs de la granda armea, Marmaont, Songis, Lauriston, aurent en Duticy



un émule: aux sours de gala, sur ses fréles ddifices, un incendie pluricolore et
parfumé soudain courait avec mile dincelles 4 la naige des épaules.

Antonin Caréme (il était desting aux fourneaux de Talleyrand, du tsar, de I'empereur
d'Autriche et du rol d'Anglaterre) avait ouvert sa carmidre éblouissanie par des
pidces montées qui avalent fait florés sur la table du Pramier consul. Ses cUvrages
de cuising proprement dite ne sont pas notre alaire. Mais voici son Patissiar
pittoresque (Didot, 1815): il comporte cent vingt-cing planches — modéles de
pavillons, rotondes, temples, ruines, lours, belvédéres, forts, cascades, fonaines,
cassines, uttes, moulins et ermitages - précédées d'un traité des cing ordres selon
Vignole. Sur quol. Caréme comprit que son génie sa traduirait migux encore en
piarre de taille. Décorateur de tables, il serat décorateur de villes, Dans un dédire
sacre, il établit des esquisses; Mile Ribaul les dessina; Normand fild et Hibou les
graverent & l'eaur-forte; et de 1821 & 1826, en six livraisons, il publia ses Projats —
je cita le titre da mémaire =, ses projets d'architecture destinés aux embellissemants
de Paris et de Saint-Péersbourg. L'empereur Alexandre en avait accepté la
dddicace.

Lowrd de laurier, ¢@ construcleur mourut en 1833, Au cours de nolre Slsde, nous
reancontrerons ses descendants sprituels,

LA SCULPTURE DES CUISINIERS

Il sied de distinguer la sculpture des cuisiniers el la sculpture des pitissiers [ceu-¢i
plutit des architecias).

On gfinérpssora aux charcutiers une autre foks,

La tiche essentiefle du sculpteur-cuiginier réside en 'exécution de soclas expressifs
sur lesquels installer le plat d'argent qui supporte les pidces froides. Salon la nature
de cés pibces | le théme du socle varie. Un cuissot de chevreuil motiver, pour un
cuisiniar tarre & terre, quelque site forastier parcouru de chasseurs, de chiens ot de
bétes fauves. On peut spéculer sur un rapport moins direct: ef, par axemple, un
chaud-froid de turbot aurait powr assise IMistoire du roi Candaula. Erfin, b cuisinier
ideologue procedera par allusion el soumettra aux convives une énigme plastigue,
au risque de leur fatiguer 'esprit el l'estomac.

Etla piéce que hausse ke socle aura droil & une parure supréme faite de hitelels
histoiriés fichés dans sa masse comme les fiches dans les chairs de Saint Sébastien
ou commea des épingles dans un chapeau.

En Russie, les cuisiniers &'évertuaient & travailer la glace vive: le caviar est meilleur
dans un bloc taillé en forme de cygne ou dours. Le chef Edouard Nignon se
rappelie s'atre gelé les doigls & sculpter deux Hercules arc-boutés sous une vasque
dé glace, aguarium de poissons chinois. Dans l'icebarg inférieur s'enclavait un
immansa bassin de cristal ol déferlait la champagne. Une lowche y plongeait qui
manoguvraiant a tour de rale les buveurs pour maintenir toujours pleine leur coupe
o bois tanie. Des ampoules, tapies comme des crabes aux anfractuosités, criblaient
da teux dectriques ce colossal diamat fondant, Or, ceci 5o passait 4 Moscou, chez
van Abramaoviteh Morosolf que nos lecteurs connakssent, sinon comme amphitryen,
du moins comme collectionneur: c'est li qui pessédait la galerie (Bonnard,
Cézanne, Cross, Degas, Denis, Derain, Van Gegh, Maillal, Henri Matisse, Marguet,
Monat, Picasso, Pissarro, Renoir, Roussal, Signac, Viaminck, Vuillard, aic.)
nalionalisée sous le nom de Musée occidental no 2 par la République des soviets,



TECHNIQUE DE LA SCULPTURE DES CUISINIERS

L'exécution d'un socls est colteuse. Elle demande parfois un mois de labeur,
qu'auront précéd: des semaines de meditation. Depuis 1914, rares sant les hiag
Qui peuvent offrir & leurs invités tant de luxe, Aussl les grands cuiginiers-sgulpteurs
ont-#s (aprés foriune fait), rendu lour tablier et leur dbauchoir.

Wictor Morin s'ast ratiré an Bourgogne, ot Philéas Gilbert 4 Couilly, par Post-aux-
Dames; I bon Breton Le Senéchal, qui officigil chez le due de la Roecheloucauld et
dont les maximes culinaires sont, alles aussi, immortelles, s'est retiré a Fonfivy.
Edouard Nignon, que les Plus notoires lourchettes applaudirent B Paris (Larue), &
Londres (Claridge), & Vienne (Trianon), & Berlin, en Russie, an Italia, se soigne (on
lui fit, "an dermier, l'ablation d'un rein) al, auteur déja de I'Heplameron des gourmats,
S0NgE & 6Crire Ses mémoiras Auguste Escoffier, par qui fut nourrie la COur
d'Angleterre, voyage sans but professionnal, Sur plusieurs, nous sommas moins
ransegnés, Que fait Francois Marrec, qui naguére avec ses fleurs de cire Furniliait
les natwrelles? £t cet autre, dugued je ne sais plus le nam, auteur d'vne stalue
d'Antonin Cardme, destinée aux Halles cantrales af que le Consisl municipal
refusa, le punissant & justa titre d'avair abandonné, comme moyen d'exprassion, la
graissa?

Car c'est en graisse (sur uno armaturs de bais et de canon) que les socles sa
construlsent. Mélez dans e chaudron installé sur bon feu un tiers de graisse de
FoQnans de mowtan, un tiers de cirg vierge, un tiers de paratfine (celle-ci blanchit la
graisse el lul &t outs odeur). Ou encore. et la mixture aura une dasticité louabhe,
faites fondre un kilo de panne de parc et la mélez ensuite & ces quatre substances
qui auront chaullé ensemble: cire vierge, une livre; sperme de baleine, 250 or:
stéarine, 280 gr.; paraffine, 250 gr.

Et &d veus voulez donner de Méciat au socle que vous venaz de modelar dang cetle
pité ou de tailler dans un bloc de riz ou de samoula, voici la recette d'une
brillantine. Vous dissolvez dans un verre d'eay 125 gr. De gomme arabique ou de
gelatine. Vous en badigeonnez ur morceau de ia derniéra vitre cassée par le
marmiton. Aprés avout séché la couche & I'ttuve douce, vous Ia grattez. Deg
peliicules s'en détachent que vous tamisez Bl pouvaz teindra,

Est-on trop pressé pour entreprendre une sculpture profonde, consent-on un effat
superticiel, Famidon, la gomme adragante et la pareffine. malaxéas dos paumes ot
du rouleau, vous munissant d'une pite analogue d'aspect B celle des pastillas da
Vichy et aussi ductile que calle du pain azyme. Yous la moulez en fogaces,
Macarons, pevies, eic., ou la roulsz en bouding Qua saront des nervures, ou la
modelez en parsonnages. Apres quoi, vous rangez et fixez ces motifs sur un tulle
Veus dispesez ainsi dune bande malléahle qui, appliquée sur un mandrin
cylindrigue ou trencomique, vous aura vite fourni un socle,

Dans la langage des cuisiniers, l'opération ici decrita ast ks "pastillage”; la bande,
produit de cette opération, est dite ayss "pasiillage”. Chez les pitissiers, qui dans
un instant vont confectionner des abiets avec une pite 4 base de sucre, nous
retrouverons ce méme mol,

Aux socies convient une ormementation de fleurs. Elles se font pétale & pétale,
Copisies stricts, ces messisurs prennent en plitre [a mince et courbe empreinte
d'un pétale, au crausent sa forme dans du bois oy dans un lbarcule; ils coulant de
la cire dans I'une ou lautre de cas malrices, puis groupent en corolle les Epreuves.
Les roses et les camdias d'Auguste Escoffier ont servi son renom, qui a des causes
plus ldgitimes. Ou bien, sans tant d'embarras, entre le pouce et I'ndax, on aplatit en
Pélale des boulettes de cire. La cire a @ colorde d'avance, sinon, on la teint aprés
Coup, i la detrarpe, & laguarelie. Une touche de warmis a tableaux avivera son
lustra.
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Texre.

La culsiive a binijeirs cub des liens avee le oo, Mais nous le savons. Sous la forme d'une dowuhle
structure dialectique, comme technique mes sophistiquéc er trés spectaculsire er comme extréme
perissabilied, La gastronomie expose la pulssance jubilatoire ot dérélicroire du consemprible.

La cuisine, la gasrronemie, eur une maniére d'appréhender la temporaling; clest un modéle
épistémologique et gnostologique: le philosophe italien Furio Jesi éorivait « un modde est toujours
quelque chose de semblable & une recerte =, [ pourrait alers v aveir une gastronomic comme art de
Paliment er une ga.um]-:ugit comme discouwrs sur cer a. Le F::Inﬂugm: st celul q_"i ohserve, avec
attention et avec Intensied, dans les alimenes, la transformation, lente ou brutale, de nos facons J'dore,
En sovmme la p.'.lmnumil: e la 5:.1.\.1:|.1|:r5_':-|: sont des hﬂ!m d':wn!:n ct de consommer bes modéles
de rgprén:nr.uinn et les mvthes ; Furin |:|.i prl:.pl;l.s.ﬂl; Ia formule suivance oo disaic q_u'q- avair faim des
mythes veur dire s¢ préparer & manger les mythes quand ils ont éoé débarrassés de leur carapace.
Autrement ils sonr immangeables =, La gastronomic n'a de cesse de décortiquer le réel. be vivane, pour
le reconfigurer sous ba forme méme de ce qui est appétissant, Toujours sous une forme démonstrative
et spectaculaire, Baruch Spinoza disairt que Cplaling e appering cumn efusdem conscéensia, = ke désir e
I"appétit avec la conscience de I'appérit =, La gastronomie est la conscience de cer appérir.

1l esz possible alors de penser que la gastronomie c'est apprérer be monstrucux, ¢'est-3-dire le non-
appétisant, en une auere monstnssied, cest-d-dire la rechnicisation, Ce que nows mangeons dans
la gastronomie cest b rechnicisation de Vapprét de laliment. La forme méme du cuisinier sculpreur
n'est pas morte ni ércinie, elle réapparait roujours, revient encore, sous la forme d'un travail minkanure,
incerne, chimique, organique dans la mariére méme de Paliment, er qui par des procédés complexes
resurgit mysiéricusement méamorphosée sous d'autres aspears. A la sobriéeé de laliment, et quelque
foks 3 sa monstruosisé, on o répondu par une techndcisation qui a quelques fois enseveli, absorbs, nove
Faliment. Chuoiquil en soit aliment disparaiz. La gastranomie est un art de fa digestion concepruelle e
mythologique des produins bruts, des faens drute. La combinaroire est une de ces mythologics, Ce qui
eat e revanahe Svidenirs'stgue la pastronomic o'est pas en soi Parcde combiner les aliments mais "an
de les madifier, 'art de leur faire quitier le mende pour ke mondain, quitrer le vivant pour ' appérissant.,
La gastronomie ¢t bien une plastique culinaire, une rechnique qui consiste & rravailler avec le vivane, a
le chétrer, en somme i le rendre impuissant. Auguste Escoffier — dans Le guide culimaine. Aide mémoire
e cuisine pratipse — dit = quebque soir leur apprét, les écrevisses doivent roujours étre bien lavées ex
chirrées, les débarmsser du boyau inrestinal dont Pextrémicé se trouve sous le milien de la queue, ce qui
se fair en saisissant cene exerémité avec la poince d'un perit coureau et en le revirant doucement pour
ne pas le briser. Lakssé dans les éerevisses, cc bovau risquerait, principalement au moment du frai, de
leur donner de I'amertume = Faire de la gastronomie ¢ est laver ex chitrer le vivant, Fm EASTIONTE
ou gustrcdogue ¢ est en parder en le mangeant,

11 este sans doure qu'au moment méme oi bes culsiniers soulpreurs disparissaionn oo que disparaissaient
et a it lex EJu.m, lL:mi.-ghur_u., n[.m:;,nr.rlu. S UELECS, Vs p-:uli.ll:.gu:-. cofmmencerent 4
disparaitre aussi, du moins 3 s rarcher, la veribcuion dans b pocsic et Vimpertinente durée des
ceunvres plastiques, Lart contempenniv commence & retenir la lecon de [a gastronomie : 1'eeoare est livrée
i la viduiré et elle est liveée 3 une extréme périsabilité, Sans doute comme pour la gastronomie, nous
devrions souhaiver qu'il n'y air pas — plus — de musées.

Fabien Vallos, § aodt zoag.
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La cuisine a voujours eu des liens avec le pouveir. Mals nous le savons. Sous la forme d'une douhle s ure '-"""':,"fﬂ.._

dialecrique, comme technique s suphistiquée et trés spectaculaire et comme extréme périssabilieé. La

gastronomic expose la puissance jubilatoire er dérélicroire du consampeible.

La cuisine, la gastronomie, est une maniére d'appréhender la temporalité; ¢'ese un modéle épistémologique

<t groséologique; le philosophe italien Furio Jesi derivait « un modile est toujours quelque chose de

semblable 3 une recerre ». Il pourrait alors y avoir une gastranamic comme ar de Faliment et une gastrolagic

comme discours sur cer are, Le gastrologue est celui qui observe, avec sttention et avec intensicé, dang les

aliments, la transformarion, lente ou brutale, de nos fagons d'drre,

En somme la gastronomic et la gastrologie sont des fagons d'appréter et de consommer les modéles de

représentation ec les mythes; Furio Jesi proposait la formule suivante et disair qu's aveir faim des mythes

veut dire se préparer & manger les mythes quand il one éé débarrassé de lewr carapace, Autrement ils somt

immangeables ». La gastronomic n'a de cesse de décortiquer le réel, le vivane, pour le reconfigurer sous la

forme méme de ce qui est appérissant., Toujours sous une forme démonstrative et spectaculaire. Baruch

Spinoza disae que Cupiditar est Appetrius cuns efusdem conscientia, « le désic est 'appétir avee la conscience

de I'appéric », La gastronomie est donc la conscience de cet appetit.

Il est possible alors de penser que la gastronomic c'est appréter le monstrueux, est-d-dire e nof-appétissant,

€N une autre monstruosité, c'est-d-dire la cechnicisation. Ce que nous mangeons dans la gastronomie

c'est la technicisation de l'apprér de laliment. La forme méme du cuisinier sculpreur n'est pas morte ni

éteinte, elle réapparait woujours, revient encore, sous la forme d'un eravail miniature, interne, chimique,

organique dans | matiére méme de laliment, et qui par des procédés complexes resurgit mystérieusement

métamorphosée sous d'autres aspects. A la sobriéeé de I'aliment, e quelque fois 3 sa monstruosicé, on a

répondu par une rechnicisation qui a quelques fois enseveli, absorbé, noyé l'aliment. Quoiqu'il en soit 2
Paliment disparait. La gastronomie est un are de | digestion concepiuelle er mythologique des produits '
bruts, des facts bruts, La combinatoire est une de ces mythologies. Ce qui est en revanche évident, c'es

xnr ue la gastronomic n'est pas en soi l'art de combiner les aliments mais 'art de les modifier, I'iu.dfﬁu)r'/

faire quitter T8 o r le mondain, quitter le vivant pour lappétissanc. La EAStrongpe est bien une
astique culinaire, une technique qui consiste i travailler avee le vivant, i le chitrer™en somme 3 le rendre “_‘“uq

impuissant, Auguste Escoffier - dans Le guide culinatre. Aide ménsoire de cuising praigue = dit « quelque soic
leuy'appris, les écrevisses doivent toujours étre bien lavées et chirrées, les débarrasser du boyau intestinal
o dohit lexriémié se trouve sous e milieu de la quene, oo qui se faic en saisissant cene extrémiré avec la pointe Wfﬁ“‘
1 petif couteau et en le retirant doucement pour ne pas le briser. Laisser dans les écrevisses, ee boyau ‘,.’Fvl' ﬂ"é‘%
Y;r‘“r' squeraity principalement au moment du frai, de leur donner de ['amertume s, Faire de | gastronomie ¢'pse— j.rr.-*" 3
F' laver et chifireer |e vivane, Bire gastronome e gastrologue c'est en parler en le ma HM r“"f
"{'VJ 1l reste sans doute qu'au moment méme du les cuisiniers sculpreurs disparaissaie que disparaissaient ’j.ﬁl e
i} bes glaces, demi-glaces, espagndes, Masquages, vernis et pastil commencérent & disparairre

aussi, du mloins & sc ranéfier, la versificariod dans ls poésie ot limpertinentd durde des aeyvres plastigues,

Lart con rain commence i retenir la lebon de la gastronomic : Peeuvre ot livrée & la viduité et elle est

VJ.:..{ liveée & uncexuréme périssabilicd] Sans d comme pour la gastronomie, fdows devrions souhaleer qu'il
¥ n'yait pas = plus - de musées
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LAURIE PARSONS made a modest stir in the mid-'80s with her ephemeral interventions, Less
than a decade later, she had all but vanished from sight. Another testament to the brutal vagaries
of artistic success? Not exactly:

1. BOB NICKAS's vear-by-year chronicle of the dematerialization of an art career puts Parsons's
disappearing act at the center of her project.

1986-87

 An artist sends her slides to a gallery and is asked to take part in a group show. (And how often
does that happen? Docs never sound about right?) She exhibits unaltered found objects in the
show, most memorably two metal patio chairs stacked one on top of the other, paint-flecked and
rusted, holding a package wrapped in plain brown paper. Seen up against all the shiny new
objects on display in galleries at the time, the work takes me by surprise. What's in that box? And
wha left it there? The artist. I'm told. doesn't make anything at all. Her name is Laurie Parsons,
and she collects things on walks through natural, industrial, and urban areas--maostly in northern
New Jersey-- brings them back to her studio, and lives with them for a while. Individually
photographed pieces of wood, all dated 1986, account for one full sheet of slides, Parsons later
writes that she was "interested in the presence they had that | found as powerful as that ol a piece
of an.”

1988

A one-person show at Lorence-Monk Gallery, of objects collected over the course of a year. They
are placed directly on the floor around the perimeter of the room in the order in which Parsons
encountered them. A pile of charcoal, a weathered coil of rope, a battered suitcase, a yellow
nylon noose, an uprooted log, and more. She later describes one particularly eryptic object, from
1987, as "an inverted triangle formed by three lengths of a bed frame with the two longer sides
crossed at the bottom, which is titled V, to recall the Thomas Pynchon novel.” No one, if you
hadn't already guessed, buys anything.

Intent on opening up a greater engagement with viewers, Parsons shifls from gathering individual
objects 10 large sections of the landscape. Field of Rubble, 1988, is drawn from a fifieen-
hundred-square-foot plateau beside the Hudson River where rubble mixed with such oddities as
"packets of soy sauce. keys, butts of lottery tickets," the artist recalls. "I spent weeks collecting
the detritus, to later entirely cover the floor of a gallery.” My immediate take is Smithson,
entropy, non-sites, and a freewheeling spirit of adventure more '6os than '80s--a search for
realism through the thing itself. About a year later, a worker at a storage facility will go into her
unit, open up some of the containers, and, finding what seems to be merely gravel and grimy
trash (in actuality, Field of Rubble), throw all of it away.

1984

Rolf Ricke, whose Cologne gallery was one of the first European venues for artists such as Barry
LeVa, Richard Serra, and Kcith Sonnier, presents a Laurie Parsons exhibition. All the pieces
from her Mew York debut are shown. This time, however, someone walks in and, with the idea



of keeping the show together as a complete installation, buys everything. His purchase, followed
by those of a few other intrepid collectors, will lead Parsons to request that dealers no longer
offer anything of hers for sale.

19494

A card comes in the mail, blank except for the name Lorence-Monk at the bottom. along with the
gallery’s address and phone number. This is Parsons's third solo show, and yet her name does not
appear on the announcement, nor do opening or closing dates. The gallery has been retouched
with a fresh coat of paint and the lighting has been redone, but the rooms are completely empty.
She would later remark, ™1 felt it essential that 1 consider the gallery itself, rather than continue to
unquestioningly use it as a context. With its physical space and intricate social organization, it is
as real, and as meaningful. as the artwork it houses and markets.” I pass more than a few
confused visitors and note that Parsons has enacted a reversal of sorts of Robert Barry's famous
1969 piece Closed Gallery. She eventually removes the show from her bio, later saying that it felt
"righter as opposed to wronger” to leave it off.

By vear's end, Parsons considers installing a videocamera in her bedroom/studio to transmit "live
images continuously for several weeks into a gallery....In some ways this project will recall the
American Family television broadeasts of the Loud family in the early 1970s, but I will be alone
with the camera and, unrecorded, the documentation will only exist in real time. [ wall try to be
unaffected by the camera as | pursue my habitual activities. If' 1 am out, the image will be of the
unoceupied room, and at night, when the public venue is closed, the images will continue to be
transmitted, though no one will be present to see them."

1991

Udo Kittelmann offers Parsons a show at the Forum Kunsr Rottweil. She proposes o move
herself and a few personal belongings into the exhibition space for the seven weeks scheduled
and to work in a local psychiatric hospital. Unable to speak German, she immerses herself in the
language. She will ultimately split her time between the museum, the hospital, and a school for
developmentally disabled children. Little by little, people come by to see this person living in the
museum, many of whom have never before been inside. Parsons leaves the door unlocked and
talks with evervone from the woman who owns a nearby bakery to a drunken man banging on the
door late at night. Parsons had worded the announcement for the show to include her name, that
of the curator, and Rottweiler Burger--the people of Rottweil. At a big closing party it seems as if
the entire town has tumed out.

Invited to create a work for a Paris gallery during the winter, she proposes that the glass from the
skylights be removed for the duration of the show--"it would just open things up to the sky.”
Faced with the possibility of rain and snow, the gallery declines.

2. 1992

Parsons participates in “The Big Nothing” at the New Museum of Contemporary Art in New




other unlikely locations. Parsons contributes a stack of dollar bills about four inches high (the
museum provides half of the three hundred dollars) and tells the guards not Lo interfere when
people avail themselves of the picce. It quickly disappears.

1994

Asked to enter a competition for a sculplure park in Nordhomn, Germany, Parsons visits the site
and comes away with a number of ideas, some of which are completely fantastical, with no hope
of heing realized. "1 had the thought that the moon should be brought to settle over Nordhorn.... 1
do have issues with the format of proposals and art. What do you want? Make it. Pay for it
Anyway, this thought was not as tongue in cheek as it may sound. [ meant it with warm [celings.
Bring the moon to hang over Nordhorn each night that you may, that it is visible. [ meant a
sincere level of poetry here.” After seeing Joris vens's film Rain (1929), and one by Kenneth
Anger with fountains (Eaux dartiflee [1953]), she suggests "a fountain that goes straight up." My
favorite idea, part fairy tale, part Thoreau, had implications for all her work to date. She proposed
that visitors to the park be told she had camped there for an entire year. "What would it matter if |
didn't? Indeed, isn't that somewhat more interesting? Pe ople would bring their imagination to the
project, regardless of whether or not | actually had been there. And it would be a departure for me
from my rigid 'real’ investigations of the past. Is not 'deception,’ subterfuge, also real?

From this point on, Parsons no longer participates in exhibitions, although a project developed
with the New Museum is ongoing since '92. That institution, like most. had an unspoken policy
that guards shouldn't volunteer opinions about the works being shown; if they spoke with visitors
at all. it was to ensure that the art was neither touched nor photographed. When curator Laura
Trippi asks Parsons to propose a projeet for the educational component of the New Muscum's
exhibition "The Spatial Drive" (1992-93), to think about how the show could be presented to the
public, she recalls a recent experience there: "1 had a four-by-cight sheet of plywood in the New
Museum benefit: a friend visited and told me about listening to a guard go on and on to a visitor
about the plywood. How ridiculous he had thought it was, and then how it grew on him. [t was
very elear to me what to suggest; this guard, Kimball Augustus, had already taken it upon himself
to express stuff about the work. We spent a good year having the puards and admissions-desk
staffers do studio visits where possible, or have museum meetings with participating artists, or al
the very least full presentations of their work." The security and admissions staff, having been
given an opportunity to meet artists before shows open, visit studios, and learn about works the ¥
would otherwise simply be guarding or merely selling tickets to see, are able to directly engage
the public during each exhibition.

1.

Having come to the realization that "art must spread into other realms, inte spirituality and social
piving." Parsons leaves the art world behind and focuses her energies on her own personal
writing and on social work: interviewing children for a study on physical and mental health at a
Newark hospital; taking part in an art program for adolescents with a history of psychiatric
hospitalizations; most recently, working with the National Alliance for the Mentally Ill. Her
advocacy for the rights of the mentally ill who are homeless grew out of an encounter with a man
she'd always seen around Hoboken. Shocked to discover that he'd lived in a tent for over ten
vears, Parsons spent months to help him find a subsidized apartment of his own. She tells me that
what she learned about the long bureaucratic process will at least make it easier the next lime.

On bocomang Somathing aisa



2. Over the years, Parsons has kept a journal, which has evolved from more diaristic entries to
"an abstract collecting of works and phrases." She says that she collects words the way she used
to collect objects, but that the writing is for herself and isn't meant to be published-—-at least not in
her lifetime. We meet in a park near my house to talk, but [ don't take notes. | mention that we'll
probably need to get together again, and she suggests that if I'm not clear about anything | can
just make it up. Looking back on the afternoon, it's something ¢lse she said that [ can't get of my
mind: She never tells people about having been an artist, So when [ ask if she'll actually read this
article, her answer comes s no surprise.

Bob Nickas is a New York-based critic and the curator of more than forty exhibitions Since
| 984,

COPYRIGHT 2003 Artforum International Magazine, Inc.
COPYRIGHT 2003 Gale Group
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Les beawc-arts sont au nombre de cing, & savair: la peinture, la sculpture, la poésie, la
musigue, Harchitecture, laguelle a pour bran-he principale la patisserie. (The fine arts
are five in number, namely: painting, sculpture, poeiry, music, architeeture, the main
branch af which is patisserie.} = Antonin Caréme.

(In hecaming somerhing else

Beginning in the latter half of the 17"-century, chefs began creating culinary sculptures
for display and. at times, consumption during feasts and celebrations, Made ‘rom edible
materials, these fantastic displays represente. allegorical figures, classical architceture,
and imaginary scenes. They were also the apogee of a chels gastronomic creativity and
were therefore well-documented in the cookbooks from the period.

Although the first elaborate illustrations of these dishes begin with Wright

(Castlemaine s Embassy, 1688), Menon (La science du maftre d 'hitel, 1750), and
Gilliers (Le cannameliste frangais, 1751), it isn't until the | 9".century that the dishes
reach their highest form. In the work of Antonin Caréme (1783- 1833) and Urban
Frangois Dubois (1818-1901) the recipes take on a fantastic level never before seen,
sSometimes built on armatures, sometimes made from savories and often assembled with
sweets, these picces montées would represent difTerent artistic periods ranging from the
Classical to Romantic. In fact, one could argve that these ephemeral sculptures were
another branch of art history developed by chefs but meant to be consumed by the diners.

For {n becoming something else, | will identify the work of several different artists
where their art practice has led them out of the art world and into a new value structure.
These artists are individuals who have ceased being artists and have entered into an
activity where their objectives and priorities muﬁfﬁ: from those of the art world. |
will then write descriptions of each of these works, or practices, to which a chef will
respond with recipes. There will be one recipe for each artist, When the recipes are
brought together they will comprise a group show to be consumed by participants at a
dinner. The menu will be the exhibition’s catulogue.

During the dinner menus will be distributed as well as an essay entitled “La plastique
culinaire”™ (1923) by the well-known French art historian and anarchist Félix Fénéon.
Both will be printed here in California (the menu will be printed letterpress) and the essay
will be bilingual. This will be the first appear:nce of Fénéon's essay in English.

After the event, | hope that the project will be issued as a book, Originally, the books
which represented piéees montées would contain three types of information: the historical
paragraph to contextualize the dish; an engraving or woodeut depicting the dish: and then
the recipe itself. I would like to find a publisher who would publish the chef's recipes,
pictures of the dishes, and the deseriptions of the projects to which the chef is responding,
This book might also contain a few additional essays to contextualize the project overall,
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|. Chapter: Overviews, Views and Reviews

Il Section’ Essay

I, Tite: For a State of Art: The actuality of Lygia Clark
1%, Author: Suely Rolnik

V. Mumber of Words: 3.039 words

580 Paule, Sunday, May 15, 1984 (1). | am lying on the ground, blindfolded; a commotion of anonymous
bodies moving around me. | don't know what will happen. A complete kss of reference points
apprehension, disguiet. | surrender. Pieces of bodies without image | gain autonomy and begin to act on
me: anonymous mouths shelter bobbins for sewing machines, the threads coated with saliva are naisily
unwound by equally anonymous hands, to then be placed on my body, Coverad, little by litthe, from my faet
up to my hands by an entanglement of threads, a composition improvised by the mouths and hands that
surround me. | slowly lose my fear of seeing the image of my body dissolve - my face, my form, myself |
bagin 1o be this entangled-drool. The sound of bobbins turning in mouths has stopped Hands now become
enfangled in the damp, hot mold that enwraps me in order 1o exiricate me from it, some more nervous
tear off wits, others ift threads with the tip of the fingears as if they were intent on fraying and so it
continues until nothing is left. The blindfold is taken off. Return to the visible world. In the flux of entangled-
drocl a new body, a8 new face, a new salf was molded.

| am stunned. \What has happened to me? | feel called upon 1o confront this enigma.

| ook for clues in Lygia Clark’s own texis. which always seemed to me more precise in saying the
unsayable of her work. Although | don't have access at this moment, to her journals | can still count on her
publications and some of hers unpublished texts, interviews, and comespondence. (2) | focused especially
in the phase that begins right after Climber (1254) (3), the last of her famous Seasls - the one that
according 1o Lygia, Mario Pedrosa kicked when he first saw il, an act he followed with the enthusiaslic
remark. “Finally an ariwork you can kick. “(4) From the moment this kick is possible, a shift in Lygia's work
that could already be discerned takes concrete form. The new phase is inaugurated with Walking (1984)
and ends with the sessions of the Relational Gbfects, an oeuvre that she produced from 1876 to 1881, and
more sporadically in 1984, This is the period that | am interest in researching, for thera is where Lygia
created the “work” that happened to me - the one she called Anthropophagic Drall (1973). Together those
works comprise the last 24 years of her production when (deliberately); it was no longer viable to display
har isolated objects in museums, galleries, living rooms or salons. What point would there be in exhibiticn
bobbins, for example, divorced from the experience | described?

| am drawn o the insistent repettion of some words and expressions, real nfomelios. | decided to take
them as my ling of investigation. | bagin with one thal mentions the body, as it was thera that somathing

disguieting happened to me: "memary of the body”, Of what body and what memory is Lygia speaking?

| appeal to the memary of the sensations that | experienced during Anfhropophagic Drofl. | discover that
the body into which | was launched and thal Lygia spoke 30 often Is neither the organic body, nor the
image of the body, nor the envelope for a supposed imaginary interiority that would constitute the unity of
myself. And moreowver, it is these very bodies that were unraveled in me, dissolved in the mixture of drool.
The lived body in this expenence s beyond all those other bodies, though paradoxically it includes them: it
i& the body of the entangled-fluxes drool where | unmade and remade my self

| think of the “body without organs,” an axpression of Antonin Artaud's taken up and expanded by Giles
Deleuze and Félix Guattari at the same fime that Lygia was making her Apthropophagic Drood. The body
without organs is thal “aformal” material of fluxidrool that | experenced on a tofally different plana from the
one where my form, both objective and subvective, was delineated. | said “aformal” material not “unformed”’
because whaet | experienced there was not simply an absence or lack of definiion of my form, but also
‘beyond form®. A plane inhabited by a burning agitation of the flux of saliva, threads, mouths, hands, in
mevemnents of atiraction and repulsion producing constellations - a plethora of Iife in which a bundle of
unknown sensations germinated, incapable of baing exprassed in the form in which | recognized myself
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That was when | seemed strange to mysell. something in me ceased o make sense. | was only pacified
when | began to feel a new bedy, a new "me” gaining consistency; the incamation of those sensations
produced by the mixture of fluxdrool.

| then had a glimpse that the body without organs of the flux/drool is a sort of spring of worlds - modes of
existence, "I"s, bodies, ke events as what is always aboul to appear, fo be produced, (5] It is an outside of
rma, but one that curiously inhabits me and also makes me differ from mysell - as Lygia says: “the insida is
the outside,” This paradcx brings me to a new question: If it isnt insikde me, whera is that the oulside
inhabits me?

I remember a comment Lygia made about & work from the period | am researching: "When man puts on
those masks he turns into an authentic beast. Since the mask is his appendi.” [6) | find a lead; the oulside
is the body without organs of the authentic beast - a beyond me as a given form, with its contours, its
inside, its structure, its psychalogy. The outside is the nonhuman alive that inhabits me: a material made
from drogl that is miced ad infinitum, producing folds and more falds, whose conlours circumscrbe insides,
And the insides are swallowed in the entanglement of drool - an anthrepophagic beast that devours them,
rendering them contingant and finite. Each inside is an outside fold, a fold of the authentic baast.

The association with Beasts in their mulbple folds is immedate, But also with Walking which immediately
follows them, inaugurating this last phase of Lygia's work® the initiation of the spectator to the fold of the
outsida, farming ephemeral insides that are unfolded only o be diluted once again in the outside. In Lygia's
own words: "The Walking allows for the transformation of a vidualily into & concrete underaking. ° (7)
Virtuality produced in the outside that will be actualized in the creation of a new form,

I go back to Anthropophagic Dol it is from this oulside that a new inside of me was preduced, it is easy to
imaging that if this expenence would be repeated in other confexts - composed of other fluxes, other
mixturas - it would produce other insides of me,

If this is the boedy thatl | inhabited in Drell, what does the memeory of this body consist of? What type of
memary did this experence activale in me?

It Iz obvious that what was trigged in me was not a chronclogical memaory, nor a storagelfile of a biographic
sequence thal my conscsence would had accessed, or a hiding place for the repressed representabons of
the past.

Once again Lygia is the one wha answers. What Orolf activated was the memory of the “archaic” anather
one af ker rlormolios. he beast - the nonhuman in man and its affects - that is, paradoxically, always
contemporary. The memory of the entangled-drool body, the field of experimentation in a chronogenesis:
the engenderment of threads of time spacialzing in new worlds. The prospective memaory accessad by
reactivation (of the beast) and not by regressian (1o the human past and its repressed contanis).

Al this juncture anather question imposed itself to mea, the last one | have to confrent in order have to some
understand of what happened to me on that Sunday. what is Lygia after in inventing objects whose aim is
to accass the memaory of the body?

if the memory to be accessed is the chronogenetic one, the funchon of Lygia's objects = neither
sensitization, nor the cathartic iberation of the body proper as a fount of pleasure, nor the expression or
constitution of an image of the body as a fount of psychic unity, ner the redemption of those repressed
representations. that would be found in a secret file. On the contrary, the function of these objects is fo
foment subjectivity to be exposed fo the beyend human in man, that is, toward the authentic beast (the
vy cne).

It is Lygia herself who affirms that the ritual that this memory invokes is not aimed at “capluring a form 1o

be found edher in the past nor in e fulure, bul rather, the experimental ving of the present participle of
the incessant evolution of farms. A ritual that will serve as a bridge o cross from the land pseudo-sobd of
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one's alienation 1o the unstable and inexhaustible walers of one’s freedom (o act the “precarious as the
new concept of existence.” (8) A ritual that gives back 1o the “cosmic lung” (another of Lygia's nfomelios)
the potency 1o breathe the cutside ar.

Lygia does not simply want to open access to the unformed (the negative of the form, its absence). or lo
the capacity of changing forms (metamarphosis), which is a very frequent propesal in this generaton af
artists that Lygia belongs to, and i's usually taken as a value in itself. What she wanis Is lo creale
conditions to gain or regain a certain state in subjectivity that would make it possible to bear the
contingency of forms, to detach cneself from an absclutist inside experienced as identity. To navigale in
the unstable waters of the aformal body and to acquire the freedom 1o make other folds, each time that a
new bundle of sensations in the beast requires it It |s @5 an answer fo this requirement that changing
forms gathers meaning and value, Impesing itself as necessary for Ihe vital adventure.

Lygia called this “aitaining the singular state of art without art’: the last of her ritornefios that | will evoke,
necause it defines the experience that | am interested in problematizing here. One question immediately
arises; why “without art? * This is an essential detail: for her, to experience the “state of art™- to embody a
new bundle of sensations. which are unique by definition - it dogsn't happen only in the creation of the so-
called “object of art”. Experience the state of art also happans in the creation of the objective exislance
andior subjective existence. What Lygia wants is to rescue ife in its creative power, whatever the terrain in
which such power is exercised.

Attaining the state of art in the artist's own subjectivity s nothing new, since it is in this stale that the artist
creates. Lygia always experienced real convulsions during the gestaton of each phase of her work. Her
turbulence was not merely a picturesque biographical detail, a peculiarity of her “psychological structure.”
but part of her creative process, during which an idea, at once artistic and existential, ook shape.

To achieve this state of art in her work, to shake it loose from its reification in the object - reification thal
has substantial support in the art market - is doublless an important step. But if that were the only question
in her work, Lygia would bring nothing new in her time.

| think that Lygia's main target is the subjectivity of the spectator. it is there that she wished 1o achieve what
she called the state of art - she hoped to dust off the position of the spectator, to de-reify it radically. This
goes far beyond the simple notion of participation. common to her generation and reducible to a palitically
cormect democratism, (8]

Here lies the originality and major strength of Lygia's ceuvre. This is what made her move hersell gradually
from those who visit museums and galleries, 8 public that is exaggeratedly reffied in its identity as
spectator. She then started to look for her “speclators” among the young students of post 1268 Sorbonne,
and later, among ancnymous passersby in the streets of Paris. In the end she locked for her speclators
one by one, preferably among the borderfines, in the context of what she herself called the "expenmental
doctor's office.” that she installed in her apartment in the Prado Junior Street at Copacabana. The
spectators’ access lo the cbjects comes lo depend on his giving himsell over to an initiation; on
surrendering his subjectivity 1o the state of ant. As Guy Brett writes, “would not Lygia's exclusion of an
audiance, in fact be a paradoxical means of searching for a “creative audience?” (10)

What Lygia is trying to provoke in the spectator can be confused with the counter-cultural propositions of
her conternporaries. Among them, to liberate the bedy, and to develop creativity - whether by using objects
ludically as in @ playground, or incamating the cliché of the artist dormant in everyone, a Sleeping (Ar)
Beauty that can and should be awakened. Mone of this is what Lygia is after, what she strives for is that
existence be made into a work of art, one spectator at the time.

It is true as an assthetic proposal this is nothing new: one could say that such an assthetic accompanies
Modemism from its very beginning. But Lygia goes further: she strives for the dereification of individual and
collective existence, the decoagulation of forms, the congquest of fluidily in the processes of
subjectivization. To be molded, as she says, to allow onesell 1o be unsewn and sewn (11) through the
pullutating of the subterranean work in the strengthsifluxes of cur beast Agitation of forces that cccurs in
silence, the germénation of sensible states that demands a body to come and incarnale i, a body of
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thaught, of art, of existence, elc. Lygia proposes an anthropophagic mode of subjectivization: the baast
devouring the man, another man being born from this devouring, ad infinitum.

It is also true that there is nathing new in propasing to rip apart figures in order to allow foreseeing the
aclivaling forces in acbon. Swch a proposition is formed in conjuncticn with modemity in arl that already
reached its highest degree of refinement with Cézanne. But each artist has his own way of proceeding in
orcer 1o do it concretely. What is singular in Lygia’s method is to have achieved this in the body of the
spectator; she places it on-line with the forces, close 1o Ife. She launches it into his becoming.

