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presentation

A private, non-profit foundation, la maison roymgned in June 2004 in Paris. Its purpose is to
promote contemporary creation through a progranfitmees solo or thematic temporary
exhibitions a year, certain of which are stagedibgendent curators.

La maison rouge was created on the initiativetoin&rde Galbert, an art collector and active
figure on the French art scene. While Antoinalokrt@ own collection is not shown, the entire
project is fashioned by his personality and outleakcollector. Beginning vidéthind Closed
Doors: the private life of collegtlammaison rouge stages exhibitions on the théprivate
collections and the issues and questions surraytizem.

antoine de galbert

Born in 1955 and a graduate in political scietaireAle Galbert worked in corporate
management before opening a contemporary arygalérenoble for some ten years.
Concurrently, he purchased the first works iteatiool that was to take on growing importance in
his life. In 2000 he chose to create a foun@etiarmeans of both anchoring his commitment to
contemporary creation and opening his collectitre goublic.

the building

La maison rouge is installed in a renovated factbey Bastille district of Paris, overlooking the
Arsenal marina. The 2,500 sg m site, inclu@ibgd 18 of exhibition space, is centred around "la
maison rouge" or red house.

By naming the venue after this house, la maispe muakes clear its vocation as a welcoming,
convivial space where visitors can see exhibdatitarg] lectures, enjoy a drink or explore the
bookstore.

The artist Jean-Michel Alberola (born in PaB8)jmwhas commissioned for the interior design of
the reception areas.

the bookstore

la maison rouge has chosen Bookstorming, a spatietintemporary art publications, for its
bookstore at 10 bis, boulevard de la Bastikelektion of titles is regularly updated to teflec
current exhibitions at la maison rouge. It aleistart DVDs and videos, publications on the
latest developments in the contemporary art veordidproposes an important catalogue of out-of-
print books and books by artists.

Bookstormingt. +33 (0)1 42 25 15 58

the restaurant

Located at the centre of the foundation, arounttébeéhouse" from which it takes its name, the
restaurant is the perfect setting at any timeyfrdan which to view the temporary exhibition in
the patio, over lunch or a drink (set menus andhoati the weekend).

Since February 2008, catering at la maison raugedmnsby Le Transversal, already in action at the
Mac Val contemporary art museum in Vitry. Yoefrigattena Boukhechem takes charge in the
kitchen to concoct dishes that reflect the crespivie of the venue itself.



activities at la maison rouge

le vestibule

Always attentive and open to creations by youists,aintoine de Galbert created this open-
access space in 2006, showing new exhibitionfoeveoysix weeks.

the suite

la maison rouge develops other activities alorigseénibitions, and in collaboration with Gérard
Wacjman has opened a hotel room, the Suiteiissiddls. It welcomes guests from all fields of
thought and contemporary creation to provoke uciexpbencounters with the public.

for children

One Wednesday a month, a story-teller takesclaidgre 4 to 11 on a journey into the land of
imagination.

Story + snack: €6.50 for children and accompadyitsy

Lasts around 90 minutes

Next storytimes:
June 18th 2008 at 3pm
July 2nd 2008 at 3pm

Information and reservations: stephaniemolinandg&anrouge.org

guided tours

for individuals

Every Saturday and Sunday at 4pm, la maisonngargseas a free guided tour of the current
exhibitions, led by art history students speaiglisicontemporary art.

Admission: €6.50

for groups

Guided tours on request (€75 + admission)

Information and reservations: Stéphanie Molinar@®)4340.01.92.79. or
stephaniemolinard@lamaisonrouge.org

les amis de la maison rouge

A non-profit organisation, les amis de la maisge is closely involved with and supports
Antoine de Galbert's project. It contributedléztien and debates on the theme of the private
collection, organises activities to coincide Wilexhibitions, and promotes la maison rouge
among French and international audiences.

Membership from €70

t. +33 (0)1 40 01 94 38, amis@lamaisonrouge.org

publications
la maison rouge publishes a catalogue for edud @fitate collections it shows.

Online orders and full detailsvatw.lamaisonrouge.org



la maison rougeublications

> "Augustin Lesage and Elmar Trenkwalder, inspiredtists” exhibition catalogue
The catalogue for the exhibition, in French améiGes published by Fage editions with texts by
Savine Faupin, Frédéric Paul and Pierre Dourthe.

> "la maison rouge - fondation antoine de galbert 2004 - 2008"
La maison rouge and Archibooks are pleased td presmprehensive retrospective catalogue of
exhibitions and events at la maison rouge sioperied in 2004.

This 273-page work, which includes a bound fris&ts dranslated into English, will look baak ove
the different stages in the Foundation's creatidp@gramming, centred around the personalities
of its president Antoine de Galbert and direattr Risemberg. Featuring many previously
unpublished interviews, the book brings togetlcerafdhe curators and some of the personalities
in art and architecture who, directly or inditdalye marked the four years of la maison rowge, no
a foremost venue for contemporary art in France.

