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“Since the age of six, I had the mania for drawing the 
shapes of objects. About the age of fifty, I published an 
infinity of drawings; But I am unhappy with all that I 
have produced before the age of seventy. It was at the 
age of seventy-three that I understood roughly the form 
and true nature of birds, fishes, plants, & c. 

Therefore, at the age of eighty, I shall have made a 
great deal of progress, I shall arrive at the bottom of 
things; At a hundred, I shall definitely have reached a 
superior, indefinable state, and at the age of one 
hundred and ten, either a point or a line, all will be 
alive. 

I ask those who live as much as I do to see if I keep my 
word. Written, at the age of seventy-five, by me, 
formerly Hokusai, now Gakyo Rojin, the crazy old 
man of drawing. “

Preface of One Hundred Views of Mount Fuji, 1835.  

However,
as I am about to turn forty-five,
I may be starting
to be able to talk a little about what I do.
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CATALOGUE
Monades

The  basic  procedure  consists  in  the  definition  of  curves
formed by the thread, curves succeeding one another by nodes
which circumscribe them, bind them and oppose them.
Each node is a point of inflection, in which a crossing of the 
tangent takes place. Something powerful happens at this 
point.
Each node is decided by a set of simple choices: destination, 
radius of curvature, axis of the tangent, relation to the whole; 
and this gesture, multiplied, generates the complexity, the 
singularity and finally the autonomy of the structure.
The unique dimension of the line defines the three dimensions
of the volume created by its course.
The more the work progresses, the more the mastery tends to 
disappear and gives way to a form of relationship, because of 
the hypothesis of the autonomy of the form developping itself.
There is a relationship between the mechanics of the curves 
and counter-curves binding and the idea of a becoming body, 
as in embryogenesis for example, when what could be creative,
gradually becomes partner.
I like to use the terms of entities or monads to designate these
works and to characterize this relationship which develops 
with them and which must also be born with the viewer.

Part of this work also consists in organizing or observing
the relations that these entities can create between them
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« Gilliatt could not believethe air a mere desert. He used to 
say, “Since the water is filled with life, why not atmosphere?” 
Creatures colourless and transparent like the air would escape 
from our observation. What proof have we that there are no 
such creatures? Analogy indicates that liquid fields of air must
have their swimming habitants, even as the waters of the deep.
These aerial fish would, of course, be diaphanous; a provision 
of their wise Creator for our sakes as well as their own. 
Allowing the light to pass through their forms, casting no 
shadow, having no defined outline, they would necessarily 
remain unknown to us, and beyond the grasp of human sense. 
Gilliatt indulged the wild fancy that if it were possible to 
exhaust the earth of it atmosphere, or if we could fish the air 
as we fish the depths of the sea, we would discover the 
existence of a multitude of strange animals. And then, he 
would add in his reverie, many things would be clear.
Victor Hugo, Toilers of the Sea, 1866.

Première monade
This first monad was made in 2005, from a string of linen 
and unfolds on a height of 250cm. It has been exhibited in 
2006 at the [a ...]gallery, in Aix-en-Provence.

It is the opening of this series.

It is realized in parallel with a graphic work, as much for 
himself as in a projection approach. In the same way as for 
the volume, the graphical work abandons itself to a 
principle of free development of form.
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 MM Installation

Private collection command; Designed and installed in 
January 2008, for a venue dedicated to presenting a private 
collection of contemporary art.

A real "carte blanche" which led to the installation of a 
suspended monad of approximately 300 × 120 × 90 cm, 
designed to be able to present itself at a variable height.

It is accompanied by three digital films (black-film series, 
video-monad blue, red, green, digital film (about 10min) on 
DVD dated, signed, numbered and limited to 10 copies).

Movies can be projected through the monad, which 
receives, captures, obliterates and interrupts the light and 
colors, projecting its shadow on a set of three screens.
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Château d’Avignon

Notice for the exhibition Ère de Repos at the Château 
d'Avignon, in 2008, Curated by Agnès Barruol and Hélène 
Dattler.

The monads: this is how I name these structures. They are 
to be considered as bodily individualities: they are born, grow, 
develop, build and then take place, interact with one another 
and with their environment, with the viewer, in this 
perspective.

