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L’animal est l’élément central autour duquel gravite le travail artistique d’Ariane 

Michel, qu’il soit saisi  dans un environnement naturel, des paysages ou des vil-

les, qu’il soit relié, associé ou confronté à  d’autres présences, animales ou 

humaines. Ici, un chien errant dans un paysage dévasté aux lendemains  de 

fortes inondations (Après la pluie), là un groupe de morses au repos, sur la 

berge, à peine perturbé  par le passage d’un bateau au lointain (Sur la terre), 

ou bien encore une chouette, posée sur un arbre  aux abords de la place de 

la Concorde, observant le trafi c routier de Paris la nuit (Les yeux ronds) ou  en-

fi n un groupe de chercheurs lors d’une expédition scientifi que au Groënland. 

Cette spécifi cité des  fi lms d’Ariane Michel révèle en grande partie leur singu-

larité, puisque nature, paysage, présences  humaines ou animales sont ici coor-

donnés par l’animal, qui en détermine la possibilité. Cette exigence  n’engage 

donc pas un jeu de variations autour des animaux, entre anecdote et incon-

gruité, dans des  récits renouvelés par des contextes et des situations nouvel-

les : elle impose un plan de construction à  l’artiste, qui doit chercher à tra-

duire, avec des techniques d’enregistrement, de montage et de diffusion,  

l’étrangeté de l’animal, porteur d’un monde face à au nôtre.  On l’aura compris, 

le point de vue retenu par Ariane Michel interdit le recours à toute ressource  

anthropomorphique et ne peut donc prétendre à la construction d’un quelconque

récit de la vie animale,  comme à toute évaluation de l’intelligence animale. 

Tout l’enjeu de ce travail, au contraire, consiste à  trouver des points de rac-

cord, des fi gures de passage entre des mondes, par la médiation de l’image et  

du son, afi n que le monde animal, devenu si radicalement étranger au nôtre, 

puisse de nouveau  s’articuler avec lui au gré d’une « entente involontaire » 

(pour reprendre les termes de Claude LéviStrauss).  Les fi lms d’Ariane Michel 

engagent donc une expérience dont les conditions de possiblités sont  singuliè-

res. Sur un plan technique, tout d’abord, cette expérience doit beaucoup aux 

fi lms d’observation  : la caméra et le micro y fonctionnent comme des pièges 

tendus à l’imprévu et au hasard. Les appareils  de captation y sont donc utilisés 

comme des appareils de capture et la durée des enregistrements n’y est  jamais 

fi xée au préalable. On attend toujours un miracle, qui peut-être ne se produira 

jamais. Mais qu’importe, au fond, car l’attente et l’écoulement du temps sont les 

conditions et peut-être même les  qualités nécessaires de cette construction, 

car le piège n’est pas un appareil de capture tendu à l’animal,  il est un outil 

de mesure du temps qui confère au fi lm son rythme et sa durée.  L’effet de 

cette articulation spécifi que entre capture et captation est donc immédiate-

ment sensible sur le  plan narratif.  Au «il était une fois...» (la vie des animaux) 

de la fable anthromorphique, se subsitue  donc, dans les fi lms d’Ariane Michel, 
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un «il y a» (le monde animal), qui marque à la fois une présence  singulière de 

et à ce monde. Ce glissement d’une formule impersonnelle vers une autre impli-

que deux  constructions distinctes du récit. «Il était une fois...» marque le préa-

lable d’un point de départ à tout  récit, et laisse entendre un rapport de cau-

salité linéaire entre les différents éléments convoqués par la  narration. Le «il y  

a» d’Ariane Michel marque un état des choses et ne présuppose aucune hié-

rarchie  entre les éléments répartis dans l’espace et le temps. La perspective 

offerte par cet état des choses ne  supprime pas cependant toute possibilité offerte par cet état des choses ne  supprime pas cependant toute possibilité of

de narration, elle en dispose les éléments sur plan un  horizontal : tout est 

déjà-là, livré dans sa complétude et sa fi nitude, le monde est immanent et ses  

possibilités d’actualisation, enregistrées par les appareils de captation, sont 

entièrement ouvertes.  Cette différence sensible entre deux appréhensions du 

monde joue sur deux plans supplémentaires. «Il  était une fois» suppose l’exis-

tence d’une instance narrative qui prend en charge la responsabilité du récit  

et offre une lecture du monde : il faut une voix pour raconter l’histoire et don-

ner un sens à la suite des  événements. À l’inverse, «il y a » fonctionne sur un 

mode constatif, et prend le parti de montrer un  monde dont l’histoire ne se 

raconte pas, de laisser entendre son bruissement et son étrangeté.  Mais il ne 

suffi t pas de placer son dispositif de tournage dans un lieu donné, de mettre 

les machines en  marche, de lancer l’enregistrement et d’attendre l’épuisement les machines en  marche, de lancer l’enregistrement et d’attendre l’épuisement les machines en  marche, de lancer l’enregistrement et d’attend

physique ou la panne technique pour  atteindre un monde dans son immanence. 

Tout choix pratique, dans cette entreprise artistique, est précédé d’une décision ra-

dicale sur le plan esthétique. La question première, et la plus diffi cile à  résoudre, 

étant alors la suivante : comment s’inscrire dans cet «il y  a», comment intervenir au 

sein de  ce monde sans en perturber ou en modifi er fondamentalement les lois ? À 

cette interrogation, Ariane  Michel répond de manière très directe, et selon les 

nécessités de ses fi lms évoque différentes solutions.  Au Groënland, fi lmant ces 

morses qui dorment sur la banquise (Sur la terre), elle dit avoir essayé de  de-

venir une pierre, l’attente n’était ici payée en retour que par la disparition ou l’ef-

facement. Pour Les  Hommes, fi lm réalisé à l’occasion de cette même expédition 

scientifi que au Groënland, elle met à profi t  son statut de clandestin sur le bateau scientifi que au Groënland, elle met à profi t  son statut de clandestin sur le bateau scientifi que au Groënland, elle met à profi t  son statut de clandesti

comme à terre : ni scientifi que, ni animale, ni végétale, elle  dispose d’un rapport 

d’étrangeté total aux mondes en présence : cette étrangeté constituera l’es-

sence  même de son travail artistique... Mais il faut encore que ces positions de 

principe trouvent des  traducteurs : Ariane Michel fi lmera à hauteur d’animal, ne pro-

noncera jamais le moindre mot, ne  laissera jamais entendre sa présence... Conditions 

nécessaires pour qu’une écoute soit possible et que  la caméra se focalise sur le 

jeu des présences, leur proximité, leur éloignement, l’échange de regards et  la 

tension qui émane nécessairement de leurs rencontres.  La volonté de toucher l’«il y 

a» s’accorde donc des formes de neutralité, même si elle ne peut prétendre  au a» s’accorde donc des formes de neutralité, même si elle ne peut prétendre  au a» s’accord

neutre. Le travail d’Ariane Michel ne tend, en aucun cas, à l’adoption d’un dis-



positif de captation  continue, telle que la vidéo surveillance en permettrait par 

exemple les possibilités techniques. Car ses  fi lms, si ils n’épousent pas les struc-

tures d’une narration classique, ont besoin d’une construction  narrative. Et si les 

opérations de captation du monde sont toutes porteuses de potentialités en ce 

sens,  c’est parce que Ariane Michel les mobilise en association avec un élément 

dramatique récurrent, leur  offrant un cadre où elles gagnent en intensité : dans 

le monde animal tel qu’il est, l’artiste cherche à  produire ou à suivre une intru-

sion – qui fonctionne, au fond, en relais à sa position de fi lmeurenregistreur. Cette 

intrusion est sujette à variations : tantôt une chouette arrive dans une ville, et c’est  

alors la présence animale qui vient troubler l’organisation humaine ; tantôt c’est 

une expédition qui vient  accoster aux rives d’un continent sauvage et déserté par 

l’homme... mais toujours, à l’intermédiaire des  deux mondes, l’artiste, jeune femme 

saisie dans un devenir animal, qui tente de produire, munie de ses  appareils de 

capture et de captation, une zone de contact. Elle cadre l’image, oriente le micro. 