To arrive at this, Lygia had to perfect the object to the point that it became almost-nothing. This could be
understcod as a “non-object”, a concept forged by Malevich at the beginning of the century and in vogue in
the '60s. Ferreira Gullar thought about the Beasts in this way, but Lygia already disagreed then There is
an “almest” that remains, and this almost is what essentially mobilizes in the object what | described in
retation 10 Droll. What produces, on the bedy of the spectator, an experience of the destabilization of his
subjectivity, allowing him to Ive the form in the moment of his drowning, the moment thal is also that of 3
germination. Lygia wanled and succeedad in reducing the mediation of the object ko the bare minimum, the
almost-nothing that produces this effect. Hance her Sefational Chjects, her last work,

Te produce this effect is, In my opinion, the most significant mark of Lygia’s work and not simply in the
post-Beasts period. Whal happens then, with this mark is that it is radicalized. achieves greatar visibility,
revealing s presence from the first to the last of Lygia's wark, As with every mark of the memory of our
beast bady of flux/dresl, it is eternal, ahways virtual, capable of being reactivated al any momaent. It is only
meaningful to bring Lygia back if it means reactivating this mark, reachualizing its power to promole the
surrender of subjectivity to the state of art, in order to contaminate contemporary culture: a prospective
outcome that such a mark would unfold in the present rather than a retrospective of her formalizations in
the past

This is the challenge inherent in any attempt o exhibit the art of Lygia Clark - especially when one intent to
include her objects post B4's turning, daring to confront their mystery, which is indispensable for the
intelligibility of her work as a whole. How can her work's power of proliferation be reactvated today and in
the context of a2 museum or gallery? How can the disruptive voice of the beast that Lygia left us be made to
emerge in each “visitoer™? The challenge remains open...

Translated by Wilson Costa Leite de Almeida
Fist published in Trans. arfs. cullures. media # 2, Passim, inc,, New York, 1896,

Presented as a lecture in the Hundred Days, Hundred Guests pragram at Documenta X, in Kaseel,
Germany ( July 1897 ).

(1] The experience described here is one | made of Lygia Clark’s work Anthropophagic Drall, in the context
of the sessions with a group dedicated to her work, initially aimed al the preparation of it's retrospective far
the Z2nd International Biennial of S8 Paulo.

(2) Lygia Clark wrote two journals: a clinical journal (notes on the “sessions” with the Obfetos Relacionais
[Relational Objecis], her last work) and a personal diary (“three volumes of text thal date from 1955 to
1973). | researched this material en two occasions: the first ime in 1878, in response to a request from
Lygia. to chocse her last work as the tope of my thesls (Mémoire du corps) [Memory of the boay],
defended at the University of Paris VII). As well as to help her in composing her text “Objeto Relacional® for
the book that Funarte dedicated to her work. | returned to work on the journals publishing for a project for
the edition of her texts, that we worked together and that was interrupted by her death, which also meant
the end of my access to her journals.
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(3) Mario Pedrosa is one of the most important landmarks in the history of ant catic in Brazil He was a
privileged interpreter of Lyaia Clark's and Hélio Qiticica's work.

(4) Extract from the personal diary of Lygia Clark that comprises the book jacket of Arfes by Sonia Lins.
her sister (Mova Fronteira; 1995).

(5) An extract from a talk given by Carlos Basualde at a round table during the 22nd International Biannial
of 580 Paulo on Octobar 14, 1994,

(6) Letter to Hélio Oiicica dated November 14, 1988 in Lygia Clark & Hélio Oiticica (Rio de Janeiro
Funarte, 1987).

[7) “1964: Caminhando, “in Lygia Clark (Rio de Janeiro; Funarte, col. Arte Brasilaira Contemporinea
1860), p.25

(8} 1866 Mds recusamos...'[12685: We refuse..”] in Lygia Clark (Rio de Janeiro: Funarte, col Are
Brasileira Contemporanea, 1387), p.20.

(9) Cf. Paulo Sergio Duarte, “Depoimento a Gibna Ferreira, *[Deposition to Gloria Ferreira] in Lygia Clark e
Hélio Oicica (R da Janeiro: Funarielinape, 1987)

{10) Guy Bret. “Lygia Clark’ The Borderline Between Art and Life,” Third Text (London: # 1, 1987), p. 94

{11)'Objeto Relacional” in Lygiz Clark (Rio de Janeiro: Funarte, col. Arte Brasileira Contemporanea,
1980), pp. 48-50
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' Beginning in the late 17" century, chefs began making piece montees for important
meals. These were made of edible ingredients and were sometimes taken home as gilis o
notable people attending the meal, and at other times they were actually consumed during
the meal. By the time we-come throuwgh the: | g™ century with the work-of-NMenon and
Gilliers, [these culinary creations were often referencing classical architecture and garden
design.In the 19 century, with chels such as Careme. Dubois, and Garlin, the picce
montees would begin to represent several different periods in art and architecture and as a
culinary form, the piece montee would reach its apogee. Interestingly, during this period
we can also see the possibility of seeing these chels as new type of historian, one where
the story told about the past is represented in edible creations to be consumed by the
diners. It is this ephemerality of a historical representation that interesis me in piece
montecs,

Oftentimes, when the piece montees are discussed and represented in culinary literature.
the following three elements are given: one, an image of the creation; two, the recipe for
recreating the dish: and, third, a paragraph describing the historical context or relerence
in the picce montec.
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L. [LEBAS, ].| Festin joyeux, ou la cuisine en musique. en vers libres. Paris: Lesclapart
Pere et Fils, 173 8.

12mo. (in 45 and 8s). One folding woodeur plate. x, [2], xcini pps 1 pl. 27, [3], 189, [1]
pp- followed by 24 pp. of engraved sheet music. Two parts in one volume. Contemporary
mﬂlllrd calf, spine g,.ﬂt1 amall pertion of head of 5P|m: El‘lll.‘l'.‘rcl:[ COFIETS thull. I_:-l,“l'li,lfl;l
marbled endpapers £ 3000,00

FIRST EDITION. A wondeefiil collection of original :I'-tl..‘ipqt!- WEITLER 11 verse h} afficier de
bouche ). Lebas (as signed in the dedicarory epistle). For example the hors d'ocuvre "D'agneaux
ou de moutons les pieds sont admurables™ is prepared ser to the song "Quand on a prononcé ce
malheureus oui, our;” “MNoix de veau en fricandeausx glacc:" with “Beautez Plus friandes qu'un
chat:” and "Cresme aux pistaches” is accompanied by the air "Quand le péril es agréable.” Each
of the recipes are detailed enough ro actually follow and the songs are taken from popular tunes
from the vime. Av the end are twenty-four pages of sheet music for various recipies. In rhe
dedication to the ladies of the court we read thar Lebas has been cocking for Lows XV since
his coronation in 1722,

With a leng inscription from Viellet le Duc to M. Le Bois -- an "honnére cuisinier amareur
fanatique” - regarding the rarity and content of the book and with the note "Bibliothéque
Luzacche, Mo, 17127 on the upper free cndpap:r. O the upper Fasrtﬂuwn s the armorial
baokplate of the Baran de Warenghien.

Y Bitring p. 277: Cagle 269; Livees en bouche no. 197; Flandrin & Montanari, A culinary
history of food, p- 308 — “the First collection of recipes in verse, or rather sang:" QCLC:
Cornel, Library of Congress, Northwestern Univ., Univ. of Chicago, Lilly Library, and
Berkeley: Vicaire cols. 360-61.
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La plastique culinaire [ paet

TADIS Nptd

Au XVIT sidcle, les “pyramides de dessent” furent 4 la mode : sur des gradins omés de jasmins,
d'anémones et de jacinthes sétageait une vaisselle préciuse pleine d'oranges du Portugal et de
fruits francais, de liqueurs, de gelées, de compotes. Des oiseaux chanteurs, des orgues
hydrauliques. des jets d'cau de fleur d’orange agrémentaient cet éat et, en visite a I'Hotel de
Ville, le roi, comme en témoignent les registres municipaux, s'extasia sur un rocher de confiserie
qui “pissait fort haut et en plusicurs endroits™,

Le siécle suibvant vit la vogue des surtouts en porcelaine et en faience. Un miroir en occupait le
miliew, et sur ce plateau, qu'on enduisait de blanc d’ceuf, le sucre porphyrisé, la mic pétne, la
chapelure, le sable de marbre serpentaient en festons diapres. Autre systéme: on installail sur la
table un gitcau de glaise, plat ou configuré en corbeille, en vase, en motif d’architecture, et on y
implantait des pieds d’alouette, des bleuets, des margucrites, fleurs robustes que maintenait
plusieurs jours vivantes la fraicheur de la glaise arrosée. De Lorme, fleuriste du rod, successeur
de Desforges (le pére de 1"acteur et dramaturge), accrut le confort de ces fleurs en enfongant leur
tige dans "eau de tubes dissimulés. Les fleurs en parchemin, papier, fil de fer et cocons, avaient
aussi leurs amateurs.

Le Suisse parisianisé Soleure excella aux paysages arboreseents: il leur conlérait un aspect
hivernal en les givrant de verre pilé. Au moindre courant d'air. ce verre saupoudrait les assiettes.
Cazade lui substitua une maitiére aussi scintillante et point nocive, et comme ¢lle avait la
propriété de se dissoudre & la chaleur du banquet, les convives ébahis voyaient le printemps
renaitre. Quant aux figurines qui animaient le décor, le ceramiste les avait fournies.

Ainsi, tous ces queux se manifestaient ormemanistes, jardiniers et, si I'on veut, peintres,

Cependent Travers, officier de bouche du prince de Condé, s’avisait de peupler ses parcs de table
avec des statuettes qu’il modelait lui-méme en péte de sucre et amidon coloré. Pour modeler les
siennes, Noél, au duc d"Orléans, remplaga le sucre par du talc que la gomme adragante liait a
I'amidon. Datons de ces deux hommes de bouche la naissance de la sculpture expressément
culinaire.

La Révolution, au moins en sa période jacobine, négligea la salle & manger. Les recueils de
-elles qui parurent ¢n 1"an I11 et en an IV sont d'un caractére spartiate. Leurs titres) La
Le pitit cuisimier eeononc, [contrastent avec les titres de tels recueils
antricurs, Les dons de Conius, par Marin, cuisinier de M™ de Gessner, Le cannaméliste frangois,
par Gilliers, ¢hel d office et distillateur du roi de Pologne, due de Lorraine. {Puisque nols citons
de vieux livres, citons aussi les plus récents:[GonFmandiner, de M™ René Champly, mére du
romancier de Nécropolis, et les deux savants in-octavo de Berfrand Guégan, La fleur de la ™
 cuisine ﬁ""‘i“'} qui vient d'obtenir de 1" Académie le prix Furtado. Quoiqu'il n'ait pascud y
traiter le sujet qui nous occupe isi, M. Bertrand Guégan le connaissait fort bien. [l s’est préié a
nos questions, ¢t méme il a interviewé d'illustres cuisiniers, ses amis, don't il nous a transmis




Est-on trop pressé pour entreprendre une sculpture profonde, consent-on un effet superficiel,
I'amidon, la gomme adragante et la parefline, malaxées des paumes et du rouleau, vous
munissent d’une péite analogue d’aspect 4 celle des pastilles de Vichy et aussi ductile que celle du
pain azyme. Vous la moulez en rosaces, mascarons, perles, ete., ou la roulez en boudins qui
seronet des nervures, ou la modelez en personnages. Apres quoi, vous ranges et fixez ces motifs
sur un tulle, Vous disposez ainsi d'une bande malléable qui, appliquée sur un mandrin
eylindrique ou tronconique, vous aura vite fourni un socle.

Dans le langage des cuisiniers, I"opération ici décrite est le “pastillage™; la bande, produit de cette
opération, est dite aussi “pastillage”. Chez les patissiers, qui dans un instant vont confectionner
des objets avee une pite 4 base de sucre. nous retrouverons c¢ méme mot.

Aux socles convient une omementation de Newrs, Elles se font pétale a pétale, Copistes stricts,
ces messieurs prennent en plitre la mince et courbe empreinte d'un pétale, ou creusent sa forme
~ dans du bois ou dans un tubercule; ils coulent de la cire dans I'une ou I"autre de ces matrices,
..+ puis groupent en corolle les épreuves. Les roses el | les camélias d” Auguste Esco (Tier ont servi
son renom, qui a des causes plus légitimes, Ou bien, sans tant d'embarras, entre le pouce et
I"index, on aplatit en pétale des boulettes de cire. La cire a é¢é colorée d’avance; sinon, on la

tiente aprs coup, & la détrempe, 4 'aquarelle. Une touche de vernis & 1ableaux avivera son lustre.

TARCHITETURE DES PATISSIERS

f voit aux vitrines des pidces montées sommairement faites de epain de Savoie et de nougat. 1l

ne faut pas juger sur ces spécimens |"architecture des patissiers, ni sur ce giteau de noce qui fut

A | servi au palais de Buckingham, en février 1922, Haut de deux métres presque, il pesait, & vingt
kilos prés, trois quintaux. Mais quoi, le Gambetta de la cour du Carrousel ou le lion de la place
Denfert pésent encorg davantage. Plinot, on célébrerait la compagnie du Midland-Railway qui
sans accident trans_g,:ﬁﬁw monstre 4" Edimbourg, ot il naguit & Londres ot la princesse Mary ct

le vicomte Lascelles lr: mangérent,

¥

Laissons cela, et observons comment procéde un pddissier conscient de son role,

11 éablit un plan d'architecte, grandwur nature, pour ['ensemble de 1"edifice projeté, puis le plan
minuticux de chacune de ses pidees constitutives, ou “panneaux™. Sur la feville ot il vient de
dessiner, il applique une lame de verre qui lui maintiendra sous les yeux les ¢pures et servira de
support 4 la fabrication des panneaux. Ceux-ci auront la minceur d'un carton et le format, au
plus, d’un paquet de cigarettes plat. Leur substance sera la pdte royale, mélange de sucre et de
blane d'ceuf. D*un comet i bee éroit, I"artiste, avee circonspection, fait couler ce mucilage sur le
verre — un peu comme une Javanaise verse la cire protectrice sur ['étoffe dont elle veut faire un
batik. La pite rovale suit, 4 la fagon d'un pinceau, les droites et les méandres du dessin visible 4
travers le verre, et se fige, durcit. Unc sceousse imprime 4 la lame transparente décolle de sa
lisse surface le panneau qui y adhérait & peine. Ce panneau, maintenant disponible, enferme dans
son cadre rectangulaire tels et tels éléments des faces ou do la toiture - soit pleins, soit 4 claire-
voie comme le lacis qu'appliguent sur un mur nu les treillageurs-rustiqueurs (ainsi se désignent
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bluc talli¢ en forme de c:,-gn: ou d"ours. Le chef Ldnua:d I'-hg_nn:t se rnppe]!e s"étre gc]é les
thﬂ{!lﬁ- Dans I h:eherg mﬁ‘:neur s"enclavait un immense bassin de cristal oit déferlait le
champagne. Une louche y plongeait qui manccuvratent & tour de rile les buveurs pour maintenir
toujours pleine leur coupe dix fois tarie. Des ampoules, tapies comme des crabes aux
anfractuosités, criblaient de feux électriques ce colossal diamat fondant. Or, ceci se passait 4
Muoscou, chez Ivan Abramovitch Morosoff que nos lectuers connaissent, sinon comme
amphitryon, du moins comme collectionneur: ¢'est lui qui possédait la galerie (Bonnard,
Cézanne, Cross, Degas, Denis, Derain, Van Gogh, Maillol, Henri Matisse, Marquet, Monet,
Picasso, Pissarro, Renoir, Roussel, Signac, Viaminck, Vuillard, etc.) nationalisée sous le nom de
Muse occidental n® 2 par la République des soviets.

TECHNIQUE DE LA SCULPTURE DES CUISINIERS

L’exécution d*un socle est colieuse. Elle demande parfois un mois de labeur, qu’auront précédé
des simaines de méditation. Depuis 1914, rares soni Tes hotes qui peuvent offrir i leurs invites
tant de luxe. Aussi les grands cuisiniers-sculpteurs ont-ils (aprés fortune fait), rendu leur tablicer
et leur ébauchoir.

Nictor Morin s°est retind en Bourgogne, ef Philéas Gilbert a Couilly, par Pont-aux-Dames; le bon
Hreton Le Sénéchal. qui officiait chez le due de la Rochefoucauld et dont les maximes culinaires
sont, elles aussi, immortelles, s'est retiré a Pontivy, Edouard Nignon, que les plus notoires
fourchettes applaudirent & Paris (Larue), 4 Londres (Claridhe), 4 Vienne (Trianon), & Berlin, en
_Russie, en ltalie, se soigne (on lui fit, I'an dernier, "ablation d’unrein) et, auteur déja de

: I-Hepiameron des _gﬂu."i.r?q,?js. songe 4 écrire ses mémoires. ‘Auguste Escoffiet, par qui ful nourrie
la cour d’ inﬁifé‘&b‘?ﬁge sans but prul'¢55ionm.l Sur plusieurs, nous sommes moins
renscignés. Que fait Francois Marrec, qui naguére avec ses fleurs de cire humiliait les naturelles?
Et cet autre, dugquel je ne sais plus le nom, auteur d’une statue'd’ Antonin Caréme, destinée aux
Halles centrales et que le Consiel municipal refusa, le punissant i juste titre d’avoir abandonné,
comme moven d’expression, la graissc?

Car ¢'est en graisse (sur une armature de bois et de carton) que les socles se construisent. Mélez
dans le chaudron installé sur bon feu un tiers de graisse de rognons de mouton, un tiers de cire
vierge, un tiers de paraffine {celle-ci blanchit la graisse et lui dte toute odeur). Ou encore, et la
mixture aura une élasticité louable, faites fondre un kilo de panne de pore et la mélez ensuite
ves guatre substances qui auront chauffé ensemble: cire vierge, une liver: sperme de balcine, 230
gr; siéarine, 250 gr.; paraftfine, 250 gr.

Et si vous voulez donner de 1"eclat au socle que vous venez de modeler dans cette péte ou de
tailler dans un bloc de riz ou de semoule, voici la recette d'une brillantine. Vous dissolvez dans
un verre d’eau 125 gr. De gomme arabique ou de gélatine. Vous en badigeonnez un morceau de
la derniére vitre cassée par le marmiton. Aprés avout séché la couche 4 I"éluve douce, vous la
grattez. Des pellicules s'en détachent que vous tamisez et pouvez teindre.
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tout frais les dires techniques.)

Au déelin du civisme, le faste reparut. Lebeau réalisa en sucre filé, biscuit. pastillage et nougat,
un passage du pont d" Arcole plus décisif que 1’opération militaire initiale; et les artilleurs de la
grande armée, Marmont, Songis, Lauriston, eurent en Dutfoy un émule: aux sours de gala, sur ses
freles édifices, un incendic pluricolore et parfumé soudain courait avec mille étincelles 4 la neige
des épaules.

Antonin Cmé}.u;}’il était destiné aux fourncaux de Talleyrand, du tsar, de "empereur d’ Autriche

~@rdi roi d’ Angleterre) avait ouvert sa carriére éblouissante par des pidees montées qui avaient

notre affaire. Mais voici son Parissier pittoresque (Didot, 1815): il comporte cent vingt-cing
planches — modéles de pavillons, rotondes, temples; ruines; wurs, belvedéres, forts, cascades,
fontaines, cassines, uttes, moulins et ermitages — précédées d'un traité des cinq ordres selon
Vignole. Sur quoi, Caréme comprit que son génie se traduirait mieux encore en pierre de taille.
Décorateur de tables. il serait décorateur de villes. Dans un délire sacré, il établit des esquisses:
M™ Ribaut'les dissina; Normand fild et Hibou les gravérent i I'eaur-forte: et de 1821 4 1826, en
six livraisons, il publia ses Profers = je cite le titre de mémoire —, ses projets d*architecture
destinés aux embellissements de Paris ¢t de Saint-Pétersbourg. L'empereur Alexandre en avait
acceplé la dédicace.

fait florés sur la table du Premier consulSes-ouvrages de cuisj: proprement dite ne sont pas

Lourd de laurier, ce constructeur mourut en 1833, Auw cours de notre élude, nous rencontrerons
ses descendants sprituels.

[.A SCULPTURE DES CUISINIERS

Il sied de distinguer la sculpture des cuisiniers ct la sculpture des pitissiers (ceux-ci plutét des
architectes).

On s'intéressera aux charcutiers une autre fois.

La tiche essenticlle du sculpteur-cuisinier réside en I'exécution de socles expressifs sur lesquels
installer le plat d"argent qui supporte les pidces froides. Selon la nature de ces piéees , le théme
du cosle varie. Un cuissot de chevreuil motiver, pour un cuisinier terre a terre, quelque site
forestier parcouru de chasseurs, de chiens ¢t de bétes fauves. On peut spéculer sur un rapport
moins direct: et, par exemple, un chaud-froid de turbot aurait pour assise 1"histoire du roi
Candaule. Enfin, le cuisinier idéologue procédera par allusion et soumettra aux convives une
énigme plastigue, au risque de leur fatiguer "esprit et "estomac.

a

Et la pitce cﬁm-'hﬁusae le socle aura droit & une parure supréme faite de hiitelets histoinés fiches
dans sa masse comme les flches dans les chairs de Saint Sébastien ou comme des épingles dans

un chapeau.

En Russie, les cuisiniers s"évertuaient i travailler la glace vive: le caviar est meilleur dans un

mmmiﬂ
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eux-mémes, bizarrement, certains industriels du treillage rustique). Quand le pastillage est
terminé, que tous les panneaux sont préts, notre homme se reporie au plan général et, selon ce
plan, les agence ot les échafaude. Avec la méme péte royale, il les rejointoie. L'edifice est 1a,
léger, comme un filigrane, instable, en apparence, comme un chiteau de cartes, mais ¢quilibre
rigide,
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Es__sc_uill_wrscl architectes a togue blanche ont vu passer mainte émueute d'art sans en étre
troublés et leur ideal reste académique. La collaboration de ces exécutants adroits avec les
sculpteurs et architectes proprement dits, que nous supposerons moins routinicrs, scrait sans
doute heureuse. Quand ceux-ce auront doté chaque village d'une statue commémorant la guerre
et fini de raccommoder les provinees envahies, le chomage affligera leurs corporations.
Pourquoi ne s'accointeraient-ils pas avee les gens de cuisine, 4 qui ils fourniraient des idées et
des maquettes? Ce que nous reprochons aux ceuvres d'art, ¢’est leur durée impertinente. En
graisse de mouton ou en pastillage, et parées ainsi du charme des choses périssables, clles nous
trouveraient enclins a les aimer, méme imparfaites. Mais est-il siir qu'elles disparaissent? Déja
de pieux collectionneurs recueillent les spéctmem anciens de la palstique culinaire. 11y aura
dans les musées la section des piéces de pétisserie, ville en miniature protégée par des gloves de

pendule lutés i leur pi¢douche. ij_ M L_m.n.m{ru, - _
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Culinary Sculpture _h,}v
By Felix Féndon ;
Translated by Rachel Stella ILI’JL"J{ g{/

Iri THE PAST

During the 17" Cemury, so called ‘Desert Pyramids' were the fashion: steps ornamented with jasmine,
apemone, and hyacinth supponted a precious able service filled with Portuguese oranges and French fruis,
liqueurs, jellics and compotes. Singing birds, hydraulic organs, jets of orange flower water accompanicd
the whale, and when he visited the Hotel de Ville, the king. according 1w documents in the municipal
archives, made ecstatic remarks about a candy rock that “pissed hard and high in several places.”

The following century witnessed a fad for centerpicees of porcelain or stoneware. A mirmor was (?
placed in the middle: on this tray primed with egg white, the ground sugnr, kneaded dough, breadcrumbs, 55‘0 #
and marbde sand wound about in brilliam festoons. Alternatively, a system in which the table was caked
with ¢lay: either shaped as a flat mound or modeled into a basket, or vase, or architectural munf.
bluebells, daisies and other robust flowers survived several days in the humid clay. De Lorme, flonai o the
king and successor 1o Desforges (who fathered the actor and playwright), made these flowers even more

comfortable by inserting their stems into hidden tubes of water. Parchment, paper. wire and fabric flowers
also hod their partisans.

The Parisian. though Swiss-born, Soleure excelled in treescapes: he gave them a wintry aspect by
scing them with powdered glass. At the slightest drafi, glass snowed upon the plates. Cazade substimted a
material as glistening, but not nearly as noxious and which, having the property of dissolving in the heat of
the banquet, gratified guests who could see spring reborn. As for the figurines animating the décor, a
cernmacist provided them,

Hence it came 1o pass that these maire-queres fhowed themselves 1o be ornamentalists,
gardeners. or if one likes, painiers,

Meanwhibe, Travers, in the service of the Pnince of Condé, decided o p is tabletop parks:
he modeled statusettes from sugar paste and colored starch. To sculpt his own, Negl, employed by the Duke
of Orleans, replaced ihe sugar with tale bound to starch with gu : & dlate the hirth of explicitly
culinary sculpiure 1o these two men of gastronomy., B F}Z‘

ity Cook, contrasted sofjumes such as Marin, M de
; Py Gilliers, pant istiller o the king of Poland, duke of

The: Revolution, at least dusing its Jacobine period. neglected the dining roo Auhahﬁiﬁ:;__,« J
recipes appeaning in the years I and IV are of Sparian :harE-fiﬁr l'iEIr_ﬂs. ihe éﬂ":ﬂir CooktThe
1 1 ifls eof Cener
chef an

(ressner, or the £5

Lorruine. | As we i sef oof old books, ket us al=o mentEon more recent ones such as the
Gouernnaing iy W'ﬂlmply, the author of Necropolis, and that erudite in-octave by
BertrandGuéggang, The flower of French cooking Mately awarded the Furtado Prize from the Acwtemy, In
if, Mr. B e ﬁﬂﬂmﬁ TECT that i 5 us here, though he knows it full well. He

rEnerowsly dnswer our questions and even interviewed inimerous 1|lustrious cooks, his friends, whose
chnical knowlddee he transmitted direcily 1o uj},

As civic mindedness declined, grean feasts came bakk in style. Lebeau created, in SR Sifar,
biscuit, pastillage and nougat. a crossing of the Arcole Bridgk more decisive than the initial military
operation. Such Napoleonic gunncrs as Marmont, Songis, or Lauriston woukd have found in Dutfioy a
waorthy rival: on gala evenings, on his frail edifices, multicolofed and perfumed fireworks suddenly burst
ouwl with a thousand sparks easily extinguished with shaved ice



Antomin Caréme (who was 1o know the stoves
the King of England) hegan his brilliant career wil & built on the table of France's
First Consul. His books devoted 1o cooking are not ut consider his Perissier Fitroreiqioe
Dot 1815): it contains 125 plates—maodels of pavilions, rotundas, emples, ruins, towers, belvederes,
forts, waterfalls, fountains, huis, mills and hermitages—preceded by a treatise on the five onders according
w0 Vignole, And then Caréme understood that his genius would ranslate even better into stone. Table
decorator, he would become a decorator of cities. In a mystic delirium he made sketches; Mademoiselle
Ribaut drew them: Mormand and Hibou etched them. From 1821 1o 18206, in six isswes, he published—1 cite
the title from memory-- @ﬂ'mf%!mﬂ for the Embellishment af Paris and Saint -Pﬂ!ﬂ@( ,ﬁ,{i_
Emperor Alexander accepted the dedifmo

Tsar, the Emperor of Austria, and

Weighted by laurels, this master-bulder died in 1833 The rest of this siudy will consider his
spiritual descendants

THE SCULITURE LF CUCKS

It is proper 1o distinguish between the sculpture of cooks and the sculpture of pastry-makers (the
Tatter being rather architects), We shall discuss pork-butchers another time.

The essential 1ask of the sculptor-cook lies in the execution of expressive stands to support the
silver plate holding the cold pieces. According 1o the nature of these pleces, the pedestal’s theme will vary
A leg of venison will, for a literal-minded cook. inspire some sylvan grove encompassing hunter, dogs and
wild beass. One could also imagine a less evident comelation: for example a chaud-froid of turbot might
find itself supported by the story of King Caudalus. A cook of more ideodogical bent might proceed by
alusions, and submit the dinner geests to a visual enigma. at the risk of fatiguing their minds and stomachs.

The rozst held upon the pedestal might be supremely dressed upon a spat with skewers stuck in the
mass like the armows in Saint Scbastian's Mesh, or bike baipins in a headpiece.

In Russia, cooks expressed themselves carving solid ice: caviar 1astes better in o block shaped like
a swan o a bear. The chef Edouard Nignon remembers freezing his fingers sculpting two Hercules
weighted under an ice basin serving as an aquarium for Chinese fish. An immense crystal bowl was set 1n
the lower iceberg. and from it flowed champagne. A ladle could be mancuvered by guests, who were thus
able to keep their cups filled 1en imes over. Lightbulbs hidden like crabs in the cracks shed their electne
clarity over this colossal melting diamond, The feast took place in Moscow, home of Ivan Abramoviich
Morosov, whom our readers are acquainted with, if not as their amphitryon, 2 least as an arl collector: he
used to own the gallery (Boanard, Cézanne, Degas, Dems. Gogh, Maillol, Matisse, Monel Picasso, Renolr,
Roussel, Yiaminck, Yuillard ete.) now nationalized under the name of Occidental Museum number 2 by the
Soviet Republic. -

I'?

Bulletin de la Vie Antistigue
15 July 1922

Culinary Sculpiure 11

TECHNMMUE (1F THE SCULPTOR-DUCES

To exccute a pedestal is costly. Sometimes a month's lubos is needed, and before that, weeks of meditation.
Since 1914, rare are the hosts able w offer their guests such luxury, Hence, so many of the great sculpror-
cooks. after making their furue, have wrned in their aprons and their chiscls.

0N bacoming somathing sled
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Victor Morin retired 1o Burgundy; Philéas Gilbert 1o Couilly near
Breton, Le Senéchal, who used to officiate for the Duke de la Rochefou
are themselves immortal, returned to Pontivy, Edouard Nignon, applasd
in Paris (Larue), London (Claridge’s), Vigsn3 ( Trianon), Berhin, 1
kidney removed) is now, after authuring

i x-Dames; our goomd
f and whose culinary maxims
by the most discriminating forks
sgia, Iialy, convalescent (last yeara
inking about writing his memors,

—

the Central Market, but which the city council r-:l'um:ﬂ.(usllg.' sanctioning him for kaving abandoned as

migans of expression, grease!

For it is with grea»@. a frame of wood and cardboard) that pedestals are built. Tn o ca n
installed om a goosd fire, mix Sne thind kidney suet, one third virgin wax, one third paraffi
bleaches the grease and removes all .H:ﬁ!rller wet, as this will give the mixture a lnudablz elasticity,
melt a kilo of pork belly Tat and mix it with these four ingredients after they have been heated together:
virgin wax, half kilo; spermaceti, 250 grams; steatite, 250 grams: paraffin 250 grams.

If one wishes 1o give some sparkle 1o the pedestal modeled in this paste, or o carve a block of rce
or semaling, this is o recipe for varnish. In a gloss, dissolve 125 . of gum Arabac or gelatin. Spread it upon
- apiece of the last windowpane broken by the scullion. After drying in a mild oven, scratch it. Bits will
detach and you may sieve them and dve them.

should one be pressed for time and renounce sculpture in the round for 2 superficial effect, it 15
possible with stasch, tragacanth gum. and paraffin processed with the palms and the rolling pin to produce a
paste whose visual aspect resembles Vichy tablets, and which has the ductility of unleavened bread, This
paste can be maolded it into rosaries, festoons, beads efc.. or rolled it into coils, or modeled int figures.
After which these motifs can be affived onto a piece of mesh, Thus, one has ot one's disposition a
malleable strip that cun be applied 10 a cylindrical or truncated core, from wiich a pedestal is rapidly
construed. In kitchen parlunce, the operation described above is pastillage; the strip of design produced is
also called pastillage. Pastry cooks who in an instant concoct ohpects from a sugar based passe use the same
wiord.

For such pedestals, floral ornamentation is appropriate. One creates petal by petal. Strict copyists,
these men carelully cast in plaster the delicate curves of a petal, or carve its form inte wood o ithercle;
they pour wax into one of these matrices, then group the casts into corollas, Roses and camellias made the
reputation of Auguste Escoffier, whose fame has more legitimate causes. Otherwise, one can with much
less trouble between the thumb and index, simply flatten balls of wax into petal forms. The wax
may be colored rehand; if not, it is tinted with tempera or watercolors, A sped of picture varnish with
liven its luster,

;-!.'.!:"

THE ARCHITECTURE OF PASTRY CDOKS
j e
In window cases. one sees. pibces montées built of pound cake and nougat in summary fashion, One mustn’t
Judge the architectuse of pastry cooks by these specimens, nor by the wedding cake served at Buckingham
Palace in February 1922, Almost two meters high, tipping the scale mt nearly a hundredweight. Afier all,
Gambetia in the Louvre"s Carrousel court, or the lion of the place Denflert weigh even more, One shioild
rather congratulate the Midland Railway Company for having transported this monster without aceident
from Edinburgh. where it was created, w London where Princess Mary and the Viscoum Lascelles ate ir.

Lel us turn our anention o how a m‘ﬁ@ conscious of his role proceeds.
He establishes an architectural plan, life size; e whole of the projected edifice, and then makes a

detziled plan of each of ils constituent pieces or “pancls”. On the paper where he has just drawn, he places
a glass sheet that will keep the working drawings before his eyes and serve to support the fabrication of the




panels. These will not exceed the thickness of cardboard, and their size shall be at the most that of a flat
cigarelic case. Their substance will be royal paste, that is, o mixture of sugar and epg white. From o narrow
pastry cone. the artist, with circumspectsan, will squeeze mucilage onto the glass—somewhat in the Fashion
of a Javancse pouring the protective wax onto the cloth for Batik. Painted with a brush. the royal paste
fallows while the straight and curved lines of the drawing remain visible through the glass. then hardens. A
gentle shake to the transparent surface unsticks the panel, which hardly adhered, This panel, now available,
kolds in its frame different elements of the facade or roofing—whether full or laniced like the slats applicd
to a wall by trellis makers. When the pastillage is completed, when all the panels are ready, vur man refers
back 10 his general plan, and according to this design fits them in place and sets themn up. With the same
royal paste he joins them. The edifice is there. light filigree, in appearance as unstable as a cistle of cands,
bt halanced and rigid in face.

THE FUTURE

By now, our sculptors and architeets with white togues have waiched, undisturbed, numerous
skirmishes play out in the world of art; their ideals remain academic. A collaboration ketween these able
erafismen and sculptors and architects proper, no routine occurrence, would no doubt be a happy one.
When the latter have endowed every village with a stalwe commemorating the war, and finished cleaning
up the ravished provinces. their corposation will be afflicted by unemployment, Why should they no
scquaint themselves with kitchen folk 10 whom they could fumish ideas and models? What we hold against
art waorks is their impertinent longevity, Made of sheep fat or pastillage, and as such drcssed with the charm
of perishable things, we would love them better, were they imperfect. But is it assured they would
disappear? There are already pious collectors o gather up ancient specimens of culinary modeling. Some
day museums will have depariments devoted 1o pasiry work, a manisture ¢ity protecied under o globe a8 a

¢lock on its pedestal.

Billenin de la Vie Artistigue
1L | August 1922
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Culinary Sculpture
By Felix Fénéon
Translated by Rachel Stella

In THE PAST

During the 17% Century, so called "Desert Pyramids’ were the fashion: steps ornamenied with jasmine,
anemone, and hyacinth supported a precious table service filled with Portuguese oranges and French truts,
liquers, jellies and compotes. Singing birds, hydraulic organs, jets of orange Nlower water played
accompaniment; and when he visited the Hotel de Valle, the king, according to documents in the municipal
archives, enthusiastically remarked a candy rock that *pissed hard and high in several places.”

The following century witnessed a fad for centerpieces of porcelain or stoneware. A mimor was
placed in the middle: on this tray primed with egg white. the powdered sugas, kneaded dough,
breaderumbs, and marble dust wound about in bralliant festoons. Alternatively, a system in which the table
was caked with clay: either shaped as a flat mound or modeled into a basket. or vase, or architectural motif.
Daylilies, blucbells, daisies and other robust flowers survived several days in the humid clay. De Lorme,
florist to the king and successor to Desforges (who fathered the actor and playwright), made these flowers
even more comfonable by inserting their stems into hidden tabes of water. Parchment, paper, wire and
fabric flowers also had their parisans.

The Parisian, though Swiss-born, Soleure excelbed in treescapes: he gave them a wintry aspect by
icing them with powdered glass. Al the shightest draft, glass snowed upon the plates. Cazade substituted o
material equally glistening, but not nearly as noxious and which, having the property of dissolving in the
heat of the banguet, gratified guests who could see spring reborn. As for the figurines animating the décor,
a ceramicist provided them.

Hence it came 1o pass that thess maitre-quenes showed themselves 10 be ornamentalists.,

gardeners, or if one likes, painters.

Meanwhile, Travers, in the service of the Prince of Condé, decided 1o populate his tabletop parks;
he msdeled statweties from sugar paste and colored starch. To sculpt his figures, Noél, employed by the
Druke of Orleans. replaced the sugar with talc bound 1o starch with gum tragacanth. We date the birth of
explicitly culinary sculpture to these two men of gastronomy.

The Revolution, at least during its Jacobine period, neglectad the dining room. Anthologies of
recipes appeaning in the vears 11 and IV are of Spartan character. Their titles, the Republican Cook, the



Thrifty Cook, contrasted with garlier volumies such as the Gifts of Comas by Marin, cook o Mme de
Giessner, or the CannamélisteFrangois by Gilliers, pantry chel and distiller 1o the king of Poland, duke of
Lorraine. {As we are on the subject of old books, let us also mention more recent ones such as the
Gourrmandines by Mme René Champly, mother of the author of Necropolis, and that enadite in-octavo by
Bertrand Guéguand, The Jower of French cooling, lately awarded the Furiado Prize from the Academy. In
it, Mr, Bertand Guégand does not treat the subject that interests us here, though he knows it full well. He
did generously answer our questions and even interviewed amongst his friends, numenous illustrious cooks

whose techmical knowledge he transmatted direct]y o us,)

As civic mindedness declined, the fashion for great Teasts returned. Lebeay crealed, in spun sugar,
biscuit, postillage and nougatl, 8 ermsing of the Arcole Bridge more decisive than the initial military
operation. Such Mapoleonic gunners as Marmont, Soagis, or Lausiston would have found in Dutfoy a
waorthy rival: on gala evenings. on his frail edifices, malticolored and perfumed fireworks suddenly burst
oul with o thousand sparks eas:ly extngushed with shaved ice.

Antonin Caréme (who was 1o know the stoves of Talleyrand, the Tsar, the Emperor of Austria, and
the King of England) began his brilliant career with the piéces montées he built on the table of France's
First Consul. His books devoted 10 cooking are nil here our affair. But consider his Parissier Piroresque
(Didot 18150 it contains 125 plates—masbels of pavilions, rotundas, temples, ruins, wowers, belvederness,
fosts, waterfalls, fountains, huts, mills and hermitnges—preceded by a treatise on the five onders according
to Wignole, Ultimately, Caréme understood that his genius would transtate even better into stone. Table
decorator, he would become a decorator of cities. In a mystic delirium he made skeaches; Mademoiselle
Ribaut drew them: Normand and Hibou etched them. From 1821 to 1826, in six issues, he published —1 cite
the title from memory- Architectvral Projects for the Embellishment of Paris and Sainr Perersbirg, Tsar
Alexander acoepied the dedication.

Ballasted with laurels, this master-bailder died im 1833, The rest of this siudy will consider his
spiritual descendants.

THE SCULPTURE OF COUEKS

It 15 proper to distinguish between the sculpture of cooks and the sculpture of pastry-makers (the
latter being rather architects), We shall discuss pork-butchers ansher time,

The essential task of the scalptor-cook Ties i the execution of expressive stamls W suppon e
silver plate holding the cold preces. According to the nature of these dishes, the pedestal’s theme wall vary,

Gin



A feg of venison will, for a literal-minded cook, mspire some sylvan grove encompassing hunter, dogs and
wild beasts. Ome could also imagine a less evident comelation: for example a chaod-froid of turbot might
vl pzelf supported by the story of King Cawedalus. A cook of more ideological bemt might proceed by
allusions, ond submit the dinner guests w 3 visual enigma, at the risk of fauguing their minds and stomachs.

The roast held upon the pedestal might be supremely dressed upon o spit with shewers stuck in the
mass like the arrows in Saom Sebassian’s flesh, or like hatpins in a headpioce.

