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Alain Josseau questions the image in all its modes - its inflation, its instrumentation, its 
misappropriation, its plagiarism, its mise en abîme. Images of the image of the image of the image - 
photographed, filmed, zoomed, drawn, painted - so many semantic figures that Alain Josseau scrutinizes, 
parodies or embellishes, exposes. Initially an artist specifically linked to the use of new technologies, 
within the framework of a reflection on the questions of simulation of reality, since 1996 he has been 
integrating a reflection on media images, on their reality, their mode of fabrication and diffusion, into 
a practice that approaches painting, drawing, computer science and video as well. In his exploration of 
images, he now focuses his work on the components that make up an image, its definition, its light, its 
framing, in devices/installations that integrate in themselves their definition. It is no longer the camera 
or photography that plays on definition, it is the object itself. Alain Josseau questions the power, the 
perversion, the seduction of these images in this social context that they colonise in daily life through 
their fictions and realities. Whether it is the cinema (Esper sequence, Fenêtre sur cour, Blow up 1 & 2, 
the «Time surface» series), the map and its territory - Les géographe (2010-2014), of pornography and 
its fantasy on the web - Money’s flesh (2010) - of the image of war and the war of images - Collateral 
murder, Time surface 4 (2011), Irak war (2002), Bullet Time (2002), War 2009 (2009) - , of the television 
scoop and its trick - JFK-Suite (2000), Time surface n°8 : Dealey Plaza (2014) - the visual artist probes the 
meta language of the image and its icons by mixing his own, no doubt even more subterfuges. For ten 
years now, Alain Josseau has been submitting to the question L’art de la guerre (2002/2012) - the art of 
the sniper as well as that of the media - Alain Josseau forces us to look at the current events of our world, 
which are as topical as ever.

Alain Josseau, born in 1968 in Nantes, lives and works in France.
Represented by Galerie Claire Gastaud since 2008
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SERIES: TIME SURFACE
SELECTION
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SERIES : TIME SURFACE

The «Time surface» series, started in 2007, is a series of wall works in which film and video time becomes 
a flat surface. In the different polyptychs of this series, inspired by cinema or video documents, all the 
scenes are reworked, i.e. what is made possible by time in the film (shots, camera movements, editing) is 
here compiled into a single image. Here, the surface is time and this is proportional to the length of the 
sequence. What in the end founded the drawing as space and a representation of it becomes in these 
drawings a shaping of time, not unique but composite like a mosaic of different moments juxtaposed 
and recomposed.
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TIME SURFACE 2
Rear window, 2009
Coloured pencil on paper
160 x 320 cm
Private collection
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TIME SURFACE 4
Collateral murder, 2011
Watercolor on paper
240 x 480 cm
Set of 18 watercolours under glass, 80 x 80 cm  each
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TIME SURFACE 9
Blow Up N°2, 2014
Coloured pencils, chalk, oil pastel on paper
160 x 320 cm
Private collection



10

Time surface 9, Blow Up N°2, 2014, detail
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TIME SURFACE 12
I comme Icare, 2018
Coloured pencil on paper
150 x 315 cm
Private collection
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TIME SURFACE 14
Dial M for murder, 2021
Coloured pencil on paper
150 x 525 cm
10 drawings under glass, 75 x 105 cm each
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Time Surface 14, Le crime était presque parfait, 2021, détail

Time Surface 14, Dial M for murder, 2021, detail
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Time Surface 14, Le crime était presque parfait, 2021, detail
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SERIES : LES VOYEURS
SELECTION
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SERIES : LES VOYEURS

In this series of drawings, the viewer is placed in the position of a voyeur scanning the facade of a building. The 26 
works in this series become windows opening onto flats, corridors and stairwells. The images of these drawings are 
taken from the cinema in which we can find films by Brian de Palma, Carpenter, Chabrol, Hitchcock, Polanski... films 
that nothing links, except the motif of the window and its opening onto the interior.

There is no point of view (literally or figuratively) imposed, but enough information to make hypotheses. These 
images draw the viewer into a fiction, fragmented and open-ended stories, possibly linked .

Fenêtre 13 : Playtime, Jacques Tati, 1967, 2015
Coloured pencil on paper
29.7 x 42 cm

Fenêtre 3: Someone’s Watching Me!, John Carpenter, 
1978, 2015
Coloured pencil on paper
29.7 x 42 cm
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(1) (2)

(4) (5) (6)

(3)

Fenêtre 2: Profondo Rosso, Dario Argento, 1975, 2015,  Coloured pencil on paper, 29.7 x 42 cm

Fenêtre 5: Les Fantômes du chapelier, Claude Chabrol, 1982, 2015, Coloured pencil on paper, 29.7 x 42 cm
Fenêtre 15: Body double, Brian De Palma, 1984, 2015,  Coloured pencil on paper, 29.7 x 42 cm
Fenêtre 4: Eye of the Beholder Stephan Elliott, 1999, 2015,  Coloured pencil on paper, 29.7 x 42 cm

