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Ididn’t learn to speak

[ didn’t learn to speak
English

I didn’t learn to talk
Ididn’t learn to speak
about myself

in English

Ididn’t learn to speak
French, Arabic, Italian...
I didn’t learn to talk

how do you speak about yourself
in English

can you describe yourself
in another language...
which one would you like to choose?
French, Arabic or English
Ididn’t learn to speak
French

Ididn’t learn to talk
French

Like it was always here
Like it was always here
here, there?

there or here ?

here

like waves in the sea

like the sea side

waves in the sea

Sea side

or the ocean

or the river...

or the ocean

I didn’t speak

[ didn’t learn to speak

English or French or Spanish or Arabic
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—FRAC Grand Large g fEmtL 73 &
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F# I A REFE. FRAC Grand Large —Hauts-de-France
% TERATISCRAKERE/TUORT4F2-TI7®

#%75 THEPILL®

Faire Corps / Selection from the collection of the FRAC Grand Large

July 19 (Sat) - October 12 (Sun), 2025

Organized by Fondation d'entreprise Hermes, FRAC Grand Large —Hauts-de-France
Under the auspices of Embassy of France / French Institute of Japan

Cooperate by THE PILL®
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TILXZBEE, #2400 (752R) L6377 2AOBRKEMIFZIL 7> 3 > FRAC
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(o7& LET)] #BEVAELET, BEXAJCIIAZ I T4+ -5 LTIR, BHtEET7—
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FRAC Grand Large D7 1 L 72—, L > - Fhreebll, HENERE 2T7—-<E L7k
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BREBEIRUDVWAEMHER THEI N T+ -7 XELT. ALY - Fy RI49TD
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RTDEEPSEEYN . 7F - b=TDTATF(FA K3 =) 27U ININF 1 L—1)
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IV IV— H=) I TRR—I AT HNERBEBBOFRBERS> 2L -7 Uy Z L
THAMEHMDEF EENC L RERER D SIERERIET 27 —T 4 XA h- AL I T 1 TOTN
TIFNT . KREEOEERFOERBERL. SREBARTAENRETIHETRLET,
T, BTNV TREWEEERZET—T1 AN VUXAT4—=X - Fa27=Zy bOFO-A1
U M ETRBPERT 3 L0 A RBRNABRE CHEEOER BV LI TV ET,

The Fondation d'entreprise Hermeés is pleased to present the group exhibition Faire Corps,
featuring selected works from the collection of FRAC Grand Large, a regional contemporary art
collection based in Dunkirk, France. At Hermés Maison Ginza Le Forum, recent initiatives have
focused on building an ecosystem of collaboration with other institutions as part of efforts to
engage with issues in art and contemporary society, and this exhibition emerged in line with
these efforts.

Founded in Lille in 1982 as FRAC Nord-Pas de Calais and relocated to Dunkirk in 1996, FRAC
Grand Large —Hauts-de-France has built a public collection of over 2,000 works by 750 artists
and designers. The collection contains contemporary art and design reflecting a wide range of
French and international creative movements since the 1960s. In addition to working with
museums and art centres, FRAC Grand Large acts as a regional hub, organising exhibitions in
schools, hospitals, and other community spaces, while also contributing to the development of
international art networks.

In line with contemporary art practice, the collection encompasses works spanning multiple
media (painting, sculpture, video, installation, performance), as well as design, and addresses
ever-present if sometimes latent issues in both art and society today, such as hierarchies and
gender. In addition to exploring the plasticity and boundaries of creative media, the works also
acknowledge the historical borders surrounding Dunkirk, situated near Belgium and facing the
UK across the English Channel. This geographic context evokes the shifting power dynamics,
geopolitical tensions, and fluidity that define today’s global landscape.

The title Faire Corps is a French expression meaning “to become one,” or “to harmonize.” Curated
in collaboration with Keren Detton, Director of FRAC Grand Large, this exhibition centred on the
theme of “the social body" features works by 13 artists from Europe (France, the UK, Belgium,
Italy, Greece, Romania), the United States, and Japan, spanning the years 1973 to 2025.

“Art is what makes life more interesting than art.” So said Robert Filliou, an artist associated
with Fluxus, conveying the ambiguous relationship between art and everyday life. This exhibition
showcases works that illuminate the social body as it functions on both individual and collective
levels, while reflecting on the fluidity of daily life and systems of order as shaped through art.