In Russia, cooks expressed themselves carving solid se: caviar tastes bewer ina block shaped like
a swan or a bear, The chel’ Edoward Mignon remembers freezing his fingers sculpting two Hercules
weighted under an ice basin serving as an aguariuen for Chinese fish. An immense crystal bow] was sel in
the lower iceberg, and from it owed champagne, Guests were able to keep their cups filled ten times over
by maneuvering & ladle. Lightbulbs, hedden in the cracks like crabs, shed their elecore clarity over this
eolossal melting diamond. The feast took place in Moscow, bome of Ivan Abramovitch Morosov, whom
our readers are acquainted with, if not as their amphitryon, at least s an ant collector: he once owned the
pallery (Bonnard, Cézanne, Degas, Denis, Gogh, Maillol, Matisse, Monet Picasso, Renoir, Roussel,
Viaminck, Vuillard ete.) now nationalized under the name of Occidental Museum nembser 2 by the Soviel
Republic.

Bulletin de fa Vie Artistigre
15 July 1922

Culinary Sculpture 11

TRECHNMAE OF THE SCULPTOR-COOKS

To execute a pedesial 15 costly, Sometimes a month's lnbor is needed, and before that, weeks of meditation,
Since 1914, rare are the hosts able 1w offer their guests such luxury. Hence, so many of the great sculpior
cooks, after making their fortune, have turned in therr aprons and their chisels.

Victor Mosin retired o Burgundy; Philéas Gilbert (o Couilly near Pont-aus-Dames: our good
Breton, Le Senéchal, who usad o olficiaie for the Duke de la Bochefoucanld and whose colinary maxims



are themselves immortal, returned 1o Pontivy. Edouard Nignon, applavded by the most discriminating forks
in Paris (Larue), London (Claridge’s). Vienna ( Trianon}, Berlin, Russia, Ttaly, convalescent (last year a
Lidney removed) is now, afler awhoring Heprameéron des pourmets, thinking about writing his memoirs.
Auguste Escoffier, who once fed the court of England, is iraveling without professional engagement. For
athers we have less information. What of Frangois Marmee, whose wax flowers used 1o humiliste Mother
Sature’s? And that other one whose name escapes us, author of a statue of Antonin Caréme, destined for
the Central Market, but which the city council refused, justly sanctioning him for having abandoned as

means of expression, greasa?

For it is with grease (on a frame of wodod and cardboard) that pedestals are built. In a cauldron
installed over a good fire, mix one third sheep kidney suct, one third virgin wax, onc third paraffin (it
bleaches the grease and removes all odor), Belter yet, as this will give the mixture a laudable elasticity,
melt a kilo of pork belly fat and mix it with these four ingredients after they have been heated wgether:
virgin wax, half kilo; spermaceti, 250 grams; steatite, 230 grams; paraffin 250 grams.

If one wishes 1o give some sparkle to the pedestal modeled in this paste. or o carve a block of rice
ar semoling, here follows a recipe for varnish. In a glass. dissolve 125 gr. of gum Arabic or gelatin. Spread
it upon a piece of the last windowpane broken by the scullion. Alter drving in a mild oven, scrateh it Bits
will detach, and one may sieve them and dye them.

Should one be pressad for time and renounce sculpture in the round for a superficial effcet, it 55
prssible with starch, tragacanth gum. and paraffin processed with the palms and the rolling pin. to produce
a paste whose visual aspect resembles Vichy tablets, and which has the dectility of unleavened bread. This
paste can be molded it into rosarics, festoons, beads etc., o rodled it into coils, or modeled into igures.
These matifs can later be affixed oo a pisce of mesh. Thus, one disposes of a malleable strip that can be
applied 1o a cylindrical or truncated core, from which a pedestal is rapadiy construed. In kitchen parlance,
the operation described above is pastillage: the sirip of design produced is also called pastllage. Fastry
conks who in an instant concoct objects from a sugar based paste use the same word.

For such pedestals. floral ornamentation is appropriate. One creates petal by petal. Strict copyists,
these mien carefully cast in plaster the delicate curves of a petal, or carve its form into winsd or wbercle;
they pour wax into one of these matrices, then group the casts into corollas. Roses and camellias made the
reputation of Auguste Escoffier, whose fame has more legitimate causes. Otherwase, one can with much
less trouble, between the thumb and index, simply flaiten balls of wax into petal forms. The wax may be
colored beforehand; if not, it is tinted with tempera or watercolors. A spot of piciure vamish with liven its

luster.

O baoorming Somathing olse
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THE ARCHITECTURE OF PASTRY COOKS

In window cases, such piéces montdes built of pound cake and nougat in summary fashion are displayed.
One cught not judge the architecture of pastry cooks by these specimens, nor by the wedding coke served ot
Buckingham Palace in February 1922: almost owo meters high. tippimg the scale at nearly a hundredweight.
After all, Gambseetta in the Louvre’s Carmonsel conrt, or the lion of the place Denfert weigh even more. One
should rather congratulate the Midland Railway Company for having transporfed this monsier witbiou
accident from Edinburgh, where it was created, w London, where Princess Mary and the Viscount
Lascelles ate il

Let us turn our anention to the ways of a pasiry maker conscious of his role. He establishes an
erchitectural plan, life size, for the whole of the projected edifice, and then makes o detailed plan of each of
its comstituent pieces or ‘panels.” On the paper where he has jusi drawn, he places a glass sheet that will
keep the working drawings before his eves and serve 1o support the fabrication of the panels. These will not
excesd the thickness of cardboard, and their size shall be ot the most that of a flat cigarette case. Their
substance will be royal paste, that is, a misture of sugar and egg white. From a nareow pastry cone, the
artist, with circumspection, will squeeze mucilage omo the glass—somewhat in the fashion of a Javanese
pouring the privective wax onto the cloth for Batik, Painted with a brush, the roval pasie follows., while the
straight and curved lines of the drawing visible through the glass then harden. A gentle shake o the
iransparent surface detaches the panel, which hardly adhered. This panel, now available, holds in its frame
different elemeants of the fagade or roofing—whether full or latticed like the slats applicd to a wall by trellis
makers, When the pastillage is completed, when all the panels are ready, our man refers back 1o his general
plan, and according 1o this design fits them in place and sets them up. With the same roval passe he joins
them. The edifice is there, light filigree, in appearance as unstable as a castle of cands, but balanced and

rigid in fact,

THE FUTURE

By now, our sculptors and aschitects with whate toques have watched, undisturbed, numerous
skirmishes play out in the world of art; their ideals remain academic. Uncustomary, a collaboration between
thesis able craftsmen and sculptors and architects proper would no doubt be a happy one. When the Intter
have endowed every village with a statue commemorating the war, and linished cleaning up the ravished
provinces, their corporation will be afflicted by unemployment. Why showld they not acquaint themselves
with kitchen folk to whom they could Turnish ideas and models? What we hald against art works is their

On bocoming somathing slss
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impertinent longevity. Made of sheep Tt or pastillage, and as such dressed with the charm of perishable
things, we would love them better, were they imperfect. But is it assured they would disappear? There are
already pious collectors to gather up ancient specimens of culinary modeling. Some day museums will have
departments devoted to pastry work, a miniature city protected under a globe as a clock on its pedestal.

Bullerin de fe Vie Antistigue
| August 1922
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ON BECOMING SOMETHING ELSE
Dinner <2 20 September 200y 10 & pm at Chapeau-Melan +: Bellecifle
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REPUSLIOUE FRANCAIEE

ddc
Centre
Pompidou

Le directeur I A Vattention de i
Mensieur Alain Passar

Paris, le 27 aodt 2000

Dhjat - Festival du Centre Pompidon (21 oct. = 23 nowv. 2009)

E Monsieur, Chaa Aads j*Lu.n-f

Cantre ansonal £art Le 21 octobre prochain, le Centre Pompidou lancera la premifre édition

o1 e usllere annuelle de son pouveauw Pestival de la création contemporaine.

Gesrges Pempiion Ce rendez-vous pluridisciplinaire s'attache 4 rensusr avec les fondamentaux
du Centre Pompidou en donnant la parcle aux eréateurs les plus en vue de

e SRR 7Y toutes disciplines. 11 se weut une célébration dee nouvelles formes de la

télaphane creation vivante,

o b Parmi les artistes inwvités, l'artiste américain Ben Kinmont fait aujourd'hud

. figure de référence. Agé de 45 ans, il développe une ceuvre sur de multiples

A — territoires, allant des arts visuels A& l'anthropologie, de la bibliophille &

o I'histoire soclale.

P idow, il he de 1'histoire culinaire d'un

R Pour le Centre Pompidou, il propose une approche cu e

met célébre: la piéce montée, Rassemblant archives et documents de tous
ordres qui seront exposés avec le partenariat de la Biblisthégue Natlonale de
France au Centre Pompldouw, Ben Kinmont souhaite associer & son projet
certaine chefs de grande envergure et leur proposer de metire 4 la carte ce
plat prestigieux sous la forme qui leur convient et en toute libertd de créatlon,
C'est la raisen pour laguelle je viens & vous auwjourdhud en vous demandant si
I'idée vous seduit,

Elle donne & la cuisine sa pleine dimension artistique en ['assoclant
directement au Centre Pompidow. Elle conduit 4 se rencontrer une figure des

arts plastiques d'aujourd’hui et un créateur dont la dimension proprement
inventive n'est plus & prouver,

Ben Kinment &f moi-méme serionz heureux de pouwosir wvous rencontrer
rapidement. Neous sommes convaincus gque 'alliance de saveirs différents et
complémentaires peut &tre un facteur essentiel de la pensée et des pratiques
de notre temps.

En vous remerciant de 'attention que vous portersez A cette lettre. je vous prie

de croire, Monsieur, on ma vive admiration. 20 s my  uTetal) 1#1.‘?{{1
L -

Bernard Blisténe /

Directeur du Déparisment
du développement caltarel

Directour artistigue du Neuweau Festival
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Hells, Ben Kinment. \Me have recommendations for you. (Mot BenT)

Ben's Amazon.com |

FREE 2-Draty Shippin
Soioa

Today's Deals | Gifts & Wish Lists | Gift Cards

All Dapartments

Adwancied
Saanzh

Browse
Sublects

Customer Review

2 of 2 people found the follewing review
helpful:

#ife - How to make farming into
art., August 4, 2004

By Thomas Leddy -

The book, bascd on conversations that
took place in 1980 at an Italian farm
named Agricola Cornelia, was published
in 1984, There is only one voice, that of
Gianfranco Baruchello, an artist who also
awns the farm. Henry Martin, the co-
author, is described as more of a
collabarater than a translator and editor.
Baruchello tells the story of his life since
the period of the late 60s in which he
was a leftist radical to his disillusionment
with that movement and his purchase
and development of a farm in the 1970s
as a complex multifaceted work of art.
Baruchella's hero is Marcel Duchamp,
although he admits that Duchamp would
have had very little interest at all in
farmwork, Even though edited, the book
has a kind of stream-of-consciousness
quality. Of special interest are various
ruminations on the nature of art. People
often ask Baruchello how his work can be
art. At times he says that believing It is
art Is just a matter of faith. He thinks
that the problem of whather Agricola
Cornelia is art is like the problem of
whether Duchamp's ready-mades were
art if they had not been shown in public,
For him, the essence of art is a certain
way of being. This is not to say that
there is little of what is traditionally
recognized as art hare. Although the
book has no illustrations in the text, the
front page shows one of Baruchelle's
farm-based paintings. We also learn that
he has engaged in a number of other
"works,” including videos, books, staged
events, and collections of artifacts, all of
which are related in some way to the

hatpe/www.amazon.com/review/R2ZULAMO300UCMG
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farm project. He tells us that he wants to
make art out of something that is not art
but is still full of "vital interior
experience.” In one of the most
interasting passages he explores various
wrang ways in which his project could be
made art: putting on a show, making a
collaged text, and so forth. None of these
ideas seem to be "enough.” He asks:
how does one deal with experiences so
that they survive the fact of having been
dealt with? OF course, this very book is a
partial answer to that question. Indeed,
towards the end, he suggests that the
best way to present his work might be as
a manual on "how to imagine ... how to
take anything at all...and make it
become an experience...” That is what
art (true art) is always doing. [(One is
reminded here of John Dewey's aesthetic
masterpiece, Art as Experience, in which
art in understood in terms of a closer
relation to everyday life.) Baruchello also
speaks of his art as personal
mythopoesis: a contemplative or ritual
experience which is also an interior
search for power, Although It might seem
that he Is trying to weaken the definition
of art so that it could finally include
digging potatoes out of the earth, what
he is really trying to do s "recomplicate”
the idea of art, and affirm art (and
religion) as something with its own
dignity in cpposition to sclence. Although
he admits that his potatoes may not in
themselves be intriguing, he insists that
his way of talking about them begins to
make them at least a bit disquieting. In
the end he defines art in a way
reminiscent of Kandinsky when that
artist derides materialism and "art
withouwt soul.” For Baruchella, "Anything
we can think of as the source and mother
of our feelings is art, And anything that
i=n't isn't." The book ends with a defense
of "speaking out of wisdam® which is
described as statements coming from a
fully conscious individual, How to
Imagine also provides an exploration, or
perhaps just a caring description of the
aesthetics of farm-life, from the sounds
of water on the roof, to descriptions of
the removal of a bee colony from within
the house walls, There are also some
humorgus passages about mistakes one
can make as a novice farmer, and some

On becoming mﬂ!‘ﬂ ok
mrchiha :
http:fwww.amazon.com/review/R2ULAMOZ0OUCMG 83072009
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interesting asides about the author's
reaction to feminism, I recommend this
book for artists who wish to think about
art in the post-Duchampian era and who
refuse to think of art is somehow dead or
at an end.

Permalink | Was this review helpful to
you? | Yes || Mo | (regort this)

Be the first person to comment on this review.
Post a comment

|_ insert @ prochudt link | (vwhat's this™)

[ Receive e-mail when new posts are made
post | | Cancel | Gu

Where's My Stuff? Shipping & Returns Need Help?
& Track your recent orders. # See our shipping rates & » Forgot your password?
= View or change your arders palicies., s Buy gift cards.
in Your Account. + See FEEE shipping ¢ Visit our Help department.
infgrmation.

¢ Return an item (here's our
Returns Policy).

amazoncoms*
— Amazon.com Home | Directory of All Stores
International Sites: Canada | United Kingdom | Germany | Japan | France | China

Business Programs: Sell on Amazon | Build an eCommerce Site | Advertise With
Us | Developer Services | Self-Publish with Us

Help | View Cart | Your Account | 1-Click Settings | Join Associates | Join Advantage

Careers at Amazon | Investor Relations | Press Releases | Corporate Responsibility
Conditions of Use | Privacy Motice & 1996-2009, Amazon.com, Enc. or its affiliates

http:/www.amazon.com/review/R2ZULAMO300UCMG 8/30/2009
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Letter of agreement

1, the undersigned, Ben Kinmont, agree to grant free of charge the copyright fees of the
following works reproduced in the program that will accompany the Nouveau Festival at
Centre Pompidou (October 21 to Movember 23, 200M):

- Ben Kinmont, *On Becoming Somathing Else” (2 images)
| agree that those conditions will be applied o the first run of 3000 copies of the above-
mentioned program published with the Editions du Centre Pompidou.

Any reprint or other use of the reproduced works will have to be submitted to another letter of
agresment.

Date and place Signature

P



Le 21 seprembee 2009 a cu licw, 3 Paris, la promigre pamic du projet On becoming someshing ele de
Ben Kinmont, Ce projec & consisté en 'édition de sepr strements qui décrivaient, chacun, ce devenir
différent de sept artistes qui ont lentement cessé de faire de Far slors quiils maineenaient la méme
acriviee
Tk atows par oty i wshich o irsint might drare fo be aw ariisr ar dbar pevran develops bis ar ber prareice.
A aww rov srlkrg abeut someanr wivo geis fed g wrdh ari avd the art world and staps making work. Fa
spraking af their wdbe wbule piring the coméens awd precpaer of their wark swldenty Swd thesrelver i o ploce
sl itlie itrroc e oviirde of obe art ol
Sur linviration de Ben Kinmone, j'ai participé & ce projer comme théoricien et comme cuisinier
amateur. Le projer a alors consisté & proposer sept plats qui correspondaient chacun & un des sepe
strtements et qui pouvaient des lors étre proposé & un diner. Ce diner fux servi le 21 seprembue 2003,
i Pamis, poiif troibe cing personncs. Les sept datemients ont &, cnsuite, proposé i sepr chefs parisiens
qud sl CoagL win ].'II'-I.I. :.||.uI a &d servi & beur carte durant ba deus mois de |'¢xmi:il,m ay Cenere
Georges Pompidou,
[l est bien s0r assez évident que ma position dans oe projer a é0é complexe : il 2 fallu d'abord créer
sept placs et sepe recentes pour un diner de rrenre cing convives, Il a fallu ensuite produire un wexee &
partir d'une lecture de La plastique crelinaire de Félix Fénéon (1922}, Il a fallu encore réaliser et servir
ce diner pour teente dng convives. Il a fallu enfin se livrer & un ultime exercice de commentaire sur
LU pratigue.
Faire un dimer 3 partir de ces sepu ssmremienss relevaic d'une double problématigue, odle de
participation et celle de ¢e que nous nommons la con-fguration :
Cooking is the ace of Ingrediens becoming ramerling elie, smveving & be vaeen and shared, Fer the current
Ip-rq'rr:. e J'n!rrd!l'u:r Fecame o n'lprrmdurr ql’r.lfn- AT L ard e dinees b dw 'I:"‘""'“F B Bl
arrfints decistowr bo dewve tle ars warld
ou pour le dire encore aurrement, dune parr une problématique qui regarde la question du maintien
dune activité dans des sphéres d'opérativités différentes er. dautre part, une problématique qui
consiste & servir un diner en « hommage » & des anistes qui ne sont phus des artistes, comme une sorte
d'ultime fAgure de la « ghoire » pour cewx qui one mainteny une activied alors qu'ils abandonnaient
une opérativité pour une sutre et sans qu'il sagisse de la mditionnelle et mythologique figure de la
Lassitude ou du renoncemient.
La figure de la pasticipation est icd eaentielle : d"abond celle de cex arvistes qui ont. un temps, participé
i l'opéracivité de la sphire de Iare au poine de nommer et de montrer ¢e quiils Risaient comme
art ou comme euvre, ensuite celle d'une production qui structere e réalise une cuvre, celle de
Ben Kinmant, et qui demande la participation aussi bien d'une galerie, d'une instiurion, de chefs
cuisiniers, e sommeliers, d'imprimenrs, de théoriciens, de photographes. de critiques, erc. er enfin
celle des convives [critiques, historiens d'are, g:|:r.|ll=t. CONSErvatenrs, artistes, efc,) qui érrangement
nc sont pas, ni dans leur bureau de travail ni dans un musée mais assis i la méme @ble d'un restaurant,
Ce qui est expost icl cest quil est aloms possible de fpwrer dilféreines repidsentations possible de ce
qu'est [a participation. Figurer signihe ici Rbriquer (sbémazon plesir, selon ka formule de Longin) des
images, des sapoi des différents modeles de participations mais surtoue de leurs différentes pulssances
dopérarivité. Ben Kinmont a chods, fe, la forme du diner qui permet = et cCest notre hypothése - de
réunir lensemble de ces Aigures dans 'expérience commune de la Festiviré,
La figure du « devenir » est elle aussi esseniclle. On becoming remenining efse, en devenane quelque
chose d'autre, la Rgure continue cependant d'érre, elle s mainticnt comme activité e1 perceprion
qu'elle déplace dans une sphére diffézenie de Fopérarivied. 1l ¥ a done bien deux formes esentielles
dui meaintien, cosmime devein ou comme maintien e san éire ou comme forme adornienne &' un = se
tenir debour » e comme foncrlonnement, ¢est-i-dire le maintien de L valeur, doxique ou politique
de 'dconomie du fonctionnement. Léconomie du fonctionnement, ou I'dcanamie de V'acrivitd,
dgnifie précisément, Fopérativité, c'es-3-dire acte qui chalsiv de monurer Vactivieg dans tel espace



et pour telle visée. Iy aurair deux rypes de maintien (diasdrien), comme visée ontologique ot comme
viste eéléalogique. La visde ontologique nouvrirait quau devenir, cest-dedire & la permanence de
Féare, la visée réléntogique n'ouvricait qu'a la puissance de lopéradivied. Seule alors la poasibilied d'un
devenir de cevte puissance, ouvre, d'wne part, & linsabilicd du quelque chose d'aunre =, le iétéren o
aristotélicien { Ebigue & Eudémie, 12435b3) et le aliguid spinozien { Erbigwe, m, prop. 1) er, d'auere part,
i la possibilivé de ce maintien comme idée méme de la con-figuration {dasrzathad). La gastronomie
comme art de la transformarion (rappelons que la gastronomic west pas. comme on peut le croire,
un et de s combinaison mais bien un arr de la cransformation : la gastronemic et e qui rend
appérissant ce qui est mort) devenair alors e liew - car il agit bien d'un liew et fas d'wne innage — o il
était alors possible de saisir ce devenir, aussi bien que la forme de I'hemmage (I'encominm), aussi blen
que I'expérience commune de la festivied comme eipace de b densing (inmemabersin].

Mais plus encore, i, il £agit de la figure d'un « faire Rie », la fipure d'une festivité dans la farme du
Festin. « Faire fére « signific saisi I'auare dans Vinstant suspensif d'un désceuvrement - « faire fite »
signific & la betrre dé-falre et désmuvrer. Manger est alors, non seulement le liew comme lesting, mais
aussi |2 temps comme festivicd de |a souvenance, du ressouvenir, I Evmpedenter: benjaminien (= Su
ke concepes sur dhistaire «, ch. 15), aurrement dit d'une forme de la commemaration, La table cse
Vespace ofi se forme, odr se conligure, 'élope sux vivants (Elins Théan, Pragymuiaranr, 1o9.19), On
becoming someriing elie est cet cspace de Uencominm, de « Phomimage » § ce qui a été faic mais surro
a ce qui 2 été déhain er déseruveé. Seul cclui qui est invieé & se désceuvrer & mble — cest-d-dire, non pas
ére odsif, mais 3 suspendre la forme habineelle de son opérativié, i se déshabiner de F'eeuvre - peut
saisir, s'll y préte arcention, la Bgure de ce qui ess défair et la figrare de ce qui se maintient ainsi. Cess
ce que nous nommons la configuration. Configuser signifie faire prendre forme. lci c'est la figure de
ce qui désmuvre,

Falre fete et donner un festin c'est encore livrer le participant, le spectareur, lFamareur Jar, le crivique
i Vexpérience d'une « faim de boeuf =, & lexpérience de la bowdimia comme I'a remarquablement
explicieé Giorgio Agamben (Nudlités, 170 5.), Cest-a-dire ke liveer 3 1 forme paradoxale d'une Faim
dévorante qui trouve dans la satiéeé b seule farme possible de L célébrarion. Ce qu'expose, ici, Ben
Kinmont c'est que lespace mémie de la pérennisation, |'euvre muséale, n'offre pas [a possibilicé d'une
satiété. La faim dévorance orouve som paradigme dans le cancepe heideggerien et adormien de [ivresse,
commune ivresse de la sobriéé. La figure du comblement ne seffeciue que dans [a mesure oif l'on
sexpose dans la bruralité d'une Fim et d'une ivresse qui doivent se maintenir comme telles ;= I'érar
détre lalssé-vide n'est jamals possible que B od subsisee une exigence de comblemen, 13 odi subsise la
nécessitd dune abondance = {Martin Heidepger, Ler concepes fonadamensanee de s métaphyiigue, £11),

Clest cette figure de 'abondance qui détermine L double expérience de ce que Ben Kinmont nomme
cc somedhing w0 e eaten and shared et qui fonde, ce que nous pourrions appeler, une corporalieé.
Pieree Murer dit « le fiestin, qu'on peut appeler 'ime de b sociéeé civile, regande aussi bien Pespric
que le corps » (Fnind der festing, 1682, Epistre) : en ce sens donner un festin est un vivee avec dans
Vespace de la consommarien qui défait la persistance de ['acuvre - en ce sens donner un festin renvoie
explicitement i la pepaosition d'Arissace « [l Faue donc faire des éoudes o des festins qui ne sant pas
ceux de la nowrrinure et des nécessinds de b vie (hud <bei> curvDewpEly kol averpwyeiotom, od 1 i
Tgodiy wod v avesabo) « (Evvigur & Eudiéme, 1245b5). Lospace de Noewvre, ich, a5t un = Faire festin =,
un mumdbdannar (smer-cn-chibf) qui signific précisément, et 3 la letre, un faire-bien-ensemble ot qui dans s
frme contractée signifie faire e ot célébrer dans un fessin,

Bon Kinmone invite alors les « specrateurs » & wne sone de désceuveement, ou plus précisément & une sorec
de suspension de 'activitt. Une suspension non pas de [activit? en wane que refle, maks unc suspension de
Tacuivité de construction, de strucmire de chaque inviré ; le eritique n'est plus critique, l'antsic m'ea plus
artiste. il est livee 3 wne suspension de son opérativité, il est lived & une fire « special » selon lexpression de
Ginrgio Agamben, pour célébrer une autre scrivité, ou plus précisément tene aure suspension, Lanste bui-
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méme, Ben Kinmaont, s'expose dans une paradoxale posture oi il et ni le cussinger mi be serveur mags une
wirte de figire complexe de maitre de ofrémonie, d arbirer elegarndaram @ o quiil expose Cest sa pulssange
dimvitation candis quiil se retire sous la forme d'un reeraic mystérions of quiil expose ses amis en aisine
et g palerisne en serveuse, Ben Kinmionr e pas désoeovré, il eravaille 3 nous exposer sous b Rgure d'une
nawvells opérarivics.
Reste alors la figure majeure de Topérativieé. Lidée essentielle du désenvrement, est quil sagit dune
acrivité mais d'une activité suspersive (aaaparid) qui nois ouvee i la possibilicé non seulement d'un faire
autre mais f'un faire qui défaie, d'un falre qui suspens |'cewvere ex qui projerce l'opérativie dans des formes
et des figures différentes, qui la configure différemment. Ce qui est configuné et ce que nous nomamonms we
méta-opénivit, 51 nous nous référons encore i la proposition de Ben Kinmone

Fim nior eafhineg wbosr areins weva gev fed op wlily r.ﬂh'irmlpmm- it olvenr et e Bevomee a buriwerranar, Far,

Jor exivmple. dw aridie wlbe dhrovepl prrdeg ity ar doew prasrise depaines M.fh:u;r&r arilf ki -!H.rfu'u'rmr
Nows rflﬂrﬂﬂﬁ -dm E’Unﬂﬁ d: l.l l;ml:inn 1k Iﬂ PH.HIIILII!HJ.II ¥ I.'ﬂl: 1.|.\a.il|..|.rl-|: i £k &?EIHJI: L]HTL[“I
chose d'autre tout en conservant son activitd. En somme il s'agir sole de cesser son activied soir de
changer le statut de son activitg en changeant son propre staie.
I ne s agit pas du modile emblémarique de la lassioude, il ne s'agir pas non plus de la figuee readitionnelle
du renoncement qui trouve son modéle dans la pensée des scepriques er de la suspension (£peke) ou
dans la pensée chrétienne powr abourir & la figure archérypale littéraire du renoncement. Il "agit donc,
icl, de la question du statur, en somme de notre régime de participation aux modéles de opérativins.
11 fawe & alors propaser ki la fonction de ce que nous appelons une méti-opérativied : celle non plus de
Foeuvre, mais béen, aussi étrange que ¢a pulsse parafire, celle-méme de lopérarivied.
Seul le stamu de ba personne, de Pacrant, définic I'oeuvre, Clest une poswure classique, on le it
makntenant. Clese sussi, on le sain, une posture doonmnique. Ce qui signifie que 'ewvee se défini
abors en foncrion de Facrane er que l'euvee est consubstantielle 3 actane. Cependant cela supprime
Ia mesure d'intransitivité de I'cwvee puisqulelle est alors toujours Fobjer de quelque chase, et cela
augmente de maniére considérable la mesure de la sgnarure. Lecuvre cxdsterait non pas on fonction
de ['actant mais uniguement de son statur. Uoeuvie n'exdsterain abors gu'en foncgon du seanun de son
opérativitg, autrement dit en foncdon du starur de son acrantialivd.
Chi'est-ce que Uopérativieé ¥ Cest ce qui ouvre un objet ou un événement & devenir une muvie (la
ditférence fondamencale entre un abjer et une eovre st bien sdiir e résaliar, la dimension ﬁ]!nlfmiqllt
de I'cewvre) ex ce qui 'ouvre & une actualisation, Qu'est-ce que Pactantialing ? ce qui ouvre un obijer,
un événement, une teuvee 3 une valeur sfmiotique comme dimension de la signification et comme
dimension éthigue. O nous le savons aussi I'opérasiviré d'une ceuvre nest pas suffisanve pour lui
garantin soq st mals surtout pour lui gasentir son acrualisation,
En somme 1| a donc deux rypologies (nper) @ acceprer cette méta-opérativité comme valeur
dérerminante de I'oeuvre ou ne pas laccepter et eevenir 3 une opérativied (a0 sens de agir). Ne pas
I"agceprer reviendrait & une banale prise en compte de l'euvee et de s marérialivd, Pacceprer revient
4 soutenir que I's ceuvre = — o'l en reste une — n'existe que par Iinopérarivité de son matérian, par
lopérativitd de = valeur doxique, n'existe que dans le renoncement de son opérativité sémiotique et
I"sccepration sacite, silencieuse, opérante, latente du statut de celui qu'on nomme Partise, autrement
dit la signature.
(O becoming something el ext une des figures suspensives du deventr de Vocuvee dans Pespace
exemplaire du déseeuvrement, la festivité,
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patissier pittoresqgue. 1815,

2. La cuisiniéra républicaine. Madame Merigot, 1795,
Tolbiac - Reg-de-jardin - magasin
V- 35834 support : livre

3. Escoffier, Auguste. Le guide culinaire. 1903.
Tolbiac - Rez-de-jardin - magasin
2000-81966 support : livre

4, Gilliers. Les cannamelmisle (rancais ou nouvelle nstruction, 1751,

Localisation ; Tolbiac - Rez-de-jardin - magasin Département : Réserve des
livres rares Cote : RES P=- V= 723

a fleur de Iz cuisine francaise, 1920,
ac — Heg-de-jardin - magasin Département ; Sciences et
1 8- V- 101833

5. Guegan, Bertran
Localisation :
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6. Marin. Les dons et comus. 1742,
Localisation : Tolbiac - Rez-de-jardin - magasin Département : Réserve des
lvres rares Cote : V- 45973

7. Nignon. L'héptameron des gourmets ou les délices de la cuisine francaise.
Morcrette facsimilie, 1979,

Tolblac = Haut=de=jardin = Sciences &t techniques - Salle C - Gastronomie
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Page 1 of 1

Dear Ben,

Here is, as far as | am concemed, a final version, | had somecne else copy-adit as well, 20 there shouldn't be any
ramains the question of "maitra-queue”, for which | have not found any translation, and “charcutier” which | have g
butcher Also, several readars have Inpped over "gum fragacanih” but that does seem o me a comrect tachnical te

Conceming bibliography, the BN is back on regular hours now, | bebeve. Bul I'm more or less under house amest |
to finish two catalogue translations, so | can't compare the texts right now

Thie ongenal texts appeaned in Bullebin de la Vie Artistigue al the dates | give in my transl

I worked the texds published in Feneon, QEUNVRES-PLUS-QUE-COMPLETES, 2VOL. T. 11 LES LETTRES - LE
edited by Joan Halperin, published by Droz, Geneva 1970

Halperin's & volumes is an expanded version of a colleztion of FF published by Gallimard in 1948 and generally oo
than releable, 20 | doubl the diference between first publicalion and collection is imporiant.

B Blistene wrote that he would call me this week, | belisve you are arriving soon, So do call me:
0681208875

best and S00m,
Rachel

s

hitps:imail google com/mal/ Tui=2 & view=hspdever= 1 gygpegurkovy 8/31/2009
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Les déjeliners de cru
Entrée + plat + un café 19€
Plat + dessert « un café 19 €

& choisir parmi les suggestions du jour

Les légumes

Soupe du jour BE
Carpaccio de célerls, betteraves et fenouils He
Assiette de cing ceréales 10E
Cuit-cru d'artichauts 1ZE
Assiette rouge : variation outour de la tomalte ne
Salade de haricols verts el pois gourmands

croquants, créma de lardons 13E
Tempura de légumes €
Pallée de champignons saUvages 12€
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Les poissons *
Cru

Brandade l&égére, @ut mollel tiéde entrée 12 € plat 22 €

Emincé de haddock au coleslow pnirbe 12 € plot 22 €
Tartare de seiche aux deux $0jas entrip 14 € plot 26 €
Sashimi de thon Tonka prirée 1 € plot 23 €
Carpaccio de bar au citron verl et kumbawa antriie 13 € piat 26 €

Emincé de sauman fagon gravelas enirbe 2 € plot 22 €

a la plancha

Saumon mi-cuit sur 50 peau €
Bar croustillant au quinca 24 €
Encomets  la provengale 11 €

*Tows kes plats sont occompa gnés de frites de legumas taillées
au couteau ou de légumes soutés A la plancha oy de guinoa.
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Les viandes * Les desserts
Cru Tartine fecilletée au munster &l au cumin €
Carpaccio de bauf au pistou enrhae BE plotis € . _ s .
" pat Assiette noire ; vanation autour du chacolat noir i2E
Carpaccio de veau au citron conht anirée 10 € plot 1B € . o : _
Figues rities au sirop d'érable el aux épices 9€
Carpaccio de magret de canard et cépes Y :
. E ; Tiramisu Qs HIN 85€
a 'huille de noisette entrée 14 € plat 25 E Qe eSainER
: o : Carpaccio d'ana rtar kiwi BE
Cuit, cru, mi-cuit, de foie gros de canard 27 € P SEE D VT, Ko
Poires pochées au vin rouge 2t cannelle BE
Cru ow cuit
Boissons chaudes
Tartare de boeuf thal BE
¥ ; Calé gourmand 5E
Tartare de veau au gingembre E
_ Calé ou gécaféiné 2.50 €
Tartare de canard 4 l'orange -1
Calé créme LE
a la plancha Thé Mariage Fréres LE
Réble de lapin farcl aux champignons 71E Capuccing LE
Cate de veay, moutarde & lancienne 2TE Infusion L€
Filet de peeuf ou poivre long de Java et de Malabar uE

W O @ldA D %97
3§ aussAND 377

sopanbupy a7

W B8s D BT
3 [ @BBA ND 37

snuoH auwop asgbiag 01 dnoT=1S 2d
XND25D Ip NDJAOYD

UOUBWDN SUIDWOoR ONS NP DLEIS
«IIUDSS[OUSY 39ANT SIUNDK-IS abop

aUQUN NP 8)97 D]

& BS
3§ SLEAND B G

LUOSUDYT UDIISDE M) »l SUnDag
ASJWIDYD 30 NOSIOUD ASINDISN

E N EL R i

Sanog] op sUDWoR sduanlly 20 2107

IS NOIE . Sap0baugny 58P 89aN7), SINDK 20 SADd 30 wip

SB350J SUIA 587

& fL Slias N & 79

Xnoaplog a7

3 b 2uaa nD 397

augyY NP 8}g3 D

9p0z ADDQ 5017 SauSINDs

L0014 18 puog abojuay 22049

329 Zojqoy] HOQor 9002 INoSINap

3 R @lide BD B EE
25 DDA DD B BT

ayuannqou) ol aulalas 0 sigqou’d
+J551id 9P 207

FEABAND IEE  LlUuno] g Soubia sansis Aoy np 5010, ADUUDSITK LO0L SIPDIDG NP SUDWOP UCISA-IUlDS
auBobinog o7 aubobinog o1

3@ auEAND B EE <SOU)a uoah sdwsiug &1 aunaly 39E LHBN2NYIS ounug *L00Z L2ugNNUDg 8gan], Bulsay
siojoinoag a7 22051¥,1

3 | 81AA ND 3 87
33 8LaAND 3 7T
3 S alasno 3 597
ano7 o

LADZNDS auoiuy Aubidwoy)-nwnng
SUINOPIDH JU8paid SuUnal4 SUOND 587, Wouiyd
LUINNCK NP SUIDWOR AWSA3YD

= E auds D 3 EE
3 g Suda ND B 9E
3 E AuBAND B 2E
B G BB ND @ 97
a1e] o

LHNDAQWIDN ‘4 * ¥NDawn sa7, swng Anod
Aliog UiowAS BuUIDWOop auaouns

L1310 SUIDWOR USjDS-Nolausiy

uobny auad auowop AJunn

sabnos suja 59 S2UD|Q SUIA 537

Om bacoming something sise
wchiem T 0



Centre
Pompidou
Eaevira i barl 47601 89 e cuibane

Grarges Fomphidu

Diresf icon d i L c8 iaTegiadl i

Francoise Pams

Derpcince

=

75 191 Parrin codun B4
ridpharen

3833 Dale &k TR 1T ET
L o]

2327 [0t &k TR

THEl

Fraria A BarE TR A g P il 17

Ll R R IR T T



C LT e

Centre
Pompidou
Esire naliangd @ ir) o de custers
Lrarges Fonphi

Frangelse Pams

Cosvidiy it it iora, [aneoi

===

TS AT Far b coden 08
3]

REREEE, RFY N
Faa

SR A TR A AR

E il

Fratm e pamad o rv i pa e pedas I

L L Rl 40 TN

ot



PRESENTATION DU PROJET

Devenir autre chose / On becoming something else

Des siécles durant, les chefs ont réfléchi le choix de leurs ingrédients, le sens
de leur recettes et leur mode de représentation. Pour le projet Devenir autre
chose je collaborerai avec des chefs pour envisager cette idée de recette et de
représentation en relation avec I'art contemporain.

Pour ce projel, sept chefs vont recevoir un paragraphe différent pour le représenter
dans une recette et créer un plat qui sera servi dans le restaurant pandant la durée
du Festival du Centre Pompidou, du 21 octobre au 23 novembre. Les chefs ont une
entiére liberté d'interprétation de ces petits textes ; ils choisiront comment inscrire
le plat a leur carte - une suggestion du jour par exemple, et 4 quelle fréquence il le
serviront dans leur restaurant - midi ou soir, un ou plusieurs jours par semaine, ...

Les paragraphes décrivent le travail de sept artistes différents que leur travail a
meneé hors du monde de art pour pratiquer d'autres choses ( ici, 'agriculture, le
travail social, l'activisme politique, la médecine et la psychotérapie). Cuisiner est
I'acte de transformer des ingréadients en un met qui se mange et qui se partage.
Dans le projel, les plats seront une représentation de la pratique artistique ainsi
qu'un hommage 4 la décision de ces mémes artistes de quitter le monde de ["art.

Dans les salles d'exposition du Centre Pompidou, les visiteurs pourront prendre
une affiche en distribution libre, qui reprend les sept paragraphes avec le titre des
recettes correspondantes et la liste des restaurants ou ils pourront les golter.,
Toutes les informations utiles (adresse, lel, jour de présentation du menu) seront
aussi mentionnées.

Parallélement, I'essai intitulé « La plastique Culinaire » {1922) de Felix Fenéon, le
célébre anarchiste et historien d'art sera re-imprimeé par la maison Antinomian
Press. dans son frangais original et traduil pour la premiere fois en anglais. Ce
texte sera lui aussi distribué largement au Centre Pompidou et disponible dans les
sept restaurants.

Enfin une vitrine, toujours au Centre Pompidou, exposera les ouvrages rares du

}{\.ﬂlléme au début du K}{Eme que Felix Fénéon mentionne dans son essai. Cetle
présentation aidera le visiteur 4 donner un contexte au texte de Fénéon mais aussi
aux recettes des sept chefs-cuisiniers.

Ben Kinmont
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LES PARAGRAPHES (premiére traduction 21/07/09)

Devemr autre chose. ..

Partois on comprend ce qui est au regard de ce qui reste ; on peut aussi comprendre ce qui
reste au regard de ce qui est parti. La plupart des histoires de 1'art se sont éerites aves ceux qui
sont restés. Mais certains artistes ont pris d'intéressantes décisions qui les ont amends i
quitter le monde de 1"art, des décisions significatives pour |"histoire de 1'art. Je parle de ces
artistes qui sc sont éloignés des valeurs (i.e. objective ouw commerciale) du monde 1"art au
travers de leur pratique, et sont alors devenus autre chose que des artistes.

Les paragraphes suivants sont des exemples de ces départs.

