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Fondation d’entreprise Hermés is pleased to present Bezoar, an exhibition by the Amsterdam-based
photographer/artist Charlotte Dumas. Dumas has been working with the theme of animal and human
relations in contemporary society.

Bezoar is centered on three recent video works by Dumas, and together with her photographs and
objects, re-examines the nature of interactions between animals and people. A bezoar is
a coagulation that forms in the stomachs and intestines of animals, namely a stone, and while it has
been scientifically proven that these concretions are medical phenomena, in old traditions, they
were sometimes regarded as talismans and associated with mysterious realms of the imagination.
Dumas engages in a creative dialogue with horses and equestrian-related items and historical
materials, and explores issues of life and death, so as to reveal the primal landscapes she has
discovered through filming the animals. Objects such as bezoars, haniwa (ancient Japanese ritual
terracotta figures), horse toy, horseshoes, gourds, and belly belt are presented here as
embodiments of the coexistence of horses and human beings, and together with Dumas’s
photographs, allegorically convey the transitory nature of life.

Other highlights of this exhibition are an installation incorporating indigo-dyed fabric by textile
designer Yuko Kitta, with whom Dumas has been collaborating for several years, and the
scenography by architects Keigo Kobayashi and Haruka Uemura. The goal is to create a space
where viewers can engage with Dumas’s narratives from multiple perspectives, allowing the
audience to explore and link the many layers in her stories.

Today, perhaps more than ever, we are challenged to see nature and life in a new light, as we face
the pandemic now engulfing the world. Dumas tells us, ‘we are in fact only able to co-exist within
the context of all other living things,” and thus her works offer us opportunities to reflect on the
ephemerality of life— that all life will eventually breathe its last, be it of an child or a foal, returning
to an eternal sleep.
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As | wrote this in Spring 2020, |, like almost everyone on our planet, have been confined to staying at home due to
a virus that is both unpredictable and that under certain circumstances can be deadly. It seems an appropriate time to
contemplate life and death, and related to these two aspects of all existence, after life.

The sculptures haniwa signify tokens that guide the deceased to another world beyond the material one we know.
| found the two touching haniwa in the collection from Shijonawate in Osaka. Both sculptures had great personalities. The
foal haniwa especially caught my eye. Like the golden horse from the collection of Emile Hermes, the foal radiates the joy
and energy so belonging to young age. It is daunting to know that its expression has been preserved for some close to
1500 years. When it was excavated its smile appeared from underneath the earth.

The notion that an object can house a soul becomes more and more apparent to me. In the exhibition “Bezoar,” these
ancient souls can be seen together with the contemporary counter parts visible in both the short films Shio and Yorishiro.
They trot us through time and give us the opportunity to feel historically connected. It also reveals how their value to us
has changed significantly.

Feeling like we are part of nature is not always so evident for humankind. We are in fact only able to co-exist within
the context of all other living things. How we relate to their life on earth defines us as a species. It shapes and determines
our development. How we live and how we die. Knowing that life is ending emphasizes our vulnerability and can be
a scary prospect. However, traveling from one state of being to the unknown in the company of another sentient being as
represented in these haniwa to me is a comforting thought. Who knows where they might take us?

— Charlotte Dumas
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| met Charlotte at a potluck party in a small village on the main island of Okinawa. The owner of a horse therapy farm
asked me to join him for dinner because a friend of his was coming from the Netherlands to take pictures of horses.
| remember briefly mentioning about our practice of plant dyeing on our first encounter, but | never imagined then, that our
relationship would evolve so deeply in this way.

I moved to Okinawa from Kanto region after the Great East Japan Earthquake. | needed an environment where | could
build a wood fire for dyeing, and the only place | could imagine for this in Okinawa was the northern part of the island, with
its rich nature and small population. It was somehow clear to me that this was the right place. As | came in touch with the
dynamic, powerful and utterly overwhelming nature in Yambaru*!, | began to wish, if only in a small way, to portray this
nature’s beauty in its most genuine state. Yet, at the same time, | was always thinking about the contradiction that the more
| tried to capture it, the further away | got from its enigma.

For Charlotte, Shio is, of course, her creation, and something she has spent a long time developing. However, an artist
who has been closely observing horses and other wildlife—creatures embodying the secrets of the wild—Charlotte seemed
to create with the same pliancy as those animals, accepting the tides as they come.

In preparing for this exhibition, | too found myself within this natural tide while being inspired by Charlotte’s work.
| created whatever that came to mind, and improvised with what | had at hand. | had been trying to understand for some
time the boundary between a mediated and unmediated expression in my practice. In reflection, it seems that | have
received a piece of the answer to this long-standing question through my involvement with Charlotte’s work.

Coinciding with the turning event of the world, Charlotte and | also found ourselves in a tidal change. It was the
currents of our live that pulled us towards each other, and in the course of this shift, we saw the trajectories of our lives
materialize into what you see today in the exhibition. | suppose when things unfold through a series of coincidences, one
might call it fate.

— Yuko Kitta

*1 The subtropical forest in the northern part of Okinawa
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e ~Colt-shaped Haniwa, Shinobugaoka-ekimae Site
- This colt-shaped haniwa (terracotta clay figure) was discovered at the survey site for the

_»,"--;Plaza planned for construction on the west side of JR Shinobugaoka Station, Shijonawate
55" City, in 1988. Excavated from a village site where the relics of buildings and ditches dating
4 from the Middje- Kofun Period (c. 300 to 538 AD) were discovered, the haniwa measures 41
;béntimeterglong and 27 centimeters high, and looks like a puppy. With its adorable face and
;_’-r- stubby, childlike body, the haniwa emanates a sense of the affection with which it was
= created—a-natural love of horses in a land of horsemen. The fine detail even includes a
representation of male genitalia on the colt’s lower abdomen. When it was excavated, the
~figure was initially categorized as a puppy-shaped haniwa. (Shijonawate City Board of
- Education, Shijonawate Municipal History and Folklore Museum)
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What turned out to be the main task in designing the scenography and architectural structures for the exhibition Bezoar
was perhaps the search for a space or a landscape which embodied the gentle passage of time as found in Dumas’s work.
Such was a landscape which arose within a balance between the flickering light coming through the glass blocks, a feature
unique to the venue, and the projected images and Yuko Kitta’s fabrics, between the existing long and narrow steel-framed
space and the gently arcing wooden frame, and between the thick darkness and the pale white light that emerged from it.
We envisioned that these diverse elements, in balance and connected to each other, would provide for a new relationship
between the viewers and Dumas’s work, as well as the horse objects, and eventually for it to merge into the landscape.