The exhibition begins with iconic photographs from the 1970s, including Helen Chadwick’s In
the Kitchen, which questions gender, and Andre Cadere’s Round wooden bar, both examples of
performance rooted in bodily expression. It also features Ana Torfs's video work Sideshow and
Nefeli Papadimouli's costumes and video installation We Are Forests. Symbolic representations
of bodily vulnerability appear in works by Jesse Darling and Paul Maheke, while Tarek Lakhrissi
explores tensions between foreign and native languages. The exhibition also includes projects
by the artist collective Abike, which creates works involving expertise and the sharing of manual
know-how, and Osaka-based Kohei Sasahara, forming a space where diverse perspectives and
actions intersect. Drawings by Christine Deknuydt, an artist who died young in Dunkirk, probe
the boundaries of existence through an experimental approach in which traces seem to be
erased by the act of drawing.
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Faire corps, un terrain de rencontre

Keren Detton : Directrice du Frac Grand Large — Hauts-de-France
Reiko Setsuda : Commissaire du Forum, Fondation d'entreprise Hermes

Keren Detton (K.D.):

Chere Reiko,

Je commence cette discussion en pensant a la
maniere dont ce sujet du corps social a émergé, a
des milliers de kilomeétres I'une de 'autre. C'est la
premiére fois que la Fondation d’entreprise Hermés
accueille une exposition de collection publique et
j'aimerais que tu nous partages les raisons qui ont
conduit a cette invitation au Japon. Mais je voudrais
d'abord rappeler la spécificité d'un Fonds régional
d'art contemporain (FRAC), qui est de faciliter la
mobilité des ceuvres d'art contemporain. Avec les
équipes nous sortons des sentiers battus pour aller
au-devant des visiteurs et imaginer des maniéeres
d'associer des publics éloignés des musées. Si notre
rayon d'action est régional, nous répondons aussi
régulierement aux sollicitations de I'Institut Frangais
pour la mise en place de partenariats internationaux.
Cette année, le Pavillon Frangais de I'Exposition
universelle d'Osaka mettait en avant Dunkerque
pour son action en faveur de la transition
industrielle. Il peut sembler paradoxal que le FRAC
ait souhaité faire autant de kilomeétres pour
accompagner les décideurs politiques chargés de
faire valoir la transition écologique. Or il faut
rappeler que I'art joue un réle social essentiel,
surtout dans une période aussi critique de la notre :
il produit des récits alternatifs, nourrit les
imaginaires et rassemble. La piece de Kohei
Sasahara, que nous montrons au Forum, constitue
un abri réalisé a partir d'une multitude de parapluies,
elle symbolise I'idée de faire corps a plusieurs tout
en créant un cocon protecteur. Et c'est finalement
devenu le theme de notre exposition au Forum a
Tokyo “Faire corps”. Est-ce que tu peux me dire
comment, du point de vue de la Fondation et de celui
de commissaire, tu envisageais cette présentation ?
Qu'est-ce quit'a semblé attirant ?
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Reiko Setsuda (R.S.):

Merci Keren,

Tout d'abord, la Fondation d'entreprise Hermeés a été
créée en 2008 a Paris, mais la galerie Le Forum -
tout comme La Verriére a Bruxelles et L'Atelier
Hermes a Séoul - est une initiative lancée avant la
création de la fondation, par Jean-Louis Dumas,
président de l'entreprise a I'époque, et membre de la
cinquiéme génération de la famille Hermeés. Il disait
toujours : « L'art est comme l'air dans la maison, elle
doit toujours en étre remplie », et dés le début, le
dialogue avec les artistes vivants a été considéré
comme un geste vital. Méme apres le transfert de
ses activités a la Fondation Hermes, la galerie reste
un centre d'art ouvert a la création, sans collection.
Cet esprit de laboratoire devient un espace
organique créant un microclimat, un lieu ou I'on
releve sans cesse de nouveaux défis.

Apreés plus de vingt ans d'activité, j'ai pris
conscience que le réseau développé par le Forum, le
savoir-faire accumulé dans la gestion d'expositions
et le batiment congu par Renzo Piano constituaient
désormais un patrimoine unique a part entiéere. Pour
répondre a la question de savoir comment exploiter
cet organisme vivant a |'avenir, nous avons pensé
que la collaboration avec d'autres institutions
contemporaines permettrait de renforcer notre
engagement a confronter |'art et la société.

Dans le cadre de cette collaboration, j'ai d'abord
pensé que l'initiative du Fonds régional d'art
contemporain (FRAC), qui releve de la politique
culturelle frangaise si unique, permettrait de revenir
sur le paysage artistique de ces dernieres années.
La collection ne se limite pas a un instant, elle
aborde la durée et la possibilité de voir des ceuvres
dans différents contextes. Elle constitue également
une résistance a l'idée que le temps consacré a l'art
dans la société contemporaine, ou l'information

circule a grande vitesse, serait une forme de
consommation. Je souhaitais également réfléchir
aux tensions géopolitiques et a leur instabilité en
prenant comme point de départ deux lieux
apparemment contrastés : Tokyo et Dunkerque.

