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Experiencing Boundaries 
Let us begin with a “beginning”, a twofold and unprecedentedly radical gesture: sinking sculptures in the sea, and then filming them. In 1990, when Marcel Dinahet decided to drop his sculptures into the sea, it was like a destruction, a “burial” in that aquatic immensity; it was turning them into shipwrecks. Then deciding to go and look at them, the way a scientist would do, with a video camera—not today’s light and sophisticated tool, but a cumbersome rudimentary one of those times--, was tantamount to giving them a second chance, a new life, a form of rebirth.

At that time he was the only person who ever looked at his works, which he would soon abandon to the entropy of the deep blue sea. His attention was henceforth caught by the environment that had swallowed them up, a changing, moving environment, whose outlines it is never really possible to define. Was this why one of Marcel Dinahet’s first emblematic works, Les Finistères [Ends of the World] (1996-1999) consisted in going to the eight most salient promontories of the Atlantic coast? Was it in his quest for a boundary that he came up with Flottaisons [Waterlines] (2000), where the crucial system—placing the camera on the waterline—defined a new field of vision (that of certain sea creatures?) and made it possible to consider the top and the bottom, the visible and the invisible, in one and the same space/time-frame. The book Marcel Dinahet 1990-2010 (Lienart Editions, 2010) accurately describes all the ensuing works, while sketching out a geography, that of the artist’s many travels, but also the advances he was making in an increasingly performance-related field, gauged by his collaboration with dancers in Danseurs immobiles [Motionless Dancers] (2006).
This book goes hand-in-hand with the Marcel Dinahet. Sous le vent [To Leeward] exhibition at the FRAC Bretagne (14 June-3 November 2019), a show which focuses on the artist’s recent work. What comes to light in it is an assertive presence of the body, both in the video works but also, in a more unforeseen way, in a large number of drawings, in various formats, using black gouache, applied both by hand and by… foot, with a total physical momentum and commitment. It would seem that the same movement is at work here: the films tend to reduce the distance between the artist’s body and the landscape, in the broad sense, water, land, and even air and light, in order to draw closer to the elementary and the essential: the drawings transcribe one and the same energy, without any camera.
The expeditions shared with the Suspended Spaces collective, as illustrated by the exhibition, along with Marcel Dinahet’s investment in artists residencies at the Sémaphore on the island of Ouessant, underscore the importance, for him, of the relation to the other, something which many of his students at the Rennes School of Art are mindful of. All these traits, and even more, are reflected in the book. In a major text titled Maraudeur, Jean-Marc Huitorel puts the development of the past decade into perspective, and Tanguy Viel paints a handsome portrait of the artist, connected to him by a strong maritime link. Sophie Kaplan pays tribute to the story-teller she sees in Marcel Dinahet. Françoise Parfait, who is involved with Suspended Spaces, fleshes out her analysis of the video work, while Dominique Abensour, a subtle connoisseur of the films, retraces their genealogy. May they all be thanked here for their gifted contributions, along with the modest and immense œuvre of Marcel Dinahet, which has inspired them.
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