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I: DRAWING: AS DOING AN EXPRESSIVE GESTURE WITH ESSIF
THE ADVANTAGE OF PERMANENCY.
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Francoise Petrovitch received the Guerlain Prize just a few months
before her first retrospective in France, her native country, where she
has been consistently exhibiting her work for 25 years. She is the first
French woman to receive this prestigious award, since 2007 to “an
artist working mainly on drawing, or for whome drawing is a primaryj_
practice.” Primordial is the right term for someone who decides at the
age of six to be a “draftsman”. Although it was at this point,because
she didn’t know the term “artist”. She retains a form of modesty both
in her culture and in her technical virtuosity that this retrospective
should underline.

Her extensive training allowed her to become an artist without
jumping through the Beaix-Aris hoop. After studying at the Ecole
Normale Superieure de Cachan, Petrovitch received a Master’s
degree in Aesthetics from the Sorbonne and received her aggregation
in plastic arts at the age of 23. By the time Petrovitch was a young
professor at the prestigious Ecole Estienne, her students were almost
the same age as her. Petrovitch has created artist’s books and drawing
portfolios as her work became recognized around the world, and
expanded to new formats: from sculpture to ceramics to glass, to
bronze. Yet she remains remarkably modest about her accomplish-
ments and her remarkable technical skill. This retrospective should

flip that notion on its head. 1
The texts in this catalogue correspond to the richness of the themes

and the techniques that Petrovitch has used since the beginning of herg s

career, and to the fluidity of the patterns that,with remarkable recurr-

ence, pass from small to large: from drawing, to engraving, and lastly g i .

to sculpture-and vice-versa. This particular detail of her work--which
she calls line-patterns, or motifs-traits--appears from the earliest year:
of her career. To name just a few: hands (alone,holding other hands,
or animals); closed eyes (or blindfolded, covered by masks or by
standing or lying bodies); and the association of man and animal to
the point of confusion. They are worked at all different scales and in
all availible techniques.

L virtuosind technique de Fariste donne §e vertige, Pétroviich

i [l des livres d'artiste”, des portfolios de grovores = une
exposition & la BnF témoignera dans gquelgues moks
de son ravall d'éditbon © — parallélement au
dépliserment progressil de son dessin dang unmers ¢
le formal pictural, alors méme quelle explorait (ous |es
matériaux de la sculpiure (la céramique, le verre, puis
le bromee ). A partir des années 2000, elle augmente
consuberablement son ol au formatl archieciusal

el wnime sex dessins lorsgu'elle les sssemble par
Erappes, les associe au son ¢t les Preiie s0us 10rme
de films, Elle «danse s linéralement — enfin, son dessin

= [isrscju elbe 1e mel au centng de choregraphpes
dont elle ¢crit les scenarii® el répond i la commande
\ d'un immense dessin-décor: un rideao de scéne .

Entre-temps, elle a inventé un dessin-installation en
troms drmensaons, « ouver] = & b déanilaleon O enlants
Elle purle encore de dessin lorsquelle sculpte.

autre technigue devenue récurnente. « Le eroguis est

la structure de la sculpiune, 0 Iraverse (OIS mod

travnil, je mabandonne jamais le desin, méme dans la sculplure,
F il sl parioud s



Ce talent multidimensionnel est le propre de quelgues
grandds aristes: Thomas Schine ou Kiki Smith
recemment onl @ des exemples de dessinaleurs
tricesgraveurs. cuses-peinires-sculpleurs.arices
aupquels rien ne semblait résister. Pablo Picasso
I"awail mis en pratigue, mais c'esl 4 un auire moderne
que Pétroviteh se rélére volontiers, Heori Matisse,
diont les Ecrits ef propas swe Caet 'ont manguée e
n'ont cessé de fa guider depuis ses vingt ans : « J'aime
misdeber aulani gue peindre — je n'ai pas de
preference, 5 la recherche e la méme quand je me
fatigue dun moyen, alors j& me tourne vers "autre...
J'ai fait de la sculpture quand j'étais fatigeée de

la peinture. Pour changer de moyen, Mais j'al fait de
I sculpture comnie un peintre, Je n'ai pas Qi

die la sculpiure comme un sculptear ©, = Maotisse a su,
a l'entendre, = porter & son extréme la synthése du
trmn el e la coulewr, du dessin @l de b peiniune =~ s,
synthese A laguelle clle aspire aussi Enfin efle admine
chex Matisse ce gu'elle met en ewvre: sll n'y a

pas de hidrarchie avec lui, L'ant décoratif, la Hgne,
Farabesque, le motil’ font veadoent partie de ia
peinture au méme litre guee le réel * 1o Parmi ses
citations préférées de Maotisse: « Dessiner st comme
de falre un geste expressif avec 'avantage de la
PEFTanEnceE e

II. DRAWING IN ABYSM, F R()M TJ-IE AGES

OFLIFE TO “DOUBLES” WBLES »

La force du dessin de Pétrovitch, son expressivite résultent dune
The force of Petrovitch’s drawing, and particularly its expressive- [
ness, results in a multitude of complex gestures. She works in every
technique to determine its outline, every motif to saisir ’ascése, all
of which combines to give rise to seemingly simple works that are
casy to look at. This is, of course, all on purpose: the goal is to make
us forget its underlying complexity. Petrovitch has inveted a sort of
“augmented drawing,” where the graphic support, the subject matter,
or scale no longer matters. Instead, her drawing is about attitude.
From drawing on the sidelines of a schoolbook to choreography,
from scultpure to theatre curtains, to tr avelzng in da city, its the same
risktaking. Her exhibition at the Fonds Héléne & Edouard Leclerc,
one of France’s most prestigious private collections, reveals the
extent of it.

The major themes follow one another as they appear in the work,
each including a focus that comes to “balance” the thematic: some-
times specifying it, other times contradicting it, and others still to
develop it in a different technique. This focus was seen as the focal
point of the theme: as an element that orients it, and orients our gaze
in a particular point of view, just as the pupil in the center of the
cornea transtorms the eye into a gaze, an expression.The contrast,
for example, between two recently painted giant birds and the first
drawings, of modest size and pasted-

Le contraste par cxemple entre deus oiseaux géants peints
recemment et bes premiers dessins, de taille modeste et apposés
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on already printed papers, frames the first chapter. Draw
in the Margins Birds are one of her “motifs traits”
(defining traits), like other pets she grew up with on the
farm, as well as those found in storytelling, such as the
wolf.

The coexistence of the very large with the very small is
important and recurring theme in Petrovitch’s work.
Being able to play with scale is also one of the reasons
that Petrovitch chose drawing and has flourished in that
medium. It allows a panoramic of scales: its passage from
the margin to the center, or from the tiny to the massive,
sums up the work. The central motif is “drawn” by the
blank paper motif by the color: a white face behind
" colored hands, or white smoking hands over a face with

a skeleton embossed on the T-Shirt of a child.

e n -
blanches de fumewr par-dessus un visage, encore be
wpueletie dessing en retraal sur le wee-shirl J'enfant)
L& troisperme serail s indélintegm = de se5 fonds: ils lonl
I'economie du lisu, de la présence o autres personnes, de la
nature ¢t donc de leur époque. Décontextualisées, ses Agures
Hlidient avssn dans une nar-narmrabon wWeoniame, « Je lelre
contre la narmtion, contre ce qui donnerail des limiles aux
figures que je montre. Je propose des blocs d'images, je ne

There is also the “indeterminacy” of its content: they save space,
minimizing the presence of others, of nature. Decontexualized, these
figures float within a non-narrative. “I fight against narration, against
anything that limits the figures I show,” says Petrovitch. “I instead
ofter ‘blocks’ of images. I do not want a story that begins and ends. If
we say everything, there is nothing to think about.”