Fenêtre 9: Rear Window (TV movie), Jeff Bleckner, 1998, 2015,  Coloured pencil on paper, 29.7 x 42 cm

Fenêtre 7: Le Locataire, Roman Polanski, 1976, 2015,  Coloured pencil on paper, 29.7 x 42 cm
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SERIES : LES GEOGRAPHES
SELECTION
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SERIES : LES GEOGRAPHES

The series of geographers, which began in 2001 and continues to this day, is a series of watercolour ink 
drawings representing politicians, soldiers observing, pointing, holding geographical maps, or in front 
of sand tables, attending tactics classes, again in front of cards, or playing strategy board games such as 
«Risk».
These images also echo the military watercolourists of the 19th century and resonate with the rules 
established by Martinel (head of the topographical office of the battlefields of Piedmont at the time), who 
wrote a guide for officers who had to control the painters in their work of depicting a battle.
Omnipresence, then, of the map, a discreet actor of the theatre of war which, hiding itself in an abstract 
form, unfolds a potential dialectic of violence. The maps of these images are secret witnesses, stages of 
a war, premeditations, foundations of future conflicts... The classical style, the sobriety and irony of the 
title of this series camouflage the deadly reality of the terrain. What is the link between this one and 
these «geographers», what do these princely games, these games of hands, of looks, these maps ... of the 
reality of the battles tell us?



20

Les géographes n°25, 2013
Waterlocor on paper
77 x 107 cm
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Les géographes n°27 bis, 2013
Watercolor on paper
77 x 107 cm



22

Les géographes n°32, 2013
Watercolor on paper
77 x 107 cm
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Les géographes 46, 2020
Watercolor on paper
77 x 107 cm
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Les géographes 45, 2020
Watercolor on paper
77 x 107 cm
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SERIES :  WAR GAMES
SELECTION
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War games n°2, 2016
Watercolor and ink on paper
95 x 136 cm
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War games n°3, 2016
Watercolor and ink on paper
95 x 136 cm
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War games n°4, 2016
Watercolor and ink on paper
95 x 136 cm
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SERIES : POUSSIERES
SELECTION
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Poussière n°13, 2015
Black stone and charcoal on paper
50 x 70 cm



31

Poussière n°14, 2015
Black stone and charcoal on paper
50 x 70 cm
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Poussière n°16, 2015
Black stone and charcoal on paper
50 x 70 cm
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Poussière n°17, 2015
Black stone and charcoal on paper
50 x 70 cm
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VIDEO INSTALLATIONS
SELECTION
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THE ANGELS OF LIGHT

The angels of light N°2 is an installation simulating in real time the video images of the on-board 
cameras of the UAVs and Apache combat helicopters. The device takes the form of a cinema set consisting 
of a platform covered with a diorama of an area of approximately 6m2 at 1/300th, a cinematic machinery 
consisting of a circular travelling track which encircles the platform, a dolly trolley on which a Louma 
is placed and a camera at the end of its arm. The video images captured and modified in real time by 
computer are broadcast in video projection.
The cinematic machinery can be manipulated by the spectators (unlike the twin installation «the angels 
of light N°1» which is fully automated. The capture device is slaved to a computer-controlled robotic 
arm, thus offering a reflection on contemporary warfare and their new approach to combat based on 
generalised robotisation): movement of the dolly on the travelling shot, movement of the louma (right, 
left, up and down) and camera angle.
The diorama consists of a mosaic of sixteen models (made of grey cardboard) forming an imaginary 
territory, but each of which reproduces sixteen real videos showing attacks or hovering flights of 
American drones or Apache helicopters over Afghan, Pakistani (in particular the so-called tribal zone in 
the north-east of Pakistan) and Yemeni territory. The design of the models follows a precise protocol. First, 
the videos are retrieved from the Internet network, then the fixed images are extracted and finally the 
3-dimensional images are put into a model. The models that can be viewed in this diorama are in fact 
videos transposed into a strange phenomenon of reversal in our haptic world.
The computer part of this installation reinforces the «real» effect of these images by adding filters and 
superimposed frames to the live video image, which dirty and alter the image, and by the graphic overlay 
of the interface used to display these images: target, laser pointer, navigation data, coordinates, etc.
The grey colour of the models is not insignificant as it simulates the optoelectronic visualisation of 
reality by the cameras of these devices (a juxtaposition of the infrared and thermal image, which is the 
symptomatic signature of these images).
The whole device confronts us with an almost perfect simulation of these «new» war images.
The installation offers the spectator the possibility of putting himself in the tragic skin of a pilot of these 
new war machines and vision, but where his joystick has been replaced by a cinematic machine, and 
where «reality» has become a huge model where «everything that was directly experienced has moved 
away in a representation». We have all experienced it is a strange optical impression at the sight of these 
images filmed by the drones (we have the same impression at the sight of the Google Earth one) to be in 
front of a representation, miniatures, models... and that could make us doubt them....
War has become a matter of censors, sensors, optoelectronic devices in which the human being (on the 
side of the American and allied forces, because on the side of the terrorist forces we are still in a «classic» 
form of warfare) has almost disappeared or is relegated to a joystick control like video games and where 
even reality has become a potentially filmable movie set.
Visualisation is built on other rules than the usual perceptual mechanisms. Seeing today means using 
magnification, processing and filtering interfaces. Seeing is a result.
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The Angels of Ligth n°2, 2014
Diorama, Platform, cinematographic machinery, camera, computer, video projection, 
sound diffusion
350 x 500 x 500 cm
La Fabrique, Centre d’initiatives artistiques du Mirail, Toulouse



