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Les Différents Modes d’Exis-
tence, and 1it’s about the
question of spirits. We’re
insufficiently cognizant
that we exist amid all
sorts of beings 1living or
dead, artificial or organic,
or hybrid. This coexistence
Ties behind a great many
other works. A1l the more
so with the virtual world.
The frontiers of birth and
death are not necessarily
meaningful with respect to
the digital forms we now
take on. It’s obvious that
we’ve entered a new phase
or mode of existence.

OLIVIER ZAHM — Such 1is the
feeling or perception that
your work induces. Indeed,
in “Alienarium,” we meet an
alien through virtual real-
ity.

DOMINIQUE GONZALEZ-FOERSTER—
Hence the fascination with
holographic illusions and
all manner of apparitions..
It goes back to the Tate
19th century. We’ve yet to
emerge from a history of
exhibitions that begins
in the 19th century with
World’s Fairs, which super-
imposed states of exhibi-
tion, states of incarnation
and apparition, metaboliza-
tions, collages, palimp-
sests, Tayers upon layers.
It renders visible the com-
plexity of our relationship
to time and influences, and
all the beings and artworks
that run through us..

OLIVIER ZAHM — That was the
striking thing for us all
at the time, in the 1990s,
with the advent of David
Lynch’s cinema.

DOMINIQUE GONZALEZ-FOERSTER—
Yes, Lynch contributed as
well to a perception of
space, of the world, of our
existences that integrates
the figures of our dreams
and fantasies, possible
and impossible encounters.
I still remember the day
I turned around at the Gug-
genheim Foundation in Ven-
ice because I could hear
the click of camera shut-
ters behind me, and saw Liz
Taylor. She was an appari-
tion. The Virgin Mary also
makes apparitions. An ap-
parition is something that
spills over outside of the
real and transcends it.
Maybe I'm cultivating un-
comfortable ground, but in
any case, I think I Tend
visibility to the symbiotic
aspect between humans and
nonhumans, the Tliving and
the nonliving.

OLIVIER ZAHM — You pique my
interest with this notion
of symbiosis in exhibitions
and these perceptions that
come to you from cinema,
travel, the bedroom.
DOMINIQUE GONZALEZ-FOERSTER—
That’s it 1in a nutshell
It’s synesthesia, media-syn-
esthesia. Because there’s
Proustian or Rimbaldian
synesthesia, as people will
say, but I think I'm the
victim of cultural synes-
thesia. I'm always associ-
ating films, books, cities,
encounters, conversations.
I’'m not singular. I think
Susan Sontag had the same
multi-perception: 1in other
words, the same permanent
collage of mixed mediums
and mixed modes of repre-
sentation. And maybe that’s
what found a home 1in Pur-
ple and in exhibitions: in
other words, in a space not
limited to a single format.

songs

OLIVIER ZAHM - And this
leads us to music because
the missing dimension so
far here has been the voice
and singing. You’ve tak-
en the risk of becoming a
singer.

DOMINIQUE GONZALEZ-FOERSTER—
That’s for sure. I had the
good fortune to go on tour
with and Tisten to Alain
Bashung and Christophe be-
cause I handled their stage
design. It was Tlike having
the greatest teachers and
not realizing it. At the
time, though, singing on-
stage seemed to me a com-
plete impossibility. Never
in my wildest dreams 20
years ago, when I met Chris-
tophe, would I have imag-
ined I'd find myself singing
onstage at Silencio. But it
happened 1in stages, once
I’d met an opera singer who
gave me singing lessons for
“Fitzcarraldo” and “Maria
Callas.” It gave me a way in
through opera and a fasci-
nation with the lyric art.
Then I met Julien Perez.
It’s been almost five years
since then, and we’ve put
out three records, Exotour-
isme, and TJlots of clips.
We’re touring 1in the fall
and are about to put out
some new songs.

OLIVIER ZAHM - So, song
isn’t a minor art, as Serge
Gainsbourg would say?

DOMINIQUE GONZALEZ-FOERSTER—
A song is a capsule of emo-
tion. The emotional part is

something I seek out in ex-
hibitions, but 1it’s tough
with exhibitions to reach
the Tlevels of emotion you
can easily reach 1in music
or cinema. And songs con-
tain everything: words, a
visual aspect, movement on-
stage, and the singer her-
self. My singer isn’t me -
she’s a replicant. In other
words, I don’t have a sing-
er’s sincerity, a singer’s
character.

OLIVIER ZAHM — Yes, but you
have a very deliberate look.
DOMINIQUE GONZALEZ-FOERSTER—
True, but it’s always chang-
ing. I’ve explored the vari-
ous replicants in Blade Run-
ner. No identity 1is Tlasting
onstage. This 1is not new.
It’s been explored by David
Bowie, Madonna.

OLIVIER ZAHM — And you take
this nonidentity and radi-
calize it.

DOMINIQUE GONZALEZ-FOERSTER—
Because I'm incapable of
doing otherwise.

OLIVIER ZAHM — It’s at once
an apparition, a singer, a
tale..

DOMINIQUE GONZALEZ-FOERSTER—
And it could be an exhibi-
tion. The beautiful thing
about my concerts is that
there’s a momentary conden-
sation of all my previous
practices.

END
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LHIVER DE LAMOUR, 1994~ 'he Winter of Love,”

e which we’re experiencing
arc musée d’art moderne now, is not whabt we
: : imagine. It’s about
de la ville de paris capturing, evoking, and
showing who we are, the
climate we’re in. It’s the crossing of
a season and a moment in art that 1s
also the art of the moment and all
the hours that have transformed us.

It’s a reason to exhibit, film, and
re-experience them. A reason to make
this magazine. The more we condemn
the present, the more we must fall

in Tove with it (Gombrowicz). If we
talk of a climate and therefore of a
perceivable sensibility, it is certain
that our style must be conceived

as something possible — what might
happen next, something real outside
the exhibition itself. And to leave it
feeling transformed, as 1if to prolong
the exhibition.
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