Au fil de la conversation, lorsque le mot-clé
« corps social » a été évoqué, j'ai acquis la conviction
qu'il était possible de créer un récit a partir d'un
espace intime et politique commun a tous : le corps,
loin des oppositions extrémes telles que le global et
le local ou la polarisation. Qu'as-tu ressenti en
exposant vos ceuvres au Japon ? Quelles
découvertes as-tu faites a travers ce travail de
collaboration curatoriale ?

K.D.:

C'était ma premiere visite au Japon, mais ce pays
résonne de plusieurs manieres dans la collection.
Par exemple, Jessica Diamond, artiste américaine
qui réalise des wall drawings de grand format, a été
marquée par le travail de la japonaise Yayoi Kusama,
dont les motifs all over excédent le cadre du tableau
auquel Diamond s'est tenue. Dans I'ceuvre que nous
présentons, des pois blancs se détachent sur un
rectangle noir peint au mur et forment comme une
constellation. lls laissent deviner ces deux lettres :
ME. Si la reprise du motif-signature de Kusama
représente pour Diamond un « hommage », il s'agit
aussi d'une « déprise ». Ce signe passe de main en
main, puisque Jessica Diamond délegue aux
monteurs de I'exposition la réalisation de son travail.
Cette ceuvre picturale et conceptuelle renvoie aussi
vers le visiteur, obligé de se mouvoir pour trouver le
recul qui lui convient. Je dirais que le plaisir pris a
partager ce travail curatorial, c’est aussi celui de se
déprendre de ses habitudes et de s'ajuster aux
propositions de 'autre. Ici, il y avait beaucoup de
premiéeres fois : des ceuvres acquises récemment et
qui n'avaient encore jamais été montrées : Ana Torfs,
Paul Maheke, Jesse Darling. Mais aussi des défis
inattendus comme celui proposé par Abike, dont le
FRAC posséde un paravent en laque, produitily a
une dizaine d'années a Wajima. Chaque moitié du
paravent avait été confiée a un artisan - Kazutaka
Furukomi et Rakkan Ohata -, chacun ayant
représenté avec sa technique la main qu'il n'utilise
pas habituellement. Une image se reflétant dans
I'autre, la piece prend la forme d'une poignée de
main, d'un geste de rencontre. Profitant du retour de
I'ceuvre au Japon, et en soutien a cette communauté
durement touchée par le séisme de la péninsule de

Noto, Abske a souhaité réactiver le projet. Il a
proposé que les mémes artisans interviennent sur le
verso du paravent, mais en utilisant cette fois-ci leur
main « maladroite » pour dessiner. A travers ce
travail, la notion de « corps social » refait surface :
elle révele en creux une communauté de travail, la
force du collectif et des alliances. L'idée de « déprise »
revient aussi, tout comme celle d'aller vers ce qui

« résiste ».

Souvent, les artistes cherchent a repousser des
limites — y compris, comme ici, celles liées a la
conservation des ceuvres dans une collection
publique. Mais un FRAC n'est pas une collection
comme les autres : c'est une structure souple,
attentive a accompagner au mieux les artistes dans
leurs projets. La Fondation d'entreprise Hermes, qui
soutient des modes de production artisanaux, a
pleinement soutenu I'aventure et permis que ce
paravent s'enrichisse de nouveaux dessins.

D'autres ceuvres dans notre exposition mettent en
avant la question de la collection, comme espace
physique et symbolique dans lequel une société est
invitée a se projeter, se rassembler, faire corps. Les
ceuvres sont sélectionnées par un comité
d'acquisition qui réfléchit aux enjeux historiques de
la colonisation et a la maniere dont cette collection
peut élargir les représentations sociales.
Epistemologies (collapsed cabinet) (2018) de Jesse
Darling nous interpelle sur la scénographie muséale,
ce qui entoure et oriente la lecture d'un objet.
Lartiste britannique congoit une vitrine dont les
pieds déformés, soutenus par une béquille, la
maintiennent en équilibre précaire, rejetant les
décorations en forme d'oiseaux multicolores dans
I'un des angles. Ce cabinet est effondré comme le
savoir qu'il renferme. Il me fait penser a un corps qui
se soustrait au récit dominant, dans lequel projeter
d'autres corps invisibles, différents et fragiles. Cette
ceuvre fait écho a la vidéo de Tarek Lakhrissi Hard to
love (2017), qui navigue entre trois langues, le
frangais, I'anglais et I'arabe. Un amoureux raconte la
difficulté a aimer 'autre, a étre aimé et a s'aimer
soi-méme dans une litanie qui semble vouloir
épuiser le langage de I'oppression mais qui devient
dans le méme temps un chant de liberté.

