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The Dance of Icarus

In the atrium of the Yuz Museum, suspended above the visitor, Claire
Tabouret presents her most monumental works to date. Across four massive
panels, a larger-than-life figure spins, weightlessly dancing across canvases
washed in vibrant color. Rhythmically rising and falling, the figure is captured
in a dream-like trance, frozen in time but in a state of perpetual motion. He
animates the atrium as he ushers the viewer from one canvas to the next in a
circle around the room, mimicking his gesture.

The Dance of Icarus marks a departure from Tabouret’s stately posed portraits
toward images of dynamism and spontaneity. Her brushwork and sprayed-
on paint leave traces of frenetic action. The paint splashes about, streaks
upward, swirls around in lyrical gestures. The vivid colors that have typically
flickered through the background of Tabouret’s paintings here appear in the
foreground, creating a luminous fog out of which her dancer emerges.

The Circle Dance paintings in the exhibition present more figures caught in
motion, this time children who hold hands in a ring as they frolic to unheard
music. Groups of children frequently appear in Tabouret’s paintings, often
with a preternatural seriousness about them. Even here, caught in a moment
of communal merriment, the subjects wear expressions of gentle repose, old
beyond their years. The work suggests the cyclical nature of life, fleeting and
eternal.

Alongside the paintings, Tabouret presents a series of thirty monoprints
that served as studies for The Dance of Icarus. Some of these depict the same
twirling dancer who graces the atrium in a variety of color schemes and
techniques, evoking dramatically different moods from one to the next. Others
continue her exploration of female portraiture in a series known as the Makeup
portraits. Here women’s faces are distorted by dramatic smears of color:
lipstick splashes violently beyond the outlines of the mouth, suggesting blood
and questioning the innocence of the ubiquitous ritual of cosmetics. Tabouret
draws a comparison between the elevated paint on the canvas to the more
mundane painting of the face, and color becomes an instrument of oppression.
The bold pairings in these monoprints — neons paired with muddy grays and
browns — push this investigation even further, washing out the women’s faces
to the point that they are rendered nearly featureless. Nevertheless, we detect
unmistakable strength in the expressions of the subjects, turning these images
into transgressive declarations of agency.

Tabouret’s figurative works strongly recall the foundational themes of
nineteenth-century Romanticism with an emphasis on the individual and
emotion. This school of thought advocates the ability of aesthetic experiences
to conjure profound and perhaps otherwise untapped depths of humanity. But
while these paintings recall Romanticism, they also question and undermine
its ethos. The individual disappears in Tabouret’s paintings, figuratively as her
subjects become emotionally ambiguous and enigmatic, and literally as they
bleed into their backgrounds.
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“The Dance of Icarus,” installation view at Yuz Museum, Shanghai, 2017.
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When a painting exists outside of time, or one senses timelessness in a
picture, what does that mean? Does it signify uncanny slippages occurring,
that undermine familiarity? Does it mean one is taken back in time, implying
that one’s experience of time is linear, or that collisions of time are creating
a cyclical zeitgeist? Does timelessness include enduring, permanence,
immutability? Is a timeless work of art somehow tied to iconography or
archetype, producing a sacred or evolutionary experience, however that
translates according to viewers’ belief systems and cultural referents? Does
it mean that something will be remembered in the future? Even when and if
questions of timelessness feel clichéd, one of the beauties of this fundamentally
metaphysical consideration is that we will never pin it down. Timelessness is
a cipher, dependent on reflected motion. Like water, timelessness undulates:
deviating from immediate existence, while ironically captivating current
experience. The ability to pictorially capture this ineluctable flexibility is
valued currency in art, ostensibly art in every culture—timelessness remains
embedded in definitions of “good” art, something a lot of us aspire to but only
occasionally achieve.

Claire Tabouret’s breathy, gestural paintings evoke timelessness repeatedly.
Air circulates freely through them. What interests me in looking at her
paintings is how this timelessness performs as a scroll that moves the
viewer through Western art history. Her artworks locate tensions between
classical art (consider this exhibition’s title, The Dance of Icarus), Rococo,
Neoclassicism, Romanticism, Fauvism, Realism, Modernism, Postmodernism,
and the contemporary—finding veins of continuity that both highlight and
obliterate trajectory, like quartz vugs in granite. At first glance, her work
shows hallmarks of the “meticulous observation” and optical play inherent
to Romanticism and Realism popularized in 19" century France,’ until one
discovers that the Romantic signals in Tabouret’s work, like beautiful women
demurring towards the viewer or happy children dancing in circles, are a
seductive gauze that’s subverted by brushstrokes denoting imperfection
through smear or obliteration. She’s also a Modernist, painting figures with
quick, calligraphic strokes, asserting that reality is merely a “hieroglyphic
dictionary,” as Baudelaire called it in his critique of Realism.! Or, stated
another way, that painting should, as Kandinsky’s critique of French Realists
and Impressionism went, trigger “subtler emotions” or Stimmung (inner spirit),
rather than “mere imitations of nature.”’" Tabouret’s paintings and prints