Dumas’s work is mystifying. As we spend time looking at it, the object begins to transform, ushering our thoughts to
expand to the environment and society around us. The same is true of her moving images, where the beauty and charm of
her subjects gradually allure us to the grand narrative that lies ahead.

The gently arcing structures in the exhibition space become stone walls, perches, piers, fences, platforms,
windbreaks, and architecture. And as some simple man-made elements which are left standing in a natural landscape,
they humbly accept the viewers’ activities and engagement, while at the same time, triggering various behaviors. Each
arc, despite being scattered, represents a part of a same circle. Viewers may unconsciously sense this continuity and
observe the various meanings this figure entails.

The surface of the structure is purposely made of wood with a beautiful grain, making the structure appear like a tree,
but also like marble. We imagined how this could take the viewers beyond the notion of organic and inorganic, and inspire
them to diverse interpretations and imaginations.

We hope, in this way, that the exhibition became a space where viewers can wander freely to discover and connect
with the different relationships, and in that process, for the space to serve as a catalyst for an active redefinition and rich
interpretations of the diverse relationships existing in the landscape.

— Keigo Kobayashi, Haruka Uemura, Architect
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Bezoars

There are various different types of bezoars (stone-like mineral masses found in the bodies of animals).

- Animals’ organs absorb plant fibers that can become entangled and on which minerals may clump. Such masses are called phytobezoars
and are observed in herbivorous animals.

- Trichobezoars are observed in animals that lick their fur, but these masses are essentially formed in the same manner as phytobezoars.

- Bezoars initially form around some kind of nucleus with minerals agglomerating in several layers. They are found not only in the bladder and
kidneys, but also in the intestines and salivary canal. The largest bezoar on display at the Fragonard Museum was found in the intestines of
a horse and weighs 11 kg. Today, veterinarians can operate to remove these masses.

Bezoars were once believed to have magical properties. “Goat bezoars” of Iran and Turkey were especially sought-after. The masses were
ground into powder and used to prepare “theriac,” a therapeutic panacea that supposedly cured all ills, especially poisoning (it had a placebo
effect). Bezoars were commonly displayed in the “cabinets of curiosities” of royalty and titled nobility, sometimes mounted on gold pedestals.
Some people even hung a bezoar on their cups and soaked it in their drink to protect themselves from poisoning. In France, these practices
continued until the end of the 18th century. Bezoars have no particular medical interest apart from their pathological interest: they can cause
animals to die. It can be said that bezoars are typical of the objects displayed in “cabinets of curiosities” in Europe. (Ecole nationale vétérinaire
d’Alfort — Musée Fragonard)
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» Films by Charlotte Dumas
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The title of the film, Shio, refers to the tides and currents of the ocean. The video, created in 2018, was filmed in
Yonaguni Island, where some 120 wild horses live and roam around the island freely. Dumas has been filming and
photographing indigenous horses in eight locations across Japan since she first visited the island in 2015. In this
film, a girl, Yuzu, born in Okinawa, and her beloved horse, Urara, are the main characters, composing the various
scenes and stories of the film. Yuzu and Urara was photographed while filming Shio, and it eloquently illustrates
how human beings can interact and empathize with animals—the mysterious “others” that Dumas has been
trying to capture. The two video works in this exhibition, Shio and Yorishiro, were conceived of as a trilogy staged
around Yonaguni Island. The last film will be completed in 2021. An installation of fabrics is also incorporated in
the exhibition. Dyed in the color of the ocean, these are fabrics which appear in the film and were made in
collaboration with textile designer, Yuko Kitta. Dumas continued to collaborate with Kitta in Yorishiro.

Yuko’s fabrics are dyed with pigments extracted from native plants in Okinawa. Leaves and bark are boiled and
fermented in water to create a dye that can express any hue imaginable. it is befitting that Urara’s belly belt is
reminiscent of the colors of nature and water. (C.D)
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Yorishiro was filmed in 2020. Beginning with Shio with Yuzu and Urara, Dumas had envisaged a trilogy of short
films with these works, Yorishiro being the second in the trilogy. The Japanese word “yorishiro” refers to an
object, or shintai (a divine body), in which a god, soul or spirit is believed to temporarily or eternally reside. For
Dumas, yorishiro became a symbol of the transformative nature of the human-animal relationship where our
reverence for nature turns the divine spirit into an animal or plant form. Yorishiro is a road movie of Dumas’s
beloved 5-year old daughter, vy, who travels alone from the Netherlands to Yonaguni Island in a horse costume.
The girl’s encounter with the native horses of the island, which she attracts with her horse-like behaviors, comes
too naturally. The girl’s costume was made by Yuko Kitta.
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Anima is Charlotte Dumas’s first video work, filmed at Arlington National Cemetery in Virginia, the United States.
Established in 1864, the site is known as the final resting place for the fallen soldiers who fought the country’s
wars such as the Civil War, the two World Wars, and Vietnam War. Anima, meaning “soul” in Latin, captures the
reposing moments of the caisson horses at the cemetery. These are trained horses who solemnly perform the
honorable duty and long-held tradition of carrying the caskets of the deceased servicemen during their memorial
services. Inside the dimly lit stable and surrounded by wood and hay, the horses quietly fall into sleep as they
rest their exhausted bodies from the day’s labor. Dumas beautifully documents the contemplative moment that
passes in the stable as she catches the animals in their intimate and private spaces. A series of photographic
works was created together with the video.

© Charlotte Dumas. Courtesy of the artist and andriesse eyck gallery, Amsterdam
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» Photographs by Charlotte Dumas

E

Yuzu

2016
RSO(RFIx
Polaroid Instax

30 x 26 cm (%8%%)

30 x 26 cm (framed)
F5> 54 B REMEERREL
Collection of Nederlands
Fotomuseum, Rotterdam

[p.3, p.35]

2018

KIAAK

Polaroid

25 x 30 cm (%)

25 x 30 cm (framed)

I35 4 B REMEERTE
Collection of Nederlands
Fotomuseum, Rotterdam

[p.3, p.35]

SR (&) &W)

Untitled (Image from Yorishiro)
2019

ERERRATITINT)

High pigment inkjet print

31 x20cm

[p.6]

A G

Support, imabari

2016

BREBR LTINS
High pigment inkjet print

40 x 50 cm

[p.7]

P4

Wave

2018

SRmERR Iy b
High pigment inkjet print

80 x 109 cm

[p.7, p.9]

