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INARBEIR.SaVF - -V IoDEEFTOIERLE S Les Couleurs en
Jeu - NI DE BRELTIZHABVELELE.1928F . FLEVYFIC
EENTI NV IF 1958FICT TV RANDBIELIRE, R % #0 S (CHE% 51T
37 —T4RAFTT,
AREIZ.70FZBRABENLFEZTHOPTHL. BICHALHNREL LT &)
EEBELTEYBIFELAE N - NI BEA.ZDI 7T —avEHERIC,
1959 AL ELBHELEM4EDAERAVEEFREZERLTDEET . Z0ES
B . BEROIICEBEZENTIOTRAKL BEREMENAETHILL . HBWIE
AEMOALT77—ELTELRDHDT . VY —RAZLICEDERFIZHREL. BEP
RE.FEBEDTFIT—avERRTIETEEFNELE. COEACES
DADW=ZZALERBHEDOHLBEICHRSIZELIE V- NI ICt>TEDOFREER
ENTIRATHY APHEZLYICEE— L AL LETLTIHETIEESL
YY—-XeHYELT,

AETR. MBOE//7AEPEERROFO—(» 7D biaEY RERETHS
(La Longue Marche (A> % -7 +—%) )X {Lames réfléchissantes (R 517 L —
F(AB)) . EE—LOFHEEZBANVWELELE FL. BREZ7—FP 4>
F7 - FARTLA I R—LZ—ICH B LV 20AFEEZWIZ A/ VY IILAZRDE N
EEEEVEDNS LN IHBETREEELORIMMEZBSVICHkARELE,

The Fondation d’entreprise Hermeés is pleased to present Les Couleurs en Jeu
(Attempts and Colours), the first solo exhibition of work by Julio Le Parc ever to
be held in Japan. Le Parc was born in Argentina in 1928, and has lived and
worked in France since moving there in 1958.

This exhibition focuses on Le Parc's use of colour, which makes a vivid and
lingering impact and has been a consistent theme in his work for more than 70
years. Early in his career, Le Parc began working only with black, white and
gradations thereof, but around 1959 he embarked on a series of works using an
array of 14 colours he had conceived. In this group of works, Le Parc does not
approach colour analytically as in chromatic theory. By treating colours in the
manner of geometric forms or metaphors of variability, he aims to produce
visual vibrations between colours and other effects that actively and physically
appeal to the viewer. By limiting his use of colour, Le Parc was able to more
clearly express variations, rooted in rotation, repetition, and division. He carried
out these experiments in parallel with his creation of mobiles based on motifs of
light and movement.

This wide-ranging survey of Le Parc's art, includes everything from the
above-described early monochromatic paintings and drawings exploring
colour, to well-known works such as La Longue Marche (The Long Walk) and
Lames réfléchissantes (Reflected Blades), and new pieces from the mobile
series. The works are installed so as to utilize the entirety of the Maison Hermes
building, which marks its 20th anniversary this year, including the glass block
facade, window displays, and elevator, encouraging the open-ended
encounters between viewer and artwork that Le Parc seeks to facilitate.
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1959F X EBOHEICERVEHAD . BEERICHEIZLDHELLD
BHL7ANLVLERLFEWELEZ LA > T ROBDORWVEIZTED L
EORBEOHGALEZ2BIETHOTRERE I > AIF . BKEFEOBIC

BREBLLOT EPAEZEEIILIELAN > - SHR.ERALL
TEAREINOOBUAIEDARVWEWIL—LEBASICEL.I5LT
TEHD T2 14BREKLLTELRARWVWY BOEEGO V7T -3y
IKOWTHRARROFAIREUEZRBELTVWI LS ICBbNT,
JalYF-u-muy

Colour

| began researching colour in 1959. | handled colour and form on equal
footing, so as not to fall into mere chromaticism. So, when | speak of
handling colour, | am not talking at all about trying to produce a “warm”
blue painting or anything of that nature. | began using all the colours
instead of focusing on just a few. The colours which | pursued were pure
ones and | did not mix them with black or white. | also imposed a rule on
myself: that | would use no colours other than those | initially selected. The
resulting set of 14 colours was not large in terms of numbers, but it seemed
to contain the greatest possible volume of variation condensed within it.

Julio Le Parc
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HAaEbhE

¥FF . I014E2AV EARICBE®TI1E6r 260 EMLAREDEE
Do THTL VT HMEIIE D IC4BEER BRALTHI, ZLT,
LEEE->TVWRID4EDO LIS HILWABEZENRTHIZ, COFEITHE
THEINEMTLHY . ZINDIFIELEHLEDENERESINT,
Iy amNSBERLERLORAF (RRERLOAF)ICAWSE,
OFMFTREEZERDIILICKRICEHRATEBIIEN TELHELT,
BALI4BLTEELEERAT 72 EANSAEBEREBALE,
T—7EANEZIZL ELONBVIEIESZ<DEAEGLELNBONT,
150! DD DFENLELZMEAELEES Ty aThHIETSL
LES HBAIE2HT 7y YaB1IREEEIFTW i, ZOR—ZF2E,
TRTCOBEHAADLEEHETIICIIIS0EI M BHEL LT,
ELE XV RV %4

Combinations

First, using these 14 colours, | made simple combinations of one or two
colours that move in a horizontal direction. Next, | arrayed sets of four colours
vertically, horizontally, or diagonally. Then, on top of these four colours
covering the entire surface, | superimposed four new colours. This approach
was rigorous and simple, but a wide range of combinations emerged from it.
| applied gouache to small pieces of cardboard and to transparent rhodoid
(non-flammable celluloid). With rhodoid, layering multiple colours produced
atruly diverse array of changes. Next, | invented a small device equipped with
transparent tape that could display all the colours | had selected. By
replacing pieces of tape | obtained an unbelievable number of combinations.
150 years! Imagine | used gouache to produce all the colour combinations
resulting from a single method. At that time, it was taking me two days to
finish one gouache painting, and | calculated that at that pace it would take
150 years to produce all the combinations.

