Introduction
In 1997 Isaac Julien first exhibited at IMMA with his work Trussed (1996) which was commissioned by Modern Art Oxford for the exhibition Scream and Scream Again. The current exhibition includes three film works by Julien: Paradise Omeros (2002), Vagabondia (2000) and The Long Road to Mazatlán (1999). Each piece will be shown for one month before the exhibition space is re-configured to a single or three screen format. For each work a specific environment is built which envelops the viewer, continuing a strand of programming at IMMA which has included Julien’s contemporaries, Pierre Huyghe and Knut Åsdam. 
Julien first came to prominence in the mid 1980s as an independent filmmaker, co-founding the Sankofa Film and Video Collective in 1984 and Normal Films in 1990. Early films such as Who Killed Colin Roach (1983), Looking for Langston (1989) or Young Soul Rebels (1991) explored ideas as diverse as trans-cultural identities, literary histories, interracial relationships and institutionalised racism. In the early 90s Julien’s work crossed from the cinema to the gallery space, being included in several exhibitions including, in 1993, ‘Abject Art: Repulsion and Desire in American Art’ at the Whitney Museum of American Art, and ‘Mirage: Enigmas of Race, Desire and Difference’ at the ICA in London in 1995. In 2001 The Long Road to Mazatlán was short listed for the Turner Prize bringing to a wide audience Julien’s ability to draw from multiple cultural references such as poetry, contemporary dance, Hollywood films and twentieth-century painting. This work also displayed Julien’s use of multi-screen installation which he pioneered alongside Eija Lisa Ahtila, Doug Aitken and Stan Douglas. His recent works Baltimore (2003) and Fantôme Créole (2005), shown in his solo show this year at the Centre Georges Pompidou in Paris, combine multiple screens with monumental scale – in Fantôme Créole the four screens are angled over a wide area, forcing the viewer to constantly shift his or her focus from one side to the other of the installation, thereby becoming actively involved in the process of editing the narrative, creating a poetic metaphor for the multiple states in which any history exists.  
The three works in this exhibition illustrate Julien’s concern with memory – whether past and present or that of an imagined future. Evocative concepts of home, childhood, music, language, love and hatred, resonate throughout, but the artist never imposes closed readings of any given situation. Julien plays with the notion of time, disrupting and confounding the viewers’ expectation of a linear narrative sequence while his use of multi-screen installation allows him to give voice to various protagonists at once, allowing the viewer insight into their perspectives of time, emotion, imagination or memory. 
Central to this is the attempt to reconstruct memories of cultures, places or accents lost to time or to the cultural diaspora, by exploring notions of creolité, one of the central themes in Paradise Omeros. The work was filmed in two contrasting environments: the Caribbean island of St. Lucia and London. The central character, Achille, continually moves through cultures, blurring the lines which exist between geography, language, race and sexuality. Achille, is put to sea and he arrives in a grey land – the turquoise bay he has left behind has been replaced by sleety grey pools of rainwater on the hard pavements of the concrete jungle in which he finds himself. He moves from St. Lucia to Britain and back again; whether this is real or remembered is unsure; the film loop suggests an ineluctable circularity, where geography becomes metaphoric rather than fixed, its mutable state in memory becoming equated with changing states of identity. 
The title, Paradise Omeros, is drawn from the epic work by Derek Walcott Omeros (1990). Walcott himself narrates sections of the film, giving us clues to the nature of the crisis in which Achille has found himself. Walcott speaks of ‘the triangular trade’, referring to the transfer of African slaves from west Africa to the Caribbean and their subsequent migration to Britain where, in the words of Walcott, ‘… in London in Manchester in Birmingham, we start to pay, as if we were in England to pay for our sins’. Walcott’s Omeros is based on The Odyssey, in which we read of Odysseus at sea in a state of exile – like the central figure in Paradise Omeros, but also like Walcott’s literary antecedents, the exiles, James Joyce and Dante Alighieri. Joyce’s Ulysses is Dublin city seen through the structure of The Odyssey. Joyce embraced exile
 because it offered him the necessary distance he needed to evaluate his home and culture in his own forensic way, unlike Dante who spent his life trying to return home. Dante’s exile was lifelong and even commuted to his sons – this forms the backdrop to the Divine Comedy in which home and hell, and ancestry and punishment are equated.
 These layerings of literature and history, exile and language, are what we find in Paradise Omeros. The exile of Joyce and Dante echo Achille’s experiences, their literary journeys mirrored in his newly hybrid cultural and linguistic identity.   
Achille finds England a cold and violent place. Far away from the warm waters of St. Lucia, his language denies him, his native patois singles him out as an outsider; an outsider like Herman Melville’s Achilles
 – incapable of wilful murder – but who fits the profile in the eyes of an uneven-handed law as explored in Julien's Who Killed Colin Roach, an investigation into the death, in police custody, of a young black man. The Oxford English Dictionary describes ‘Creolisation’ as ‘making the language of a dominant group, in modified form, into the sole language of those dominated’. In the apartment scene we see Achille’s father literally beating ‘English’ into him, an event which finds a parallel in nineteenth-century Ireland where a process of ‘linguacide’ had children carry a stick called the ‘Bata Scóir’, a kind of tally stick which would record the number of times they spoke Irish at school – and so, the number of times they should be beaten with it at home. Whether in Connemara, St. Lucia, or London, the acquisition of English was enforced by parents who desired social and economic advancement for their children; children who could not then speak the language of their parents or community and who thus acquired a hyphenated identity: Anglo-Irish, French-Creole, African-American. The recurrent translating of the narrative of Paradise Omeros from Creole to English reinforces this conflicted or dystopian duality which makes Achille an outsider in both St. Lucian and English cultures, denying him his sense of place and home. 
Language is also central in Vagabondia. Set in the Sir John Soane Museum in London, a museum full of artefacts collected by Soane on his eighteenth-century Grand Tour, a conservator moves through this ‘house museum’ and shows us its hidden treasures, while her thoughts are spoken to us in St. Lucian French-Creole dialect, narrated by Rosemary Julien, the artist’s mother. Isaac Julien never learned this dialect at home so the remembering of the language of his parents in the context of the house of Soane, beautifully juxtaposes the possibilities of memory, object and home as they inhabit the psychic spaces of the conservator’s mind; concepts which are explored by Giuliana Bruno in her essay which follows in this catalogue. 
The objects and environments of Museums often feature as sets in Julien's work. The earlier works Three (1996-99) and The Attendant (1993), were set in museums, as is part of his more recent work Baltimore. Chris Darke, speaking of Julien‘s films, has said ‘the institutionalised space of fine art…becomes a theatre of desire, a repository of history, a resource of memory, as well as a space open to intervention…the works attempt a ‘re-visioning’ of the high-art context as well as the artefacts within it.’
 Into this space Julien places a vagabond, a free spirit within the controlled environment of the museum. The fitful, energetic movements of the vagabond, as he moves through Soane’s objects, were choreographed by Javier de Frutos and the type of ‘anti-dance’ espoused by de Frutos appears to mirror Julien’s gentle repositioning of memory as it is archived within the strict confines of western museology. This mood is evoked in the works of another vagabond character, Ronald Firbank, whose novels, written in a curious patois, lavishly conjure gloriously impossible scenarios, full of eroticism and sensuality – the following scene from Valmouth (1919) feeling almost like a visual passage from Vagabondia:
By a jaguar-skin couch far down the room an array of long-back chairs in the splendid upholstery of the seventeenth century suggested to Lady Parvula’s mind an occasional ‘public’ correction. And everywhere ranged fortuitously about were fa(ence flower-tubs bearing large-leaved plants that formed tall canopies to the white, pensive statues grouped patiently beneath.