I EEE

Emi, Miyakojima
2015

BRI 7Dz T b
Pigment inkjet print
30 x37.5¢cm

[p.11]

/ABEKRR

Wood, Onuma Hokkaido
2015

EREBERA Iy T b
High pigment inkjet print

30 x37.5¢cm

[p.11]

B RE

Belly, Nagano

2015
EREER IV TINT U
High pigment inkjet print
30x37.5¢cm

[p.11]

F—KU— - SIE
Audrey, Yonaguni

2018
EREERA Ty T
High pigment inkjet print

40 x 54.5 cm

[p.12, p.17]

SHMEO

North of Yonaguni

2017

ERERERA IV TN T

High pigment inkjet print

40 x 55 cm
TERREA T4 EEASERRFR
Collection of the Embassy of the
Kingdom of the Netherlands, Tokyo

[p.12, p.16]

BREOE SHE
Near the Coastline, Yonaguni
2015

EREERA Ty TUS

High pigment inkjet print

112 x 140 cm
ARRA T4 EEAERAE
Collection of the Embassy of the
Kingdom of the Netherlands, Tokyo

[p.13]

RE ((&AX) &W)
Untitled (Image from Yorishiro)
2020

20 x 31 cm

2019

20 x 31 cm

2020

20 x 31 cm

2020

20x 31 cm

2020

20 x 31 cm

2019

27.8x21cm

2019

27.8x21cm

2019

30 x22.5cm

2020

20 x 31 cm

EREBERA TN T
High pigment inkjet print
[p.22, pp.26-27, p.29, pp.32-33]
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SHBE

Yonaguni

2015
EREBERA IV TINT IR
High pigment inkjet print
112 x 140 cm

[p.23]

BIOTERE SR
Horse in Sand, Imabari
2016

EREBERA 7T TN TN
High pigment inkjet print

60 x 75 cm

[p.36]

SHBE

Yonaguni

2015

FZA/K

Polaroid

12.7 x 10.16 cm (482 30 x 26 cm)
12.7 x 10.16 cm (framed 30 x 26 cm)

[p.37]

HEF/5HBE

Skufl, Yonaguni

2017
EREBERA 7T TN TR
High pigment inkjet print

12 x 9 cm (4852 30 x 26 cm)
12 x 9 cm (framed 30 x 26 cm)

[p.37]

SHE

Yonaguni

2016

=kl

Polaroid

10.16 x 12.7 cm (%82 26 x 30 cm)
10.16 x 12.7 cm (framed 26 x 30 cm)

[p.37]

SE

Yonaguni

2016

RIO4CK

Polaroid

10.16 x 12.7 cm (484 26 x 31 cm)
10.16 x 12.7 cm (framed 26 x 31 cm)

[p.37]

RORLREEDT
Yuzu in Her Red Dress
= STy Tk
High pigment inkjet print

9 x 2 cm (48% 26 x 30 cm)

9 x 12 cm (framed 26 x 30 cm)

[p.37]

BRE

Kagoshima

2016

RZOCK

Polaroid

12.7 x 10.16 cm (483 30 x 26 cm)
12.7 x 10.16 cm (framed 30 x 26 cm)

[p.37]

SHBE

Yonaguni

2015

i =kl

Polaroid

10.16 x 12.7 cm (485€ 25 x 30 cm)
10.16 x 12.7 cm (framed 25 x 30 cm)

[p.37]

SHBE

Yonaguni

2015

=kl

Polaroid

10.16 x 12.7 cm (483% 26 x 30 cm)
10.16 x 12.7 cm (framed 26 x 30 cm)

[p.37]

BFESS5

Yuzu and Urara

2017
EREBERA T TN TSR
High pigment inkjet print

80 x 109 cm

[p.56]

© Charlotte Dumas. Courtesy of the
artist and andriesse eyck gallery,
Amsterdam, except as noted.

» Objects by Yuko Kitta

BOLHDET

Obi (Belly Beit for Horse)

2018

F—HZy7Ayb o RREH

Organic cotton, plant dye

#150 x 140 cm

approx. 50 x 140 cm

T REFIfEF 2T

SOy FaRERBRFYEZIYAEOIATAL
—>ar

Design, dyeing and production by Yuko Kitta
in collaboration with Charlotte Dumas
TERRE

Collection of the Artist

[p.7, p.8]

A

Shio

2020

staet

Total 36 pieces

F=HZy Ak FIRE

Organic cotton, ryakyd-indigo

FHA Bl IRy 2 197
SEIEHF (Kitta)
SOk T 2RENATHRL—Ya>
Design, direction and production: Yuko Kitta
Dyeing: Takashi Sawano (Kitta)

in collaboration with Charlotte Dumas

[p.13, pp.14-15, pp.18-19, p.20, p.40, p.56]

» Objects

HEDKS
Horse in Gilded Wood
19142, REHBVEF N (HEE)
19th century, China or Tibet (?)
R(HP7) 2%
Carved and gilded wood (oak wood)
30 x 12 x20.5 cm

3= TIVAZ-AL TS FiE
Emile Hermés Collection
[p.4]

Umagutsu (Horse Sandais)

B (TR) < #BIR S IRET

Straw (Rice plant) / Yuzawa, Niigata
£19.5x14x2.5cm

19.5 x 14 x 2.5 cm each

BB D RIRS RN HT I SRATEERG
AHE[EEE]

Production support: Kesamatsu Ishizawa, Morio
Kobayashi, Yuzawa Town Museum of History
and Folklore “Yukigunikan”

[p.7]

e

Hyotan (Gourd)

AE A SR A

Gourd, wood, metalic parts, strings
BA#%10.5 x 22 cm

Body diameter 10.5 x 22 cm

[p.7, p.8]

s iEE (B 1L )

Horse-shaped Haniwa, Minamisage Site
IR (5itiD)

Middle Kofun period (5th century)

#186.5 x 54 cm

approx. 86.5 x 54 cm

MEBR A & B & T E S RIGEFEE
FREL

Collection of Shijonawate City Board of
Education, Shijonawate Municipal History and
Folklore Museum

[p.10]

AEDOHE

Folk Wooden Horse Toy
20HHATHIA. (EM T

Early 20th century, Shinshu region
AREH

Wood, paint

43 x 23 x 43.5¢cm

TEREL

Collection of the Artist

[p.23]
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FERIER (B LERATE )
Colit-shaped Haniwa,
Shinobugaoka-ekimae Site
HERR ] (5iiHE)

Middle Kofun period (5th century)