Retail price: €25. Published on June 3rd 2008.

This catalogue will be presented to the press apdming of the "Augustin Lesage and Elmar
Trenkwalder" exhibition.

> The "privées" collection

For each of the collections it shows, la maisge amd Fage jointly publish a catalogue as part of
the "privées" collection.

In French and English

To buy online or for more information, visit thealaon rouge website.

Around the exhibitions

Thursday June 12th

Conference by Andrea Blum

On the occasion of her exhibition in the paterofison rouge, Andrea Blum will give a
presentation on her work and artistic process.

Thursday July 10th

To coincide with its presidency of the Europeam, Briince has invited the EU's 27 members to take
part in a European Cultural Season and, frorh Jal{3th, Austria is the featured country. rAs pa

of this, la maison rouge will open its doors t&dinem Culturel Autrichien on July 10th for a
programme of events.

>The full programme and dates for activities anenatv.|lamaisonrouge.org



Augustin Lesage and Elmar Trenkwalder, insg@ted art

The summer 2008 exhibition at la maison rougeeiscaninter between two bodies of work: that of
the French mediumistic artlstigustin Lesagborn 1876 in Auchel, Pas-de-Calais - died 1954 in
Burbure, Pas-de-Calais) and the Austrian sculgtpaiatelElmar Trenkwald@sorn 1959 in
Weil3enbach am Lech, Tyrol).

Two singular oeuvres, distinct as much for tlee@sefor the form of art with which they are
associated — outsider art for one, contemporafgratte other — yet both produced by individuals
who are equally convinced of the magical forbe afrtwork.

The idea for this exhibition came, almost instigigti from Antoine de Galbert, the founder of la
maison rouge, who happened to bring their workhtega his collectidiwhen he asked Elmar
Trenkwalder if he would show his work alongsidgd'®paintings, he not only accepted but also
revealed his appreciation of the mediumistic ‘ariisirk.

A coal-miner in Ferfay in northern Franggistin Lesadmegan painting at the age of 35 after hearing
voices while working in the mine. "In Januarpd®&#&ul Spirits came to me, ordering me to draw
and paint which | had never done before. Havergseen a tube of paint, imagine my surprisesat thi
revelation: "But | know nothing about paintingf't@vorry about such an insignificant detaillsl w
told, "We will work through your hand." | theiveeten writing, the names of the paints and bsush

| would need and, guided by planetary artistgam Ipainting after coming home, exhausted, from the
mine." (Augustin Lesage in 1925).

Accepted into the spiritist milieu which recogiisadis a medium - "his capacity to ‘welcome' the
message of the invisible spirit" — he gave upgmini®23 and devoted himself to painting until his
death in 1954.

Over and over, Augustin Lesage insisted that he badtrol over his hand or vision when painting.
He explained (extensively, when talking with Pmd€27) that he never knew in advance what he
was going to paint and that he obeyed the sitits dead sister Marie, Leonardo da Vinci, bfarius
Tyana, and others.

As Hubert Larcher and Michel Thévoz point oatdatétogue of the 1989 monographic exhibition of
the painter's work, Lesage found a satisfactdayatipn for his painting in the spiritualism and
spiritism which developed in Europe and the @tdtsb in the mid-nineteenth century, particularly
in the mining regions of northern France and Bél&ays Thévoz, "Subconsciously, Lesage had the
idea of presenting his artistic vocation undesldiad of spiritism, thus circumventing socio-@lltur
obstacles. The confiscation of art by the boursgeuist indeed have been prohibitive for a worker's
claim to communicate with Leonardo de Vinci tons@ered less ridiculous than his desire to"paint!
And so "just as he continued to work in the muher Ererfay-Cauchy, so he painted under the spirits'
behest [...] and when he sold his paintings, hieesoltbr the hourly rate paid to a miner." (Hubert
Larcher). "I'm a worker at the spirits' dispbsalgclared.

Just as the collier, mindful of the risks of sellajits evenly into the coal face, so Lesagélgsai
are symmetrical. He painted line by line, froto tagttom, in the manner of a miniaturist but on
canvases as large as nine square metres, if negessaally unrolling them as the painting
progressed. This manner of proceeding influeegasitiings' structure in regular horizontal
sections. From 1927, Lesage began to depietfacals, and figures from Oriental, African and
Egyptian legends and religions in his work.