37

The Angels of Ligth n°2, 2014, details
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War Vision Machine version 3, 2016
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WAR VISION MACHINE VERSION 3

War Vision Machine version 3 is the continuation and extension of versions one and two created in 
2007 and 2009 respectively. In this new piece it is still about exploring the difficult and conflicting 
relationships between the real and the represented, between reality and illusion.

Inspired by the images of the ruins of the battle of Jobar - named after the neighbourhood on the 
outskirts of Damascus, where a battle took place in 2012 between the regular Syrian army and the Free 
Syrian army - this device consists of four dioramas of this neighbourhood at different scales and animated 
by a rotating movement. Filmed by six mini-cameras, the signal is broadcast on a monitor and again 
filmed by a webcam. This new signal is injected into a computer in which a computer program adds two 
other layers to this video layer by superimposition: a video frame that dirties the image and the moving 
graphics of a sighting interface that equips helicopters and combat aircraft. The video signal processed in 
this way is broadcast in a second space as a video projection. The installation is therefore divided into two 
spaces: a first one which includes the models and the image processing device and a second one which 
includes the video projection and a presence sensor. It is the spectator who, by entering this second 
space, sets in motion the dioramas of space one. Without his presence, the projected video images of the 
dioramas alternate one after the other in the form of a silent slide show.

In the same way as in the principle of uncertainty in quantum theory, any measurement operation of a 
microphysical system automatically causes an alteration of the system, the entry of the spectator into the 
video space and his capture with the help of a motion sensor sets in motion the device of space one. This 
device highlights the increasing supplication in image of the viewer telephoning... always more images, 
always more actions, always more speed, always more effects... to such an extent that science fiction 
could offer us a scenario in which the demand would provoke wars in order to meet the growing demand 
for images as if the production and fabrication of war images were operating in a just-in-time fashion.

There is a paradox in this form of war : on the one hand, the images filmed with mobile phones and 
cameras by the Syrian resistance flood the networks in a continuous flow, and on the other hand, we 
have little or no images (so there is a form of asymmetrical warfare, also in terms of images) of regular 
armies or journalists... which means that from the ground we only have a troubled and chaotic image of 
the situation for these first ones. ... these are images often without «sensational» comments but poor in 
information about tactical and/or strategic data. For the latter, there are often aerial views of observation 
and bombardment of the third force in presence, that is to say the Islamic state... but this mutation in the 
supply of images is not characteristic of the war in Syria, it is characteristic of these new endemic conflicts 
that undermine the Middle East and its fringes (Afghanistan...).

War Vision Machine shows us the paradigm shift in the way conflict zones are represented...we are no 
longer dealing with a war on the ground and its images... moving, shaking, moving and poorly informed 
images but with a new aesthetic of contemporary wars which are now nothing more than vertical, high-
altitude views of the battlefield filmed using drones or fighter planes . We are no longer dealing with 
battle tables composed of a succession and distribution of shots in a classical perspectivist space, but 
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with rotating shots or long slow travelling shots over the targets ... the battlefield has finally become flat 
planes over which automatic machines move orthogonally... this is one of the other dimensions that this 
installation shows: the omnipresence and omnipotence of the machine in contemporary warfare.
This installation proposes a reflection on contemporary warfare and the new approach to combat oriented 
around generalised robotisation and the use in particular of drones, whether medium-altitude or tactical. 
War has become a matter of censors, sensors, optoelectronic devices in which the human (on the side of 
the American and allied forces, because on the side of the terrorist forces we are still in a «classic» form 
of warfare) has almost disappeared or is relegated to a joystick piloting like video games. Contemporary 
asymmetric warfare is a war of the screen, and of the electronic eye, and is now fought at a distance. We 
are no longer in «human» metrics, the centimetre of the bayonet, the centimetre of the handgun, the 
metre of the firearm, the hundred or so metres of the rifle.
The ground, the terrain and the objects they contain have as it were become abstract forms, almost 
abstract concepts...that can be apprehended in wavelengths invisible to the naked eye or by images 
resulting from the fusion of different electronic sources.
Visualisation is built on other rules than the usual perceptual mechanisms. Seeing today means using 
magnification, processing and filtering interfaces. Seeing is a result.