in The Dance of Icarus prove that timelessness is a quality embedded in an
artwork from its inception: effects occur through procedure. Locating grace
in vitality, invigoration, and vicariousness, and how these aspects can be
imbricated into a two-dimensional picture plane, are central questions in this
exhibition.

This is not to say the paintings are nostalgic. What makes this body of work
absolutely current is how it prioritizes, as portraiture, expressions of time
and movement in process and subject matter over recognition. While the very
usage of portraiture conjures several centuries of painting tradition, these
paintings and monoprints, which might at first seem most closely aligned to
Modernist works, vary from Modernism’s heralding of portraiture as an art
that poetically documents individual psychology. For example, Alice Neel,
primarily a portrait painter who Tabouret’s work makes nice dialogue with,
said that:

Every person is a new universe unique with its own laws emphasizing some belief or
phase of life immersed in time and rapidly passing by.”

I love this notion of each person encompassing a universe, and very much
think Tabouret’s paintings aim for the universal in the particular. But the
erratic layers and signals in Tabouret’s paintings point elsewhere, away from
the subject, towards phenomenological, procedural explorations of uncertainty
and self-reflection that return attention to the making of the painting, more
in keeping with certain figurative modes of Abstract Expressionism (think
Grace Hartigan). She is not painting portraits so specifically referenced as
Andy Warhol, Elizabeth Peyton, Karen Kilimnik, or John Currin, to name
a few American Pop examples. Neel scholar Pamela Allara reminds us that
some figurative painters like those aforementioned have sociopolitical goals
expressed through specific, recognizable depictions (and satisfying patronage
if a portrait is commissioned):

Neel’s art remained rooted in the Modernist faith that the portrait could represent
individual psychology, but she revitalized the legacy of psychological portraiture
from Degas to Van Gogh by reinvesting it with its social and political aspects. Both
her work and her words indicate that Robert Henri’s The Art Spirit served as an
important source of ideas that remained fundamental to her concept of portraiture as
metaphor.”

Tabouret’s paintings certainly have sympathetic sociopolitical content, and
certainly operate metaphorically; in this, her work thematically resembles
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Neel’s, or to make a newer comparison, Rita Ackermann’s. But Tabouret’s
characters remain staunchly unrecognizable through layers of thin washes
and hazy, ghost-like facial features—they evoke archetype. While Tabouret
has a history of working with historical themes of estrangement by depicting
different groups of disenfranchised or marginalized people such as her series
titled Migrants and Miners; she has said of these new paintings and monoprints
in The Dance of Icarus that she is less interested in “who” these characters
are than in how to capture a sense of “eternal time, and how eternal time is
invited in when time is precious or condensed, like during the end of time.”"
In this, her paintings full of people are not really about people at all, but rather
the idea that humans are physical casings for a genius that can be internalized,
externalized, shared, and co- created—that is, genius as defined in the concept
of Genius Loci:

Genius loci [spirit of place] is a Roman concept...every independent being has its
genius, its quardian spirit. This spirit gives life to people & places, accompanies them
from birth to death, and determines character or essence. The genius thus denotes a
thing that is, or what it wants to be.""

While they depict characters, and it is interesting and significant to consider
who the subjects are in the portraits, Tabouret uses size, scale, and color in
particular to experiment with expressing how humans can revive and inhabit
one another when time stands between us. Disfigurement and disturbance—
as in her Makeup series in which paint applied symbolically as cosmetic is
streaked, splotched, and daubbed clownishly over beautiful womens’ faces—
hint towards deflecting the viewer from over-focusing on the subjects’ facial
expressions, which solicits empathy—that psychological bond— between
a painted subject and viewer. Tabouret recognizes that we connect, often,
through the eyes, and sometimes wishes to avert that in her portraits.
Paradoxically, while disfigurement deemphasizes specific persona in each
portrait, it exacerbates one’s fascination with looking: these characters are
calumny personified. In this, the portraits function classically, like Janus heads
revealing two sides of us—perfect and imperfect—while feeling very new,
punk, and rebellious. There is a visceral, vicarious pleasure in these Makeup
paintings, perhaps because they mirror the simultaneous joy and horror in
facing oneself by facing the canvas (the act of making.) As painter Carol Rama
says, in occupying this vacuity, paintings as performative objects become
treasured spaces, like architecture, where freedom is inexorable. This is how
painting as an action becomes untethered to time:

I paint first and foremost to cure myself, but if I have the bonus of finding that the
person who looks at what I do is well synchronized, I may be able to cure him too...