Je les ai éerits pour ceux qui sont partis, pour leur dire qu’ils ne sont pas seuls.

|- {Devenir psychothérapeute)

Elle avait commencé avee du noir et du blanc au milien des années 50, des peintures surtout,
lesquelles se sont transformées en oeuvres que le visiteur pouvail manipuler. La conscience
gqu'elle avait du soi, de "autre et de I'espace entre les deux se retrouvait dans les concepts de
figure et du fond, du participant et de "objet. Dans son pays, elle vivait douloureusement
I"écart entre le corps-individu et le corps-politique, et 4 une époque oh la situation politique
s'est assombrie, elle a ét¢ forcée de partir 4 'étranger. C'est alors qu'elle a commencé a créer
ses objets participatifs dotés de pouvoirs guérisseurs, avec ses éudiants et des passants
anonymes. Ces objets mettaient vraiment le monde de 'ant en question ; en effet elle posait
clmrement que leur sens dépendait de leur usage et leur manipulation, position peu conforme
a une économie du marché de Mart centrée sur I'objel. Finalement, quand elle a pu retourner
dans son pays vers la fin de sa vie, clle s’est entiérement dévoude au som d'autrul comme
psychothérapeute.

2- (Devenir fermaer)

Au début de 1968, cet artiste s"est intéressé & 'écologie et son impact sur la vie de chacun.
L oeuvre exposée réunissait une documentation sous forme de photographies et de textes 4
partir desquels le visiteur pouvait percevoir la démarche de I"artiste et sa relation 4 la nature.
Des projets initiaux concernaient la culture de produits alimentaires et |'observation des
comportements des animaux de sa ferme. [l consacra aussi son temps 4 I"émde d'une
exploitation agricole en culture bio-dynamique, a Uapiculture et i I"élevage de chévres
destinées aux concours ammaliers. Aprés avoir longtemps peiné 4 faire comprendre son
euvre dans Uespace d exposition, 1 a abandonné la photographie en 1973 pour se concentrer
sur |"écriture d'un journal intime. A la fin des années 70, 'artiste a consacré de plus en plus
de temps a élever les vaches de sa ferme et finalement il devint fermier . « Notre vie de
fermiers n'a jamais €i¢ programmeée, elle s'est progressivement imposeée »,
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3- (Devenir activisie)

Pour ces deux artistes, tout état art. Leur activité artistique consista done & critiquer le soutien
des institutions et des politiciens & la guerre du Viét-Nam. Ainsi, ils tentérent de sauver la vie
d"un poéte révolutionnaire accusé d'avoir assassiné un homme & Trinidad. Quand le poéte fut
reconnu coupable et condamné a mort , les deux artistes axérent leur activité artistique sur sa
défense. lls rassemblérent des artistes et éerivains autour d'une pétition pour obtenir la grice
du poédte révolutionnaire par la Reine d"Angleterre. En vain car I"homme fut exécuté le 16
mars 1975, Quand, des années plus tard, je lui ai demandé son sentiment sur cet événement,
1"un des artistes a noté que, méme si tout est ou peut étre considéné comme art, leur projet
cessa d'étre artistique & ce moment-1i , pour devenir cette tentative de sauver une vie.

4- {Devenir politicien)

Parallélement 4 sa collaboration en 1969 avec un groupe d’artistes new-yorkais underground,
I'artiste s intéressait 4 la dynamique des groupes et aux processus socio-politiques,

Ses premiéres ocuvres qu'il nommait « piéces d'influence » suggéraient discrétement une wiée
A une personne qui réalisait une piéce sans étre conscient d’avoir ¢ influencé. L aspect
manipulateur de ce travail le conduit 4 s’engager en politique « ot I'influence et le concept
sont compatibles ». En 19735, il fut élu maire d'un village et eut alors I'occasion de mettre en
application son intérét pour les formes et les structures esthétiques au sein d'un contexte
véritablement politique. 11 lui est apparu que le village ne saurait survivre fiscalement sur la
base des taxes alors en vigueur ; il proposa donc sa dissolution et son rattachement i la wille
voising, A la fin de son mandat de deux ans, la ville avait accepté 'idée et le village cessa
done d exister.

5- (Devenir travailleur social)

Cette artiste était une de mes amies. Elle se battait avec beaucoup de sincénté contre
I"institutionnalisation de sa pratique. Elle avait commencé en exposant des détmitus dans une
galerie, en faisant attention que les propriétaires de celle-ci n"essaient pas de les ordonner
{¢” était de toute fagon impossible! ). Elle faisait des choses incroyables pour aider ses anis
artistes (méme si cela aussi érait parfois impossible '), Quand elle a arrété de fure de 'an
avec des objets, ¢ était pour s"intéresser de plus prés aux personnes qui travaillent dans les
licux d’expositions. En 1991, elle 5 est méme installée dans un musée ot elle a vécu quelque
temps. Ce geste d"absorption institutionnelle a provoqué un effet boomerang, et elle a dingé
son énergie vers aide apportée 4 un sans abri qui vivait devant le musée. Aprés ce projet, ¢lle
5'est occupde d'enfants en danger, elle est maintenant assistante sociale.
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6= {(Devenir professeur de yoga)

Cette autre amie a travaillé comme artiste et critique pendant les années 80 ¢t 90. Pour elle
une pratique artistique devait impliquer de média nombreux et différents, dont la
performance. Certaines de ses oeuvres élaient des installations subtiles et discrétes que I'on
pouvait aisément ne pas remarquer. Puis, en collaboration avee son compagnon artiste lui
aussi, elle a créé des objets pour |'interaction et la connexion avee les autres. Par exemple,
dans un musée ils ont construit un outil de communication 4 partir de tubes de carton
recuperes dans la rue. Les tubes étaient connectés I'un 4 |'autre au travers du musée, ce qui
permettait 4 deux personnes de communiquer sans se voir. Aprés I"exposition, les tubes sont
retournés dans la rue. Le projet suivant était une série de mobilier pour la pratique du sexe
tantrigue. Elle avait commenceé 4 étudier séricusement le yoga durant quatre années 3 New
York, puis encore en Inde. Finalement, elle a quitté le monde de I'art ; ellc est partie ouvTir un
centre de yoga.

T = (Devenir médecin)

Cest vraiment de la temporalité des projets que naissent les questionnements. Elle s*était tout
d'abord intéressée  la fonctionnalité de certains procédés, de la céramique a IMimpression,
puis elle a initié une association non-lucrative comme projet artistique. A partir de 13, clle a
organise des groupes de discussion, des forums ol les gens pouvaient partager expériences cf
préoccupations, le demier groupe parlait de samé, Dans ces forums elle s intéressait
particuliérement & I"amateurisme et la fagon dont les gens trouvent des solutions personnelles
pour former ¢t donner un sens i leur vie. Mais alors qu'elle recherchait un impact durable sur
les participants, elle a réalisé que la briéveté de son propre engagement ainsi que sa position
d'auteur amoindrissait sa capacité de comribution & la communauté, En repensant 4 ces
projets passés, elle me dit : « quelque chose qui existe de fagon durable ne peut exister dans le
milieu de I"art, mais peut &re approché de fagon artistique ». Finalement, en 2008, elle a
commencé comme stagiaire dans une clinique de soins personnalisés, Maintenant elle est
employée dans un programme de prévention médicale.
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NOTE SUR LA PIECE MONTEE

Au débul de la seconde moitié du 17éme siécle, des chef cuisiniers ont
commencé a créer des sculptures culinaires pour |a présentation el leur
consommation pendant des fétes et célébrations. Réalisées an matériaux
comeslibles, ces instaliations fantastiques représentaient des figures
allegoriques, des architectures classiques ainsi que des scénas imaginaires.
Elles étaient aussi I'apogée de la créativité gastronomigque d'un chef et par
conséquent trés bien documentées dans les livres de recatte de catte époque.

Bien que les premidres illustrations dlaborédes de ces plats commencent avec
Wright {Castlemaing’s Embassy, 1688), Menon (La science du maitre d"hétel,
1750), el Gilliers (Le cannamelisle frangais, 1751), ce n'est qu'au 19éme sigcle
que les plats alteignent leur apogée. Dans les oeuvres d'Antonin Caréme
(1783-1833) et Urban Frangois Dubois (1818-1801), las recettes atteignant un

niveau fantastique jamais atteint auparavant. Parfois construites sur amalures,

realisées en plals salés ou sucrés, ces pieces montées représentaient
différentes periodes artistiques depuis le classicismae jusqu'au romantisme. En
fait, on pourrait argumenter que cas sculplures ephemeres étaient une forme
d'écriture de I'histoire developpée par des chefs &t supposée &ire consomméaa
par des parlicipants (ceux qui dinent).

Les livres qui représentent ces receftes fantastiques contiennent souvent trais
types d'informations : un paragraphe historique qui contexiualise le plat, une
gravure ou bois gravé le représente, el la recette ellg-méme,

Comme le nole Antonin Caréme dans son livre « Le Patissier

pittoresque » (1813) : "Les beaux-arts sont au nombre da cing, & savair: la
peinturg, la sculplure, la poésie, la musique, I'architecture, laquelle a pour
branche principale la patisserie.”
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La plastique culinaire
par
Félix Fénéon [(1861-1944)

JADIS

Au XVlle siécla, les "pyramides de dessen” furent a la mode - sur des grading omés
de jasming, d'antmones et de j[gointhes s'¥ageait una vaisselle précisuse pleine
d'oranges du Portugal &l de fruits frangais, de liqueurs, de gelées, de compotes, Das
oiseaux chanteurs, des orguaes hydrauliques, des jets d'eau da fleur d'orangs
agrementabant cot dat af, en visite a 'Hotal de Ville, 1e nol, comme an témoeignent las
regisings municipaws, s'exiasia sur un rocher de conlisere qul "pissait tor haut et an
plusieurs endroils®.

Le sidcle suivan vit la vogue des surtouls en porcelaine el en lalence. Un mingir en
cocupait la miligu, of sur ce plateau, qu'on enduisan de blane d'oeul, le sucra
porphyrisé, la mie pére, la chapelure, le sable de marbre sanpentaient an fesions
diaprés. Aulre systame: on installait sur la table un gileau de glaise, plat ou
configuré en corbeille, en vasa, en motil d'architecture, el on y implantait des pieds
d'alouatte, des bleusts, des marguerites, fleurs robusias gque maintenait plusisurs
fours vivantes la fraicheur de la glaise arrosée. De Lorme, fleuriste du noi,
succasseur de Desforges (le pere de I'acteur el dramaturge), accrut le confor de
cas faurs en anfongant leur bge dans Neaw de tubas dissimules, Les Hawres an
parchamin, papiar, Nl de fer of cocons, avalent auss leurs amatours,

Le Sulsse parislanisé Soleure excella aux paysages arbarescants: il leur conférall
un aspect hivarnal en les givrant da varra pild. Au moindre courant d'air, ce verre
saupoudrall les assiettes. Cazade lul substitua ure matiére awssi scintillante et
point nocive, el comme alle avail la propnété de se dissoudre & la chaleur du
banguel, les convives ébahis voyaienl le prinlemps renaiire. Cuani aux fgurines qui
animaient le décor, le chramisla los avail lournies,

Ainsi, tous ces queux se manifesiaien armemanistes, jardiniers e, si l'on veut,
paintras.

Cependent Travers, officier de bouche du prince de Condé, s'avisail de peupler sas
parcs de table avec des staluettes qul modelalt lui-méme en pite de sucre at
amidon coloré. Pour modeler les siannes, Nod, au duc d'Oréans, remplaga le sucre
par du tale qua la gomme adragante fiait a lamidon. Datons de ces deux hommes
de bouche la naissance dé la sculpture axprassémant culinaira.

La Reévolution, au moing an 5a péarinde jacahine, négligea |a salls & manger. Les
recustls de recettes qui parurent en %an [l &t an l'an IV sont d'un caractére spartiate.
Leurs titres, La cuisiniédre répubiicaing, Le pelll cuisinter Feonome, Conirasient avec
les ires de 1els recuells antérieurs, Les dons de Comyus, par Marin, culsinier de
KMme die Gessner, Le cannamiishe frangois, par Gilbers, chel dollice o distillateur
du roi de Pologre, duc de Lorraing, (Puisque nous Glons de vieus livres, cilons
aussi les plus récents: Gourmandinet, de Mme René Champly, mére du romancier
de Mécrapalis, & les deux savants in-octavo de Berdrand Gueégan, La flewr de /g
cuising francaise, qui wient d'obtenir de MAcadémie le prix Furtado. Quodqu'il n'ait
pas eu &y traiter le sujat qui nous occupe isi, M. Bartrand Guegan le connaissail ford
bien. I s5'ast prélé a nos guestions, el méme il a interviews d'illustres cuisiniers, ses
amis, dont il nous a transmis toul frais les dires technigues.)

Au déclin du civisme, e faste reparut. Lebeau réalisa en sucre Tié, Discuil, pastilage
ol nougal, un passage du pont d'Wreole plus décisil que lopération militaing initiale;
el les arillours de la grande arméa, Marmond, Sorgis, Lauriston, eurent en Dutloy
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un émule: aux sours de gala, sur ses frddes adifices, un incendie pluricolore et
parfumé soudain courall avec mille dincelles a la neige des épaules.

Antonin Caréme (il $ait destiné aux fourneaux de TaBeyrand, du tsar, de |'emperaur
d'Autriche el du roi d'Angleterre] avail ouvert sa carriére éblouissante par das
pieces montées qui avaient fail lorés sur la table du Premisr consul. Ses ouvrages
de culsing proprement dite ne sont pas notre allaire. Mais voici son Fatissier
pittaresque (Didot. 1815): il comporie cent vingt-cing planches — modiles de
pavillons, rotondes, lamples, ruines, tours, belvedéres, forts, cascades, fontaines,
cassines, uttes, mouling ot ermitages - précédées d'un traité des cing ordres selon
Vignole. Sur quai, Caréme comprit que son génie se Iraduirail mieux encare en
pierre de taile. Décorateur da 1ables, il seraitl décorateéur de villes. Dans un délve
gacré, || ¢abll des osquisses: Mie Ribaut les dessina: Narmand fild et Hbou les
gravérent 4 l'eaur-forte; ol de 1821 & 1826, en six livraisons, il publia ses Projels —
ja cite |2 litre do mémairo -, 585 projets d'architeciure destinés aux embellissemanis
da Paris et do Saint-Péersbourg. L'emperaur Alexandre en avait acceplé la
dedicaca,

Lourd da laurier, ca constructaur mourut en 1833, Au cours de notre dude, nous
re@nconirarons sas descandants sprifuals.

LA SCULPTURE DES CUISINIERS

Il sied de distinguer la sculpture des culsiniers 1 la sculpture des pitissiers (ceux-ci
plutat des archilecies).

On giméressera aux charcutiers une auire lais,

La tiche essenbialle du sculpteur-cuisinier réside en I'exécution de socles expressits
sur lesquels insfaller le platl d’argent qui supporte les piéces froldes. Selon la nature
de ces pieces , le theme du socle varia. Un cuissol de chevrouil mativer, pour un
cuisinier terre a terre, quelque site forestier parcouru de chasseurs, de chiens of de
bétes fauves. On peut spéculer sur un rappert mains direct: el, par exemple, un
chaud-froid de turbat aurait pour assise Fhistoire du roi Candaule, Enfin, Ie cuisinier
idéologue procédara par allusion @l soumatira aux convives une énigme plastigue,
au risque de laur fatiguer 'esprit ¢ 'astomac,

Et la piéce que hausse le socle aura droil & une parure supréme faite de hitelets
histoiriés fichés dans sa masse comme les Nichas dans les chairs de Saint Sébastian
2u camma des dpingles dans un chapeau.

En Russie. les cuisiniars s'évertuaiant a travailler la glace vive: la caviar ast meilleur
dans un bloc taillé en forme de cygne ou d'ours. Le chel Edouard MNignon se
rappelle s"atre gelc les doigls & sculpter deux Hercules arc-boulés sous une vasque
de glace, aguarium de polssons chinois. Dans licaberg inféreur s'enclavait un
immense bassin de cristal ol déferlait le champagne. Une louche y plongeait qui
manoeuvraient a tour de réle ks buveurs pour maintenir toujours pleine leur coupa
dix lois 1arie. Des ampoules, tapies cormme des crabes aux anlractuosités, eriblalent
de feus électriques ce colossal diamat fondant. Or, ceci 5@ passait 4 Moscou, chaz
Ivan Abramoviich Morosofl que nos lecteurs connalssent, sinon comme amphitryon,
du moins commea codectionnour: ¢'est lui qui possedait la galerie (Bonnard,
Ceézanne, Cross, Degas, Denis, Derain, Van Gogh, Malllel, Henri Matisse, Marguet,
Maonel, Picasso, Pissarrg, Rengir, Roussel, Signac, Viaminck, Yuillard, etc.)
nationalisée sous le nom de Musée occidental no 2 par Ia République des soviets,
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TECHNMIQUE DE LA SCULFTURE DES CUISINIERS

L'exécution d'un socle esi codteuse. Elle demande parfols un mois de labeur,
qu'auront précédé das semaines de maditation, Depuis 1914, rares sont las hales
gui peuvent offrir a leurs invités 1ant de luxe. Aussl les grands cuisiniers-sculplaurs
ont-ils (aprés foriune tail], rendu lewr lablier @l laur ébavchair,

Viclor Morin s'est reliré en Bourgogne, ol Phildas Gilbert a Couilly, par Pont-aux-
Dames; e bon Brelon Le Sénéchal, qui officiait chez le duc de la Rochefoucauld et
dont les maximes culinaires sonl, elles aussi, immaorielles, 5'est relire a Ponfivy,
Edouard Nigman, qua las plus nolaires fourcheties applaudirent B Paris [Larue), &
Londras (Claridge), a Vienna (Trianon), a Berdin, en Russie, en italie, se spigne {on
lwi fit, I'an dernier, I'ablation d'un rein} et, auteur déa de I'Heplamenon des gowrmels,
songe A <orife 868 mémoires. Auguste Escoffier, par qui ful nourrie la cour
d'Angleterre, voyage sans bul professionnel. Sur plusieurs, NoUS SOMMEs MOINSs
renseignés, Que fal Francois Marmes, qui naguére avee 2es fleurs de cire humiliait
les naturafles? El col autre, duquel jo ne sais plus ke nom, auteur d'une stalue
d*Antonin Carérme, destinée aux Halles cantrales ef gue ke Consial municipal
rafusa, & punissant a juste tifre d'avoir abandonné, comme moyen d'exprassion, la
graissa?

Car o'est &n gralsse (sur urR armaturs de bols & de carion) qua los sacles se
consiruizent, Mélez dans le chaudron installé sur bon feu wn tiers de graisse da
ragnons de mouton, un fiers de cing vigrge, un Bers de parafline (celle-ci blanchii la
graisge af lui dte toule cdaur). Cu encora, et la mixture aura une dasticité louable,
faites fandra un ko de panne da poarc el la mélez ensuite a ces quaire subsiances
qui auront chauffé ensemble: cire vierge, une livre; sperme de baleine, 250 gr;
gléaning, 250 gr.; paralfing, 250 gr,

El 3 vous voulez donner de I'éclat au socle que vous venez de modaler dans catte
pale ou de tailler dans un bloc de riz ou de semoule, voici |la recette d'une
brillantine. Vous dissolvez dans un verre d'eau 125 gr. De gomme arabique ou de
gdatine. Yous en badigeonnez un morceau de la dermiére vitre cassée par la
marmiton. Aprés avout séché la couche & 'éduve douce, vous la gratiez. Des
pellicules s'an détachen! que vous lamisez ol pouvoz Teindn.

Est-on trop prassé pour entreprondre ung sculpture profonde, consent-on un effet
superficiel, lamidon, la gomme adragante of la pareffing, malaxées des paumes ot
du roubgau, vous munissont d'uneg pite analogue d'aspedct B celle des pastilles de
Vichy o1 aussi ductile que calle du pam azyme, Yous la moulez an rosaces.
macarons, parles, ete., ou la roulez en boudins qui seront des nervures, ou la
maodelaz en parsannages. Apres quoi, vous rangaz et lixez ces maotifs gur un fulla,
Vous disposez ainsi d'une bande malléable qui, appliguée sur un mandrin
cylndrique ouw tronconique,. vous aura vite foumi un ocle,

Dans ¢ langage des cuisiniers, l'opdration ici décrite es1 le "pastillage”; la bande,
produil de cetle opération, ast dite aussi "pasiillage”. Chez les palissiers, qui dans
un insfant vont cantactionner das objets avec une pite a base de sucre, nous
refrouverons ce mime mol.

Aux socles convient une ornementation de fleurs, Elles e font pélale & pélale.
Copistes stricls, ces messieurs prennent ¢n platng la mince ot courbe emprainte
d'um pétale, ou creusant sa forme dans du Bols ou dans un lubarcule; ils coulent de
la cirg dang l'une gu l'autre de ces malnices, puis groupont on coradle les dprauves.
Les roses el les caméias d'Auguste Escolfier ont seni son ronom, qui a des causes
plug Kgitimes, Ou bien, sans fani d'embarras, enlre le pouce et Nndex, on aplatit en
pétale des boulettes de cire, La cire a 8¢ colorée d'avance; sinon, on la teint aprés
coup, 8 la détrempe, & l'aquarelie. Une louche de vemis & tableaux avivera son
lustrg,
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L'ARCHITECTURE DES PATISSIERS

O woit aux vitrings des pléces montées sommairemont faites de pain de Savoie et
de nougat. Il ne faut pas juger sur ces spécimens Iarchitocture das pitissiers, ni sur
ce giteau de noce qui ful seri au palais do Buckingham, en lévrer 1922 Haut da
deux mélres presque, i pesail, & vingl kiles prds, reis quintaux. Mais quoi. le
Gambeita de la cour du Carrousel ou la lion de la place Denferi pésent encora
davantage. Plutdf, on cé&orerait la compagnie du Midland-Raifway qui sans
accident fransporta ce monstre d'Edimbourg, ol il naquit & Londres od la princesse
Mary g1 le vicomie Lascelles le mangérani.

Laissons cela, et observons comment procéde un piissier consclent die son rdle

I éablit un plan darchilecte, grandeur nalure, pour Mensemble de Pédilice projetd
puis be plan minutigux de chacune da ses pictes conslilulives, ou "panneaux”. Sur
la fawille oo il viani de dessiner, il applique una lame da verre gui lui maintiandra
sous les yeux les épures el servira de support a la fabrication des panneaux, Ceux-
i gurgnt la minceur dun caron el le format, au plus, d'un paquet de clgarelies plal,
Leur subsiance sera |a pite rovale, melange die sucre 8l de blanc d'oeul. D'un
comel & bec Srpil, artiste, avec dreonspection, lail couler o mucilage sur be varre
= Lir pU cOmms une Javanaise verse la cire profectrice sur 'élafe dont alle waut
faire un batik. La pile royabe suit, a la fagon d'un pinceauw, les droites at las
micandres du dassin visibla a fravers le varre, 8t sa fige, durcit. Une secoussa
imprima a la lame fransparente décolle de sa lisse surface l& pannaaw qui y
adh<rait & peine. Ce panneau, maintenant disponible, anferme dans son cadre
ractangulaire fais at tals déments des faces ou de [a 10dure - soit pheins, soil &
clairg-vaia commea la lacis quappliquant sur un mur nu les treillageurs-rustigueurs
(minsi s& désignant eux-mames, bizarrement, cerfains industriels du freillage
rustique). Cuand le pasiifage ast termine, que lous les panneaux sont préls, notre
homme se reporte au plan général el, selon ce plan, les agence el les échalauda.
Avec la méme pite rovale, il lea rejointole. L'edifice ast 1&, légar, comme un filigrane,
instable, en apparence, comme un chileau de cartes, mais equilibré et rigide,

L'AVENIR

Las sculptdurs of architaclas i Iogue blancha ont vu pASSEF Mainte dnaute d'ar
sans an &lra troudlés of leur ideal reste académique. La collaboralion de ces
axdcutants adrails avas les sculplaurs el archilecles propramant dits, que nous
SUPROSETONS MOInSg raulinigars, sarait sans doute haurausa. Quand coux-oe auranl
doté chaque village d'une statue commdmorant [a guarra &l fini de raccommoder les
prowinces envahies, le chomage affligera leurs corporations. Pourguol ne
s'accointeraient-ils pas avec les gens de cuisine, & qui ils fourmniraient des déees g1
des magueites? Ca que nous reprechons aux ceuvres d'art, c'est leur durée
impertinenta. En graisse de mouton ocu en pastillage, et parédes ainsi du charme des
choses périssables, elles nous trouveralent encling a les aimer, méme imparaites,
Mais est-il sdr qu'ellas disparaissant? Dda de pieux collectionneurs recueillant les
specimens anciens de la plastigue culinaire. |l ¥ aura dans les musées la section
des pigéces de pitisserie, ville en miniature protegés par des globes de pendule lulés
& lewr picdouche.

Bullelim de |a vie arlistiqus,

julliat-aont 1922,

(i BT Scimesthing ése



Biographie de Falix Fénéon

Connu pour ses qualités de critique d'art, Félix Fénéon ful un dénicheur de talents en son temps. En
maliéra de lalents littéraires, il fail connailre Arthur Rimbaud et ses lluminations’ (1886) alors gu'il Bt
rédacteur pour [a revue 'La Vogue'. Egalement rédacleur de la revue 'Blanche’, il publie Verlaine,
Mallarmd ol Huysmans. Esthéte, il est farvent défenseur de I'mpressionnisme et du néo-
imprassionnisme. La aussi, i fait la promotion de jeunes arlistes tels que Seurat, Piszaro et Bonnaire,
Seas opinions politiques n'en restant pas moins célébres. Partisan des idées anarchistas, il fonde La
Revue Indépendanta’ (1884} el collabore également aux revues 'L’ En-Dehors’, 'La Renaissance’ et la
‘Revus Anarchisle'. Cependant, ses opinions lul vaudront quelques déconvenues. Accuss lors du
Procés de Trenle, dont be but &ail de meltre lin aux agissements de la mouvance anarchiste, |l sera
finalement acquitté. Ouire, son importance en lant que crilique d'art, Fénéon es! considérd comme 'un
deg péres de la bréve, Un prix, suile & un legs de I'avteur & la Sorbonne, porte aujourdhui son norm @l
parrmel de kaissar leur chance a des auleurs jugés prometiaurs,
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Selected Biography

Ben Kinmont
Bomn Burlington, Vermont, USA, 7 October 1963,
woww _benkinmoni.oom

Recent projects

En cours: Sometimes a nicer sculpture is to be able o provide a living for vour family, an

antiquarian bookselling business specializing in books and manuscripts about
domestic economy and food, begun 1999, Bookseller catalogues issued,
www.kinmont.com, and a publication entitled “Sometimes”

Antinomian Press, an on-going publication project concerning project art,
begun 1996.

2005 Project Series: Christepher [YArcangelo, A public publishing project in front of
the Louvre and then distnbuted indside the Lowvre, with students from the
Ecole nationale des beaux arts, Bourges, Vincent Romagny of CNEAL and the
team from Air de Paris
An Exhibition in Your Mouth, Montpellier
2004 This isn't it, Musee d'Ant Contemporain Lyon, ICA London, Muzeum Sziuki
Lodz
2003 Shhhh, Chatou
This 15 not art, with Jacob Fabricus, Brooklyn
2002 Mowveable type no documenta, Kassel
An Exhibition in Your Mouth, Montpellicr
2000 Sometimes, Restaurant le Petit Diable, Toulouse.
The third sculpture; or. an exhibition concerning spaces in between,
Documents sur I'art, Dijon: Le Consortium, no. 12, 2000, pp. 34-57.
Exhibitions
2009 The columns held us up, collaboration with Platform Garanti Contemporary Art
Center, Istanbul, curated by Vasif Kortun and November Paynter, Artist Space, NY
2005 Ajgr de Pang, Panis
2004 Random Gallery, Paris
Expat Art Centre, ICA London, Musee d'ant contemporain Lyon, Muzeum Szuki
Lodz, curated by Mathieu Copeland
2003 CNEAIL Chatou

25th International Biennial of Graphic Arts, Ljubljana, curated by Christophe Cherix
Extra Art: A survey of artists’ ephemera, 1960-1999, 1CA London, curated by Steven
Leiber



What's the use, Jean Paul Slusser Gallery, University of Michigan, curated by Heather
Micols
20002 Subtiles elegances, La Galerie, Noisy le Scc
Touch: Relational Art from the 19905 to Now, San Francisco Art Institute, curated by
Micolas Bourriaud
La vie devant soi/Life ahead of you, Frac Languedoc-Roussillon, Montpellier &
Centre d’art contemporain, Albi, curated by Ami Barak, Paul Ardenne, & Jackie Ruth
Meyer
Documenta 11, Kassel, Germany
Ideal Avalance, curated by Michelle Grabner & Brad Killam, The Pond, Chicago
2000 L'Oeuvre Collective’ Collective Art Work, curated by Pascal Pique, les Abattoirs, Art
Contemporain, Toulouse
Contact, curated by Nicolas Boummiaud, Fri Ari, Centre d" Art Contemporain, Fribourg
Worthless (Invaluable), curated by Carols Basualdo, Modema galerija
LjubljanaMuscum of Modem Art, Ljubljana, Slovenia
1999  Crash, Institute of Contemporary Art, London
1998  Insertions, curated by Carlos Basualdo, various museums, Stockholm
1997  ada’web: map the gap, Storefront for Art and Architecture, NY
do it, curated by Hans-Ulrich Obrist, various museums
1996 Selections from the Mab Library, Ac Project Room, NY
[n the tlow: alternative authoring strategies, Franklin Furnace, NY
Joint Venture, curated by Nicolas Bournaud, Basilico Fine Arts, NY
After the Fact, curated by James Rondeau, Wadsworth Atheneum, Hartford
We both belong: archive and distribution, Printed Matter, NY
1994 Arc you experienced?, Andrea Rosen, NY
Presque Rein, Galerie Jennifer Flay, Paris
Zwischen Menschen, curated by Katherina Keller, Munich
1993 Sandra Gering Gallery, NY
1992  Galerie Ricke, Cologne
1991 The Projected Audience, Four Walls, Brooklyn
Casual Ceremony, White Columns, NY
199} Program B, Galene Ricke, Cologne
Artworks/Artworkers, Ac Project Room, NY
1989 Tom Cugliani Gallery, NY
1988 Jarg Geismar, Ben Kinomont, Thom Mermck, Tom Cugliam Gallery, NY
True Democracy, White Columns, NY

La biographic compléte de Ben Kinmont ainsi que sa revue de presse (livres, catalogues,
articles, interviews et revuees) et ses éditions auprés de la Maison Antinomian Press peuvent

||||||
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New Text Document
REPORT: REDISCOVERIES & DE-MARGINALISATIONS
Chris Sharp delves into the practices of artists whose reputations have been lost
and now found . : : .
A typical rite of passage for the student of american literature is the life and
wurE of 1D salinger, whose withdrawal from society and refusal to continue
guhlishing often exercises an irresistible fascination. Such a fledgling might
imagine that in his self-imposed exile the curmudgeonly Salinger has somehow
discovered the secret of 1ife. This fancy is often succeeded by visions of tracking
him down and, by dint of some miracle of charm, wresting the secret from him. It
would seem that this process, or rather the fascinmation that engenderﬁ it, is a kind
of formula: artistic success + withdrawal = one_and/or all of the following -
superhuman wisdom, artistic nirvana and unassailable authenticity.

Judging by a_recent spate of rediscoveries and attempts to de-marginalise

sel vmarguna115ed artists, the world of contemporary art is currently in the thrall
of a kindred complex, seen in the growing interest in a constellation of retirees
including Lee Lozano, Charlotte Posenenske, Tehching Hsieh, Laurie Parsons, and
marginal figures Tike Ray Johnson, Emilig Prini and Isidoro valcarcel Medina. It is
possible to mark a starting peint for this current trend in 2004 with the exhumation
of the Tife and work of Lee Lozano. while an awareness of the natorious dropout was
rekindled by her death in 1999, it was not until 2004 that two retrospectives - one
at P51 in Mew York curated by Alama Heiss and Bob Nickas, the other at Kunsthalle
Basel curated by Adam Szymczyk - that Lozano was officially rescued from obscurity.
Lozano is probably best remembered for her refusal to speak to women and her
‘Dropout Piece’, 1970, in which she stuEpEd frequenting art world events altogether
and Finally moved to Texas with her husband, effectively ending her brief, but
successful, ten-year career. Yet she continued to make rigorously abstract and
eccentric figurative paintings and drawtngs, and the inclusion of her erotically
charged paintings of tools in Documenta 1.2, ﬂ1ﬂﬂ?51df another significant
rediscovered retiree Charlotte Posenenske, conso

mainstream awareness.

idated her restoration to

The German sculptor Posenenske, on the other hand, was an art world retiree of a
completely different and more idealistic order. A successful artist active in the
1960s, Posenenske's most renowned works are her '‘Vierkantrohre’, 1967, (square
tubes), industrially-made tin and cardboard modular sculptures resembling
ventilation shafts. The sculptures were unsigned and reproducible, their
configurations being left to the discretion of the buyer, the gallery or the public.
Thus, they sought to initiate a democratic and engaged viewing experience.

However, in 1968, ultimately disappointed by art's inability to effect any real
political change, the artist abandoned art and became a sociologist, specialising in
employment and industrial working processes. Refusing to show right to her death in
1955, her work was rediscovered after retrospectives in 2005 at Galerie +im
Taxispalais, Innsbruck and Museum fir Gegenwartskunst, Siegen. A small 5urv2{
exhibition took place in 2007 in London at wolfgang Tillman's studio-cum-gallery
Between Bridges, after which Posenenske’s name was given even broader recognition
wheen Fﬁa[ureg inm Documenta 12, 2007. Curiously, her withdrawal from art, and the
social and political motives that fuelled it, recalls Lyﬁﬁa Clark's gradual refusal
to exhibit giving way to an exclusive dedication to psychoanalysis. Their
abandonment_of art in favour of direct social gnﬂagement has the effect of
retroactively investing their work with an an_indestructable integrity while
tgstifying to a faith, albeit ultimately disillusioned, in the transformative power
of art.

The 5tur¥ of american artist Laurie Parsons s similar. after a short, and
relatively successful career in New vork in the late 1980s and early 90s, she
abandoned art altogether in 1994 to become a social worker. Parsons' recent
rediscovery owes much to Bob Nickas and his artforum article, ril 2003, as well as
his refl ections on the artist in the symposium Forms of Refusal, held at the van
sbbemuseum in 2006. A work by Parsons, made of the detritus of wood and trash
collected around New vork, was recently shown in The Third mind (an exhibition that
incidentally teemed with splendid marginalia, from the Tikes of Jee Brainard, Jay
Page 1



Mew Text Document
DeFeo and Nancy Grossman, to Cady Noland, who would be a candidate for this article
were she ever truly eclipsed by her mysterious absence), curated by ugo Rondinone at
the Palais de Tokyo in 2007. Her empty exhibition at the Lorence-monk gallery in
1990, was ‘featured’ in Voids at the Pompidou in Paris and travels to Pompidou- Metz
and Kunsthalle Bern in Switzerland. As early in her career as 1989, Parsans
requested dealers not to offer any of her works for sale. Indeed, if there is one
thin? all the artists in this article have in common, beyond their retiring
proclivities, it is a categorically non-commercial relationship to making art.

what, after all, could be sold from Taiwanese, New York-based artist Tehchin%
Hsieh's ‘One vear performances’', 1978-867 Arriving in New york in the early 1970s,
the artist embarked on this series in 1975; he lived in a cage for a year, lived on
the streets of Manhattan without ever setting foot inside a Eu11ding for a year,
punched a time ¢lock hourly on the hour every day for a year. After a final ‘One
vear Performance’' that consisted in not making ar having anything to do with art,
Hsieh began his 1 nal piece 'Thirteen vear plan', 1986-99, at the end of which he
issued a gnomic, On Kawara-esque statement, "I kept myself alive - I passed December
31, 1999'. since then, having by his own Duchampian admission run out of ideas - he
ne longer considers himself am artist. Two things that have certainly helped renew
interest in his former identity as an artist are a lecture by Andreas Gedin in the
Forms of Refusal symposium in 2006, and an article in Mousse, November 2007, by
Simone Menegoi. Now, with a selo project at MoMa based on the cage piece as part of
the performance series, the inclusion of his time-clock work in The Third Mind:
Aamerican Artists Contemplate asia: 1860-1989 at the New vork Guggenheim, and an MIT
Press monograph in the offi ng, his days as a cult figure among the annals of
performance art are over,

Meanwhile, marginal figures 1ike Ray Johnson (1927-1995), Emilio Prini and Isidaro
valcdrcel Medina, who never actually gave u? making art, are beginning to create a
stir. Known for being the progenitor of mail art and for his ‘Nothings" (anti-
happenings), the eccentric Johnson was a significant figure in the Mew York art
scene of the 1960s, which he left in 1968 for l1ife in a farmhouse, where he
continued te make collages and maintain a rich mail art correspondence with people
all over the world. He was as notoriously reluctant to sell his work as he was to
exhibit it. A cult figure of no mean importance in the Us, lohnson is now coming to
European attention,

Along with a host of marginal and under- estimated figures, Prini and valcircel
Medina both feature in The Death of the audience, curated by Piérre Bal-glanc,
opening on 3 July at Secession, vienna. One of the original arte povera artists, the
reclusive, Rome-based Prini, whose early production was preoccupied with attrition
and erasure (one oft-cited early work consists of having an audio-casserte player
record its own mechanism until it breaks down), has gradually withdrawn over tﬁe
YEArsS, dec]ﬁnin? invitations to exhibit and even going so far as to destroy old
work. He miraculously consented to feature in Bal-Blanc's exhibition on the
condition of unveiling an undated and unnamed contribution at the time of the show.

The Spanish, Madrid-based conceptualist Isidore valcircel Medina, on the other hand,
who does not work with a ?aiiery. has been active on the Spanish scene since the
late 1960s. He is very selective about where and how he elects to show his
anti-commercial, non-object based output (ome recent prngect includes taking eight
days to paint a white wall white with a watercolour brush at Barcelona's Macha). He
has said that: ‘It is more difficult to escape from money than the police.' Perhaps
the artist’s lack of commercial ambition is a contributing factor to his
international obscurity, for while a hugely influential 1iving legend in Spain, he
15 virtually unknown outside his home country.

It would be pretty easy to Salingerise all of these figures by endowing their

absence or reticence with varying degrees of superhuman 5a¥ac1ty or vn?nrnus

resolve. Given the market- addled state of the art world of the recent past, it's

easy to understand the powerful allure of these artists and the integrity that

attends both their work and their withdrawal. But could the effects of romanticising

these artists be deleterious? It seems doubtful - even the crudest aping of such
Page 2
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sublime integrity would only serve to raise the bar.

Chris sharp i5 a writer and curator based in Paris
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Les déjeuners de cru

Entrée + plat

o avec un verre de vin et un café
Plat + dessert

& choisir parmi les suggestions du jour
Les Légumes

Soupe glacée du jour
snlade de copeaux de légumes du marché, pistou ce roguetis
caolade de cing céréales, herbes fraiches

Tamates a l'ancienne, mozarella di Bullaia,
basilic et huile d'olive de Mantfrin

Assietie rouge : variations autour de la tomate
Assiatte verte : variations autour du concombre
Cuit-cru d'asperges vertes

Tempura de légumes croguants







oes

Les Poissons

Cruy
Ceviche de daurade

f Tartare de thon QU couteau, herbeos frafches
|
Tartare de SAumaon a l'avocat, huile ad'amande
| Carpaccio de bar Qu citron vert et Kumbawa
I

Carpaccio de saint-Jacques ayx PoUsses d'épinards

Lanidres de seiches en salade

Ala plancha
Favé de thon, sauce vierge

saumon mi-cult croustillant

Seiche au sésame grillé

U de légumes printariers g la plancha,

entrée plgr
1€ 19¢
13€ 22¢
NE 1Be
BE e
HE e
13€ 22¢
4 E
ZZE
{4 €

*Les plats sont Qccompagnés de frites de legumes taillées Qu coutequy

A




Cru

Les Viandes entrée plak®
=
Carpaccio de beul 4 la Cipriani gE WE
Carpaccio de magret de canarc
ot copeaux de fgie gras we BE
Carpaccio de vead aux citrons confits e 1BE
Cru ou cuit
Tartare de boeut au couteau 1HE
Tartare de veau ou gingembore 7€
Tartare de canard & l'orange fraiche BE
A la plancha
Chte de veau épaisse 4 Iestragon
L= 'J' el moutarde & I'ancienng 7€
Magret de canard lague au miel et aux cing épices WE
19 €

Tagliata de boeul sur lit de raquette

nés de frites de legumes talilées au couteau

anlersala plancha.