Par ailleurs, une des surprises a été pour moi ton
choix de présenter les dessins de Christine
Deknuydt, une artiste originaire de Dunkerque
disparue assez jeune et dont le travail n'a que peu
circulé a l'international. Il est présent a différents
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endroits de I'exposition et lui donne une poésie
singuliére. Qu'est-ce qui t'a donné I'envie de montrer
ce travail ? Et comment le raccroches-tu a notre
theme ?

R.S.:

Dans le cadre de cette exposition, il était essentiel
de trouver comment intégrer le contexte
géographique de Dunkerque a cet espace tokyoite.
Les ceuvres d'art contemporain de la collection du
FRAC refletent fortement les débats actuels,
notamment les questions d'hégémonie et de
diversité liées a la politique et a I'économie, qui
constituent un langage commun a I'échelle
mondiale. Cependant, je pensais qu'il était
impossible de mettre en valeur le paysage spécifique
de Dunkerque en se limitant a cette perspective, dit
globale. C'est alors que, en recherchant des artistes
nés et actifs dans la région, j'ai découvert les ceuvres
de Christine Deknuydt. Je ne la connaissais pas du
tout, mais j'ai été irrésistiblement attirée par ses
nombreux dessins réalisés a l'aide de techniques
expérimentales (cyanure, acétone, acide
chlorydrique, etc.) et par les themes abordés dans
ses séries (animaux, démarcation, transformation de
I'état). En les regardant, j'ai été convaincue qu'ils
avaient la force de faire vibrer nos instincts et nos
souvenirs, liés a la peur, au jeu et a la fragilité, et
qu'ils pouvaient entrainer le spectateur dans
I'univers de l'artiste jusqu’a lui faire ressentir une
sorte de brilure physique. Pour représenter
Dunkerque, j'aurais pu choisir d'aborder I'histoire de
la ville ou I'architecture du FRAC congue par Lacaton
& Vassal. Mais plutét que de me concentrer sur
I'information ou I'histoire déja écrite, et plutot que de
prendre le point de vue des institutions ou du public,
j'ai pensé qu'il serait intéressant de se glisser dans la
peau d'un individu, d'un corps privé : celui de
Deknuydt, qui a vécu une vie éphémere a Dunkerque.
Guidées par elle, en marchant sur le bord de mer, en
nous enfermant dans son atelier ou en nous livrant a
une flanerie simulée, nous avons tenté de faire
I'expérience du theme « Faire corps », de devenir
l'autre a travers 'appréciation de I'ceuvre, ou encore
de créer un lien avec d'autres ceuvres.

Un dialogue se met en place avec les ceuvres
d'autres artistes, prenons I'exemple de la mezzanine
du 9e étage. La série Appéater-Gober de Deknuydt
est exposée dans un espace dont la lumiére est
filtrée par The Lavender Ray (2025) de Paul Maheke,
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des rideaux en organza lavande. Dans ce cas, il s'agit
d'une transformation intentionnelle qui modifie la
perception des dessins. Ailleurs, les
métamorphoses des geishas, des clowns, des
momies, des oiseaux humains, des femmes-chats et
autres personnages de Sideshow (2019) d'Ana Torfs
font écho aux animaux métamorphosés de la série
Bestiaire de Deknuydt. La voix qui s'échappe de la
vidéo Hard to love de Tarek Lakhrissi résonne entre
I'apparition et la disparition de celle qui est morte
prématurément.

Chaque ceuvre suscite I'empathie des
spectateurs. La vulnérabilité qui se dégage des
ceuvres de Deknuydt, réalisées dans les années
1990, prend une forme plus précise ou sociale dans
les ceuvres du 21e siécle de Paul Maheke, Tarek
Lakhrissi et Jesse Darling, sous la forme de
questions relatives aux corps marginalisés, aux
récits, a la poésie et au langage, aux soins, aux
politiques identitaires, etc.