*Works shown on the title page of this presseeleas

?On this subject, Michel Thévoz writes that "#ueytlof metempsychosis, whereby souls will barreited in one or
other form according to their merit, results imausal socialism and replaces Christianity's &tenraty with
immanent justice here on earth. In this, spirlissran essentially grass-roots, anti-institutiquraity. It can be seen
as the symbolic resource of those who, brutatthsdarom their socio-cultural environment, atednis the solitude
and exploitation of labour and frustrated by am@nessive and inhuman framework, aspire tcatdisst more or
less secretly and in a most erratic way, a limkheit tradition, that is their dead." Lesag®iérhi catalogue, 1989.
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After some local exhibitions, Lesage showedritiagsmat the Maison des Spirites, then at the Salo
des Beaux-Arts, the Salon d’Automne and the &aistes Francgais, where he would exhibit each
year from 1934. He met the writer Sir Arthur Boylarand numerous other personalities, and was
acclaimed by the press. Lesage travelled exyedsi this period, with exhibitions in Morocco,
Algeria, Egypt, England, Scotland, SwitzerlaBdlgiuin. These halcyon years ended with the
outbreak of war. Lesage stopped painting in 1IP8@2adnat his home in Burbure, in 1954.

Elmar Trenkwaldeinterest in Augustin Lesage's work began edesbgfore his studies at the
Vienna School of Fine Arts, on seeing a repnoadidtsage's first painting in a magaZiie image
made a lasting impression; fifteen years lateodid find out who the artist was.

As a student in the studios of Max Weiler and Raiogr, Trenkwalder devoted himself to the study
of painting while staying alert to art producgukebple on the fringes of society, in particular by
reading pioneering studies in this field by DeMidtrgenthaler and Dr Hans Prinzhorn in the 1920s.
Arnulf Rainer, who had begun to explore statestdlroonfusion in his work, and who in 1963 began
to buy art by patients in psychiatric institutioosk Trenkwalder inside the Gugging Clinic, ehere
met Dr Leo Navratil and discovered his patientyimguding Johann Hauser, Oswald Tschirtner and
August Walla).

In the mid-1980s, Trenkwalder began to teachf lsioaggure. Prior to his first free-standing
sculptures in 1987, in bronze, terracotta and tgaeotta, he modelled raised forms in clayngnak
the transition from the flat surface of the catovéise three dimensions of sculpture. Since teen hi
art has encompassed painting, drawing and sculpture

Elmar Trenkwalder incorporates multiple refeiateweach of these media, drawing on many
different eras, cultures and genres to "producddafull of hallucinations, unexpected assocgtion
and fabulous monsters." (Peter Weiermair).d$ teeugh | am "sucking up" the images and emotions
of the world. | transform these images and thestioasias would a dream." (Interview with Bernard
Marcadé).

Beyond the symmetry, ornamentation, metamorphwbkia@rporation of the animate in the inert -
some of the characteristics which the two aitisigfinary architectural constructions share —d_esag
and Trenkwalder both make use of a vocabulanthdgyidiorrow from different stylistic traditions to
produce a work with a predominantly symbolic fumcti

The exhibition will show paintings and drawingsdpystin Lesage and six large sculptures by Elmar
Trenkwalder, including two specially-created wagksher with a selection of drawings.

Which of Augustin Lesage's works will be showethade decided. These should include some thirty
major pieces, each representative of the diffteg@s in the course of his work: the first mestiami
drawings, executed at spiritist séances in tre 46i@ of the large works that brought him
recognition in the 1920s, a selection of worksifegEgyptian iconography, and several decorative
compositions of the 1940s.

A catalogue in French and German will be puliiglredie Eiditons to coincide with the exhibition.

The exhibition is co-produced by the Forum Culwirathien.

° Untitled, 1912-1913, oil on canvas, 300 x G60extipn de I'Art Brut, Lausanne. The fragite o&this work means
it cannot be taken out of the museum and consdguwelitnot be shown in the exhibition.



Michel Thévoz, "Augustin Lesage and spiritism"
from the "Augustin Lesage 1876-1954" exhibitialogaé (extracts)

"[...] What hope is there for a miner in northeoe tahe turn of the century, for a man on thk br

of forty, condemned to exhaustion, misery, sickndsgecline? What recourse does he have against
a social system whose sole purpose it seemsigdaoechim, education that perpetuates ignorance,
medicine that generates illness, justice that esjzzichurch that mystifies and culture that
humiliates? To challenge a single cog in thimdalaing machine would have been reckless and, for
anyone, suicidal. Certainly, the miner Augustiged_aever openly, perhaps never even in his most
secret thoughts, questioned the established ohaheryet clearly, in all objectivity, he brokefree

his chains, he publicly professed a socio-ocdoltisine, he illegally practiced medicine, he made
light of his judges and his paintings eclipsea thbsstablished artists whose works hung ingde th
Grand Palais. [...]