When 1 speak of a cure, I mean a venial cure for having fornicated in the world of
fears without limitation. When a person has no limitation in the world of desire, no
qualms, and his behavior is entirely oneiric, he immediately gets a slap in the face, for
things like eating thirty-two jars of marmalade... All the other moments of the day are
thick with unfulfilled or very poorly fulfilled desires. While painting, with my sheet of
paper, I don’t need that. I have all the time to love, suffer, and live... and I succeed in
churning out a series of pictures as if I was having children. This is my El Dorado.”™

Time is suspended differently, and literally, in the four large canvases hanging
from Yuz Museum’s ceiling. Tabouret says of these “quadriptychs,” that
having painted large sized-canvases in a short amount of time demanded
“movement and dancing, because one must keep moving to make a giant
piece.” Their sprayed orange, green, and gray backgrounds “contaminate”
each other, drawing the eye back and forth across, as do the dancing man’s
gestures, which freeze in slow-motion a skip and stumble. Their installation
next to one another invites viewers to “see all four actions” in the paintings,
requiring activity and mimicry. There is an intersubjectivity here, in the dance
that Tabouret asks us to take around the room, retracing the exertion that
was required of her to make these works, as well the activity in the depiction.
In this, she reminds us that there are autobiographical components in all
of her figure paintings, regardless of gendering. As she says, “I want to be
everything.” Whether she is painting women or men, she is working through
issues of authorship and subjectivity, as critic Rosemary Betterton says:

For women, authorship and subjectivity are political issues. The problem lies in how
the self as subject and as artist is to be represented. For, if the Romantic concept of
the artist as the single source of identity and meaning no longer holds, how may the
relationship between the art work and the “self” who produces it be understood? More
specifically, in what ways can this question be addressed in practices which engage
explicitly with the questions of women’s subjectivity of artists —where “woman as
artist” and “woman as subject” are present as interrelated conditions?™

These “interrelated conditions” of artist and subject, become particularly rich
territory in the monoprints in this exhibition, because while individually they
are rather small, installed collectively in a “loop” they become a giant prism
of personae whose distinctions emerge both through repetition and variation.
Less pastel than the paintings, the monoprints glow from their single-colored
under-layers, lending their grounded picture planes ephemerality. Their color
combinations invite slow-looking—staring—and trigger a total perceptual
effect that poet Mark Doty calls the sensorium:

Perception is simultaneous and layered, and to single out any aspect of it for naming
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is to turn your attention away from myriad other things, those braiding elements of
the sensorium—that continuous, complex response to things perpetually delivered by
the senses, the encompassing sphere that is such a large part of our subjectivity.

This instantaneous, holistic glimpse achieved by slowly examining
components, what Sonia Delaunay in around 1912 named Simultaneity
when she was still moving between figuration and abstraction, is yet another
experiment in timing that uncoils through panoramic installation. One notices
again and again that Tabouret’s choreography is a constant balancing act that
recalibrates painting through its techniques and concepts, spanning multiple
art historical eras and movements, particularly in France. As a French artist
who relocated to the United States several years ago, her work particularly
annotates European art history; but by placing her in conversation with
American artists in this text, I further invite her dual-culture awareness and
multicultural adventure into critical discussions of this very talented artists’
growing oeuvre.

— Trinie Dalton
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x Doty, Mark, The Art of Description: World Into Word, Graywolf Press, Minneapolis, Minnesota, 2010. (3)

VERIR - AT TAEENEFTAIE, A ERZ R E RS, 62 P - .
Claire Tabouret in her studio. Courtesy of the Artist and Night Gallery, Los Angeles. Photo by Logan White.