Une autre remarque sur la géographie : comme tu
I'as souligné tout a I'neure nous avons choisi des
ceuvres auxquelles ont participé des artistes
japonais, a la maniére d'une diaspora. Yayoi Kusama
ainspiré Jessica Diamond mais il y a aussi la
danseuse japonaise Kayoko Minami qui est
intervenue dans le film d'Ana Torfs. Quant aux
ceuvres d'’Abake avec les artisans de Wajima et celle
de Kohei Sasahara avec les parapluies, elles sont
exposées pour la premiére fois au Japon. Le FRAC a
été volontaire pour que ces deux ceuvres puissent
étre présentées et mises a jour en collaboration avec
les artistes. Une unique occasion de contribuer a la
constitution d'une collection vivante, dans un esprit
tout a fait conforme a celui du Forum. Les artisans
Kazutaka Furukomi et Rakuan Ohata ont ajouté
chacun de nouvelles représentations de leurs mains
au dos de The Handshake (2014-2025) : des
coquetteries de French manucures en nacre par
Ohata, des expressions en langue des signes par
Furukomi. La touche d'humour et de fantaisie, qui
contraste avec I'élégance de leurs mains et qui
témoigne de la relation de confiance les liant a
Abzke, constitue un message fort.

Il est également intéressant de noter que |'ceuvre
de Kohei Sasahara, Sunny (2016), inspirée du
mouvement architectural métaboliste de
I'Exposition universelle d'Osaka en 1970, est
montrée en 2025, année de I'Expo. Les parapluies
qu'il a sélectionnés sont des parapluies perdus qu'il
aréutilisés. Des parapluies colorés et aux designs
variés, agréables a regarder. Les parapluies étant

des objets consommables, le protocole stipule qu'ils
peuvent étre remplacés a chaque installation. Pour
cette occasion, nous avons rassemblé des
parapluies trouvés dans les rues de Tokyo, mais
nous n'avons récolté que des modeéles noirs ou
transparents, sans aucune originalité. Cela m'a fait
prendre conscience des changements de mode de
vie au Japon, ou les parapluies semblent avoir perdu
toute dimension ludique et esthétique pour
n'endosser qu'une fonction utilitaire et temporaire.

Au sujet du corps de l'artiste, je pense qu'on peut
citer une premiére génération d'artistes, André
Cadere et Helen Chadwick présentés en
introduction de I'exposition, dont nous présentons
des ceuvres historiques et les enregistrements de
performances. Quelle est la signification et le role de
ces ceuvres dites de « performance » dans la vaste
collection du FRAC ? On voit ici que la collection ne
se limite pas aux ceuvres historiques, elle comprend
également des costumes (des ceuvres sculpturales)
et des vidéos de Nefeli Papadimouli, qui marquent
les tendances d'une nouvelle génération.

K.D.:

La collection du FRAC Grand Large, créée en 1982,
constitue une ressource artistique internationale qui
permet de cartographier la création contemporaine
et de révéler des filiations. Elle s’appuie sur un socle
emblématique d'ceuvres des années 1960-70, une
période charniére ou les définitions mémes de I'art
sont remises en question par des courants radicaux
tels que le minimalisme, I'art conceptuel, I'Arte
povera ou encore Fluxus. Mais la performance a
toujours été un défi pour la collection. Le baton
(undated) d'’André Cadere a été acquis en 2000.
C'est pour |'artiste un objet de liberté mais aussi une
« peinture sans fin ». Il I'emportait avec lui dans ses
déplacements, notamment lors de vernissages, et le
déposait parfois dans des musées ou des galeries,
interrogeant ainsi le role des institutions et les
mécanismes du marché de I'art. Mais comment
rendre compte de la dimension performative de ce
geste ? Il y a cing ans, nous avons pu compléter
cette acquisition par un ensemble de six
photographies documentant une performance de
1973. Ces images nous ont semblé essentielles pour
saisir I'irruption de I'art dans I'espace urbain, ainsi
que dans les flux humains et économiques. Elles
mettent en lumiére a la fois un « moment » et une

« histoire », entre apparition et disparition du corps
dans la foule, un corps politique incarné ici par un

réfugié qui a fui la Roumanie communiste pour
s'installer a Paris en 1967.

Sila collection du FRAC Grand Large met I'accent
sur le soutien aux artistes émergents, nous avons
également, depuis une dizaine d'années, engagé un
travail spécifique sur la représentation des artistes
femmes. Ces dernieres étaient encore largement
sous-représentées dans les politiques d'acquisition
jusqu'a environ une quinzaine d'années.

Dans cette dynamique, nous avons pu acquérir
une série de photographies liées a la performance In
the Kitchen (1977) de I'artiste britannique Helen
Chadwick. Ony voit |'artiste revétir divers costumes
en PVC, en forme d'appareils électroménagers.
Profondément engagée et critique des normes
idéologiques, Chadwick utilise son propre corps,
avec humour, pour dénoncer les valeurs aliénantes
de la société de consommation. En écho aux
démarches d'André Cadere, cette ceuvre illustre un
moment clé de I'art féministe au Royaume-Uni, ou la
sphére intime devient a la fois espace artistique et
terrain de revendications politiques.

