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PRESS RELEASE 
 
 
 
Suzanne Lafont (born 1949) is a major figure on the French art scene. Her work came to the fore in 

the 1990s. She had a solo exhibition at the Jeu de Paume and exhibited at  MoMA (New York) in 

1992, and then at Documenta IX (1992) and X (1997). Hers is an extended practice of photography 

which incorporates references to theatre, performance, cinema and literature.  

 

The exhibition at Carré d’Art offers a perspective on her most recent works, most of them made 

specially for the event, but drawing on the photographs she has taken since 1995. These provide the 

raw material for each proposition, allowing her explore different regimes of images in a series of 

situations.   

 

By way of introduction, 468 of these data are organised in the form of a slide show (Index). The 

exhibition then develops around the figure of the actor/performer. This protagonist first activates the 

space around the viewer, then, with Situation Comedy, from General Idea's Pamphlet Manipulating 

the Self, it takes over the field of the book, before giving way to it entirely (The First Two Hundred 

Fifty Five Pages of Project on the City 2, Guide to Shopping). Finally, it reappears in the adaptation of 

Edgar Allan Poe’s story The Mystery of Marie Roget. 

The exhibition ends with an announcement concerning coming talks (On annonce une série de 

conférences) which, given the absence of informative content, restores the literality of the museum.  

 

 
 

 

 
PUBLICATION 

 
French / English bilingual catalog. 

With a text by Marcella Lista and a conversation between the artist & Jean-Marc Prevost. 

 
The book is designed as both a catalog reflecting the exhibition and a book directed by Suzanne 
Lafont. The text of Marcella Lista analyzes the work of Suzanne Lafont by placing it in a history 
of photography but also in performance. The interview with Jean-Marc Prevost tracks the 
development of the artist's work while addressing the challenges present in the most recent 
works. 
 

SUZANNE LAFONT 
192 pages 

 ca. 140 documents  
 Format 22 x 29 cm 

Unbound book 



CONVERSATION BETWEEN 
JEAN-MARC PREVOST & SUZANNE LAFONT 

 
 
Given your training in literature and philosophy, I was wondering what it was that made you take an 
interest in photography in the 1980s? 
I don’t think I was every really a philosopher. However, when studying at university I did become 

interested in a certain form of philosophy that connected ideas and situations. 

Let’s just say that through a particular form of Socratic dialogue I discovered a way of contextualising 

ideas in verbal exchange and the movement of walking. I also read Mikhail Bakhtin. From this I discovered 

those literary genres that combine gravity and comedy, the rational and the irrational, philosophical 

debate and adventure stories. At the same time I was reading Don Quixote, Jacques le Fataliste, and 

Bouvard et Pécuchet. The question of reorienting my work only arose when I experienced the difficulty of 

writing. Actually, this wasn’t like starting from scratch, more a gradual shift driven mainly by cinema and 

dance. Cinema, of course, represented time and the mechanical image. Dance represented the real 

unfolding of time in space. I went regularly to the American Center, where I saw Trisha Brown, Steve 

Paxton and Lucinda Childs in the late 1970s. I was interested in ordinary movements, and of course in 

walking as part of the movement of dance. My choice of photography wasn’t guided by a particular taste 

for the medium, or by knowledge of its history. I became interested in photography because of this 

concern I had to make cinema without the resources of cinema. This meant that proposition would be 

constituted not by one image, but by a set of images, which required movement from the beholder in 

order to be activated. My interest in photography began with questions about time, which could only be 

driven by the viewer. Obviously, too, there was an economic factor in this choice. Unlike cinema, 

photography had no production apparatus. It offered a guarantee of autonomy. 

 

 
You spoke in an interview about the use of quotations in Flaubert’s late works. In art, quotation was 
used systematically by Pop Art. But, coming back to Flaubert, and therefore to language, it strikes me 
that the use of quotation is a strategy to indicate the autonomy of language, bearing in mind that 
there is no natural connection between signifier and signified. 
This absence of fit between signifier and signified inevitably affords freedom with regard to literary 
form, which is what we find in Laurence Sterne and James Joyce. Photography, in contrast, 
automatically introduces the idea of indexation, being indexed to the real. 
It was also literary quotation, particularly in Flaubert, that led me to photography. In the same way as 

linguistic quotation corresponds to a regime of readymade language, so it occurs to me that photography 

is on the side of the “death of the author,” to use Barthes’s words, because apart from the framing, which 

is a choice, the camera proceeds by the undiscriminating recording of what it has in front of it. We might 

ask if recording is what guarantees the world, and if by an effect of osmosis, what is withdrawn from the 

subject is necessarily chalked up to objectivity. I don’t think that the decrease in the “author” coefficient 

necessarily coincides with a rise in the “world” coefficient. It is more by meaning, the direction attributed 

to it with language, that a photograph attaches to a referent. Benjamin called the captions under images 

“signposts.” Without these pointers the image would lack a context. A caption is a way of making a world. 