Julio Le Parc
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ZOESICEDTVKE, —2—DDHERICEVT. LWHICELDED
AHETHEIDEWVWIZLICRE LA BFOFTHRLTRLINLDOEHD
TrUI—2avERGRTION’MDOEVNLE T ER AL EM .
HEHREVWSBORRICBVWERZEICEAE S, —D—2 DT Ty a,
MDD LHhDEAEDBICL>TEENZ T D —D—K—# L.
LT BBORTELE 2B DENEEEY - 745 E O BRE
THo7.ZLTA1959EKRICIF. 2O Y7V T - a v DalfedE%2MATS
ANZRLHEEZBD I FAORARICREDEEAEZ LD AT -V
DIETE ERE. EREICE TR E K iF12F/IH OBV BATER
INLOMBIRTEREL. BEL.LRL.SBERTEZ=0HI1CLY
BAP I LYRWRICLE,

SalUF--)Ly

Fascination with Quality

As | proceeded in this manner, | was impressed by how many changes
could be made within each configuration. It brought me joy to imagine
these countless variations going on indefinitely as time advanced. Also, my
feasibility calculations led me to another phenomenon, of indefinite
periods. Each and every one of the tableaux created by such-and-such
a combination of gouaches was, for me, a particular moment that isolated
one freeze-frame of the ever-changing, flowing movement of colours in my
mind’s eye. At the end of 1959, | began to think about mechanisms to
maximize the possibilities of these variations. My research began to involve
actual movement. Proliferation of images, transparency, colour in space,
light... | have reviewed, organized, and expanded all the research | have
been pursuing for 12 years, aiming to make it easily viewable in the best
possible form for presentation here today.

Julio Le Parc
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(La Longue Marche (A> %"+ T+—2)) 3 )L /NI DI4EEZDT 7Y T—2ayDAIEEEICEBLY T L7+ LD
BN AER T 1974FICRICRERLEZIBEOEF—72FEVAEN S ZOMEHEDLE. BT, YA X,
TSRS EROVFUI - avERYILIFTEEL.
VEDDAYTFRADNORDAY T7 AN ER ALY RA BODEDEEV-IEFITERPIKROEHE LT, 141K
ZELES>THERLTVWEET  COLILEREFAOUEICLY BEEHEOBRICIEWALIEIILF—LRLLEE
LEBACOMBEORDRZFZIFTHEVERICE>T V-7V IZBRORE LICTEE ZB0TY,

BRORVWHEHREITNEIAFRTOFELBRICHEVELFMETNICERESHY . ZZTRIEWODL
ABEDRZEZH DEVROFAZHD TWELEL BEZRETEILIA LI RAAIZHKO TV =D TT,
WODHEMNLI00kmDR%E LTEICEYEE . KAELZEY . 77V RICP->THRTC. ZZITIESEA
CEEERALEIEIEBICLRBDTLERBATLE. INZZHFADORWEABDTT , TH.ZORWEHA
PREOBDIEEIHD LT TEHYEEA CORVWEZIEIHEKDOTT  2FN ABOFREDARZT7—,
LObZERRAZTI7—RDTY

JaYF--Ny

40

La Longue Marche

La Longue Marche (The Long Walk) is a monumental work in which Le Parc’s fourteen colours and their possible variations
are given a visible form. Using the first ten motifs presented in 1974, he has developed an infinite number of variations,
varying their combination, number, order, size and medium.

From one canvas to the next, the fourteen colours unfold in fluid, sinuous sequences exploring the visual effects of
superposition, torsion, braiding and imbrication. Because of the way these pieces are made, the organisation of the pictorial
field is quite free of hierarchy. And it is precisely within this structure, with no privileged perceptual centre, that the artist
actively engages the viewer's gaze.

My long walk began when | was a child in a tiny little village. | used to go out to the edge of the village, to
the desert. | always looked out to where the sun was rising, that is to say, to the east. | looked to the other
side, where | could imagine the sea being. | had no idea that one day | would travel a thousand one
hundred kilometres to reach the sea, to cross the Atlantic, to come to France and develop things there.
That is my long walk. But the end of this long walk is not when | die. This long walk will continue. It is then,
a metaphor for the human condition, but a happy metaphor...

Julio Le Parc
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EMRYRF | List of works

77 —FER
Facade intervention

La Longue Marche
ayy-gx—2

The Long Walk
1974-2021

1421 oFELIRVIE{LE=Z LY~
1,421 pieces of colour printed PVC sheets

# 287m*
Approx. 287 m*

BREAM: 2021478290 (K)~10A14H (k)
Exhibited period: 29th July-14th October, 2021

[cover, pp.44-45, p.67]

Sériel4-2 Cercles fractionnés
PY—2X14-2 3EIEh=H

Series 14-2 Fractional Circles
1970-2021

3,280 DB B LIFYIRIE=L—F
3,280 pieces of colour printed PVC sheets

#)528m*
Approx. 528 m*

EREAR: 20214 10A308 ()~ 202241448 (X)
Exhibited period: 30th October-4th January, 2022

[p.3, pp.46-47, pp.64-65]

ILR—Z—FR
Elevator intervention

La Longue Marche

AYY %=
The Long Walk
1974-2021

HELIORVBEZ LY — M TLF A TR AT YLRARF—L
Colour printed PVC sheets, plexiglass, stainless steel

110x 4,455 ¢cm
[pp.42-43]

Cercles en famille en demi-cercle
FEAICRAYY—ZX DM
Circles in Family in Half-Circle

FhHHYY—X15n0.5.3.6.12,11

From bottom: Series 15 no. 5, 3,6, 12, 11
1970-2021

HYTPRITIUIN

Acrylic on canvas

%200x200cm
200 x 200 cm each

[cover, p.20, p.64]

Gamme 1972
&R 1972

Range 1972

1972
Effica5—2a
Collage on cardboard
60x8cm

[p-4]

Feuilles du Dossier Couleur
NF=7+NEDI—F

Sheets of Colour Folders
EEhSHIFIEIC4.5,7,.13,31,53,47,43,34,15,22,27
Clockwise spiral from top left: 4,5, 7, 13, 31, 563, 47, 43, 34, 15, 22, 27
1959-1970

|AHT—<—H— A%

Paper, coloured marker and pencil

#29.7x21cm

29.7 x 21 cm each

[p.6, p.7: 47]

Ensemble Volume-Couleur
TAYa—L(FREEOTIHITIL
Volume-Colour Ensemble

1971-1975

KT UN

Acrylic on wood

85x14x14cm
43x42x8cm
80x12.56x12.5¢cm
56x14x14cm
67x11x1lcm
48x14x14cm
75x14x14cm
37x42x9cm
136x27x27 cm

[p-8]