Elle  montera, ensuite, ces images et ces sons, accomplira d’autres opérations de 

sélection, encore. Ces  découpes et ces agencements, ces prises de formes, réalisent 

le passage d’un mode essentiellement  constatif (il y a) à un mode nécessairement 

performatif (le récit d’un il y a) : elles construisent une  réalité intermédiaire, celle performatif (le récit d’un il y a) : elles construisent une  réalité intermédiaire, celle performatif (le récit d’un il y a) : elles construisent une  réalité inter

d’un fi lm comme tentative de raccord entre des mondes. Dans le projet qud’un fi lm comme tentative de raccord entre des mondes. Dans le projet qud’un fi lm comme tentativ ’elle 

a réalisé pour Bâle, Ariane Michel déplace une nouvelle fois le cadre de son  

expérience. Il y aura bien un fi lm, et ce fi lm, encore, se situera à l’intersection de 

deux mondes, pour  tenter de nouveaux raccords entre l’animal et l’humain. Mais 

il y aura aussi une performance, qui d’une  certaine manière redoublera le fi lm et 

viendra créer un trouble supplémentaire, proposant au spectateur  de devenir 

acteur. Jeux de regards et co-présences, tensions démultipliées... plus que ja-

mais, cette  assertion de Maurice Merleau-Ponty y résonnera pleinement : « Un 

champ d’espace-temps a été  ouvert : il y a là une bête ».        



The animal is the central element in Ariane Michel’s work – whether caught 

in its natural environment, in landscapes or cities, or in connection, relation or 

association with other animal or human presence. It appears under the guise 

of an errant dog in a desolate landscape after a devastating fl ood (Après la 

pluie) or a group of walruses relaxing ashore, undisturbed by a passing ship 

in the distance (Sur la terre), as an owl perched on a tree near Paris’s Place 

de la Concorde observing the night traffi c (Les yeux ronds) or, conversely, in 

a confrontation with a team of researchers on a scientifi c expedition to Green-

land. This particularity of Ariane Michel’s fi lms, where the animal coordinates 

nature, landscape, human or animal presence, whose possibility it thus determi-

nes, denotes to a large extent their singularity. But this requirement, instead of 

inducing playful variations on animals, cast between anecdote and incongruity 

and voiced in narrations reiterated by new contexts and situations, imposes a 

construction plan on the artist who is urged to translate, with the help of re-

cording, montage and projection techniques, the strangeness of the animal as 

a representative of a world facing ours.

The point of view Michel adopts in her fi lms evidently prohibits the exploi-

tation of anthropomorphic resources and is hence ineffectual in positing the 

construction of whatever narrative on animal life – or an evaluation of animal 

intelligence, as it were. The whole point of Michel’s work instead consists in 

making out connecting points – transitional fi gures between different worlds 

– using the mediation of image and sound to the effect that the animal and the 

human world, which have become so radically distinct, may again articulate 

themselves according to an “involuntary understanding” (in the words of Claude 

Lévi-Strauss).

Ariane Michel’s fi lms thus involve an experience whose conditions of possibility 

are unique. On a technical level, fi rst of all, this experience owes a great deal 

to nature observation fi lms, with the camera and microphone operating like 

improvisational and chance traps. The recording, or “captation” devices are in 

fact used as “capturing” devices, while the length of the recordings is never 

preordained. One always waits for a miracle, though it might never happen. 

But more importantly, the wait and the passing of time are the very conditions, 

if not the necessary qualities of this construction, since the trap is not a captu-

ring device turned against the animal but a measuring tool dictating the rhythm 

and duration of the fi lm.

This specifi c articulation between captation and capture has a direct and ob-

vious impact on the narrative level. In Ariane Michel’s fi lms the familiar allegation 

that characterizes the anthropomorphic fable, “[Once upon a time] there was...” 

(the life of animals), gives way to the assertion that “there is” (an animal 

world), which marks both a unique presence of and in relation to this world. 

The shifting from one impersonal formula to another implies two distinct narra-

tive constructions. “There was” marks the aprior of a point of departure to any 

given narrative and insinuates a linear causal relationship between the various 

“There is”

Ariane Michel, 
by Christophe Kihm,
may 2007



elements summoned up by the narration. Ariane Michel’s “there is” in turn marks 

a state of things without presuming of a hierarchy between the elements ali-

gned in space and time. Yet the perspective proposed by this state of things 

does not entirely suppress the eventuality of narration, but simply distributes 

its elements on a horizontal level: everything is already there, conveyed in its 

completeness and fi nitude; the world is immanent and its possibilities for actua-

lization, recorded by the captation devices, are unlimited.

This sensitive difference between two apprehensions of the world manifests 

itself on two more levels. “There was” presupposes the existence of a narrative 

instance taking responsibility for the story and offering a reading of the world: 

there has to be a voice telling the story and investing the unfolding events with 

meaning. “There is”, on the contrary, functions on a constative mode, choosing 

to show a world whose story cannot be told by simply making its rustle and 

strangeness audible.

But in order to grasp the world in its immanence it’s not suffi cient to set up 

one’s fi lming device on a given spot, run the machines, start recording and wait 

for physical exhaustion or a technical failure. Every practical choice in this 

artistic endeavour is preceded by a radical decision in aesthetic terms. The 

fi rst question, then – and the hardest to resolve –, is how to inscribe oneself in 

this “there is”, how to intervene within this world without disturbing or funda-

mentally modifying its laws? Ariane Michel answers this interrogation in a very 

straightforward way, and depending on the requirements of her fi lms, resorts 

to different solutions. In Greenland, fi lming these walruses dozing off on an 

ice fl oe, she says she tried to literally turn into a stone; the wait in this case 

being repaid only by disappearance or self-effacement. For Les Hommes, shot 

during the same trip to Greenland, Michel put to advantage her status as an 

alien passenger – both on the boat and on the ground. Pertaining to neither the 

scientifi c nor animal or vegetal world, her relationship with the worlds at hand 

was marked by a distinct strangeness; this strangeness would hence become 

the essence of her work... But such principled positions require translations: 

Ariane Michel keeps her camera at eye level with the animals, never comments 

nor lets her presence become palpable... These are essential requirements if 

one intends to enable close listening and let the camera focus on the interplay 

of presences, their proximity and distance, their exchange of glances and the 

tension that is bound to emanate from their encounters.