There are several possible worlds in an image, and several narratives can be linked with it: that of 

literality, that of dream, that of poetic utterances or that of descriptions. Which is why some of the 

images in Index are described in several different ways. Photography draws on reality and the index, and 

any photograph, even the emptiest, is like a shop bursting with things. But not until it is captioned and 

made part of the weave of meaning does contact with the world seem to be established. That is why 

uncaptioned photos seem surrounded with such a dense silence. 

 

In the exhibition we find the presence of language as much in Index as in the use of the space of the 
book or the apparatus announcing a cycle of talks. 
These are three different regimes of language. Index is a non-exhaustive set of data linking each image 

with one or several linguistic inputs. Accompanied by their captions, the images are oriented towards 

different contexts. The linguistic inputs also make it possible to establish a classification of the images 

that does not take into account the chronology, themes or any other kind of classification. It is indeed the 



job of a dictionary to make items available by disconnecting them from any kind of correlation. The 

exhibition therefore begins with a kind of backroom, a space darkened for the needs of projection, where 

the useful data is assembled. For about ten years, starting in the late 1980s, I photographed the human 

figure. These images were staged and the figures represented in the course of what were generally 

ordinary activities. Actions such as looking in such and such a direction, breathing, grimacing, lifting an 

object, moving it, dancing, dreaming, etc., enabled me to take into account the space occupied by the 

beholder. The images of grimacing faces directed towards the public, in particular, helped me understand 

that the two territories, the two-dimensional wall and the three-dimensional room, could intersect and 

resonate together, and therefore that the action was connected with the present of the exhibition. It was 

only when I started making large-scale photomontages combining photographs of actions and 

photographs of elements of the setting that I became aware that the representation was withdrawing 

into the space of the wall. The more complicated the action, adding other planes to planes, the less it 

entered the spectator’s volumetric space. I think that this is where my interest in books started. Situation 

Comedy appropriates a book, which it replicates on the wall in the form of plates. It was surely an ironic 

joke to have chosen to repeat a book whose theme is, precisely, a gymnastic movement! As for language, 

in the form of page numbers and the distribution of roles, it remains on the paper. At the exhibition exit 

there is an announcement concerning a series of talks. But the information is very vague, with none of 

the detail you would expect about places, dates, times, the names of the talkers, the talks and their 

subject. In just a few seconds it places those who might be interested in hearing them in a state of 

expectancy, while a digital clock counts the real time in portions of 30 minutes, the purported duration of 

each talk. A few photographs of chairs are hung in the museum room by way of decoration and evoke the 

furniture conventionally used on such occasions. The statement acts as a perpetual declaration of a 

session opening. It dramatizes the presentness of the situation and gives beholders their space back, but 

while confiscating the spectacle from them.  

 

 
In the 1980s photography gained its hard-won autonomy in the art system. Photography began to be 
interpreted in relation to painting and, more particularly, the idea of the tableau. Jean-Marc 
Bustamante called some of his works tableaux photographiques. What do you think are the limits of 
this kind if interpretation, now that, today, we find it natural to read photography in relation to 
video, cinema, performance and theatre? It was also a moment when photography no longer had to 
justify its status. 
In the 1980s it was maybe in Europe particularly that photographs were understood in relation to the 

tableau. In the United States people like Ed Ruscha, Sol LeWitt and Carl Andre started using photographs 

in book form, which is a long way from the tableau, back in the 1960s. My starting point was not the 

tableau, nor was it conceptual art, which I knew very little about at the time. I had studied the dialogue 

form and I had worked on these questions with Jean-François Lyotard, so I was bound to be familiar with 

forms that are traversed by contradiction, with different regimes of language. The fact that speech does 

not convey a finished and closed image of reality had, in a sense, initiated me into collage. I was also 

reading Brecht. I dived head first into the interruption of illusion. This is the context that later led me to 

develop forms that draw on theatre and cinema. Jean-François Chevrier, whom I started working with in 

the mid-1980s, gave me a vision of photography and its history. In the debate around the image/tableau, 