Série 47 de n°1 au n°14
J—X47 no.1~14

Series 47 from no.1 to no.14
1970

E#Ica7—Ya

Collage on cardboard
30x225¢cm

[p.8, p.12 right]

48

Développement de Double Séquence Série 13
ZEDNY—IIVRADRER YY—-X13
Development of Double Sequences Series 13

LEH5no.1-3,1-4,14-4,15-5,13-5,14-6,12-6,12-7,11-7,11-8,10-8,
;?oi top: no.1-3, 1-4, 14-4, 15-5, 13-5, 14-6, 12-6, 12-7, 11-7,11-8,
10-8,10-9

1970

E#ica5—2a

Collage on cardboard

30x225¢cm

[p-8, p.12 left]

Gamme 14 Couleurs en variation

HEOER Jr)T—ay

Range 14 Colours in Variation

1972

Effica5—Ya

Collage on cardboard

1~6:%67x67cm,7~10:%67x48cm
1-6:67 x 67 cm each, 7-10: 67 x 48 cm each

[p.9:1-6, p.10: 7, 8, p.11: 9, 10]

JalF- SN DF VT4 -4 22— (202157 A14BIRER)
Online interview with Julio Le Parc (Recorded on 14th July, 2021)
33'35"
[p-12]

V.C. Variante

V.C. J7YTVHER)
V.C. Variation
EN1,2,.3-4.5-6

From left: 1, 2, 3-4,5-6
1972

Effica5—a

Collage on cardboard
£58x21cm

58 x 21 cm each

[p.13]

12 Etudes pour Série 23

P —=X23D1HD12DTF2—F

12 Etudes for the Series 23

£ LA BEFEHEY 12n°1-3,n°10-8, n°11-7, n°12-6E, n°13-5E,n°14-4,
n°14-5E,n°13-6E,n°12-7E,n°11-8,n°10-9E, n°1-4

Clockwise from top left: n°1-3, n°10-8, n°11-7, n°12-6E, n°13-5E,
n°14-4, n°14-5€, n°13-6€, n°12-7€, n°11-8, n°10-9E, n°1-4

1971

|ICTTyva

Gouache on paper

£17x17cm
17 x17 cm each

[p.14: n°10-8, n°11-7, n°12-6E, n°11-8, n°12-7E, n°13-6E]

49

Projet Couleur

h7—=7avzsk

Colour Project

£ EABEFEHEY 12n°1,n°3,n°5,n°7,n°9, n°11,n°13,n°15,n°16,n°14,
n°12,n°10,n°8,n°6,n%4,n°2

Clockwise from top left: n°1, n°3, n°5, n°7, n°9, n°11, n°13, n°15, n°16,
n°14,n°12, n°10, n°8, n°6, n°4, n°2

1959

IO Tyva

Gouache on paper

#22x17cm
22x17 cmeach

[p.16: n°7, n°8, n°9, n°10, p.17: n°14]

Série 25 N°1-3 8-10, Série 34 N°1-21-2,

Série 34 N° 1-8 1-8, Série 508 N° 1-8,

Série 508 N° 13-6, Série 54D N° 7-9 14-2,
Série 54D N° 11-13 4-6, Série 500 N° 1-3 8-10,
Série 508 N° 11-4, Série 34 N° 7-10 7-10,
Série 34 N° 1-4 1-4, Série 25 N° 3-5 10-12
EENOEREYIC S Y—X 25 N°1-38-10, Y —X 34 N° 1-21-2,
=X 34N°1-81-8,3)—X 50BN°1-8,3!)—X 508 N° 13-6,
2 —X 54D N° 7-9 14-2, 3!)—X 54D N° 11-13 4-6,

Y —Z 500 N° 1-38-10, ) —X 508 N° 11-4,+Y—X 34 N° 7-10 7-10,
S Y—X 34N°1-41-4,>)—X 25 N° 3-5 10-12

Clockwise from top left: Série 25 N°1-3 8-10,

Série 34 N° 1-2 1-2, Série 34 N° 1-8 1-8, Série 508 N° 1-8,

Série 508 N° 13-6, Série 540 N° 7-9 14-2, Série 54D N° 11-13 4-6,
Série 500 N° 1-3 8-10, Série 508 N° 11-4, Série 34 N° 7-10 7-10,
Série 34 N° 1-4 1-4, Série 25 N° 3-5 10-12

1959

IO Tyva

Gouache on paper

£17x17cm

17 x17 cm each

[p-18]

Mobile 14 Couleurs
EE-IL 148

Mobile 14 Colours

2021

1,456 (£15x15cm) D7 LF S H IR BERXF—LTAY— &R
1,456 pieces of plexiglass (15 x 15 cm each), coated steel wire, metal

578 x173x151cm

4 AINOKO
Production: AINOKO

[p.19, pp.20-21, p.22, p.26, p.65]

Cloison a lames réfléchissantes
RH7L—F 3R

Partition with reflected blades
1966-2005

RF = ABD IR AV TFRIZT 7Y
Steel, 49 blades, acrylic on canvas

277 x252x80cm
[pp.24-25, p.65]



Ondes 110 n°8
#>F(8iK) 110 no.8
Airwaves 110 no.8
1974

N TFRIET YN
Acrylic on canvas

150 x 300 cm

[p-26]

Couleurs Déplacées n°1
BEEL1- no.l

Moving Colours no.1

1972

a7-a

Collage

155x40cm

[p-27]

Couleurs Déplacées n°2
BEEL1- no.2

Moving Colours no.2

1972

aA7-2a

Collage

155x30cm

[p-27]

Série 14-14 Permuté
PY—X14-14 Bt
Series 14-14 Permuted
1970-2020

HYTPRICT YN

Acrylic on canvas

200 x 200 cm

[p-27]

Modulation 1176, 1185, 1186, 1189
EF27¥7* > (£H) 1176,1185,1186,1189
Modulation 1176, 1185, 1186, 1189

2004 (1176) / 2008 (except 1176)
HYTrRITIYN

Acrylic on canvas

%100x100cm
100 x 100 cm each

[Pp.28-29 from left: 1189, 1186, 1185, 1176]

Séquences progressives ambivalentes
BREIAR T2 —o IR

Progressive Ambivalent Sequences

1959-1970

HYTrRITIYIN

Acrylic on canvas

200x200cm

[p-30, p.34]

Séquences ambivalentes
HRTB—/TVR

Ambivalent Sequences
1959-1991

HyTrRITIYIN

Acrylic on canvas

200x200cm

[p-30, p.35]