As a body, they are concerned with the question of rest 
(Theme of the exhibition).

This rest is for the body the moment of a withdrawal where
the interactions with the outside are reduced in a movement 
of concentration, in a dynamic of refocusing: it is for this 
reason that the connection with the question of intimacy 
seems to approach quite naturally.

The place of the washing house seems to me to be strongly 
connected to these ideas: Its function and its position in the 
space of the castle make it a space that is not the one of the 
exhibition. It is a hidden place that goes beyond the 
framework of representation and focuses on a function. But 
out of the time of the function, it seems immersed in a 
suspension of time, conducive to silence, quiet and retreat.

The project could develop as the scenario of a moment of 
rest and privacy of a monad enjoying the calm and water of 
the pond.

In ère de repos exhibition catalogue, 2008
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On the evening of the preview, the sun shines through the window of the 
washhouse, and directly strokes the monad floating on the edge of the 
pond. It seems to absorb the light and bathe in its rays.

13



Monades : variations

The monads work explores different types of materials, 
diameters or colors, offering, for each of them, different 
physical and mechanical properties.

 monade black polyethylene with nylon monade 
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 monade colorless polyethylene 
(private collection Belgium)
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Éclats de stylo dans un paquet de mouchoirs

Artist edition limited to 50 copies.
Technique :
100-micron acetate film laser printing, 60-nylon wire 
binder

Principles:
In this limited version, éclats de stylo dans un paquet de 

mouchoirs, is a collaboration with author Rindala El Khoury.
This work concretizes the meeting between the literary and

visual art domains, gathered in the same project.
Excerpt from the presentation conference given at the 

Francophone Book Fair in Beirut in October 2009:
"My work coming after Rindala’s, it was a question of 

proposing a form of dialogue between the two languages, the 
visual coming to seek its signs in the literary, responding to its 
evocations.

Rindala's writing, in this text, naturally invites connections 
with plastic language; we could say that there is something of 
a visual artist in this writing, not only by numerous references 
(photo, installation, collage, painting ...) but also in the 
structures and mechanisms that construct the text. In addition,
many of the questions dealt with cross my work themes: body, 
matter, sensitive experience ...

I therefore sought how to make people feel this feeling of 
diving in the past, in a memory that will mark everything and 
on which everything will have to be built ; the idea that one 
has to dig or make the effort to descend into something that is
yet at the surface
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Then, an image from something dark and nebulous under 
the surface came. This form would be created from the letters 
of the text, from the typefaces. It was therefore necessary to 
show them all at the same time in a kind of black cloud: this is
how the impression on a transparent support became obvious. 
The layout work then consisted of writing the text into those 
oval shapes that grow larger as the text moves forward and 
them narrow towards the end. The desired effect was to 
produce this dark, fuzzy volume, which dips under the cover 
to sink and dissolve into the thickness of the pages.

The other interest of printing on a transparent medium is 
the gesture it imposes for the reader, it is impossible to 
decipher this cluster of signs unless slipping the hand behind 
the page to make a screen - the text is revealed in the depth of
the hand; this experience, this appeal to the spectator's body, 
seemed to me essential for this project.

Finally, and in direct connection with certain aspects of my 
work as a plastic artist, the binding used the nylon thread to 
assemble the pages, with a single thread that extends its work 
on the cover, in a network of nodes. The thread keeps coming 
back to itself to invade the cover and reflect itself at the same 
time. "
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Puget sur Durance

This work responds to a solicitation from the Puget-sur-
Durance Town council in December 2009. The demand was a 
work for the main facade of the new school-library designed 
by the architect Justin Espada, on a wooden cladding facade 
developing an area of about 8m by 5.60m. The specification 
simply required the use of bright, primary and secondary 
colors in conjunction with a color code used inside the 
building as well as a graphic work to indicate the name of the 
school and the library. The project has been developed in a 
digital form to be proposed in town council with, for lack of 
decision about the definitive name of the school, a graphic 
proposal on Ecole de Puget. The project was voted unanimously
and the Ecole de Puget name that had been used for graphic 
research was finally retained with all its obviousness and 
simplicity.