Beyond childhood or adolescence, these works speak ot the indeter:
minacy of adulthood in the 21st Century, a time that the world wants
to remain in a perpetual youth. There is also a reflection on gender:
the figures are left vague, at light of a time where the categories of
masculine and teminine are no longer apposite. Girls and boys are
displayed as fragile, disappearing behind their cigarettes, their masks,
the motits on their T-Shirts. “When I evoke childhood, it’s not about
nostalgia for a specitic time. It’s a mix of things that are seen, lived,
imagined, transformed,” says Petrovitch. The technique she uses--
ink-wash--contributes to the understanding she hopes to impart to
these figures: indecisive and gender-fluid, eminently open to
interpretation.

le travail de Petrovitch s'olfre géncreusement an regard de
ses spectateurs, [Vautant quielle s'amuse & dédoubler chacun
de ses « motils-lruns o, qual s agisee de lo moin (leée i

une gitre ), du visage (Coexistant aved un masgue, un cusdgue ),
du personnage (avec son ombre ). Elle leur ajoute en effet
détranges aler ego sous la forme d'appendices ( pour les
Frawpees ), de rellers smpguleers aved la sene des Dhnises porides,
indégises ou ingohérentes. focus du chapitrg sur e « Double s,
Epkas est place volontairement ao centre die exposition,
comme une charmére, qus met en scéne ce dessan dedowble

i Pinling, par lé mouvement. fe son el le relletn de ¢@ dermer,
agité par un moteur caché qui trouhle ke bassin, Cette mise

ch abymie du gesie insugural, « dessiner », résume 'oeuvire €n
S0Of enlier,
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UN DESSIN « AUGMENTE »

La scconde moitie de Vexposition med en fumiére lorientation
de plus en plus picturale de Pétrovitch, qui se développe
parallélerment & sa multitechnicié, Les ceuvres du chapitre des
Crestes redévent en partie aussi o wn travail photographigue
qu'elle assumera comme tel: dies images prises « i la volée = des
positions e gestes guotidiens, «une maniére de dire “j'ai vu’
pour Pun, "1 al entencdu pour Vaolre s, comme elle le rdsume
peliment. &'y apoutent les photographies réalsées avec
Herve Plumet, posées, de 05 enfants ef amis portani ses
sculptures pour la série des Présenrations. Dans ce pictural gui
salflrme, e trai reste present, souvenl cmancipe de Mocs
de couleur gui le dédoublent ou le comtredisent, dans une
filiation moderne qui remonte aux toiles de Marques des
anmées 1920 et aux Trangparents de Picabia des mémes anndes,
deux artisies dans b lignée desquels Petnoviich se sifue
vilonteers, En méme lemps on est irmppé par le caraciére
sculplural des jambes, des pieds et des mains sur lesguels elle
& Fremme s flans ses iahlesany — alorg ginwlle e renrdosnis G
At the same time, we are struck by the sculptural nature of the legs,
feet and hands on which she zooms in her paintings - whereas she
represents them life-size in sculpture (series Dans mes maing).
Monumental and painted, those parts of the body are as expressive
as the faces. Furthermore, they often hide faces whose absence,
silence, refusal to communicate, shyness and even non-narration,
according to the spectator’s interpretation. Inviting self-reflection,
these images are not meant to avoid chaos.
The artist assumes “continuity and voluntary confusion.” They
are at once similar and completely distinct; something of a mix.
They are not two distinct characters but are in fact together, conti-
guous and contused; they make people uncomfortable. Tt is at the
moment that design extends into the realm of painting and sculpture,
where animal characters are developed, their mask-faces, its
presentation game, where hands and objects touch one another and
merge, its erasing game where hands, underlined in red, hide faces.
Flowing naturally from her work on “doubles”, the human-animal
hybridization of techniques. Tt is at the moment where her
vocabulary of “pattern strokes” comes out to play: where painting,
sculpture, video, and mise-en-scéne develop and coexist naturally
in the 2000s.

| develappent ef coexistent nnfurellement dins les anndes 200

La derniére extensbon — chortgraphique — évosque sa maniére
de travailler le desin i plat: elle « danse », dit=elle, subour du
papier, inlensément concentrée dans une @uvee gui daoit

éire faite vide pour suivre be séchage rapide du lavis, dont elle
travaille & fa fols les coulées — la vivacié — et la solidifbcation
= & stchage .-";_'. men reflechir et a enendeg, ¢est dans

le faire aussi que son geste dessing, ou son «d
donme lkeu naturellement 4 d'autres technigues. Le travail
sur I"humide est commun & son lavis d'encre et 4 son travail

CESIN Mugmenld s

die mddlElage = la pile humsde repose plusienrs (s sows wn lssu
trempé o eau mvant d"étre retravaillée quelques jours plus

tard. On peut en dire sutant de son travail de céramiste

— glle v serall venue par la eouleur emallée de ses painiens —,
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2" A | o0 'émail chauffé coule et change de couleur. Son dialogue
ﬂ e essant entre le blane ¢ i couleur, le contridde ¢ | abandon.
! la coulure ¢ son séchage, esl commun a lous les supports,

This “design augmenté”, of all Petrovitch’s techniques, is the
operating principle of a work wherein the matching stroke of the
color, in an absolute synthesis, is also a component. Drawing as a wa
of living, as a way of seeing, as a way of interpreting the world: that ig
the thread that runs through the retrospective. Room after room, the
retrospective invites us to reflect on the “focal point” of this work: it
is an exercise in learning how to look. Stand, and then engage--or T
hold something. Or disappear--in its shadow, behind its mask, its
eyelids, its hands: all these verbs speak of the gaze.

s : -
parlent du regard.

L& regard, 1t rouge de won ofuvng, (il pare 3¢ ces « modils-
traklse, ¥ compris dans son absence guielle décline. Chverts,
se5 Regandy  fueres sonl une exceplion 4 la regle des yeux
fermdés, des regands cachés, des tétes coupées de ses Euvres.
Le regard absent g1 en réalité un principe de composition
I'nrteste expligue volontiers qu'un regard central et ouvert
invite & 5"y focaliser, alors que des yeux fermés ou absents
invitent le regardeur 4 glisser plus également sur ba surface.

IV. DRAWING AND THE HISTORY OF ART: “ALWAYS THE
QUESTION OF THE GAZE”

Without the focus of the open eye, the viewer lingers on the
margins of the painting or the drawing, plunging into the details of
the ,odeling of the faceless sculpture; sometimes even forgetting the
figure and seeing only the interplay of different shapes and depths,
the balance between lines and colors, the composition, the abstraction.
The world of composition is left apparent, voluntarily so; in such a
way that it becomes a subject of its own: “always the question of the
gaze: what do you choose/How do you cut? How do you compose?”
resumed that echoes the favorite quotes of Matisse: “Expression, for
me, does not reside in passions glowing in a human face or manifeste
. by violent movement. The entire arrangement of my
pictue is expressive; the place occupied by the figures, the
empty spaces around them, the proportions, everything
has. its share.”

Petrovitch’s stylized “motifs-traits” are perhaps less
important than the abstraction which has yet to be seen:
the framing, the game of chance played with colors and
the transparencies of ink that are masterfully controlled
and, finally the light, at works on the blank paper in the
drawing, by the transparency of the ink washes, by the
bursts of bright colors in the half-light of her
Nocturnes.

dans la pétaombre de ses Noctumes.

« Mon travail est classigue «, précise-telle lborsque

je I'interroge sur ses rapports & Phistoire de Pan.