23



24

[l %% (40 Circle Dance (gold sun)
AT P Acrylic on canvas

160 x 420 cm

2017
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[l 5% (#8a)) Circle Dance (orange sun)
AT P Acrylic on canvas

160 x 420 cm

2017
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The Dance of Icarus

- Email conversation between Claire Tabouret and Yuz Museum

Time: October 18th, 2017
Venue: Los Angeles, Shanghai

Yuz Museum: In the Greek story, Icarus ignored his father Daedalus’s
instruction and flew too close to the sun when they attempted to escape from
Crete using of wings that Daedelus constructed from feather and wax. When
the wax melted, Icarus tumbled out of the sky and fell into the sea where he
drowned. In this exhibition, we could find girls with feather and flowers,
weightless man dancing in the center of canvas. What's the story behind the
exhibition? Is there any connection between the Greek mythology and the
figures?

Claire Tabouret: The whole show was influenced by the commission of the
four big paintings for the atrium of the Yuz Museum. These paintings are
hanging high in the space, they are floating in the air. This configuration is
new for me, usually paintings are hanging on a wall, and have a relation to
the ground beneath them.

Therefore, I imagined this flying figure, is he dancing, is he falling? The
paintings are about movement, dancing, between stumbling and flying. The
four figures in the air are floating you don't know if they are actually falling
or flying. There is no land. My idea for these four paintings was to decompose
a movement, you have to turn around the paintings as a viewer to see them
all because they are hanging front and back. So the circle movement is
present, and this depiction of a stumbling of a drunk man or a bird spreading
his wings is a way to talk about cycle of life with moment of grace but also
heaviness. Icarus naturally came to my mind. Because his story holds all these
different stages.

It is also a story about the loss of control: In this stumbling man, in the Makeup
paintings, in the way I painted the Circle Dance paintings with the movement
of the brush strokes super visible, the loss of control runs through all these
paintings.

In the new series of works, the color becomes brighter and there is more
fluidity in each painting. Would you like to talk a little bit about your new
approach and concept?

In these new paintings, I used some iridescent colors, gold, copper, neon... All
these colors are bringing a new light, that I could call a mental light, the light
of thoughts, the light of dreams.

“Young lady” has always been an important topic in your works. However, in
the four huge paintings for the atrium, the leading role becomes the dancing

man, what brings you to this shift?

I've been paintings young kids, teenagers, men (like the series of man in

boats), woman etc. In fact I went through a big diversity in the subjects I have
painted so far, and at the end of the day I would like to paint as much subjects
as I can, it's always a new challenge.

It is said that some of the subjects of your paintings include historical figures
such as Agnes Martin, Robert Walser, Isabelle Eberhardt and etc., so whom
did you bring to Shanghai this time?

The dancing man in the atrium is influenced by different silhouette of man
walking that I had in mind when starting this project... Robert Walser walking
in the snow, Joseph Beuys, Klaus Kinski in Fitzcarraldo... we can find different
element of these characters in this dancing figure, the costume, the hat etc....

The figures in your paintings are always isolated from each other. Even if
there is a group of people, they don’t have intimate interaction. It is really rare
to see work like The Warm Embrace where two children are cuddling with each
other. Is there any special meaning behind the work?

In the show, a lot of the paintings have to do with movement, it is very new in
my work. I have been working a lot on frozen motionless bodies. Suddenly we
have movement, dancing, flying and falling. The Warm Embrace also represents
a much more lively posture.

When did you start to work on the portrait? What does portrait mean to you?
How these figures appeared in your work? Do you have your self-portrait?

I painted my self-portrait every morning during two years. I am fascinated by
the idea that the human face (that is mainly composed by water) is different
every day. You can not fix it once, as it will always be slightly different. I think
that's why I've been painting so many portrait since. I think paintings respect
that idea of moving identity as it does not fix the image the same way as a
photo would.

When did you move from Paris to Los Angeles? Why did you choose LA?
How does it influence you as an artist?

I moved to LA in January 2015. I am very happy here. The city has a very
different relationship to time than Paris. Paris is a very historical city, as LA is
more about present time. It makes it very dynamic and exciting for an artist. I
love the space, the rough beauty of the city landscapes, the people I have met
here inspire me a lot.
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fbgs (LR E ) Make up (green mask)
AMIFHE Acrylic on wood panel

61 x45.5 cm

2017

Atgs (%¥E ) Makeup (and feathers)
ABTPIH Acrylic on wood panel
61x45.5 cm

2017

A5 (4%) Makeup (green)
AMIPiH Acrylic on wood panel
61 x45.5 cm

2017

az§ (HLAET ) Makeup (smeared lipstick)
KA Acrylic on wood panel

61 x45.5 cm

2017
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Jhegs (485 ) Makeup (orange and blue)
AMIFHE Acrylic on wood panel