The resolve to touch the “there is” thus acknowledges the forms of neutrality, 

even if it cannot pretend to become neutral. Ariane Michel’s work never tends 

towards continuous recording, for which devices such as surveillance cameras 

could provide the necessary technical means. For although they deviate from 

classical storytelling, her fi lms nevertheless require a narrative construct. The 

fact that all the operations of “catching” the world bear potentialities in this 

regard can be inferred from the artist’s decision to employ them in association 

with a recurring dramatic element, providing them with a framework in which 

they gain intensity: Ariane Michel seeks to produce or to follow an intrusion into 

the animal world as it is – an intrusion which actually functions as an interme-



diary of her position as fi lmographer/recorder. This intrusion is subject to varia-

tions, taking the shape of an owl in a city, whereby it’s the animal presence 

that disrupts human organisation, or of an expedition docking on the shores 

of a barren and deserted continent... But at the intersection of both worlds in-

variably stands the artist, a young woman caught in a becoming-animal, who, 

armed with her capturing and captation devices, tries to produce a zone of 

contact. She frames the image, directs the microphone. She then proceeds to 

edit these images and sounds, making more choices, over and again. These cuts 

and arrangements, these shapings effectuate the passage from an essentially 

constative mode (“there is”) to a necessarily performative mode (the story of 

a “there is”), constructing an intermediate reality – the reality of the fi lm as an 

attempt to link worlds.

In Screenings, her project for Bale, Ariane Michel again shifts the framework of 

her experience. There will be another fi lm, and this fi lm, too, will position itself 

at the intersection of two worlds, trying to establish new connections between 

the animal and human world. But there will also be a performance, which in a 

way will redouble the fi lm and create an additional disturbance by proposing 

spectators to become actors; a play of glances and co-presences, multiplied 

tensions... More than ever, Maurice Merleau-Ponty’s assertion that “a fi eld of 

space-time has been opened: there is a beast” will take its full meaning.

























The circumstances surrounding a shoot remain distinctively imprinted on the fi lm. 

And even more so in the case of what are called documentaries, a genre with 

blurred boundaries, because the person or people commissioning such a fi lm 

have another overlapping factor to contend with: the imperative of otherness. 

An otherness peculiar to the worlds being fi lmed and their kaleidoscopic reali-

ties. Talking about the origins of Les Hommes, Ariane Michel refers to the occa-

sion in an interview. Seizing “the amazing opportunity of a scientifi c expedition 

setting off to explore eastern Greenland on board the “Tara V” (formerly the 

“Antartica”), she joined up “with a bunch of naturalists bound for those wild 

shores to make a list of the species found there”. There is nothing anecdotal 

about any of this, because these precise details link two distinct methods to-

gether, as dictated by necessity.

On the one hand, the methodical seriousness of a team of scientists and the 

lengthy preparation entailed by such an adventure. Journeys like this start at 

the quayside, well before the voyage commences. And while patient premedi-

tation cannot tone down or dull vagaries (the ups and downs of the voyage 

itself), at least it can come up with some kind of preconceived idea, an a prio-

ri, a fi xed setting, and a viewpoint secured fast against hell and high water.

On the other hand, there is the fi lmmaker, ready to let herself be borne along, 

like some stowaway, alien to all manner of preordained project. This is why 

the two systems of logic here present are foolproof. The scientifi c expedition 

is forever being appraised. The fi lm-maker, conversely, has invariably already 

disembarked, unhampered by any prior mission. Her fi lm does not “cover” the 

expeditionary corps and, from the very outset, the boat and the people on it 

are aliens. Ariane Michel’s departure may have come to pass by chance, but, 

likewise, the fi lm-maker elected, on her arrival back at square one, to remain 

like an extra piece. “Alone with my camera and a sound-recording system of 

my own making on it, I found myself in the position of a free electron, moving 

around the expedition on foot or thanks to the mariners who took me on an 

infl atable dinghy when they were available”, she explains.

When divided and separated from this expeditionary corps, what gesture is 

left for fi lm to make? There are two possible stances. Either, like an alternative 

harvest to the one made by the scientists, it samples images of the port that 

is the destination. It shoots sequences, and copiously enlists the beauty and 

the striking unusualness of those places, the way scholars deal with their bo-

tanical specimens. In a word, the stowaway becomes a smuggler, making the 

most of the journey’s exotic dimension, in spite of everything. The temptation, 

true, is great. In their extreme affi nity with images, are deserts, as metaphors 

of the image itself, not refl ections of the blank page, and areas were anything 

can be printed? It is, incidentally—and the end of the fi lm reveals this in a 

whisper, as if what were involved was a secret—traces of a powerful old 
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human community that the team members are seeking. Or, and this is the de-

cision made, the fi lm unfurls a fable. What fable? The fable of a lookout. Free 

of violence, fl oating on the edge of the fantastic. But to better appraise what 

this lookout contains, we should return to the equipment. No illusory naivety 

here: in reality, for Ariane Michel, the idea of fi lming a confrontation between 

man, animals and sweeping nature existed well before the “opportunity” of the 

Tara V’s voyage. This latter was just one of the possible forms offered to the 

execution of the project. Otherwise put, the fi lm is a prospective one. And it is 

from this open-ended arena of possibilities, echoed by the available expanse 

of blank desert, that the fi lm can allow itself to be on the watch without gi-

ving in to the paralysis of the guard, and become a free sentry of the object 

of expectation.

Let us try to be specifi c. The act of contemplating, in which we wrongly risk 

including Les Hommes, is not the act of a lookout. If contemplating entails the 

experience of a dissolution of the observing subject, like the great landscape 

fi lms of James Benning, being on the lookout, on the other hand, is like an 

eye’s gaze, honed by a viewpoint. But there is nothing of this here. There is 

“nobody” behind the camera, the lookout does not draw, in the negative, the 

basis of a stable viewpoint, skipper or leading light as subject. What then? 

The fact is that what is looking has no eyes. This paradoxical lookout, wi-

thout any way of aiming (unlike the gun brandished for a split second by a 

scientist, less a weapon than a symbol), is clearly expressed by Ariane Michel 

thus: “...the viewpoint of the fi lm sought to lodge itself in the world of stones 

and creatures”. This tiny viewpoint, if we can so put it, is not new in her work: 

her earlier fi lms were informed by an animal polarity. After the Rains (2003) 

focused on the wanderings of a stray dog. Horse Dream (2004) followed the 

anxiety of a galloping group of horses, ears erect, listening for threats borne 

on the wind. On the earth (2005), acting as a prologue, in her own words, to 

her latest fi lm, let walruses, idly moving blocks of stone, dream before our eyes. 

Unlike the usual animal style, well removed from scientifi c observation and an-

thropomorphic drama which, in an authoritarian way, assign everyone to their 

place, these fi lms took a path of passiveness, an animal pathos. Films that are 

not merely humble, but removed, made in a spirit of solidarity with a humility 

where the protagonists’ silence might be a statement. In Les Hommes, animals 

are rarer, but this is because they belong to a much wider composition. They 

are caught on a generic canvas which they regularly punctuate in the manner 

of typographic signs (whence these walruses which plunge and then return 

to the surface, and whence the cursive fl ights of birds). The fact is that animal 

complicity gives way to another more undefi ned form of solidarity, a fraternity 

with “lower realms”, as Genet put it. Whence this blindness, which we might 

describe as mineral. It is not so much a matter, here, of ground-hugging shots 

or shots from below which only poorly mimic the blindness of a hypothetical 

earthbound eye. Trying to “become lodged in the world of stones”, as Ariane 

Michel roundly puts it, is something else. Rather than trying to be a stone one-



self, and positing and hewing out a viewpoint, it is the act of inventing as 

much. Letting it grow, like a plant, in an in-between space. An interval, othe-

rwise put, of intercession. Such a viewpoint captures nothing, grasps nothing: 

it intercedes on behalf of what it contemplates. This sort of lookout consists 

less in controlling the certainty of the prey’s arrival than in unfurling the vacant 

expanse of the expectation thereof. This is why the appearance and develop-

ment of people do not bring in or wind up any suspense, or fi ll in the spaced-

ness opened up by the fi lm in its very fi rst shots. This is also why the fi lm does 

not make more of a whole with the polar ground, any more than it becomes 

one with the expedition. It is forever secreting itself, and gradually offering an 

insular matter, a smallish island moving on terra fi rma.