The project develops thick lines of color that tie and 
intertwine on the frontage.

One important aspect is that the realization of the project 
has been handled by the inhabitants of Puget themselves: 
carpentry, painting, installation... which makes, as to me, much
more sense in this work, far beyond the practical aspect.
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Maison dauphine

Série noire exhibition, Maison Dauphine gallery,
 Aix-en-Provence, 2010.

from the cover note of the exhibition.

The exhibition title has in french language a double 
meaning:

on the one hand, Série noire means, in fiction, a gory 
crime novel, on the other hand, for visual arts, it evokes 
principle of series and black color. 

« my work is not about the questions of 
representation and the literary overtones of the 
expression série noire seemed to me a little distant from 
my approach. Nevertheless, the black color and the 
series principle, in a more straight sense, affects me 
directly. In my work, the essence of the aesthetic 
experience does not take shape only in the object but 
also in the relationship it creates with the viewer and the
setting that welcomes it. The work is this relationship 
and a monad creates as many works as it encounters 
people.  To a certain extent, this can make us feel closer 
to the literary acceptation : dark, mysterious, silent, 
disturbing presences are there, respond to other works 
and set the viewer into the atmosphere of the theme ... "

The intervention for this exhibition proposed an 
installation including of two monads, the projection of a
digital animation film and its sound environment.
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Installation

black polyethylene tube, approx. 250X150x30 cm
Animated film :
numeric animation, 5:20; signed edition numbered,
to see in full on jean-marc-lefevre.fr

vidéogram from the video
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Arteum

Presentation of project arteum:

The idea is to develop an in-situ project both indoors and 
outdoors on the arteum site by developing the suggested 
themes: nature and labyrinth and on the title: Le labyrinthe 
ou l’égarement du regard (the labyrinth or the distraction of the 
gaze).

My plastic language often uses the thread and the line in 
the idea of defining bodies and spaces in interaction with 
places and a public. The reference to the Ariadne’s thread arose
quite naturally.

A work-track, to follow, to lose, to observe and to 
experiment : a thread is to be followed at the entrance to the 
museum, through some rooms, condensing into a cloudy form
at the corner of a room before leaving by a window, sliding 
from trees to trees to condense again over the prairie dives 
into the labyrinth to propose different encounters and finally 
returns to the museum by a window of the north facade after 
condensing one last time ... back to the starting point ...
A perverted reference, an Ariadne’s thread difficult to follow, 
which brings us back to the starting point ...

The work presents itself as a unique piece of about 160 × 
100 × 20m, a giant, atmospheric body that draws in the places 
and the landscape, misleading, suggesting crossings, 
punctuations, confrontations and discoveries ... the thread 
becomes labyrinth ...
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Jean-Marc Lefèvre,
photography and graphic design of the poster
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détail : extérieur ; 1500x150x150 cm
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détail : intérior labyrinth; 100x100x100 cm

Anecdote:

During the exhibition, the most inaccessible part of the work (in public
space)  has  been  degraded  and  twisted  twice  ... I  can  not  help  but  be
surprised by the hostility and desire for destruction that this cloudy and
harmless form managed to create. It took some means and energy to put it
to the  ground (stretched at nearly  6m above the ground) while  a little
further, other points of the installation could have been destroyed as well
but this action was carried at the most spectacular point for, possibly in an
attemp  to  become  spectacular  too.  There  is  a  form  of  interaction,
admittedly negative, and appropriation that has nuanced and even frankly
blunted the annoyance that I might have felt. I think to myself that here
the ties created by the aesthetic experience were more about a hegeliano-
sartrian model of face to face, based on conflict, than on the Merleau-
Pontio-Marcelian mode founded on desire, love, respect that I sought to
develop in this work.
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Finger nails

The finger nail structures are built up in a curve / counter-
curve system that rises from the horizontal to build a tree-like
array  concentrated  on  itself;  all  the  curves  end  up  closing
again to close the system in a withdrawal that puts an end to
its evolution. 

The finger nails grow, testifying to the temporality of the
body; they are bitten by teeth. Leaving the body, they take part
in a body becoming in a liberated perspective of time. Nails
are ambiguous objects, signs of life, dead cells become matter,
inert and eternal, adornment, tool, as well as scorn provoking
disgust and contempt; the nail has no place in the world of
Ideas but serves to define man as a last resort.