L'ceuvre de Nefeli Papadimouli, quant a elle,
s'inscrit dans un contexte bien plus récent. Congu
en 2020, en pleine pandémie de Covid-19, Etre
foréts (2020-2021) est composé d'une dizaine de
costumes réalisés dans un textile brut. Leurs parties
inférieures, formées par de multiples poches, sont
reliées entre elles par des lanieres. Ces costumes
peuvent étre suspendus dans I'espace ou portés par
des danseurs. lls deviennent alors des personnages,
aux allures fantomatiques, qui se déplacent en
procession lente. Les corps s'éloignent, se
rapprochent, et dessinent une toile vibratoire qui les
relie sans jamais les figer. Ces formes semblent
hésiter entre différents états — végétal et minéral,
animal et humain, introspection et ouverture. La
double-vidéo projection présentée dans I'exposition
a été tournée dans la forét de Fontainebleau, quand
le contact entre les corps était proscrit. Portée par
une musique aux sonorités étranges, la vidéo
favorise une immersion sensorielle et fait perdre la
notion du temps. Ces artistes, réunis pour la
premiére fois dans I'exposition « Faire corps »,
montrent qu'il y a de multiples fagons de répondre
aux bouleversements sociétaux et qu'a chaque
époque nos corps, en tant qu'espaces physiques de
résistance, peuvent aussi favoriser des imaginaires
subversifs et différentes relations a I'environnement.
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R.S.:

Le fait de présenter des ceuvres historiques en lien
avec notre époque revét également une importance
considérable dans le parcours de l'exposition. La
situation sociale de Paris dans les années 1970, telle
qu'elle transparait dans les performances de
Cadere, nous concerne directement en tant que
Fondation d'entreprise basée a Paris, mais c'est
aussi une période ou les répercussions du
mouvement étudiant et les tendances artistiques
étaient étroitement liées a I'échelle mondiale. Le
Japon n'a bien sir pas fait exception. De plus, le
point de vue féministe de Chadwick nous rappelle
que les relations entre I'Occident et le Japon, en
particulier la tendance du japonisme en Europe,
étaient liées a l'espace intérieur, aux femmes et a la
décoration. Cependant, je pense que c'est
précisément parce que son action s'inscrit dans une
dimension privée et intime qu'elle a permis de
montrer, a fortiori dans un espace privé comme le
Forum, a quel point il peut devenir un lieu politique et
critique.

De son c6té, Nefeli Papadimouli a réalisé sa
performance hors les murs, au Sony Park. Le
spectacle a eu lieu juste avant les élections
|égislatives japonaises, au carrefour de Sukiyabashi,
ou les candidats faisaient entendre leur voix dans
une ambiance chaotique exacerbée par une chaleur
record. Contrairement a ce champ de bataille ou se
répercutaient et se superposaient diverses
revendications politiques, les six danseurs et acteurs
devenus foréts présentaient une image sereine Etre
foréts, comme s'ils faisaient face a quelque chose
d'invisible. Les costumes ont joué un réle important
dans cette performance abstraite aux mouvements
lents. Ces structures provisoires protégeaient les
danseurs, donnant une forme sculpturale et fluide a
leur occupation de I'espace.

Pour le catalogue, qui contient cette conversation,
nous avons demandé a la photographe Yurie
Nagashima, dont les ceuvres interrogent la question
du genre et de la politique identitaire, de réaliser les
photos de I'exposition. Le FRAC disposait déja
d'images officielles de chaque ceuvre, cette
commande devait répondre a la question suivante :
comment se remémorer une exposition a I'ére de la
saturation des images et comment enregistrer les
corps physiques en résistance que |'exposition
cherchait a représenter ?

Avant de conclure, j'aimerais évoquer le sens de
I'humour dans ces temps difficiles. Dans son ceuvre
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intitulée A la recherche du confort sur une chaise
inconfortable (1944/2012), Bruno Munari aborde un
sujet familier : comment vivre avec un objet que I'on
n'aime pas ety trouver du réconfort ? A une époque
ou I'on nous conseille de nous débarrasser des
objets qui ne nous plaisent plus pour gagner de la
place ou un état de bien-étre, chercher a
s'accommoder d'une vieille chaise chez soi peut
sembler plutot décalé, mais cela représente une
scene de comédie pleine d'humanité.

K.D.:

En effet, le design collectionné par le FRAC se veut
avant tout un marqueur de la société, de ses
mutations comme de ses aberrations. Cela passe
souvent par 'humour mais aussi par des recherches
sur la matérialité et les processus de fabrication et
de réemploi. Dans cet esprit, nous avons choisi
d'inclure dans I'exposition un siége ottoman congu
en 2020 par Pauline Esparon. Ce mobilier de lin brut
revendique un savoir-faire conscient des limites
planétaires. Il t¢moigne également d'une génération
de designers qui reviennent aux fondamentaux de la
matiére et du toucher.