"[...] Imagination appears as the only recoursedarfar whom there is no way out. One day
Augustin Lesage was working in the mine, fiveddumatres beneath the ground, in a tunnel just
fifty centimetres across. He was thirty-five ghrdHe had barely seen sunlight in the padytwen
years. Perhaps he was beginning to feel tlsgrimsioms of the emphysema that would force him
into early retirement. Pun or no pun, he hadedeemtk bottom. He was buried alive, a corpse on
borrowed time and, until then, mere muscle and dispossessed of all humanity. The spiritist
theory says as much, with its concept of the ipigriswvaporous envelope that accompanies a dead
person's soul in exile while waiting to be reieain The perispirit's exodus is a realityaog if
prefers, an effective irreality, the consequemathtEfss social negation. It is the positivendiram

a negative whereby the individual is reduced phyts&cal materiality of a slave. Mediumism is an
adequate, or at least symptomatic, reflectioreafahdition of the damned here on earth who are in
search of their soul.

And so we can understand Lesage's illuminatitisaadtherence to spiritism, which no doubt saved
him from madness. Psychoanalysts tell us thadweindtas been repressed from real life does not
disappear but inevitably returns in a delirioos forposing itself on the subject beyond any simbol
articulation. The voice Lesage heard deep imthevas his own, stifled since childhood by
upbringing, the humility drummed into him, conaiig at school and paternalistic ideology; a voice
that returns in extremis in the grave, a voicagtladitthe more powerful because it is now alien,
autonomous and free, because it carries in ittbiéi@ns Lesage had had to forgo, because it is
charged with transferential energy. [...]

"[...] For a thirty-five-year-old miner, enslavedhsineenage years, the idea of becoming a painte
was far-fetched, inconceivable even. Such dlippssibld only be voiced through his guides,
Leonardo da Vinci and later Marius of Tyana, taedtwilderment of Lesage himself who took care
to confide in no one, not even his family. "&fraid they would think me mad." When he was told
buy paint and brushes, and had to walk throughil&gge with a roll of canvas on his shouldeg)the f
he would die of shame. Subconsciously thougge lbeghthe idea of presenting his artistic vocation
under the cloak of spiritism, thus circumventiompsmltural obstacles. The confiscation of art by
the bourgeoisie must indeed have been prohibitigenforker's claim to communicate with Leonardo
de Vinci to be considered less ridiculous thdadiie to paint!

In hindsight and somewhat cynically perhaps, weedhankful for the dissuasive effect of thistelit
culture which forced Lesage to take the roundahaetof spiritism. Released from any artistic



claim, he was free to abandon the academic nipiintings of museums. Had he openly devoted
his free time to art, he would have been no naratBunday painter and his work an aping of
legitimate art. Nowhere is Jean Dubuffet's affimthat art flees as soon as its name is proadunc
more cruelly true than in the milieus that lidnéstt outside the culture of the cultured, the sarag

on which it exerts its most paralysing fascindtioh.

"[...] Perhaps Lesage has given us the key stiaraigima? Where does the artist find his pbwer
expression? Where does he find the distancdltgateahim the necessary perspective on himself
and the world? Is he not, like us all, a prigoinierown mental sphere, his experience of the
collective sensitivity? Is he not like treesimgspuivering with new leaves and which Frangs P
ruthlessly puts in their place: "You can't med® Wising a tree's means"? Do not individuals who
have been systematically deprived of the culteealsto resist adhere more strongly to ideologies?
Be that as it may, Lesage fell for neither cuttireajes nor religious intoxication. He madevhis o
way out by forging ahead regardless, raisingaltesssin his own alienation, staying one step ahead
of the inevitable and, in doing so, creating & $pacwould allow him to double back on himself an
invent the language of his own finitude. Doek dealty transform life into destiny? In theafase

life such as his, preordained since birth by soapable social condition, the only solution is to
rewrite the equation. By anticipating his deadlugih communication with the dead, Lesage gave a
symbolic life to his destiny as a subman. Hitsspieliefs were proven beyond all hope, even as
perispirits were on the verge of extinction, agdnks- ever more present, enigmatic and fasginatin
has survived him.”



Biography (from the "Augustin Lesage 1876-19#lti@xlcatalogue)

1876
1883

1894
1895

1897
1900
1901

1908
1909

Birth of Augustin Henri Lesage in Saint-Pierfastleel, France

Death of Marie, his younger sister, and of himot
Starts work as a pit boy for Ferfay Mines

Meets Armandine Irma Diéval

Birth of their daughter, Marguerite Armandine
Injured in a mining accident

Military service
Returns to Ferfay Mines

Marries Armandine Irma Diéval
Birth of their son, Augustin [Gustave]

With his friend Ambroise Lecomte, is electedltmunc Ferfay
Consults an astrologer

End 1911 or JanH&413 a voice telling him he will become a painiterworking in the mine

1912

1913
1914
1916
1918
1921
1924
1925

1926

1927

1929
1930

1931
1932

1933

1934

1935
1936

First spiritist séances where he does drawingd Siarie”
Starts working on a painting measuring 9 sq m