12 Formes en Contorsion
120FEH#IIR

12 Forms in Contorsion
1971-2019

KM 2R E—%—

Wood, metal, motors
200 x 200 x 20 cm
[p-31]

Segmentos de circulos
ELoLiy

Segments of Circles

1958

BAEIBAYY /T Ty a

Black ink / gouche on cardboard
49.2x30.7cm

[p.32 left, p.35]

Développements de cercles et de carrés
AemAafoRR

Developments of Circles and Squares

1958

BRI

Ink on cardboard

24x24cm

[p.32 second left]

Réels et virtuels
RELRE

Real and Virtual

1958

=k g

Ink on cardboard

24x24cm

[p.32 second right, p. 51 left]

Sur réticule
LT1¥a Lok
On Reticle

1958
EffIcAY

Ink on cardboard
24x24cm

[p.32 right]

50

wr

i

Continuel lumiére boite n°3
EHTB74 bRy Z no.3
Continuous-Light Box no.3
1959-1965

FAMNAM E—2— T FRF v

Light, wood, motors, plastic
93x93x55cm

[p.33]

Mobile
EE-IL
Mobile
2021

3,3601% (£15x16cm) DR T ¥ LRRF—Ik
3,360 pieces of stainless steel (15 x 15 cm each)

532x375x375cm

#1E: AINOKO
Production: AINOKO

[pp.36-39]

Etude pour la Longue Marche
AY S IFx—=o DFHDITFa—F
Etude for the Long Walk

1974

EN v PY
Acrylic on wood

28.5x117cm

[pp.40-41]

Virtual Labyrinthusmuseum
{RABAE AT RE

Virtual Labyrinth Museum
HITROT OV M s DR
Extract from a current project
2021

4KT4TH

4K video

13'06"

FE- B DaT sy
BT AT LY

Creation and music: Juan Le Parc
Production: Atelier Le Parc

[p.51 right]

51

8-88-8

1972
Bffica5—2a
Collage on cardboard
50x32.5¢cm

[p.64 left]

9 au centre
AL TN

9 to centre

1972

Collage on cardboard
Effica5—va
50x32.5¢cm

[p.64 second left]

En quatre

458

In Quarter

1972
E#Eica7—Sa
Collage on cardboard
50x32.5¢cm

[p-64 third left]

Série 58 n°8
+Y—ZX58no.8
Series 58 no.8

1972
Efficas—va
Collage on cardboard
50x32.5¢cm

[p.64 forth left]

Série 29 n°9-8, n°1-14
=X 29 no.9-8.no.1-14
Series 29 n0.9-8, no.1-14
1972

E#fica7—2a

Collage on cardboard

&52x74.5cm
52 x74.5 cm each

[p.64 above: no.1-14, below: no.9-8]
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Artis a political game

Jean de Loisy

“The viewer must not feel subjugated. They are not dominated by my creations, they are on an equal footing.
What is important to me is that they leave the exhibition more optimistic.”

Julio Le Parc

Like an enigma

Anyone living in Paris and interested in contemporary art will probably be aware of the enigma named Julio Le Parc.
Here we have a major artist who for many years has lived and worked only a few miles from the French capital, but who
has been neglected by the art world for decades. Of course this mystery has an initial explanation: Le Parc gambled
with his own fate during an infamous incident in 1972, when the Paris Musée d'Art Moderne offered him a retrospective
exhibition, and the artist, for political reasons that we will see below, refused the invitation after asking his youngest son
to toss a coin.

Le Parc belongs to a generation just after Vasarely's, and-with the exception of Frangois Morellet-I think the silence
he was met with affected his GRAV [Visual Art Research Group] cohorts just as much. Le Parc is not an easy artist, and
the 1972 affair hasn't been forgotten, marking the art world forever. It is not an ungrateful world, but it is passionate
about what comes next. And so at some point we said to ourselves: “This Kinetic or Op Art stuff has already been
exhibited-it's ancient history now.” And, as Julio Le Parc has always had the dignity not to ask for anything, he never
asked-and so he received nothing.

In fact, French institutions lost interest in him after this incident. More or less accursed, despite living near Paris at

Cachan, he nevertheless continued to create and exhibit his work elsewhere, particularly in North and South Americas.

Like many others of my generation, | neglected-or at least misunderstood-his work for a long time. From the time
when we were students in the late 1970s, we held a somewhat clichéd vision of optical art that prevented us from
understanding the political and artistic scope of such work. My generation were sceptical. We came to it later, saturated
by incomprehensible information about these forms. We failed to look beyond their geometry and see the philosophical
and political meanings of these so-called “optical works.” We failed to discern their powers of anthropological
investigation. It is true that in the 1960s we witnessed a veritable tidal wave of geometric abstraction, set in motion by
artists who wanted to flood the public sphere with multiples. We remember the Vasarely posters on billboards that
trivialised this type of work, and led us to see only forms where there was nonetheless a whole world of meaning. For
such works are not merely forms: they influence our perception, affecting us mentally and optically. In the decades that
followed, the focus shifted towards other, more conceptual approaches, or different media such as video, taking us
further away from the research of artists such as Le Parc.

Back to centre stage

It was only during the 1990s and 2000s that Julio Le Parc gradually returned to prominence, finally occupying the
place that should have been his all along. One of the events that led to renewed interest in his work was the Art of Latin
America 1911-1968 exhibition held at the Centre Pompidou in late 1992. Artists such as Soto and Cruz-Diez also
exhibited, and their work differed from the image of Op Art | had at the time. | admired the photographs of Le Parc’s light
installations in the exhibition's black-and-white catalogue. You felt you were in the presence of something important.

Many years later, at the MOCA in Los Angeles in 2012, | visited an exhibition about light that featured one of Le
Parc’s monumental installations. My intuition was right: here was a major artist who had been overlooked for far too
long. MOCA, Los Angeles, 2012 | realised the extent to which his approach-immersion, work on perception and
physical investment-was unique, converging with the same themes as Anish Kapoor, or Californian light & space
artists such as James Terrell. In May 2005 another phase of this “renaissance” took place, with the exhibition of Nicolas
Schoffer's cybernetic art, curated by Serge Lemoine at the Electra Foundation. More recently, in 2011, the second
exhibition at the new Centre Pompidou-Metz, entitled Wander, Labyrinthine Variations, confirmed my impression of Le
Parc when | discovered five large dazzling installations. In fact it is through the curator of this exhibition, Laurent Le Bon,
that | first had the opportunity to meet the artist himself.