Imposing their singularity (form and length), they edify an
empty body, defined by a line which runs through space and
exposes by its fragile grace the memory it contains.

According  to Diogenes  Laërtius’  third-century Lives  and
Opinions of the Eminent Philosophers, Plato was applauded for
his definition of man as a featherless biped, so Diogenes the
Cynic “plucked  the  feathers  from  a  rooster,  brought  it  to
Plato’s  school,  and  said,  ‘Here  is  Plato’s  man.’”   After
consideration, Plato amended the definition to include broad,
flat nails… “Man is an upright, featherless biped with broad,
flat nails.”    <VI 40 Diogène p.718>

Diogène  LAËRCE  /  Vies  et  doctrines  des  philosophes
illustres / La Pochothèque LdP 1999
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Pending Further

The project originally consisted of working on an installation 
of relatively small sections of cement "bars" of various sizes, 
presented vertically and organized according to the place to be
invested.

The principle of this type of installation carries within 
it, in its ontological way, the questions of balance, 
fragility, risk and waiting.
The time of exhibition is a sort of wakefulness of what 
is likely to happen: the probable, expected but 
uncertain event of a destruction, as a fear or as an 
accomplishment.
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A fall causes others, the work is reorganized, re-articulated 
and questioned in its space; it "threatens" the spectators, puts 
them in suspension or in front of remains ...

Pending Further is expanding and exploring other 
materials, with significantly different mechanical and sound 
properties such as glass, crystal, ceramics, porcelain, stone ...
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pending further
verre borosilicate 
simulation, 2017

The reading of the Homer’s Odyssey produced similar processes 
in me, a narrative stretched towards what is announced, a 
construction and a rise of expectation, and the magnificent and 
frightening observation of the hoped-for destruction, to see a new 
form, a new state will be created.
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Vanités bien ordonnées
(Well-ordered vanities)

This work, realized for the Vasarely Foundation, in
Aix-en-Provence in 2012 is, in part, an expression of 
the pending further project: the external counterpart 
of this work participates entirely in this logic.

The basic principles of this project aim to create the link 
around three axes of reflection:
• Produce a plastic and aesthetic questioning linked to the 
theme of a national symposium on the history of art about the
conservation of ancient and contemporary works of art.
• To open a dialogue with the work of Victor Vasarely and the 
architecture of the foundation by means of a work conceived 
for the place and in relation to the work.
• Develop the work axis pending further.
The project develops in two spaces, outside, around a plastic 
reflection on the time factor, the formal autonomy of the 
work, the aesthetics of evolution, degradation, destruction and 
disappearance, and inside the fundation, on issues of 
preservation, protection, sustainability and eternity.

If one agrees with the words of Anselm Kiefer, stating that 
the work of art is not a result but a process, we can explore the
principle until we conceive a work that draws its essence, its 
aesthetic fulfillment, either in the staging of its change of 
form, even in its disappearance, or in its desire for 
preservation.
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« de l ’érotisme, il est possible de dire qu’il est l ’approbation de la vie
jusque dans le mort »

eroticism is assenting to life even in death 

Georges Bataille, in l’Erotisme, 1957

 Exhibition preview card vanités bien ordonnées, I june 2012
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The pond houses two hermetic compartments, one circular,
inscribed in a square with the dimensions of the same motifs
on the facade. In the circular compartment an installation of
fine columns (cylinders)  12 to  15 cm diameter  and 2 to  3
meters  height  made  of  a  white  plaster  type  hydrophilic
material. In the interval, the square outside the circle receives
an  installation  of  the  same  type  but  with  a  slightly  lower
average  height, in  a  black  hydrophilic  material  (plaster  and
black pigment).

After  a  few  hours, the  water  will  cause  erosion  of  the
columns, their  collapse, their  dilution, tinting  the  circle  in
white and the square in black.