R.S.:

S'asseoir sur la chaise d'Esparon, sentir la texture
des plantes sous ses fesses, avoir le vertige devant
le murale de Diamond (les artistes qui l'ont réalisée
avaient les yeux aussi tournant), compatir a
l'irritation de Lakhrissi face a un langage difficile a
transmettre, se laisser hypnotiser par la boucle
infinie des personnages qui apparaissent entre les
rideaux de Torfs... Toutes ces ceuvres nous invitent a
revenir a ce corps qui est le ndétre mais que nous
n'arrivons jamais a controler parfaitement.

Est ces ceuvres ont-elles apprécié leur séjour au
Japon ? Et sous quelle forme garderont-elles le
souvenir de leur rencontre avec nous avant de
repartir pour Dunkerque ? Keren, ce fut un moment
trés enrichissant de pouvoir échanger avec toi dans
le cadre de cette exposition. Merci infiniment de
nous avoir confié votre précieuse collection.

Faire corps, a common ground

Keren Detton (Director of the FRAC Grand Large)

Reiko Setsuda (Curator of Le Forum - Fondation d'entreprise Hermes)

Keren Detton (K.D.):
Dear Reiko,
I'll begin this discussion by reflecting on how the
question of this social body subject emerged,
despite us being thousands of kilometres apart. This
is the first time that the Fondation d’entreprise
Hermeés is hosting an exhibition from a public
collection, and | would like you to share with us the
reasons that led to this invitation in Japan. But |
would first like to highlight the specificity of a
Regional Contemporary Art Fund (FRAC), which is to
facilitate the circulation of works of contemporary art.
Together with our teams, we venture off the
beaten track to meet visitors and imagine ways of
engaging audiences who seldom attend museums.
While our scope of action is regional, we also
regularly respond to requests for international
partnerships from the Institut Frangais. This year,
the French Pavilion at the World Expo in Osaka
chose to feature Dunkirk for its commitment to
industrial transition. It may seem paradoxical that
the FRAC should deliberately travel so far to
accompany policymakers tasked with promoting the
ecological transition. Yet it is important to recall that
art plays a vital social role, especially in such a
critical period as ours: it offers alternative narratives,
fosters imagination, and brings people together.
Kohei Sasahara’s piece, on display at the Forum,
consists of a shelter made from a multitude of
umbrellas. It symbolises the idea of the many
becoming one while also creating a protective
cocoon. And this ultimately became the theme of our
exhibition at the Forum in Tokyo: Faire Corps (“to
become one” or “to harmonize"). Could you tell me
how you envisioned this presentation, from the
perspective of both the Fondation and the curator?
What struck you as particularly compelling?

Reiko Setsuda (R.S.):

Thank you, Keren.

First of all, the Fondation d’entreprise Hermes was
established in Paris in 2008, but the Le Forum
gallery - like La Verriére in Brussels and L'Atelier
Hermes in Seoul - was an initiative launched before
the foundation's creation. The gallery was founded
by Jean-Louis Dumas, a fifth-generation member of
the Hermes family who was president of the
company at the time. He would always say, “Artis
like the air in a house; it should always fill it"; and
from the very beginning, dialogue with living artists
was regarded as a vital gesture. Even after its
activities were transferred to Fondation Hermes, the
gallery remained an art centre open to creation, with
no collection. That laboratory spirit has evolved into
an organic space, creating a microclimate where
new challenges are continually being encountered.

After more than twenty years as a curator, | have
come to realise that the network developed by Le
Forum, our accumulated expertise in exhibition
management, and the building designed by Renzo
Piano now constitute a unique heritage in their own
right. To tackle how to make use of this living
organisation in the future, we thought that
collaboration with other contemporary institutions
would help reinforce our commitment to creating an
interaction between art and society.

As part of this collaboration, l initially thought that
the initiative of the Regional Contemporary Art Fund
(FRAC), part of the cultural policy specific to France,
would allow us to revisit the artistic landscape of
recent years. The collection is not confined to a
single moment in time; it is intended to last and offer
the possibility of experiencing works in different
contexts. It also stands to resist the idea that
devoting time to art is just another form of
consumption on the information high-speed
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expressway of contemporary society. My intention
was also to consider geopolitical tensions and their
instability by choosing departure points in two
apparently contrasting locations, Tokyo and Dunkirk.