Leaves Ferfay Mines and, with Ambroise Lecartgeyastking as a healer in Béthune
Conscripted into the army. Active service in Doudirk and Yser

Detached to Ferfay Mines

Moves to Burbure

Jean Meyer, directolaf Revue Spirftsits him at his home

His work is shown at Douai Town Hall at theiweitid the local spiritist circle

Death of Ambroise Lecomte

His work, includin§ymbolic composition on the spiritual wiglehown at the Maison des Spirites in Paris
Takes part in the International Spiritist Conghessg he meets Sir Arthur Conan Doyle, Louan®iala
Léon Denis

Société Nationale des Beaux-Arts Salon at tHéP@lais, Paris
ShowsThe spirit of the pyranatthel9th Salon d’Automne, Architecture section
Exhibits at a spiritist meeting in Dunkirk

Invited by Dr Osty to the International Metapsitdtitute in Paris. Paints in public

Takes part in the 3rd International Spiritist €mgr London

Exhibits at the Roubaix Spiritist Circle

Two paintings, both entitlé®corative compositiare accepted by the Salon des Artistes Frangais

Salon des Artistes Francais
Exhibits at the Psychic and Spiritist Studies i@iRbubaix

Salon des Artistes Francais

Exhibits in his home
Salon des Artistes Francais

First regional exhibition of painting and scdptur
Salon des Artistes Francais

Becomes a member of the Société des Artistegs-rang
Shows a dozen paintings in Oran where Louiswéala tecture on his work

Exhibits paintings in Alger
Telld e Réveil du Narelwspaper he has completed 360 paintings

Tours Algeria and Morocco
Salon des Artistes Francais
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Takes part in the international exhibition otsgiist painting at the Society of Nations in Genev
and shows his work in Brussels

1938 Exhibits in Alger, Oran, Casablanca, Londsh @ritege of Psychic Science) and Edinburgic (Reiexde)
1939 Travels to Egypt. Discovers Menna's tomb whkiyshee already depicted in one of his paintings
1942 Death of his son, Gustave

1946 Travels to Casablanca and exhibits there

1948 Exhibits in Nice

1949 Exhibits in Rosendaél, Roubaix and Albi

1950 Death of "Mandine", his wife

1951 Exhibits at the Galerie Studio in Brussels hedezdis of the Brabant Spiritist Alliance and the
Belgian Spiritist Union

1953 Exhibition and conference at the Maison deg$SpirRaris
Has his left eye removed

1954 Augustin Lesage dies at the age of seventy-eight

Selected bibliography
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Augustin Lesage

The spirit of the pyram@d1927 private collection

Symbols of the pyramidsl927-28 private collection
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Interview: Elmar Trenkwalder / Bernard Marcadadesjt
Elmar Trenkwalder, Galerie du College Marcel DydBemte Municipale des Beaux-Arts,
Chateauroux, FRAC Limousin, Limoges, 1998

Elmar Trenkwalderl feel as though | am "sucking up" the imadesrastions of the world. | transform
these images and these emotions as would a dreamuse the exact memory of an object or adprdsc
although I might paint or construct an inexistarddcape, one I've never seen yet which seems very
familiar...

Bernard MarcadéNVhat Freud calledheimlichéhe uncanny?
E.T— Exactly. A mixture of the "sublime" and (déja v

B.M~Your work is deliberately ornamental and decbrdéee, your paintings and sculptures, patiydoxic
of course, seem to bear out Adolf Loos' é3gagmeerit and Crinfehere is an atmosphere of crime lurking in
your work. Your paintings in particular coultiéoperfect backdrop to a crime, as though ¢atiamédike
ancient Roman grotesques, conceals a suppagediygiaontent. Of course, this may seem tlictontra
what | described earlier as a form of hedonism.

E.T— Nowhere is better suited to paradox and metaos@phan art. Art has the capacity to joinghing
which have nothing to do together. I'm incapébkkeying that ornament is crime but I'm just apaide of
saying it isn'tl Ultimately, it's not my probléihl care about is living with my visions, batveith my
times. Linking ornament to crime is a temptingpgition but quite a dangerous one too...

B.M~Yet no one could say you use ornament in @nguitedy ornamental way.

E.T— Obviously | don't see ornament as being mgrefficgal. Ornament is the very form of liis.ah
experience.

B.M~In this sense, do you feel you are heir torthe Awgéendstil?

E.T— Of course Art Nouveau made an impression od stél @oes, whether in Munich, Brussels or. Paris
But Loos' architecture appeals to me too...

B.M~They're not mutually exclusive.