The last and no less important dimension of this work is the inversion of the couple subject/object.
The filmed object (in this case, areas of conflict) becomes the subject acting by thinking of itself as an 
image and the operator, the cameraman, the camera, becomes an object by becoming passive.
The subject behind the lens disappears in favour of the object, which becomes autonomous by imaging 
itself.
It is no longer the capturing device that defines the frames, the focal lengths, the movements, but the 
object itself that defines itself as a frame, as a focal length, as a movement.
The model object defines its frame and there is no possible off-field outside the object, unlike cinema 
where the world continues to extend well beyond the frame. The object also defines its own movement, 
in this case a rotary movement, to become a circular travelling shot. The object modifies its focal length 
(whether short or long) by offering us several models of the same area but at different scales. The object 
produces its own colour. Made of neutral grey cardboard, the models produce the visual effect of the 
cameras embarked in helicopters and fighter planes.
The object has in a way become the horizon of the disappearance of the subject... it becomes pure still or 
moving image before it is even captured by the lenses. What this device tells us (because here it is much 
more a device, a machine than an installation) is that the image has become our reality, no longer one of 
its representations, but reality itself.

Alain Josseau
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Dioramas, motors, cameras, monitors, electronic devices, computers, video projection
Variable dimensions
Exhibition at Les Abattoirs, Toulouse, 2016
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War vision machine version 3, exhibition view

War vision machine version 3, exhibition view
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OIL PAINTINGS
SELECTION
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INV. AJ. 100/100 : Eyck INV. AJ. 100/100 : Eyck Jan & Hubert Van, L’adoration 
de l’Agneau Mystique, 2008
Oil on canvas
373 x 509 cm 
Polyptic ,10 parts
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INV. AJ. 100/100 : Eyck Jan & Hubert Van, L’adoration de l’Agneau Mystique

With “INV.AJ.001/100” Alain Josseau intensifies his perverse, ironic and critic undertaking of the forger, if 
in no other way than in quantity. He deepens even more his commentary on the manner in which history 
is built from archives and more particularly, media archives.
Here the artist uses a dark period of twentieth century history, dark also for the history of art, of which 
Vera Frenckel with “Body Missing” (1994) had deducted an eloquent installation.
It covers the LINZ Special Mission ordered in 1939 and followed closely by Hitler.
Its objective was to regroup in the new Art museum of Linz Don the works and art objects characteristic of 
the European heritage. Over a period of six years, throughout Europe at war, art works were stolen from 
public and private collections, stolen from Jewish families, swapped for so called “degenerate” art or 
purchased at the price of gold. Although most have been handed back after the war, thousands have not 
been returned to their rightful owners. Spread in museums across the world they are listed by the States 
and in France where they can be found and viewed on the Web site of Musées Nationaux Récupérés 
(MNR). Others have disappeared. “INV.AJ.001/100” is a sort of a tragic and imaginary museum of the 
artist that brings together a selection of 100 paintings, found or lost, well known or not. In this anthology 
of classic European paintings that stretches from the fifteenth to the nineteenth century, all genres are 
present from the profane to the sacred. Painted in oil, these 100 copies, the masterpiece of which is the 
polyptich “The Adoration of the Mystic Lamb” by the Van Eyck brothers, are treated in black and white, 
subjected to the impression effects of damaged negatives, etched and Photoshopped. As a result the 
Mystic Lamb becomes runny, starts to dribble, and turns liquid and the figures become anamorphous 
into pathetic caricatures. The artist reminds us of the way in which art can be instrumentalised for pur-
poses outside its intrinsic iconographic contents. On the one hand through the emblematic valorisation 
of a policy or an ideology, that of the frustrated artist, Hitler, pursuing in reality and not symbolically his 
morbid dream of the creation of a world in his image; on the other hand through televisual network 
mediations that systematically re-sample, compress or alter the original. In the eyes of Alain Josseau 
these paintings are “marks of the time and at the same time they signify a new vocabulary”. Archetypal 
of a representation that has formed our observation over millennia, these painted master pieces beco-
me runny, opaque and swallowed up by the new paradigms of meta-illusion that are Internet images. 
Although stigmatising the image at the time of its numeric, amnesic and uncultured manipulations the 
« INV. AJ. 001/100 » project of the artist is no less equivocal and troubling than its underlying iconophilia 
and iconoclasm. More than anywhere else the proposal has to be read at the limit of Richterian doubt. As 
a matter of fact the artist assembles all the conditions of the revelation, less transcendental than factual, 
of a disappearance that we have to identify!
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Such is the stupefying effect of infrared during the night bombardments of Bagdad during the winter of ’91, pretending to be 
a real image that the artist has scenographed and reconstructed it by simulation, manipulation and treatment in his “Night 
Sho(o)ts” variable geometry studio. In this vast opera, revealing the behind the scenes facts of the spectacular productions 
and surveillance, green and black images have contaminated all the spaces, screens and areas while configuring visibility 
and varied speed ranges for the benefit of the viewer. The show now transformed in observation, changes the spectator into 
an active observer.
As a mark and signature of the image of war and surveillance the artist has moved and adapted the corrupting, abstract and 
instrumental effect into the optical machinery of classic paintings.
Historical painting, inconceivable in modern day paintings, has been reactivated, re-actualised through light, the green 
light of the media images of war. The “Napoleon on the battlefield of Eylau” of Antoine-Jean Gros and the “Coronation of 
Napoleon” by Jacques-Louis David are copied and manipulated in accordance with the laws of present day electronic optics. 
The coronation by Alain Josseau represents the triumph of soft-focus effect and infra-red effect, the effect that deceives us, 
the effect that makes us see in the dark, there where even the images fade away, there where image and representation  can 
no longer exist. This media and meta-illusionist master piece is at the same time a show of force and a master stroke that 
compels us to see the contemporary nature of the image as reflection, not any more of reality, but of the infinite play of 
selections and manipulations.

