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JULIAO SARMENTO
FORGET ME

Forgat Me is o lorge squans canvas showing a headiess woman in a black dress. Near har is a quotation from
Michel Foucault about the concipi of trensgression in the work of Georges Bataille. Tha text and the painting
coexist in a complex inerplay botween modes and levels of expression 50 23 to axplore the elusive nature of

expression and of verbal and visual madia

BATAILLE, LANGUAGE AND PAINTING

Julifo Sarmento is an artist who works like a writer of images. Ha prockims it loudly, becatse for him
literature and philosophy are raw matenals 1o be used when he paints, sculpts, films and takes photo-
graphs. Farget Me is part of the series Seeding Bataille (2004-06). Having bean deeply affecied when he
first came across Ma méne in his youth, Sarmento has been thinkng about Batadlle for a long time. He made
a first sanes of photos, Untithed (Batadie) in 1976

Sarmento's work often explicitly references books. For exampie in 2003 he made a series of screen
prints citing book covers, including AMa mdre, as wall as Viadimir Nabokow's Ada or Ardor, Fragments o' un
discows amoureuy [Roland Barthes), Jacgues Lacan's Ecris § and others. Through this act of appropnia-
tion, he has established a precise network of references, since these books, in their own way, ane doorways
into questions such as eroticism, sexuality, kove relationships, the poetry of exstence, our intenos expe-
risnce of the world and of course madness. Thus he has staged his powerful and sustamned relationship
with these books. Each of them struck him like a violent excplosson, shaking up his very @astence and
creating what Bataille called an opening to the "impossible "

In 2003, while visiting a Los Angeles bookstore with Lawrence Weiner —a major figure in Amarican
Conceplual Art—his friend gave him an anthology of essays sbout Bataille in English, including one by
Michal Foucaull, Tha Reading Bataiie senes, which includes exoerpts from this title, was born alew months
latar, But rather than resting contant with a narmow reference 1o Foucault's reading, Sarmeanto explored the
dagrees of mediation that could st between Batailis's work snd the speculstive meanderings that Foucault
allows himsell 10 make from thal stanting point. and botwoen the oniginal text written in Franch and the
English transfation, Sarmento epeaks Franch fieenthy and could have used Foucault’s ongimal text, but used
the English to problematize our perception of language. Here & the English: "In a language stipped of
dialectics, at the hear of what it says but also at the root of its possidwktes, the philosopher ks aowane that
“win aire not evarything'; b learms as well that even the philosopher doas not inhabit the whaole of his lnguags
like a sacrel and perfectly fleent god.™

Thius the question isone of language, of the possibility of expression by a philosopher whao is momentariby
8 post, reaching inmgwossible dogrees of meaning. Doesn’t Foucsult speak, in this sama text, of a *parpetual
passage to dilferent levels of spesch® and “shifts in the distance separating a speakor from his words®
That is exactly what Sarmanto seeks in the multiphcation of the phenomena that mediate betwean a thought,
its intellectual percaption and its visual transcription, Foucault and Sarmento echo one anaother in thalr
intarrogation of the respective languages of the philosophis and the artist, the experience of their imits,
thesir lacunae and their impossibility, The tead is made to domenate the pantang through the simplest graphic
toals —1he binck on white and the erasures and undotinings such as a reader might make in o book. The
most interesting part of the text s the passape hidden by thick black lines, so that it ships vy from our
gaze and our intaligence, like the hidden face of that woman
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THE WOMAN: “FORGET ME. FORGET MY FACE .~

The wornan in a litthe black dress it a recurment figure in Sarmaenta’s work, She populates the Aeading Ba-
ol soros, of course, but is also found in many of his drawings from the 19904, Sha never has a sce and
somatimes her leet are missng as wall, The artist explaing that what he has tried 10 stage is ~the concapt
of Woman,” “the generaluation of the higure ol the fomals. ? This unversal woman (s caught in a dislectic
betwesn presence and absence, both the target of each image and desperately missing, like the charactens
in the wiitings of Maurics Blanchat who are so close and yet so far, ike ghosts in o deoam. This woman is
there, unreachable, next to a 1960s TV set, hor arms dangling but standeng fumiy on her slightly spread legs.