Such an inchoate viewpoint, a ceaseless birth with its end forever postpo-

ned, can be compared, as we well know, with the dreamlike experience. In 

the dream, a subject (in truth, just “something”), blind to itself, is experienced, 

measured, and amazed, taking pleasure in or being scared by its consistency. 

There is a subtle nuance here: no scare, no drama. Despite the movements of 

the clouds, the boat’s wake and the men’s frantic criss-crossing, there is a fl at 

calm. It is the dream of an available origin, but one that is as evanescent as 

the initial disappearance of this polar bear on the white backdrop of pack ice. 

By the same token, the encounter related by this dream is striking: between 

what is not known about and those who know, between what looks without 

seeing and those who peer, between what is barely opened up and those 

who take samples and give names (whence the baptism of the plant list). 

A dream not of a return to origins, but a narrative of a continual genealogy 

between “the world of stones” and the world of men.

What links them, needless to add, is less image (this particular one encom-

passes and accommodates, in imperious indifference) than sound—or rather 

voices, in a continuity leading from Echo to Narcissus. For here everything exer-

cises voices. The ship (it is still important to itemize the sound of the engine, 

as distinct from the sound of the masts and the hull...), the sky, the water and 

its backwash, the pack ice, the animals, the pebbles, men too, their footsteps, 

their gestures as much as their babbling. But without this running meaninglessly 

aground, they are songs, more than anything. Which, were it necessary to trans-

late them, would probably speak the contradictory language that William Car-

los Williams lends to a Greenland character: “So, opening up the way for them, 

in this ice, it’s up to them to follow me—their servant, despite myself. Forced 

to follow, all the same”. Master and servant, initiator and second fi ddle, guide 

and prey, this is turned inside out, rebelliously; it patiently dissolves the Mal-

larmé-like suspension of an image’s eternity, and then ventures into the cantons 

of an existence freed from the authority of men’s knowledge.

Translation: Simon Pleasance





What is the genesis of this fi lm ?

After shooting some short-fi lms presenting lone ani-

mals in natural surroundings they are more or less 

familiar with, I wanted to fi lm the meeting of the 

man and the beast amidst a truly vast and wild 

landscape. And so, I was offered this great op-

portunity : I could join a scientifi c expedition that 

was about to go and explore the eastern part of 

Greenland on board of the ‘Tara V’ (ex ‘Antarctica’). 

Naturalists were going to travel up and down the 

wildest of the coasts to make a census and count 

the species. Not only was an encounter about to 

happen, but gently since it carried the dissonance 

of an unnatural scientifi c act. In the order of things, 

men are predators, hunters, but here they will only 

be observers.

Where does “Les Hommes” lie in respect to “Sur la 

terre” (2004), which was based on that same na-

turalist expedition to Greenland?

“Sur la terre” was created independently, as a vi-

deo-piece to be installed in an exhibition. But it 

could almost be considered a prologue. It set the 

motives (the beasts, the earth, a ship full of hu-

mans), the point of view (nature is the main cha-

racter), and raised the question of the passage of 

men. But where “Sur la Terre” was solved by a 

merely metaphoric exchange (the ship was only 

passing by), “Les Hommes” offers a truer, proble-

matic confrontation: “Men are coming, here they are, 

and then...”. This new movie – that I shot and from 

which “Sur la terre” comes from – intends to adopt 

a present time, to test the question raised by men’s 

presence, and to develop it almost indefi nitely in a 

temporality close to that of the stones.

What about the conditions of shooting with the 

crew of the GRAE (Group of Research in Arctic Eco-

logy)?

Alone with my camera on which a sound recording 

system had been added, I was like a free elec-

tron wandering around the expedition, walking or 

sometimes being driven thanks to the sailors who 

gave me a ride me on their zodiacs when they 

were available. The scientist briefl y told me about 

their daily schedule, and I just followed where 

they went. Then I tried to precede them. But I be-

lieve that the more interesting thing was the phy-

sical relation created by this system: I hunted their 

trajectories down, always thinking I had to be the-

re before them; I had to anticipate their moves to 

make them fi t into still frames, the camera being set 

on the fl our. I had to call out a kind of space and 

animal intuition I am not familiar with. In fact, I fi l-

med them as I would have fi lmed animals, without 

words, like beings I ignored but about which I in-

tended to know everything by the simple observa-

tion of their moves.

‘Les Hommes’ can be seen as an animal documen-

tary, but appears more like a mythical story, a fan-

tasy movie, a drama..

In this fi lm, animals are milestones. We hardly see 

them, but they frame our glance. They set life on 

the Earth, and they disappear. I wanted their pre-

sence to spread off-camera and to move behind 

the camera-- right where the spectator stands. And 

so, the present time of the fi lm, loaded with their 

perception, becomes the present of place we are 

not in, the present of some kind of earthly soul, 

alien to us. This might be the source of the feeling 

of fantasy raised by the fi lm. Anyway, that’s what 

I tried to create.

How did you work out the editing of the fi lm and 

the articulation of the shots with all the takes?

I thought the editing out in a narrative concern in 

terms of fi ction. It aimed at installing special re-

lationships between places, things and men, in a 

continuous time. I tried to weave an almost uninter-

rupted fi ctional thread linking two times: the be-

ginning of the fi lm, when men are a weird, worrying 

and quasi-abstract rumour; and the end when hu-

mans, completely integrated by the landscape, melt 

in the stones and the wind. Between these two 

poles, the look we cast on men dramatises their 

presence. When they fi rst appear they are only fi -

gures we don’t really understand, getting closer to 

the beast with guns and tools, they are disturbing. 

Then we notice that they merely move, we detail 

their strange movements, we get closer to them and 

we understand them little by little. Until we are 

so close that we can clearly hear what they say. 

Then, we integrate them. The narration was already 

outlined before the editing. The places of the takes 

in the fi lm were determined by their emotional qua-

lities and by the nature of their perception of men. 

Each moment obviously had to be necessary for 

Interview with Ariane Michel
on the fi lm Les Hommes

recorded by Olivier Pierre for the 
journal of the FID Marseilles 2006.



what preceded and what followed. In this fi lm, the 

landscapes and stones are considered as charac-

ters. For me, they look and communicate. The fi lming 

tools I used with the places and the animals are 

usually used for shooting humans only.

The images of nature, the colours and the sounds 

also act for themselves on the spectator, what 

creates an abstract fi lm.

Yes. The colours and the expressive qualities of the 

landscape also guided the editing of the fi lm. The 

narrative evolution is also a plastic story. The fi lm 

starts in a universe of stillness, icy white and foggy, 

and then comes the stone. As humans are “wel-

comed” in the bosom of the earth, the colour comes 

into play. Little by little, plants and beasts appear 

and life opens its colours to the scientists. Here, the 

abstraction of the images is a narrative tool, which 

takes all the more importance as the fi lm is bare. The 

appearance of the landscapes qualifi es the state 

of the relations between the places and the men, 

and the moods of the Earth appear in the images: 

so, when the storm rumbles in the middle of the 

fi lm, the landscape is simply angry. In the following 

take, the roundness of the stones, the stillness of 

the water and the slightly pink clouds indicate its 

appeasement. The shots of the fi lm, still, had to fi nd 

their expressivity in the abstraction of colours and 

sounds. This abstraction provide the emotion the sto-

nes were lacking, so as to share it with the viewer. 

