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e and outside entitled Cubo di
ibe of mirrors, 1969-75). It
it is happening around it, but
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iplied. It allows viewers to
ally perceive the innumerable
elf. Looking down from the gal-
onto this room were the various
rble sculptures of the series
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1at form various geometric fig-
lesign changing according to
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th gold leaf from which Fabro’s
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e of life. Even when in another
>wer immediately sensed a con-
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)94), another self-portrait. If in
s the exertion of birth, here one
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tiful onyx cylinder, the color of
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y covered in flour. The rolling
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1ble impression of the artist's
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gesting that life requires this continual
pushing forward that perhaps has no end in
sight. Here, at least, it guides us through an
encounter with some twenty other works
that, at this particular moment, Fabro chose
from his diary to relate his life as a man and
as an artist.
—Francesca Pasini
Translated from the Italian by Marguerite Shore.

ANNE-MARIE JUGNET

GRANISERRE S ESERIRO IMEEINF T E
PUTMAN

Anne-Marie Jugnet’s most recent exhibi-
tion consisted of simple works that seemed
to take over the space of the gallery though
they were physically unimposing. It was
not only that here she used color, where
normally she works in black and white, but
that in the background blinked a small red
neon sign that spelled inoui (“unheard
of”). While this last piece was of modest
size and, above all silent, Jugnet plays on
the fact that this word contains another
word that refers to sound: ouie (hearing).
What is unheard of is something extraordi-
nary that invades and spreads out—some-
thing that has dimension.

Because the work is presented on a large
table on trestles you are led to expect a
unique event. The word “emergency” is
composed of 48 piles of letter-size poster
paper each of which comprises 500 sur-
faces, 500 copies of the silk-screened word
alternating between a positive image (or-
ange letters on gray background) and a neg-
ative image (gray letters on an orange back-
ground). The alternating colors reference
the kinds of signs that punctuate urban life.
“Emergency” is a signal sent in English, a

Luciano Fabro, Sisifo (Sisyphus), 1994, onyx and flour.
Installation view.

R

means of conveying urgency, but also an ex-
aggerated warning in a society where
conflicts and new plagues constantly erupt,
then fade into oblivion, in the flickering im-
age of the television screen.

This work of Jugnet’s will take on differ-
ent meanings depending on the geographic,
social, ideological, and political context of
where it is shown. Jugnet reminds us that we
are living in the age of emergency. Images
and information exist only in the precarious-
ness of their appearance, always ready to be
replaced by other ones, by another layer.

Sold layer by layer, Emergency, 1994, is
carried off in envelopes, disseminated
among the people who acquire each piece.
This is a work that comes into existence
through appropriation: each of the layers
removed from the table may be reinstalled
in any one of various ways (on the wall, on
the ground, on a table, etc.). Emergency in-
sists, in an almost tautological manner, on
the esthetic of the fragment, on the “opus”
as a succession of fragments that structure
the work. Moreover, Jugnet’s work can
only be perceived segment by segment—
page by page. Not only is each surface frag-
mented into 48 reams of paper that spell
out the word “emergency,” but each sur-
face of the word is one of 500 units. Here,
Jugnet refers to a social dimension, to the
individual as a fragment of the whole. Each
layer, like the word itself, will have a differ-
ent influence on the one who appropriates
it. In this way, Jugnet stresses the fact that
all possible developments are to be found
within each fragment—the fragment as to-
tality. Within each word reside all other
words in a kind of metonymic chain. Each
layer is a work within the Work, a possible
starting point, a metaphor for the work
that always says “beginning,” the work,
also, as duration.

—Jérome Sans

Translated from the French by Warren Niesluchowski.

Anne-Marie Jugnet, Emergency, 1994, serigraph on paper,
ca. 47 x 99".

YANN KERSALE
EsSIPIALCEER B INECIRRIA

Yann Kersalé’s first “Expédition lun
(Light expedition) goes back to !
when the French artist set up two
projectors in a metalworking facto
the Normandy coast in order to tra:
the rhythm of the smelting furnace
beams of light. In the intervening ten
Kersalé has developed some seventy
jects for lighting up the night, and
than a third of them have actually
carried out, either in the form of self
ated “Light Expeditions” or, more ¢
as public commissions.

This exhibition, designed by the
himself for the spacious quarters «
French electric company’s art found:
could best be described as a retrosp
with an eye to the future. Ten pre
works (six temporary, four perma
were documented through video p:
tions on the mezzanine level, but pri
place was clearly given to the five elak
scale-models of future projects.

Miroirs, Mirrors, 1990, for exa
would (temporarily) line New Y
Central Park with two avenues of
beamed into the sky along the imag
axes joining Sixth and Seventh Avenu
the southern side with Adam Clayton
ell Boulevard and Lenox Avenue o
northern side. The intensity of the
would vary with the surrounding t
patterns, which would be captured by
mirrors at the four nodal points. A si
but more ambitious project, Comple
1987, would create a “ballet” of light ¢
abandoned Apollo launching pad at
Canaveral by monitoring and mirrorir
movements of the site’s present inhabi
ants. And on the interplanetary
Lumieéres d’ondes (Wave lights, 1992)
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