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Julien Gremaud:

We publish on the Internet the way we take notes,

whatever the platform. What was private becomes a

measure of interest and judgement in the public

sphere. Everyone takes the posture of a curator,

using what could have been their notes as a tool of

communication. In your case, using your own notes

(www.mmm.af) for artistic ends seems almost a form

of provocation through their transfer into a book.

Arthur Fouray:

We face such a flood of information today that it is

reassuring to take an interest in what concerns those

close to us. As in a conversation, the Internet

involves us in a horizontal process of exchanging

information. The opposite of this horizontality is a

visit to a museum, for example. Visitors witness

what specialists have seen fit to show them; they

place themselves in a verticality of judgement; they



are there to learn. Publishing these notes seems

provocative today because it takes them out of a

horizontal process to present them as a cultural

object, yet it is only a natural process.

JG:

And at the same time, in both cases it takes on the

features of a democratic tool. Yet the experience is

completely different.

AF:

What interests me is information and the intensity

with which it is shared. Even in 2015, when we are

absorbed in the Internet and live with it, books

remain of great importance in passing on a

knowledge that is not elliptical. They develop in-depth

research, far more complex and dense to take

in than the publications we are used to deciphering

on the web.

JG:

As for the publication, do you think about the

viability of the book? One could say: what is the

point, books no longer sell and are expensive to

produce.

AF:

No one knows whether a website will last. It is a

format that depends on many systems (hosts, online

typefaces, etc.). When a site is created, no one knows

whether it can stay the same without being made to

evolve with the technologies that make it

perceptible.

JG:

So it is two and a half years that will pass into

posterity, to take up your subtitle, '21 April 2013 - 21

October 2015’?



AF:

'M' is built on the idea of the series, and this is the

first volume. It is as if the first note were point A and

we had now, in October 2015, reached point B, made

concrete by a solo exhibition and this edition.

JG:

I know there is a part of the process that you see no

point in sharing with the reader:

Writing/Internet/Transfer/Print. It amounts to a

double transfer of your iPhone notes, to your site and

to the edition.

AF:

When I take these notes, they are moments of

awakening to what other people or my own ideas

may bring. The tools are pop. At the start there are

iPhone applications, namely IFTTT; Tumblr

processes the information that appears on the site.

Adobe Acrobat extracts this data and Illustrator

vectorises the text, which is then laid out in

InDesign. Computing is not a flag behind which I

act; these tools are like a stapler and a brush for

making a canvas.

JG:

In the design, you deal with all these decisions. In

the age of the Internet, going back to historical

typefaces seems as anachronistic as it is romantic.

AF:

Artists ask themselves the question of form, of

context. They necessarily work with titles, labels,

publications. Lawrence Weiner chose Franklin

Gothic, which is 'the American typeface' of the

twentieth century; Mousse magazine chose a

typeface drawn in 1984 by Hans Eduard Meier; the

Centre Pompidou, a typeface institutionalised by the



German state in 1931. These details give another

view, a critical view, of artists' practices and of the

institutions that circulate their work. Bringing out the

fundamental relation between art and typography is

still one of my obsessions.

JG:

Why this choice of font for this or that thing? Is

there a logic to each use? Or how far are these

choices rational, and how far a fan's?

AF:

They are tributes that take shape within the

coherence of what 'M' gradually becomes. At the

start, I chose a Garamond italic close to the titles of

the 'Documents' book series published by JRP. Later,

I found François Rappo's Genath, which became the

running text because it is the written form I first

wanted for these texts. Franklin Gothic became the

visual form of proper names, titles and cultural facts,

because Weiner's stylistic play allows great

versatility. With two lines, for example, I can show

that a reference is about music; by enclosing the

characters in a black rectangle, I can signal the

presence of a visual practice. Presenting these

different typefaces and styles of writing amounts to

claiming a multiple identity. Using them is a way of

trying to understand how others before us were able

to think an object such as text.

JG:

And the typeface of the title: is it the one you pushed

furthest?

AF:

They are all worked in their own direction. The

'NCM' comes from Hamilton's 1972 drawing

'Trademark'. It was Nastassia Montel, incidentally,



who unearthed this appropriation of the logo of the

appliance maker Braun. Instead of a 'ready-made'

font, this one was 'ready-found'. Even though I

brought it into existence by drawing it, it remains the

continuation of the same gesture. Drawing these

glyphs was quicker than the research I began in 2012

into the script typefaces in metal type used by

Marcel Broodthaers. In the end I bought postcards

from 1971, 'Invitation to the Museum of Modern Art

– Department of Eagles (Cinema Section)', to find,

by analysing them, the typeface I could insert into

'M'.

JG:

There is something else: when you go from an

HTML link to the book, you do not get an

augmented use. Is that a loss?

AF:

The book is a more precise format in its making than

the website, which is malleable and adapts to

different kinds of spaces. If a web page had a set

format for each site, it would allow a more logical

construction. As for links, I do not feel that anything

is lost, because we always have connected devices to

hand that allow us to search. Books are surprisingly

congruent with contemporary demands, given their

physicality and inherent completeness. They adapt

quite well to our current lifestyles. Where they lose

most is in the link between the novel and cinema. A

story serves as the basis for a blockbuster and can no

longer be an object in itself. Literary talents then turn

into screenwriters in spite of themselves.

JG:

Books are multi-sensory experiences –



simultaneously tactile, visual, and auditory,

especially when pages are turned.

AF:

Books remain powerful as they engage the senses.

There is an intimacy in thumbing through the pages,

absorbing printed words, and immersing in the

narrative. They provide a distinct sensory

engagement that digital platforms struggle to

replicate. Pierre Girardin and Nastassia Montel laid

it out intuitively, bringing their fresh eyes to the

corpus. It seems important to me that the

transmission of this text should not be an individual

gesture and should pass through the prism of

exchanges. The idea is that one can enter a cosmos

of texts, of language games, of references. The

medium is not the message; its content is. That is

where 'M' stands.
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