I was logically more attracted by editing procedures. I started taking photographs, aiming to give them a 

kind of “insufficiency” that would allow them to enter into relation with each other. I was working with 

the idea that, for example, a mountain would not be photographed among the set of elements that 

constitute a landscape, but as a unit. This doesn’t mean that it would necessarily have the fragmentary 

appearance a detail, but more that of a “spare part.” As spare parts, these images looked to me available 

and repositionable, in exactly the same way as the words in a sentence are in the context of other 

sentence. Which, of course, does not prevent words and images from existing on their own, as elementary 

parts. 

 

 

Looking at the different series of photographs you can see references to cinema, sometimes explicitly, 
as in L'Argent, a homage to Robert Bresson. What is your relation to cinema and moving images in 
general?  



 

Interrupting movement in images, and by the multiplication of images, reintroducing time into the 

viewer’s movement. What interests me is the displacement of time questions into space and the 

integration of the context in the experience of perception. 

 

 
One can also find links with theatre but I really don’t think we’re talking about the kind of 
theatricalisation you find in Jeff Wall, which is inside the image. If there is a reference to theatre, it’s 
above all in the definition of a sensorial space where images are assembled in a temporary way, 
taking into account the context of their appearance. Am I right? 
I was saying that dialogical forms led me to the representation of actions, not in the form of “tableaux” 

assembling all the information, but by the arrangement of disparate bits. In editing it’s the brutal reality 

of the cut, which arbitrates the transition from one image to another image, from one space to another 

space, which liberates the play of associations and underscores the provisional character of the 

representation. It’s also interruption that sets aside a territory for the viewer, even if only as a mental 

projection, for the interval that joins and disjoins the elements, however slim, is occupied by real space. 

But it is really when the plates are organised in a grid, and the grid, in turn, is organised volumetrically 

and stands proud of the wall, that the reader/spectator regains a physical space of confrontation, in the 

movement of the hand leafing through and turning the pages. I think that editing helped me in my 

approach to the book form. This exhibition comprises a book, its catalogue. 

 

 

To consider the theatrical reference is also to find a performative dimension in your work. You work 
with actors, even if they’re not professional actors. This can be seen, for example, in Trauerspiel, made 
for Documenta in Kassel, and my impression is that this performative dimension is even more present 
today. 
I wouldn’t say that there is performance simply because an action is played out. In fact, spectators find 

themselves before an action that is acted and photographed. There are actually two moments of the 

dramatic action. One is the taking of the photo; the second, the exhibition. The first moment occurs in a 

studio, away from the public. Only the actor is present, along with any bits of set that may be needed. The 

apparatus is constituted by the camera and any lighting there might be. The action was decided in 

agreement with the actor. It is rehearsed and acted in the field of the camera. The actions are not studied 

to be photographed live, but to be the product of an optical experience. Benjamin mentions this when 

speaking of cinema in “The Work of Art in the Age of Its Mechanical Reproducibility.” The camera, he says 

with regard to cinema, has so deeply penetrated reality that only the artifices of editing can give the 

image a semblance of naturalism. People have often remarked on the excessive theatricality of the figures 

I photograph. Paradoxically, what appears “theatrical” is what takes them away from theatre and effects 

the actions on the territory of observation and within its limited framework. I am not trying to “capture 

the reality” of acting as a studio photographer would. The image obtained is at once the representation of 

the action and its documentation. I would be tempted to say that the image, at this stage, is a document 

endowed with a potential for action. It is in this double form that it is conveyed to the public. This is the 

second moment, when the “active” documents are organised in the exhibition (scale of images/positioning 

in space) and seem to be play-acting as they fish for the beholder’s empathy. With the question of the 

book, this aspect of the work took a backseat, although it is evoked thematically in Situation Comedy. In 

contrast, On annonce un cycle de conférences is wholly oriented towards the viewer and performative 

experience, but without the medium of documents/performers. 