* g5 plats sont gooompag
ou da légumes print




Les Desserts

Vacherin aux fruits rouges

Carpaccio d'ananas, tartare de fraises et granité

Tiramisu

Panacotta & I'amande amére

Nems au chocolat et créme capuccing
Peatits pots «souvenirs d'entance»

Café gourmand
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BEN KINMONT

By Pierre-Nicolas Bounakoff and Jean-Marie Gallais
Traduit par Pierre-Nicolas Bounkaoff

Portrait by Pierre-Nicolas BounakofT

"Some artists bring new ideas, porticipents, and localions imto the arl
discourse, These artisis change the maiter of the art world and in so doing
safisfy the arf warld's appetite for the new. But there is no guavanice that the
arf world has wnderstood or even sovoured what &t has consumed. This
phenomenon of absorption, not surprisingly, seems o be hoppening with
increasing rapidite ... f. Alternarively, [..J some art practices can fead an
artist out of the arvt world and into an idea, a group, or place where the valfue
Stenctire of the avt disconrse connal follfove and the art world is mot invited, For
myself. this is an indication that a project has become something else. The
acute difficulty is in trying o wunderstand what it means and whether ar noi to
conmmunicate the content of that experience to others, and if so, io whom, From
the viewpaint of the departing artisi, when locking over one s shoulder back ot
the art world, there is a sensation af closing a deor and accepting thai
departure. From the viewpoint for the person entering info something new,
there is the guestion of how to sustain this praciice and find valwe in one's
worrk. "

Ben Kinmont, The art world i nod faviied, in Fodds, conlogue edited by JRP Ringier. Ecan
Publication, Centre Pompedou, Centre Pompidou-hetz, 20000

You gre preparing a mew profect enfitfed “On becoming something clse” for the new
Jeseival af the Cerntre Pompidon, wie is it alo?

The project “On becoming something else”™ is about issues around recipes and
representation, the history of the piéce montde as an example of that, and the way in which
artists, through the pursuit of their an practice, can end up becoming something else.

Specifically, what is vour starting point?

There are scveral starting points. First, | wrote scven paragraphs about artists who left the
art world. The paragraphs are not about artists who left the art world because they were
sick of it, and then decided to become a banker or a truck driver saying “fuck an™. It's
about artists who, through the pursuit of the subject of their art practice, slowly moved
farther and farther away from the art discourse, and suddenly one day realized “My god,
I'm no longer within the art world, or within the art discourse®.

When this happens, | would say that it is because they've entered into a different value
structure. So, perhaps they started doing interactive work where they were trying to help
people in the gallery, or in the museum, or even on the streel, and as in the case of
somebody like Laurie Parsons, they gradually became a social worker, I'm interested in
when there was a very logical and gradual development into this other activity, and one

i{in haooming somaliing




The draft for veu project opens with this quote and ends with another one by Bridgei
Bernhart explaining that she left the art world because “for something to be lasting it
almost always can't exist in an art world context, but it can be approached artfully.” They
seem oy answer each other. Is it really a project abowt “becoming something else”, or
“moving in and oul of things” (in and ot of ars, in and ont of the object)? You deal a lot
with books thal meve fram texi, which is an idea, imio an object, which peaple buy or
collect, especially ancient books, All this is constantly moving in and oul of this question,
af the abject idea, ari/mon-art..

| would say that’s true. | mean, | think it’s more interesting when there is movement. Cne
of the picees that | wrote is about the way that art history is usually written by those people
who remain. But sometimes, to understand what remains, vou need to understand what has
left, one is reflective on the other. On way 1o look at contemporary art practice is by also
trying to understand reasons why people have had to leave. | would say to some degree
that it"s also conceivable to me that if you are in the value structure of art and then vou
leave it, vou find vourself growing or moving towards another value structure. Then, once
you've settled into that new value structure vou will probably socner or later feel the need
to move again into something else.

This project is also asking the wsual question of what is art and how does one understand
that. | would argue that ant is basically about an experience of the way in which meaning is
created. The reason why the avant-gardes were so successful is because they were
challenging what had come before, presenting something you hadn't seen before, in a
context you hadn't seen it in. Looking at it, experiencing it, you were trying to understand
it, and so you were in a moment and a place were vou could be aware of how you
understand this meaning and the way in which this meaning was created. That approach
towards art necessitates a certain degree of movement, When things become too stable,
regular and expected, you become less aware of the way in which meaning is created.
Oftentimes interesting projects require a certain movement, from one value structure into
another, from one place into another.

Then Art would dwell amd exist inside this movement. It's definitely true abowt
comemporary arl, which tends o absorb evervihing it can. So whai 's the probability that
art will evemnally catch up with the peaple who leave i? I discussed your project with a
friend, and she found 's really imieresting thal for example one of these peaple has
decided fo be a farmer, bur it seemed guite obvious for her, that whar he did was not so
miich excaping art as furning farming into art.

I actually wouldn't agree, because if he had remained within the an discourse, and defined
his activity as an arn practice, | would say vou're right. But if the person has really departed
from participating in the an discourse and using that value structure to explain and give
meaning to0 what he was doing, then it's no longer art. | wrote this short text in the
Pompidou “Voids™ catalogue about ‘the unimvited”. There's this idea that there's a function
in contemporary art practices thal anything can be art and art can go everywhere, bui |
would argue that in fact it's not so all-powerful. It's limited, because in certain places and
situations, the art discourse is actually quite destructive and maf invited. It would turn that
space, and the value structure that it"s interested in, into something clse, other than what it
was. That’s why Laurie Parsons had to become a social worker, and is totally cut off from
the art world: she’s not trving to document her helping people and bringing it to a gallery
or something like that. I think that the ant discourse is always limited. To a certain degree it
has to be, that's the nature of any discourse, of any a value structure. 11°s just a matter of
where it"s moved to recently, what's needed. That's why issues like urgency are quite



interesting: because they help you realize what's the direction you're working towards.
That's an important thing in my life also. There's a lot of different things that [ could do, or
could have done, but some things are more urgent than others, so you kind of prioritize.
Sometimes you'll s¢ a show, and think “It was a great show, but it's not urgent, or
important, right now™. And also: there's a lot of art! 1 mean, good god, there's a lot of
work out there! And very little of it is actually needed. So when I'm doing something. I'm
really trying 10 make sure it's something | really want to do. Like this project “on
becoming something elve™: | had wanted to do something on the history of the picce
montée for years.

How did you come 1o this subject of the pibce montée, how did you find the link?

Well, in 1998, [ started a bookselling business as an ant project called “Somerines a nicer
sculprure is lo be able to provide a living for your family”. The bookstore specializes in
15" to early 19" century books, on the subject of food and wine. | saw the books about the
piéce momée through that.

So you have a double activity, you say that it is an avt profect but you are alse “in and out
afart” vourself with this activity, aren’t you?

Yes, there is a link between this and the project. | don’t want to be so coy or hidden about
it but actually, that's Florence, from Afr obe Paris, who pointed that out to me, The text |
wrate for this picce says: “These paragraphs are examples of such deparivres and they are
written for those of us who have lefi, or are near departure, and to remind us then we are
nat alene.” And ves, the “us” is including mysell. and it is also to remind myself that I'm
not alone, | mean, 1'm a successful bookseller and the book trade does not know it is an art
project. So when you have a value structure, and a crew that's supporting you and you're
friends with, it doesn’t take a hell of a ot o wm around, Kick the door closed, and basta,
vou're out of the art world. But | chose to keep a toe hold in there while running the
bookselling busincss, Sometimes vou want to feel like vour decision to do what you've
done has meaning to other people as well, and it’s nice to do some research and find out
about other artists who have pursued this idea in the past, feeling a bit like it’s your crew of
friends, even if you don’t know them all, it makes you feel like you're part of a bigger
thing.

Does this fulfil some sorr of a need to belong?

Yes, totally. 1t's basically about this movement we were talking about. It's a matter of
locating the premise of your activity and the value structure you need to support it And
sometimes you have to create it, and to do some research, 1o find that discourse, that sliver
of the discourse that’s been there, maybe misundersteod, o help frame it and put it
together. That's what | have always done, when | cerated a show, or done ephemera, |
wanted to create a chance. A chance for myself, | suppose, to feel like | can continee to go
on.

Also, part of that text, and of that project, was for my graduate students. I'm giving them
assignments that are really pushing it to the limit of what is acceptable. and they’re often
thinking “how can | continue after this?" Everybody needs to know that there’s actually
been examples of that before. But the ant world doesn’™t really want to support it they'll
write about the other stuff, about what remains, within a capitalist based system of sale and
resale.
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That 's alse because we live i a svstem which stll believes in this very ronntic idea of the
arttsi. The artist as a loner, the artist as a pauper... And a lot of contemporary ariisis feel
Hhey need to beleve aocording to this framesel,

Yes, absolutely. I grew up in the art world, my father is a conceptual artist, and evervone
we knew were artists, and well, that framework is a lot of bullshit. For family life also: vou
don’t have health insurance, you don't have time or money for vacation. You're idcalistic
for the first ten years and then vou say: “Ah, fuck it all” and you do something ¢lse
because you've ran out ol money or you're lired of not being able o set yoursellup, own a
car or this kind of things. OFf course there's also some advantages to that. For example, the
notion of change we were discussing is very sympathetic and works well with that, but
there's no place for notions like maintenance, social responsibility, working as a group.
working with things that don’t support the rele of the sole author.

To come back to the project, can vou fell me more about the link with the piéce montée?

The piéce montée 15 a way of understanding the chel as a type of histonan, because the
chef is understanding the past, and representing the past through something that's to be
caten. He's telling a story of the past through the object that he's ercating. The notion of an
edible historiography and trving to use that as a format, as a structure to present an idea is
something that really appeals to me. | also thought it was more ethical, more appropriate,
to represent these activitics in something that’s ephemeral and meant to be shared. You
could make bronze sculptures about the activities of these artists who left the art world, but
it would be quite contrary 1o what they meant. Like this. you can make a meal of it, and all
there's left is a little bit of ephemera. Also, the piéce montde hasn't really gone anywhere
since the 19 century. In France nowadays, what you call pitce momide is a pyramid of
profiterolles which is not even a shadow of what it was, Chefs used to spend two months
making a piéce montée, with all of their crew, and the representation of the piéce moniée
had cultural or political meaning,

fn she exhibition space af the Pompidou, you will disiribure the Féndon text. Wher's s
precise role in the project?

There's the paragraphs, then the paragraphs are represented by the chefs, and the Fénéon
text is a sort of a context for my project. It's a context to understand issues of recipes and
representation, and then, in the exhibition space. there will also be a display of all of the
antiquarian cook books that Fénéon used to reference his essay. The display contextualizes
the Fénéon text, and the Fénéon text contextualizes the current project. We're also hoping
to present some documentation at Air de Paris about the artists represented in the
paragraphs during the show,

It is @ guite wrnswal proposal for a museum, there ix only the context instde the exhibition,
and the project ftself s outside.

1t"s difficult w do a food related project when you are working with an institution. That's
why I want to keep this project very small and intimate. 1 don’t think I'd ever do the event
in the museum. It was a little bit of a trick to find out how to somewhat decentralize this
project, so that people go through the institution and then go out of the institution to
appreciate something that is occurring all the time anyway. All the seven chefs I'm dealing
with have been thinking about recipes and representation already. that’s not a new idea to
them. This is a way of using an opportunity 1o point out to all this great things that are
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occurring anyway around us. We can become alert of it within the institution setting, and
then leave the institution to go somewhere ¢lse. But it is a hard thing for the institution 1o
do. They'd really like the dinner to happen within the institution for a few selected people,
and I had to be firm that | won't do thar.

That wonld compradict the whole idea.

¥es. and you don’t need me to do that, there's other people who would do that very well,
but that’s not where my strength is.

Now ['d like to know more abowt your practice in general. and how it relates te concepiual
it

Conceptual art is of course important to me. | grew up hearing about it. my father is a
conceptual artist, like all of his friends. Conceptual art is just like a media now, it's
something you can utilise. But most of these antists were not concerned about responsible
social space, Especially in the United Siates. It was even called “post-miinimal art” for a
long time, and that's a good way to look at it. This is also why South American art, or
Central American art became so important, because when those countries were influenced
by conceptual an, there was still a very charged, very difficult political situation, and
therefore there was a much more dynamic and interesting clement to the work. These
pieces became more interesting as people worked their way through the more formal side
of conceptual art and started looking for social issues, and the political space. | think that
there was a really intense and self contained quality to conceptual ant that was problematic.
An early piece | did was called “You, Carl Andre and me™ 7777, and another one was “Carl
Andre Killed his wife”. It was really about my father. He was not abusive at all, but he was
very much the man, the artist, the patriarch, the guy running the show. Then I ook an
interest in the imitations of the discourse, and how my dad was being bold in his subjects,
but then there were also huge parts which were not covered, like there was a blinder up. A

maintenance. She was working about personal space, and she did some kind of institutional
pieces before moving into these huge projects. almost on a Christo level. And | would
argue that at that time. she couldn’t have stayved within the inter personal space as a woman
making works aboul maintenance and gotien any Kind of aitention. She had to make
monumental size projects in order to be taken seriously. That’s the problem. That's the
Iimatation of the discourse for the conceplual arist’s timeframe. Now o woman could do
that, I think. Every discourse has it"s limitations, of course.

You talk abowt a womean's diffiewliies to make art thet deals with issues [ike maintenance,
bt family is afso something your can move in and out of. We were talking abouf growing
up in a fomily thar's very finked to the art world, and about moving in and out of the art
world, with a certain need to belong, af the same time. It kind of all fits together, doesn't
ir?

Yes, | know there’s a big story there, and | was rather hoping that someone else would talk
about it, but | think that part of my involvement with art deals with a desire to be
understood by my father, of course, and at the same time to be very critical of him and
establish my distance towards him. This has become especially complicated, as my father
is having an opening right now at Alexander and Bonin gallery in New York, and they're
showing works of his from the 60°s and the 70°s as well as some new work that he's made,
&0 there's a lot of strange family issues coming up right now. My dad hadn’t made work in




about twenty years, and he's in his seventies now. My mother took all the photographs that
are in the show, documenting the work produced. He's a very good artist, and did some
great work. Many people inmy family are antists, as well as most of my friends, soit's like
a family business. The most conservative thing 1 could have done was to become a
conceptual artist! Do what my dad did. But it also means that the whole discourse becomes
natural and casy, because that's what [ grew up with, and 1 think that also causes me 1o
focus on different things. Shock valuc is not such a big issue for example. But I'm drifting
into totally different questions here...
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BEN KINMONT
By Pierre-Nicolas Bounakoff and Jean-Marie Gallais
Traduit par Pierre-Nicolas Bounkaofl
Portrait by Pierre-Nicolas Bounakoff

“Game arfists bring new ideas, participanis, and locations info Hhe arl
discourse. These artists change the matter of the arf world and in so doing
santisfy the art world's appefite for the new. But there Is no guaraniee that the
art world has understood or even savoured what s consumed,  Thix
phenomenon af absorption.  nol surprisingly, seems fo  happentig wilth
increasing rapidity [..]. Alternatively, [...] some arl practices can fead an
artist out of the art world and into an idea, a group or place where the value
siructure of the art discourse cammot follow and the avt world is nat invited. For
myself, this is an indication that a project has become someithing else. The
acute difficulty is in rving io understand what it means and whether or not
communicate the content of that experience to others, and if 50, to whaom. From
the viewpoint of the departing arfist, when looking over one s shoulder back af
the art world, there is a sensavion of closing a door and accepting that
departure. From the viewpoint for the person entering inte something new,
there is the guestion of how to sustain this practice and find value in ome’s
work "

Ben Kinmont, The art world & mot imvited, in Voids, catalogue edited by JRP Ringier, Ecan
Pustication, Centre Pompidou, Centre Pompidou-Metz, 2INE

You ure preparing a new project entithedd “on becoming something clse™ for the new
festival af the Centre Pompido, what {5 it abont?

The project “on becoming something else” is about issues around recipes and
representation, the history of the piéce monide as an example of that, and the way in which
artists through pursuing their art practice can end up becoming something else.

Specifically, what is your starfing paint?

There are several starting points, First, | wrote seven paragraphs about artists who left the
art world. The paragraphs are not about artists who left the art world because they were
sick of the art world, and then decided to become a banker or 8 truck driver saving “fuck
the art world™. 1t’s more specifically artists who, through the pursuit of their ar practice,
through the subject of their art practice, pursued their idea, and then, slowly moved farther
and farther away from the art discourse, and suddenly one day realized “My god, I'm not
longer within the art world, or within the ant discourse”™.

Usually, the cause of this is that they’ve entered into a different value structure. So, they
perhaps departed from doing interactive work where they're trying to help people in the
gallery or in the museum, and, as in the case of somebody like Laurie Parsons, they
suddenly become a social worker. But that was like a very logical and gradual
development into this other activity, and one that was really consistent with the subject
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matter of the work to begin with, There are also a couple cases where the antists pursued
specifics projects and left the ant world in a lemporary way, They were working on a
project and suddenly realized that 1o call that activity or project “ant” was
counterproductive to the objectives of what their praject was, whether it was due to issues
of authorship, or issues of representation. ..

The paragraphs describe by short biographies examples of the way from which artists have
left into different things. In a sense that's a kind of “typology of disappearance™,

What will be the form of this project?

When [ do a project, | think how I can do it: as an action in the street, as a publication, as a
curated show, as an exhibition in a gallery... In this particular case, | decided 1o use the
form of a dinner or a meal as g way I preseni these ideas. The paragraphs will be
represented through a recipe and the recipe itself, the oppertunity to eat this recipe in a
restaurant, will be a kind of a moment to remember and take note of the fact that these
people left the ant world. So in a sense this is also a kind of homage to these artists who, |
would say, actually had the courage 10 purste their practice in such a way that they were
able o leave the art world.

You spoke about Laurie Parsons, who are the others?

Laurie was a friend of mine, during the 80°s and 90%s. and another friend of ours was a
woman named Gretchen Faust. Gretchen was doing site-specific installations that were
very subtle, and that work eventually developed into pieces that were abouwt
communication devices in museums. And then, she started a series of picces for people 1o
interact with, like furniture for tantric sex. While miaking this furniture she started 1o study
yoga, she went to India, and eventually she became a yoga instructor and left the art world.
Anather example is this guy named Hans de Vries who worked in the sixties in Haolland. In
an interesting parallel o Joseph Beuys, he was influenced by Steiner’s theories of
biodynamic farming and started raising goats, taking care of caitle and documenting the
natural processes that were happening in his farm, It became a lot of documentation, text
pieces. And then eventually he wasn't happy with how that was being understood and
represented, as being contrary to what was happening on the farm. So he started making
diaries of his experiences, and then eventually just became a full time farmer and lefi the
art world. | have chosen seven examples like that, that span from the late fifiies up to this
vedar,

So vou seni these paragraphs to seven chefs in Paris, and each one produced a recipe
ilfustrating the paragraph that will be on their menu during the festival, but what will be
o display af the museum?

In the exhibition space, you will find a broadside meny which lists the paragraphs and has
the recipes that the chefs have written in response, and also my introductory paragraph.
Then there is also a publication — 1 have a company named Antinomian Press and we'll be
printing an essay by Félix Fénéon, called “La Plastique culinaire™. 1L is a very early essay
for gastronomic history, about the history of the pigce montée. What is really interesting
about that essay to me is that it also makes some arguments for ephemerality in an
practice. This is 1922, and there is this great quote: “What we hold against artworks is
their impertinent longevity, Made of sheep fat or pastillage, and as swch dressed with the
charm af perishable things, we would love them betier, were they imperfect. "



The drafi for you project opens with this guore and ends with another one by Bridget
Bornhart explainime that she left the art world becawse “Tor something (o0 be lasting it
almost always can't exist in an art world context. but it can be approached artfully.” They
seem fo answer each offer. Iv 0 really @ profect afonf “becoming somehing elzse ", or
“movimg in and out of things ™ (in and our of art, in and ow of the ebfecn? You deal o for
with baoks that move from texi, which is an idea, Into an ebject, which people buy or
collect, especially anciemt boaks. ANl this is constamly moving in and out of this question,
af the ohject idea, art/non-ar ..

| would say that's true. | mean, | think it's more interesting when there is movement. One
of the picces that | wrote is about the way that art history is usually written by those people
who remain. But sometimes, to understand what remains, vou need 1o understand what has
left, one is reflective on the other. On way to look at contemporary art practice is by also
trying to understand reasons why people have had to leave, 1 would say to some degree
that it’s also conceivable 1o me that if you are in the value structure of art and then you
leave it, vou find voursell growing or moving towards another value structure. Then, once
you've settled into that new value structure vou will probably sooner or later feel the need
to move again into something else.

This project is also asking the usual question of what is art and how does one understand
that. | would argue that art is basically about an experience of the way in which meaning is
created. The reason why the avant-gardes were so successful is because they were
challenging what had come before, presenting something you hadn’t seen before, in a
context vou hadn’t seen it in. Looking at it, experiencing il, you were tryving 1o understand
it, and 50 you were in 8 moment and a place were you could be aware of how you
understand this meaning and the way in which this meaning was created. That approach
towards ant necessitates a certain degree of movement. When things become o stable,
regular and expected, you become less aware of the way in which meaning is created.
Oftentimes interesting projects require a certain movement, from one value structure into
another, from one place into another.

Then Arvi would dwell and exist inside this movemem. It's definitely true about
comtemporary art, which tends to absorb everything it can. So what s the probabilisy that
art will eventually catch up with the peaple who leave it? [ discussed your project with a
Setend, and she found it's really imeresiing that for example one of these people has
decided to be a farmer, but it seemed quite obvious for her, that what ke did was not so
much excaping art as turning forming into art,

I actually wouldn't agree, because if he had remained within the ant discourse, and deflined
his activity as an art practice. | would say you’re right. But if the person has really depared
from participating in the art discourse and using that value structure to explain and give
meaning to what he was doing. then it's no longer art. | wrote this short text in the
Pampidou “Voids" catalogue about ‘the wninvited ', There's this idea that there's a function
in contemporary art practices that anything can be ant and ant can go everywhere, but |
would argue that in fact it’s not so all-powerful. It's limited, because in cenain places and
situations, the art discourse is actually quite destructive and not jmvited, It would tum that
space, and the value structure that it's interested in, into something else, other than what it
was. That’s why Laurie Parsons had to become a social worker, and is totally cut off from
the art world: she's not trying to document her helping people and bringing it to & gallery
or something like that. I think that the ant discourse is always limited. To a certain degree it
has to be, that's the nature of any discourse, of any a value structure. It's just a matter of
where it's moved to recently, what's needed. That's why issues like urgency are quite
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interesting; because they help you realize what's the direction vou're working towards.,
That's an important thing in my life also. There's a lot of different things that 1 could do, or
could have done, but some things are more urgent than others, so you kind of prioritize.
Sometimes you'll se a show, and think “It was a great show, but it’s nol urgent, or
important, right now™. And also: there's a lot of art! | mean, good god, there's a lot of
work out there! And very little of it is actually needed. So when I'm doing something, I'm
really tryving to make sure it's something | really want to do. Like this project “om
becoming semething efse™: | had wanted to do something on the history of the piéce
montée for years.

How did you come to this subject af the pitce montée, how did vou find the link?

Well, in 1998, 1 started a booksclling business as an art project called “Samerimes a nicer
senlpture Is to be able te provide a living for vour family”. The bookstore specializes in
15™ 1o early 19" century books, on the subject of food and wine. | saw the books about the
piéce momtée through that.

So vou have a double activity, you say that it is an art prafect bui you are alse “in and out
of art” yourself with this activity, arent you?

Yes, there is a link between this and the project. | don't want to be so coy or hidden about
it but actually, that's Florence, from Air de Paris, who pointed that out to me. The text |
wrote for this piece says: “These paragraphs are examples of such departures and they are
written for those of us who have lefi, or ave near departure, and to remind us that we are
not alone.” And yes, the “us” is including myself, and it is also to remind myself that 1'm
not alone, | mean, I'm a successlul bookseller and the book trade does not know it is an art
project. S0 when you have a value structure, and a crew that's supporting you and you're
friends with, it doesn't take a hell of a lot to turn around, Kick the door closed, and hasra,
you're out of the art world. But [ chose to keep a toe hold in there while running the
bookselling business. Sometimes you want to feel like your decision to do what you've
done has meaning to other people as well, and it's nice 1o do some research and find out
about other artists who have pursued this idea in the past, feeling a bit like it's your crew of
friends, even if you don’t know them all, it makes you feel like you're part of a bigger
thing.

Does this fulfil some sort of a need 1o belong?

Yes, totally. It's basically about this movement we were talking about. It's a matter of
locating the premise of your activity and the value structure you need to support it. And
sometimes you have to create it, and to do some research, to find that discourse, that sliver
of the discourse that's been there, mayvbe misunderstood, to help frame it and put it
together. That's what I have always done, when 1 curated a show, or done ephemera, |
wanted to create a chance, A chamce for mysell, | suppose, to feel like | can continue 1o go
on.

Also, part of that text, and of that project, was for my graduate stdents. I'm giving them
assignments that are really pushing it to the limit of what is acceptable, and they're often
thinking “how can | continue after thisT" Everybody needs to know that there's actually
been examples of that before. But the ant world doesn’t really want to support it: they'll
write about the other stuff, about what remains, within a capitalist based svstem of sale and
resale.



That ‘s alse becauwse we live in a system which still believes in this very romantic idea of the
artist, The artist ax a loner, the ariist as a panper... And o T of contemporary ariisis feel
they need to behave according o this framesel

Yes, absolutely. I grew up in the art world, my father is a conceptual artist, and everyone
we knew were artists, and well, that framework is a lot of bullshit, For family life also: you
don't have health insurance, vou don't have time or money for vacation. You're idealistic
for the first ten years and then you say: “Ah. fuck it all” and you do something else
because you've ran oul of money or you're tired of not being able to set yourself up, own a
car or this kind of things. OF course there’s also some advantages to that. For example, the
notion of change we were discussing is very sympathetic and works well with that, but
there™s no place for notions like maintenance, social responsibility, working as a group,
working with things that don't support the role of the sole author,

To come back to the praject, can you tell me more abour the fink with the pidce montée?

The pidce momtée is a way of understanding the chef as a type of historian, because the
chef is understanding the past, and representing the past through something that's 1o be
eaten. He's telling a story of the past through the object that he's ereating. The notion of an
edible historiography and trying 10 use that as a formal, as a structure to present an idea is
something that really appeals to me. | also thought it was more ethical, more appropnate,
to represent these activities in something that’s ephemeral and meant to be shared, You
could make bronze sculptures about the activities of these artists who left the art world, but
it would k¢ quite contrary to what they meant. Like this, you can make a meal of it, and all
there’s left is a little bit of ephemera. Also, the piéce montée hasn't really gone anywhere
since the 19 century. In France nowadays, what you call piéce momée is a pyramid of
profiterolles which is not even a shadow of what it was. Chels used 1o spend two months
making a piéce montée, with all of their crew, and the representation of the pidce momide
had cultural or political meaning.

In the exhibition spoce af the Pompidon, you will distribute the Fénéon text. What's its
precise role in the profect?”

There's the paragraphs, then the paragraphs are represented by the chefs, and the Fénéon
text is a sort of a context for my project. It's a context to understand issues of recipes and
representation, and then, in the exhibition space, there will also be a display of all of the
antiquarian cook books that Fénéon used to reference his essay. The display contextualizes
the Fénéon text. and the Fénéon text contextualizes the current project. We're also hoping
to present some documentation at Air de Paris about the artists represented in the
parapraphs during the show.,

i ix a guite wnsual proposal for a museum, there is only the confext inside the exhibition,
vl the profect itself (s outside,

It"s difficult to do a food related project when you are working with an institution, That's
why [ want to keep this project very small and intimate. | don’t think I’d ever do the event
in the museum. It was a little bit of a trick to find out how to somewhat decentralize this
project, so that people go through the institution and then go out of the institution to
appreciate something that is occurring all the time anyway. All the seven chefs I'm dealing
with have been thinking about recipes and representation already, that’s not a new idea 1o
them. This is a way of using an opportunity t© point out to all this great things that are



that was really consistent with the subject matter of the work 10 begin with, There is also
one paragraph where two artists pursued a specific project and the project ceased bein £ an
art project at the end. In this case their move into something else was temporary. They
were working on a project and suddenly realized that to call that activity or project “art™
was counterproductive to their objective of saving someonc’s life. In many of these
projects there are often issues raised around authorship and the ethics of representation,

But back 10 the seven paragraphs: they are short biographies describing the way in which
artists have left into different things. In a sense these paragraphs are a step towards a
“typology of disappearance™ in art practices,

What will be the form af this project?

When beginning a project, | try to think of the structure that benefits the subject. | consider
whether it should be an action on the street, a publication, a curated show, or an exhibition
in a gallery. In this particular case, | decided to use the form of a meal as a way to present
these ideas. The paragraphs will be represented through a recipe and the recipe itself, the
uppartunity to eat this recipe in a restaurant, will be a moment to remember and 1ake note
of the fact that these people left the ant world. So in a sense these recipes are also an
homage to these artists who, | would say, actually had the courage 1o pursue their practice
in such a way that they were able to leave the art world.

You spoke abowr Lauric Parsons, who are the others?

Lawrie was a friend of mine, during the late 80°s and early 90's, and another friend of curs
was Gretchen Faust. Gretchen was doing site-specific installations that were very subtle,
and that work eventually developed into participatory pieces, one of which was a
communication device in a museum, And then, she made a series of fumiture pieces for
people to use in Taniric sex, While making this furniture she started to study voga, went 1o
India, and eventually became a yoga instructor and left the an world, Another example is
Hans de Vries who worked in the sixties in Holland. In an interesting parallel to Joseph
Beuys, he was also influcnced by Rudell Steiner. bt more in Steiner's theories of
biodynamic farming. De Vries started raising goats, taking care of cattle and documenting
the natural processes that were happening on his farm. It became a lot of documentation,
text pieces. Eventually he wasn't happy with how that was being understood and
represented, as being contrary to what was happening on the farm. So he started making
diaries of his experiences, and then eventually just became a full time farmer and left the
art world. I have chosen seven examples like that, that span from the late fifiies up to this
year.

Su you sent these pavagraphs to seven chefs in Paris, and each ene prodiced a recipe o
represent the paragraph that will be on their mermy d wring the festival, Bt what will be on
cisplay a the musewum?

In the Pompidou, you will find two Antinomian Press publications that will be distributed
for free. The first is a broadside menu that has an overall introduction to the project, lists
my seven paragraphs, and has the recipes that the chefs have written in response, [ will also
be printing an essay by Félix Féndon, called “La Plastigue culinaire™. It is a very carly
essay about the history of the pidce montée, and 1 will be publishing it in the original
French as well as in English. This will be the first English edition of this work, What is
really interesting about that essay to me is that it makes an argument for ephemerality in an

On bacoming someiing stes



oceurring anyway around us. We can become alert of it within the institution setting, and
then leave the institution o go somewhere else. But it is a hard thing for the institution 1o
do. They'd really like the dinner 1o happen within the institution for a few sclected people,
and I had 1o be firm that [ won't do that.

That would contradict the whole idea.

Yes, and vou don't need me to do that, there’s other people who would do that very well,
but that's not where my strength is.

Now I'd like to know more about your practice in general, and how it relates to concepiual
ey,

Conceptual art is of course important to me. | grew up hearing about it, my father is a
conceptual artist, like all of his friends. Conceptual art is just like a media now, it's
something you can utilise, But most of these artists were not concerned about responsible
social space. Especially in the United States. It was even called “post-minimal art” for a
long time, and that’s a good way to look at it. This is also why South American art, or
Central American art became so important, because when those countries were influenced
by conceptual art, there was still a very charged, very difficult political situation, and
therefore there was a much more dynamic and interesting element to the work. These
pieces became more interesting as people worked their way through the more formal side
of conceptual art and started looking for social issues, and the political space. 1 think thar
there was a really intense and self contained quality to conceptual art that was problematic.
An carly piece | did was called “You, Carl Andre and me™ 7777, and another one was “Carl
Andre killed his wife™. It was really about my father. He was not abusive at all, but he was
very much the man, the artisi, the patriarch, the guy running the show. Then | tock an
interest in the imitations of the discourse, and how my dad was being bold in his subjects,
but then there were also huge parts which were not covered, like there was a blinder up. A
good example of that is 7777797777777 who was making work about issues like
maintenance. She was working about personal space, and she did some kind of institutional
pieces before moving into these huge projects, almost on a Christo level. And [ would
argue that at that time, she couldn’t have stayed within the inter personal space as a woman
making works about maintenance and gotien any kind of attention. She had to make
monumental size projects in order to be taken seriously. That's the problem. That's the
limitation of the discourse for the conceptual artist’s timeframe, Now a woman could do
that, 1 think. Every discourse has it's limitations, of course.

You talk abouwt a woman's difficulties to make art thar deals with issues like matmiernance,
bt family is also something you can move in and ot of. We were talking abour growing
wp in a family that s very linked to the art world, and about moving in and oul of the art
world with a certain need to belong, at the same time. It kind of all fits together, doesn't
i?

Yes, | know there’s a big story there, and | was rather hoping that someone else would talk
about it, but 1 think that pari of my involvement with art deals with a desire 1o he
understood by my father, of course, and at the same time to be very critical of him and
establish my distance towards him. This has become especially complicated, as my father
is having an opening right now at Alexander and Bonin gallery in New York, and they’re
showing works of his from the 60°s and the 70°s as well as some new work that he's made.
go there’s a lot of strange family issues coming up right now. My dad hadn’t made work in



y

about twenty years, and he’s in his seventies now. My mother took all the photographs that
are in the show, documenting the work produced. He's a very good antist, and did some
great work. Many people in my family are artists, as well as most of my friends, so it's like
a family business. The most conservative thing [ could have done was o become a
conceptual artist! Do what my dad did. But it also means that the whole discourse becomes
natural and easy, because that's what [ grew up with, and I think that also causes me to
focus on different things. Shock value is not such a big issue for example. But I'm drifting
into totally different questions here...



BEN KINMONT

By PMierre-Nicolas Bounakoff and Jean-Marie Gallais
Traduit par Pierre-Nicolas Bounkaoff

Fortrait by Pierre-Nicolas BounakofT

“Some artisis bring new ideas. participants, and locations infe the art
disconrse. These artists change the matter of the art world amd in so doing
satisfy the art world's appetite for the new. But there is no guarantee that the
arf world has undersiood or even savoured whai it has consumed This
phenomenon af absorption, not swrprisingly, seems to be happening with
increasing rapidity [ ... [. Alternatively. [...] some art praciices can lead an
artist ont of the art world and into an idea. a group, or place where the valne
structure af the art discourse cannet folfow and the art world ix not invited. For
myself, this is an indication that a project has become something efse. The
acute difficulty is in trying to wndersiand what it means amd whether or not to
communicate the comtent of that experience to others, and if 50, to whom, From
the viewpaimt of the departing aritst, when looking over one s showlder back ar
the ari world, there is a sensavion of closing a door and occepting that
departure. From the viewpoint for the person entering imo something new,
there is the question of how te sustain this praciice and find valwe in one's
work. ™

Ben Kinmont, The arr world ix nor fmvited, in Folds, catabogue edited by JRP Ringier, Ecari
Publication, Centre Pompidou, Centre Pompidou=hetz, 2000

You are prepoaring a new profect emtitled “On becoming something else ™ for the new
festival af the Cerire Pompidou, whai is it abowt?

The project “On becoming something else”™ is about issues around recipes and
representation, the history of the piéce monrée as an example of that, and the way in which
artists, through the pursuit of their art practice, can end up becoming something else.

Specifically, what is your starting poin*

There are several starting points. First, | wrote seven paragraphs about artists who lefi the
art world. The paragraphs arc not about artists who left the art world because they were
sick of it, and then decided to become a banker or a truck driver saying “fuck an™. It's
about artists who, through the pursuit of the subject of their art practice, slowly moved
farther and farther away from the art discourse, and suddenly one day realized “My god,
I'm no longer within the art world, or within the art discourse™,

When this happens, | would say that it is because they've entered into a different value
structure. 50, perhaps they started doing interactive work where they were trying 1o help
people in the gallery, or in the museum, or even on the street, and 25 in the case of
somebody like Laurie Parsons, they gradually became a social worker. I'm interested in
when there was a very logical and gradual development into this other activity, and one
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that was really consistent with the subject matter of the work to begin with. There is also
one paragraph where two artists pursued a specific project and the project ceased being an
art project at the end. In this case their move into something else was temporary, They
were working on a project and suddenly realized that 1o call that activity or project “ant”
was counterproductive to their objective of saving someone’s life. In many of these
projects there are often issucs raised around authorship and the ethics of representation.

But back to the seven paragraphs: they are short biographies describing the way in which
arlists have left into different things. In a sense these paragraphs are a step towards a
“typology of disappearance™ in art practices.

Wirat will be the form of this project?

When beginning a project, | try 1o think of the structure that benefits the subject. | consider
whether it should be an action on the street, a publication, a curated show, or an exhibition
in a gallery. In this particular case, | decided to use the form of 2 meal as a way o present
these ideas. The paragraphs will be represented through a recipe and the recipe itself, the
opportunity 1o eat this recipe in a restaurant, will be a moment 1o remember and take note
of the fact that these people left the ant world, So in a sense these recipes are also an
homage to these artists who, [ would say, actually had the courage (o pursuc their practice
in such a way that they were able to leave the art world.

You spoke abow Lawrie Parsons, who are the athers?

Laurie was a friend of mine, during the late 80°s and early 90's, and another friend of ours
was Gretchen Faust. Greichen was doing site-specific installations that were very subtle,
and that work eventually developed into participatory pieces, onc of which was a
communication device in a museum. And then, she made a series of furniture pieces for
people to use in Tantric sex. While making this fumiture she started 1o study yoga, went to
India, and eventually became a yoga instructor and left the art world. Another example is
Hans de Vries who worked in the sixties in Holland. In an interesting parallel to Joseph
Beuys, he was also influenced by Rudolf Steiner, but more in Steiner's theories of
bicdynamic farming. De Vries started raising goats, taking care of cattle and documenting
the natural processes that were happening on his farm. It became a lot of documentation,
text pieces. Eventually he wasn't happy with how that was being understood and
represented, as being contrary to what was happening on the farm. So he started making
diarics of his experiences, and then eventually just became a full time farmer and left the
art world. | have chosen seven examples like that, that span from the late fifties up to this
year.

So you seni these paragraphs to seven chefs in Paris, and each one produced a recipe to
represenl the paragraph thar will be on their men during the festival. But whet will be on
display ar the musenm?

In the Pompidou, you will find two Antinomian Press publications that will be distributed
for free. The first is a broadside menu that has an overall introduction to the project, lists
my seven paragraphs, and has the recipes that the chefs have wrillen in response. I will also
be printing an essay by Félix Fénéon, called “La Plastigue culingire”. It is a very early
essay about the history of the pidce montée, and 1 will be publishing it in the original
French as well as in English. This will be the first English edition of this work. What is
really interesting about that essay to me is that it makes an argument for ephemerality in an



art practice. This is 1922, and there is this great passage: “What we hold against ariworks
is their tmpertinent longevity. Made of sheep far or pasiilage, and as such dressed with the
charm of perishable things, we would love them better, were they imperfect. ™

e broadside fer your project opens with ihis quoie and ends with another one by Bridget
Beormhart explaining that she left the art world becaise “for something to be lasting it
almost always can’t exist in an art world context, but it can be approached artfully.” They
seem fo arnswer each other, fs it really a project about “becoming something else”, or
“movieg i and out of things ™ (in and out of art, in and ot of the obfect)? You deal a lor
with hooks that mave from text, which is an idea, into an object, which peaple buy or
collect, especially ancient books. Al this is constantly moving in amd owt of this guestion,
of the ohfect e, art/non-ar,..

It is more interesting when there is movement. In my introduction to the paragraphs, |
explain how ant history is wsually written by those people who remain. But sometimes, 1o
understand what remains, vou need to understand what has left. One is reflective on the
other and one way 1o look at contemporary art practice is by also tryving 10 understand the
reasons why people have had to leave, | would say that if vou are in the value structure of
art and then you have to leave it, you find vourself growing or moving towards another
value structure. Then, once you've settled into that new value structure it is quite possible
that you will sooner or later feel the need to move again into something else.