61 x45.5 cm

2017

Azs (Wefit) Makeup (Zoe)
AMIHHE Acrylic on wood panel
61 x45.5cm

2017
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FTZEARE About the artist

VIR - HRAZE, 1081 AR THEEIRURTF B, 2006 4F T A2 S S8 6 RIS AR L2, i
WIRHUAA R AEE . “ERBATIE T — BT ——Se3IR - RIS NP TN, SEE a7 SE,
HARRBD, 20174, “WR” , EEFEE RIS - RiGRRAEN, BRAP D, 20164, “7E
FHOE T o3l | il d R ZAR L, AT, 2015 4F; “HOG, B, 48, SEHEWAE, EEREE,
2014 4F, 5, FHRASE. e, whii——H T, ZREARMYN, REZR, 20174E; T
M, BEENE, BAREEER, 2016 4F;  ORE BRI EEARFRNEGE , ALhsEh,
EEML, 20154F; WXL MPIUE, EAREURH, 2014 4, 5%, RS BERZ
W, SR EAZIUER S SE AR . WERE NI SRS . BRI - iR E S WSS K
BT ESYT D55 . RRCBEBUR T E TS 2L,

Born in 1981 in Pertuis, France, Claire Tabouret received her BFA from Ecole
Nationale Supérieure des Beaux-Arts, Paris, France in 2006. Her recent
institutional solo exhibitions include “One Day I Broke a Mirror,” with Yoko
Ono, Villa Medici, Rome, Italy, 2017; “Sparkling Ghosts,” Museo Pietro
Canonica a Villa Borghese, Rome, Itay, 2016; “Duel au soleil,” Le Parvis
centre d'art contemporain, Tarbes, France, 2015; “Le regard, dedans, dehors,”
Chapelle de La Visitation, Thonon-Les- Bains, France, 2014, and many more.
Tabouret has been included in the following group shows: “Peindre, dit-elle
— Chap 2,” Musée des Beaux-Arts, Dole, France, 2017; “Face to Face,” Palazzo
Fruscione, Salerno, Italy, 2016; “Portraits from the Ecole des Beaux-Arts
Paris,” Drawing Center, New York, 2015; “L'illusion des Lumieres,” Palazzo
Grassi, Venice, Italy, 2014, among others. Her work has been acquired by
major collections and is notably part of the Los Angeles County Museum of
Art (LACMA), Ecole nationale supérieure des Beaux-Arts de Paris, Collection
Pinault, Hort Mann Foundation, Agneés b. as well as others. Tabouret lives and
works in Los Angeles.

CARFVNIR - B, BRI ZARR IR R, B2 PR - M.
Claire Tabouret, the artist. Courtesy of the Artist and Night Gallery, Los Angeles. Photo by Logan White.
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KT AR R TEWH %51H) About Yuz Project Space of Art
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Yuz Project Space of Art is a new independent program of Yuz Museum’s
exhibitions, which opened to the public in September 2015. Yuz Project Space
of Art invites artists to make site-specific works or projects, engaging boldly
with the museum, its surroundings and its audience. Combining a “project +
an exhibition,” the artist interacts actively with the space and aims to present
the moment when contemporary art is happening.

Yuz Project Space of Art is the place where innovation, invention, and a new
movement happen in the pathway of an artist. It aims to provide another
platform for Chinese and international artists to exhibit their artworks as well
as more opportunities to communicate with each other. Yuz Project Space of
Art invites the artist to get inspired with new ideas by engaging the artist with
the museum space and try to make some break-through artworks that are
different from his own line.

ARFWAREREATET 2017 48 11 H 12 HZE 2018 4 1 H 21 HEIMYTEIR/R - FRAE0 H 2]
“ERIEHTZ I R

This brochure is produced in conjunction with the Yuz Project Space of Art exhibition

"The Dance of Icarus" at Yuz Museum from Novermber 12 , 2017 to January 21% 2018.
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Trinie Dalton has authored/edited six books, ranging from fiction to artists’ books.
Forthcoming art monograph essays include those about American artists Mark Grotjahn,
Chris Martin, Jessica Jackson Hutchins, Tannaz Farsi, and Sam Falls. She teaches creative
writing at Vermont College of Fine Arts, and lives in Joshua Tree, California.
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All artwork images courtesy of the artist and Night Gallery, Los Angeles.
Photo by Jeff Mclane.
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Claire Tabouret, Circle Dance (gold sun) (detail), 2017, acrylic on canvas, 160x420 cm
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