Napoleon 2, based on the «Sacre de l’Empereur Napoléon et Couronnement de l’Impératrice Joséphine dans la cathédrale de 
Notre Dame de Paris» by Jacques-Louis David, 2004
Oil on Canvas
180 x 300 cm
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Alain Josseau reminds us that “This century as well as the preceding one is the history of images and that image built our 
history”. It is from and in this common space where art and history are at the same time reflected upon and built that the 
artist elaborates his thoughts on the image and its representation and examines the question of the reality-truth of facts. Yet, 
if there is a “fundamental matrix of the modern history of images”(3) it is the 26 seconds, captured on the 22nd of November 
1963 by Abraham Zapruder, covering the assassination of JFK, that were splashed all over the face of America and of the 
world. On this historical breakthrough in the realm of the visible, the artist has built his departure point of the investigation 
that he conducts and never stops to deepen and widen to other amazing archetypal media images such as the first steps on 
the moon, the retransmissions of the first Gulf War or the collapse of the Twin Towers.
 
For more than 10 years now, using the scalpel of paintings, drawings and video, Alain Josseau carries out a post mortem 
of the film photograms of Zapruder in a laboratory of fixed and moving images and, on each occasion, delivers a unique 
technical, visual, aesthetic and conceptual experience. He also builds evidence that testifies to the way in which even the 
visible shies away. The obsessing sequence of moving images, slowed down to the point of stopping, zoomed or not, that 
he paints, are, in the end, only there to illustrate the limits of definition/image, framing and point of view. The tragic fact 
of death “in real time” on the screen does not show anything other than spooky silhouettes taken by surprise during their 
fatal cortège. The images are incapable to render either the provenance of the shots, the position of the shooter or indeed 
the very moment of the hit. The interpretation of the frames through painting illustrates their poor figurative capacity and 
their invariable inconsequence at reflecting reality. The post Richterian pictorial blur can do no better than to reproduce and 
intensify the inherent failure of the images. There is no revelation other than the pernicious one of a disappearance that is 
not so much of the subject represented than the representation itself. The truth of the image lies in following an asymptotic 
curve of truth and reality.

Arrival in Dallas, 2002 
Oil on canvas 
195x195 cm

Funerals, 2002 
Oil on canvas 
195x195 cm
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3 - CARREER AND EXHIBITIONS
Personal exhibitions (selection)

2021
Solo Show, Galerie Claire Gastaud, Clermont-Ferrand
2016
"War vision machine 3", La Piscine, Roubaix.
2015
Calendrier de l’Avent, Abbaye Saint André, C.A.C. Meymac.
2014
Centre Culturel François Mitterrand, Périgueux.
2014
Angel of light. Cité des Sciences et de l’industrie. Paris
2014
Angel of light_Film Set. Le Cube. La Fabrique. Université Jean Jaurès, Toulouse, 
2013
Wall project, Slick Art Fair, galerie Claire Gastaud, Paris.
2012
3 mn scénario + INV.AJ.001/100, galerie Sollertis, Printemps de Septembre, T oulouse.
2012
Galerie du Lycée Bossuet, Décembre - février 2013, Condom.
2012
L’art de la guerre : géographie, Galerie Claire Gastaud, Clermont-Ferrand.
2012
3 mn scénario, le BAR_Bureau d’Art et de Recherche, Roubaix.
2011
Disparaître ICI, Espace Croix-Baragnon, Toulouse.
2010
Bullet-time + wanat broadcast, cité de la musique, Carmaux.
2010
Solo show, Preview Berlin, Berlin.
2010
Solo show, Docks Art Fair, Lyon.
2008
«INV.AJ.001/100 », galerie Sollertis, Toulouse.
Peintures et dessins, Galerie Carmen Torralladorna, Andorre la Vielle. Andorre
2007
Raster Time+War Vision Machine N°2 et 3, Maison Salvan-art et science, Labège
Bullet_time, centre culturel Bellegarde, Toulouse
2006
Le jardin des supplices, galerie Sollertis, Toulouse
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2004
Night-sho(o)ts, Château de Taurines (les Abattoirs de Toulouse), Centrès
2004
Alunissage, 21 juillet 1969, Espace Roguet, Toulouse
2002
War transmission, Château de Linardier, Senouillac
2002
Wtc 11/09/01 - 11/09/02, galerie Sollertis, Toulouse
2001
L’art de la guerre, volet 1, galerie Sollertis, Toulouse
2000
Finaliste intervention dans le métro de Toulouse, station Borderouge
Un jour une œuvre, CIAM, Université de Toulouse le Mirail, Toulouse
Blow up - Blow up, Cinémathèque de Toulouse, Toulouse
Jfk - suite, galerie Sollertis, Toulouse
1999
One man show, FIAC, Paris
1998
Natura rerum, Espace Apollo, Mazamet
1998
Blow up - suite, galerie Sollertis, Toulouse
1997
TAGC et Entrelacs, Cité des Sciences et de l’Industrie, Paris 
1996
Le Géographe, galerie Sollertis, Toulouse.