Maturally this idea of movement also begs the question of what is ant and how one
understands that. | would argue that art is basically about an experience of the way in
which meaning is created. The reason why the avani-gardes were so successful was
because they were challenging what had come belore, presenting something you hadn’t
seen belore, ina context you hadn’t seen it in. Looking at i, experiencing it, you were
rying o understand it, and so you were in 28 moment and a place were you could be aware
of how vou understand this meaning and the way in which this meaning was created. That
approach towards an necessitates a certain degree of movement. When things become too
stable, regular and expecied, you bocome less aware of the way in which meaning is
created. Oftentimes, interesting projects require a cerlain movement, from one value
struclure into another, from one place into another.

Then Art wouwld dwell and exist inside this movemem. It's definitely true abow
confemporary arl, which tends 1o absorb everything it can. So whai's the probability that
ari will eveniually catch up with the people whe leave it? I discussed vour project with o
friend, amd she jound it's really imteresting that for example one of these people has
decided to be a farmer, bur it seemed guite obvious for her, that what he did was not so
much escaping art as Wrning favming info art.

| actually don't agree, If he had remained within the art discourse, and defined his activity
as an art practice, then | would say you're friend is right. But if the person has really
departed from participating in the art discourse and using that value structure to explain
and give meaning o what he was doing, then it’s no longer art. | wrote this short text in the
Pompidou “Voids” catalogue about “the umirrvited”. There's this idea that in contemporary
ar practices that anything can be art and art can go anywhere. But | would argue art is not
so all-powerful. It's limited, because in certain places and situations, the ar discourse
destroys what it is interested in and is therefore net fmvited. It would turm that space, and
the value structure that it’s interested in, into something else, other than what it was, That's
why Laurie had to become a social worker, and is wotally cut off from the art world: she's



not trying to document her helping people and bringing it to a gallery or something like
that, | think that the art discourse is always limited. To a certain degree it has to be, that's
the nature of any discourse, of any value structure. It's just a matter of where it's moved to
recently, what's needed. That's why issues like urgency are quite interesting: because they
help you realize the direction you're working towards. This is important to me, That's an
important thing in my life also. There’s a lot of different things one could do, but some
things are more urgent than others, so you prioritise, Sometimes yvou'll see a show, and
think “It was a greai show, but it’s not urgent, or impontant, right now”. And also: there’s a
lot of art! 5o when I'm doing something. I'm trying to make sure it’s something | really
want to do. For the current project “(h becoming something efse ", 1 waited several vears
before getting it started and it is the intersection of two longstanding subjects of interest:
the history of the piéce montée and the point at which the art discourse collapses,

How did you come to this subject of the pigce montée, how dlicl your find the link?

Well, in 1998, | started a bookselling business as an art project called “Sometimes a nicer
sculpinre is to he able to provide a living for your family”. The bookstore specializes in
15 to early 19™ century books, on the subject of food and wine and domestic economy. It
was as a bookseller that | became aware of the piéce montée and its history,

So you have a double activity. You say that it is an art profect b vau are alse “in and out
of art " vourself with this activity, aren’t von?

There is o link between this and O becoming something else ", In the introduction to the
paragraphs | write: “These paragraphs are examples of such depariures and they are
writlen for those af us wha have lefi, or are near depariure, and to reming us that we are
riot aione” And yes, the “us” is including myself, and it is to remind myself that I'm not
alone. 1 mean, | am a working bookseller and the book trade docs not know of this activity
as an art project. So when you have a value structure, and a non-art crew that's supporting
you and you're friends with, it doesn’t take a hell of a lot to turn around, kick the door
closed, and basia, you're out of the art world. But I chose 1o keep a toehold in the art
discourse while running the bookselling business. Sometimes vou want to feel like your
decision 1o do what you've done has meaning to the ant discourse, 1o other people as well,
and it's nice to do some research and find out about other artists who have pursued similar
ideas to your own in the past, feeling a bit like it's your other crew of friends, even if vou
don’t know them all. It makes you feel like you're part of a bigger thing.

Does this fulfil some sart of a need 1o belong?

Yes, it does. It's basically about this movement we were talking about. It's a matter of
locating the premise of your activity and the value structure you need to support it. And
sometimes you have to create it. and 1o do some research, w find that discourse, that sliver
of the discourse that's been there, maybe misunderstood, to help frame it and put it
together. That's what I have always done, when | curated a show, or printed ephemera, |
wanted to create a change, and a chance for myself, [ suppose, to feel like | can continue to
20 on.

Also, part of that text, and of that project, was for my students. | was giving them
assignments that did not really fit into the accepted economy of artistic production, and
they were often asking. “how can | continue after this?™ Everybody needs to know that
there are earlier examples of their practice. But the art world doesn’t really want to support



it they'll write about the other stuff, about what remains, within a capitalist based system
of sale and resale.

That's alse because we five in a system wiich still believes in this very romantic idea of the
artist. The artist as a loner, the artist as a pauper.., And a lot of contemporary artists feel
they need to behave according to this frameser,

I grew up in the art world, my father is a conceptual artist, and everyone we knew were
artists, and well, that framework is a lot of bullshit. especially for family life. You usually
don't have health inserance, vou're idealistic for the first ten years and then vou say: “Ah,
fuck it all” and vou do something else because you've run out of money and you're tired of
not being able 1o set yoursell up. OF course there's also some advantages to that. For
example, the notion of change we were discussing is supported by the avant garde. but
there's no place for notions like maintenance, social responsibility, and working with
things that don’t support the role of a sole author.

Tor come back o the project, can you tell me more about the [ink with the piéce montée?

The piéee montée is a way of understanding the chef as a type of historian, because the
chef is understanding the past, and representing the past through something that's to be
caten. He's telling a story of the past through the object that he's creating. The notion of an
edible historiography and using recipes for representation, as a structure to present an idea
is something that really appeals to me, | also thought it was more appropriate to the
paragraphs, to represent these activities in something ephemeral and meant 10 be shared.
Instead of the “impertinent longevity™ that Fénéon warned of, we would make a meal of it,
and all there's left is a little bit of ephemera, in this case, the printed broadside. Also, the
pridce montée hasn't really gone anywhere since the 19" century. In France nowadays, what
you call pidce montée is a pyramid of profiterolles which is not even a shadow of what it
was. Chefs used 10 spend up to two months making a piéce montée, with all of their crew,
and the representation of the piéce momide had cultural and political meaning.

I the exhibition space at the Pompidow, you will distribute the Féncon rexs, What's its
precise rofe in the profect?

There are my paragraphs. then the paragraphs are represented by the chefs, and the Féndon
text is a sort of a context for my project. It's a context to understand issues of recipes and
representation, and then, in the exhibition space, there will also be a display of all of the
antiquarian cookbooks that Fénéon references in his essay. This vitrine of carly cookbooks
contextualizes the Fénéon text, and the Féndon text contextualizes the current project.
We're also hoping to present some reading material at Air de Paris about the artists
discussed in the paragraphs during the show.

It is a guite unuswal proposal for a musewm, there is only e context insice the exhibition,
ard the project itself is outside.

15 difficult to do a food-related project when you are working within an institution. That's
why | want to keep this project very small and intimate. 1 dont think 1'd ever do the meal
in the museum. It was a little bit of a trick o find out how to decentralize this project, so
that people go through the institution and then leave it 1o experience the project’s
representation. In this sense, it is very much like my project in 1991 with waffles. It was
also a way to direct people’s aitention to something that is occurring all the time anyway.
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All the seven chefs I'm dealing with have been thinking about recipes and represeniation
already, that's not a new idea to them. This is a way of using an opportunity to point out
these great things that are occurring anyway around us all the rime. We can become alert of

it within the institutional setting, and then leave the institution to go somewhere clse. Bur it
is a hard thing for the institution to do. They"d really like the dinner to happen within-iseh |
for a few selected people, and | had to be firm that | wouldn™ do that. LR

That would contradict the whale idea.

Yes, and they don’t need me 1o do that, there™s other people who would do that very well,
but that's not where my strength is.

Now I'd like ta know more abowr your practice in general, and how it relates to conceptual
ari.

Conceptual art is of course important to me. 1 grew up hearing about it. my father is-a
conceptual artist, like all of his friends were. Conceptual art is just like a medium now, it's
something yvou can utilise. But most of these artists were not concemed about
responsibility and social space. Especially in the United States. It was even called “post-
minimal art” for a long time, and that's a good way to look at it. This is also why South
American art, or Central American art became so important, because when those countries
were influenced by conceptual art, there was still a very charged, very difficult political
situation. and therefore there was a much more dynamic and interesting element to the
work. These pieces became more interesting as people worked their way through the more
formal side of conceptual art but included social and political issues. [ think that there was
a really intense and self-comained quality to conceptual art in the United States that was
problematic. An carly piece | did was entitled “Carl Andre killed his wife™. It was really:
about my father. He was not abusive at all, bui he was very much the man, the artist, the
patriarch, the guy running the show. Then 1 took an interest in the limitations of the
discourse, and how my dad was being bold in his subjects, but then there were also huge
subjects that were ignored. A good example of that is Mierle Ladermann Ukeles who was
making work about maintenance. She was working about personal space, and she did some
institutional critique picces before moving into these huge projects, almost on a Christo-
level, And | would argue that at that time, she couldn't have stayed within the inter-
personul space as a woman making works about maintenance and gotten any kind of
attention. She had to make monumental size projects in order to be taken seriously. That's
the problem. That was due to a the limitation in the conceptual ant discourse of that time.
Now a woman could do that, 1 think. But as | said before, every discourse has it's
limitations at any one time.

Yo talk ahowl o woman's difficulties to make art thet deals with issues like maimienance,
hut family is alzo something you move in and oul of We were talking abou! growing up i
a family that's very linked to the art world, and abowt moving in and out of the art world,
with a certain need to belong, af the same time. It kind of all fits together, doesn 1 it?

| suppose there's a story there, and | was rather hoping that someone else would talk about
it, but I think that part of my involvement with art deals with a desire to be understood by
my father, of course, and at the same time to be very critical of him and establish my
distance towards him. This has become especially complicated, as my father is having an
opening today, actually, at Alexander and Bonin gallery in New York. and they re showing
works of his from the 60°s and the 70°s as well as some new work that he’s made, so

N baoming somelhing ot
amts



art practice. This is 1922, and there is this great passage: “Whar we hold aguinst artworks
is their impertinent longevity. Made of sheep fat or pastillage, and as such dressed with the
charm of perishable things, we would love them beiter, were they imperfect.”

The broadside for your project apens with this quote anel ends with another one by Bridget
Barnhart explaining that she left the art warld because “for something to be lasting it
almost always can'l exist in an art world context, but it ean be approached artfully.” They
weem to answer each other. Ix it really a project about “becoming something else ", or
“moving in and out of things " (in and out of art, in and out of the object)? You deal a lot
with hooks that meve from text, which Is an ided, into an object, which peaple buy or
callect, especially ancient books. ANl this fs constandy moving in and out of this question,
of the ohject idea, art/nop-art...

It is more interesting when there is movement. In my introduction to the paragraphs, |
explain how art history is usually written by those people who remain. But sometimes, 1o
understand what remains, you need to understand what has lefi. One is reflective on the
other and one way to look al contemporary ar practice is by also trying to understand the
reasons why people have had 1o leave. | would say that if you are in the value structure of
art and then you have to leave it, you find vourself growing or moving towards another
value structure, Then, once you've settled into that new value structure it is quite possible
that you will sooner or later feel the need to move again into something else.

Waturally this idea of movement also beps the question of what is art and how one
understands that. 1 would argue that art is basically about an experience of the way in
which meaning is created. The reason why the avant-gardes were s0 successful was
because they were challenging what had come before, presenting something you hadn’t
seen before, in a context you hadn’t seen it in. Looking at it, experiencing il, you were
trying to understand it. and so you were in a moment and a place were you could be aware
of how you understand this meaning and the way in which this meaning was created. That
approach towards art necessitates certain degree of movement, When things become 100
stable, regular and expected, you become less aware of the way in which meaning is
created, Ofentimes, interesting projects require a certain movement, from one value
structure into another, from one place into another.

Then Art would dwell and exist inside this movemeni. It's definitely true aboul
contemparary arl, which tends to absork everyihing it can. So what's the probability thot
art will eventually catch up with the people who leave it? 1 discussed your profect with a
friend, and she fonnd it’s really interesting thal for example one of these people has
decided to be a farmer, but it seemed quile ohvious for her, that what he did was nat so
mnch escaping art as furning farming inia ari.

I actually don’t agree. 1T he had remained within the art discourse, and defined his activity
as an art practice, then 1 would say you're friend is right. But if the person has really
departed from participating in the an discourse and using that value structure 1o explain
and give meaning to what he was doing, then it's no longer art. | wrote this short text in the
Pompidou “Voids™ catalogue about the untinvited”. There's this idea that in contemporary
art practices that anything can be art and art can go anywhere. But 1 would argue ant is not
so allpowerful. 1t's limited, because in certain places and situations, the an discourse
destroys what it is interested in and is therefore nor invited. It would tum that space, and
the value structure that it's interested in, into something else, other than what it was. That’s
why Lauri¢ had to become a social worker. and is totally cut off from the art world: she’s

On bacasming something e
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not trying to document her helping people and bringing it to a gallery or something like
that. I think that the art discourse is always limited. To a certain degree it has 1o be, that's
the nature of any discourse, ol any value structure. IUs just a matter of where it's moved 1o
recently, what's needed. That's why issues like urgency are quite interesting: because they
help you realize the direction vou're working towards. This is important to me. That’s an
important thing in my life also. There’s a lot of different things one could do, but some
things arc more urgent than others, so you prioritise. Sometimes vou’ll see a show, and
think *It was a great show, but it’s not urgent, or important, right now™, And also: there's a
lot of art! So when I'm doing something, I'm trying to make sure it's something | really
want to do. For the current project “Cm becoming something efse”, 1 waited several years
before getting it started and it is the intersection of two longstanding subjects of interest:
the history of the piéce montée and the point at which the art discourse collapses.

How did you come fo this subject of the piéce montée, how did vou find the link?

Well, in 1998, | started a bookselling business as an art project called “Samefinmes a nicer
seulpiure is fo be able to provide a living for your family”. The bookstore specializes in
15" to early 19" century books, on the subject of food and wine and domestic economy. It
was as a bookseller that 1 became aware of the piéce momide and its history,

So vou have o double activine. You say thar it is an art profect but vou are also “in and our
o et ™ voresedDwith this acrivity, aren’'t you?

There is a link between this and “On becoming something else ™, In the introduction to the
paragraphs | write: “These paragraphs are examples of such departures and they are
writlen for those of ws who have lefi, or are near departure, and e remirad uy el we are
nond alone.” And ves, the “us” is including mysell, and it is te remind myself that I"'m not
alone. | mean, | am a working bookseller and the book trade does not know of this activity
as an art project. S0 when you have a value structure, and a non-art crew that’s supporting
you and you're friends with, it doesn™t take a hell of a lot to wrn around, kick the door
closed, and baxra, you're out of the ant world, But | chose o keep a toehold in the art
discourse while running the bookselling business. Sometimes you want o feel like vour
decision 1o do what you've done has meaning to the art discourse, to other people as well,
and it’s nice to do some research and find owt about other artists who have pursued similar
ideas to your own in the past, feeling a bit like it"s vour other crew of friends, even if you
don’t know them all. It makes you feel like you're part of a bigger thing.

Daex this fulfil some sort of a need 1o befong?

Yes, it does. It's basically about this movement we were talking about. It's a matter of
locating the premise of your activity and the value structure you need to support it. And
sometimes you have to create it, and to do some research, to find that discourse, that sliver
of the discourse that’s been there, maybe misunderstood, to help frame it and put it
together. That's what | have always done, when [ curated a show, or printed ephemera, |
wanted 1o create a change, and a chance for myself, | suppose, to feel like | can continue to
20 O,

Also, part of that text. and of that project, was for my students. | was giving them
assignments that did not really it into the accepled economy of artistic production, and
they were often asking, “how can | continue after this?" Evervbody needs to know that
there are earlier examples of their practice. But the ant world doesn't really want 1o support
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here's the new version of the last paragraph of your interview, we just needed some sori of conclusion,
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Hope to see you in Paris sometime around the vernissage
Best regards

Pierre-Nicolas.

It is a quite unusual proposal for @ musewm, thame 15 anly the context wmside the exhibitfon, and the project
isaif is ouiside

It's difficult to do a food-related project when you are working within an institution. That's why | want to kecp
this project very small and intimate. | don't think I'd ever do the meal in the museum. It was a lithe bit of a
trick fo find cut how to decantralize this project. so that pecple go through the institution and then leave it o
experience the project's representation. In this sense, il iz very much like my project in 1991 with waffies It
was also a way 1o direct people’s attention to samething that is occurring all the time anyway. All the saven
chefs I'm dealing with have been thinking about recipes and reprasentation already, thal's nol a new idea o
tham. This is a way of using an opporunily o point out these greal things that are occurring anyway arcund
us all the time. We can become alert of it within the institutional setting, and then leave the institution to go
somewhere else. But it is a hard thing for the institution 10 do. They'd really ke the dinner to happen within
the institution for a few selected people, and | had to be firm that | wouldn't do that, as it goes in the oppasite
direction to the project. 'On Becoming Something Else’ is an invitation, first made to the chefs, and then °
made by the chels io the public. ¢
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it: they'll write about the other stuff, about what remains, within a capitalist based system
of sale and resale.

That 's also becatse we live in a system which still believes in this very romeanitc idea of the
artist, The artist as a loner, the artist as a pauper... And a lot of contemporary ariisis feel
{ they need to behave according to this frameset.

| grew up in the art world, my father is a conceptual artist, and everyone we knew were
artists, and well, that framework is a lot of bullshit, especially for family life. You usually
don’t have health insurance, you're idealistic for the first ten vears and then you say: “Ah,
fuck it all” and vou do something else because you've run out of money and you're tired of
not being able to set yoursell up. OF course there's also some advantages to that. For
example, the notion of change we were discussing is supported by the avant garde, but
there’s no place for notions like maintenance, social responsibility, and working with
things that don't suppont the role of a sole author.

To come back to the project, can you tell me more about the fink with the piéce montee?

The piéce montée is a way of understanding the chef as a type of historian, because the
chef is understanding the past, and representing the past through something that's 1o be
eaten. He's telling a story of the past through the object that he's creating. The notion of an
edible historiography and using recipes for representation, as a structure 1o present an idea
is something that really appeals to me. | also thought it was more appropriate to the
paragraphs. to represent these activities in something ephemeral and meant to be shared.
Instead of the “impertinent longevity™ that Fénéon wamned of, we would make a meal of it,
and all there's left is a linle bit of ephemera, in this case, the printed broadside. Also, the
pidce montée hasn't really gone anywhere since the 19" century, In France nowadays, what
vou call picce momide is a pyramid of profiterolles which is not even a shadow of what it
was, Chefs used to spend up to twe months making a pidce montde, with all of their crew,
and the representation of the piéce monée had cultural and political meaning.

In the exhibition space at the Pompidou, vou will disiribute the Fénéon text. Whai's iis
precise role in the profect?

There arc my paragraphs, then the paragraphs are represented by the chefs, and the Fénéen
text is & sort of a context for my project. I's a context to understand issues of recipes and
representation, and then, in the exhibition space, there will also be a display of all of the
antiquarian cookbooks that Fénéon references in his essay. This vitrine of early cookbooks
contextualizes the Fénéon text, and the Fénéon text contextualizes the current project.
We're also hoping to present some reading material at Air de Paris about the artists
discussed in the paragraphs during the show.

It Is @ quire nnuswal proposal for a musenum, there is only the context inside the exhibition,
amd the project itself is omside.

It"s difficult 1o do a food-related project when you are working within an institution. That's
why | want to keep this project very small and intimate. | don’t think 1'd ever do the meal
in the muscum. It was a little bit of a wrick 1o find out how to decentralize this project, so
that people go through the institution and then leave it to experience the project’s
representation. In this sense, it is very much like my project in 1991 with wallles. It was
also a way to direct people’s attention to something that is occurring all the time anyway.

O DCOming somehing sies
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All the seven chefs I'm dealing with have been thinking about recipes and represcniation
already, that's not a new idea to them. This is a way of using an oppoertunity 0 point oul

these great things that are occurring anyway around us all the time, We can hecome alertef  ( J
it within the institutional setting, and then leave the institution to go scmewhere else. But it

is a hard thing for the institution to do. They'd really like the dinner to happen within the
institution for a lew selecied people, and | had to be firm that | wouldn't do that,

That would contradict the whole idea,

Yes, and they don’t need me to do that, there are other people who would do that very
well, but that's not where my strength is.
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By Pierre-Nicolas BounakofT and Jean-Marie Gallais
Traduit par Pierre-Nicolas Bounkaoff

Portrait by Pierre-Nicolas Bounakolf

“Some artists bring new ideas, participanis, and locations into the art
divconrse. These artists change the mater of the art world and in so doing
salisfy the art world's appetite for the new. But there is no guarantee thai the
art world has wndersivod or even savoured what iz conswmed,  This
phenomenon af absorption,  net surprisingly, seems o happering  with
increasing rapidity [...]. Alternatively, [ ] some art practices can lewred an
artist out of the art world and imo an idea, a group or place where the value
structure of the art discourse canmot follow and the art world is not invited. For
myself, this is an indication that a project has become something else. The
acute difficulty is in trying to understand what it means and whether or not
communicate the cantent of thar experience to others, and if so, to whom. From
the viewpoint of the departing arrist, when lnoking aver one s shoulder hack at
the art world there is a semsation of closing a door and accepting tha
departure. From the viewpoint for the person emtering into something new,
there is the guestion of how fo sustain this practice and find value in one s
wark, ”

Ben Kinmoat, The o world b oot jovited, in Polds, cotalogue edited by JRF Ringier, Ecarl
Pubdication, Centre Pompidow, Centre Pompidou-Metz, 2008

You are preparing a new project entitled “on becoming something else” for the new
festival of the Cenre Pompidon, what is if about?

The project “on becoming something else” is about issues around recipes and
representation, the history of the piéce montée as an example of that, and the way in which
arfists through pursuing their art practice can end up becoming something else.

Specifically, what is vour starting poini?

There are several starting points. First, | wrote seven paragraphs about artists who lefi the
art world. The paragraphs are not about artists who lefl the art world because they were
sick of the art world, and then decided to become a banker or a truck driver saying “fuck
the art world™. It's more specifically artists who, through the pursuit of their arl practice,
through the subject of their ant practice, pursued their idea, and then, slowly moved farther
and farther away from the art discourse, and suddenly one day realized “My god, I'm not
longer within the art world, or within the ant discourse”™.

Usually, the cause of this is that they’ve entered into a dilferent value structure, So, they
perhaps departed from doing interactive work where they’re trying to help people in the
gallery or in the museum, and, as in the case of somebady like Laurie Parsons, they
suddenly become a social worker. But that was like a very logical and gradual
development into this other activity, and onc that was really consistent with the subject

i buscamingy soeesdhing shes



matter of the work 1o begin with. There are also a couple cases where the artists pursued
specifics projects and lefit the art world in a temporary way. They were working on a
project and suddenly realized that to call that activity or project “an” was
counterproductive to the objectives of what their project was, whether it was due 1o issues
of authorship, or issues of representation...

The paragraphs describe by short biographics examples of the way from which artists have
left into different things. In a sense that's a kind of “typology of disappearance™,

What will be the form af this praject?

When | do a project, | think how 1 can do it: as an action in the streel, as a publication, as a
curated show, as an exhibition in a gallery... In this particular case, | decided to use the
form of a dinner or a meal as a way to present these ideas. The paragraphs will be
represented through a recipe and the recipe itself, the opportunity to eal this recipe in a
restaurant, will be a kind of a moment to remember and take note of the fact that these
people left the art world. So in a sense this is also a kind of homage to these anists who, |
wotld say, actually had the courage to pursue their practice in such a way that they were
able 1o leave the art world.

You spoke about Lawvie Parsons, who are the others?

Laurie was a friend of mine, during the 30°s and 90°s, and another fricnd of ours was a
woman named Gretchen Faust. Gretchen was doing site-specific installations that were
very subtle, and that work eventually developed into picces that were aboul
communication devices in museums. And then, she started a series of pieces for people to
interact with, like furniture for tantric sex. While making this furniture she started to study
yoga, she went to India, and eventually she became a yoga instructor and left the art world.
Another example is this guy named Hans de Vries who worked in the sixties in Holland. In
an interesting parallel to Joseph Beuys, he was infleenced by Steiner’s theories of
biodynamic farming and started raising goats, taking care of cattle and documenting the
natural processes that were happening in his farm. It became a lot of documentation, text
pieces. And then eventually he wasn't happy with how that was being understood and
represented, as being contrary to what was happening on the farm. So he started making
diaries of his experiences, and then eventually just became a full time farmer and left the
art world. | have chosen scven examples like that, that span from the late fifties up to this
}'EEI.

So vou sent these paragraphs to seven chefs in Paris, and each ome produced a recipe
illustrating the paragraph that will be on their menu during the festival, b what will he
on display at the riuscum?

In the exhibition space, you will find a broadside menu which lists the paragraphs and has
the recipes that the chefs have written in response, and also my introductory paragraph.
Then there is also a publication — | have a company named Antinomian Press and we'll be
printing an essay by Félix Féndéon, called “La Plastique culinaive”. 1t is a very early essay
for gastronomic history, about the history of the piéce montée. What is really interesting
about that ¢ssay to me is that it also makes some arguments for ephemerality in ant
practice. This is 1922, and there is this great quote: “What we hold against arfworks is
their impertinent longevity. Made of sheep fut or pasiitlage, and as such dressed with the
charm of perishable things, we would love them betier, were they imperfect.”
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LES LIEUX DU FESTIVAL

GALERIE SUD

Quwerte sur la wile &8 visible 98 jour comme de nuil.

la scenographie de L Falere sud, bew ndvalgique

du lesimal, #38 concue gar Heinsa Zobernig, 18l un sspace
Mamkls sl anilzrmable En decho b ls 5etisn de festval,
e dispriiDl dlimte des zones de naberes dilérenles
dans lisquelles sont armdaagds des etaaces propres

WU Ol rids aotnevés du Leu.

ESPACE 315

L'Espace 115 #ul conté i Gophis Perez o Xavier
Besusslron de s Compagnie da Fereg que coneaien
ol #dpace senire lisu de pasiage, hall dhilel

o1 salle de thbditnew, pour stcueillic chague ur
Apaciacies st MtINEAESE B lags genres

PIATZA, FORUM, FORUM BAS,
GRAMDE SALLE ET PETITE SALLE

Le lestmad ovees il swssi ke Forwm du Cestre Pamgicou
eI URE edilion excegboenelle de = Viddodanse =

o Qusiged diux centa films, auinu dn S 07

de Wincand Lumsarous, qui se déolom sous les jas
des by b ges chorégraphes invbis

Piorre Leguillan ceszine une grille suf La pakia

et suslalie « Tealsing PFalermo= dans le bitment

FAuT imbes g rralbiples miersensnls b 8'eh oo pade
Enfn, un gnsemble de specin-les encestones s

== Grande salle, complile cette ampls programmateon

EIIHE-LES-HI.IHS. EXPOSITION
LA CONCIERGERIE,
50 (EUVRES D'ART CONTEMPORAIN

Le festval se déglasin egalement i Uestineur

di Centre Pompidey e imaa Chirlztias Rz

& priéserier dacs la salle des gens d'armes

de la Conciargers. Lsaposilion = Le sori probabls
de ['homme qui avait avals le lantdme s

un mucapiantdl entemble d ouvre s gu Emegeee
du COTps dARS 184S 3 Eals, Echo des muihiples
maraleiEannd ol interverdions live se déreulant

au mdme momant au Cenlre Pormpidau

Exposten croduile par

|# Canire des marraments nabiohaun
Du 23 exctokre au 12 décssnbre,
ISam les parsde ¥ h 30 1HR

L L T S TN LT

Des étudianks-médfistours §o1 présents
pour vous indbormar sur los srlishes

Bt SUr La progirass e lesa,

Wous pruver consulber leur chronigue
quabifenne sur be Blag
Chronigueslasiival cantrapompideuir

LES DISPOSITIFS PERMANENTS

GALERIE 5UD

Carstan HElles

Mirres Carousel, 3009,

Tedlrment recowern de mingr, o6 masioe lourne

irk lerbement dans un Mousemant garpEhael
Tewweasd trop lenlament pour Suggine: wn gutloongue
devarisement, o carrousel B51 and doule

et aubte chose - b distorsicn de bs peroeption
chare & Vartishe qui, B son habitude, shme élégammant
s troabids dang lespace guil habiis

Jarge Parda

Cinrttied iLAphr Houkel, 30903, Fonds mational o ark
CaRlEmpatain

Jarge Pardo pose avec bes limifas @1 les cormeniions

e la sculpbure, aw frondignes du design el de
Farchileciure. Liatiied [Light Hauts) sil un corndor
panatrabie au milieu duguel un sspace de rescs

af déchanpe scooeille e visiteer Dhasrel commariare
dur la relstion des hommes b bew erweoncemsnt, sur
L& rapporl & la Sdcorwtion, en L Ryhods dnigmatique
ul fragie. esl un espace semibile & sxpdomester

Mantred Pernice

Haldensloban 05-07, 2005- 1007

Estece ure peulpture T Est-ce une magqueits 3

Wi Pabitatien 7 Pernice brouille les pisies el sanstran
de curetis B2 e, plalglsrmes socles, abrs

& la limibe die |snschanal ol du déséguilibre

Celne siruciarg penglrable et hebistis. ofre auss
1 pennl de wum unique sur Uesposetess. Haldarsleben
afl le nom d'une petde wille, foyer de 1a céramigue
allafrsinda, mabiray fameier de Parnice, que I'on
décdewrg n pEndirant & Uinlénieur 3¢ cel Rabilacie

Oliwior Yadred & Cockiad Dasignars

Hiasgue Fleciromigue, 2004

Farsds régional dart contemparain d'lla-da-Franoe
Wersion costemporasie du hiosgus & musique, cetie bole
BN wErTE @51 confus dormics yne plaleforms de cancen
I stingresie. Des musmsans 1’y produisent
régulsbrament-frai e sctivill reste apparemran
siEnCieuse, Pendas) b leuf Iread Sout S0 petirtiel
nsotl Le soh ne 400 que des casques matisckds

& o boite. Citrg Lakerls de mussque Slectronges

el paphrimeniale prapeian @ concert guotsan

| lemips du brkbral

Heima Zobernsg, Franz West, Tlatan Yekosavijevic
Saudtala, 2008

Cetle westallation 5'ingeene A Le dois du sbudism pagal

e au skafezle de la Rendissance, lisu corgace

b L3 science b dux curoiands, & U'intérisur de car ARpEEE.
EWSIEUr peul 8 aasEaT Sur une chaise laoe & une 1able
B chorker un Apeiing dé obulear. grilce & un varisisur
4 gany en ceindichout surgd su miliew de La Lable

L e gafie ol 48 digicfie. symbalisand e prosags

i teemps Soct L tnble, un tupau sert de = récepoacle
bénergas




Fierre Leguillon

Teakring Palgsmg

Poerrw Leguillon pregass deen plusieurs sigaces

du Cenire un procrameny o courles intervestions

o sl ayant pour pensl de départ a replique,
réslade par Clément Aodeielshi en tons o gris
omme une photneapie da s 'orignals, d'un Ihéfire
de mshnnaties peini par Bliviy Balermo 1943 19T

Franck Lelbovici

How gecrels aw sisdves, 2009
Ensemiie f #noncds Moitanfs dasemnés dan | CLT T T
o dand les documents, chanbés pa- un choe #myleur,
ou ulilsds parles invilés du festeaal, Naw secrets

o aiodees eal b résullat d'une enguiie de

Franck Lisbovei au Centre Parmgsdou. Les bribas

de Lanpade guil v o collectdes format un suloporirail
elhnographigue et pogbgue de Csvteution

ESPACE 315

Sophie Peraz ot Livier Boussinon
Besubpurg-ia-Reine, 709

¥ Sculplure monurrentale raprAsese un Immanss \

Figue de Cemmeda dell'srie au lasids rakd mai
rdanmons symboigie. Plus groche 90 ospemen
fesuling gue d uns décoration lolkloregue. || &' spparente
selon Les mriisies (b peboe manquanie de [évalation

= dbrwinizneg = de Uimsgonaire. Espossr Uebjel humgss gt
i purmaance JeEresion cemms une e d'ard, (el
&4% ke par de bs Compegnie de Terup ol de ses imviks Gui
Smagurecen) Beacvbourg-la-Rene par des parfarmances
o 1Dul genre

FORUM ET MEZZANINE

Tebias Rehbargar

Dudsiderin of Arraye grands J006,043- 1 1L.00.02, 2003,
Centre Pempidou-Musés sational o'art moderna,

Celle misere mizeamentals s composie d' un engsrmble
de kaempes dont Linbenslld luimireuse ane sHen

B lumidfe du jour, meadilien! svec eils la physesnamiz

#¢ Lespace qui l'sccunille. Les notions de cammunication
¢l drierscimbd soni au foeur du procsssus eraatf

9a Rehberger el fond d celle aemre une JECE Gui peual
£Ee Lug ek &0 Rermes o8 phénoméncl oge guian rmes
de design

Diswiche Balulls

Arraletie de pralection magndtigue
ldmuior ihe Migretl, 7007,

Le travand de Baluln s developpe sutour & sUppors
multgles trouvant gssanbellement ieur ongine
dand le gem, le lemas o lespénence scentiligue.
Le matil de ce pace-peinl est emprunté s eulle
[aponi Paca-Wave Laborstory célébee dang les snnées
B0, ¢ dugrameme cindligue permet de présermr
Lefrarannement de |'sbasdance des raponnements
magnstiques 8t 3 laurs censbquences sileihes

Andres Diam

In & b wiliy 2 cole«blaadiad snimal, 200,

Les ceuvres e Bluen nous parlent de La permnplenbé

die soire monde, de sa tacdaion, de la = mbscmerd
henson= et des ruplures d8 communizaion. Dans celte
pitte, l'occupant d'um il e repos. partigs wes an lizard,
Eampagron fngad, wilpstieus el passe, | amereaseTien|
lonchioane! & wne Shlathbque. L'sridis eide des
FaGRarty paythid ot expirmds par Uintgenddure

dr Farchadecture des nhjsts

Han Kinmeni

On precammg something elie 200%

Faur ce projel, Bes Hinmond collabore awet des chefs
CUMINIES Butinif B¢ [idée de recelle ot ée repricen:
tatne, telle g evesagie car le ooligur Fllin Fénion
I1BEN-1YR4) Sepd chels parsiens regonmnl un Erabe
décrivant L v & un artsbe spant hoals e quilté

le monde o [ ars poar sdevenir aulrs chatas et
cetle Irnnsush gur bes cheds terdent dy représenter
s une recetle. bu Menu pendanl (s durse du lestval
Une wiring &2 dei dotwmenis b L daposiiar des
FHIBUMS BCompagrent be projet au Cantre Porrgeda,
w1 reevisk il vhts len restsunands Corivsgsndants.

Oiiwiar Bardin

Erhititina Cantinues, 2009

L sapiilion feprésente pour Berdin un médium & part
Bnisbre, 11 inlerroge a mandre dent Udentds 32 bl

a Iravirs bes représencalion que chacur s il de 5o

#l ddulrsi. & Cantrée da Canioe Pompidou, plutieurs
lguteuils lont Bace bux vistedrs qui peuwent 'y installer
Comme au hdltoe, log spacimleurs Bssaten] b Usrrads
des NoUVERUE WiRITRUFS &1 MCE VErSS ; pAU led nousER
ETEANGE, Chul Qui Bond 2555 dewennent ce ou 3l b v
Un speciecie conlinu dont les acbewrs sanl spontankment
scllicds parm e Nux des visibewrs

FORUM BAS

Vincent Lemoureus

Fol.0T, 2008-2009, Commands Su Mistiére

do I3 culture ok és L3 cammurkcatien = Conine national
des arts plastigues, svec le seutien de 1a Fondabion
d'enireprice Ricard o1 |a participaises de Uentreprise
Plyscrol ot d# La gilere Georges-Philippe o Malhabie
Wallnis.

Lex Sais de Vincen| Lamourous senl des scuipbures.
prabcatdes, &0 contrepleged, ingiallées in siu

sur a8 daflsies de cimersions virmbles Elies trowsnt
leur engine dans obsersalion d une nature redessinde
pa* URemme, pour alier prabcabid sportes st Elasgir
il Lespae s trocve chiwire ot livmd a weilowr

24 gux chorégraphes qui |irwestsent dans Is casdre

e Viddodarse.




Centre

Laboratoire intempestif,
le nouveau festival

Pompidou

du Centre Pompidou

propose pendant cing semaines

ts quotidiens :

expositions, spectacles,
conférences, projections,

tableaux vivants, concerts

¥

événemen

des

Ert BarLEfT &% fraedul s

AR RO

et performances. Ce nouveau
festival place le spectateur

au ceeur du processus artistique
et Uinvite a expérimenter toutes

les nouvelles formes hybrides
de la création contemporaine,

fr

20h 30 ESPACE 315
Braubourg-la-Heine Aecitad de la Compagnie du ferep [concert]

21h 15 roruM BAS

Chorégraphie de Christian Rizeo pour Fouverture de Vidéodanse
Camime ¢ramne, comme culle Léguilibrmle Jean-Baglisle Andid
intarpnite oo salo crdd indialemaent pour le festheal d'fignen en 2005
sur be Sal 07 de Vincent Lamowrous.

Z1h30 ESPACE 16 .
Beaubourg-la-Relne La Bourrée de Parts, Paysans

21h45 MEZZANINE ET FORUM

Bruits do bouche David Moss, Voix pure Dudd Moss diélaisss [in-
tmité pour dévoiler teul son polentie] dans une performance vwocale
rare of gnceptionnelle,

22h30 ESPACE :5
Beaubourg-la-Reine La Bowrrds de Paris, Bourgesis

22h30 GALERIE 5UD

Nos secretsenalcoves Cet avtoperirait du Centre Pompedou & travers
ses singularités langagidres réunies par Franck Lesbosici est donne sous
la forme Fun chanur J amatewrs

ET PENDANT LA SOIREE :

GALERIE SUD

Lireir petinibure parlée Des critigues d'arl, consarvalours oy Silisbes
woanl iPvibds & chotear chaque ear une muvre picturaie qui bear semble
emblemalicue de L pesntene actaelle

Heimio Fobernig, tntitted, 2005 Intervenants : Bornard Blisténe
ot l'artiste

GALERIE SUD [GRAND ECRAM]

Ovndvided LUne sélection de vidéos de la collection Nouveaus meédiss
ol il dha Mussée ndlional @ art imdderse, fhuwied elécbianiquies (omla-
mirhid par Le nediond espace o remargueats par [absanos inguieanle
de prisence humaine.

Rachol Rouplk, fnfrastructure, 2002 Vidéa, noir et blanc, son, 14'
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Celle misere mizeamentals s composie d' un engsrmble
de kaempes dont Linbenslld luimireuse ane sHen
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Lefrarannement de |'sbasdance des raponnements
magnstiques 8t 3 laurs censbquences sileihes

Andres Diam

In & b wiliy 2 cole«blaadiad snimal, 200,

Les ceuvres e Bluen nous parlent de La permnplenbé

die soire monde, de sa tacdaion, de la = mbscmerd
henson= et des ruplures d8 communizaion. Dans celte
pitte, l'occupant d'um il e repos. partigs wes an lizard,
Eampagron fngad, wilpstieus el passe, | amereaseTien|
lonchioane! & wne Shlathbque. L'sridis eide des
FaGRarty paythid ot expirmds par Uintgenddure

dr Farchadecture des nhjsts

Han Kinmeni

On precammg something elie 200%

Faur ce projel, Bes Hinmond collabore awet des chefs
CUMINIES Butinif B¢ [idée de recelle ot ée repricen:
tatne, telle g evesagie car le ooligur Fllin Fénion
I1BEN-1YR4) Sepd chels parsiens regonmnl un Erabe
décrivant L v & un artsbe spant hoals e quilté

le monde o [ ars poar sdevenir aulrs chatas et
cetle Irnnsush gur bes cheds terdent dy représenter
s une recetle. bu Menu pendanl (s durse du lestval
Une wiring &2 dei dotwmenis b L daposiiar des
FHIBUMS BCompagrent be projet au Cantre Porrgeda,
w1 reevisk il vhts len restsunands Corivsgsndants.