Je comprends qu'il s%agit autant de la technlgque que
dis sujels, "|. mesure gue Pétrowitch se sapsl du pictural el

20 I'nssume, elle regarde lo peinture e son histoire e s’y réfere




frontalement. Ses portraits d'enfants graves sont wn leitmotiy
de la peinture classique, de Velizguer 4 Picasso, car le supet
résume 'humain paradoxe de Penfance. Elle Nanalyss
sobrement en parlant de la sicnne: de la solilude au scin J'une
appartenance forcde & un groupe, de la rage rentrée derridre
une sagesse appanente, b souffrance d'¢ore réduite &

un attriban | une difference, enfin fa dure boi des genres qui
violenie filles et gargons indifféremment. « Les ages de In vie s
sont un des plus anciens sujets de la peinture, ef Pétrovitch

a travaillé en réalité sur tous les iges. en commengant par la
vieillesse avec Sai travaillé mor cmmpiant ", Nous avons choisi
de clore I'exposition avec un chapitre intitulé [Malogiees entre
pelntire e desain afin &'inviter e visitedur & refaire le parcowrs
en sens inverse pour relire lensemble 4 Vaune d'une histoire
immeémarinle de la peinture ¢/ou des représentilions.

Her masks follow ina long lineage, of representations of
carnivals, particularly in the Venetian tradition. In so doing, she
recomlaets ‘with a fantastic, at times quite comical history of
illustration in fiction and theatre. At the same time, her hybrid
charaitm*mnmalmllimm or human-animals--are left
unencumbered by the thick history of mythological representations,
illustr tﬁ'ﬁ’?ﬁhtﬂﬁﬁnﬁ@ 'fa]ﬂl.-eﬁll'.l: st [ odes omtEE 2 dew Tibies

des animaux Blottis avec les nouveaw-nes des Vicrges &
I"Enfant, Ses Erendis rappellent bes gisants gothiguees sculpiés
ou les dépositions du Christ de la peinture, d'autant que
I'oiseau & moiteé caché au-dessus d'eux dans les coulures

du lavis se réfere sans ambiguité au symbolte du Saint-Esprit
de |3 peimture chrdtienne, Ce dinlogue avee 1o peinure
incienne s aflermit dans bes Noctiermes, gqui traviillent
frontalement le genre de la mature morie. Leurs tonalités
mates ¢f denses, la préparation rouge du fond comme aux
temps anciens, Péclairage & la fois faible &1 précis comme dans
les caravagesques font de celle série un hommage clair a ln
peinture gue Pétrovitch embrasse enfin comme une technigue
i elle,

Son extreordinaire varinlion sur les Sainr Séhasiien place
I"histoine de la peiniure « au centre = de ses grands papiers,

ol e dessin revient par Uintermédiaine de la réduction au nodr
et blane de interprétation assez méthodique du sujet

chez les gramds maitres, Lartiste leur appligque Vépure stvlistigue
et iconographigue habituelle - excluant b sexe et la tite,

clle em gomme & la fois la souffrance et extase et se concentre
gur le buste criblé de fleches. Elle rentre dans la stylistique

de chague artiste e semble intarissable: « Maniegna a peint
plusicurs figures du saint, qui sont & chagque fois des
démonsirations de perspective: chague Qéche re-fabrigue les
points de fuite. Le Sainr Séhastion ef [Ange de Van Dyck

esl précicux, commee une dunse, furbarin o réalisé un saint
Schastien trés expressif, voire expressionnisie, trés loin de son
siyle geomdirigue : était-ce un motil qui lul permetiai de

g licher, d'experimenter ! Celui de Georges de La Tour est

au sol. oe gui est rurissime, comme un gisant s
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| W
COMMENT L'OGRESSE
A MANGE L'OGRE

=« La jeunesse, la beautd, la souffrance, la mort. =
Alnsd résume-t-clle som travall sur « Desventie’s de ces
saint Sebastien, en apoutant malicieusement : « aime
bien lidée gu'une femme traite ce sujet: une icine
gay. = Om aurait vort de ne voir gue de la dowceur dans
le vravail de Pérrovitch, de le réduire & son caraciére
faussement apaisé el champétre, a lenfance o
en parficulier i un travail de femme sur les filleties.
Le contraire est plos vral, Le penre v est présent,
mais indéfini, informe, malmené, La violence sourd,
I tristesse allleuwre. ln menace plame : sans résolution,
le mal-étre est perceptible. Jaime particuliérement,
guant & mot, Uinguittante drangetd du travail
dans son ensemble, sa gravite souvent, scs détails
Ain népie de sdrigmphien abtutde e 000 | of moments de terneur, jusquian renversernent des sténéolypes
e R A e R R | quelle esquisse réguliérement sans jamais F'imposer. Cette
| coexistence du solaire et du spectral, de 'enfance souriante et
terrifiante, est & I'ceuvre dans la série Rougir: sone de journal
| intime gravé o Saccumulent depuis 2005 auss bien des
| Eravures d'Epinal que des pendus, autant d'enfanis sages que
| de corps découpds, de sourires que de grimaces. Sans chercher
| Fexhawstivitg de cette Face sombee de Pétrovitch, je citerais
ke malaise ressenti devant la série des Oorbres, ol la personne
! est le plus souvent dépassée par son double déréalisé, la menace
katente et I'dvocation déguiste du viol dans le fillm Le Loup
et le Loup, 1a violence qui explose dans |a série des Poupées, ol
| bes démembrenents. étes carbonisées of blessures multiples
se diffusent comme 'encre sombre dans les corps de ces
femmies-phicis martyrisécs, le caracténe morbide enfin des
ofcurs bouquets Moctumes, dont artiste replace "origine & ka
mort de son pére,

L'Opresse, wne ceuvee produite pour Uexposition, résume

cette entreprise de deconstriection des stiéréolypes de genre,
commencée discrétement par Pétrovitch il ¥ o trenie ans,
Partie d'un pedit dessin gravé au creux d’une assiette en 201 1,
qui powrrait de loin ressembler & une variation sur le gargon

i fa Naee de Pan miting de Uenfant sauvage ™" mais se révele
de prés plus proche du mewrtrier de So Mafesyd des monehes ™',
Partiste le feminise et be marie au conte de Barbe Blene.

Adnst nalt Dogresse, versbon féminine et feministe o 'une des
petites filles aurail choisi, plutod que d'#re victime de U'inceste
collectif, de tuer puis de manger Uogre dans une sorte de rile
monstrueux ¢t serait ensuite montée sur un rocher comms sur
1 un piédesial, pour afficher sa victoire sanglanic.

i
-

= |

Cest le moment d"évogquer une auire lignée ol s"inscrit le
‘-{,. | travail de Pédroviich, celle de deux ou trois générations d'artistes
. femmies qui depuis les annces 1960 ont trouvé dans le dessin
i | smiagmenté s un vértable onivers plastigue, on lermann de
liberté. Aprés [ photographie ¢ au méme titre que la fibre
textile, la vidéo et la performance, clles pouvaient s'y exprimer
| sans souffrir d'une compétition alors trks inégale avec les
| hommes. L'oeuvre de Pétrovitch fait le lien avee un awjound hui
28 oil les deux genres — masculin et Bminin = s¢ croisent
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dpalement dans ['unbvers d'un dessin contempaorain trés officiel,
qui a désormais ses sabons, ses foires, ses prix, ses collections
publiques et privées dedigs ™, Je fais remanter cetle

tendance trés précisément d 1964, année od, de refour aux
USA aprés un séjour parisien ol elle avait pratiguée la peinture
dominée par la figure humaine, Nancy Spero, horrifiée par

la geerre du Vietnam, abandonne ce médium, Elle décide

de remplacer la toile, selon elle trop lice au monds masculin,
Aux sicréodyvpes of & la vielence, par du papier fin ¢t bon
marcheé et de la gouache, De 1966 4 1970, les War Series, ol
textes el dessins s'entremélent, lancent une épopée féminisie
qui s'éerit dons les dewx contingnts, et o0 le dessin tient

une place & redécouvrir. A la fin des années 1980, Mardene
Drumas, dont le dessin reste e mode d'expression privilegié

i coad de I peinture, réfléchil sur Pigentite, I rce, la force
des images. Louise Bourgeois reprend [a gravure puis le dessin
aved wne Hberté radicale de ton et de contenu, et méme

une rage Elrange poar une fenme de quatrevingts ans, Dans
les annges 1990, Kiki Smith travaille ln gravure @ la
sérigraphie, puis de grands dessins dans un papier nervand ¢l
bosseléd qui les apparente 4 de la sculpiure, domaine o0 elbe
excelle par ailleurs, C'est aussi dans les années 1990 que
Tracey Emin réalise des aguarelles de son avortement qu'elle
ne montrera & la Biennale de Venise que dix-sept ans plus tand.