The work contains as soon as it is set up and its exposure to
the  gaze, the  announcement  of  what  it  is  dedicated  to: its
destruction;  it  announces  this  warning  or  promise,  this
destination as early as the prologue and sets the viewer in an
ambiguous expectation that will  be (or not) satisfied during
the time of his presence.
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Indoor installation

Inside, in the room connected to the meeting hall and
adjoining  the  conference  room,  in  the  heart  of  the
building, isolated from the outside, in a black room, a
nail arborescent structure, on a black museum showcase
with light tray. This fragile, light, organic structure carries
within itself its share of eternity; stable, inert, unalterable
... dead.

The interior  installation  is  not  formulated as  an isolated
piece but comes to pose itself as a pendant to the outer room,
forming  with  it  an  ensemble,  linked  by  their  common
questions  and  their  antagonistic  ways  of  answering  them:
interior-exterior,  monumental-minuscule,  mineral-organic,
stable-unstable, ephemeral-perennial ...
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Monad nails, vanités bien ordonnées, fondation Vasarely, 2012,
approx. 30 × 30 × 30cm
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Cires-empreintes
(wax prints)

The waxes question the envelope. 
They are obtained by the application of liquid wax on the 

fingerprint of the index finger, which peels off, once it has 
cooled and will give a translucent petal marked by fingerprints
lines; again, a trace of identity. These imprints, all bound by 
their matrix, gain nevertheless their singularity, in this 
intimacy between repetition and variation. They do exist, 
however, only by participating in the most fragile edifice, 
building its structure from an envelope. And yet, struggling 
against its nature, it manages to exist in a praise of the fragile 
and the light.
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 « Pourquoi parler de sculptures quand on peut les photographier ? » Brancusi
These works on wax gave rise to a photographic work, not for 
the purpose of representation but in search of what these 
structures could express in images, especially in their 
relationship to light.

41



Monotypes-saliva

These works respond to the simple principle of the 
monotype, which records the unique trace of movements by 
means of a postponement. They use an ink intended for 
engraving, black, slippery and viscous, which creates its 
patterns and shades through interactions with the saliva and 
the pressure it undergoes.

They generate  independent  units, individual  logics  that
try to be faithful to themselves, without obviously being able
to do so.

These  units  (uniqueness)  give  rise  to  facilities  or
environments, offering a set in which they play their kinship
while expressing their subjectivity.

The  saliva,  carrying  DNA,  binds  them  in  a  genetic
identity that nevertheless does not determine them; it then
intervenes, both as agent and as presence.

One can note the role given by physiology to saliva: by its
physico-chemical properties, it facilitates the ingestion and
assimilation  of  matter  but  also  assists  the  circulation  of
breath and thus the emission of speech.
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Films noirs (Black films)

The films belong to a branching of the works exploring the 
mental constructions of becoming body. They present moving 
entities, defined by a color, which are manifested by non-
figurative presences and act according to their own logic. They 
are cousins of the monads associated with the string, 
distinguished by an existence that happens without matter. 
Their body becoming passes through a digital matrix and 
codings that release a need to exist in a stream of pure energy 
-the photons- expressing their singularity in the combination 
of their wavelengths.
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Graphic works
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Drawings made with Indian ink, nib and hair, (for some, 
dilution with water). They each respond to a simple 
instruction: go out, cross, make a loop...
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Collections

In the strict sense they are collections, in the sense of 
collecting. But not collector's collections; hunter-gatherer 
collections in search of meaningful food.
Pigeons, billboards, shoes are questions that will not find an 
answer, questions that will only rest with each photo. With 
each new element, a collection is enriched; here, with each 
new element, it becomes obscured, becomes more complex.

 They are not photographs of a photographer; just 
recordings of what reality alone has implemented.They are 
three manifestations of loss, remnants of indifference and 
forgetfulness, traces of a past, of intentions, of a life exhausted 
and ridiculous, opening up on different paths, from the most 
miserable to the most sublime.

-The quality that we call beauty … must always grow from the
realities of life 

Junishiro Tanizaki, In Praise of Shadows.
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Billboards :

The research is carried out on billboards that have lost their
displays, or that are dysfunctional in the case of diode displays,
thereby losing their function. Here, then, is an object that 
bears an image, a communication image that no longer 
delivers its message, which only gives its own image, often an 
image of its structure, of its materiality. 