Latterly we come to realise that the history of art is being completely rewritten. In recent years there has been much
interest in young, mostly post-conceptual artists, who seemed to bring an additional layer to the history of art. In fact,
during the 2010s all the major exhibitions have offered new ways of approaching recent decades, and it is no
coincidence that such a movement is being re-examined by leading institutions, studied not only for its form but also
for its philosophical and political content. In France | can now talk about Julio Le Parc with Jean-Hubert Martin, Alfred
Pacquement, Laurent Le Bon and many others. Everyone is taking an interest in him, saying: “We let something slip by,
let's take another look.” And it just so happens that it is through the emergence of young artists that we re-assess the
past, since the field of perception is the subject of new explorations. Le Parc is a pioneer in this respect. Let us take
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another look at this source, just as Le Parc makes us take another look at the movements of the 1920s and '30s. This is
why | approached the artist about a major retrospective of his work at Palais de Tokyo in 2013. Curated by Daria de
Beauvais, this exhibition presented all of his work, spread over 2,000 m?. It may not have been a resurrection for Le Parc,
but nevertheless this event marked his return to centre stage.

Beyond forms

So what does Le Parc's work consist of? A form that looks like a form but suggests something else. The intellectual
network, perception, and discovery of eye movements are always in play... So although the viewer of Le Parc’s work
initially has the impression they're contemplating a simple world of shapes, they soon realise that their brain is at work,
arranging and assembling these forms, which emerge as apparitions and suggestions. The viewer must trust the artist.
It is clear that Le Parc renders the traditional role of “spectator” obsolete, and an exhibition visitor ends up truly
participating in the process of the work. In my opinion this is what makes the installation so exceptional.

Eschewing psychology

For Julio Le Parc first seeks to make use of all artistic possibilities: contortions, surfaces-colours, textures,
displacements, mobiles, lights, etc. What dominates this exploration of form is the eschewal of psychology. There is no
question of revisiting-as some do-a lyrical type of painting where the artist would become a character. On the contrary,
Le Parc is a part of what we could call the post-Van Gogh syndrome, as demonstrated by his series of black-and-white
paintings. This is a further step towards the “beauty of indifference” spoken of by Duchamp, who also believed in the
viewer's active role.

Another important reason for this eschewal of psychology is Le Parc's political activism. Suddenly he makes works of
art accessible to everyone. We can grasp onto this and hope to transform the world aesthetically, because this universe
is not restricted to a happy few. Rather, it can truly be shared, as no intellectual shackles prevent us from enjoying the
power of his works. By breaking down social and cultural barriers, the artist achieves a wild dream: absolute sharing.

The viewer as participant

Le Parc has had a life-long preoccupation with art as a common good, and | do not think it relevant to arrange his
work chronologically, placing pieces from the oldest to most recent. Instead, we can try and find moments of
immersion, where the work of our mental processes becomes apparent, along with the political or philosophical issues
involved, such as the transformation of society through permanent action by artists. To what extent does
chronophotography have anything to do with setting things in motion? How does perception create an illusion? And
how does it cause continuous distortions? How is the viewer's eye active?

If we want to understand Le Parc’s work we must tell the story of the active eye through his curious and inventive
body of work. The viewer's body is challenged by the very nature of his works. It is not just a case of shaping a form, for
Julio Le Parc wants us to be both contributors and creators in the world we see. For example, when we walk and cast
a shadow, we are responsible for the shapes we create. The other facet of Le Parc’s work is political activism. For him,
jeu: game in English (en-jeu: attempt in English) is not only entertaining and amusing, it is also coupled with political
awareness. You take part in an “inquiry” game, and must decide which character to aim your ball at, thus making
a choice about your political attitude. By playing the game, you take responsibility.

This responsibility, to oneself and to others, is multiple and mobile. You are responsible for yourself when you walk
through a mirror and look for the meaning of your journey. Is it a reflection? Is it you? Is it further away? In front of you
or behind? This is not about the meaning or essence of the work; the artist is unconcerned by ontology. What is
important is your journey of initiation. When you are in light-filled spaces, you must recompose them with what you are
given. With Le Parc the viewer always has the possibility of rebuilding the meaning of the place they find themselves in,
whether that place be mental, political, or physical. Here lies the consistency: in the artist’s work we remain in charge
of ourselves and our decisions.

Games and politics

Le Parc settled in France for eminently political reasons, including his protests against torture in Argentina and
neighbouring countries. He has always been deeply committed to the transformation of society, particularly with GRAV
in the 1960s. These artists were vocal, not for or against figuration, but against the passivity of a traditional approach
to art. This stance actually changes the role of a museum: no longer there to simply dispense aristocratic knowledge to
an ignorant public, but rather to open its doors to those involved in the creative process. Thus the creation of works is
only possible through the emergence of a community, as GRAV demonstrated by taking art to the most public arena of
all: the street.

57



As | mentioned earlier, the other element which Julio Le Parc has brought to contemporary art is game. This should
be seen as the foundation of all his work, for it is only by playing games that visitors are led to participate, engaging their
bodies and minds. And let us not forget-allow me to insist-that this gameplay has a deeply political meaning: the
visitor's body must ultimately express something that is both intimate and active, namely a gesture. Gone are the old
refrains that heaped praise on virtuoso artists who were treated liked demigods. Henceforward, works are the fruit of
arelationship between an artist and a community who interact on an equal footing.

However, this shift in hierarchy does not mean the artist leaves things to chance. On the contrary, Le Parc is known for
his character, and for having character. When preparing the Palais de Tokyo exhibition, we had to convince him and prove
that an overly chronological or demonstrative presentation would not do justice to his work. It was important-and this is
something to which artists of his generation are less accustomed-to give size and space to his work, by offering exhibition
rooms more capacious than those Julio initially wanted. His humble view of himself and of artists in general was to be given
a new dimension: the aim was not to create an oversized spectacle, but rather to ensure that each piece was experienced
to the full. He listened, alternating between grumbling and nodding approval, and finally agreed to reproduce several older
pieces to the scale of the building. In doing so, he-and his studio-undertook to make this vast space his own.

