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Super Window Project™ & Céllery are very pl
the

sed 10 announce
Aurélie Pétre
ce. Aurélie Pétrel presents
upm n the context of two
different armw.eohxa\ puldings and locations in Kyoto : a 1975 private
nouse on a residential hil, property of iving TH: ure Raku Kichizaemon
(Super Window Prfwj”/‘ & Galery), and r rial bulding in the
(Muzz Program Space). Inspired br the hmmbs of French philosc
Giles Deleuze and “\em@r t Rosset, the artist has created photogre
at n which 1o experiment redlity, space and perce m n by
inviting the viewers to enter the image itself.

firs ) show N Japan of French bomn artist
O) In partnership with Muzz Pro :

simultaneously a whole new corpus of phot
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e and are ¢ ed 1o create a
vy new and original experience of the image. An im a plece
arc \Te(,we and architecture that is t Ological,
metaphorical and metapf Al structure of p ’”\JHK, on. The projection of
an immaobile, sllent, distant, and yet possible but absent reality. Pétrels
photographic installations \ Jte this Y ¢
Pétrel transforms the very notion ¢ f’@"% INigue and technique becom
opportunity for double p'\’ it f—zmp\m@& ’) 1e concept of illusio
forms. Co Hetwee 2
power of objects and © " techniques co ye. The
photographic rj\’?T congists in er \TH ng this space of intimate complicity,
not to master it, but to play along with it and to onstrate that nothing
nas been de(, J\,J vet, "What cannot be said must be kept silent.” But
what ce 2[S0) b@ «wpt slent th lisplay ,T \m(u“‘
he idea is To rest noise, s )
7r ICe; 10 resist movement,
st the explosion of communication and informat
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Suburbia, people q Jeueing in airports, landscapes, construc
Most images s stories, Their noise cannot be tumed down.
hey obliterate Th” ‘MN t SiC mm aﬂm of thelr objects but Pétrel's images
get rid of eve t interferes with and cover up the
ation of sllent ev JJH"‘” Y H«er the impact of the subject and
faclitate the deployment of the ok agic. The object is never
anything more than an imaginary line. The world is an object that is both
imminent and ungraspable. How far is the world”? How does one obtain
or focus point”? Is photog y a mirror which briefly captures this
imaginary line of the world? Or is it man who, blinded by the enlarged
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reflection of his own consciousness, falsifies
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the accuracy of the world? Is 1t like the reanview mirrors of American cars
which distort visual perspectives but give you a nic O wdmmg ‘objects in
this mirror may be closer than they appear”? But, in fact, aren't these
objects farther than they appear’”? Does the phot: ogra h image bring us
closer to a so-called "real world” which is iﬁ fact infinitely distant”? Or does
this image keep the world at a distance by creating an artificial depth

perception which protects us from the imminent presence of the objects

and from their virtual danger”?

With this double exhibition, Repetition, Pétrel explores furthermore the
miracle of photography, of its so- caHOd objective \mago‘ that reveals
a radicaly non-objective world, Pétrel's photographs through the play
of visual techniques, the dlicing of reality, immohbility, \s\\mcu‘ and the
phenomenological reduction of movements, assert the most artificial and
the purest exposition of the image. She has added to her vocabulary
a new comprehending context and a contemplative dimension that
takes us beyond the replica, into the field of the trompe l'oel. She has
subtly infroduced into the specific body of work, presented at Super
Window Project™ & Gallery, a comment about the Japanese concept
of shakkel (f&%), or borrowed scenery* with nearoy Enstu-ji, (one of
the first and best examples of shakkel gardens In Japan) as a direct
reference and inspiration. But here, in the intimacy of a home, with large
windows overlooking a small private garden, both sides of the image are
visible. Look outside, ook inside, the image is captured in the middle,
frozen, materially suspended, offering the furtive density of supermposec
images 1o the light and hours of the day. A full immersion in a state of
grace in which to draw intimate geographies.

In the meantime, Pétrel shuttered the white cube of Muzz Program Space
with another series of photographs entirely covering the ten-meter long
glass facade, and transforming the buiding itself into a life-size light box
from the outside. Pétrel literally offers through this photographic installation
the opportunity to confront the (meta)physical emptiness of the wh\ te
cube, and to guestion the reality and its double Wm the inside. What is

at stake is the place of reality, the question o( degree. Phot ogrdphy
questions “pure reality”, but stil does not expect an answer.
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