This fi lm questions the relation between men and 

the landscape. It also aims at making the spectator 

feel an emotion related to the presence of things, 

and at binding him to the landscape.

What was your attention to the soundtrack? You 

seem to have treated it as an event.

You must be talking about that vocal sound that 

goes along with the ship. It ‘s a genuine sound, 

a true voice of the ship: when it sails, the shaft 

of one of the propeller reverberates in its axis. I 

just isolated this sound in the recording, inside the 

hold, so as to edit it afterward. As this sound is 

somehow strange, like a never-breathing voice that 

spreads and creates a tension, I used it to qualify 

and dramatise the presence of the ship. As the fi lm 

moves on, it “comes true” progressively integrating 

the sounds of the engine that bring us back to the 

simple material of the machine.

Why did you choose to elude the human speech?

The question of speech is directly linked to the one 

of perception, and this fi lm is precisely the story of 

an evolving perception. Real speech, in the begin-

ning of the fi lm, would have sacked the strength 

of the frames that are meant to be visions of the 

earth. It would have eluded the question of men’s 

presence, offering us a direct access to what we 

perfectly know: their problem. What interested me 

fi rst were the bodies and the gestures of humans 

when they appear like simple beasts among others. 

As the perception of the fi lm tried to settle in a 

world of stones and animals, the speech wouldn’t 

have made sense-- not in the beginning at least. 

(When we observe an unknown animal, its cries ra-

rely make any sense for us...) When the men came, 

I kept that principle of the absence of speech to 

make them disturbing. I cut the sound and added 

the sound effects to their presence. Then, I used 

it to orientate the look, progressively letting the 

speech come back as we are getting closer to the 

people. Toward the end of the fi lm, it even allows 

us to “enter the head” of a naturalist, when speech 

appears off-camera in an enumeration of plants’ 

names.

The fi lm, mainly shot in still frames with various 

landscapes, also plays with the relation between 

the still image, photography, and the image in mo-

tion.

I wanted to underline the almost total stillness of 

the landscape. The mineral time looks like a non-

running time, but it does run. The sounds, the shape 

of the clouds, the passing birds indicate that the 

time is running. The stillness of the fi lms’ shots exa-

cerbates the movements of the living elements and 

of the men. It sets their relativity. It helps raise the 

feeling of something that is “already present”, and 

to bring up questions about the relation between 

the mineral time and the human time, about the 

scientifi c gesture of the subjectivity of the beast, 

about nature’s love and vegetal indifference.

Translation : Maud Beyle
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Changement de cap au FID

La 17e édition du Festival International du Documentaire,
qui s’est tenue à Marseille du 6 au 11 juillet 2006, a été
celle de tous les changements Retour sur une manifestation
en...
Entre une nouvelle directrice, la jeune Aurélie Filipetti, et un déménagement du théâtre de la
Criée au Palais du Pharo, la 17 édition du Festival International du Documentaire, qui s’est
tenue à Marseille du 6 au 11 juillet 2006, a été celle de tous les changements. Retour sur une
manifestation en pleine évolution.

Les Hommes, un film d’Ariane Michel

Après quelques années de sereine existence, il est fréquent qu’un festival s’agite et subisse des
remous dont il tire une force nouvelle après les avoir dépassés. 2006 était donc l’année des
bouleversements pour le Festival International du Documentaire qui a vu arriver une nouvelle
directrice, s’est définitivement séparé du Marché du Film[1] et a déménagé dans le cadre raffiné du
Palais du Pharo. Dans cette nouvelle configuration, quelques belles surprises remettent singulièrement
en cause les certitudes esthétiques du festivalier et montrent que c’est en confrontant intime et réel
que le documentaire fait le plus souvent mouche.
 
Politique-fiction
 
La plupart des auteurs présents à Marseille ont affiché leur volonté de porter un regard décalé ou
lucide sur l’histoire politique de leur pays. Jean-Pierre Rehm, délégué général du festival, affiche
d’ailleurs cette ambition : « ébranler la certitude des contours ». Mais les meilleurs films aperçus à
Marseille sont paradoxalement ceux qui prenaient le parti pris d’une confrontation directe avec la
fiction intime. Si, du côté des premiers films, Song Tian a obtenu le prix pour Tian Li, c’est bien la
mention spéciale du jury, attribuée à Paraiso de Felipe Guerrero, qui ne laisse pas de surprendre.
 
Dans ce beau film d’une heure en super 8, le cinéaste mêle description du quotidien colombien et
autofiction. En mélangeant ainsi les genres, il réussit brillamment à proposer une vision inattendue de
son pays vu à travers le prisme de l’exil (Guerrero a quitté volontairement la Colombie). Chaque plan
du film est métamorphosé par le regard exigeant du cinéaste qui se rapproprie la Colombie
d’aujourd’hui. Ce territoire imaginaire qui défile sous nos yeux est celui de l’enfance, de ses drames et
de sa déchirure ; c’est aussi celui d’un pays meurtri par les guérillas, une réalité politique que Felipe
Guerrero retranscrit avec talent.



 
Vertus des parallèles
 
Cette année au FID, les perles se cachaient aussi dans les nombreuses programmations parallèles. On
a ainsi pu découvrir l’œuvre inédite du catalan Joaquin Jorda, mais aussi des cycles proposés en
partenariat avec les revues Vertigo et Les Cahiers du cinéma (les programmes « Toutes les Nuits en 6
jours » et « Be with me »). Ici et là, les festivaliers curieux ont pu découvrir ou redécouvrir des
travaux du groupe Medvedkine[2], le film d’Eric Khoo Be with me et une partie de l’œuvre du cinéaste
Pierre Creton. Ainsi, dans des films comme Le Voyage à Vézelay de Pierre Creton, la mise en scène de
la figure du cinéaste et de son histoire (un pèlerinage sur la tombe de Georges Bataille) est prétexte à
un brouillage réjouissant des limites entre fiction et documentaire.
 
Si ces territoires parallèles sont passionnants, que dire de ceux que filme la jeune documentariste
Ariane Michel, Grand Prix de la Compétition Française pour Les Hommes ? Dans ce beau film, une
expédition de scientifiques au Groenland devient le prétexte à une rencontre improbable entre
humains et animaux. Quasiment muet, doté d’une qualité d’image et de son irréprochable, le film
explore une voie sensualiste qui dépasse le cadre du simple documentaire animalier. En tissant un
savant réseau de gestes, de bruits et de sensations visuelles Ariane Michel poétise la rencontre plutôt
que de l’encombrer de vaines explications. Or c’est précisément l’absence de commentaires qui rend
ses images intelligibles. Filmer le réel comme une fiction des sens... C’est, en définitive, la piste
stimulante qui a traversé le FID 2006. De quoi patienter jusqu’à l’année prochaine.
 

[1] Jusqu’en 2005, le FID Marseille accueillait le Marché International du Film Documentaire, appelé
aussi « Sunny Side of the Docs ». Cet évènement indépendant a finalement quitté la cité phocéenne
suite à quelques divergences.
[2] Le groupe Medvedkine est un collectif marxiste de cinéastes ouvriers crée dans l’élan de l’après-68
et auquel ont participé des personnalités telles que l’ingénieur du son Antoine Bonfanti ou le cinéaste
Chris Marker.