E.T— | see the artistic act as a kind of inhalatimegs, inhaling forms, images and feelings. r Thvee
years can go by before these things resurfas®ik.alt's happened that the idea for a paindieagdme to
me two years before the painting actually takas for

B.M~Your work generally takes a long time to mature...
E.T—1do a lot of drawings and sketches to spdid pagination process.
B.M~So do all your paintings and sculptures begwviagsi

E.T— Not always. | might construct a sculpture érstgoy fragment, without any preliminary studie&e
this glazed terracotta piece from 1996, stan@0mg Bigh. It comprises fourteen separate elements.

B.M.~So you sometimes improvise your sculpturgshietimpredictable and the accidental guidggou in
work. Like the dreams whose course we camedingetave in that intermediate zone just b&foge.wa

E.T— The truth is, my work isn't guided by any kiateo | can't restrict myself to a single metfibere
may be a preliminary study or there may noty 'estamuch alert to what's going on. | wanstwriab
myself in all kinds of materials and let them sh@where to go. In 1984, | did a series of éatquer
paintings on card which gave the illusion of lbaingpod. | liked the contradiction between therepp
heaviness of the material and its fragile nature.

B.M~You shy away from clear-cut oppositions. dsrthistain a form of ambiguity?
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E.T—- These works are part way between one- anditieasional, between painting and sculpture. But
also between interior and exterior, like my pgénitinthe 1980s when | turned the canvas baektliesid
frame. | like to bring mental space into conitithvaterial space.

B.M~You want materials to take on the form of yomaioag
E.T— That's exactly the correspondence I'm looking flmsscinates me.

B.M~Symmetry is a constant feature of your work thiglsyghmetry doesn't come from an ideal geometric
concept, it seems to come from the body, ashisooigthly symmetry then spreads to other subjects
architecture, landscapes, etc.

E.T—- You're right. Mathematically speaking, tiipésfect symmetry. For me it's to do with tiethec
Body and space are, more often than not, twoteepatities. | try to find a passage betweemvihéy
opening up the representation of the body to fteatterior space, such as a landscape. I'ddikatglass
sculpture that would turn the interior out towanéssurface.

[...]

B.M~It seems most of your work is "governed" bysagehm@lised eroticisation. Just as your interio
projects itself onto the exterior, your erofiogsrdssto every subject you approach. Indhisheearsirogyne
has a central role in that it is the ultimatdlgesyurametrical figure.

E.T— It's always a question of reversibility, atbadlpisothe desire to form one.
B.M.—You don't use eroticism to express sexual pleasare the slow construction of a unitary form...

E.T- It's a metaphor. A metaphor for life as a&igionciple.

[...]

| love Facteur Chevélaais /déalt's a beautiful vision. Wolfli's drawingstaigbtowards a form of
universality. It's one of the possibilities of ddt the only one, of course, but a very degpagane that
has a decisive influence on my work. | hopettibbatanto this spirit. Having said that, | admire
Michelangelo and Leonardo da Vinci too. Bestiisires in Rome have an effect on me; so alethat
Villa Borghese. These are very different watidisrba, they share the same intensity.

B.M.—What about hallucination?

E.T— A decisive factor. You should know that laptipi | had my first seizure when | was abholith2y
always begin with hallucinations, by a very ddnsest dream-like imaginative activity.

B.M—Are you saying you use your epilepsy in your work?
E.T— 1 try to find my way back to these images, ishithasy as it all happens as though in a tultsel
also an extremely physical experience...

B.M~You could say you take a very personal apgheathdion" which comes to you through physical
experience rather than any kind of belief ¢y enpuatal state. But what about the pain?

E.T— This experience is indeed linked to fear aridrangowever, these feelings are mixed in vattoem
relating to beauty and possibly even pleasune't trgl to provoke seizures artificially, usingjgagon. |
know people who deliberately set out to provaked @y staring at the sun, for example. Thé&yaarerys
conscious of the danger they could bring on thesasdhevitably, a person will fall over at soimte p
during a seizure and can suffer serious injury.

[...]

E.T— | found out | was epileptic just two years ago.

[...]
B.M~And before then, how did you qualify this state?
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E.T— As some sort of overexcitement caused by fatigakution. Of course there was that rushaofesn
then periods of absence and loss of conscious$twessd never say how long these lasted. Towd | w
come round as though after a very heavy dreawgefbby intense fatigue...

[...]

I'm always looking for that relationship betwedenian and exterior spaces. | want to make axoomne
between the space of the hand and that of thenatigi... My first paintings with the canvas folagd b
into the frame were metaphors for this. Toddydtrmedium that counts. | no longer think aloowtjth,
the medium but simply bring it into being...

B.M By medium, do you also mean material?

E.T- Yes. Material is a potential for thought. cigsaette ash is a potential story. It's notrgettion,
it's completely by chance, but for me that cigaastt opens up possible significations that arstnto do
with form...

[...]
B.M~[...] What matters to you today?