Camille Morineau
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Interview

u|.*'h1'|-'5’-“'“""‘ Lealera.

When Frangoise Pétrovitch took over the
Halle des Capucins to sl up her work, it was
a world that revealed itself, and that is there
1o be discovered. It has been complicated
seeing one another these last few months, so
1 am all the more delighted that we have
succeeded in meeting again, in Frangoise's
brightlydit studio in Cachan, to talk about
her work, our project and collaboration. An
ehibition is abways a very special narrative
we build together. an adventure we thare
befiore sharing it with a public, and gathening
an audience more widely around it

pemnzoian PRTCOvitoh.

MEL.

I wanted Camille to look al my work, 1
wanted 1o see what it might look like once
gghibited. The opportunity for a2 new con-
frontation, that's what's great.

4118 Morloeau.

['ve been following Frangoise's work for a
lang time mow. 1 received the invitation to
organise her exhibition at the Fonds as won-
derfisl news, and I said ves straightaway,
without hesitation!

. Hirst became acquainted with the work too,

before | met the artist. It was in the store
room of the gallery owner Eric Dereumanux
that | saw your drawings for the first time,
and | purchased three, withoul knowing
where | was going with that. After, Benoit
Porcher, at Galerie Semiose, showed me
other works of yours, and above all, organ-
ised a meeting with vou,

| remember; you came to the studio and you
were quile curious, bul at the same time,
reserved. [t left an impression on me.

.1 was impressed. for you don't cormespond

1o the idea one has of certain artists. When
1 came to your place, you didn't hide behind
your work, [t was that meeting, those easy
exchanges, and of course the interest in your
work that brought us very quickly 1o s#t your
name down in the Programming of the
Fords, and also 1o plan and commit our-
selves 10 other forms of collaboration. For
both of ws are also close because of our
fondness for paper, for prints, the pleasure
we experience in studios....

- Yes, there was all that work we did together

8 ldem, at René Tazé, and at the studio A
fleur de pierre, for Les editions de MEL
publisher.

In your practise, it represents an important
pan of your work, alongside painting. And

since the very beginning, you've sent a copy
_u-fudln-l'mupnnlnulhcﬂnl-‘.\'l’thtr:
in the process of creating, in paralbel, & part-
nership between the FHEL and that instity-
tion, and together Lo bring out and promote
conlemporary print and the artisis working
10 make it come alive, The peesentation of
m:‘r work could be & beautifial opporiunity
0 inaugurale that partnership: the BnF
would present your printed work i we, gi

Gerneau, would organise a more the-
matic exhibition of your work, It is a won-
derful praject from which the exhibition at
Landerneau takes its support. Camille, as
curator of the exhibition at the Fonds, how
did you decide to apprehend Frangoise’s
work? What was your journey like?

. 1feel it is more the result of a dialogue with

Frangoise about her work, the important
themes of it: | like 1o be attentive 1o the
artist, because one has to respect her vision.
1 felt there was not a very strong chronalogy
in her work, except perhaps the moment
when she took up painting. And Frangoise
was generous enough to let me have my own
take on her work, she trusted me. The pres-
ence of a cocurator provided an additional
dimension 1o the dialogue, becanse I've
been working with Lucia Pesapane in a rely.
tion of trust for quite a while now,

. And that's what's interesting in that collab-

oration, that mitwal trust,

. For example, one of the themes iz called

Les dges de la vie. There are many people
who have somehow reduced Franpoise's
work to childhood and adolescence, 1o
something mild... With Lucia, we wanted
1o show that all ages are in fact present, that
it is that notion of age which is questioned.
And to show also thal, on the opposite,
there is viobence in her work. On ihe one
hand, that violence intrigues me, and on the
other, there is also something that pertains
to the daily gesture, the relationship with
life - I'm thinking of Paul Valéry's quote on
Berthe Morisol, that *natural and necessary
function” of “living her painting and paint-
ing her life™* - that wouches me & lot. |
wanted to talk about those two things, both
the hidden, dask, hard aspect but also the
proximity with things and beings. For me,
those twa poles represent the singularity of
her work. | wanied them 1o be present in
the retrospective exhibitbon, We worked
with Lucia and Frangoise at chapiers that
are made of a theme, but alsoa focus, which
enahles us, each time, 10 say something, but

R3

T

also alitthe of its opposite, IU's a Wiy 10 open
up toward something else.
Yes, we shift the gaze, in a way.

. We start the journey with Dexstner dans les

marges, whal does that mean?

. Al the beginning, | was always drawing on

printed paper. Like in the manging of school
exefcise books, you know, with a comment
oran annotation, Something had 1o existin
the first place for me to be able to draw,

- Did you react to it, or was it just 2 sapport?

I reacted to it. Because | worked on young
girls’ school books, for example. [ used to
g0 to the old papers fair which no longer
exists, but which at the time took place twice
o year, and one could find a treasure trove
of printed material. [ found quite a few exer-
cise books from the 19305 and 19405 on
which the pupils had to write lines in ink,
with sentences like “Be pentle and discreet”,
One had 10 copy that twenty times. But of
course I look the opposite stance, [ also cut
chapters from a book, 2 pulp novel, for
example - with overwritten formulations -
and the writing. the title of the chapter,
became the title of the drawing. You see, |
was doing things the other way around: (he
title existed before the drawing.

. But there's also the symbolism of the mar-

gins. You're interested in asperities, in fra-
gilities, aren't you?

. Yes, everything is in the margin, really, What

is represented are ofien things on the edge,
in the margin, or forgoiten, or Jess to the
fore. What [ call less “domineering”. What
is inferesting - and [ go back on the question
aof the double Camille mentioned - is that
these are often things in the margin bt that
are presented solated and unique, at the
centre of things. Visually they take back

their original place.

. They are characters with a certain fragility,

who are withdrawn, who are hesitant... |
find that very beautiful because it talks as
much about childhood as about young
adults, and why not, old age. Those charac-
ters are both very pressnt, and at the same
time, in a kind of inwardness,

. You came up wilh 3 ceriain eXpression ear

lser: *It is mot what is domineering that inter-
ests me, it is what is on the edge”. Do you
fieed that the personalities we want o express
are “foroed”, that is not our (rus pature...

. | don't know, but “the domineering”™ arc

those whio Bave the floor, in reality, those
wh talk, They are the "experts”, those who
yield power, and it is pot those whom I

represent.



szt Mask, shadow, doable, That's interesting:

g3
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all of that is the same person. On an indi-
vidual level, one makes onesellup, one puts
on a mask, One hides behind powders and
blusher, behind anifice, behind clothes, and
the shadows betray us or say things about
us. In your approach. you examine a subject
from all angles, is it you whom you examine?
Is it & way 10 look?

. ltis a Hoede like that, with different tones.
. 'What you told me once, Frangoise - and

which for me connects with everything
you've jost said, Michel - is that the fact of
having & mask covering the face enables us
to hide our gaze. And there are many pieces
in your work where the characters don't
ook or have thelr eves closed, 11 is some-
thing that is very present. “We don’t look
in the same way al an artwork showing a
character with closed eyes as at one showing
a character with open eyes, because we are
attracied 10 the eyes, and we don't look at
what's happening around, When the char-
acters have their eves closed, we look at the
painting. Otherwise, we are attracted (o the
gaze that polarises and we Jose much of the
pictorial aspect”, you explained to me.
Because our eyes lock onto the characters’
gaze, inevitably, and we search for some-
thing. Try it, in a portrait gallery, at the
Louvre or elsewhere: we only seek the
painted eyes. And if you have closed eyes
in front of you, suddenly you have no way
of entering, not that way anyway, which i
8 human way of entering into a diabogue
that we all share, which belongs (o the living.
But you also know that you have a painting
in front of you, and your gare changes, it
becomes more attentive to the quality of the
painting

. Is that the decision of the painter, or the

chaice of the model?
Of the painter, clearly,

. And what are you Jooking for, then? To go

to the essence, 10 another communion, by
other means, with your subjects?