The object has lost its function and shows only color, light, 
materials, texture ... sometimes interacts with its environment, 
generating sensations, an aesthetic experience, meaning ... 
Then, this object becomes very close to a work of art.
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Shoes:

The search is about shoes found on the roadway: street, 
road, highway. 

The shoe alone, separated from its double, abandoned by its
function and by the body which occupied it, given up to 
aggression and degradation in a brutal and indifferent 
environment; it is a tragic and extensive figure because it 
symbolically carries images that exceed those of the simple 
object: a body, a story ...
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Dead pigeons:

It is an animal without identity, a fragment of a group; it is 
a wild animal with domestic aspirations, urban by weakness; it
is pitiful when sparrows misbehave towards them and seems 
good only to produce its dejections or to carry parasites. His 
remains, endlessly crushed by cars or destined for the garbage, 
give an image of the most derisory death: this sum of pathos 
and insignificance fatally produces a powerful, because 
intransigent, figure of the tragic: so the search goes on the 
corpses of pigeons.
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PRINCIPES
Corporeality

In a traditional conception, the artwork is manifested as an 
object. The research on the work-body concept proposes to 
question the phenomena that occur when the work manifests 
itself (or is received) as a body. The spectator’s relationship to 
the work is no longer a body facing an object but enters a 
system of exchange of body to body. Thus the aesthetic 
experience is formed in this intersubjectivity. The approach is 
to assist the generation of these bodies, called monads, by the 
repetition of physical and / or numerical operations. It aims at 
creating interrelations of corporeal order between the monads 
and the spaces,and/or other works, and/or the spectators. As 
such, I certainly recognize a connection with the body 
approach of sculpture and installation to the Brazilian artist 
Ernesto Neto. This is reinforced by the notion of interaction 
with the spectator's body in his works. Similarly, I intend to 
offer an aesthetic experience that, beyond the eye, would 
require the body as a whole and put into action questions of 
proxemia. The approaches brought about by the 
phenomenology of the body are also an important tool of 
work: "For Merleau-Ponty and Marcel, the body is therefore 
neither a thing nor a sum of organs, but a network of bonds 
open to the world and to others. The world is the place where 
corporeity and alterity are tied together... The body is not a 
scientific object but expresses a power of meaning and 
expression. "

Gül Cevahir Sahin Granade,
 La phénoménologie du corps et de l’intersubjectivité incarnée chez

Gabriel Marcel et Merleau-Ponty, position de thèse, Université Paris
Sorbonne, 2007
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It is precisely in this "interlacing" between the flesh and the
flesh of the world, this "vital link" that the aesthetic 
experience arises, including the part of mystery described by 
Gabriel Marcel-inter-corporality.

"It is through the concrete relationships that others make me be, 
just as I make them be. "

Gül Cevahir Sahin Granade
(Semi) Autonomy of the real

This principle leads one to reflect on the part played by the
material in the construction of the form. A living body is 
constructed by obeying a code which puts into action physico-
chemical phenomena; as an  artist, I can take the place of 
these phenomena by letting a material and reality itself the 
mastery of its own definition.

I do not build bodies and, in this sense, the qualification of 
creator seems awkward and inadequate; I recognize myself 
more in a role of accompaniment, of catalyst. I recently found 
in a notebook a note that sensed this type of distribution: 
when the wind blows, I lay the herbs.

Plasticity
Refusing a work that requires keys; The indispensable use 

of verbal language is a defeat and a hindrance to a free and 
open reception for the viewer. Mediation, if it exists, must 
serve polysemy. The artist's intentions are a process of 
production for internal use; They may be interesting but 
should not be regarded as the only reading.

I wish a work in front of which the words would be a little 

55



irrelevant.
On this point, this extract from an interview filmed with 

Gerhard Richter:
- "Talking about painting is difficult, if not meaningless. 