#9141 x 27 cm

approx. 41 x 27 cm

MEBR T E & B = TEBR L E = RIGEFIEE
FREL

Collection of Shijonawate City Board of
Education, Shijonawate Municipal History and
Folklore Museum

[p28, p.31]

¥ (BOEE)

Equus caballus Linnaeus (Horse Skull)
EWAF

Unknown origin

52 x 20 x 37 cm
AAMHILVOBOL U 1ERE (B R L- L 184

BB FRREL
Collection of Kitakyushu Museum of Natural
History & Human History

[p.34, p.38]

NYT7—IV (BRIFEME L OB ORKR)
Bezoar, Narai Site

HER R (51iHE)

Middle Kofun period (5th century)
BE##3cm.32g

»3cm,32g

MEBR T E & B = TEBR L E = RIGEFIEE
FREL

Collection of Shijonawate City Board of
Education, Shijonawate Municipal History and
Folklore Museum

[p.34, p.39]

N7V (BOB#E)

Bezoar (from Horse Stomach)

1912

19th century

16.5 x 16 x 14.5 cm, 4.11 kg

TN TF—VELRESRT T — ISR
Collection of Ecole Nationale Vétérinaire
d’Alfort — Musée Fragonard (Paris)

[p.34, p.39]

NYT -V (BOEERER)

Bezoar (from Horse Cecum)

FRTEH

Date unknown

17.5x 16 x 16 cm, 4.4 kg
RETRPEEREFRFTE

Collection of Hiroshima City Meat Inspection Office
[p.34, p.39]

NJT IV (BOEERER)
Bezoar (from Horse Cecum)
1950 €

CA 1950

14.5x 14 x 14 cm, 2.4 kg

BT R EREFPTER

Collection of Hiroshima City Meat Inspection Office
[p.34, p.39]
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The photographs on pp.44-45 were taken by Charlotte Dumas herself as portraits of haniwa when she was in Japan during this exhibition.
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Textures of the Lives of Other Beings
Haneko Takayama Novelist

Texture accompanies us throughout our entire lives.

Immediately after we are born, we reach out and touch things, as if to differentiate ourselves from what is not us.
We can communicate ideas through touch with Braille, which enables reading by those visually impaired and
completely lacking the sense of sight, usually the means by which we absorb large quantities of information.

It seems that the sense of touch is even stronger than the other senses, a sense from which we are truly
inseparable.

At this exhibition, the venue is filled with works evoking the tactile sense with which our lives are inextricably bound
up. While art is generally exhibited in cases or frames, this is not true of at least some of the works presented here.

Objects that ought not to be touched, such as dried gourds, terracotta figures, and a wooden toy horse, are
shielded from human contact in glass cases. And things existing as images in photographs, on monitors, or cast by
projectors cannot be touched directly to begin with.

The things that can be touched include an unsteady wooden platform with raw, exposed bark, describing a large
arc, on which visitors can sit or lean. In the center of the spacious venue, blue dyed fabric hangs from the ceiling and
sways in a faint breeze. These are positioned at such close distances that they can be touched when walking through
the gallery.

Whether or not we can touch them, virtually all the exhibited objects present motifs that make their textures easy
to imagine. This is a testament to the highly totemic nature of these objects, which appeal to our sense of touch.

The Amsterdam-based artist Charlotte Dumas has produced a wide variety of photographs, films and other works
over the course of her career, and has long been engaged with the theme of the relations between horses and humans.

Prior to this exhibition, | have gotten her the photo book Stay (AKAAKA Art Publishing), which she produced at
several locations in Japan. She photographed indigenous horses from various parts of Japan, capturing the horses
inhabiting these regions, from Okinawa’s Yonaguni and Miyako Islands to Kagoshima, Nagasaki, Ehime, and Hokkaido
(home to the Dosanko horse), as they are found in nature. Every photograph contains a variety and volume of
information that differs completely from that of profile shots of thoroughbreds in encyclopedias. Each horse is
distinctive in terms not only of its physique, but also of a wealth of individual characteristics such as color and length
of coat. Despite being photographs, Dumas’s works let us to imagine the feel and movement of their subjects as if we
were touching them.

However, her works only evoke these sensations when the viewer possesses the sense of sight, tactile memory,
and imagination. The key to their sparking our imaginations lies both in the works and in ourselves. It is analogous to
deciphering a code, which is only possible when we have an encrypted text and a key to its decryption. One realizes
that when we appreciate and interpret a work in this way, we enter into complicity with its narrative.

| believe few people living in Tokyo today have had the experience of touching horses. It is safe to say that in urban
areas of Japan today, non-human creatures larger than us are virtually nonexistent. We are surrounded by inanimate
vehicles, and even if there are creatures living nearby, most are pets such as dogs and cats, or if they are wild they are
much smaller than humans: raccoon dogs and civets, pigeons and crows, turtles and insects.

Under these circumstances, how can we build relationships with other lifeforms?

Recently, | have come to suspect that we have been neglecting a long-overdue reckoning with these relationships.
Currently, in cities even interpersonal contact is cut off, and we are in a situation where we must constantly monitor our
distances from others. How does the dearth of non-human beings in a city affect us at a time when even human touch
is impeded?

As a creator, | believe | feature non-human beings in my works more often than most. Before | began writing novels,
| painted, and my paintings often portrayed creatures such as amphibians, reptiles, and birds (although their precise
species were fluid and uncertain). After | started writing novels, | featured animals that might be dogs or might be
weasels but could not be classified according to any known terrestrial taxonomy, or which | did not have words for in
my native language.

In my novel A Horse from Shuri (SHINCHOSHA Publishing), there is a scene in which an indigenous horse suddenly
appears in the garden of the female protagonist’s house, but the image the word “horse” brings to mind may vary
depending on where the reader lives. The Dosanko horses of Hokkaido and the Miyako horses of Okinawa are
completely different in terms of their physiques and their coats. The protagonist is unfamiliar with animals, and at first
does not know what kind of creature is crouching in her garden.
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On a calm morning - after the passage of one of the typhoons that frequently strike Okinawa, where the novel is
set, and before the arrival of the next storm — when the character suddenly encounters an animal larger than herself
(though as one of the indigenous horses of the southern island, it is far from huge), as one is very unlikely to do in the
city, what is the emotional impact on her—especially as a woman, and not a particularly strong one?

In Dumas’s Stay there is a text entitled “Impressions on Approach” by Stacey Clarkson James, art director of
Harper’s Magazine. It begins as follows:

“How the best way to approach a wild horse? Or one sleeping soundly in her stall?”