. Mo, those subjects no longer exist. For me

it is painting.

Thiose figures which put o mask omn.... | could
go further and say that it is a way for you Lo
make absiract paintings. We forget the figure
and we look at painting, thai we see as
abstract painting. even more when those
works ane very big. There are ealoured flat
tints and we can finally have a slightly more
conlemplative vision ol an abstrset foem.

wrr, And whal are you trying to extract yoursell

from?

P,

WEL.,

¥Fr,

MEL.

. Exactly! I'm very bad at telling stories. Al

WEL

EE

From telling a story, | guess. .
There is no narrative? There i no narralive
purpose?

I even think that your work construcls
non-nareative in a very deliberate way. Asif
you especially didn’t want it o be 2
narrative.

There are never any scenes where there are
o few characters, perspectives, one who
arrives, one who is there, something that is
said between them, a fight; they are decon-
fextalised. You don't know il it's today.
yesterday, tomorrow... You don't know,

. We are very free in frond of your works:; there

is much space o look at them, to interpret
them. 1L is very apen.
There is room for ouwr narrative.

home, for example, when we have io tell
sameone &n advenlure the four of us had,
it is certainly not me whe recounts, because
I'm going w0 say the end before the
beginming.

Is it also relevant with regand 1o your video
works?

. In the wideos, there is no story-board, no

script to start with. Hervé always tries to
bring a litile norrative Sente al some point
- because when we have to do the editing, it
canmol be a shapeless ihing, there is inevi-
tably a thread one has 1o find becanse we
need a beginning and an end. We take big
blocks, like big fragments, and we organise
them. And it is for the viewer (o find a mean-
ing. But nothing is scripted.

.1 saw gome of vour works, Thdme, for exarm-

ple, that are perhaps not morbid, bot bet's
say, disturbing.

. My work is never morbid, but in those pieces,

it s disturbing because the flgures are con-
fused, One talks abouat kybrids here, and
confusion is always disturbing, 1"ve noticed,
You don't know where one finishes and the
other beging, the body of one and the body
of the other, the hold of one and the hold of
the ather. It's troe thal | work on that. [ say
that | make one, but the ane is made of mul-
tiple, and sometimes il creates unease.

. It s & mystery that surrounds you (00...

I see the representation of her thinking pro-
cess. Frangolse is obviously radiant, but she
is alzo and, above all, a woman possessed,
When 1 see her paintings, | also see what's
happening inside her. And what's happen-
ing inside many people, who on the outside
seem very serene but inside are stirred by
very power{ul emotions.

¢, Sometimes, we look at works in which we

i,

cH.

perceive that it's all "sorted out™ all is theps
all the time, wholly. all is on display, all (ke
“feelings™ are brought (o a parosyvim, [
even a pictorial paroxysm, with a lof of con-
trast, vigorous strokes. | have dilficultjes
with that because [ feel that | am in some.-
ihing that doesn't leave me any room, where
a kind of anger, the turbulence of the worly,
a super-meaning is imposed on me. But what
| need is space, it is “Let e think! Ler mp
be free” And it is similar with literature: |
have problems with works that say oo
mich, that are 100 baroque, with too many
things entering my head,

That refusal of the super-meaning brought
on by the subjects, you also have it with the
materials. Because your materials are very
sober, diluted, al limes even translocent - 'm
nod sure these are the right words., 11's obvi-
ous i is o commilment on your part. Io s
also one of the characteristics of your work,
And in the series of Erendus, those diptychs
representing bodies stretched out - 1o go back
on what you said earlier - it is nod morbid,
ihe characiers even look appeased. But the
choice of colours for the background, watery
greens, browns, blacks, though they heighten
on the one hand, the main colour. on the
odher they create a rather disturbing setting,
whether it is the tecture, the mater, the
drips... Is it a formal exercise of rrvelation
of character or does the background drw
you in too? And does the character navigale
in & mysterious universa?

. It takes place at the same time. When you

lalk aboul colour, iU's true there are some
“non-colours™ in my work, | love noncol
oufs in sculpture, for example for enamels.
1 enjoy finding colowrs like those of the lin-
ings of garments, the sateen: a colour that
doesn't really exist, a kind of grey green,
something lke that Colours thal are
bizaree, worn, faded or which are shimy but
nof entirely, What is very linked (o colour
i the inversion colourvalue. Those impre-
cisions, that's what creates the unsase. And
il is a shape that eludes the viewer, There ks
no immediate recognition, and that's what
ennfises us, [ believe.

. But when you create your background, what

do you think about?

. Aboul nothing. And 1 think that the thing

to do is actually to think about nothing.
So when we look at those backgrounds, we
can project plenty of things on them.

wrz. And you used thoss same “colowrs™ for the



bodies of your Sainr Sebastien,

. 'What | wanted was almost n non-colour, [
didn’t wani the colour of the body, which is
often that of the fMesh. And | wanted 1o dis-
tance mysell from the model - the relation
to the model here is very close - but that's
what interests me - and il was out of question
o make people think aboul a reproduction,
When you copy., you always try to find the
same coloar, it is the big technical challenge,
{o iry 1o find oul how that green was made,
toreflect on how many percent... Here it was
a distancing, too. And thai slightly greyed
cobour - it has a base of grey that verges on
dark purple blue, or various greys - 1 think
it brings me back to the mineral aspect of
sculpture, And I quite liked the idea of start-
ing from a painting, making & drawing that
alluded to sculpture: it is like a loop.

. What is surprising in Frangoise's work is
that her drawing quickly becomes three-di-
mensional: the motifs are extracted, become
sculptures, take place on the wall, in archi-
tecture, and beoome (heatre backdrops,
then films. There is a kind of Nexibility, We
experience that in the exhibition, the action
of animating the drawing. for example in
those animated drawings that are nof exactly
that either. It seems to me that you think
about that @ lot in your paintings: you
imagine that we will be in front of it, that
we will be 1aken aver.

. There are openings, ves. The idea of the
formal is greal. Like last year, when | was

given the opportunity to work for the opera
in Rouen, the canvas being thirty metres by
seven: 1o see suddenly that the painting is
everywhere, it's huge!

- You have a special bodily gesture that you've
always expressed when you talk about
Rouven.

. Imagine it, | arrived in a warehouse where

they create the backdrops for the opera: the

canvas was placed on the ground, two hun-
dred metres in one piece, all white. So you
have to go and do it S0 you remove your
shoes, and you walk on it, you throw buckels

Of water; it was crazy! So what's interesting

15 thai in that decor, you have a piece. You

are quite close 1o the canvas, and so 1o the

Painting, because you have an out-of-frame

perspective 1oo. So you deal with that out-

offrame perspective, but you are in that out-
offrame perspective. You are outside and

Inside. And it's even more present, it's

2lmost a cinema frame.

"% s true that you are someone who has always

L

hae palnking and ©o paint ke @le, &8 1 It wad &
ntural a5 Mecsssary Tunation liRked to hae viEal
way ol liPe, "
potion, LRI prestive PUFPSME BEainit IREht. Sho took,
left, Cook up the brush agsin, e & Ekought Takes

. Yes, it affects it. Because suddenly | find

expressed a need [or space. AL home, you
are always lidy, but it's also 1o gain space.
Space is essential for me, otherwise |
suflocate...