Romain Carlioz, le 8 août 2006 

Renseignements, catalogue, dossier de presse et palmarès sur le site Internet du Festival International du
Documentaire : http://www.fidmarseille.org. À surveiller dans les prochains mois à la télévision, au cinéma ou en DVD :
"Paraiso" de Felipe Guerrero, "Les Hommes" d’Ariane Michel et "William Eggleston’s stranded in Canton" de William
Eggleston et Robert Gordon.
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 HOMENS NA TERRA

Ariane Michel, Les Hommes, França, 2006

Na impressionante seqüência inicial de Homens na Terra temos

uma série de planos que movem-se pelo mar em busca da terra.
O movimento faz intuir um olhar que avança na paisagem. A real

presença do dono deste olhar – o barco dos cientistas

expedicionários – é confirmada pelo primeiro plano “neutro” do

filme: um plano que mostra uma foca olhando desconfiada na

direção da câmera e mergulhando no mar em seguida. Cria-se aí

a tensão que o filme dedica-se a construir: algo se aproxima,

algo do que os animais e, em última instância, a própria terra,

desconfiam e tentam se proteger.

Não supõe-se ponto de partida para este barco. Ele aparece

desde o início no campo do filme – o mar e as terras da

Groelândia – como esta presença desbravadora, que converte-se

em máquina invasora pela reação dos animais do continente e

pela postura da câmera, que assume o lado da natureza local –

para a qual tudo o que não é ela seria necessariamente

estrangeiro. Observamos tudo, portanto, como se os seres

humanos e seus empreendimentos nos fossem também

estranhos, como se pudéssemos compartilhar durante o tempo de

projeção outro status de existência que não o da civilização. E é

este movimento do filme seu statement formal e conceitual.

A vaga narratividade não esconde o desejo primordial de

Homens na Terra: o de simplesmente se instalar naquele espaço

para criar mediações de sentido entre a natureza e os humanos

que a desconhecem. O filme se assemelha, de fato, bastante a

uma vídeo-instalação; seu desenrolar numa sala de cinema cria

uma situação espectatorial limítrofe, na qual a não-ação que

domina as imagens obriga a um torpor imersivo, sem o qual a

rejeição vem rápida e fácil. Pois o ponto de vista que Michel cria

não é subjetivo e não suscita identificação ou inserção, ele é uma

espécie de petição de princípio, resultado de uma arquitetura

conceitual – com a qual torna-se necessário compactuar em

alguma medida.

Uma vez situados junto à natureza, observamos a aproximação

progressiva dos homens na terra. Os trajes e utensílios que

portam contribuem para aumentar a distância entre eles e o

mundo que visitam: a descontinuidade é radical e a oposição

frontal que a decupagem constrói situa-os em lados

diametralmente opostos. Do lado do mar, da fronteira externa,
os estrangeiros que avançam, do lado da terra, uma vastidão

habitada e regida por minerais, vegetais e animais. Em sua

aproximação de um devir imemorial, não seria exagero dizer

que Ariane Michel inventa um universo à parte, no qual a Terra

passa a ser uma idéia humana (toda a imagem domesticada que

fazemos da natureza e dos animais) e todo território

verdadeiramente selvagem, um mundo simplesmente intangível.

A sensação de desconhecido que o filme traz, de criação de um

ambiente outro que deve ser experenciado através de sua lógica

própria, suscita o maravilhamento de estar diante de algo

absolutamente inaudito. Homens na Terra é simultânea e

indistintamente uma instalação, um documentário observacional,

um filme de decupagem/montagem e um suspense enigmático. A

apreensão que o avanço paulatino dos cientistas suscita é um

misto de medo da violência e de curiosidade do contato entre

diferentes. Aos poucos, os homens tornam-se familiares e seus 

Entre a desmedida dos homens...

...e a medida da terra e dos animais, Ariane Michel faz um filme que
busca contemplar a lógica de um universo ignorante da civilização.
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gestos não-agressivos conquistam a hospitalidade da terra; o

choque nunca chega a acontecer. Tampouco a comunhão.

O dispositivo cinematográfico, opaco e oculto, mesclado ao existir

da natureza, retoma aos poucos sua antropometria e dedica aos

humanos planos exclusivos, assim como passa a escutar suas

vozes, antes “inexistentes”. Mas estes vão embora sem nunca

exatamente experimentar o tempo daquele universo, sem que

um contato maior ocorra. A temporalidade particular do filme,

que emula a temporalidade imaginada para a natureza em

questão, permanece bastante distanciada do tempo dos gestos

humanos. E é sempre a partir dela que os cientistas são

contemplados. Há uma aceitação e absorção gradativa do outro,

um otimismo do encontro, mas a ruptura talvez intransponível

que demarca a separação entre o homem civilizado e a natureza

nunca cessa de se fazer presente.

 

O ponto cego do filme, o reconhecimento de que tudo nele possui

um olhar humano por trás, sobrevém como licença poética de

grande abertura para a alteridade. Obra sutil e engenhosa,

Homens na Terra provavelmente faz coro aos curtas

desconhecidos de Ariane Michel, assim como a outros de seus
empreendimentos artísticos – a julgar pelo pouco de informação

que circula a seu respeito. Visto isoladamente, ele carrega em si

a potência de diálogos transversos com aventuras

cinematográficas arriscadas, como Cinco, de Abbas Kiarostami.

Proposições de olhares em dificuldade com o mundo como estas

são sempre raras e, quando capazes de produzir aventuras

misteriosas, tornam-se verdadeiros territórios estrangeirados do

cinema.

 Tatiana Monassa

 

 

























“Among Us”, the exhibition you elaborated for the Jeu de Paume, gathers 3 fi lms: “Horse “Among Us”, the exhibition you elaborated for the Jeu de Paume, gathers 3 fi lms: “Horse 

dream” (2004) and “On the earth” (2005) that you directed recently, and “The round dream” (2004) and “On the earth” (2005) that you directed recently, and “The round 

eyes” (2006) that was especially produced to be shown at night on the façade of the eyes” (2006) that was especially produced to be shown at night on the façade of the 

building. What are the explicit or implicit links between these fi lms?building. What are the explicit or implicit links between these fi lms?

 These videos are at the centre of my recent work. They operate like answers or prolon-

gations from one to another, showing animals within their environment, facing situations 

that trigger their attention. I wormed myself through them, and they are back “Among 

us”. First, there are images and sounds from animals, plants and minerals. While fi lming 

nature I found a “hiatus” I’m really excited by: The closer you come to it, the more its 

imponderable reality surprises us as it becomes tremendously present on the screen, yet 

at the same time it shies away, producing something unfathomable. Nature allows us to 

create, from the capture of reality, unreal and timeless worlds. That is what I intended 

to do with these three videos, which is even more evident in “Horse dream”, through the 

presence of the Zhorse, a chimerical animal.

 Then comes the approach process. In the three cases, I used “guides”, mediators who 

opened the access to the animals for me. To fi lm “On the earth” I joined a team of 

naturalists that was going to explore the coasts of Greenland on a boat in order to 

make a census of the species. Before working on “Horse dream, I learnt the “corporal 

language” of the horse with the ethologist – riders who had tamed the zhorse. Each 

time, I slipped myself through a man-animal relation that already existed and I made 

my own experiment of it.