Oiiwiar Bardin

Erhititina Cantinues, 2009

L sapiilion feprésente pour Berdin un médium & part
Bnisbre, 11 inlerroge a mandre dent Udentds 32 bl

a Iravirs bes représencalion que chacur s il de 5o

#l ddulrsi. & Cantrée da Canioe Pompidou, plutieurs
lguteuils lont Bace bux vistedrs qui peuwent 'y installer
Comme au hdltoe, log spacimleurs Bssaten] b Usrrads
des NoUVERUE WiRITRUFS &1 MCE VErSS ; pAU led nousER
ETEANGE, Chul Qui Bond 2555 dewennent ce ou 3l b v
Un speciecie conlinu dont les acbewrs sanl spontankment
scllicds parm e Nux des visibewrs

FORUM BAS

Vincent Lemoureus

Fol.0T, 2008-2009, Commands Su Mistiére

do I3 culture ok és L3 cammurkcatien = Conine national
des arts plastigues, svec le seutien de 1a Fondabion
d'enireprice Ricard o1 |a participaises de Uentreprise
Plyscrol ot d# La gilere Georges-Philippe o Malhabie
Wallnis.

Lex Sais de Vincen| Lamourous senl des scuipbures.
prabcatdes, &0 contrepleged, ingiallées in siu

sur a8 daflsies de cimersions virmbles Elies trowsnt
leur engine dans obsersalion d une nature redessinde
pa* URemme, pour alier prabcabid sportes st Elasgir
il Lespae s trocve chiwire ot livmd a weilowr

24 gux chorégraphes qui |irwestsent dans Is casdre

e Viddodarse.
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LE NOUVEAU FESTIVAL
DU CENTRE POMPIDOU

G

21 OCTOBRE — 23 NOVEMBRE 2009

programme du jour

MERCREDI 28 OCTOBRE

1Th=14h GALERIE SUD IGRAND ECRAM]

OvnividéD Burecau of inverse Technology, Bit Plane, 1999
14"

Une séloction de widéos de la collection MNouveaux medias du
Musés nalignal  art maderne, eeuvres électronigues cantami
nites par La notion i’ espace el remarguéeas par Fabsence inguié-
fanic de présence humaime,

11h30=21h30 FORUM BAS
Vidéodanse : 200 films de plus de B0 cherégraphes an par-
manence, Theme du jour : Environnement

14h-15h GALERIE SUD

Une peinture parlés Yan Pei-Ming, Marlipn, 2003
Intersenamds : Francois Quintm &t L artisia

Des critiques d'arl, conservaleurs ou artistes sonk invités a
chpdsir chaqu jolr uRa oV preturale gui leur sambla emblé-
matique de la peinfure aciuelle

15h GALERIE SUD

Bruits de bouche [Les archives]

Les pxpirimentations podligues, bruitistes et buccales de Ber-
nard Heidsiack, Bruce Mauman, Gary HiL Bl Viola... Documeants
an partie inddits.

15h - 15h45, 16h-156h45, 1Th-17hé&5

FORUM

Ateligrs en famille pour Les 510 ans

Snfants @1 parents sonl imdtés b erder une installation éphémiére
afin de découwwrir les euvres de Jorge Parde ou de Carslen
Hialler

17h=18h GALERIE SUD

Kiosgque électronigue lconcert au casgquel

Guillaume Laidain [Ma Assol

Le travail de Guillaume Laidain se siue dans Uorganisation de




LES LIEUX DU FESTIVAL

GALERIE SUD

Quwerte sur la wile &8 visible 98 jour comme de nuil.

la scenographie de L Falere sud, bew ndvalgique

du lesimal, #38 concue gar Heinsa Zobernig, 18l un sspace
Mamkls sl anilzrmable En decho b ls 5etisn de festval,
e dispriiDl dlimte des zones de naberes dilérenles
dans lisquelles sont armdaagds des etaaces propres

WU Ol rids aotnevés du Leu.

ESPACE 315

L'Espace 115 #ul conté i Gophis Perez o Xavier
Besusslron de s Compagnie da Fereg que coneaien
ol #dpace senire lisu de pasiage, hall dhilel

o1 salle de thbditnew, pour stcueillic chague ur
Apaciacies st MtINEAESE B lags genres

PIATZA, FORUM, FORUM BAS,
GRAMDE SALLE ET PETITE SALLE

Le lestmad ovees il swssi ke Forwm du Cestre Pamgicou
eI URE edilion excegboenelle de = Viddodanse =

o Qusiged diux centa films, auinu dn S 07

de Wincand Lumsarous, qui se déolom sous les jas
des by b ges chorégraphes invbis

Piorre Leguillan ceszine une grille suf La pakia

et suslalie « Tealsing PFalermo= dans le bitment

FAuT imbes g rralbiples miersensnls b 8'eh oo pade
Enfn, un gnsemble de specin-les encestones s

== Grande salle, complile cette ampls programmateon

EIIHE-LES-HI.IHS. EXPOSITION
LA CONCIERGERIE,
50 (EUVRES D'ART CONTEMPORAIN

Le festval se déglasin egalement i Uestineur

di Centre Pompidey e imaa Chirlztias Rz

& priéserier dacs la salle des gens d'armes

de la Conciargers. Lsaposilion = Le sori probabls
de ['homme qui avait avals le lantdme s

un mucapiantdl entemble d ouvre s gu Emegeee
du COTps dARS 184S 3 Eals, Echo des muihiples
maraleiEannd ol interverdions live se déreulant

au mdme momant au Cenlre Pormpidau

Exposten croduile par

|# Canire des marraments nabiohaun
Du 23 exctokre au 12 décssnbre,
ISam les parsde ¥ h 30 1HR

L L T S TN LT

Des étudianks-médfistours §o1 présents
pour vous indbormar sur los srlishes

Bt SUr La progirass e lesa,

Wous pruver consulber leur chronigue
quabifenne sur be Blag
Chronigueslasiival cantrapompideuir

LES DISPOSITIFS PERMANENTS

GALERIE 5UD

Carstan HElles

Mirres Carousel, 3009,

Tedlrment recowern de mingr, o6 masioe lourne

irk lerbement dans un Mousemant garpEhael
Tewweasd trop lenlament pour Suggine: wn gutloongue
devarisement, o carrousel B51 and doule

et aubte chose - b distorsicn de bs peroeption
chare & Vartishe qui, B son habitude, shme élégammant
s troabids dang lespace guil habiis

Jarge Parda

Cinrttied iLAphr Houkel, 30903, Fonds mational o ark
CaRlEmpatain

Jarge Pardo pose avec bes limifas @1 les cormeniions

e la sculpbure, aw frondignes du design el de
Farchileciure. Liatiied [Light Hauts) sil un corndor
panatrabie au milieu duguel un sspace de rescs

af déchanpe scooeille e visiteer Dhasrel commariare
dur la relstion des hommes b bew erweoncemsnt, sur
L& rapporl & la Sdcorwtion, en L Ryhods dnigmatique
ul fragie. esl un espace semibile & sxpdomester

Mantred Pernice

Haldensloban 05-07, 2005- 1007

Estece ure peulpture T Est-ce une magqueits 3

Wi Pabitatien 7 Pernice brouille les pisies el sanstran
de curetis B2 e, plalglsrmes socles, abrs

& la limibe die |snschanal ol du déséguilibre

Celne siruciarg penglrable et hebistis. ofre auss
1 pennl de wum unique sur Uesposetess. Haldarsleben
afl le nom d'une petde wille, foyer de 1a céramigue
allafrsinda, mabiray fameier de Parnice, que I'on
décdewrg n pEndirant & Uinlénieur 3¢ cel Rabilacie

Oliwior Yadred & Cockiad Dasignars

Hiasgue Fleciromigue, 2004

Farsds régional dart contemparain d'lla-da-Franoe
Wersion costemporasie du hiosgus & musique, cetie bole
BN wErTE @51 confus dormics yne plaleforms de cancen
I stingresie. Des musmsans 1’y produisent
régulsbrament-frai e sctivill reste apparemran
siEnCieuse, Pendas) b leuf Iread Sout S0 petirtiel
nsotl Le soh ne 400 que des casques matisckds

& o boite. Citrg Lakerls de mussque Slectronges

el paphrimeniale prapeian @ concert guotsan

| lemips du brkbral

Heima Zobernsg, Franz West, Tlatan Yekosavijevic
Saudtala, 2008

Cetle westallation 5'ingeene A Le dois du sbudism pagal

e au skafezle de la Rendissance, lisu corgace

b L3 science b dux curoiands, & U'intérisur de car ARpEEE.
EWSIEUr peul 8 aasEaT Sur une chaise laoe & une 1able
B chorker un Apeiing dé obulear. grilce & un varisisur
4 gany en ceindichout surgd su miliew de La Lable

L e gafie ol 48 digicfie. symbalisand e prosags

i teemps Soct L tnble, un tupau sert de = récepoacle
bénergas




Fierre Leguillon

Teakring Palgsmg

Poerrw Leguillon pregass deen plusieurs sigaces

du Cenire un procrameny o courles intervestions

o sl ayant pour pensl de départ a replique,
réslade par Clément Aodeielshi en tons o gris
omme une photneapie da s 'orignals, d'un Ihéfire
de mshnnaties peini par Bliviy Balermo 1943 19T

Franck Lelbovici

How gecrels aw sisdves, 2009
Ensemiie f #noncds Moitanfs dasemnés dan | CLT T T
o dand les documents, chanbés pa- un choe #myleur,
ou ulilsds parles invilés du festeaal, Naw secrets

o aiodees eal b résullat d'une enguiie de

Franck Lisbovei au Centre Parmgsdou. Les bribas

de Lanpade guil v o collectdes format un suloporirail
elhnographigue et pogbgue de Csvteution

ESPACE 315

Sophie Peraz ot Livier Boussinon
Besubpurg-ia-Reine, 709

¥ Sculplure monurrentale raprAsese un Immanss \

Figue de Cemmeda dell'srie au lasids rakd mai
rdanmons symboigie. Plus groche 90 ospemen
fesuling gue d uns décoration lolkloregue. || &' spparente
selon Les mriisies (b peboe manquanie de [évalation

= dbrwinizneg = de Uimsgonaire. Espossr Uebjel humgss gt
i purmaance JeEresion cemms une e d'ard, (el
&4% ke par de bs Compegnie de Terup ol de ses imviks Gui
Smagurecen) Beacvbourg-la-Rene par des parfarmances
o 1Dul genre

FORUM ET MEZZANINE

Tebias Rehbargar

Dudsiderin of Arraye grands J006,043- 1 1L.00.02, 2003,
Centre Pempidou-Musés sational o'art moderna,

Celle misere mizeamentals s composie d' un engsrmble
de kaempes dont Linbenslld luimireuse ane sHen

B lumidfe du jour, meadilien! svec eils la physesnamiz

#¢ Lespace qui l'sccunille. Les notions de cammunication
¢l drierscimbd soni au foeur du procsssus eraatf

9a Rehberger el fond d celle aemre une JECE Gui peual
£Ee Lug ek &0 Rermes o8 phénoméncl oge guian rmes
de design

Diswiche Balulls

Arraletie de pralection magndtigue
ldmuior ihe Migretl, 7007,

Le travand de Baluln s developpe sutour & sUppors
multgles trouvant gssanbellement ieur ongine
dand le gem, le lemas o lespénence scentiligue.
Le matil de ce pace-peinl est emprunté s eulle
[aponi Paca-Wave Laborstory célébee dang les snnées
B0, ¢ dugrameme cindligue permet de présermr
Lefrarannement de |'sbasdance des raponnements
magnstiques 8t 3 laurs censbquences sileihes

Andres Diam

In & b wiliy 2 cole«blaadiad snimal, 200,

Les ceuvres e Bluen nous parlent de La permnplenbé

die soire monde, de sa tacdaion, de la = mbscmerd
henson= et des ruplures d8 communizaion. Dans celte
pitte, l'occupant d'um il e repos. partigs wes an lizard,
Eampagron fngad, wilpstieus el passe, | amereaseTien|
lonchioane! & wne Shlathbque. L'sridis eide des
FaGRarty paythid ot expirmds par Uintgenddure

dr Farchadecture des nhjsts

Han Kinmeni

On precammg something elie 200%

Faur ce projel, Bes Hinmond collabore awet des chefs
CUMINIES Butinif B¢ [idée de recelle ot ée repricen:
tatne, telle g evesagie car le ooligur Fllin Fénion
I1BEN-1YR4) Sepd chels parsiens regonmnl un Erabe
décrivant L v & un artsbe spant hoals e quilté

le monde o [ ars poar sdevenir aulrs chatas et
cetle Irnnsush gur bes cheds terdent dy représenter
s une recetle. bu Menu pendanl (s durse du lestval
Une wiring &2 dei dotwmenis b L daposiiar des
FHIBUMS BCompagrent be projet au Cantre Porrgeda,
w1 reevisk il vhts len restsunands Corivsgsndants.

Oiiwiar Bardin

Erhititina Cantinues, 2009

L sapiilion feprésente pour Berdin un médium & part
Bnisbre, 11 inlerroge a mandre dent Udentds 32 bl

a Iravirs bes représencalion que chacur s il de 5o

#l ddulrsi. & Cantrée da Canioe Pompidou, plutieurs
lguteuils lont Bace bux vistedrs qui peuwent 'y installer
Comme au hdltoe, log spacimleurs Bssaten] b Usrrads
des NoUVERUE WiRITRUFS &1 MCE VErSS ; pAU led nousER
ETEANGE, Chul Qui Bond 2555 dewennent ce ou 3l b v
Un speciecie conlinu dont les acbewrs sanl spontankment
scllicds parm e Nux des visibewrs

FORUM BAS

Vincent Lemoureus

Fol.0T, 2008-2009, Commands Su Mistiére

do I3 culture ok és L3 cammurkcatien = Conine national
des arts plastigues, svec le seutien de 1a Fondabion
d'enireprice Ricard o1 |a participaises de Uentreprise
Plyscrol ot d# La gilere Georges-Philippe o Malhabie
Wallnis.

Lex Sais de Vincen| Lamourous senl des scuipbures.
prabcatdes, &0 contrepleged, ingiallées in siu

sur a8 daflsies de cimersions virmbles Elies trowsnt
leur engine dans obsersalion d une nature redessinde
pa* URemme, pour alier prabcabid sportes st Elasgir
il Lespae s trocve chiwire ot livmd a weilowr

24 gux chorégraphes qui |irwestsent dans Is casdre

e Viddodarse.




des événements quotidiens :
conférences, projections,
tableaux vivants, concerts

et performances. Ce nouveau
festival place le spectateur

au ceeur du processus artistique
et Uinvite a expérimenter toutes
les nouvelles formes hybrides
de la création contemporaine.

propose pendant cing semaines
expositions, spectacles,

Laboratoire intempestif,

le nouveau festival
du Centre Pompidou

-

E= patenarl meda s
dwpzz 3 pErliz patas e

noya

it el

L)

Pompidou
JaO®

Centre
&

et b ASUTiaN da

H
= ,

nobre guelidien sanore, 5'attachant plus particuliqrement aux
nuUsSancEs senores pour en exteare leurs potentiels muosi- .m
Cal. 1

Ejum:._mp..mn_mm.._n m.
Brulis de bowche Sebastien Lespinasse, Preuvma-Récilal

Le Prauma-Réacital est ung expérirmentalion du peéme dans ses #A°
#ats d'ébullition, lorsque les polyphonies du sens et lestranses g ..
de la voix ouvrent les canaux du sensible. Outre qualgues com-
positions parsonnalles, Sébastien Lespinassa interpratera le
premier mouvemant de la Ursenate de Kurt Schwitters, &
Aux confins de la performance, de la leciure, de la musigue el

de la vidén, ces bruds de bouche font dialoguer la poésie aves

les auires aris,

20h-21h30 ESPACE 315

Beaubourg-la-Reine Mare-France, Marie-France... visite
Brigitte Bardot

Marig-France, artiste transgénérationnelie : le mat “dgérie”
semble avoir ébé crké pour elle qui a suinspirer pile-mse Serge
Gainsbourg, Les Gazolines, André Téchiné, le groupe rock Bijou,
Marguerite Duras, Pierre & Gilles, Arrabal, Frédéric Mitterrand...
Entourée de &8s rois hdéles musiciens, Maria-France 5est
prajetée dans Tunivers de BB et s'est approprie un fRésor de
chansons médconnues, au mime inconnues,

20h-23h GALERIE SUD IGRAND ECRANI
Ovnividéd Thamas Kener, Banliewe du wide, 2003, 12

20h30 GRANDE SALLE

Spectacles vivants f Musigue Stars Like Fleas

Hors du temqes o des modes, e collectif new-yarkais Stars Like
Fleas combine avec une diabalique beauté musique impravisée,
free-jazz, pop, envolées bruitisies et perles mélodiques.

1& euros, tarif fedudl 10 sures

Toutes les mandfestations sont en entrée libre dans la limite des
places disponibles, 5 Fexceplion des spectacles en Grande
salle.
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LE NOUVEAU FESTIVAL
DU CENTRE POMPIDOU

G

21 OCTOBRE — 23 NOVEMBRE 2009

programme du jour

MERCREDI 28 OCTOBRE

1Th=14h GALERIE SUD IGRAND ECRAM]

OvnividéD Bureau of Inverse Technology, Bit Plane, 1999
14°

Une séloction de widéos de la collectan Nouveaux medias du
Musés nalignal & art moaderne, eeuvres électronigues cantami
nites par La notion i’ espace el remargudeas par Fabsence inguié-
fanic de présence humaing,

11h30-21h30 FORUM BAS
Vidéodanse : 200 films de plus de B0 cherdgraphes an par-
manence, Theme du jour : Environnemenk

14h-15h GALERIE SUD

Une peinture parlés Yan Pei-Ming, Mariipn, 2003
Intersenams : Francos Quindin af Lartisia

Des critiques d'arl, conservaleurs ou artistes sonk invités a
cheisir chagque JOEF LinE RV preturale gui leur sambla emblé-
matique de la peinfure aciuelle

15h GALERIE SUD

Bruits de bouche [Les archives]

Les pxpirimentations podligues, bruitistes et buccales de Ber-
nard Heidsieck, Bruce Mauman, Gary HiL Bal Viola.. Documants
an partie inddils.

15h- 15h45, 16h=16h45, 17Th-17h45

FORLIM

Ateligrs en famille pour Les 5/10 ans

tnfants o1 parents sont imaies & crser une enstallation e phemire
afin de découwsr les euvres de Jorge Pardo ou de Carsten
Haller

17h=18h GALERIE SUD

Kiosgue électronigue lconcert au casqual

Guillaume Laidain [Ma Assol

Le travail de Guillaume Laidain se siue dans Uorganisation de




LE CHATEAUBRIAND
Mercredi 28 octobre 2009

Amuse bouche

Foie gras, légumes d’automne, bouillon de hareng fumé

Bar de ligne, poireaux, coques, clémentines

Boeuf d'Hugo, vitelotte

Poires, betteraves, mahaleb

Chocolat, framboises

ou
Fromages du jour

Menu unique : 45 euros

Le Restaurant n’accepte pas les paiements par cheque. Merci

On bapoming

19 .A80 fd WL



Le Chateaubriand

Nos Vins rouges

Cote-du-Rhine
Cairanne, 2008

Terre d" Ajgues, 2007
Vijade. 2008
Beaumes de Venise, 2007
Saint-loseph, 2008
Les 2 Monardes, 2007
Bourgogne
Bourgogne, 2008
Savigny-les-Beaunes
Beaune-Chovacheux, 2007
Pommard, 2006
Garance, 2007
Languedoc-Roussillon
Avanti Popoulo

Fou du Roi

Kozetta, 2008

Luna, 2007

La Pascole, 2007

Avec le temps. 2007
Roulé Boulé, 2008

Le Rollier, 2007

Gran’ Tonillieres, 2006
L éffromée, 2007
Tringuette, 2008
Beaujolais

Fleurig, 2006

Cuvée 3,14, 2006
Loire

La Chaussée rouge
Rouillon, 2008
Bois-Rouge

You are so Nice, 2007
Régions

Domaine Richawd
Denmetine Riched
Ldnglore

Ferme Saim-Martin
Dl vt Ribe
Damerine Monardiére

F Sahre

I Sabre

- Sabre

P Pacaler
La Caderre

fe Temps des Cerjses
Le Temps des Cerives
M Magnon

i Duchéne

& Duchéne

Le berat du Monde
Poiron Miner

Was Foulaguier

Mas Faulaguier

La Treifle Muscare
La Petite Bajgmense

S Foiliard
J Foillard

La Grange aux belies
Clos die Tie-Barny

R Masse

Net C. Chaussard

Les Baux de Provence, 2003 Domaine Henvorre

Grr Nadine
Trousseau, 2005
Rayure

Arbois Pupillin, 2007
Rayos Uva, 2008
Prima Ve, 2008

S M Brignor
SN Brigno
LM Brigmot
P.Overnoy
O Rividre
Clas Ouvert

(Cairanne) I8ecuros
(Cote-du-Rhéme )  42euros
(Vin de Table) 32¢uros

(Beaumes de Venise) 40euros

{Saint-Joseph) 59curos
(Vacqueyras) 33euros
(Bourgogne) 3euros
{Savigny-les-Beaune) S3¢Uros
{Beaune 1% Cru) T5euros
{"ommard) I 15euros
(Bourgogne) I5euros

(Vin de 1able) 2Yeuros

{Vin de table) 3euros
{Corbiéres) 3deuros

(VdP Céte Vermeille) 47euros
(Collioure) 47euros
(Roussillon Village) eurns
(Cdtes du Roussillon) 3beuros
(Coteaux-du-Languedoc)  39uros
(Coteaux-du-Languedoc)  48euros
(Vin de Pays) 2Teuros

(VAP Cites Catalanes) Jdeuros
(Fleuric) 45curns
{Morgon) 33¢uros

{¥in de table)) 2%uros
{Chevemny) 32eurns

(Vin de table) 25euros

{Vin de Table) 29euros

(Baux de Provence)  55curos

{Vin de able) 45euros
(Arbois) Aleuros

(Vin de 1able) Teuros
{Arbois) 38euros
(Iioja) Ieuros
{Maule) 3leuros

On
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artforum.com ! critics’ picks Page | of |

ARTFORUM

“The New Festival™
CENTHE FOMPIDOU

Place Georges-Pompidou
October 21-Hovembear 23

Call it what you will (a stage, an event, & plaifarmT), bul curalor
Bernand Blisiéne’s performance-based program at the Pompldow
may prowe o be nothing bess than & major inumph for the
museum. Belying its strasghtferaard title, “The Maw Festival® will
galher woaks by 160 artists dwning five wideks in a program 1hal
escagas any precise definfion and racalls the museum's
pxperiméntal beginmngs in the late 19708, Cartain days offer up fo
ten evenis—irom dence and lectures o music and films—
alongside byo relabed exhibilions, one at the Pompidouw and the
oihar at the Conclergens, a former royal pelace and prison,

The highlight of the festival’s opening weekend was undaubbadly
Andrea Fraser's OFouw We'tcome, a parady of thank-you Eimgreen & Dragaet, Drama Gueens, 20603
speeches fnom imegined art-award carermones that debuted in Paformares visw

2001 nd retaing its bile, Procesding to undress as Lhe

performance became more ambeguous, Fraser commanded the atlention of visitors in the museum, as well as
those cutside, who tapped on the glass of the gallery, snapped photes, and thereby undersconed the afficacy of har
wirk. That night, Eimgreen & Dragset’s Drama Qoueans, 2009, also pushad limits between the subject and the
ohject of periormance. \With a Pbretto by Tim Eichedis, the soap-opera-esque plivy (one could taste the melodgrama)
features an anthropamarphic group of sculpturas—by Koons, Giacometli, Arp, Hepwarth, Rickrem, Warhol, and
Latiitt.

Of the standouts at the museum’s exhibition, Ben Kinmont's On Becoming Samething Else, 2009, is a multipant
procect compriging a seleciion of essays by the art oritic and noted anarchist Félix Fenéon on gasirology, a5 wel as
meals that Kinmont organized at seven different restaurants, based on short biographies he wrote aboul seven
anlists whose “an praclices.” ke his own, “led them out of the ant world and inlo & new value struchure ™ Alsa of note
is the program La Peinfune Parfée (Faintings Speak), featuring Heima Zobermig's large cage housing thirty
painkings, each chosen by an afist, oflic, or curator. At 2 PM each day, ona of the warks will be removed Tfram (he
confines and lafl on view with 8 contextealizing staiement by the individual who selecied it. Blisténe has even
incorporated the Pomgidou's vast piazza into his project; here, visitors can find the fastival's calendar sullined in
crisp whila teced, as i it could be easzily conlained or classified,

A relaled exivviion at fhe Cmmﬂ.rgmm 1% a0 wew unil December 12

— Lanren O'Nel-Biuliar

Al NS, rEEareed Artferum sam M i tigrikaEd Irsdemars af Artlprmr Inlsmaton Magarmes, Now Yark, MY

hitp://artforum.com/picks/id=24108& view=print On becoming somelng siee 1 ) /1472009
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icolas de Tavernost : « Le contrat
de Laurent Blanc court jusqu’en juin 2011

__.n. patronde M6 et des Girondins de Bordeaux précise dans un entretien au « Monde »
fu il n'est pas prét a laisser partir chez les Bleus I'entraineur des champions de France

m.-ﬂ..n.n_m._..

“ &= Giranding _.#. :..._!_.1._._.”._.
.qu semiblent irrésistibbes avant
| de recevolr Marseille, diman-
W:_.. 17 janvier, pour la reprise du
hampbonnat. En Ligue 1, ils font
course en lete avet neuwl points
I svamnce sur beurs poursubvanislil-
w_.._..w trilkarmmient qualifiee pour
&4 hnitiemes O lnale de la Ligue
Hes Champlons, ['équipe de len-
traineur Lawrenl Blanc peut Enmvi-

‘aller phus loin puisqu'elle
pffrondera, on levrier el en mars,
{ thympiakos Le Pirte, une forma

LIS & &1 _. e
Le club aguitain dispose-1-il
upoaird Tl des arours sulfizants
»0uF PoUrrr de noanvelles ambi-
I lans ! = Mg moens, of somd Lai-
ﬂ._: Flanc et un mouvema siade =,
spond Nicolas de Tavernost,
dministrateur des Girondins et
wresident du directoire de lewr
ationnaire y..ﬂ:._.:.:. MG Le nowg-
feau stade est & D'ondne du pour du
onsell munkcipal qui deft se réu
ir | 25 janvier,
ordssux est-il le o nouveaw
Lyonn?
0n enterre Lyon trop vite. Ja
pulls respeciueux du parcours de
£oin président, lean-Michel Aulas
Ban ¢lub a un coup de mou cet
fiiwer, il n'en resle pas moins une
bormidable machine Bordeaux ne
iEpote pas encore des outils qui
ui peraseliend de jouer le rle de
wom. Peut-#tre gque ['OL n"a pas sa
« laire aimer, malgré ses résulk
il & oes de le fadre aved nolre
Ivh= et oS moiens
ks Sont Cos moyens T
Mo imayer e sonl Lavurend
T..___._” £ un nouvead s1sde. Nous
Ewons repris le club en avril 1o
MNotre premier objectifl éialy de
?.___:.._w_ﬁ_::.___nm.:_h durablerment
ot les quaitre grands chebs fran-
W...._.. W oa fallu tenlr compie des
rontrintes: Bordeaux n'est pas
“‘._.._:1 le ni Paris, pas mime Lyon
¥na un envirennement plus diffl
—..__...? bassin de popalation et "o
ivité économigue ne sont pas les

SATILH L AMBUUREALIGNL T FES

miémies, |l y a des partenariats que
ngas e pouvons avolr. Depuis
cireg ans, bes Girondins gagrent de
Targent, de 3.3 4 .2 millions d'eu-
ros par an, réinvesti en totaline
dans le cludy, Motre stratégie vise i
ne pas Falre dans le court terme,
mais progressivement. Avec une
stahilité managériale incarnée par
fean-Louks Triaud, qui est depuis
omze ansa la lete du club, Bl en pri-
viligiant e nm_...u_n__uﬂm_._._ﬁ_..__" inter:
mi: be prember investisserment e
allé au cenire de formation Bor-
e et aujound hud un club tnés
solide par san stafl, cest une
famille
Valtre campagno surcpsdenne
n'a-t-alle pas change la donne 7
Bordeauxest arrive dun nivesy
o k] est sans dowte temps de fran-
chir une éape supplémentaise

ernander candidat « officiel » pour entrainer las Blous

uls Fernandez, 50 sns, & posd,
udl 14 jmnwler sur L°Equipa TV,
candedature pour e poste de
dlectionneur de Niquips de
rance de fectball & Jo pose o -
Apdlovnant ma cangiadatre, B
dclaré I'anclen entrainewr du
S0 (19941506 ot 2000-20:03),
carrd"husl consultant sur RMC,
sonits e peul e prlver o
[postler. En 2004, Lauront Blane

el d'aulres endrainewrs avalent
ditdé regus pour exposer leur pro-
fet. Pourguod pas [mod] 7 1'ai un
projel pour Péguipe de France. »
Lo eanirat de Raymand Domse-
niech, actuel sélectionneur des
Bleus, prendra fin aprés la Cou-
e eluy msnde 2010 (du 11 juin au
11 st ). Le favori pour lul Suoce-
der semble #lre Lavrent Blanc,
sciual entraineur de Berdeaux.

L
N

pour compler parmi les grands
clubs europeens. Pour cela, § faw
faire progresser be budget du club
aver uh cencle vertueux en Ligue
des champéons - naus en sommes
& Irais n_...n._._n.n_u_"_u_.__. )] n_:u._._.m

Ilest temps
de franchir une étape

supplémentaire
pour compter
parmi les grands
nmn,n.m mEﬁﬁm_num
ans-ef _u#n_:ﬂ_u_rn_._n d i ontil st
e que l'onm'a pas augourd hoi Au
lade Chaban-Delmas, nows avons
Nasd places laissant bes Erods
quaris des gens sous B plaie, Lion
nous PoUrTions en avoir 44 oo
plus confortables [y 3 un endroit
idéal, Eres condo, qui ne m._..:u e
sonne: lelac [ bEnéfice déjadhin-
frastructures comme un parking
maderte el e ramway

Les resultals sportifs sont Ba, la
pariicipation du chub st considé
rable, & hauteur de 100 millions
d'ewres, |adde de |'Elal es1 annon-
cée pour 20millions deuros, Le
financement de el équipement
publicest déjh assune b G0 % [esps-
i quie bes collectivites territorialkes

- wille, communauié wrbaine,
département et région = sauren
saisir cette opporfunité histor:
gue, gui ne se reprodulra pas
avant dix ans.
Laurent Blanc, vaolre entraineur,
esl donné comme successeur de
Raymand Domenech i la téte
des Bleus. Etil a menace de par-
tir 8 Bordeaux ne passait pas &
ln dimansien supdrieure,
Jean-Loails Triawd a eu une
incroyalde visls lorsgu'il 3 décidé
de Faire confiance 3 Laurent Blanc
Cesl pourquod, des jamvier 2005,
naais avans lenu & prolonger son
contral. Celui-ci je le rappelie,
CoLrt jusquen juin 20101
Mous avoms jlsgu’l présent o
pours répondu aux demandss de
Lawrent Elane, rows continuerons
b le faire. Tous bes javeurs soalai-
pds cans Mégquipe ont pu nous
rejoindre. 'avais aussi personnel-
lement insisté pour que Maroua-
neChamakh n'aille pas i Lyon, il y
atrols ang
Chamakh partira-t-il pendant le
mercatod hiver T
llest girondin jusguala finde la
salson et nows souhaltons gu'il le
reste pour les anmsdes sulvantes.
Cuelle est wotre position par rap-
peort au drodt & Mimage ? Gndit
sounvent que sans cetie disposl-
tion, Yoann Gourcuff aurait quit-
té Dordesun.
fe ne suis pas iir que be drodt &
limage collective [DIC, gul autori-
se les clubs & exonérer de charges
sociales jusqu’a 30% des salaines
de lewrs joevrs] puisse expliquer
a hui zeul |2 signature de Gourcuff
i Bordeaus. Ce que pe sals, c'est
gu'a chague fols gue Bordeaux a
propose des rélormses adapiées
=un champlonnat b 18, une rigle
pour les charges sociales pour
Maonaco, un statut d'entrepreneur
pour les sportifs professionnels—
nous n'avons ¢ué dcoutes sur
aucun de ces podnts,
le suils estomaqued qu'un gro-
pe commee be ndtre, qui participe
aux appels d'effres powr a diffu
sion des matches of a rfussd A
mener un club au titre de cham-
plorde France, sodt aussi maltrainé
ar les instanoes du football lesup-
pose gque Boulogne ou Grenoble
apportent plus au foothall fran
Cais e Bordeauy.. Cest pour-
quid il me paraitradt importani
que Paris. Lyon, Marseille ot Bor
deawny se conoertens _.___._a SOIVENT
car¢est bien cesgquatre-Egul font
Vattractiviteé du ﬁ?._.:._..n___u:.._.._.._ &f
des coupes d Furope. @
Propos recueillls par
Bruno Lesprit

Ryder Cup 2018 se disputera en Europe continentale

81X pays, dont la France, se proposent d'accueillir le principal événement golfique mondial

Golf

a France, | Allemagne, I'Espa-
H gne, e Porugal, led Pays-Bas
-l 20 |3 Sutde ont jusqu’au
W.::..:_ 1010 pour remetire leur
Possber de candidature & Nsooweil
pebn ByderCup 2018 Ce sera seulde-
rent 1o deusieme foks dans Fhis-
ol de celle @ preuye —gui oppose
ous Jes deux ans les meblbeurs
[oucurs curopeens el américains
brernativement sur le Vieux
Lonbinead ef aux Erats-Unis- _.r._._".u_“_.
o sedisputeraen Europe continen
ale A Vexception de | Espagne en
Q7. bodates bes ol ons de oeLour-
ol par cquipees, cree en 1927, onlt
Bl e dans les fes brit AFIF1 LS
Conskicrie comme 1la manibes-
sthonspartive la plus suivie apres
s Jeuy olympigues ef les Coupes
nide de foothall - le nombre
- pratiquants ost estine & &5 ml
ons=_ s Kydies _..:_._ attirebwen dos
anvedtises D'autant que bes ooca-
lons deé bs revoir en Europe conti

| i
|

nentale ne seront pas frégquentes
Lattribution ne sera accordée
gu'en 2011, 3 une date non “_._q.m_.._.
G ._..n_..m-_._:u._._n_n_.___n la 42" édition
e oot événemend. 4 la charge d'un
caomité émanant du Tour eurce
péen, st entourée de flou
Réunies mercredi 13 janvier &
Lomdres, a I'imitiative de e comite,
les six dédégations n'ont pas ahle
mu Rous bes Eclaircissements qu’el:
les souhaktaient, Elbes ont cepen-
dant appris quielles pourrant
peauliner leur dossier apris conEp,
puisgue be comité d'organisation
i regerve le d rodt de demander des
améliarations, grice aux lumiéoes
de trois experts qui ont déja tra-
vaillé sur I Coupe du mande de
feepaball e les Jeux olympiques
Les chances de |a Frapce d ac-
cueillir cet évensment sont kain
dérre négligeables. » Fien que bes
crilénes prioviloires me Soienl s
higrarchise: parlecomilé d argani-
SEMon, RO VO e [ iy
finamciers, la palitiquee sportive des

Parys e le sountienau golf profes-
shonmnel ef fes considerations emvi-
ronnementales sont fondamen-
free. analyse Chrigtophe Munde-
53, directeur exéoutif de La Fédéra-
tion francaise de golf (FFG). Cha-
quie conatlidiet doit done faine Lo
prropre cholx e inprartance g il
aveorde d ces adifférents aspects

400 000 Heencids en France

Lacandidatere francaise est por
té par |3 FRG & travers uni com-
mission qui Tegroupe, noOame
ment, [ean-Frangols Lamour,
ancien mdnistre des sports.et Patri
ce Clerc, ancien directeur d Amauw-
ry sport arganisatien (AS0) Elle
COMmpe SUr o8 400 000 licencids
et sur le soutien de FEtat, exprimé
par lz président de |a République
el l=s secrétaires d Brat aux spars
et au tourisame, ainsi que sur oelui
du président du Sénat, ou s dérou-
lera le 39 avril bs présentation offi-
cledle de cette candidatune

# __..__..._n_uq:mc.n._q.__.n.n_q.?..ﬁn. soude-

nif financerentent cetle candida
[LEre dle Frndere dmporfanle, prsci-
se Christophe Muniesa. Mais nous
drvans [ engagernen de différentes
enrreprises, dont Uidentiré sen
dévoiléele 29 avril et donml certoines
sonil cléjis actives dans e golf prafes.
tiannel. Nows devont géndner un
budget de DVondre de 30 millions
d'eitrod gue mous pisalerons de
e PR ESET erde o o ey partene-
rirrs et souliens. =
Les draits & werser au comite
_u_._uﬂmb_-_E.__u_.._ Sélevent 4 18 mil-
lions d'evres, lain de la = redevirn-
ce i rmale s de1oo millions e
ros exigée par Finternational Rug-
by Board (IRE) pour l'organisation
dit la Coupe du monde de rughy en
29, L Allemagne, dont [z candida-
ture est poriée par le jowewr Bern-
hard Langer. quealifie & dix reprises
pour cethe competition et capital-
ne de I'équipe d Eurape vaingueus
on 2004 ¢t la principale concur-
rende die ka France. @
[ean-Louis Aragon

YHPUILOL VUUOS &J

Saveurs jean-Claude Ribaut

SO

lautomne 2004 afiste
b ameEricainBen Kinmont,

sollicité par be Centre Pom
(e, confiadl & Sep cuitinkers
e mission irsolite : illustrer, par
niree recetie ad hioc, la demarche de
sepl artisbes qui avadenl décideé de
adevenr aulne chose = Pour Ben
Kinmont, « cirlsineredf aohe de
transformer des (ngrédients en i
el i 5€ FarapE ef gl s pairlo-
i = bl e commun, qui avec
[Eremie Kosenbos, ke chel du res-
taurant CRL, et Inaki Alzpitane
du Chateaubriand {129, avenue
Farmentier, Paris k0, allair pren-
dre wie dimension ben particulis
e, Les aumtres culsineers ¢sasenl
Alain Fassard (L Arpegel. Reberi
Vifian (Tan Dinhj, Yves Camdebor
des [Comploirdu Relaks), Olivier
Camus [Chapeau Melon)et __E_.___.:.._
Carena (Le Barafin).
Lechel de CRU {7, mee Charlema
e, Paris 40 a chodtst d'illustren e
parcours d une artiste devenue
professeur de yoga, en nommant
&8 créalion : Sashimi de filel de
Bl Yol et coeur de palmier
frals ; celui du Chateaubriand a
Imagind un King crabe en gelée
royabe pour expliquer le passage
d'une amiste vers une carriere
médicale . Cette infriative crodse
un charmp de péflesion auguel
e pouvelle génératon de cuisi-
nders semible voelolr 3 mouvean e
frotier
Limvitation du chef catalan
Ferran Adria i la Documenta de
Cassel en 2007, grande manifess
tiom d art n._.-__._q___:.__“..__..__;_._- il LIEST
tous |es cindg ans, en @ fait réyer
plues d'un. La cussime sppartbent-
elle au monde des ans, be chef
peut-il revendiquerun statut d‘ar-
tiste ¥ Le grand chef Freddy Girar
det, madeste, disat : = Arifste et
antisan, ¢'esd wne e recine bt
e, fe ils un arfisan = Une visite
chex CRU et au Chateaubriand
s impose, Installé dans Je Marals,
aves umn bar, dews salles de restag
rant &t une cave, TR _n?h_a__.._m_.“__..
d'abard par un mobilier condem

Gastronomie

PARIS 5°

CRU CRU cri—

y Lespritdelart
e sur les assiettes

parakn adapté & un espace chargé
d'histodre, C'est & la fols sobre &t
ébégant, i I'image de son inspira
frice. Marie SEe _.__.r.:“,_. n__.__._._"_ olle,
s ouvre un restaurant fous bes dix
arns =, 5o ched, e jeune [Erémie
Rosenbois, maitrise [ techn e
apprise au Spoon, 3 Parls, dans
I'univers Ducasse, Les saveurs
sont précises, les assaisonne
menls enlevés. Beaucoup de pro
iduits crus - enseigne oblige - sans
trop cédera la carpaccio mania ;
dbes plats mixtes, ooes el cuils, aux
aszaisonnements d inspirat son
fapanaise ou asiatique. Le flet de
el et parfurmse « au pofvre
ARG o6 VT T O i e, A
bar, on sirobe des calpirinba aux
fruits de saison en aftendant de

s attahder

Au Chateaubriand, changement
dedécor. Ou plutdt absence tofale
dedécor, dans un volume Enmées
30, deé pouillé, qua aurait pu see-

Aucune carte, le menu
du jour tient sur une
feuille A 4 distribuée
EE la F_Hﬂm

_.._Z._.__.._...__..:..L une sciene die La Tra
versde de Paris. Un Hﬂ_..__._ coanp-
toir permiet de = boire des coups »
avant de passera table, car bes
reservations r..__.___.__._._u_q_:_“_:p:._"ns_"
I'afflence et grands Cest I'une
des Talbvdes les plus courues de
Pariz, avec ses qualités | une cuiss
i minimaliste, parfois ingpinée
&L e s : wn sErvice asser dlis-
tant Aucune carte, le menu jour-
nalier tient sur une feaille Ag dis-
rifiuée poar 1a farme (fode de
iriaiie ef radis, cabillaud demi-
sol verdures e eau de concombre
e desser o banane forases)
Excellent choix de vins « natu-
rels s dont Inaki Atzpitarte esd un
._.._ﬁ_u.._.-:u.EH defenseur, .