I have one last little question, Frangoise. 1
remember my experience with Thomas
Schilitte - | noticed you have a catalogue of
his. Walking around his retrospective exhi-
bition al la Monnaie in 2019, he didn't want
to talk to journalists. Feeling he was anx-
bous, 1 1old him: *“Thomas, really, you don't
want to say something?™ He let me do the
tour and then, al the end, he gave a speech
to the journalists. And he said: "In fact, you
have 1o understand that for an artist, a ret-
rospeclive is exiremely stressful, because
everything one has done is there, gathered.
So the question is: whar’s nexr? - What am
1 going to do now?™ | wanted to know how
you feel having suddenly all your work gath-
ered in this exhibition! Does it affect what
you are doing for the moment? Does it
touch you?

threads in the first things | made, which
were obviously there but which [ didn't want
to see - | always look affer what is going to
happen. When you have done all that work,
the first time you came to my studio with
Lucia, and you said to me: "I want to see
everything™, [sabelle, my assistant, and |
tried 1o find again... even though we had
prepated... It is af that moment that physi-
cally, I understood things. When the first
drawings came oul of the store, you tobd me
“that thing, that thing, that thing". That's
when you see a density. You know it because
it's your life, but suddenly, physically, you
perceive it. It is a little bit the luck of the
artist to be able 1o perceive the density of a
life, because it is all punctuated with draw-
ings, with something physical. A life's work
is physical. And it's very interesting. At the
same time, | told you 1 had a backache -
because you take charge of things, it is phys-
iological. Regarding the futare, T haven't
been thal anxious because | am quile versa-
tile, in my head, in my way of working with
various mediums, and they are things very
light, very quick, that don't demand h“§¢
organisations. There has been no pause In
my work. It was and it still is on its way...

= wingalacicy of beptke Mordeol wWal o lve
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Francoise
Pétrovitch,
drawing
in order to see

1
"DRAWING: LIKE MAKING
AN EXPRESSIVE GESTURE WITH THE
BENEFIT OF PERMANENCE™

Frargoise Pétrovitch was awarded the Prix
Guerlain a few months befare the opening of
hes first retrospective in her own country, where
she has exhibiled regularly since she was 251,
She is also the first French artist 1o be given that
prestigious prize which, since 2007, awards “the
work of an artist working mainly in drawing.
of for whom drawing is an cssentiz] practice™
Essential is the right word, for the artist who
decided, aged 6, to be a “drasghtseman’, even il
it was at the tme for want of knowing the word
“arist’. From ber long iraining described in the
remarkable biography ai the end of this cia
logue =, which enabled her to become an artist
withowt attending a Fine Arts school, a kind
of modesty remains about both her cultiare and
her technical virtaosity, that this retrospective
should overturn. One chould menthon, if possi-
ble without ber noticing. that having joined the
Ecole normale supésieure in Cachan, Franpoiss
Pétrovitch also received an MA in Aesihetics
from (he Sorbonne, became a teacher in viseal
aris a1 the age of 23, and when that young pro-
Fessor started 1o t2ach a Estisnne, it was Lo st

dents almost the same age as her.

The number of texis comemissioned for this cai-
alogue corresponds to the richness of themes
and technigues the artist has been using almost
from the very start, as well as the fluidity of her
motifs which, with a remarkable recurrence, po
from small to big. from drawing 1o eiching then
to sculpture, and vice-versa. This particularity
of her work, for which she found a term - she
calls these recurrent images "motifHines’ - already
appears in her firse years of practice. To lisg just
& few? the hands {alone, holding other hands or
animals, elc. ), eyes closed (or blindlolded, con-
cealed behind a mask, or 3 body lying of stand-
ing]. the association of man and animal brought
to the point of confision. They are worked in gl
scales and in 4l techniques.

The artist’s technical --irruu:iil}'mk:nmc:g lsead
spin. Pétrovitch has made artists’ books . port-
Galios of etchings - an exhibition a1 the Bal will
show in & few moaths’ ime her work with pub-
lishers* - paralkel 1o the progressive expanding of
her drawing in space and pictorial format, while
she explored the various materials of sculpture
(ceramics, glass, then bronze). From the year
2000, she has increased considerably her line
drawing to an architecturnl format, and has pro-
duced 3D animations of her drawings that she
gathers by groups, adding to them sound (o be
projected as fiims. She literally ‘dances’ - well, her
drawings do -when she places them ot the centre
of choreographies whose scripts® she writes,
and she responded 10 a commission for a huge
decor-drawing: a stape curtain®, In the meantime,
she has invented a 3D installation-drawing, ‘open’
for the children to wander through”. She s1ill
talks abou! drawing when she sculpts, another
technigue that she frequently uses. “The draw-
ing is the struciure of the sculpture. 11 is always
present in my work, 1 never leave drawing aside,

even in sculpture it is everywhere™ 8.

This multi-dimensional 1nlent is unigoe to a few
preat artists: Thomas Schitte and Kiki Smith are
recent examples of artists who draw, make prims,
paint and sculpt, and to whom nolhing resists.
Pahio Picasse hed put that into practice, but it
is another modern that Pétrovitch likes o refer
to. Henri Matisse, whose Eeritr el propos sarr lart
made a lasting impression on het, and have never
stopped providing her with guidance since her
twenties: “f ke (o mode] sz moch as 1o paint
- | have no preference. Though the tesearch is
the same, when [ tire of one mediom, [ tum to
the other... | made sculpiure when [ wos tired of
painling. To change meditm. But | made seulp-
tare like a painter. T didn't make sculpture like a
sculpdor™ ¥, Matisse was able, according o her, "to
carry Lo s lmit the synthiesis of line and colour,
of drawing and painting” *%, a synthesis to which
she also agpires, Finally she admires in Matisse
what she hersell practises: “There is o hierarchy
in his art, Decorative art, the line, the arabesgue,
{he motil are part of painting, just like real ife™ 14,
Amang her fivourite quotes by Matisse, this one:
“Drawing is like making an expressive gesture
with the bepefls of permanence™ 22,

1]
DEAWING "EN ABYME', FROM
THE "AGES OF LIFE' TO THE "DOUBLES'

1‘:1:: energy of Pétrovitch's drawing, s expres-
savity, resull from a multitude of complex ges-
tures. She works each technique 10 determine

its essential features, each motif |
pared<down quality, all comby

works simple in appearance, :u“:dm: ﬂm:rrm
while everything is done to make us i =
complexity. Frangoise Pétroviich has invented
an ‘sugmented drawing” where (he wisual gy
port no longer is of any importance, nor iy ﬂ:
Lypotogy of the theme or the scale of thejr re
resentation: it is an attitude, From drawing in
the marging of an exerclse book 1o :hnmutn“:.w
from sculplure 1o a stage curtain and a teail i
town *%, il is the same risk taking that is at m-:
in Pétrovitch’s art, and whose breadih the exhi-
bition at FHEL intends to unvefl.

its

We are proposing a thematic and chronological
approach. Big themes will follow one anather ]
they appear in the oeuvre, each of them including
o focus’ that comes (o "balance” the thematic: at
times (o specify it, at other times 1o contradicy
it, or to develop il in a different technique, This
focus has been considered as the focal point of
the theme: an clement that guides it. as jt Euides
our €y¢s (o one paint of view. Like the pupil in
the centre of the cornea transforms the eye’s

mechanism into a gaze, and an organie device
im0 an expression.