We now reach the standpoint and the story. Since we usually shoot a man’s look at 

man’ height, I put myself at the animal’s height to fi nd its. It is a classical “trick” in ci-

nema, but deliberate and important because here, I am not interested into animals as 

objects but as receptacles to perceive the world. The shots around which the fi lms arti-

culate are the ones where the vision of the animal takes over its body, where it founds 

itself at the foreground to articulate our looks: when the head of the horse shows us 

the forest, when the walrus look at the boat, when the silhouette of the howl receives 

the lights of the city. And so, the unreal or fantastic world generated by the presence 

of the beast becomes the subject of the fi lm, it is rebuilt around us into a recurrent 

micro-fi ction : an intrusion occurs, their particular perception of the space is solicited 

and they are on the watch. An attitude that allows us to see the real world on a new 

angle, an ultra-sensitive animal angle, devoid of judgement.

What’s original in your work seems to be your ability to extract a fable that won’t be a What’s original in your work seems to be your ability to extract a fable that won’t be a 

lesson about the world from nature and its visual aspect. It makes me think about two lesson about the world from nature and its visual aspect. It makes me think about two 

recent examples: Anri Sala fi lming crabs lightened with a torch or a horse caught into recent examples: Anri Sala fi lming crabs lightened with a torch or a horse caught into 

the lights of a car, and “Le droit chemin” by Peter Fischli and David Weiss that presents a the lights of a car, and “Le droit chemin” by Peter Fischli and David Weiss that presents a 

bear strolling and a mouse philosophising out loud in the middle of a Swiss landscape. bear strolling and a mouse philosophising out loud in the middle of a Swiss landscape. 

Do these attempts have anything in common with yours?Do these attempts have anything in common with yours?

These examples are interesting because they both use the animal fi gure but in opposite 

ways. And I think my actual work sits bright in the middle of the line that separates 

them.

Ariane Michel : Among Us
Words collected by Claire Jacquet, curator of A. Michel’s exhibition at the 
Atelier du Jeu de Paume, Paris, January 2006.



Anri Sala treats the animal as an object, an impossible ready-made he moves about 

in the beam of light of the projection, but that always shies away. Fischli and Weiss 

build up a story, establishing immediately a set on which the animals are subjects. They 

are no more than men in disguise, but, laid down on top of an enormous mountain, they 

interact with the landscape.

In fact, the landscape might be the real object of the works I’m presenting here. If the 

animals are subjects inside them, it is not to fi ght for their cause. One could say I’m rai-

sing the question of an animal intelligence. But I mainly intend to demonstrate an animal 

perception of the space, as in “The round eyes” in which the stake of the fi lm is to be 

found entirely in the stake of a look. A look that does not judge the city or the humans, 

but that simply underlines the irreducibility of a distance between the tiny body of the 

howl and the geography of the city.

Thus, it seems that the subject of my fi lms is fi rst the relation existing between the 

being and the space that surrounds it, the path of the looks. Animals are a prism, a 

question that can be let open about the physical presence of the body in the mid-

dle of the world. I am not looking for humanisation or metaphor, that would generate 

a moral issue. I use fi ction for its projective power alone. I create neutral space using 

looks and gestures. Then I reintroduce anxiety through cinematographic artifi ces (editing, 

soundtrack...) to try to make the spectator feel the animal way to be on the watch: an 

attitude that awakes irrational and emotional senses, and allows us to perceive plainly 

the whole weight and wideness of the earth.

The plastic quality of some of your shots suggests the postcard. The “cliché” is never The plastic quality of some of your shots suggests the postcard. The “cliché” is never 

too far (the point of view being at a distance and incorporating) but never totally pre-too far (the point of view being at a distance and incorporating) but never totally pre-

sent since nothing is still but moved by a tension and a trouble (the sky and the sea, in sent since nothing is still but moved by a tension and a trouble (the sky and the sea, in 

“sur la terre” almost creating one of Rorschach’s images). In the way you fi lm, what are “sur la terre” almost creating one of Rorschach’s images). In the way you fi lm, what are 

your relations with or thoughts about the postcards?your relations with or thoughts about the postcards?

 The cliché might be the landscape itself. I actually try to disregard it, and to turn it 

into an image that is not only a surface, but opens itself and displays all its power of 

attraction. And so the link or the comparison with the postcard seems to rely elsewhere. 

In the nature of the point of view and in the stillness of the images.

In these fi lms, the shots are still frames or focused on a motion. As the subjects are 

almost still too, you can have the impression of a “kind of photo”. As the howl who is 

still in between two motions, the images may seem immobile if you don’t pay attention. 

The progression of the fi lm and its connection to a sound space turn it into a time-space. 

Then , what could be thought to be aestheticism is in fact the preoccupation for a sta-

ble composition which is necessary: The stability of the image allows me to let things 

happen. The nature is almost still, and I am interested in the “almost”.

My fi lms are looking for the modulations, the secret fl ow in front of which human percep-

tion of space and time is often backward. They are looking to enter the nature’s tempo 

to let their narration fi lter in. And so you could sum up all three stories in this axiom: 

“How does an intruder can or cannot infl uence the regular and autonomous movement of 

nature?” Or: “How can a fi lm create a form inside nature?”. Here we may be able to link 

my work with the interest I have for Land Art. And all story close back, going back to 

the starting point: the horses calm down, the walruses fall asleep again, the howl fl ies 

away. Everything comes back to normal as if nothing had happened. Admission of hel-

plessness, mere fascination for the inertia of the world, or curve that fi nishes to integrate 

the fi lm into reality as if it was only one of its swellings?... Maybe all of this.
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Ariane Michel Parmi nous 
La vidéaste Ariane Michel inaugure l’Atelier du Jeu de Paume avec trois
projections, dont une, à la nuit tombée, sur la façade du bâtiment: des sortes de
comptines animalières qui fonctionnent comme de délicats rappels à l’animalité
de nos conditions.

  Jeu de paume
Site Concorde 
1, place de la Concorde 
75001 Paris 
T. 33 1 47 03 12 50
site internet  |  email

Cliquez sur les
images pour les agrandir

Par Muriel Denet 

L’Atelier tel qu’il existait au Centre national de la photographie réapparaît au Jeu de Paume. Mais les espaces qui lui sont impartis sont 
éclatés et bien plus exigus qu’à l’Hôtel de la rue Berryer. La vidéaste Ariane Michel, qui l‘inaugure, s’y inscrit pourtant sans difficulté, avec
trois projections, dont une, à la nuit tombée, sur la façade du bâtiment. 

Au premier abord, les images évoquent un documentaire animalier. Mais, comme tout est affaire de point de vue, le doute s’installe
rapidement. La posture de la vidéaste n’est pas celle de l’affût, de l’observation à distance, elle consiste, au contraire, à faire une double
intrusion dans le règne animal. 

La caméra s’infiltre parmi les chevaux ou les morses qu’elle filme comme des acteurs pour capter les effets de l’arrivée, ou du passage,
d’un intrus. Dans Rêve de cheval, c’est un zhorse, bâtard issu du croisement d’une jument et d’un zèbre, qui affole les chevaux en
cavalcade. Sur la terre, troublant à peine le sommeil paisible des morses qui l’habite, c’est un trois-mâts, fantomatique, qui glisse au
large. 

Ces intrusions induisent des perturbations dans des paysages quasi immobiles, vides de ce qui constitue, à nos regards humains et urbains,
un événement. Le montage cinématographique, et la profondeur ouverte par le son, les transforment en micro-fictions, en suspenses qui
se tendent pour se défaire aussitôt. 
Parmi nous renverse ainsi les places et les points de vue entre homme et animal. À rebours de tout anthropomorphisme, ces comptines
animalières fonctionnent comme de délicats rappels à l’animalité de nos conditions.