Because we can only put into words what can be expressed 
through language. This is not the case with painting. This joins
some clichés like: "what were you thinking  when creating 
this? You can not think of anything. Painting is a way of 
thinking in itself. Besides in painting, and it concerns the 
"what" and the "how", only interest me what I do not 
understand ... I find the pictures that I understand bad. "
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Between PRINCIPLES and REFERENCES

The work of Gilles Deleuze and Félix Guattari is not the 
source of my work which is neither an illustration in percepts 
nor a shaping. However, I can not help finding in the concepts
they build, bonds and principles to which the elaboration of 
my work answers, and ideas that bind to my inclinations. 
There is no need to find a key in reading, but for me, it is an 
important and effective tool, less for understanding my work 
than generating inflections and openings.

Becoming : 
Taking his lead from Friedrich Nietzsche’s early notes, 

Deleuze uses the term ‘becoming’ (devenir) to describe the continual
production (or ‘return’) of difference immanent within the 
constitution of events, whether physical or otherwise. Becoming is 
the pure movement evident in changes between particular events. .
Rather than a product, final or interim, becoming is the very 
dynamism of change, situated between heterogeneous terms and 
tending towards no particular goal or end- state. 

Body without organs:
« No mouth, no tongue, no teeth no larynx no 

oesophagus, no stomach, no belly, no anus, I will rebuild the 
man that I am.» (Antonin Artaud, 1948, p. 84, cité par Gilles 
Deleuze, Logique du sens, 1969, p. 108, note en bas de page). 

A sentence initially taken from Antonin Artaud, the 
Body without Organs (BwO) refers to a substrate that is also 
identified as the plane of consistency (as a non- formed, non-
organised, non- stratified or destratified body or term) 
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Différence : 
Difference is usually understood either as “difference 

from the same” or difference of the same over time. In either 
case, it refers to a net variation between two states.

Répetition :
 The concept of ‘repetition’, as it appears in the What 

repeats, then, is not models, styles or identities but the full 
force of difference in and of itself, those pre- individual 
singularities that radically maximise difference on a plane of 
immanence(...)Thus, in a very real sense, repetition is a 
creative activity of transformation. 

Smooth space / Striated space (haptic and optical)

    Haecceity. 

Rhizome:
‘Rhizome’ describes the connections that occur between 

the most disparate and the most similar of objects, places and 
people; the strange chains of events that link people: the 
feeling of ‘six degrees of separation’, the sense of ‘having been 
here before’ and assemblages of bodies ...

Sujet/super-jet .
cf. 
-Deleuze: a philosophy of the event, together with the 

vocabulary of Deleuze, François Zourabitchvili Edinburgh 
University Press. -The Deleuze Dictionary edited by Adrian 
Parr, Edinburgh University Press 

58



Note on references to philosophy: 
It may seem that philosophy takes an important place in my 

work. However, the reading of certain texts and of certain authors is
more an observation of connections which can make it tools for 
work or thought, tools that philosophers might find curiously 
employed – but I'm sure you can do a lot of things by taking a 
hammer by the head, other and unexpected things. I have just a 
nonphilosophical reading of philosophy - to use Deleuze's 
expression.
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Musubi

The translation of the Japanese musubi is node.
Musubi is a Shinto concept whose primary meaning is to 

unite, combine, tie, bind ... It is associated with the spirit of 
birth and becoming. From the point of view of its etymology, 
it is formed with Musu and Hi.

Musu means to create, to engender, to generate, while hi 
(which becomes bi in musubi for reasons of phonetic rules in 
Japanese) is translated by sun, fire or spirit.

Musubi is the fundamental principle that allows the world 
to live and evolve: it is the life force.

In Shinto thought, it contains the idea of the creative 
alliance of opposing principles.

It also leads to a Japanese philosophy of musubi, a non-
dichotomous thought that aims at a movement of 
reintegration, in the relations between individuals, groups as 
well as with nature, which naturally finds its extensions on the
political ground.

From a simple, curious search, on the kanji translating the 
word node, and on his calligraphy, the discovery of this 
concept was not for me without echo in the analysis of my 
work; from its material meaning, that associated with the knot
and the gesture of knotting, which is central in my work, to its
spiritual and philosophical extensions, connecting to the 
Deleuzian concept of becoming which is part of my working 
tools, musubi becomes for me an object of reflection to guide 
my work and my research.
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REPÈRES

-The quality that we call beauty … must always grow from the
realities of life 

Junishiro Tanizaki, In Praise of Shadows.