The contrast, for example, between two giant
birds painted recently and the first drawings of
prvcecbest site and placed on papers already printsd,
structure the first chapler "Drawing in the mar-
gins”. The birds are part of her "motif-lines’, with
nlhu'fan'li]hrlnhmh,thm:ﬁ’d:uhithihcmw
up on & farm, as well as those one comes across
in EMELIﬁ.h!H:: the woll. Co-existence of the
Very -.rhl‘muqrsmjli:m'mpmun
theme in Pétroviteh's work: the issoe of seale is
one of the reasons why she chose drawing and
blogsoms in that medium. It sccommodates Ay
nhmﬂﬂu:ﬁmhnmrmm:mmm
the centre, from the minute 10 the monemen-
tal, could epitomise her work. The presence of
the blank paper as a central motif ‘drawn’ by the
calour around it is @ second important formal
principle (a white face behind coloured hands,
the white hands of the smokers covering a face,
@ skeleton drown in the backgrosnd on a child's
t=shirt). The third would be the lack of defindlion
of her backgrounds: they dispense with location,
the presemce of other people, nature, and there-
fore, time. Decontextualized, her figures float ina
deliberate sbsence of narrative. *[ struggle against
theidea of a narrative, fighting agsinst what would
restrain or limi the fipores | show, What | propose
are blocks of images, | don't want a story with
beginning and an end. IFwe tell everything. there

would be nothing else (o imagine™ 14,



Beyond childhood and adolescence, those works
speak of the increasingly blurred idea around
adulthood in the 21st century, where people
would like to remain forever young. A reflec.
ifon on geares Lakes piace 1602 they are not deter-
mined, at the beginning of a cenury when the
concept of male and fernale is no longer desira-
ble. Boys and girls appear [ragile, disappearing
ehind their cigarelies, their masks, the motifs
on their t-shirts. *“When | portray childhood, its
pol out of nosialgs for 2 chronologically precise
era. It's 3 mixture of things seen, experienced,
imagined, transformed” 2%, The technique used -
ink wash drawing — panicipates in the apprehen-
sion of those figures - vague, gendersflinid - whibe
leaving 0 door wide open Lo their Interpretation,

It is therefore with a micture of simple oulline
and obfuscation that Pétrovilch's work gener-
ously offers itsell 1o the spectator’s eves, All the
mare fiog she enjoys splinting each aof her "motif-
lines”, whether the hand (connscted to another),
the face (co-existing with a mask, a helmet), the
character (with its shadow). Indeed she adds
unfamiliss alter egos in the shape of appendages
{ Poupdes), stranpe reflections with the series of
propected shadows | Cmbres ), hesilant or incoher
ent, foews on the chapter on the "Double’, Eckos
i woluntarily placed at the centre of the exhibi-
tion, like & turning point: she siages that drawing
endlessty divided by moversent, sound, the rellec-
tion and the movement of the latter, animated by
8 conccaled engine that clouds the waler in the
pool. This ‘mise en abyme” of the initisl ‘drawing”
gesture epitomises (he whole oeuvre.

i
AN "AUGMENTED™ DRAWING

The second half of the exhibition sheds light
on the more and mere visual direction of the
artist that develops parallel to her muliitechni-
cal ghilities, The works of the chapter “Gestes”
relaie also pantly 1o a photographic work that
she accepis for what it is: images shot "on the
mave™ of daily postures and gestures, "a way o
say | g3 for one, and | heard for another”, as
she nicely summarises. Posed photographs of
her children and friends carrying her eculpiures
for the series of Préentations, tiken by Hervd
Plumet are addad, In that visual universe that
asserts jisell, the line remaing present, ofien [ib-
erated from he Blocks of colour that split it or
contradict i, in o modern take that goes back to
Marquet’s paintings in the 19203 and Picabia’s
Transparens from the same years, (wo artists in
whose lineage Pétroviteh happily sees hersell. At
the same time, one is struck by the sculplwral

characier of the begs, the feet and the hands, on
which she "zooms in" in her paintings - while
she represents them true to size In her seulp-
tures (series Dans nres maing). Monumental and
p:ahuul. those elements ol the body are as expres-
save as e faces. They oflen conceal the faces of
which they reveal - nccording Lo the interpretn-
Haon of the spectator - the absence, the silence,
the refusal to communicate, the shyness or the
absence of narrative. Inviting introspection,
those images do not try 1o aveid confusion.

The artist accepts “the continuity and the volun-
tary confusion: they are a Hitke the same things
and mot the same things, o little bit of o mix, they
are not two distinet characters bud in reality, they
are togeiher, adfacent and confused: they dis
turb™ 29, [t is when the drawing is extended into a
painting or & sculpture that her characteranimals
develop, as well as her masked faces, her take on
preseniation in which hards and objects touch
and fuge, her ploy on erasing in which the hands,
underlined in red, conceal the faces. MNaturally
coming from her work on "doubles’, the hybrid-
isation manfanimal coincides with the hybnd-
isation of her technigues. In the J000s, when
her vocabulary of ‘'motiflines’ eitablished iself,
painting, sculplure, wideo and performances nat-
urally developed and co-existed happily.

The last extension - choreography - evokes the
way she works in flat drawing: she ‘dances’ as
she says, around the paper, intensely concen-
trating en @ work that has to be done quickly to
supervise the quick drying of the wash drawing,
whose drips - the vivasity - and solidification
- the drying process - she works on. Thinking
about it and listening to her, it appears i is also
in the making that her drawing gesture, or her
"sugmented drawing’ naturally generales other
techniques. The work on the wet B common to
her wash drawing and her work on modelling
= the wet clay Hes ssveral Umes under a cloth
dipped in water before being reworked a few days
later. The same can be sakd of her work as 8 cer
amist - she allegedly came fo if via the enamelied
colour of her paintings - where the heated enamel
Mows and chanpes colour, Her constant dialogue
between white and colour, control and abandon,
drip and dry, are common o all suppons.

This "augmented drawing' of all technlgues ks the
aperating principle of o work in which the line
eoapled with the colour, in an absalute synthe-
iz, also represents the secing. The drawing as
o way to live, as & way 1o look, Lo interpret the
world, i3 the thread of the retrospective’s trall
which, nodm alter room, Invites us (o reflec! on

the "focal point” of ler work: it is truly an exencise
in learning how (o look, Presenting « an object,
an animal - or hiding it - with a hand, a mask,
Holding onesell and therefore asserting onesell
- standing, alone or in pairs - or holding some-
ihing. Or disappearing - in one's shadow, behing
ane's mask, eyelids, hands: al] those verbs lalk
about the gare,

The gaze, red thread of the oeuvre,
belongs to the ‘motif-lines’, incleding in its
absence, which she also presemts. Open, her
Regards d Impres are an exception io the rule of
closed eyes, hidden gazes, or hesds cul ofT in her
compasitions. The shbsent gaze is in reality a price
ciple ol compasition: the artist willingly explains
that a central and open gaze invites focus, while
clased or absent eyes invite Uhve viewer (0 move
move evenly over the surface.

v
DRAWING AND ART HISTORY:
*THE QUESTION OF THE GAZE STILL"

Without the focus on the open gare, the viewer
lingers in the marging of the painting or the drow-
ing. immerses themsell in the details of the modek
ling of a faceless sculplurs, even forgets the figure
and only sees the play on forms and volames, the
balance between line and caloar, the composi-
tion, in other words, the abstraction. The work of
composition is lelt voluntarily apparent, so that
it becomes a subject in itsell, “the question of
the gaze still: what you choose, how you remiove
and how you compose”, a summary that echoes
another of her fvourile quotes by Matisse: "Far
me, expression doesn’t lbe in the passion that
will break out on a face or will be asserted by a
violent pesture. It is in the whole disposition of
my painting: the place occupied by the body, the
empty spaces around them, the proportions, all
that participates in it” 7, Her stylised "motiflines’
perhaps are less important than the abstraction
{hat remains 1o be seen: the framing, the chance
mabure of the drips and the transparency of the
ink masterfully controlled, the light finally, ren
dered either by the blank paper in the drawing, by
the transparency In her ink wash, or by the bursis
ol bright colowrs in the darkness of her Nocrermes,

=My work is classical”, she specifies when [ ques-
tion ker on her relations with &1 history. | under-
slapd she means as misch the technique as the
subjects, As Pétraviteh takes hald of the picto-
rial and fully assumes it, she looks at painting
and its history, and relates to it head-on. Her
poriraits of serious children are a lelimotiv in
classical painting, from Velazquez 1o Picasso,
hecause thal theme reiterates 1he human parsdox



of childhood, She summarises it soberly while
1alking aboul hers: ber solitude in the forced
serse of belonging to a group. the rage hidden
behind the owtward worldliness, the pain of
being reduced 1o an attribuie/a difference, finally
the hard lsw of genres that is abusive 1o bays
and girls indiscriminately. “Les dges de la vie™
are one of the oldest themes in painting and
Pétrovitch worked in fact on all ages. starting
with the elderly with Jial travalllé mon compl-
anf %, We decided 1o close the exhibition with
o chapler called "THalogus between painting and
drmwing’, 1o ifvite the visitar io reds the trail the
other way around, 10 revisit the whale exhibition
inthe light of an immemorial history of painting
andfor represeniations.