Sensuality of contortions

| was just saying that with Le Parc we should not be too strictly chronological or demonstrative. In the first instance,
we miss the remarkable coherence of his research, and in the second, we forget the playful aspect. All of his work
explores various research themes that are to be found throughout this book: surfaces, contortions, colour-surfaces,
reliefs, continual mobiles, displacement, light, modulations 1 and 2, twisting, alchemy and so forth.

In Le Parc's world we can take nothing for granted. Misleading perspectives lead you astray, openings lead into
mazes, flashing lights beckon. At times the viewer is in the non-Euclidean geometry of The Lady from Shanghai, and at
other times in front of a simple grey and white painting whose lines need drawing in. A huge, lip-shaped contortion
faces a white wall. In the background four wavy strips seem to play with each other and dance (Form in Contortion over
Thread). The obvious sensuality of this piece proves it would be wrong to talk about cold geometrical abstract art.
The movement of the curved shapes can be linked to a Latin American sensitivity that resurfaces, like the memory of
a tango-two dancing bodies enjoying themselves. It is a radical piece: made out of virtually nothing it spellbinds
nonetheless. Everything is intertwined in these contortions: chance, light, and the surprise of movement, making it one
of the most exciting aspects of Le Parc’s work in my opinion.

Trame altérée (Altered Frame) is presented as a miniature theatre-a teatrino as they used to say in Italy-in the shape
of a box lined with black and white lines that holds a rotating quarter sphere in the centre. This sphere is covered with
dots, creating a never-ending distortion of the reflected image. A mechanism sets it in motion, and this improvised
whirligig rotates indefinitely, with no way of predicting the ensuing optical effect. The viewer of this entrancing sight is
like a child eager to find out what happens next in the story. It's magical.

And then there are the mobiles...

Amongst Le Parc's other works, his continual mobiles are just as fascinating. These are suspended strips, hanging
a few centimetres from a white background, creating an almost organic life form. The small, irregular strips produce a
variety of light-beams that bring to mind a fish, a bird or some sort of creature with a life of its own. You wonder what
kind of miracle can be animating the mobile. Of course, a mechanism is at work, but that does not prevent a sense of
enchantment from making us look at the world differently-especially our own world. Although this piece is
machine-driven, it nevertheless draws its poetry from within us.

This same principle of movement and light gives life to the gigantic Continual Mobile of 1963-2012, which at the
time inspired the design of Paco Rabanne's first dress. On a large wall, light projections are generated with each
passing visitor: the slightest air movement causes a whole galaxy to spring forth.

A little further on, mini-experiments are presented to curious visitors. These include a light bulb with just one
mirrored strip that moves backwards and forwards. A light bulb that projects its filament onto a screen in the distance.
Next is a very beautiful piece (Alternating Lights, 1967-1993) reminiscent of Sol LeWitt's drawings: two projectors cast
oblique lines that cross over each other and are reflected in a mirror on the floor. Nearby is a fabulous little black box
that looks like lights on springs (I have no idea how this is done). When a visitor enters, it seems to me that this makes
the springs move, and a diaphanous Pollock then appears, radiating a web-like lacework of light and shadow. It seems
to be dripping light-something quite unimaginable.

Then we walk across a strange space, a twisted staircase, and arrive in front of the large Spheére rouge (Red Sphere) that
projects light and red reflections in every direction. In it we seem to find something quintessentially Latin American, a spirit
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of al sangre. Yet it is also suspended, delicate and ethereal, and we do not know if it is tragic or flamboyant. Hidden behind
it are the adventures that our inner eye experiences when these reflections are juxtaposed; the adventures of fourteen
colours with this extraordinary work of light made of four coloured sets that blend and create lights and rhombuses. Lastly
comes one of Le Parc's finest works in my opinion: the one used on the poster for the Palais de Tokyo exhibition.

If we continue our visit, we arrive in front of La Longue Marche (The Long Walk). This long walk is that of the retina
faced with the colours of what | believe are fourteen panels placed side-by-side. Everyone is free to re-assemble it as
they wish, either physically or mentally. We try to follow this maze of colours and realise that a long mental journey has
been made by the inner eye.

My dream would be to have a single painting in front of which thousands of people could sit, like in Japan where
people sometimes sit in front of a tree to watch the leaves fall. When we plan an exhibition, we do it the best we can. We
say to ourselves: people will come, stay for a moment, and say to themselves: “That's it, I've understood Le Parc’s
work." But they don't need to know or understand his work, they can feel it. Kinetic art research tends to be presented
as a somewhat cold, distant art form, where we do not experience empathy. Yet it's quite the opposite. Curiously
enough, visitors do feel empathy and stay put in front of several works-for example this large, iridescent ceiling light
with small, luminous strips Continuel-lumiére au plafond (Ceiling Light). Julio Le Parc's works fascinate us like a fire in
the hearth: we feel pleasure watching this perpetual, constantly renewed movement.

A young artist

Public reaction was immediate during the most recent exhibitions at Palais de Tokyo and Galerie Perrotin. Faced
with such an enthusiastic response, we might ask ourselves whether the work has not lost some of its ability to surprise.
Is Le Parc's form of expression really so well-known, so assimilated and outdated? But asking this question is irrelevant,
because what he wants us to do is to create a space that is common to us all. He strives to make works that alert and
move the whole of society. The unanimity that he achieves is a response to his political concerns, namely the sharing of
sensations. Public success is the success of his social conscience.

Although he is now in his 90s he continues to forge ahead. Two things show that the artist is still a very young at
heart: firstly, he does not hesitate to innovate, using 21st-century technology; secondly, he continues to remodel
pieces from his early days, some dating back to the 1960s.

Reproducing works on a different scale, decades later, is one of Julio Le Parc's successful transgressions in the face
of a community which prefers catalogued originals. It doubtless has something to do with his psychology. When Julio
revisits an old project, he updates it. Museums aren't used to this. They are accustomed to exhibiting a work from 1964,
not a work from 1964, revised in 2008, and exhibited in 2013. This means that the work cannot be fetishized. What is
important for the artist is the strength of his artistic and intellectual approach, which can be continued and reworked at
will. In addition, Le Parc's “game works"-these sometimes fragile and rudimentary pieces-are made to be played with
and even broken: “The important thing is the taking part”, he says. “It doesn't really matter if you destroy them.”

But Le Parc doesn't spend his time restoring or recreating his works: he has no qualms about challenging himself,
creating new forms and colour effects. His most recent works, produced using virtual reality, take things a step further. The
viewer, wearing a headset, is suddenly plunged into another world and loses both balance and bearings. As is the case for
other, older works, Le Parc's goal is to instil a sense of doubt-a type of vertigo, where body and mind become disoriented.