Feeling a need for three-dimensionality and figher density, in the 1980s Sarmento started to transpose
some of his paintings into fiberglass and resin sculptures. Thus the painting Forper Me bacame Forget Me
fwaith Bucket) in 2006. The fullness of this 4’ 7° woman's corporeality dominates the space. A bucket of
honay sits under her, batwesn her legs. With its particularfy strong odor, the honey s like the urine that
could have run down and filled the tin bucket, This sculpture emits an erotic tension. “And all al once,
something incredible happened, a strange swish of water, followed by a tncide and a stream from under
the wardrobe door: poor Marcells was pissing in her wardrobe while masturbating. ™ This time, what wo
hear echoing in this room are Bataille’s words.

In Sarmenta’s work thefe is & constant back-and-forth between the infinite and the imited. Just as he
remains content with a strict utilization of black and white, he works with infinite shades of gray, using
biack pencils and matter to soll the white of the canvas; just o5 he uses the recurrent and repetitive figure
of the headiess woman in a black dress, the often tiny vaniations are what count, separating difference from
repetiton. Sarmento draws on a repenorny of very simple acts that he imposes on his figures, like a catalog
of fragments and situations that he can use compulsively, abandon and reactivale, emphasizing their in-
tentionality. Those acts, carmiod out in the space of a page or & painting, are above al| visual forms. “Trans-
gression [is] the passing of the limit,™* wrote Foucault: these woman's acts are transgressive insofar as
they impose & imit 1o bodies, a imit line appeanng between black and white, the kmit of the dress that
ends standing out against the body, the limit of the guillotine that cleanly cuts off the head and fest

This gquestion of limits is choreographic — Sarmento interrogates the body in space like a sign language.
Oftten citing the work of Pina Bausch (he regrets never having worked with her, he invites us to dream of
a ballet ol women in black dresses against a white background, standing, sitting, losing their balanca,
hokding out their hands, keaning on a table or chalr, extending their arma in front of them or hiding them
behind thesr back. Certain acts — simple, decishe, very strong and precise — could be the contraction points
of a choreography that becomes deaply enigmatic, as if this wem a silent pantomima pregnant with a
complex and ofiginal nammative. With Farger Me, Sarmento stages 4 mute body, & narralve énigma that
becomes amaton
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JULIAO SARMENTO
FORGET ME

LEA BISMUTH

Forget me est une grande tolle carmse, dans kaquelle une femme, sans thte ot vitue d'une robe wr b i Sty TN
nown, apparait sux cotés d un toxte de Michel Foucault sur le concept de transgression dans
I'avuvre de Georges Bataille. Ecriture of peinturn cohabitent "
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duit dans Forget me - « Dans un langage dédialectisé, au carur de ce qu'il dit, mans auss: ben & L ra-
cine de sa possibilitd, ke philosophe sait que “nous ne sommas pas tout” ; mais il apprend que lui-
mdsma o philosophe n'habite pas b totalith de son langage commie un dieu secret et tout parlant ' » i
351 donc question du langage, de in possibiité d'expression du philosophs qui deviendra par momaent
podie, nfteignant des degrés de ssgnification indicibles. Michel Foucault ne parke-t-i pas, o, d'un = per-
pétuel passage & des niveaux diffdrents de parole », de « décrochages dans la distance de l parole &
celul qui pare = 77 C'est exactement ce que recherche Sarmento dans la multiplication des phéno-
ménos de Médalion antre unn PENsss, Sa PArCeption intellectuelis et wa transcription pcturale. Fou
cault ot Sarmaento se répondent en questiopnant le langage du philosophe et celul de Martiste, expé-
rience de ses imites, ses lacunes ot Son impossibilité. Sur la tode, ¢'est avec une grande 6Conomia do
moyens Gue ke texte 5 impose graphiquament, noir sur blanc, avec ses bitfures o1 ses passages sou-
lignés, comme on le ferail sur un lvre. Le plus intéressant dans b texte est ce gui et cachd sous les
épais traits noirs, ce qui se dérobe au regard et A Minteligence, comme le visage caché de cette femme. .