B Sur Lemonde. .:

il bl Remonde !
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par millions en Haiti

@® Une partie de la population se retrouve dépourvue d'eau, de soins,

Part-au-Prince
B Efmvoyd Sodci

~ M neadeurde mort flotbesur Pom-au

Prince, ks cagitale d Haill, devasss

par le seisme du 12janvier. Une
outlear de plias en plus insuppartable dans
les quartiers du centre el du bas e laville
reclifls o des arhas de decomilsies. Les imal
LOTE U DN Resise somi wides, el Souvent
fiaswrees. Raressont les habiianis qui se ns
JUETH] & i asser la vt o anstant que les
réplbguses o'l puas cossd, deus jours apris
£ SEISIE, gl aurait fat au moins, selen
iy prember bilan de la Crodx-Rouge, entre
JLo00el 50000 victimes ¢ 3millions de
sinistnes, soit un tiers de la population de
e petit pays des Caraibes, 'un dies plas
pauwres du monde

Hwrat
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umiguEment )

250 € ou 9,45 avec ls doubls CD
[&n France melropalilamms
Me paut étre vendu sans « Le Monde |

.__.... “._..._._.
vhamdennds sur les s, &l de nom:
by _._ﬁ_u.._"u...:d.._n..r._H_._.___n.__._..-uhn“_._._uu.
qieé par des fonlards pour e protéper de L
puanieur des corps en pulrelaction. A

AL

erne die g bangue Unibank €51 &
ok el Tomdne. A Mising RUeE, LN Enoue
_ d'uine vingtaine de peenes dégagent de gros
blocs de béton & la base de |'édifice
_ s llpadeux personnes enwie » 8 done 'un
dreas. A Fadded wn bong buyau en plastigue.
les sawrveteurs impuovisés parviennemnt &
tchanger __..:.__m._-_”:. mends avec les survid
vamis, qui dermandent de Veaw Ao bout de
_ _ deux hewres d'eMoets, deux homomes soml
ﬁ dégagds. Le prennber, un eniploye diela ban
e, dp e 206 ans, et i ndemne, | atre, un
agent de séourite, wdh mal & se relever
lean- Miche] Carodt
B Lirm Lnsesite pagre 4, Page troks of page &

Leregard de Plantu

Demain dans feNlonde

« TéléVisions » Le retour Culture Le théatre de Michel
de « Cameéra Café » ; Gainsbourg | Vinaver, entre France et Japon
par celles qui I'ont aimé Débats L'historien Tony Judt
: [T R~ 001 i Ly ¢ 001 | o0 i P ., ik afwslem | M0 75, Erabie 150K Bk
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@@ Un dirigeant de 'ONU au « Monde » : il faut un plan d’« une ampleur énorme »

ond

Fomdateur : Huber Beuve-Méry
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[virecteur : Eric Folforing

Les memmﬁﬁmm Se OOB_UﬁmH:“ Un milliard d'euros de bonus

pour les traders parisiens

@ Aux Etats-Unis, Obama crée une taxe pour les banques

: . ien i’y faft. Malgné ka colére des opi-
._.._ _m.._.._”..:m_ x miions publiques, les mises en garde
L % des gouvers ila, Ulistavration

de taxes pxceptionnelles, s exots conti-
renl &n matiEre deremune ration des opé-
raleiss Nnaiceers Cesl alnsl guoe bed Lra
e o= 4 Paris, pandes bamdiies ran-
aises e par les fliales irancalses  étabiis

500 lequivalent de e que touchent
63 OWOH peErs O mres punties a0 srmic pendant
un an. En moyenne, chaoun des 35001tra
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I'automne 2009, l'artiste américain Ben Kinmont, sollicité par le Centre Pompidou, confiait 4
sept cuisiniers une mission insolite : illustrer, par une recette ad hoe, la démarche de sept artistes qui
avaient décidé de "devenir autre chose”. Pour Ben Kinmont, “cuisiner est lacte de transformer des
ingrédients en un mel gui se mange el qui se partage”. Joli lieu commun, qui avec Jérémie
Rosenbois, le chef du restaurant CRU, et Inaki Aizpitarte, du Chateaubriand (129, avenue Parmentier,
Paris 117, allait prendre une dimension bien particuliére. Les antres cuisiniers étaient Alain Passard
(L'Arpege), Robert Vifian (Tan Dinh), Yves Camdebordes (Comptoir du Relais), Olivier Camus
{Chapeau Melon) et Raquel Carena (Le Baratin).

SRAGEE Le chef de CRU (7, rue Charlemagne, Paris 4°) a
choisi d'illustrer le parcours d'une artiste devenue
Recevez diss 9 heures les titres du journal 4 professeur de yoga, en nommant sa eréation :
paraltre dans I'aprés-midi Sashimi de filet de boeuf Yogi et coeur de palmier
Abonnez-vous au Monde.fr : BE par mois + frais ; celul du Chateaubriand a imaginé un King
it Gl crabe en gelée rovale pour expliquer le passage
dune artiste vers une carriére médicale... Cette
Sur le méme sujet initiative croise un champ de réflexion auguel une
s nouvelle génération de cuisiniers semble vouloir &
Broceli party nouvenn se frotter.
O bocorning somating

hitp:/fwww.lemonde. fr/aujourd-hui/anicle/2010/01/1 51-esprit-de-1- M—suufﬂ-thmr-lﬁvasm?d‘rﬂ&'lﬂlﬂ
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L'invitation du chef catalan Ferran Adria i la
Documenta de Cassel en 2007, grande

CB Visa ou Visa Premier manifestation d'art contemporain qui a lieu tous
Totalement Gratu ite les cing ans, en a fait réver plus d'un. La cuisine
appartient-elle au monde des arts, le chef peut-il
revendiquer un statut d'artiste ? Le grand chef
Freddy Girardet, modeste, disait 1 “Artiste et
arfisan, c'est une méme racine latine ; je suis un
artisan.” Une visite chez CRU et au Chateaubriane
simpose, Installé dans le Marais, avee un bar, deu
salles de restaurant et une cave, CRU se distingue
d’abord par un mobilier contemporain adapté & us
espace chargé d'histoire. Cest 3 la fois sobre et
élégant, i I'image de son inspiratrice, Marie
Steinberg, qui, dit-elle, "ouvre un restaurant tous
les dix ans”. Son chef, le jeune Jérémie Rosenbois,
maitrise 1a technique apprise au Spoon, 4 Paris,
dans l'univers Ducasse. Les saveurs sont précises,
les assaisonnements enlevés. Beaucoup de
produits crus - enseigne oblige - sans trop céder a
la carpaccio mania ; des plats mixtes, crus et cuits,
aux assaisonnements d'inspiration japonaise ou asiatique. Le filet de boeuf est parfumeé "au pofvre
long de java et de malabar”, Au bar, on sirote des eaipirinha aux fruits de saison en attendant de
s'attabler.

BLOG A boire el &
maEngar

BLOG Clin doeil gousrmand

4 Edition abonnds Archive - Saison fruffiére

Au Chateaubriand, changement de décor. Ou plutét absence totale de décor, dans un velume années
1930, dépouillé, qui aurait pu servir de cadre i une scéne de La Traversée de Paris. Un grand
comptoir permet de "boire des coups" avant de passer & table, car les réservations sont théoriques tar
affluence est grande. C'est I'une des tables les plus courues de Paris, avec ses qualités ; une cuisine
minimaliste, parfois inspirée ; et ses défauts : un service assez distant. Aueune carte, le menu
journalier tient sur une feuille A4 distribuée pour la forme (foie de morue et radis, cabillaud demi-ss]
verdures et eau de concombre et dessert de banane écrasie), Excellent choix de vins "naturels” domt
Inaki Aizpitarte est un vigoureux défenseur.

Sur Lemonde.fr : Ribant. blog. lemonde.fr.

Jean-Claude Ribaut

Article paru dons Péditien du 15.04.10
Abonnez-vous au Monde i 17€/mois

On beooming something sk
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Arcihes | iy =Y
hitp://www.lemonde. fr/avjourd-hui/anticle/2010/01/1 5/1-esprit-de-l-art-souffle-sur-les-assie. 1/28/2010
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Ben Kinmaont

1160 Pleasant Hill Road
Scbastopol, CA g5472
mobile 06 22 40 o8 58
bkinmant @ gmail.com

Raquel Caréna
LE BARATIN
4 rue Jouye-Rouve 75020

Pariz, le 1er juillet 2010

Chére Ragquel,

Bonjour, c'est Linda Grabe, qui écrit pour Ben Kinmont.,

Comme nous vous |'avions indiqué, nous avons préva de finaliser le projet "Devenir autre
chose™ par la publication d'un livre.

Au printemps prochain, Ben fait une nouvelle exposition i la Fondation Kadist Paris 18¢, ol
I'archive de ce projet sera présentee avee d autres, cecl comme dernier prliminaire au Tivee,
qui inclura aussi le texte de Fénéon, des essais eritiques et la documentation
phetographique. Cest un livre prévu pour s'adresser tout autant aux amateurs d'art
contemporain qu'aux amateurs de cuisine et d'expériences nouvelles en ce domaine; ce qu'on
appelle un table-book en somme!

Pour cela, nous refaisons un tour de table des sept chefs pour recueillir la recette et reponse &
quelques questions, que vous trouverez ci-dessous.

Ben est 4 Paris pour guelques jours et passera vous voir en début de semaine prochaine.
Vous remerciant & nouveau pour votre participation,

Aver mes amicales salutations

Linda Grabe [ pour Ben Kinmont

1= Recette : Ingrédients, recommandations... par exemple pour 4 ou 6
personnes.

2- Pourriez vous mettre en relation la recette avec le paragraphe choisi :
pourquoi avez-vous choisi ce paragraphe, qu'en pensez-vous, el comment avez
vous choisi / inventé la recette que vous lui avez associée?
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The proposal below is being written as a project with the support of SFMOMA and within the context of
“Prospectus: San Francisco, & survey of the work of Ben Kinmont”

On becoming something else, San Francisco

Artists are trying o get into magazines, galleries, museums, and various collections. Time is spent at
graduate school iewards this and, a discoursa is learmad, and common reference points are understood
2 aid in the explanation of one’s practice and help create a value structure in which the work will make
sensa, This effort fo get into the art world is the basis of an artist's professionalism as well as a source af
frustration.

But, at tmas, | wonder if it woulkdn'l be batter to replace the question of “how do we gel into the art
world?" with “why is it that we stay?" Perhaps, artists should relinquish their desire to stay within the
discourse and instead et themselves and their work develop beyond that which is covered by art reviews,
biennales, and a gabery system of exchange. Perhaps, in some cases, artists should let their practice
lead them outside of institutional support and away fram the expectations and objectives of the art world,

Towards this end, some arbists hawve, in fact, followed their practice 1o the culside, to something else.
Thesa are people who, through the pursuit of their art practice, find themselves leaving the art world and
ceasing o usa points of reference taken from an art discourse. Instead, they find other value structures to
give their activity meaning and within which to understand what their practice has become. | am
approaching these arists a3 those who have ceased making art and have become something else,

My proposal fo SFMOMA is to make a senes of filmed interiews with such individugls, The interviews
could be aired on public televisicn as well as be screened via projection in the Museum. The final length
of each interview and its formal will be delermined by the film's final context and contant

The first formukation of On becoming something alse cocurred at the Pompidou Center in October and
MNovember of 2009. In that particular case, | had written seven biographical paragraphs about artists who
had laft the ant world, either tempararily or parmanently, in order o pursue something elsa. Thess seven
paragraphs were then represented by recipes, each written by seven different chefs in Paris and offered
an their restaurant menus. Each of the paragraphs was also categonzed according to the field into which
each of them departed: activism, farming, politics, medicine, psychotherapy, social work, and yoga.
These seven categories were presented as a beginning lowards a typology of disappearance and the
seven recipes as homage o their decision [o leave the art world.

The film project with SFMOMA will help me ta continue my project into the nature of this disappearance. |
aisa hope that these interviews will aid us in understanding the limitations of the art discourse and how
there are some places where arlisis go, and yet art needs to be left behind.

14.12.10
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Divier Camus

Ben : Pouvez-vous m'expliquer pourquol vous avez choisi cet extrait 7

Olivier : Il m'a semblé étre le plus évident i traduire par une recette. L'idée du cru tassé
est venue en réponse au texte initial qui raconte comment un artiste a défendu un podte
cubain condamné pour ses écrits. Il a été torturé et finalement exécuté. Mais son travail
n'a pas disparu pour autant. Je voulais exprimer le fait gue, méme si on prend la chair, si
on la martyrise, 5i on la frappe, la substance reste toujours, Méme si ce poéte a subi des
violences et a fini par en mourir, sa pensée, ses écrits lui survivent. La recette est
I'application matérielle de cela. Prendre la langoustine et la taper jusqu'a l'aplatir
complétement, jusqu'a ce que la chair n'ait plus son apparence originelle, mais qu'en
bouche le godt reste identique : cette modification de la forme associée 3 la résistance de
l'essence traduisait parfaitement extrait.

B : Que pensez-vous de la possibilité d'un lien entre une recette et quelque chose
d'extérieur ? Et du fait que 'on puisse représenter quelque chose i travers la
nourriture ? L'idée que les aliments puissent avoir une signification, puissent faire
référence a autre chose... et en tant que chef, le moyen par lequel vous pouvez parler de
ces autres choses lorsque vous concevez une recette, lorsque vous présentez une
assictte, ce n'est pas simplement des ingrédients assemblés,

0 : Selon mol, la cuisine est une représentation du monde. Elle est le reflet de I'Histoire,
des mentalités, des attitudes sociales, des comportements. On mangeait d'une
fagondifférente sous Louis XIV de celle sous les Romains ou encore du début du Xxe
siecle, A ces époques, on avait une maniére trés fastususe de faire la cuisine, trés
thédtrale, trés élaborée car on y percevait la représentation du pouveir politique. Au
|apon, ce que 'on mange fait ce que I'on est, tout est lié. Le rapport entre la santé, le
corps, et la nourriture est trés présent. C'est 'application d'une philosophie, alors qu'en
Occident, il s"agit davantage d'une projection.

B : Et quelle est votre position & vous, en tant que chef, avjourd'hui i Paris 7

0 : Je erois qu'aujourd hui les choses ont beaucoup changées, le champ des possibles
s'est élargi. La culture d'une culsine locale, régionale dile notamment aux contraintes
d'accés aux aliments a laissé place & une cuisine plus riche en ce sens qu'elle est devenue
internationale. A Paris, on peut trouver des ingrédients japonais, indiens, des épices
provenant du monde entier, et puis on applique de nouvelles méthodes, des facons de
cuisiner « 4 la thal » ou « 3 la japonaise », On assiste i un échange, une mutation qui rend
la cuisine trés cosmopolite, trés amusante aussi, Bien sir, il faut toujours respecter la
maticre premidre, c'est un principe de base, inutile d'essayer de faire des piéces
montées, cela n'ajoutera rien, au contraire, cela risque de dénaturer les ingrédients.
Selon moi, trois suffisent & faire un plat, au-del, cest du blabla. Je crois qu'il faut garder
une approche simple de la cuisine.
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B : Oui, mais la cuisine dite « simple » a sa propre position. C'est un parti pris de faire
comme ceci ou comme cela, de choisir ou non d'utiliser de la créme, d'ajouter une sauce,
etc. Vous voyez, c'est un choix. C'est la méme chose avec le vin - - - - Same thing with the
wine, you choose wines which are the... trying to represent the space, the place it's
growm, and the place ir's made, and this thing happens naturally and the place it's made
without a lot of suffer [ ¥7) ... And this is also a position,

0 : Selon moi, tout cela doit écre évident. On n'est pas censé se poser de questions quand
on déguste un plat, cest le cuisinier qui se les pose, avant. On travaille pour le plaisir des
autres, il est primordial d'avoir envie de donner, et ce que I"autre regoit doit étre évident.

B : Derniére question : Avez-vous déja pensé a devenir autre chose ?

0 La question n'est pas d'y penser mais de le faire ! Pourquoi est-ce que jexerce ce
métier 7 J'aimerais faire quelque chose de plus calme parfois, sans autant de charge de
travail... Mais c'est une passion ! Quand j'arréterai, je voudrais écrire, faire de la photo,
voila ce qui me fait envie. A propos du vin, je méne une sorte de parcours militant, je
défends une approche particuliére, qui m'apparait comme la vraie maniére de faire du
vin, donc contraire a la maniére industrielle... Ce qui m'intéresse, c’'est la vie. Quand on
cuisine, on fait de la vie. A mon échelle, 3 ma fagon, {'essaie de contrer tout ce qui tend a
dépouiller la possibilité d'une véritable expression.

Il y a eu en France une proposition de loi pour réduire les subventions accordées aux
intermittents du spectacle, C'étaitil v a 5 ou 6 ans. Le statut intermittent est trés
précaire, le travail n'est pas régulier, il faut des mois pour mettre en place des projets et
les subventions publiques sont 13 pour les aider. Cette tentative a été tellement mal
regue par le miliew du spectacle que le célébre Festival d"Avignen a été annulé, Des
sittings étaient organisés un peu partout et j'ai assisté 3 I'un d'entre eux & la Villette. Je
suis venu avec une caisse de vin pour leur apporter mon soutien et j'ai discuté avec
quelgues-uns d'entre eux. |"ai alors réalisé que les vignerons sont dans une situation
similaire. Constituant un pourcentage trés minoritaire, ils existent difficilement car on
tente de les empécher de produire pour la seule raison qu'ils défendent une identité, une
particularité, une expression personnelle, propre & quelque chose de vivant face & une
production de masse, lissée, applatie, qui obéit a des lois marketing. C'est un discours et
un positionnement marginal qui dérange le monde du vin, Les petits producteurs,
comme les petites compagnies, font la diversité, I'alternative et pourtant c'est a eux
gu’on supprime les moyens de continuer.

B : En tant qu'Américain, nous venons en France parce qu'il y a une tradition ---- mais
certaines aides pour ces petites choses que sont les happenings, et I'éventualité que cela
puisse s'arréter est déplorable ---- parce qu'avec les artistes américains que j"ai connu
lorsque je vivais a New York, nous avons tous eu notre premiére exposition dans des
musées ici, pas aux Etats-Unis parce que la-has, Ia preduction culturelle et artistique est
controlée par les galeries, par le commerce. |l n'y a aucun petits centres d'art, ou de
jeunes commissaires concevant des projets intéressants avec peu de moyens financiers,
juste assez d'argent pour faire vivre leurs projets... et I'idée que cela puisse disparaitre
€st vraiment triste parce que nombre de musiciens, commissaires, écrivains, artistes
viennent icl.
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As an American, the reason we come to places like France is because there is a tradition
of there being (it's not very much 7) but some support for these small things that are
happening, and the possibility that it is ending is sad around the world in many ways
because, of the American artists that | know when [ lived in New York, we all had our
first exhibition in museums over here, not in USA because in USA the cultural production
is controlled by the galleries, by the commerce (7], And so, you don't have small art
centers, you don't have young curators doing interesting things with a little bit of maney,
enough just to survive to do what they doing... and the idea it's ending is really bad, it's
horrible, all around the world because a lot of musicians, curators, writers, artists, come
here.

0 : Nous avons le ministére de la Culture qui n'existe pas aux USA.

B : En fait c'est amusant, J'ai discuté avec 'un de mes amis qui travaille maintenant dans
un ministére de la Culture, et il m'a dit quil faisait son possible pour que la gastronomie
devienne ue forme d'expression artistique a part entiére, au méme titre que la peinture
ou le cinéma ! je ne sais pas si cela va marcher !
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Inaki Aizpitarte

Ben : La premiére question g5t pourquol avez-vous chaisi cet extrait 7
[nmaki : Parce que c'était le dernier !

B : Je voudrais vous parler d'une jeune femme, elle était I'une de mes étudiantes en fait a
la Graduate School de 5an Francisco, Elle a commencé avec des travaux artistiques dans
les communautés. Plus tard, elle a commencé a aider les gens, puis elle a décidé de
devenir médecin. Denc dans son cas, une réflexion artistique I'a conduite vers un travail
social, qui lui-méme I'a amenée 3 devenir médecin,

Et je me souviens que votre projet avait a voir avec la notion de placebo...

| - |"ai Fait des recettes & différents moments. C'érait un jeu parce que chague bouillon,
chague légume peut devenir de la gelée royale, "aimais le jeu de mots parce qu'on a
utilisé du King Crab, bien siir, je ne pouvais pas prendre de la vraie gelée royale,

I"aimais bien le jeu de mots et puis je ne pouvais pas utiliser de la vraie gelée royale.
B : Je me souviens quand |"al godoé un plat ici...
I: Je Uan Fait avec du jus de concombre ou avec du bowillon fumé, vous vous souvenez 7

B : Je ne me souviens pas qu'il s"agissait de bouillon fumé. Donnez-moi un instant, je vais
voir si je trouve une photo sur Internet

B : Comment décriveriez-vous la relation entre le texte et votre recette 7

[:1ln'y en a pas vraiment. Un médecin est |3 pour guérir, pour apporter du hlen-étre.
C'est aussi le réle du cuisinier que d'apporter une forme de bien-étre, c’est une médecine
permanente. Ce jeu de mots avec le King Crabe était un moyen d'aborder la notion de
placebo trés présente dans la médecine. Voila la relation que je vois entre elle et ma
culisine.

B : Croyez-vous possible de représenter quelque chose dans une recette ? Une idée, une
représentation sociale ou politique 7 Est-il possible gqu'une recette ait un sens/ une
signification 7

| : Bien sir. Chaque cuisinier se créé une place sociale et idéologigue. Pour 'amateur de
bonne cuisine, celle-ci ne se résume pas seulement & une assiette ; c'est aussi une part de
réve, d'imaginalire. ['espére que cela développe tous ces sens. Quand on pense a
I"engagement, on le pense social ou politique. Mais la cuisine est aussi un moyen de
révolte ! Elle est un moyen d'expression, donc elle peut aussi incarner un engagement.
Ma cuisine est populaire, le restaurant s'inscrit dans un quartier ; le message que 'on
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wehicule est totalement différent de celul d'un établissement dans un chateau a la

clientéle bourgeoise.

B : Est-il possible pour les clients d'aller au-dela de ce qu'ils voient et de ce a quoi ils
goitent ?

I:]el'espére | Dans la plupart des cas, il ne s"agit pas seulement d'une recette, le
cuisinier y met toute sa personnalité, il se livee au client. Parfois, on a des retours
surprenants de la part des clients, au-deld de ce que I'on pouvait imaginer.

B ; Je pense que chaque chef doit se positionner avec la cuisine, les ingrédients, les
expériences liées a la table, les références du terroir, I'Histoire aussi. Il est possible de
représenter une idée dans une recette, de lui donner un sens, car il existe cette relation
immuahble entre les ingrédients et ce que le chef a décidé d'en faire. On peut dire que le
cuisinier raconte une histoire...

[ : Je suis daccord, oul.

B : Parce que vous racontez une histoire, vous pouvez représenter quelque chose dans
cette méme histoire. Et ceci me semble trés intéressant.

[ : Et cette histoire ne s'écrit pas du premier jet. [l faut étre dans le doute, car la pire
chose qui pulsse arriver 3 un cuisinier, cest d'étre trop sir de lui. Méme 'il n"a pas la
méme condition gu'un artiste, il fonctionne de la méme maniére : il doit s'interroger sur
son travail, le remettre en question, évoluer avec son temps, S€s CONNAISSANCES, SO0
entourage, ses découvertes.

B : Ce sera ma derniére question ! Avez-vous imaginé devenir autre chose que cuisinier 7

1: Je n‘ai jamais considéré que j'allais étre cuisinier toute ma vie. Peut-étre qu'un jour
arrivera oil j'aurais envie de faire autre chose. Pour le moment, je continue d"avancer
avec plaisir, méme si ¢’est un métier trés physique, sous pression, surtout dans une ville
comme Paris ol la concurrence est rude. 50 je devais modifier mon mode de travail,
peut-étre que je me dirigerai vers quelque chose de plus simple, plus proche des gens,
des fournisseurs, cela me manque parfois. Nous manipulons gquotidiennement des
produits sans jamais voir les bateaux de péche, les fermes et la terre qui les fait pousser.
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Raquel Carena

Ben : Pourguoi avez-vous choisi cet extrait 7

Raquel : Ma réponse ne va pas vous plaire | En fait j'avais choisi le texte sur 'activiste 3
I'origine.

B : Olivier Camus souhaitait aussi celui-ci donc oui, c’était un peu compliqué...
K : En fait, on ne m'a pas laissé le choix |
f,??‘:- Comment as-tu inventé cette recette par rapport i ce texte ?

R : En réalité, f'avais déja travaillé sur une recette daprés I'extrait sur activiste quand
on m'a demandé de choisir autre chose. |'ai alors fait ma Picasso puisque cela ne
correspondait plus du tout !

77 : Malgré tout, le lien entre le texte sur le politicien et la recette que tu as choisie a-t-il
pris sens 7

R : Pas vraiment puisque j'avais été inspirée par un autre extrait. Le projet étant déja
amorce, c'est resté comme cela et j'ai gardé la méme recette.

77 : Peux-tu nous dire si tu imagines une relation possible entre les aliments ot le fait
qu'ils puissent représenter autre chose, notamment une histoire 7 Et de quelle manibre
I'envisages-tu ?

R : La nourriture n'est pas grand chose en soi, donc elle représente toujours autre chose.
C'est dans la compléxité des rencontres et des cultures que cette relation peut exister,
C'est réel et concret, cela te raméne i des histoires, des instants, des cultures... Selon
maoi, il y a une forte corrélation des sensations au-deld du besoin physionomigque.

#7: 8i l'on imagine que tu as créé ta recette d'aprés 'extrait sur l'activiste, comment est
apparue l'idée du poulpe ? L'as-tu choisi car il est un ingrédient populaire ?

R : Oui, et je 'ai cuisiné de la maniére la plus traditionnelle, comme on le fait en Espagne.
C'est une recette classique : les poulpes sont cuits avec des bouchons de lidge, ils sont
ensuite découpés puis dégustés avec de I'huile d'olive et du pimentan ; on lappelle « le
poulpe a la vénitienne ». Je n'ai rien modifié, méme pas revisité cette recette.

#1: Comment définis-tu la relation entre un plat populaire et I'activisme ?

R : Cest un plat de la rue, on le mange dehors, chaud, tigde ou froid, dans des assiettes
en bois. Il y en a en quantité généralement, et c'est trés fréquent de le trouver lors de
fétes de village.
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77 Done ta proposition culinaire pour illustrer une histoire lide a la politique, c'est un
= plat populaire et non pas élitisite 7

R : Mon idée était de proposer un plat que tout le monde mange, partage, qui parle &
chacun, qui rappelle I'Espagne. L'huile d'alive associée au sel et aux pimentons, c’est une
saveur que chague Espagnol a imprimé dans sa mémoire gustative ! Lorsque 'on m'a
sollicitée pour ce projet, je faisais trés souvent ce plat et "adore le préparer, donc ¢a
tombait bien.

/Z‘?”: Le poulpe, c'est trés particulier, le temps de cuisson en fait varier la forme, ca peut
“ devenir du caoutchouc !

R : Qui et cela ne dépend pas du cuisinier mais du poulpe ! Je parle des plus gros, les
blancs : (s retiennent beaucoup d'eaw. L'important, c'est de veiller 4 ce qu'il ait toutes
ses tentacules, sinon eau s'infiltre a U'intérieur et il risque davantage de prendre un
aspect caoutchouteux. Chacun a sa maniére de le cuisiner, moi je place toujours deux ou
trois bouchons de liége et trols ou quatre de piéces de monnale au moment de la cuisson
qui prend entre 30 et 40 minutes. C'est une tradition, et un moyen de les attendrir, mais
les Italiens ne sont pas daccord avec cette théorie ! Ensuite, je le plonge dans I'eau
bouillante et je I'essore sept fois de suite,

B : Avez-vous pensé a devenir autre chose 7
R : Pour devenir autre chose il faudrait déja &tre quelque chose !
_'_' /??/Mais tu t'occupes d'un restaurant, tu y fais la cuisine !

R : Dui c'est vrai, mais je n"avais pas imaginé faire cela... avant de le faire, et cela dure
depuis 22 ans ! 'avance en fonction de mes rencontres, jamais je n‘ai décidé de quoique
oo soit & I'avance, C'est une sorte d'aceident | e ne crois pas étre faite pour quelgue
chose de précis. Au début, je voulais chanter !

}’?’ Ah ! Done tu as d'abord chanté puls tu es devenue restauratrice 7
i E Dui on peut dire ¢a.

77: Donc tu es devenue autre chose !

R : (rires)
47z Etas-tu chanté en public?

R : Oui, en espagnol,



Rabert Vifian

E The notion of correspondence is very relevant to this issue or so in the project with
the paragraphs and the recipes. And the difficulty of language, and the need to ereate
reference points (7] to try to explain the taste of the strawberry.

R You have to do it through science, you can describe intelligibly. It means 777 You have
to be good in chemistry or physics, which is not that common. Otherwise technology,
simili, comparisons, or methods (7). That's the problem. When it comes to translation, it
can be lost in translation.

B : If that would be the case, how can you understand the relationship between a recipe
and a particular content, ar something that the recipe is about? Does the recipe become
a type of metaphor or simili for something or a recipe itself?

R : | think most of time, one wouldn't make a recipe it's just about consuming. (for...) it
was a little bit more, the concept was slightly outside of a natural recipe, (which...). 'ma
professional, 50 when it comes to something | need a consumer. When | devise a recipe,
I'm [wondering] what it tastes like, what ] want it to taste like, and possibly after that
will people like it or not. But the first success for me in a recipe is has to have me as the
first consumer. | have to like it. And sometimes | test it out and people don't like it and 1
change it, | take it out of the menu and make another one. It's always irritating when
something is coming from vour mind, you see the result, and you think “it suits what |
want”, and people do not like it and it's very irritating. Forget it, do something else.

B It could be a nice cookbook, the recipes that Robert liked and nobody else did.

It's like you when you design a work, | want it to be like this, it's coming out, sometimes
easily, sometimes painfully, sometimes slow, sometimes quick, it doesn’t mean that
something is coming out like this. Most of time it's better like this. Especially when it
comes to cooking [ think spontaneity is probably more important than, | would say, a
visual art. | don't have to worry about it, if people don't like it, you have to do something
else. Trying to change, to adjust, is less interesting

i DC i SOl sl
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Yves Camdeborde

Ben : Pourquoi avez-vous choisi cet extrait ?

Yves : Parce qu'il y avait quelque chose de sensible, lié 3 mes origines puisque mon pére
est fermier et paysan. Par ailleurs, je suis conscient que sans les agriculteurs, les
hommes de |a terre, on ne pourrait rien faire, on ne disposerait pas de ces produits
d’exception, c'est primordial d'en avoir conscience mais malheureusement les cuisiniers
ont tendant a l'oublier. lls font 90% du travail, on s'en rend compte avec 'expérience.
Trouver la simplicité est ce qu'il v a de plus ardu en cuisine, A partir du moment oil 'on a
acces a ces produits exceptionnels, il suffit de les préparer tris simplement pour les
valoriser. Les personnes dont on parle le moins sont les plus indispensables ; les
producteurs en font partie. En France, nous avons cette chance immense d avoir une
diversité de terroirs. Cela permet des variétés gustatives, et je pense par exemple 4
I'agneau dont le godt différe selon la région. Sans les producteurs, nous ne serions pas
grand chose, c'est cela qui me touche le plus. Lorsque |'ai quitté la maison, 3 14 ans, j'ai
jure & mon péra que je ne travaillerai jamais la terre. On avait des élevages, des
maraichers, des céréales, c'est de 'esclavage quotidien. Pas de vacances, de week ends ni
de repos, c'est impossible, ['ai été trés marqué par cela étant jeune, méme si je le
respecte et que j'ai un amour de la terre. [l faut &tre passionné, sinon ¢est trés ingrat. Je
voue aux agriculteurs une grande admiration et quand je vois des gens qui quittent leur
profession pour aller travailler la terre, je leur souhaite bon courage ! Dans notre métier,
faire de la bonne cuisine ne dépend que de nous. Les fermiers, eux, dépendent de la
nature. Et la nature est caractériclle, done c’est d'autant plus difficile qu'ils peuvent
g'investir pour étre les meilleurs et en P'espace d'une journée, tout le travail d'une année
peut disparaitre.

B : Que pensez-vous de la nourriture et des aliments comme possible représentation
d’autre chose ? Est-il envisageable de faire un lien entre les recettes et autre chose 7
Lorsque vous réalisez une recette, avez-vous lintention de représenter autre chose, que
la personne qui la golitera réalise une expérience ? Vous pouvez parler de l'inspiration
gue constitue le fit d’aveir grandi dans une ferme, avec un pére fermier, et I'importance
guont les ingrédients de qualité & vos yeux. Puis, décider d'illustrer cette idée par une
recette, D'aprés vous, quelles sont les possibilités d'avoir une recette qui est concernée
par cela ? Ou les impossibilités !

¥ : Quand on cuisine, on cuisine avec son ceeur, avec sa passion done on parvient
nécessairement a faire passer des « messages ». Le mien, c'est la tradition frangaise :
respecter cette tradition, avec le souci du mouvement, sans étre ringard, écouter
I"évolution des goits de la clientéle, Le monde nous envie |'Histeire gastronomique de la
France, profitons-en ! 'essaie d'étre le témoin de ce patrimaoine. La world cuisine est une
sorte de fusion de toutes les cuisines. Personnellement, je ne voudrais pas qu'un jour on
trouve au Comptoir ce que l'on peut manger partout ailleurs dans le monde. Je crois qu'll
Faut réussir a travailler avec sa terre, son histoire, tout en visant la modernité parce que
cela créé une diversité. Cest un peu ma philosophie : rester frangais. Je ne crains pas de
perpétuer un pied de pore, une joue de beeuf, une poule-au-pot ; pour mai ce n'est pas
ringard. [l y a des générations pour qui faire un oeuf mayonnaise sera démodé, mol ¢a ne
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me pose aucun probléme, ['en suis fier et je vais le réaliser de la fagon la plus simple qui
soit, je n'ajouterai pas de la cannelle ou de la banane pour exister ! Ma personnalité, ce
sont des recettes classiques et je le fais avec conviction. Je n‘ai aucun complexe 3
m'affirmer avec une sole meuniére !

B : Avez-vous déja considéré la possibilité de devenir autre chose que cuisinier 7

¥ : Non non ! [e suis heureux de faire ce que je fais. C'est une passion et j'ai la chance de
pouveir faire la cuisine que f'aime. Ce que je développe au Comptoir est trés récent, ca
n'a que 5 ans. C'est difficile de parler de I'avenir, je n'ai jamais fait ce que j'ai dit... A
chaque décennie qui passe, je raisonne différemment ! Je veux laisser faire le temps.
Aujourdhui, je suis en osmose parfaite avec ma cuisine, mes produits, mon lieu, mes
clients, mon quartier. Je continue i dire que la France est un pays extraordinaire, qu'on
a la chance fabuleuse d'avoir une tradition marquée, et qu'il faut savoir la faire évoluer
mais aussi la défendre. Cela fait partie de ma culture, mon patrimoine, mon passé et j'en
suis trés fier. Je n'ai pas encore atteint mon but, ici. Je crois qu'il reste des choses a faire
avancer, évaluer, maitriser, il y a toujours de la route 3 faire ! Dans 5 ans, j'ignore si
I'envie me prendra de faire autre chose...
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“Probably ohe Greacesr Cook af Al Time ™ — Amne Willsn
Fromn the Library of the wellknown I9h Centuey French Chef Emile
Berriard

| CAREME, Marie Antoine. Le mairee d'harel Frangais, ou parallile
de la cusine ancienne et modeme, considérée sous le mppon de
l'ordonnance des menus selon les quartre sisons, Ow
conenant un traé des menus servis a Pans, a Saine-Pérersbourg, a
Londres er a Vienne. Panms: Didor, 1822,

Ave, Qe added enpraved gitle page, one engraved frontispices, aghe folding veey large
engraved plates, and twenty-five folding leaves of tables printed on recto and verso. Two
walomes. 4 FL i.r,.:'l-l-ﬂpp.. ! pl..!ﬂl. {I] FF.'C-DI‘I.!MFD!‘H}' bdise QUArLEr MADCCo, Spine
gl lightly subbed, Bight spottang throaghear, » few of the Ligge foldng plires have 3 shon
tear in the goter, occamonally affecting a bar of the image. SEOOLO

The FIRST EDITION of Caseme’s [1783-1333] mudy of meals served before the
revolsmion and then later by hamself to varous roval houschalds theoughout Europe. Ths
& a pamicularly sacsfvng copy & i@ i preserved inits onginal wappes and 5 enoeedy
LM

.\I‘ur]uurlg worked for Chades Manince de Talleyrand-Péngond, Tsar Alexandre Land
C'-r-u-rg«: s [_ﬂun:he]:'ﬁnreﬁegﬂtud-Engl:nd}Cuim moved to Vienna to be the chef of
the Berish Ambassdos to Ausres Ir was thise thar e weote Le snaaee dhovel Frangsis. The
Bk 1 srllrlm-l.'d mbia five sectieons: the [img s eomeemed waeh memas befiare the rovalunion;
the second with modem menus For each seazon and momthe the therd teation discusses menes
which Cartmie hamseli’ huad peepased for che Tsar Aloander of Russa from 1814 to 1815
the fosirth section his meaks served 1o Geoege 1%V of England from 1816 w0 [817; and the
fifth and final secuion discusses the meals he prepared foc the Batish Ambassador to Ausina
wn 1821, Cartme's fonal sllustrions employer was Baron Rothschild, where be died ar the age
uffrl] and 15 s to have had a Imclgrl Jarg;r:rl:i'm‘l.:lul nrmu:t mﬂnigm.

“Here 1 the man who became and remacns the most Famous of [9h-cengury French
el His andones and therr sucemson stisdsd has books, o ar leasa paid lip-seraes po ham,
well into the 20th century. Gastronames and food woriters have prased him as a great gensus
of hawte cuzsine. and |1.'|1.'-r held hum ap as an sutstanding example of how a lowly apprentice,
ol a husmble background, could rise sothe topinest pinnacles of has professon.” — Davidson,
The Owferd Covmparuion e Food, p. [37.

The provenance of this copy 15 particulady satishymg, The two chets chat were perhaps
the smosx l-:|.|.'nau:| o= EOAR I in the E:iﬂl'.';l:rpi of Caréme in thear dbbomie dishes and
Tt 16 d\.:wlu.:nl_ﬁmg_ the puice 1|mr£r_}l.'m Fmide Bernard and Ulebain Dubais. T ogether,
they published 135 Ciisine classique [first ed:s [884) which presenited more than 100
engravings of soulpoares made of swee .1_-1.|l savory dishes. [t 15 rare to find cookboaks from
well-known chefs. and especially rare when there is a hisorical rebevance. On the verso of the
12 tle page of velume one 15 Carfie's signature; " Canfinie de Papns”

{ Cagle 122; Maggs J88: scc Mennell for 2 ducussion of Caréme and hus
rﬁpﬂuqbq.lr;].' foen Tumdwuu: st in French cuisine ':FP' 145 1-|-';|:;-: Obeele [87: OCLE
recordi arven locstions: New York Public Lib., Berkeley, Lib. of Congress, lowa St
L'nlﬂn-lﬁl..b'-dtﬁ-ﬂmngrr] b, Indiana Unee and Lamar Ui TX : Vieore call. 145, Willan,
Caaks and thar Recipes. p. 143 — "probably the greaest cook of all ime.” Mot in Bazing.
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