 

 
In the exhibition, Situation Comedy is a reference to Manipulating the Self by General Idea, who 
developed a visual and performative language within a post-Warholian aesthetic. How did this work 
come about? 
I was interested in the idea of an appropriation. There were lots of reasons for this particular choice. First 

of all, the name of the collective, General Idea. Also, a liking for the name of that publication, 

Manipulating the Self. These names are indications. Because it was a gymnastic movement that existed 

only in a book. And also because I really like the way that at the turn of the 1970s these artists opened 



their life space to the public in the form of a boutique, presenting the market as a poetic document of 

existence. So, I got hold of the book with the intention of replicating all the occurrences of this fascicule. 

Still, I decided to make it undergo a certain number of modifications through repetition: 

- only the named occurrences of the book are repeated. 

- the images are no longer in black and white but in colour.  

- the original underground community is replaced by a false community, a group of students who exist as 

a community only insofar as they are brought together by the institution.  

- the participative dimension has become prescriptive; the original photos taken in the places frequented 

by the protagonists are replayed following a unvarying photographic protocol: unity of place (the school’s 

photography studio), artificial lighting (the colour filter on the lamp varies from one location to another), 

the photographer arbitrates and records the scene (I took on this role). 

With this series of rather academic exercises, the project dramatized the devaluation of lived experience. 

The chromatic palette of the lighting in each sign served only to endow them with a pseudo-spark of 

singularity. However, at this moment of the work, the proposition left only separate occurrences, with 

absolutely no sense of a community experience, not even the lifeless one of puppets. What this collection 

of individuals brought together by a given action lacked was a surface for communication, precisely what 

would make it possible to create situations and give them a community foundation. I therefore decided to 

continue by photographing the space without an actor, showing the full range of its hues (in other words, 

three cubic metres of coloured light), while the attribution of the roles was maintained in the form of 

notations, in the style of a programme or film credits. The twenty-three actions can, when actually 

performed and photographed, be set against various coloured rhythms, or find their chronologically 

assigned place when the ensemble takes the orderly form of a colour chart. Starting with a historical 

proposition, I tried to make a poetic document that substitutes the reduction of individual experience 

with the existence of a game. 

 

 
In his book Art and Objecthood Michael Fried points out that Robert Morris uses the term “situation” 
to signify that every element in a given situation has its importance, this being the condition of 
objectivity. Might the frame be in a sense more important than the subject, or at least just as 
important? 
Yes, the interplay between the elements is the condition of a situation. According to Winnicott, it is the 

basis of the symbolic construction. 

 

 

 

 

 

 



SELECTED BIOGRAPHY  
 
Born in 1949 in Nîmes – Lives and works in Paris 

 
 
FORMATION  
1974  University studies in French literature and philosophy. D.E.A. philosophy, Paris VIII  

Degree in Semiotics, University of Urbino, Italia 

 
 
SOLO EXHIBITIONS (Selection) 
2011  Situation Comedy, Musée d’Art Moderne Grand-Duc Jean, Mudam, Luxembourg 

Caractères, Arendt & Medernach, Luxembourg 
2008  Index, Galerie Erna Hécey, Bruxelles  
2005  Episódio, Pinacoteca do Estado, São Paulo 
2003  Caractères, Centre Régional d'Art Contemporain, Sète 
2001  Galerie Anne de Villepoix, Paris 

Remue-Ménage, Centre d'Art Contemporain "La Galerie", Noisy le Sec 
1999  Musée d’Art Contemporain de Marseille 

Centre Chorégraphique National du Havre / FRAC Haute Normandie 
1997  Le Défilé, Musée de Rochechouart 

Galerie Wohn Maschine, Berlin 
1994  Galerie de France, Paris 
1993  Peter Kilchmann Galerie, Zürich 
1992  Galerie Nationale du Jeu de Paume, Paris 

Museum of Modern Art, New York 
Marian Goodman Gallery, New York 

1991  Centre Genevois de Gravure contemporaine, Geneva 
1989  Centre de la Vieille Charité, Marseille 
 
 

GROUP EXHIBITIONS (Selection) 
2014  Punctum, Salzburger Kunstverein, Salzburg 
2013 Des images comme des oiseaux (une traversée dans la collection photographique du Centre National 

Des Arts Plastiques), Friche La Belle de Mai, Marseille 
2011  La photographie en France, 1950-2000, Maison européenne de la Photographie, Paris 

Questions d’images (visages de sable), 30 ans du Frac Languedoc-Roussillon, Carré d’Art, Nîmes  
2010  Le sourire du Chat (opus 2), Frac des Pays de la Loire  