-It's the viewer who does the work.
 Marcel Duchamp in Duchamp du signe.

-A work is not a result, it is a process.
 Anselm Kiefer.

- Imagining a language means imagining a form of life.
Wittgenstein, Investigation philosophiques, (I-19).

-The shapes are the result of an internal push...
Louise Bourgeois et M.-L. Bernadac.

-The only aim of art is delight.
 Nicolas Poussin.

-Only where are the graves, there are only the resurrections.
 F.  Nietzsches.

-Freedom is to be enlightened by 
the reasons of what you do. 

Leibnitz.

-I was staring at the vertigo...
A. Rimbaud, about vowel-color matches.
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-We are all born mad; Some remain so.
Samuel Beckett.

-It lives without being born and disappears without dying ...
Like the clouds.

Supervielle.

- Art does not reproduce the visible, it makes visible.
Paul Klee. Théorie de l'art moderne, p.34

-The artist has no responsibility to anyone. Its social role is
antisocial. His only responsibility faces his work.

 Georg Baselitz.

-The art does not require any justification,
outside of itself.
Richard Serra.

-The works are made by themselves;
They just need tools ... (in other words, artists)

 Jean Tinguely.

In truth, art is shut up in nature; 
the one who can extract it is a master.

Albrecht Durer.

- Simplicity is resolved complexity.
Constantin Brancusi..
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-I have the highest idea, and the most passionate, of art. Too high
to consent to submit it to nothing. Too passionate to want to

separate it from nothing.
Albert Camus. Carnets II 

I believe that art is the only form of activity by which man as such
manifests himself as a true individual. Through it alone, it can go

beyond the animal stage, because art is a way to fields where
neither time nor space dominates.

Marcel Duchamp.

True art does not have to make proclamations and is accomplished
in silence.

Marcel Proust.  Le Temps Retrouvé

- The supreme mission of art is to free our gaze from the haunting
terrors of the night, to cure us of the convulsive pains that our

voluntary acts cause us.
Friedrich Nietzsche. Ainsi parlait Zarathoustra 

Art is more abstract than we fancy. Form and color tell us of form
and color,–that is all 

 Oscar Wilde. The Picture of Dorian Gray, chapter 7

-The situation of the artist is humble,
He is essentially a channel.

Piet Mondrian.
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I have never been able to make a valid water-painting without
absence, without a few minutes at least of true blindness.

Henri Michaux.

-Embarras: I only want to learn from myself (...) Nor do I want
to reproduce anything that is already in the world.

Henri Michaux.

-Nowhere or ever the form is an achieved result, completion,
conclusion. It must be considered as genesis, as movement. So
good is the form as movement, like doing, good is the form in

action. Bad is the form as closed inertia, as terminal stop.
Wrong is form that is discharged as an accomplished duty. The

form is end, dead. Transformation is life.
Paul Klee.

-We constantly receive information, but here I want us to stop
thinking. We take refuge in art. I believe that not thinking is good,

we breathe life.
Ernesto Neto.

65



Biography

Jean-Marc Lefèvre

Born in Angers, France, in 1972

University studies of plastic arts, agrégation of visual arts
Lives and works in Marseille

2006
-Galerie [a…], Aix en Provence, 2006
2007
-Galerie [a…], Aix en Provence, 2007
-Project order private collection: installation / video 
installation delivered dec. 2007 January 2008
2008
-Galerie [a…], Aix en Provence, 2008
-Ere de repos, Château d’Avignon, Conseil Général des 
Bouches du Rhône, 28 juin-31 octobre 2008
2009
-Galerie [a…], Aix en Provence, 2009
-Collaboration with students of the national school of dance 
of Marseille on projects of creations, 2009, representation May
2009
-Collaboration with the writer Rindala El Khoury; book-
object edition for Eclats de stylo dans un paquet de 
mouchoirs, Dan'n Nahar editions, Beirut.

66



-Participation at the book fair of Beyrouth, from 23-10 to 1-
11 2009: lecture by Jean-Marc Lefèvre and performance 
reading by Mireille Herbstmeyer.
-Delivery order for the Mairie of Puget sur Durance, 
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-continuing research on the Pending project
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