E.T— Simply to do something with my imagination ayb@) most importantly, create a symmetry between
myself and the world.
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Elmar Trenkwalder
Lives and works in Innsbruck, Austria
Elmar Trenkwalder is represented by Galerie Berdang Paris
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Frac Alsace, Sélestat
Salon du Dessin Contemporain, Paris
EnclosureMuseum Boijmans Van Beuningen

Galerie Bernard Jordan, Paris
MerveilleyxChateau de Malbrouck, Manderen

Le Creux de I'Enfer, Thiers *

Meccaniche della Meravi@astello Bonoris, Montichiari (Brescia).

Céramique fictiohlusée des Beaux-Arts de Rouen

Elisabeth et EImar Trenkwaldeux de I'Enfer, Thiers

Collections - permanent/providdiveée des Beaux-Arts, Tourcoing

Contrepoint, de I'objet d'art a la scylpusge du Louvre, Département des Objets d'art

Histoires d'Arbyé&hateau du Tremblay
In extremjrintemps de septembre

Musée-Chateau, Annecy*

Galerie Bernard Jordan, Paris

Maison de la Culture, Amiens*

Galerie Decimus Magnus Art, Bordeaux
Oberosterreichisches Landesmuseum, Linz
De singuliers voyad@smaine de Chamarande

Rupertinunalzburg Positionenreihe 21
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Galerie Decimus Magnus Art, Bordeaux

DG Deutsche Gesellschaft fur christliche KumsthMu
Komplementére Raumvisidt@and Fischer — EImar Trenkwalder*
Galerie Albert Baronian, Bruxelles Daniel Sé&tirer Trenkwalder

Galerie du Collége Marcel Duchamp, Chateauroux*
La Box, Ecole nationale des beaux-arts, Bourges*
FRAC Limousin, Limoges*
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Galerie Jean-Francois Dumont, Bordeaux*
Ursula-Blckle-Stiftung, Kraichtal*

Galerie Sechzig, Feldkirch
Galerie Krinzinger, Wien*
Galerie Altnéder, Salzburg

Galerie im Taxispalais, Innsbruck*
Galerie im Traklhaus, Salzburg*
Galerie Altnéder, Salzburg

Galerie Jean-Frangois Dumont, Bordeaux
Galerie Sechzig, Feldkirch

Galerie Krinzinger, Wien*, Innsbruck*
Galerie van Aken, Kéln

Galerie Krinzinger, Innsbruck*
La Chaufferie, Ecole des Arts Décoratifs deuBirasb
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Elmar Trenkwalder

WVZ 1349 ZE| 2007
Project for a sculpture for la maison rouge

WVZ 177 TRE 2004
Glazed terracotta, 85 elements, 520 x 390 x 390cm

IN EXTREMIS, Printemps de septembre in Toyause; BB-Bacade, 2004
Photograph: André Morin
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Andrea Blum, Birdhouse Café

This summer, la maison rouge has commissionethdrean artist Andrea Blum (1950, New York)téo crea
a café in its patio, an area open to the sky #icidue of the foundation.

For Andrea Blum, function is as important asdondiier work is as much architecture or desigis as i
sculpture: libraries that can be modular, maétbédtheque mobildarseille, 199pbile Instituteleeds,
1999) or floating/bating Librar005), office space (Galerie In Situ Fabideng Pexis), interiors (a
collector's bedroom, apartments, private houstets hod guest houses) and numerous commissions for
public spaces (fountains, rest areas, sheltatengpwhich she treats as though it were a dosstie. In
her own words, "I try to highlight and confusditfegences between these sites in an attempbhoope a
social breakdown of content and context.”

For la maison rouge, Andrea Blum has imaginéd a tafngalow that stands on piles in the mititie o
patio, which she transforms into an aviary.

Birdhouse Café (the project's name) is intendadceatension of the Foundation's own café, a Settiad)
where people can meet over a drink or meal, Eoe &rem which to observe and admire the bitideyas
fly around.

In a subtle switch, the observer becomes the ethseigitors sit perched inside the café, peatkimgir
food, while the birds fly "freely" around the .p&tai without a certain tongue-in-cheek humoartushs
the tables one more time by including in her ptbgglass-walled corridors of the exhibitionespaozind
the patio, where visitors gather to see what'g gain

The "situations and de-situations" she creatagththis shift in point of view and function alipectators
to take a step back from themselves and operothets.

Birdhouse Café is intimately linked to AndreasBlansonal experience as a diehard New-Yorkaswho h
always observed nature from her car as somettahghould be seen from a certain distance amebtiaesa
a specimen."

I grew up in New York City and am a fifth genesatiattan-ite. Because of this, nature hadlzdeaym
abstract, considered “not bad if seen from ghegi€fore regard nature as something alidoptedeat from
a distance and treated as a specimen.