Années 1980, Un parcours photographique, FRAC Provence-Alpes-Côte d'Azur, MAC Marseille 
Higher Powers Command, autour de la collection Lhoist, Limelette 

2009  Trauerspiel, Passerelle, Brest  
Reflexio, Imagem contemporãnea na França, Santander Cultural, Porto Alegre 
elles@centrepompidou, artistes femmes dans les collections du Musée National d'Art Moderne, Centre 
Georges Pompidou, Paris 

2008 Universal Archive, The Condition of the Document and the Modern Photographic Utopia, Macba, 
Barcelona 
L’argent,  Le Plateau /  FRAC Ile de France, Paris ; Real, DZ Bank AG Collection, Städel Museum, 
Frankkfurt ; Street & Studio, An Urban History of Photography, Tate Modern, London ; Museum 
Folkwang, Essen 

2007 Faces à Faces, Musée des Beaux-Arts, Chambéry - Exposition itinérante en 2008, Center Art Museum, 
Edinburgh ; Fotografins Hus, Stockholm ; KNAP, Érévan ; Akureyri Art Museum, Akureyri ; Silom 
Galleria ; in 2009, Bangkok, in 2010, Musée de la Photographie, Thessalonique, Centre Culturel Mélina, 
Athènes 

2006 Entre realidade e ficção, Obras do Fonds National d’Art Contemporain da França, Pinacoteca do Estado, 
São Paulo 
Numéro, présentation des collections, Musée des Beaux-Arts de Nantes 

2005 La photographie dans le contexte de l’art moderne et contemporain, Collections de l’IAC–FRAC Rhône-
Alpes et du Musée d’Art Moderne de Saint-Étienne Métropole, Villeurbanne et Saint-Étienne 
Une journée particulière : extrait de la collection du Fonds d’art contemporain de la Ville de Genève, 
Villa du Parc d’Annemasse 
Nouvelles Vagues, présentation des collections du MNAM, Centre Georges Pompidou, Musée des Beaux-
Arts, Shanghai, Musée de Guangdong, Musée de Canton, Millenium de Pékin 

2004  Fabrique de l'image, Villa Médicis, Roma 
2003  Dali und Die Magier der Mehrdeutigkeit, Museum Kunst Palast, Düsseldorf 

Photo España, Madrid  
2002  Présentation des collections, Musée National d'Art Moderne, Centre Georges Pompidou, Paris 
2001  Let’s move, Galerie Anne de Villepoix, Paris  



2000  Pause / Pose, Galerie Anne de Villepoix, Paris 
1999 Présentation des collections du Musée de Rochechouart, Musée d’Art Moderne, Buenos Aires 

(Argentine) et Santiago du Chili, (Chili) 
Présentation de la collection de la D.G.Bank, Centre National de la Photographie, Paris 
Ghost in the Shell : Photography and the Human Soul, 1850-2000, County Museum of Art, Los Angeles 

1998  Zomer van de fotografie, Museum van Hedendaagse Kunst, Antwerp 
Galerie Vohn Maschine, Berlin 

1997  Le sentiment de la montagne, Musée de Grenoble 
1996  Containers, County Museum of Art, Los Angeles 

Hall of Mirrors : Art and Film since 1945, Museum of Contemporary Art, Los Angeles, et Wexner Center 
for the Arts, The Ohio State University 

1995 Echanges d’espaces, Musée Arlaud, Musée des Beaux-Arts de Lausanne with Direction du FRAC de 
Franche-Comté 
Photography and Beyond (New Expressions in France), Boca Raton Museum of Art & The Israêl Museum, 
Jerusalem 
L’effet Cinéma,  Musée d’Art Contemporain de Montréal 

1994  Of the Human Condition, Hope and Despair at the End of Century,  Spiral/wacoal Art Center, Tokyo 
Images du plaisir, FRAC des Pays de Loire, Laval 
Ashiha City Art Museum 
Gesellschaft fûr Aktuelle Kunst, Bremen 

1992  Réflexions voilées, The Israël Museum, Jérusalem 
Documenta IX, Kassel 

1991  Kunst Europa, Kunstverein, Ulm 
A Dialogue about Recent American and European Photography, The Museum of Contemporary Art, Los 
Angeles 