Group shows (selection)

2021 
« Fake », Fondation EDF, Paris
2021 
Histoire, histoires en peintures, Château de Val Fleury, Gif-sur-Yvette.
2019 
Biennale des arts numériques NEMO, « Jusqu’ici tout va bien ?,  Le 104. Paris.
2018
Chroniques des imaginaires numériques, Friche la Belle de Mai, Marseille
2017
Yia Bruxelles, Galerie Claire Gastaud
2016
"Magie und Macht", musée Marta Herford, d'Herford, Allemagne
2015
Du Paradis à l’enfer, Fondation Boghossian,Villa Empain, Bruxelles
Micro/Macro, Théatre des Salin, Martigues
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2014
Micro/Macro, Gare Saint Sauveur, Lille
Festival VIA, Le manège. Maubeuge
Festival Exit, MAC Créteil, Créteil
1er prix des collectionneurs. Slick Art Fair Bruxelles, Bruxelles
2013
LAST, fondation Photology, Milan
Pensé(z) Cinéma, Abbaye St André-Centre d’art contemporain, Meymac
Sous l’Amazone coule un fleuve / 40 artistes de la collection du FRAC. Frac Auvergne, 
"Collection 3", galerie Claire Gastaud. Février-mars 2013, Clermont-Ferrand
2012
Rouge, Maison particulière art center, Septembre-décembre. Bruxelles. Belgique
« L’histoire est à moi », Le Printemps de Septembre, commissariat : Paul Ardenne, Toulouse.
2011
Graphéine, Salon du dessin contemporain, Toulouse.
Architectures/Dessins/Utopies, Musée National d’Art Contemporain, Bucarest, Roumanie. 
2010
Images et mirages nanosciences, La Fabrique, Toulouse.
2009
Auz’Arts, Auzeville Tolosane.
2008
Lieux de belligérance 3, Forteresse de Salses. Centre des Monuments Nationaux.
Salses.
2007
Triptyque, Hôtel de Ville d’Angers, Angers.
« Ligne B, connexion aux abattoirs », les Abattoirs, Toulouse.
Vidéothèque éphémère, Festival Vidéoformes, Clermont-Ferrand.
2006
La montagne st-victoire, vue(s) et revue(s), Librairie K-Livres, Aix-en-Provence
Les territoires, Fondation Écureuil pour l’art contemporain, Toulouse. 2005
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For an image grammar

Since the beginning of his career as a visual artist, Alain Josseau has questioned the image in all its 
modes - its inflation, its instrumentation, its diversions, its plagiarism, its mise en abîme. Images of the 
image of the image of the image - photographed, filmed, zoomed, drawn, painted - as many semantic 
figures that Alain Josseau scrutinizes, parodies or embellishes, exposes. What are their power, their 
perversion, their seduction in this social context that they colonise on a daily basis through its fictions and 
realities? Whether it be the map and its territory - Le géographe (1996), pornography and its fantasy on 
the web - Money’s flesh (2010) - the image of war and the war of images - Irak war (2002), Bullet Time 
(2002), Guerre 2009 (2009) - , from the television scoop and its trickery - JFK-Suite (2000) - the artist ex-
plores the meta-language of images and their icons by mixing his own, no doubt even more subterfuges.
With jubilation and seriousness, Alain Josseau, like a Jean Baudrillard, thinks, unearths and shows with 
his artist’s acuity, the muddle of reality and fiction, and when the latter is actualised in war and the latter 
in games (board games/video games), the questioning acquires a force that words alone cannot hold.
For ten years now, Alain Josseau has been submitting to the question L’art de la guerre (2002/2012) - 
the art of the sniper as well as the art of the media - and has been forcing us to take a closer look at the 
current events of our world, which are as topical as ever.
The modern fact is that we no longer believe in this world. We don’t even believe in the events that 
happen to us, love, death, as if they only half concern us. It is not us who make films, it is the world that 
appears to us as a bad film.
Gilles Deleuze
The world as a whole has become more and more difficult to represent, and it is only in the fragmentation 
of its images that some elements of its realities can be approached.