The text discusses several factors Dumas considers important for approaching horses around the world and
capturing them at relaxed moments.

“Charlotte Dumas’s approach is a way of being — present, focused, curious, and open.”

Animals that have lived alongside people since time immemorial, but are of a size we scarcely see in urban areas
today, live by a different code wholly incomprehensible in the context of our own. We may encounter such animals at
some point in time—the possibility cannot be ruled out. Imagining unexpected encounters with other kinds of beings,
in which we discover their textures with our own hands, can introduce a kind of secret magic into everyday life.

On the other hand, many city residents’ most recent experience of touching a non-human creature may have been
that of swatting a weakened insect as summer drew to an end. They probably cannot remember what it felt like.

Death, as a textural experience, makes a faint impression.

One of the films on view at this exhibition, Yorishiro, focuses on Dumas’s young daughter, and is structured like
a road movie showing her journey from Amsterdam to Japan, passing through several cities and eventually meeting
indigenous horses on Yonaguni Island.

A girl from the far-off Netherlands traverses the sometimes new, neat, and tidy, sometimes old and dilapidated
landscape of Japan. She rides trains and airplanes, taxis, escalators and moving walkways in Tokyo and Kyoto. At a
shrine where a sacred horse is kept, small decorative horse amulets are lined up for sale alongside slips of paper
bearing fortunes. Dressed in a horse suit, the girl is like a fairy spirit, skillfully flitting about the edges of people’s vision
without drawing notice.

The girl’s costume, made by Okinawa-based artist Yuko Kitta, emphasizes texture in every part, from the fluffy
material of the body to the rough-cut, blue-dyed fabric of the mane. When she steps into the costume, its feet rub
against the tatami-mat surface of the floor. Her hand stacks sugar cubes on a windowsill. She picks one up and snacks
on it, her cheek puffing out. At an old shop, sewing implements are for sale. The metallic texture of the needles, the
seams of the costume. Arriving by plane at a small airport, we see a dusty old diorama of the island, styrene foam
showing through the paint in places.

Eventually the girl meets indigenous horses living in the natural environment of the southern island. Upon meeting
one, she strokes its back again and again. Each and every detail of the film is full of tactile sensation, conveying touch
and texture, as if to enrich our imaginations.

The film Shio, which forms a diptych with Yorishiro, focuses on interactions between Urara, a Yonaguni horse, and
Yuzu, a girl born and raised in Okinawa. These are interspersed with scenes of many indigenous horses, without
saddles or harnesses, standing calmly in meadows, on sandy beaches, and at times on asphalt roads. A large group of
the sizable creatures occupies the road, a sight one would never see in Tokyo. Blue-dyed fabric fluttering in the wind is
superimposed against the waves at the seaside and the ebb and flow of the tide, and the image of fingertips stained
with blue dye touching a horse’s mane seems, again, specifically intended to evoke tactile sensation. This blue fabric
was also produced by Yuko Kitta, who made the horse suit for Yorishiro, and the same fabric used in the film is draped
from the venue’s ceiling so as to cover the monitor. The blue fabric dyed on an island far to the south drifts in the mild
breeze at the Tokyo venue. This fabric was evidently dyed with natural plant-derived pigment. Plants are dried and
fermented to create dyes, and the color of each piece of fabric is unique.

From midway through the film onward, funeral banners and tombs with memorial inscriptions appear, and these
relate to several objects in the venue, exhibited separately from the films, particularly death-related objects.

There are two terracotta horses, of the type well known in Japan as haniwa, ritual figures buried along with the
dead in ancient Japanese tombs. There are various theories about them, including that they represent a funeral
procession, in which case the horses are means of transporting the dead to the other world.
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When we reach the dimly lit upstairs gallery, these objects present us with death in a clear and direct form.

The video Anima screened in the upstairs gallery was Dumas’s first, and portrays white horses in states of rest and
relaxation. These are military horses, which pull the caskets of members of the United States armed forces when they
are buried with honors. The location is Arlington National Cemetery, where Americans who died in many wars from the
Civil War onward, including the two world wars, the Vietnam War, and the Irag War, are interred. This work too sheds
light on horses’ role as transporters of the dead. Like the sacred horse at the shrine appearing in Yorishiro, it is strongly
evocative of the boundary between the worlds of the living and the dead.

A photograph on the same floor shows the skull of a horse that has fallen in the forest undergrowth. Grass grows
up between its jawbones, and we know that as time goes by, the bones will be covered with vegetation and eventually
return to the soil.

An actual horse’s skull is displayed in a glass case, together with spheres of varying sizes. These spheres are
bezoars, which can grow to a surprising size, as comparison with the skull illustrates.

A bezoar is an object sometimes found in the internal organs, such as the stomach, of horses, and removed after
their deaths. Large herbivores like horses accidentally swallow tiny pebbles and grains of sand while grazing, and these
form a core around which masses of minerals coagulate over the years, gradually growing in size. Some of the spheres
are terribly large for having been inside an animal’s body, and also surprisingly beautiful. | have never seen anything
remotely like them, and thus | cannot imagine their feel and texture. How much do they weigh, are they rough or
smooth? How are they different from bone, how are they similar? In this exhibition, where nearly every single work
speaks to the sense of touch, the bezoars alone evoke no tactile sensations.

To be alive is to have a sense of texture. The lack of tactility highlights the alien quality of the bezoar, an inanimate
object born and nurtured inside a living body.

Dozens of photographs, several films, and objects of varying textures occupy the space while maintaining
tension-filled distance from one another. It is just like the cautious, gentle distances that animals keep. In addition to
digital prints, there are other types of photographs including ones taken with instant cameras, and each of the films is
screened in a different way, on an LCD monitor or projected in a dark space, further accentuating textural variations
among separate parts of the exhibition. These dramatic variations are conveyed not only through the textures of things
inside the works, but also through their surrounding environments.

Like Dumas’s own texts discussing the objects, the works and objects exhibited can be called pieces of prose.
Like her daughter, Dumas travels long distances in order to encounter her subjects (horses), finding and picking up
things on the way, carefully storing them in boxes and presenting them plainly and without comment. Dumas must have
many stories to tell about each one. | feel that what she does is quite similar to what an author like me does in the pages
of a book.

To paraphrase Dumas’s words at the beginning of the exhibition, the generation of a bezoar inside a living body is
directly linked to lack of water, in other words to death. My impression is that the lower floor contains a group of works
that emerged in relation to children, who symbolize the dynamism of life, while the upper floor is a zone where we face
the death of living creatures. The structure of the exhibition, which seemed to correspond to our world and the world
of the dead, makes the humble haniwa horse look like a true transporter of people into the great beyond.