1990 Passages de l’image, Musée National d’Art Moderne, Centre Georges Pompidou, Paris ; Fundacio Caxia 
de Pensions, Barcelone ; Wexner Center for Arts, Colombus, Ohio, Museum of Modern Art, San Francisco 

1989  Photo Kunst, Arbeiten aus 150 Jahren, Staatgalerie, Stuttgart ; Musée des Beaux Arts  de Nantes 
Galerie Pace-Macgill, New York 

1988 Another Objectivity, Institute for Contemporary Arts, Londres ; Centre National des Arts Plastiques, 
Paris ; Centro per l’Arte Contemporanea Luigi Pecci, Prato 

1987  Contemporary French Landscape Photography, Cleveland Museum of Art 
 
 

 

PUBLIC COLLECTIONS (selection) 
Musée National d’Art Moderne, Centre Georges Pompidou, Paris  
Musée National d’Art Moderne de la Ville de Paris  
Carré d’Art, Nîmes 
Musée d’Art Moderne de Saint-Étienne 
Institut d’Art Contemporain, Villeurbanne  
Musée des Beaux-Arts de Nantes  
The Los Angeles County Museum of Art  
San Francisco Museum of Modern Art  
Staatsgalerie, Stuttgart  
Fonds Régionaux d’Art Contemporain : PACA, Languedoc-Roussillon, Pays de Loire, Haute Normandie, Lorraine, 
Rhônes-Alpes. 



LIST OF WORKS ON SHOW 
 

Courtesy Erna Hecey Office 

 
 

 

- Index, 1987-2014, slideshow, 468 clichés captions in french / 468 clichés captions in english 

 

 

- Trauerspiel, 1997-2005, 5 posters (shadows), 300 x 236 cm each wall paper ; 9 posters (people), 

150 x 117,5 cm each wall paper ; 10 objects & accessories, 84 x 66,5 cm each digital print on photo 

paper  

 

 

- Situation Comedy, 2010, 99 elements, digital prints on photo paper mounted on aluminium, 60 x 

45,4 cm each 

 

 

- Situation Comedy (ad), 2009, digital print on photo paper, 150,77 x 143,5 cm 

 

 

- The First two hundred fifty five pages of Project on the City 2, Harvard Design School, GUIDE TO 

SHOPPING, 2014, 255 elements, digital prints on photo paper, 43,81 x 53,29 cm each  

 

 

- A Dialog between three characters of David Lynch's television series “Twin Peaks“, 2014, 2 elements,  

digital prints on mounted paper, 102 x 79,31 cm each 

 

 

- The New Mystery of Mary Cecilia Rogers, 6 elements, digital prints on photo paper, 93,4 x 140 cm 

each ; 2 elements, digital prints on photo paper, 114,45 x 171,7 cm each ; 2 posters of text, 200 x 

144,53 cm each ; 1 poster text 140 x 180 cm ; 2 slideshows, 90 images each 

 

 

- On annonce une série de conférences, 2014, 13 elements, digital prints on photo paper, 83,22 x 58 

cm each 

 



Trauerspiel (détail), 1996 Trauerspiel (détail), 2004

The First 255 pages of Project on the City 2..., 2014 Index (détail) : Gust of Wind, 2014

Sans titre, 2006

Annonce (Situation Comedy), 2009 Le nouveau mystère de Marie Roget (détail), 2014
©
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Exposition 

SUZANNE LAFONT



PRACTICAL INFORMATION 

Open from Tuesday to Sunday inclusive - From 10 a.m. to 6 p.m. 
 
 
Carré d’Art – Musée d’art contemporain  
Place de la Maison Carrée - 30000 Nîmes - France 
 
Tél : 00 33 4 66 76 35 70 - Fax : 00 33 4 66 76 35 85 
E-mail : info@carreartmusee.com  
Site web : www.carreartmusee.com 

 

Admission rates 
Individuals : Full price : € 5 

Groups  :  Reduced rate : € 3.70 (groups of 20 and over) 

 

Free Admission 
People aged under 26 ; Students of art, art history, architecture; Teachers of first and second levels 
of Education Nationale ; Artists; Museum staff; Journalists 
First Sunday of the month 

 

Guided tours  
Leaving from the Museum reception, ground floor + 2 

 
Individuals (Included in the admission charge ) 

- Saturdays, Sundays and public holidays at 4.30 p.m.  
- During the school holidays, Tuesday to Friday at 4.30 p.m. 
- First Sunday of the month at 3 and 4.30 p.m.  
- Last Sunday of the exhibition at 3 p.m. 