Françoise Parfait

4 - TEXTS
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Alain Josseau’s works mainly concern questions of time, representation and image in a permanent dialogue 
between drawing and cinema. Three films in particular have led him in recent years to produce large-format 
drawings in a series entitled Time Surface: Fenêtre sur Cour (Alfred Hitchcock, 1954), Blow Up (Michelangelo 
Antonioni, 1966) and Blade Runner (Ridley Scott, 1982). In these films, the viewer is equally involved in the act of 
seeing as an act of voyeurism. They engage in a reflection on optics and point of view and unfold a plot based on an 
investigation in which the photographic image, through its enlargements or the power of the telephoto lens, serves 
as a revelation and allows access to the slightest folds of the visible. Alain Josseau replays the same investigation, 
the same dive into the image. But it is by using the drawing that he remakes the image, the passage from one 
screen to another.
«In his drawings, all the scenes are remaked, in other words, what is made possible by time in the films (shots, 
camera movements, editing) is here compiled into a single image. Here, surface is time and this is proportional 
to the length of the sequence. In the Blow Up enlargement sequence, the photographer performs a series of 
enlargements, a series of immersions in a single image, each enlargement starting from an area of the previous 
enlargement that the photographer has delineated with a pencil. As the image is enlarged, the number of 
elementary signs composing the image decreases proportionally to the enlargement rate. The image is thus 
more and more altered and contains fewer and fewer signs, all the more so as it is re-photographed each time the 
previous print is made. This immersion in the image has destroyed part of the organised information, creating an 
image at the limit of abstraction, composed of grains. The space of Blow Up is a discontinuous space, a perforated 
space, constructed of successive planes with black in the middle. In this drawing, the entire sequence (and therefore 
the different enlargements) is laid flat, thereby mixing the levels of definition and allowing us to see, in what are 
already only spots, a gun, a hand, a face».1