And among all the things on view, only the bezoars conveyed no sense of touch. This may be because these
masses are lifeless objects, symbols of death. Inanimate masses born and nurtured inside living things, masses that
lack the water from which all life springs, they are only removed and revealed to us when the animals that possess them
die. Yet there seems to me to be no fear or sorrow in them, only a quiet calm.

Because of their intimate bonds with people, horses have been made to endure all manner of suffering, such as
wars and various other human contests. While remembering this, we can look today to the human-horse relationship
as a gentle and caring one.

The crisis facing people around the world today continues drastically reducing person-to-person contact. Under
circumstances like these, it seems to me that our relationships with other, non-human beings can help point the way to
the future.
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At Kuburabari with her daughter, Avis. A scene from Sui Yobi.
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The Tide Begins to Flow

Reiko Setsuda Curator

Charlotte Dumas has been visiting Japan since 2014,
photographing native horses*! in Japan in places such as
Hokkaido, Nagano, Miyazaki, and Okinawa, and it was in
Yonaguni Island, one of her long-sought destinations, that
she created her video work Shio (meaning “tide” in
Japanese) (2018). This work captures the wild horses
standing in stillness, a girl silently poised in the landscape,
and Ryukyu-indigo fabrics carefully dyed in the color of
nature, and is a particularly important piece among Dumas’s
recent oeuvre which has been slowly shifting from still
images to video works. Shio is also the first of a series*2
conceived of around a young girl. The following works
Yorishiro (2020) and Sui Yobi (fig.Hl), currently in progress,
are produced in collaboration with the screenwriter Jolein
Laarman, and hence, take a style more akin to a film. While
Anima (2012), the very first video work of the artist filming
a sleeping horse, and the subsequent works such as The
Widest Prairies (2013) and Work Horse (2015)*3, simply focus
on documenting the movement of horses, the recent trilogy
suggests a shift in the artist’s practice in which the artist
shoots while the editing and narratives are set in advance.
The transition to such dynamic approach has resulted in
what Dumas explains as “letting go of literally frame and
angles. Giving more responsibility and direction to my
subjects”.

Created in 2016 and highly received in Japan, Dumas
reached a culmination of her fifteen-year-long journey of
taking animal “portraits” with Stay*4, and since Shio, she
shifts to videos, a clear manifestation of the artist’s new
aspiration to portray the time, developments, and narratives
lived by her subjects.

Centering around these video works, which mark a turning
point for the artist, this exhibition is an attempt to shed light
on some of the fundamental questions concerning the
animal-human relations, life and death, and the afterlife, as
well as Dumas’s perspective on childhood, gender, and
society from multiple angles. In this essay, we explore
Dumas’s vision which constitutes the core of this exhibition
Bezoar, noting at the same time, the ripples it has
propagated.

During the preparatory stage, Dumas visited Le Forum on
several occasions. It was on a summer day with strong
daylight piercing through the glass blocks that | received the
artist’s first proposal to exhibit Shio as an installation with
Yuko Kitta’s fabrics embracing the work like a cocoon
(fig. H). In the drawing that was handed to me, layers of blue
strips of fabrics surrounded the screen like a curtain, and on
the screen was a projection of a horse. While the fabrics
could block the daylight to some extent, controlling light is
not easy. | told Dumas that during the daytime, the natural
light would interfere with the projection, and that there is no
way around this physical limitation. Dumas, however,
persisted with her idea to place Shio and Yorishiro at the
center of the exhibition, as it was strongly driven by an
experience she had in Japan.
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| have been shooting Shio and Yorishiro in Japan where
| have encountered very deliberate intimidation by men
over women. And a side of the culture that is extremely
exclusive of people who are different. At times it has felt
very oppressive to me. The energy and poise of each of
the girls in the films seems to override this feeling. They
are—like the horses on the island—unfazed by this
oppression.

They ride on nature, work with their surfaces and use their
creative imagination to live elsewhere. They do not have
to submit.

This was an account shared by Dumas during a conversation.
Featured in Shio are the native horses peacefully standing in
Yonaguni’s nature, indigo-dyed fabrics nurtured by the earth,
and the gentle, yet imperturbable spirits of the young girls.
But behind all these, the artist had gone through some
arduous moments and the journey was not always a smooth
sailing. According to Dumas, the work was also intended as
a tribute to those women of the island who were treated
unjustly in the past, a piece of tragic history she discovered
while shooting in the island*S. In the face of her unwavering
determination, | knew that this tide (shio) will be left stranded
and cannot begin to flow, unless we created a safe
“dwelling” for it, adapted to and in harmony with the
environment of the venue. This is how | decided to entrust
architects Keigo Kobayashi and Haruka Uemura with the
scenography of the space, which they began by physically
testing the possibility of this video-fabric installation.

Now, in order to portray this direction Dumas was taking,
Bezoar juxtaposes a number of elements—her photographs,
objects, Yuko Kitta’s fabrics, and the scenography by Keigo
Kobayashi and Haruka Uemura—with the video works.
These elements work together as an armature to support
Dumas’s narratives from multiple perspectives and link the
many layers in her stories. The exhibition then should not be
confined to the intimate collaboration between Dumas and
Kitta, but exist as a place which opens up to new landscapes
and dialogues, while allowing the horses and objects to lead
the way. For the very directions drawn out or brought about
by the movements of these subjects are Dumas’s very own
perspectives on the relationship between humans and
animals, and by extension, between ourselves and others.

As embodiments of human-animal relation, the objects in
particular operate like indexes to the main idea of the
exhibition. Selected for this exhibition are specimens taken
from horses’ bodies (bezoars and a skull), accouterments
worn by horses (umagutsu [horse sandals], a gourd, and obi
[belly belt]), and equine figures (haniwa [ancient Japanese
terracotta figurines], a wooden horse, and a toy). Dumas
discovered these objects through her research which began
in 2018, from her solo exhibition The Horse in the Gourd at
the Japanmuseum SieboldHuis (Leiden, the Netherlands).
Although Dumas’s interest in these objects is diverse*6, the
artist discerns in all of the objects, the affection and
inextricable ties humans have felt towards horses, as
illustrated in her quote below.

In the film, Shio, Urara is wearing the obi. When Yuzu
rides her into the sea, the two may be setting out on
a long watery journey. To me the obi, like the gourd and
the bezoar, has magical properties. It may protect more
than just Urara’s belly*7.