 

Groups (single rate for the guided tour service : 30 €) 
  Possibility of subscriptions for school   

   by appointment only with the Museum culture department  
   Contact Sophie Gauthier (+33 (0)4 66 76 35 79) 
 

Arts workshops  
For children aged 6 to 12, by appointment 
 
For individuals  :  Wednesdays and during the holidays by enrolment 

 Price : € 5 
 

For Groups (single rate for the workshop service + visits: 30 €) 
  Possibility of subscriptions for school   

 Tuesday to Friday by appointment with the culture department 
 

Collective family workshop 
Free open access for all ages from 2 to 4 pm  
Reception at Carré d’Art on the first floor, no prior booking required   

 
 
 

 
 



FORTHCOMING EXHIBITIONS 
 
BIOGRAPHICAL FORMS - 29 May - 20 September 2015  

This exhibition is a reflection on the construction and reconstruction of subjectivity. Artistic 
activity in its experimental form is viewed here as a biographical construct that often takes the form 
of “individual mythologies,” a notion that has its roots in late 19th-century literature and that 
resurfaced in relation to artistic practices of the 1960s. The linearity of conventional biography is 
broken, revealing the ruptures, crises and multiple identities affecting the subject. At the same time, 
there is an awareness that subjectivity is always constructed in a specific cultural and social context. 
The exhibition is grounded in the writings of Gérard de Nerval and Franz Kafka, with whom the works 
by contemporary artists enter into dialogue.  

List of exhibited artists : Philip Guston/ Clark Coolidge, Claire Tenu, Anne-Marie Schneider, 
Martin Honert, Edward Krasinski/ Eustachy Kossakowski, Paul Klee, Robert Filliou, Gérard de Nerval, 
George Widener, Antonios Loupassis, Marc Pataut, Étienne-Martin, Carl Andre, Thomas Schütte, Lygia 
Clark, Valie Export, Marcel Broodthaers, Kerry James Marshall, Sigmar Polke, Ahlam Shibli, Santu 
Mofokeng, Chantal Akerman, Henrik Olesen, Paulina Olowska, David Lamelas, Peter Friedl.  

Curator : Jean-Francois Chevrier 
 

 
 
 

MARCEL DUCHAMP PRIZE - 26 June - 1er November 2015 

Exhibition of the four artists shortlisted for the 2015 Prix Marcel Duchamp organised in 
partnership with ADIAF (shortlist released in February).  

 
 
 
 

YTO BARRADA - 16 October 2015 – 10 January 2016 (to confirm)  

Yto Barrada was born in Paris in 1971 and currently lives in New York. She makes 
photographs, sculptures, installations and videos. In 1998 she produced her first photographic series, 
on and around the Tangiers, her family’s hometown in Morocco. These pieces examined the effects of 
globalisation and the hopes raised by the prospect of emigration to Europe. In this exhibition she will 
be presenting a new series about Casablanca and a project about archaeological excavations 
revealing the presence of dinosaurs. Yto Barrada has exhibited at Witte de With (Rotterdam), Haus 
der Kunst (Munich), SFMOMA (San Francisco), Tate Modern (London), MoMA (New York), and the 
Venice Biennales (2007 and 2011). In 2011 she was made Deutsche Bank Artist of the Year. She is 
the founder of the Tangiers Cinemathèque. 

 

LATOYA RUBY FRAZIER - 16 October 2015 – 10 January 2016 (to confirm) 

Photographer Latoya Ruby Frazier’s subject is the town of Braddock, Pennsylvania, where she 
was born in 1982. Or rather, its inhabitants. Braddock is an old working class suburb of Pittsburgh 
and the location of a steelworks owned by the Carnegie family in the first half of the 20th century. It 
went into economic decline in the late 1970s. In the series shown here, Frazier continues her work on 
her family milieu, who act as witnesses to the economic crisis. Frazier continues a long tradition of 
socially engaged photography illustrated by such as Dorothea Lange, Walker Evans and Gordon Parks, 
but she also goes beyond documentary form in complex compositions combining several different 
photos in a reflexive mode. She has exhibited mainly in the United States (MoMA, New Museum de 
New York, Whitney Biennial, Museum of Contemporary Art, Chicago), and this is her first solo show in 
a French museum. 
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