Her masks are a continuation of the representa-
tioms of carnival, in particular in Venetian paini-
ing. while going back on & history of fantastic
and tragicomic illustration, of fiction and thes-
tre. Her hybrid chamciers, men-animals or ani-
makmen, also fit smoothly in the mythological
representations, illustrations of fairy tales and
fables. In the series Présemtations, Pétrovitch
takes on the kinship with animals snuggled with
the: new-born babies of the Virgins with child,
Hex : are reminiscent of the sculpted
Crothic recumbents or the depositions of Christ
in painting, all the more for the bird hall-hidden
above them in the drips of the wash pain, relates
unambiguously (o the symbal of the Holy Spirit
in Christian iconography. This dislogue with old
painting is confirmed in Nocturmes, which take
on the geare of still life head-on, Their matte and
dense tones, the red mix for the background, as
in former times, the lighting, both faint and pre-
cise, canvaggesque-style, make of this series an
obvious tribule to the painting Pétroviteh Gnally
adopts 25 her own lechnigue.

Her extmordinary variation on Swins Sébastion
places the history of painting "in the cenire’ of
her big sheets, on which the medium of drawing
returns vin the reduction 1o black and white from
the rather methodical interpretation of the theme
by the great masters. The anist applics 1o them
her usual stylistic and iconographic approach:
excluding the sex and the head, she erases hath
the agony and the ecitasy and copcentrales on
the buet pierced with arfows. She takes on fully
the style of each artist and proves 1o be lagus-
cious on the topic: "Mantzgna painied several fig-
ures of the saint, which &re ach time demonitra-
lions In perspective: each armow rednvents the
vanishing poinis. Van Dyek's Salos Sebarrian and
ihe angel is hyper alfected, like a dance. Zurbaran
made a very expressive, il nol expressionist Saknt

Sehamiian, very far from his geometric style: was
i @ theme that enabded him to let g0, 1O exper-
iment? The one painted by Georges de la Tour
it on the ground, which is very rare, he is like 2
recumbeni™ 19,

v
HOW THE OGRESS
DEVOURED THE OGRE

“Youth, beauty, suffering, death”, that's how she
summarises her work on 'the essence’ of those
Saint Sebastian{s), adding mischievousty *1 like
the idea of a woman approaching that topic: a
B2y imon”. But we would be wrong Lo see only
sweelness in Pétrovileh's work, and reduce it to
iits falsely somhed and bucoliz character. (o child-
hood and in particular to the work of & woman
artist on girls. The opposite i mone exact, The
genfe is present, bul vagoe, shapeless, abused.
Viclence erupts, sadness comes to the surface,
threat lingers: without resolution, the malaise
is perceptible. 1 particularly appreciate the dis-
turbing strangeness of her work in ils enfirety,
its eccasional gravity, its details and moments
ofterror, and the reversal of stereotypes, which
she expresses regularly without ever imposing it
That coexistence of the solar and the spectral,
of childhood smiling and terrifying, is af work
in the series Rougin g kind of etched private
diary in which are gathered, sinee 2005, Epinal
prints as well 05 hanged men, well-behaved chil-
dren as well as cut-up bodies, smiles &2 much as
grimaces. Without looking for the exhoustivity
of Pétroviteh's dark side, | would cits the unesse
eapericnced in front of the series Gmbres, in
which the person is most often overtaken by her
d-t_:-muiuldh:dd-mhh. the latent threat and the
ﬂ.liﬁl.l.:l.'.'-nd evocation of rape in the film Lo Loup,
the vialence that explodes in the series Poupdes,
where dismembering, carbonlsed heads and mul-
tiple wounds spread like dark ink in the bodies
of those sbused women-cbjects, the morbid char-
acter finally of those dark bunches of flowers In
Noctirnes, whose origin the artist located at Lhe
time of her father's death.,

L'ﬂ_p"l‘ﬂr. 8 piece ereated for the exhibition, epit:
omises that project of deconstruction of genre
stereodypes, discreetly initisted by Pétrovitch
some thirty years ago. Starting from & small
drawing etched on o plate in 2011, that coald
from a distance resemble & varintion af the
Faun holding Pan pipes crossed with the Wild
Child *%, proved 1o be from close up, nearer to
the murderer in Love af the Flies ©1_ that the artist
feminises and marries o the e ol Blugheard.
So the ogress was born, 0 female and feminist

version in which one of the little girls woul hew
chosen, instead ol being a viclim ol collective
incest, to kill then eat the ogre in some king or
monsirous ritual, then would have climbed o

a rock as on a pedestal 1o display ber bloodieg
ViCEOry,

Let’s evoke now another lincage in which
Pétrovitch’s work fits, that of two or three gen-
crations of female artists who. since the 1960,
have found in ‘sugmented” drawing a real visua)
universe, a field 1o explore freely. Afler photogra-
phy and just a& with textile, video and perfor-
mance art, they could express themaelves with.
out being affected by a competition with men,
imally unequal af the fime. Pétroviteh's work
provides the connedlion with our current limes,
when both genres - male and fermnbe - also eross
paths in the very oflicial world of contemparany
drawing. which now has its salors, fairs, prizes,
as well @3 public and private permanent collec-
tions ==, | am tracing that tendency back to 1964
precisely, when, relurning o the US allter a visit
o Paris, wherne she had practised pabnting, mainly
of the human figure, Nancy Speno, horrified by
the Vietnam war, abandoned that medusm. She
decided to replace the canvas, sceanding 1o her
boely Hied 1o the male world, i sereotypes nnd vioe
lence, with thin and cheap paper and gounche,
From 1966 to 1970, the War Serer, in which
texis and drawings are mixed, launched a fem-
inist eple that was Lo take place in both conth
nents, and where drawing takes on a place 1o be
rediscovered. AL the ead of the 19502, Marlens
Dumas, whose drowing remaing a prefered mode
of expression alongside painting, reflected on
identity, race, and the power of images. Louise
Bourgeois went back 1o etehing then drawing with
a rafical freedam of tone and eontent. and even
a rage remarkable for @ woman kn her eighibes.
In the 1990s, Kiki Smith worked in etching and
sakscreen printing. then in big drawings on ribbed
and embossed paper that brought them closer to
goulpture, a domain in which she excels, inciden-
tally. In the 199(s also Tracey Emin made wateg-
colours of her abortion that she finally exhibited
at the Venice Biennial seventeen years Mier.
This exhibitbon brings to a conclusion two years
of work and pleasure spenl conversing with a
greal oeuvre and its maker. | would like to leave
the last word to Frangoise, for dialogaing with
her was the gem of this suspended time: “Time
is o singular thing in visual arts: the mare [ move
forwand the more | find it is the most inlenssting
notbon. [ think about the lime as we perceive
it, taking time, the time fof & work 1o be con-
strucied, the persistence In time - what s sald
af & work sfier - and then the special time o its



The whole accumulation of an ocwvre,
ar lifetime on earth is aol long™.

Camifle Morincau
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