Le personnage de la femme en petite robe nore est récurrent dans Ioeuvre de Sarmento - il peuple la
séne Reading Bataille, mats aussi de nombreux dessing depuis les années 1990, Cette fernme n'a ja-
mais de visage, parfois il lui manque les pleds, L'antiste explique qu'il cherche & metire en scéne le
« concept de la Fernme », « la généralisation de la figure féminine « *. Cette femme unverselle est prise
dans une dialectique entre présence et absence, b la fois point de mire de chaque IMage. Mais sussi
désespdndmant manguanta, i la manidre des personnages de Maunce Blanchot, 1 proches o1 si loin-
taing, comma des spectres vus én risve. Cotte femmae est 1, inatteignable, debout prés d'un poste de
téléivision des anndes 1960, les bras ballants, mais bien campée sur ses jambes kégérement Gcartdes.

Dibs les anndes 1990, certains iablesux de Sarmento donnent ey 4 des transpositions sculpturales
on libre de verre ot résine, répondant b un basoin de indimensionnalité et permattant d°altsndre une
densité supplémantaine. Forger me devient alors Forget ma fwith bucket) an 2008. Par sa présence,
catte femima d° | métre 44 g'imposa dons MNespace, de touls 5 corporéitd. Uin saau contenant du misl
osi placé sous elle, entre ses jambes. Le miel, & MNodeur particulsrement fore, est comme de §'uring
gus durait could B, 5e sersit répandue dans o seau on fier blanc. Une tension drotque se dégage de cettn
sculpture. « |l arriva soudain une chose folle: un bruit o'eau suivi de Fapparition d'un filet pus d'un
ruissallemant au bas de la porte du meuble. La malheureuse Marcelis pissait dans son armoin an
jouissant s ' ce sont, cotie lois, ks mots de Bataille qui résonnent dans la pibce.

Dans Navuvre de Sarmento 8'opdre un va-al-went incessant antra linfir 81 o restrent : de méma
qu’il se contente de I'utilisation stricte du blanc et du nodr, il ouvre sur d'infinis dégradés de gris en sa-
lissant be blanc de & tode 4 Masde de Crayons noirs et d'effets de matiére | de méme qu'il utilise MNimage
récurmento of rdpétitive de ka femmae sans tite 4 L robe noire, ce SOnt ses vanations gestuelles souvent
infimes qui comptent, entre diférence et répdtition. Sarmento travisille A partir d°un répanoire de gestes
triés simplas qu'il impose & ses figures, comme un catalogue de fragments ot de stuations qu'il peut
utiliser compulsnisment, delirsser, IGACINDT, INGELaNT Sur eur iIntenionnalit. Lo geste dtant alors svant
tout una forme visuelle, gui 5" accomplit dans I'espace de la page ou du tableau. « La transgression est
ur eEste qui concermae La limite = ¥, écrit Foucaul : les gestes de ces femmas sont transgressifs dans b
mesure ol it 5" affirment en imposant wune kmite aux corps, imite de la lgne qui apparalt antrs lo blanc
ot be noir, limite de la robe qui se termine en se découpant sur e corps, imite de la guiliotine qui tranche
riirt L tilte ot los peads.

Catto question de La limite est chorégraphigue, I'ariste mtermogn ks coms dans espace Comme un
langage des agnes. Citant tnés souvent I'asuvre de Pina Bausch - il regretia do ne pas.avoir trivaillé avec
ofle -, il nous invite & réver & un ballet de femmes en robe noire sur un fond blanc, debout, assises, per-
dant I'équilibre, tendant la main, s"appuyant contra una table ou une chise, dlandan! ks bras ou de-
vant d’elles ou les cachant dans leur dos. Corains gestes - simples, décisifs, trés marqués, d'une
grande précision - seralent des points de contraction d'une chorégraphie qui tendrait & devenir pro-
fondément dregratique, comrme 5l 5o jound i une pantomime silancieuse, plasne d'une narmilion com-
ples, onginalie. Sarmento, svec Forger me, Met on SOANE UN COMS MUtKUE, LN Snigme narrative qul

dmaotion.
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