In historical context, bezoars have been mounted on
gilded pedestals and displayed in the “cabinets of
curiosities” of the royalty and aristocrats. Grounded into
powder, it was also prized as cure to all diseases. Its efficacy
would have been a placebo of sorts, but it must have also
served as an article of reassurance and protection. In the
exhibition at the SieboldHuis, one of the gallery space
contained a glass vitrine showing a golden horse figure with
a mysterious smile (Emile Hermes Collection), a horse
gastrolith preserved at a veterinary school in the 19th century
(collection from Musée Fragonard in Ecole Nationale
Vétérinaire d’Alfort) and a gourd. Although each object was
of a different nature, as Dumas’ words suggest, they were
imbued with a mysterious aura that, like talismans, warded
off evil spirits.

In this exhibition, in addition to these objects, items found
through her research in Japan create a new landscape. There
are straw horse sandals which have been reproduced, after
many years, by craftsmen from Yuzawa town in Niigata
Prefecture, a cecal stone preserved at Hiroshima City Meat
Inspection Office, a horse specimen from Kitakyushu
Museum of Natural History & Human History, and two haniwa
from Shijonawate. The two haniwa, which the radiant energy
of the foals fascinated Dumas, were excavated from a 5th
century tomb, and find themselves travelling to 21st century
Ginza. These haniwa originated in the horse-herding area
cultivated by foreign immigrants who settled in Japan with
their horses. Dumas’s photographs of native horses and the
unglazed haniwa of a foreign breed are testimony to an
exchange fostered within this land which had developed
beyond species.

The Shio installation, described earlier in the essay,
became a memorable scene for many of the visitors, as the
indigo color extracted from nature were transformed into the
swaying coastline of Yonaguni. Kobayashi and Uemura’s
scenography design began by physically investigating the
daylight condition and placement of fabrics, solving along
the way any deficiency. Once the infrastructure was in place,
the fabrics and videos began to come to life, like water
gushing out of a spring, and gradually flooded out into the
space, following the gentle and uniform curves of the arcing
structures. What inspired the concept of the scenography
were the ways in which diverse narratives could be evoked
from a single wall or temporary structures left in open air
become part of the landscape overtime. But, the walls,
benches, and platforms seemed to have found their place in
the landscape by adapting to the people and exhibits, as if to
take on the role of yorishiro and offer them a “dwelling”—to
connect and sometimes confront different worlds, or to serve
as a place to pause, sit, and rest. In the dark gallery space on
the upper floor lies another arcing structure reminiscent of
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a coffin, inside of which rests a series of Polaroid photographs.
As it quietly receives the white light casted from Anima, it
evokes in us the phases of the moon which, as we know, are
closely linked to the ebb and flow of the tide.

| end here my notes on how Shio, set forth by Dumas, has
engulfed us and on the ripples it has propagated. Due to the
COVID-19 pandemic, the exhibition remains like an
unrealistic reality for Dumas, as the artist herself has yet to
see the exhibition. | would like to conclude then, by telling
Dumas about the novel A Horse from Shuri by Haneko
Takayama, who contributed her essay “Textures of the Lives
of Other Beings” for this publication. The main character of
the novel, Minako (meaning a young girl whose name is to be
bestowed in the future), is a woman who helps out at an old
run-down museum. One day, she names a Miyako horse,
which wanders into the garden, “Hikoki [airplane]” —that she
eventually learns to ride on its back; that Minako, as a middle
school student, was given a small piece of human bone from
the museum owner on her first visit to the museum; that the
museum had been maintained by an archivist with a silent
determination; and that Minako had indeed passed the
history/memory of the museum to those on the other side of
her computer...

Written in 2019, the novel is evidently not a direct
repercussion of this exhibition. Yet there was a sense that
somewhere in a parallel universe, the two arcs intersected—
like two waves calling to each other at a tidal front. Perhaps
it was not a mere coincidence then that a Miyako horse was
standing quietly in the most hidden place of the exhibition
(fig. H)-

*1  Eight native breeds are said to exist in the following regions (names of
the horses in parenthesis): Hokkaido (Hokkaido Washu: Dosanko),
Nagano Prefecture (Kiso horse), Ehime Prefecture (Noma horse),
Miyazaki Prefecture (Misaki horse), Nagasaki Prefecture (Taishu horse),
Kagoshima Prefecture (Tokara horse), and Okinawa Prefecture (Miyako
horse, Yonaguni horse).

*2 The trilogy features three female protagonists: 11-year-old Yuzu in
Shio, 5-year-old Ivy in Yorishiro, and 15-year-old Avis in the third work.

*3  Nanae (2016), commissioned by Paard Musée, Onuma Nagareyama
Ranch in Hokkaido, was also created as a video work.

*4  Stay, a collection of photographs of Japanese native horses, was not
only presented as an exhibition at Gallery 916 (Tokyo) in 2016, but also
some photographs from AKAAKA Art Publishing as a photo book of
the same name.

*5 Dumas has also told me that she was affected by a sad legend of the
island associated with a gorge called Kuburabari. She keeps a
photograph of the place which she took with her daughter.

*6 Explanation of each object shall be omitted here, as Dumas’s
encounters with and interest in these horse-related objects are
introduced in the printed text “Guided by Horse and Objects: Several
Sketches by Charlotte Dumas” handed out at the exhibition venue.

*7  Also from “Guided by Horse and Objects” quoted above.
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TEZXELIV-TFH A2 | Textile Design

Fv4173, Yuko Kitta
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http://www.kitta-sawa.com

While in her teens, Yuko Kitta began making clothing out of materials such as vinyl, old blankets, and curtains for her personal
use. Later, she began experimenting with synthetic dyes. But she felt uncomfortable with wastewater and other aspects of the
process. Setting out to resolve the disharmony between nature and human beings as symbolized by the difference between
beautiful natural colors and synthetic chemical colors, kitta taught herself to make clothing using natural dyes in a room of her
Tokyo apartment in 1998. Since 2003, she has worked under the name “kitta,” establishing a base for herself in Kamogawa,
Chiba Prefecture. In 2011, she moved to Yambaru in northern Okinawa and encountered RydkyG-indigo there. Currently
cultivating and harvesting dyestuffs, Kitta views the process in which an object (a product of dyes derived from sources such
as charred firewood and fermentation, design, and sewing) is born until it returns to the earth as one undivided stream. She is
engaged in a wide range of creative activities ranging from the production of clothing to spatial works based on the concept
of mediating between nature and human beings. Kitta has shown her clothes both in Japan and abroad.