Today, many artists work with electronic interactivity. Julio Le Parc manages to transpose his universe into the
digital world, while continuing to tinker with reflections, wooden boxes, pulleys, light bulbs, electrical connectors... The
combination of these two seemingly incompatible aspects-low-tech and virtual-complements and complexifies Le
Parc’s incredible career.

Although electronics are omnipresent in our lives, Le Parc continues his research using extremely simple means. In
doing so, he anticipates today’s technical possibilities. In our automated world, the coldness of machines can be
frightening. In Le Parc's case, there is nothing apathetic about machines, or about his virtual world. His work inspires
trust. It does not stem from outrageously complex reasoning, but from politically-engaged activism.

To seek proof that his work is not outdated, we need look no further than the number of artists in the USA, Latin
America, or UK who refer-more or less explicitly-to his inventions. Even in France, the Palais de Tokyo exhibition was an
opportunity for many young artists to discover his exceptional, almost unprecedented body of work. It's a little like the story
of love. People say: if Plato hadn't spoken of love, perhaps the Arcadian Shepherd would never have spoken about it either.
The concept had to appear for the research to be done, even if we don't know Plato, and even if we don't know Le Parc.

First appearance: Jean de Loisy, JULIO LE PARC - MONOGRAPHIE EXILS 2019: L'art est un jeu politique, Le Canoé & Exils, 2019, pp.9-17.
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Julio Le Parc: An Introduction

Reiko Setsuda Curator

Les Couleurs en Jeu was the first solo exhibition in
Japan of the work of Julio Le Parc.”1 Le Parc was born in
Mendoza, Argentina in 1928, and after graduating from the
Academy of Fine Arts in Buenos Aires, went to France on a
grant from the French Cultural Service in 1958. He has lived
and worked in France since moving there.

Le Parc was inspired by the geometric abstractions of
Piet Mondrian (1872-1944) and the Russian Constructivists,
and in 1958 met with Op Art pioneer Victor Vasarely
(1906-1997). His practice evolved through both individual
exploration and active engagement with other artists,
including collective actions with Groupe de Recherche d'Art
Visuel (GRAV), of which he was a founding member along
with Horacio Garcia-Rossi, Francois Morellet, Francisco
Sobrino, Joél Stein, and Yvaral. GRAV's activities were
concerned with visual investigation, but their primary goal
was to alter the relationship between art and the viewing
public through kinetic works and interactive games,
employing optical illusions and dynamic energy. The group
set forth the theory behind its principles of action in a
manifesto, and works such as Labyrinthe (1963) at the
Biennale de Paris and the public event A Day in the Street
(1966, p.63) questioned the idolization of individual artists,
the exclusive appreciation and possession of artworks by
small numbers of people, and the passive role of viewers,
aiming to engage with society through “open art.”
Meanwhile, Le Parc received the Grand Prize for Painting at
the 33rd Venice Biennale in 1966.

It is challenging to give a brief overview of Le Parc's
activities, which span about 70 years and continue to this
day. Thus, this essay focuses on his exploration of colour,
which he conceived in his early days as an artist, and
includes descriptions of several of his works. With the goal
of offering a broader picture of the artist's mentality and the
reception of his work in France, where he is based, this
publication also contains a translation from the French of
Jean de Loisy's “Art is a political game.” Written after the Le
Parc's solo exhibition at the Palais de Tokyo, Paris in 2013,
De Loisy's essay gives a comprehensive outline of Le Parc's
artistic evolution, while touching on his sometimes turbulent
history with French cultural and artistic institutions, and on
his critical reappraisal since 1990 following group and solo
exhibitions at international art institutes. Also, | conducted
an interview with the artist in conjunction with the exhibition,
and we have presented a video of it at the venue and online,
edited so as to convey his past and present working
methods, from his initial encounters with art to insights he
gained through collective activities.

This exhibition focused on works strongly reflecting the
daily practice that Le Parc describes as “experimentation,”
including explorations of colour and mobiles that capture
light and movement, and aimed to have viewers experience
the artist's unending process of endeavor, experiment, and
play. The exhibition was a wide-ranging survey of Le Parc's
art, from the above-described early monochromatic
paintings and drawings exploring colour, to well-known
works such as La Longue Marche (The Long Walk) and
Cloison a lames réfléchissantes (Partition with Reflected
Blades), and new pieces from the series of mobile works he
has been actively creating since the GRAV era. The works are
installed so as to utilize the entirety of the Maison Hermes
building, including the facade, window displays, and
elevator, encouraging the open-ended encounters between

viewer and artwork that the artist seeks to facilitate.

Early in his career, Le Parc began working only with
black, white and gradations thereof (pp.32-35), but around
1959 he embarked on a series of works using an array of 14
colours he had conceived (p.4). This body of work does not
approach colour analytically as in chromatic theory, but by
handling colours in the manner of geometric forms, i.e.
treating the colour scales he constructed in a geometric
manner, produces patterns on flat surfaces and develops
series through reversals, repetitions, divisions and other
variations.

Le Parc has said of his selection of colours, “I began
with seven colours and expanded it to 10, then 12. | then
found that with 14 colours, | can achieve a sufficient range
of tones, but it is not so many that their handling becomes
overcomplicated. It would become a problem if | tried to
use 28 colours or more, though. With 14, | can distinguish
each shade and rearrange them at will.”"2 As he describes,
the 14 shades are carefully organized by tone and
composed in colour scales most suitable to manifest
colour as an overarching concept, and he continues to use
this palette to this day. Separate colour scales are not mixed,
and single colours are not used in isolation. The 14 colours
are always treated collectively, the arrangements they
produce are always in flux, and thus the term “variability”
can be aptly applied.

“It brought me joy to imagine these countless variations
going on indefinitely as time advanced... Each and every one
of the tableaux created by such-and-such a combination of
gouaches was, for me, a particular moment that isolated
one freeze-frame of the ever-changing, flowing movement
of colours in my mind'’s eye.”*3 This quote gives a picture of
the artist’s approach. Now, let us take a closer look at some
examples of early drawings featured in the exhibition.