On occasion | have used ‘natural ‘elements R ag/aviouman substitute, a social divider grasmapl
optimistic presence. | feel that the animalmijngdike that of us humans, is unmediated atedimed by
the encyclopedic dictates of the pre-requigiteepedtid therefore less complicated. | doasiderral world
as/nformatiorsimilar to a book, film or video. It is a mtadr@ivorked with—a material like any other.

Birdhouse Café is a functional dining pavilipredesioccupy the central open-air vitrinesomtiner
months at La maison rouge. Surrounded by gréedlyithe café situates ‘us’ (the dinergeamdthe birds)
in what essentially is a cage within a cagextébissjtion de-constructs the hierarchy ofaridwawed and
by so doing places ‘us’ in a type of cabimetsitiesilooked at by ‘them’ , a theme whieb telatany of the
exhibitions of La maison rouge.

The pavilion is a six-sided screened strucesteddorthe building by a passage going frotarthedining
area to the outside. Inside, is a counter JH@teoilmmunal dining which mimics the struiture’glevated
approximately 1:25m off the ground, the Birslhousa referent to those used for child’sapieggieal
space displaced from the daily routine withathpedtched amongst the trees.

« Birdhouse Café » — andrea blum 2008
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Andrea Blum

Lives and works in New York, USA

www.andreablum.com

Andrea Blum is represented by Galerie IN SITibeHaditerc, Paris
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Slide Lounga&rmory Show NYC / Galerie IN SITU, Fabiermdrheisle

Metropolitan Biograpye Crestet - Centre d'Art Contemporain*
Nomadic House & Designs for L@ategje IN SITU, Fabienne Leclerc, Paris

Utopie Art3 Valence, France

Mobile Institute 2 - Archive, theater,, Iidegimy Moore Institute, Leeds
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Monument Minimurthéateau d'Avignon, Camargue
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Nomadic HoudelAC- Grand Palais - Paris
Beyond NarcissDsysky Gallery, New York

Le Paris des Maisons Objetsdr®axdllon de I’Arsenal, Paris

Books-Machin€olette, Paris, commissaire : Jean- Max Colard
Ma Petite EntrepriSibaye Saint André - Centre d'art contemporamadiey
Le Diable Evidem&llection FRAC Bretagne, Musée des BeauB#ds de

Loveseat with AquaritttAC, Paris
LMX etapeBgole Supérieure des Beaux-Arts du Mans

To the TradBiverseWorks, Houston

Ambiance magasibbaye Saint André - Centre d'art contempoegimai
Exposition de groupe, Galerie IN SITU, FabiterogRais

LMX etape PZRAC /PACA Marseille
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2000 Design 200CEspace Landowski, Boulogne Billancourt
ExurbigTheresa Luisotti Gallery, Los Angeles, conamiSéaitey Irons
Bike CityStroom City Hall Den Haag the Netherlands
BabyBloontaleria Luisa delle Piane, Milan

1999 Espace, modes d'emplRAC Bretagne
Design me a Schdaademy of Visual Arts, Leipzig

1997 The Private Eye in Public Art, Nations BaniCRéalmite, North Carolina
1996 Galerie Lumen Travo, Amsterdam

1995 ContemporaneouysBastle of Baia, Naples

1993 Transpositionserme du Buisson, Centre d'Art Contemporainl*Noisie

1992 A Marked Differenbtaatschappij Arti et Amicitiae, Amsterdam, caaings : Saul Ostrow/Peer
Veneman.

Selected public commissions

2006 PlateapUniversity of Pennsylvania & Redevelopmentiuth&hiladelphia, Philadelphie

2004 BikeHous&troom Center for Art & Architecture Den Hgad3&#a
Drink /Slegjhe Jardin des Deux Rives, Strasbourg
GreenHousEentre des livres d’artistes Saint-Yrieuxche, Feance

2003 Living Spacdsstitut des Jeunes Sourds et Aveugles del®¥ARBAM)
Fondation de France & Bureau des CompétencéseMaéseille*
Nomadic Hous&RT3, Valence, prototype collection FNAC, Paris*

2001 BureapArt3, Valence
En Roui&Jniversité Paris 8, Saint Denis
Mobile Display Uniitstitut d’Architecture, Paris, production s€dxes Dépodts
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> pratical information

getting there

metro stations Quai de la Rapée (line 5) or Bastille @imes8},
RER stationGare de Lyon

busn® 20, 29 or 91

accessibility

the exhibition areas are accessible

opening days and times

Wednesday to Sunday 11am to 7pm

late-night Thursday until 9pm

closed December 25th, January 1st and May 1st

admission
full price €6.50
concessions€4.50 (13-18 years, students, full-time anidtsyer-60s).

free under-13s, the unemployed, companions of digisiiters, members of ICOM and les amis de la

maison rouge.

annual pass

full price €16

concessions€12

free and unlimited admission to the exhibitions.
free or reduced rate admission to related events.
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