HIGHLIGHTS: ETIENNE CHAMBAUD

ARTIST'S BIO The work of Etienne Chambaud can be considered a thetoric of subtraction, a practice of
ITIENNE CHAMBAUD (h. 1980, France)lives in withdrawal that allegorizes a rule associating the accumulation of knowledge with the leg-

' :mttmﬁhml il?: ibility of its evidence. Yet the work is less a question of this evidence than a manifestation of
Kadist Aet Foundstion, Paris, and David Reherts Art what separates us from it. One could say that the purpose of Chambaud's work is negatively
Fesndation. Lonidan, in 2040, He is represented by exposed, his works consisting more in the language trying to circumscribe them than in their
Laber, Moo City, where his latest sobo enhibation. actual presence The semiotic and linguistic processes deployed by the artist willfully expose

v Hospitality, was hekd in S0 hi onshiy p 1o the history of conceptual art, a relationship which is freighted with irony
rate misunderstandings: the works proceed from a kind of metaphorical writing
it knows it will not necessarily be assimilated, but rather will retain a sense of separation,
The cut, which is so essential to Chambaud's formal and conceptual vocabulary, is
formalized by motifs of blindness and muteness. In the series “Exclusion de Ja Tautologie™
clusion of the tautology), initiated in 2007, the artist presents a succession of “tautologi-
%, rapid reifications of ready-made ideas and concepts, The series features, for example, a
nlst lamp illuminating its own electrical source (L'Electricité}, a vial of artificial tears
a pedestal [Les Larmes, (tears)], and a mirror facing another mirror (L'Tnfini). Static
! literal and indefinable, frontally presented 1o one’s gize and subtracted
ediate comprehension, these delusive tautologies, by focusing on the process of the
tion of thought as opposed to the allegorized object, grant access to the economy of
ns that undergird them. They thus superimpose the following two extremitics: the
al statement of their tithe and presence as works of art, excluding them from the world of
s them from the realm of tautologies. Double exclusion, in other words, which in turn
nds the dumbfounding character of these objects. At once transparent and impen-
organizes itsell; they articulate the site of an experience of blindness, proposing that
ely, we see nothing, neither reading nor penetrating that which is in our field of vision.
d as black holes of thought, Chambaud's tautological objects describe nothing about
they tell us nothing; one could say that they are “mute.” Furthermore, with their
‘What is more, ironically maintaining the naive ambition of reconciling the conceptual
wer's apprehension, which is by way of a cut: they demarcate this logic of exclu-
lirical inversion in which objects that turn their backs on the viewer nevertheless
hat viewer's mind endless possible interpretations and meanings. These tautologies,
10 be fully grasped, and by suggesting a decipherment that never comes, disap-
ugh the knowledge we attempt 1o extract from them, and refuse to be seized by any
uw_ummmmwmm
Iy by way of this perimeter, they produce something like a negative definition of the
- transitory formation that is irreconcilable with the cadaverous rigidity of the

den or masked objects lead to latent, productive misunderstandings and tempo-
ctions, which in turn establish a context of delayed apprehension. To use Der-
s these works, thanks to the use of a mise-en-sbyme, differ their accessibility,
ir own differances, reintroducing the issue of time into their very composition.
h can be seen in the series "Atlas,” initiated in 2008. A number of atlases, certain
'which have been perforated by large holes, are presented open, framed on a wall
on pedestals. Juxtaposing the contents of different maps, these modified books
e an erratic topography in which various lacunal geographies are made to blend
r. These works reproduce something like the mental image of Ripping through a
rough the hollowing out of the pages and the illusion of transparency that it pro-
“Altlases” introduce discontinuity and a sense of fragmentation into the oth-
inuous, unbroken expanse of data, the hierarchical economy of information,

linear permanence of written knowledge of which the book consists. The “Atlases™

literalize how an abstract visualization of time might be introduced into a clas-
produced here, the fabric of book-based knowledge finds itself undone by a partial disap-
pearance or abstraction of its contents, and the coordinates of knowledge are redefined ac-
cording to the scale of that which it lacks rather than what remains, formalizing a kind of
“negative” construction of knowledge.
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