Esper Sequence, acquired by the Centre national des arts plastiques in 2008, on long-term deposit at the FRAC 
Auvergne, is a series of fifteen drawings which, when brought together, form a monumental screen-image 
measuring three by five metres. This is a faithful - albeit fragmented like a split screen - revival of a famous scene 
from the 1982 film Blade Runner, directed by Ridley Scott and based on a short story by Philip K. Dick (under the 
original title Les androïdes rêveent-ils de moutons électriques?). The action takes place in Los Angeles in 2019. 
It tells the story of Deckard (Harrison Ford), a «blade runner» (a killer, literally «he who runs on the razor’s edge») 
who is charged with killing replicants, exact replicas of humans, who have escaped all control. At a crucial stage of 
his investigation, Deckard discovers a photograph in a drawer representing the interior of a flat. At the back of the 
photographed room, he makes out a mirror in which a human form seems to be reflected. In order to isolate this 
form, which is essential to his investigation, he slips the photograph into a powerful computer called Esper which 
equips the police and gives the images a three-dimensional resolution allowing the investigators to search a place 
without being physically present. With Esper, Deckard can literally enter the image, analyse it and enlarge the 
smallest details with unequalled precision. Alain Josseau reproduces identically the initial image that Deckard has 
to analyse with, in the background, the mirror in the reflection of which Harrison Ford will finally find an essential 
element to find and exterminate the fugitive replicants.
This photograph contains one of the essential themes of Ridley Scott’s film, that of a world totally saturated with 
images. Indeed, what characterises the Los Angeles of 2019 is a permanent retinal aggression. The image is 
everywhere, on the skyscrapers, in the air, behind the windows flooded by rain... Replicants are themselves images 
of their creators, humans, but so threatening that they must be «removed». The memory of the replicants is fake, 
based on old photographs that are so many false memories, intended to invent and maintain a past that never 
happened.
Jean-Charles Vergne
1- Danielle Delouche, Alain Josseau, à la vitesse des images, Galerie Claire Gastaud / Le Bar, 2012, pp.18-19.
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If Alain Josseau’s work shows an interest in the future of images rather than the history of forms, and 
questions about society rather than art, it is by no means devoid of plastic qualities. But we will come 
back to this later. This work is built on a network of meanings, it is peopled with arcs of images, and these 
plastic choices, too, are most often conditioned by the subject matter of his works. These arcs of images 
evolve between different poles: the image (re)created ex nihilo / treated as a mash up, fiction / reality. In 
order to do this, Alain Josseau researches, analyses and sometimes reconstructs the events which, by their 
particular nature, have modified our relationship to mediatisation. This may be the battle of Bull Run 
(1861) during the Civil War, where the curious had broken the crust in front of those who were breaking 
their pipes. It was a moment when the war was made into a spectacle. It is also the assassination of JFK, 
for its particular symbolism. The day after the shot was fired, the whole planet saw the same clichés of the 
35th president of the US collapsed in his limousine and Abraham Zapruder’s film, which was released a 
few months later, became a myth. It could also be the Kurdish offensive against Mosul in 2016, shown 
on the Kurdish channel Rudaw but above all via facebook live. More than a show, the war can now be 
commented and «liked» on social networks - 4 hours of broadcasting and 8,000 likes for the Mosul 
offensive which, in the end, was little more than a bulldozer ballet. In short, war, as we have noticed, is 
omnipresent in Alain Josseau’s work. Not that he likes it, of course, or that he is particularly interested in 
it. Even if he knows tactical literature, Sun Tzu in particular, of which he has created a series of sculptures 
in homage to the six fields of the art of war [Les 6 terrains de l’art de la guerre, 2011], what interests him 
is the image industry. The war continues to produce archetypes: flight simulators in the 1980s and views 
of drones today, infrared images broadcast during the Gulf War or those of thermal cameras - archetypes 
that later infiltrate pop culture. Above all, it feeds them. Or, as Alain Josseau says, war creates and 
manufactures images.
In the 20th century, with their proliferation, we became aware of the power of images on society. We 
won’t recall the connections between Kodak and the Nazi regime, between Hollywood and American 
imperialism, the various propaganda, whether from totalitarian regimes or from organisations with more 
honourable facades, right down to advertising. Recently, it was the macabre photo of Aylan, lying on a 
beach in Bodrum, Turkey, his face half buried in the sand, that moved Europe - and contributed, in its own 
way, to the writing of history. A few decades ago, it was the face of a little girl burnt with napalm.
But Alain Josseau did not use these images. Since 2000, his work, organic, has crystallized around three 
distinct practices. (1) With the Géographe series, he reproduces in watercolour press images in which 
soldiers and politicians appear around maps - sometimes suggested or off-camera. Power knows very 
well how to stage itself, to construct the fiction of its legitimacy, and these delicate watercolours (if only in 
the irony of their title) render it well. In recent times, the map has been able to make way for the screen; 
times change. (2) Alain Josseau is also interested in the geometrisation of time, with the Time Surface 
series. In these complex and imposing watercolours (often divided into several panels), in which different 
fragments of images are mixed together, he freezes time and transforms it into space. The grammar 
of time (shot, movement, editing) is often cinematic, and is particularly suitable for this exercise. For 
example, Alain Josseau has condensed Hitchcok’s film Rear Window (1954) into a single image using 
several dozen photograms of the film taken at different times [Time Surface n°2: Fenêtre sur cour, 2009]. 
Assembled, they give a unique «image-surface», where even day and night have ended up merging. 
Other works in the series depict images of war, views of drones and helicopters. In the eleventh, he was 
inspired by the video «Collateral Murder».
published in 2010 on Wikileaks showing the massacre of civilians perpetrated from an American Apache 
in the Al-Amin district of Baghdad [Time Surface n°11: Collateral murder 2, 2016 ]. Alain Josseau uses 
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watercolour to produce these images, the Geographers as well as Time Surface, a «memere technique» 
as he likes to call it but which he recalls as quickly as it was used by soldiers in the 19th century to 
illustrate the war, as a result of its immediacy. And then, watercolour has this liquidity which expresses 
the pixels well, and this slight blur created by the screen, the zoom... (3) Finally, Alain Josseau plays on 
the indistinction between reality and fiction by constructing dioramas of scenes taken both from fiction 
(Ridley Scott’s The Fall of the Black Falcon (2001)) and from real neighbourhoods, such as Al-Amin in 
Baghdad, which have been the scene of conflicts. Theatre is the word, since in these dioramas he makes 
videos, such as (false) documentaries or (false) military images. Are these images false or true?
Playing with this indeterminacy, Alain Josseau is obviously not alone. At the beginning of the 1990s, 
Thomas Ruff made a series of night shots of Dusseldorf (buildings, landscapes, cars...) with a night vision 
device, at a time when images of the Gulf War were in abundance. In 1997, during Ars Electronica, 
Maurice Benayoun unveiled an RV installation, World Skin, inviting its users to a «photo safari in the 
land of war». It was in the middle of the Balkan War. But what is it, above all, a false or true image? An 
image that loses the substantial link it must have with its referent? An image that deceives? Or is it us 
who are fooled by the image? All of Alain Josseau’s actions, at first sight disparate, are based on the same 
idea, that of mediatisation, that is to say the mediation that the image operates, whether it is fixed or 
moving. The image is not so much an object as a translation. A degenerative translation, since it implies 
a loss of information. The image has this paradox, to hide as much as it reveals. And whoever looks at it 
reconstructs, unconsciously or not, poetically or not, ideologically, the loss of information that occurred in 
the translation. By dissecting images and restoring them in other forms, Alain Josseau provokes reflection 
on their modes of fabrication and diffusion, their status, their power, on the mediated perception we have 
of reality and the media power in its manipulation. And with war, we are served.
On the stand of the Claire Gastaud gallery (Drawing Now, 2018), Alain Josseau unveils his recent works. 
With I for Icarus (2018), the last of the Time Surfaces, he has assembled the four amateur videos used by 
Volney in the eponymous film investigating the assassination of JFK. Moussul vs Bull Run (2017) blends 
images from the battle of Mosul and Bull Run, creating an arc between two conflicts symbolic of a mise 
en image of war. With the latest watercolours in the Geographers series, we find JFK again, this time 
proud, palavering in front of a map of Vietnam. A stand like a real «Jossaldian» condensed version where 
the war is given as a spectacle and to the appreciation of the curious, where the representations that 
power gives of itself mingle with those that the cinema gives of power, etc.

Clement Thibault
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