<5 | Scenography

MFEZE Keigo Kobayashi

1978 FRREEEN 2002 F R MAAFE T FBREEFHEFEE 2006 FN—/N—FRFRZRT I ZEELRIZE T %.2012F
FTLL-O—IN=ZRNB0OMA-AMORY FIVE LBRIEFTICE B, EICHREIATIUHDT AT UM ZHIBY 2012F &) BTRE
AFRER I FBEEFHBH. BE. ARZELIR K FBEFINoRAKREE,

http://www.kobayashi.arch.waseda.ac.jp

https://www.nora.global

Born in Tokyo in 1978. After studying architecture at Waseda University and completing Master's Degree at Harvard University,
Graduate School of Design in 2005, he joined OMA/AMO in Rotterdam, led by Rem Koolhaas until 2012. He was involved with
numerous major projects in the Middle East and North Africa region as a project architect. Since 2012, he has been teaching
at Department of Architecture, School of Creative Science and Engineering, Waseda University, and currently holds position
as Associate Professor. Co-founded the architecture design office called Network of Research & Architecture (NoRA).

#4432, Haruka Uemura

1984 FEFTEAFEEN 2011 EAY YN Y=L TN THFI—- AL E8—T =X 77 F v —T ATV T LEE,20135F YR\ AT 1
72—k, The Studio for Immediate SpacesZE¥7%. A5 4 DT> X FINOy TRBAICE . I35/ EREEERN—L BOTY
LSRRy —T#BY LB, 2014F (CUemura Architecture LabE%iL, 20158 ELLE DECOR JAPAN—¥> % -Jx/X=Z—2X-
FHAF— 2L MR H 2017 FE LW BETRBARFAEIE TR MR EARIETLHHEM. \MHEE (NoRA) ENTTHL—>a> S H,

Born in Kyoto in 1984. Completed the Architecture design program at Gerrit Rietveld Academie in 2011. After graduating
from the Studio for Immediate Spaces at Sandberg Institute in 2013, joined Studio Anne Holtrop in the Netherlands, and was
in charge of design and landscaping for the National Pavilion of the Kingdom of Bahrain at EXPO 2015 MILANO. She
launched Uemura Architecture Lab in 2014. Received the Elle Decor Japan Young Japanese Designer Talent award in 2015.
Since 2017, she has been teaching at Department of Architecture, School of Creative Science and Engineering, Waseda
University. She has frequently collaborated with Keigo Kobayashi of Network of Research & Architecture (NoRA).
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1977TF AT TT—NTA P EENRIE. T LARTIVE LERSISE B E1TI0 2000 F A yM U=RT DIV THTI—%FHE
BIMIATHTI-TER B RICHI2HMEABOBRMEICEVEOEF L 20FEL EIChAY B REFDELAIERERY
RT3 FIZIE. BEROBPRBALE. ABEBEDLDICHEEDRRICEI N, HETIEW-bEWEHELEY DS, FE1EY
PEDMEEEDLICERDW TEA-DOPEBVD I3, 2014FE 2513 BALEICEETI3ERBERE TE7OV T VMEF N,
ItEE. RE. BB SREELE8LAER > THRFELAIMERE, [Stay (F+rFU—916. KRR, 2016F) TRRINALLITHELFAR
NDEEEELTHRIN . EE TR BEICMA. BEERLFH 53,

F4MERIC. [Retrieved/K-9 Courage] (9/114EVT7IN&I2—Y 7 L, =2—3—7,2020%F). [Yorishiro | (7> RUIv&-IT17-F+F
U= T LRATIVE L “ T REAT . T4V T IV 2020%F) . KB A L4 Paard Musée] TOBUEA >R aL—a> (ALiEiE. 2016 5F)
[Anima and The Widest Prairies| (74h/577—X ¥ +3')— AK> 2015%). [Paradis. Charlotte Dumas] (Foam7 L X5 )b
4 LB REMEE. 2009F) 4 ZEEBR A7 X7 1/NV (2018F) ICBMT 248 HAZ W THERERERL TV,

Charlotte Dumas was born in 1977 in Vlaardingen, Netherlands, and is currently based in Amsterdam. After graduating from
Rietveld Academy of Art & Design in 2000, she studied at Rijksakademie van beeldende kunsten. She has a strong interest in
relationships between animals and humans in contemporary society, and for more than 20 years has primarily been
photographing horses and dogs. This entails selecting as her subjects animals that coexist with humans and play specified
roles in our lives, such as cavalry horses and rescue dogs, while questioning how we define the value of animals and other
people. Since 2014 she has been working on a series of projects in which she has visited eight locations around Japan,
including Hokkaido, Nagano, Miyazaki, and Yonaguni Island, and photographed and filmed indigenous horses, with the
resulting works exhibited in Stay (Gallery 916, Tokyo, 2016), as well as published in a photo book of the same name. In recent
years, she has been using the moving image alongside her practice as a photographer.

Selected Solo Exhibitions

2020 “Yorishiro,” andriesse eyck gailery, Amsterdam / be Pont Museum, I1ilburg, tne Netherlands
“Retrieved/K-9 Courage,” 9/11 Memorial & Museum, New York, USA
2018 “Charlotte Dumas, The Horse in the Gourd,” Japanmuseum Sieboldhuis, Leiden, the Netherlands
2016  “Stay,” Gallery 916, Tokyo, Japan / andriesse eyck gallery, Amsterdam, the Netherlands
Film installation, Paard Musée (Onuma Nagareyama Ranch), Hokkaido, Japan
2015  “Work Horse,” De Pont Museum, Tilburg, the Netherlands
“Anima and The Widest Prairies,” The Photographers’ Gallery, London, UK
2012  “Anima,” Corcoran Gallery of Art, Washington, D.C., USA
2009 “Paradis. Charlotte Dumas,” Foam, Amsterdam, the Netherlands

Selected Group Exhibitions

2018 “Animals & Us,” Turner Contemporary, Margate, UK
“The Collection llluminated by Charlotte Dumas,” Nederlands Fotomuseum, Rotterdam, the Netherlands

2017  “Like a Horse,” Fotografiska, Stockholm, Sweden

2015 “BEASTLY/ TIERISCH,” Fotomuseum Winterthur, Winterthur, Switzerland

2014  “De Marseillaise, fifteen years of collecting,” Huis Marseille, Museum for Photography, Amsterdam, the Netherlands
“Photography Now,” IMA Gallery / IMA CONCEPT STORE, Tokyo, Japan
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