Artiste(s)
Ariane Michel
Née en 1973, à Paris, où elle vit et travaille.

Œuvre(s)
— Les Yeux ronds, 2005. Vidéo sonore.
— Sur la terre, 2005. Vidéo sonore.13mn.
— Rêve de cheval, 2004. Vidéo sonore. 11mn.

1 Ariane Michel, Rêve de cheval , 2004. Vidéo sonore.

11mn.

2 Ariane Michel, Sur la  terre, 2005. Vidéo sonore.  13mn.
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Ariane Michel’s artistic work contains a substance rarely found these days, the 

animal. The animal is an object of the study of the motif. The beast is a control 

lever for the sound and for the image.

From her fi lm After the rain -a dog, wandering in a landscape just below the 

surface, in an “in between” light (when the shadows are falling), slipping 

around, coming past again- the animal is the aesthetic motif and the mecanic 

reactor of the fi lm. This dog brings a system of perception into play, throwing 

the viewer headlong into the image. Since what differs from an ordinary fi ction, 

is Ariane Michel ‘s will to give any spectators a baptismal bath. That is to say, 

not to put him in front of the image but inside it. Head fi rst, the body follows, 

diving in apnea, and the viewer comes back, out of a new day. That dog in 

After the rain is that same dog that one day fell into a pit inside the forest 

nearby Brantôme, and was baptized in Lascaux Cave. Ariane’s fi lms generate 

that prehistoric construction, that feeling of being immersed into intimacy. At 

that prehistoric era, the animal is the main subject and almost the unique one 

as far as art is concerned. An animal art is getting born. Ariane Michel ‘s art is 

closer to a literary animal art. Between Kafka for Horse dream and Poe for Af-

ter the rain. Beyond the representation, the animal is a narrative tool. A lever to 

travesty the fi lm that slips into the atmosphere of a tale. There is, in that case, 

some kind of diegetic animal (the walrus, for example, in On the earth presen-

ted at Jeunisme 2), that is to say set by the fi lm itself. More exactly, a fi ction 

that is secreted by the fi lm itself, like a release of endomorphs is secreted by 

the body itself.

There is no addition of any external product. The sound is direct, the image is 

pure. The living against the artifi cial. But everything has a chimical effect, fan-

tasmagoric vision, creation of mental images. This fi ctionwork factory is based 

on the daily life as documental object to reach the myth as fi ctional object, in 

the sense that the fi ction only exists through the activity of the mind.

That image actually has the ability to make us re-descover the world, the na-

ture of the world as the great community of species, human and animal, as a 

tale. But above all, it can remind us that we are watching. Because this fi ctional 

process has an operating setting.

Ariane Michel’s work consists in creating an object that does not content itself 

with being here, inert. The fi lms are here so that us, spectators, can turn into a 

responsible act the fact of looking at it. Ariane Michel, through the editing, tes-

tifi es about her intimate participation into these animals’ fates and shares that 

confession with us. Ariane Michel’s work lead her to seek for an integration, 

always stronger, of the animal and the landscape, that will imediately stop to 

be purely ornamental. Thus, that integration does not only respond to plastic 

preocupations, but also has a metaphisical meaning. The fi lms have a pantheist 

vision of nature. Everything is a unit, the sum of everything that exists. The fi lm 

is the sum of the animal, of the landscape and of herself.

ARIANE MICHEL

by Jean-Marc Chapoulie

published In the catalogue of the exhibition Jeunisme 2
Frac Champagne-Ardenne, 2005.













A fi xed shot of a countryside landscape nearby the water. A dim light, heavy 

colours. A soft breeze is waving branches extremities. The image comes with 

insects’ chirrings or birds’ cries. No character, no human presence, no presence 

at all. We‘ll have to pass through this state of the landscape, see it getting 

darker and drain out the visible absence of any sign of life. But what looked 

like a threat is actually a renewal. Any imminent event is progressively scoo-

ped out the movie. The slow return of the elements to their formal state is the 

only thing that could happen. That’s the promise made in those birds’ cries that 

are rending the soundtrack. There’s not much to see, it ’s still night time and 

yet, everything seems possible again. The soft light is still lunar, but a cold sun 

is already rising, bathing the devastated landscape. A dog will slowly come 

out of the bushes and turn back. For a few seconds, it will guide our looks 

along the river before diving in and softly fade away from the image surface. 

We would have passed by engineering trucks and some decomposed huts. 

Finally the light would have recovered its wintry brightness, and the colours 

their seasonal cold.

 « After the Rains » describes a temporary state, a moment of suspension. 

Ariane Michel rebuilds in it the time that follows the disaster. That moment, 

narrow margin of the time, when respiration is still syncopated by an held-in 

breath. Not just traces or scars of the event (broken huts, uprooted trees) but 

an internal pulsation, the unstable balance of the landscape in that period in 

between. No spectacular images in Ariane Michel’s movie, but a kind of ob-

vious complicity with the space she’s pacing, a softness in the look and the 

framework, an attention paid to small details. That same detached proximity 

is expressed in the editing of the movie. A few shots, but all taken in the con-

tinuity of the event they depict. And fi nally, a sound editing that comes to seal 

the construction of the movie. The gathering of night cries with dull landsca-

pes destabilizes the look. We question ourselves about that gap. It throws 

the power of cinema to show what‘s visible into crisis. Now what we see in 

that movie is no more than what had already happened. Hence the necessary 

conversion of distances and the creation of gaps. That movie opens a narrow 

door toward regions of dissimilarity.

AFTER THE RAINs

by Christian Merlhiot 
In La lettre du Cinéma, jan. 2004.




	00.titre Presse
	07.1.1TXT Kihm fr
	07.1.2.TXT Kihm trad
	07.TS.1.Le Monde jousse
	07.TS.2.paris Art jousse
	07.TS.3.Le Monde Basel
	07.TS.4.Pardo News
	07.TS.5.Cahiers
	07.TS.6.Exporevue Basel
	07.TS.7.Lunettes rouges
	06.LH.1.1.PLP Rehm A4
	06.LH.1.2.TXT Rehm PLP short
	06.LH.2.1.itv FID
	06.LH.2.2.ITV FID Angl
	06.LH.3.Article Rotterdam
	06.LH.4.LE MAGAZINE.INFO
	06.LH.5.contracampo revista
	06.LH.6.Zinebi txt tibloux
	06.LH.7.Vietnam
	07.Cat. Open X
	06.JDP.1.1.Catalogue
	06.JDPaume_catalogue-1
	06.JDPaume_catalogue-2
	06.JDPaume_catalogue-3
	06.JDPaume_catalogue-4
	06.JDPaume_catalogue-5
	06.JDPaume_catalogue-6

	06.JDP.1.2.ITV Jacquet Angl
	06.JDP.2.Denet.Paris Art
	06.JDP.3.Lunettes Rouges
	06.JDP.4.Lettre Ministere
	05.1.Jeunisme II.0
	05.1.Jeunisme II.1
	05.1.Jeunisme II.2
	05.1.Jeunisme II.3 Angl
	05.2.1.SLT.ITV fid
	05.2.2.SLT.ITV FID ENGL
	05.3.cahiers du cinéma
	05.4.02Marseille
	04.1.1.la lettre du cinéma
	04.1.2.TXT Merlhiot La Lettre
	04.2.Paroles