The Long Road to Mazatlán (1999) was shot in San Antonio, Texas, while Julien was participating in the ArtPace residency programme and was made in collaboration with Javier de Frutos, the Venezuelan choreographer and dancer. The title of the work comes from Tennessee Williams’s The Glass Menagerie. Julien uses the powerful, culturally loaded, landscape of Texas and the American West to form the backdrop of a love story of sorts between characters drawn from Julien’s imagination who are an amalgam of richly diverse sources. One of the clearest references is to Andy Warhol’s Lonesome Cowboys (1968), which exploded many of the cinematographic myths surrounding cowboys, from their impossible virtue to their curiously monochromatic sexuality. Julien references Warhol’s plot while drawing on other film histories such as Martin Scorcese's Taxi Driver (1976), Travis Bickle’s infamous ‘Are you talking to me’ scene is misquoted as ‘are you looking at me’, becoming a challenge to the voyeur, misfiring the shifting gazes of the two cowboys, as they pass over three screens, questioning their homoerotic intent. At the same time, the swimming pool scenes, with their bare-bottomed boys and saturated, painterly colours, are evocative of David Hockney’s swimming pool paintings. This scene could also be linked to Bronski Beat’s music video for Small Town Boy (1984) in which Jimmy Sommerville, who played a cameo role in The Attendant, misinterprets the signals given by a boy in the swimming pool, and is violently assaulted as a result. 
The Long Road to Mazatlán and Paradise Omeros both utilise the power of the gaze. Glances, as they move across the screens, and as the camera positions offer three impressions of a single act of looking, create tension and dramatic effect. While desire and longing are palpable in these films, they are balanced with a sense of frustration or danger. Outside the confines of the gay ghettos, there is danger inherent in the male gaze, queer codes and mores being anathema to certain sections of society. But even this does not consider all of the potential nuances of these works. Julien invites us to see those ‘inbetween spaces and ambivalences that desire creates, in which we oscillate between these two poles.’
 These are universal concerns; desire can exist on a knife-edge and can beguile or terrify – the gaze which invites, is also the gaze which betrays – regardless of gender, race, age or sexuality; danger, emotional or physical, is contiguous with desire. Love and Hate, Amur et Heine. 
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�  James Joyce, A Portrait of the Artist as a Young Man (1916); ‘I will not serve that in which I no longer believe, whether it calls itself my home, my fatherland, or my church: and I will try to express myself in some mode of life or art as freely as I can and as wholly as I can, using for my defence the only arms I allow myself to use – silence, exile, and cunning.’ (Penguin ed. London 2004) p. 247.





� The terza rima rhyming structure of Omeros is based on that of Dante’s The Divine Comedy. 


   Inferno XXXIII, Count Ugolino and his sons are damned together. 


   Inferno XXVI, Ulysses and Diomed are tormented together. 





� Herman Melville, Billy Budd, (Wordsworth Classics ed. London 1998). ‘Thinking perhaps that for the nonce he had sufficiently instructed his young Achilles, pursed his lips, gathered all his wrinkles together, and would commit himself no further.’ (p. 252).


‘Ignorant though they were of the real facts of the happening and not thinking but that the penalty was unavoidably inflicted from the naval point of view, for all that they instinctively knew that Billy was a sort of man as incapable of mutiny as of willful murder.’ (p. 299).





� Chris Darke, ‘Territories: the Tell-tale Trajectory of Isaac Julien’, in Isaac Julien (Ellipsis, London 2001) p. 80.





� Ronald Firbank, Valmouth and Other Novels, (Penguin ed. London 1961) p. 27.





� Isaac Julien quoted from a conversation with the author, August 2005. 