Feuilles du Dossier Couleur (Sheets of Colour Folders)
(1959-1970, pp.6-7) shows how Le Parc documents
an array of planes, replacing colours with numbers, and
explores the possibilities of multiple patterns. In
Projet Couleur (Colour Project) (1959, pp.16-17), rhodoid
(non-flammable celluloid) (p.17) is used to superimpose
colour patterns and create an array by sliding them vertically
or horizontally. These works illustrate the basic stance
underlying Le Parc's experimentation while also conveying
the physical dynamics of his thought process, which has
always been carried out as a series of modest, hand-sized
trial-and-error attempts on paper.

In V.C. Variante (V.C. Variation) (1972, p.13) and Gamme
14 Couleurs en variation (Range 14 Colours in Variation)
(1972, pp.9-11), produced as collages of colour paper on
cardboard, we see that the mechanisms by which colours
freely change or multiply are not confined to single pages,
but continually expand beyond the paper’s edges. Gamme
14 Couleurs en variation prefigures La Longue Marche (The
Long Walk), a series that transcends the framework of the
canvas and sequentially connects one motif to another.

In this exhibition, La Longue Marche was presented as
a massive mural with colour sheets covering the building's
facade,” which could also be enjoyed from inside the
elevator through the small display window that are
a permanent feature. When viewed from the elevator, a motif
featured on the facade became frames in a continuous
sequence. These experiences of La Longue Marche differed
greatly from conventional appreciation of works of art, and

62

Le Groups de Rechorcha
d'Art Visuel prisents

i
it
i

il
Ij!
!
[

[ .
i
e
ey

ss;
i
i

presented a metaphor for the variability that Le Parc
pursues, through various points of contact between the
everyday and the viewer.

Notably, the facade encompasses both public and
private space, and from the preparatory stages onward,
work had to be carried out in an environment visible to the
public. Prior to implementation, testing of colour vividness
and compatibility of materials with the facade's glass
blocks were also conducted at the site, which is easily
visible from the Sukiyabashi intersection in Ginza.

La Longue Marche was produced over 12 days prior to
the exhibition, was on view from July 29 to October 14, 2021
and in line with the timing of Le Parc's visit to Japan, was
transformed over the course of 13 days into Série 14-2
Cercles Fractionnés (on view from October 30, 2021 to
January 4, 2022). Depending on the status of the
coronavirus pandemic, the city streets were sometimes
relatively empty and sometimes thronged with people, but it
was highly important that even in this context, the testing,
production, alteration, and appreciation of the work took
place as an extension of everyday life. How was the sight of
installation work underway, and the emergence of the
building-sized work, viewed, or disregarded, or glimpsed
out the corners of the eyes amid the urban landscape of
Tokyo? For those who attended the exhibition, the discovery
of parts the facade motif from the inside reaffirmed the
architectural characteristics of the gallery space, and they
experienced both connectivity between interior and exterior
and the sheer joy of scale that Le Parc's work took on.

Finally, let us look back at GRAV's A Day in the Street.
This event, unfolding on the streets of Paris from 8:00 AM to
11:00 PM on April 19, 1966, was intended as a series of
interventions in the routine of an ordinary weekday. The
program began at 8:00 AM with the handout of gifts to
commuters at the Place du Chételet, and continued with the
interactive assembly of movable structures on a corner of
Rue La Boétie and Avenue des Champs-Elysées at 10:00
AM. At 12:00 noon, kinetic objects that could be entered
and exited were placed and left in public to arouse the
curiosity of passers-by at the Métro Opéra Station
intersection, and so on. The series of urban disruptions,
which changed location approximately every two hours,
wrapped up with the distribution of whistles to people who
had come to see a film on Rue Champollion in the Latin
Quarter at 10:00 PM, and finally with a procession along
Boulevard Saint-Michel from the Seine to the Jardin du
Luxembourg accompanied by light flashes at 11:00 PM.

It need hardly be said that definitions and practices of
art have become more diverse today, and the reactions to
and impact of projects like Day in the Street differ from
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those at the time. However, there is surely a need to continue
making the kind of modest endeavors described in the
GRAV message below. The idea for an artwork covering an
entire facade, the first for Le Parc, who is now 93, seems to
have resulted in an ideal collaboration with an artist who has
always striven for open-ended relationships with the public
and daily life of the city. | would like to close ‘Julio Le Parc: An
Introduction” by quoting this statement from GRAV:

The city, the street are crisscrossed with a network of
habits and actions repeated daily. We think that the sum
total of these routine gestures can lead to total passivity,
and create a general need to reaction.

Into the network of endlessly repeated and reflected
occurrences that are a day in the life of Paris, we will
insert a series of deliberately orchestrated interruptions.
It may be possible, in a way, to bombard the everyday life
of great cities, not with bombs, but with new situations
requiring participation and responses from inhabitants.
Of course, we do not think that our modest endeavor
will be sufficient to smash the routine of a weekday in
Paris. It can be viewed as merely bringing about a simple
shift in situation.

However, no matter how limited in scope, it ought to
enable us to come into contact with a public free from
preconceptions.

Our hope is that this endeavor will bypass the traditional
relationship between the work of art and the public.

Paris 1964-1966

Garcia-Rossi. Le Parc. Morellet.
Sobrino. Stein. Yvaral.

Groupe de Recherche d’Art Visuel

*1  Julio Le Parc's works have twice been featured in group exhibitions in
Japan, in Furansu gendai bijutsu (French Art of Today) (1964) at the
Seibu Department Store Ikebukuro, organized by the Yomiuri Shimbun,
and Kinetic Art (2014) at the Seiji Togo Memorial Sompo Museum of Art.

*2  Online interview with Julio Le Parc conducted by author, recorded July
14, 2021. https://www.youtube.com/watch?v=iARL15ijOhs

*3 Jean de Loisy, “Lart est un jeu politique,” Julio Le Parc, Le Canoé &
Exils, 2019, pp.9-17.

*4  For the facade of the building, 1,421 sheets matched to the sizes of
the glass blocks were used, and the resulting work covered an area of
287 m®. La Longue Marche is usually composed of 10 parts, but due
to the nature of the project, the composition is variable. On the facade
a single motif was rendered in an enlarged form, while in the elevator,
a total of 41 motifs were continuously connected with 16 motifs
repeating, covering a total length of about 45 m (corresponding to the
distance from the basement to the 10th floor). Also, inside the
elevator, mirror-finished blades were installed in front of the small
display window that are effectively adding distortion and motion
during vertical movement. See pp.42-45 for installation views.
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