Over the course of the conversation, as the
keyword “social body” came up, | developed the
conviction that it would be possible to create a
narrative based on a space which is both intimate
and political, and which we all have in common: the
body. Far from extreme oppositions such as global
versus local, far from polarisation. What did you feel
in exhibiting the artworks in the FRAC collection in
Japan? What discoveries did you make through this
collaborative curatorial work?

K.D.:
It was my first visit to Japan, but that country
resonates within the collection in so many ways. For
example, Jessica Diamond - an American artist who
creates large-scale wall drawings - has been
influenced to go beyond her previous boundaries by
the work of the Japanese artist Yayoi Kusama, whose
all-over motifs extend beyond the confines of a
canvas. In the work we are presenting, a kind of
constellation of white dots stand outs against a
black rectangle painted on the wall. The dots reveal
shapes that spell out “ME". While the reprise of
Kusama's signature motif represents a “tribute” for
Diamond, it is also a form of “release”. The symbol
passes from hand to hand, as Jessica Diamond
delegates the execution of her work to the exhibition
installers. Moreover, the pictorial and conceptual
work also points back to the visitor, who must move
around in the space to find the distance that makes
sense to them.

| would say that the delight in sharing this
curatorial work also lies in letting go of one's habits
and going along with someone else's ideas. There
were many first times in this project, including
recently acquired works by Ana Torfs, Paul Maheke,
and Jesse Darling that have never been shown
before. But there were also unexpected challenges,
such as that of Abzke, whose FRAC includes a
lacquer folding screen produced about ten years
ago in Wajima. Each half of the screen had been
entrusted to a different artisan, Kazutaka Furukomi
and Rakkan Ohata. They both portrayed images of
their non-dominant hand using their own
techniques. The piece takes the form of a handshake
- a meeting gesture - with each image reflecting the
other. Abike decided to make the most of its return
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to Japan by adding another layer to the project, in
support of the community still recovering from the
Noto Peninsula earthquake. They proposed that the
same artisans adorn the reverse side of the screen,
this time using their non-dominant hand to draw.
The notion of the “social body” resurfaces through
this work. Between the lines, it reveals a working
community, the strength of the collective, and the
power of alliances. The idea of “release” also
resonates, as does the notion of reaching toward
“resistance”.

Artists often seek to push boundaries, including
- asinthis case - those related to the conservation
of works within a public collection. But a FRAC is not
just any collection: it is a flexible structure, attentive
to supporting artists as much as possible in their
projects. The Fondation d'entreprise Hermes, which
supports artisanal modes of production, has fully
backed this endeavour and made it possible for the
folding screen to be enhanced with new drawings.

Other works in our exhibition highlight the question
of the collection as both a physical and symbolic
space where a society is invited to project itself,
come together, and become a single body. The
works are selected by an acquisitions committee
that reflects on the historical stakes of colonisation
and how this collection can broaden social
representations. Epistemologies (collapsed cabinet)
(2018) by Jesse Darling challenges us to consider
the museum scenography that surrounds - and
guides our approach to - an object. The British artist
has designed a display case whose warped legs hold
it in precarious balance. Its legs are supported by a
crutch, and its contents, which appear as
multicoloured birds, are jumbled in one of its
corners. The cabinet has collapsed, much like the
knowledge it contains. It reminds me of a body that
withdraws from the dominant narrative, allowing
other invisible, different, and fragile bodies to be
projected into it. This work resonates with Tarek
Lakhrissi's video Hard to love (2017), which moves
among three languages: French, English, and Arabic.
Init, a lover recounts the difficulty of loving someone
else, of being loved, and of loving himself, in a litany
that pushes the language of oppression to its
breaking point and becomes a song of freedom.
Something else that surprised me was your choice
to present the drawings of Christine Deknuydt, an
artist from Dunkirk who passed away at a relatively
young age and whose work has not been shown
much internationally. It appears in various parts of

the exhibition, lending it a unique poetry. What
prompted your desire to include this work? And how
do you connect it to the theme?

R.S.:
Within the framework of this exhibition, it was
essential to find a way of integrating the
geographical context of Dunkirk into this Tokyo
space. The contemporary artworks in the FRAC
collection strongly reflect current debates,
particularly issues of political and economic
hegemony and diversity, which constitute a shared
language on a global scale. However, | felt there was
no way to highlight the specific landscape of Dunkirk
by limiting ourselves to this so-called global
perspective. And so, in my search for artists born
and active in the region, | discovered the works of
Christine Deknuydt. | hadn't ever heard of her, but |
was irresistibly drawn to her many drawings created
with experimental techniques (cyanide, acetone,
hydrochloric acid, and so on) and to the themes
explored in her series (animals, demarcation,
transformation of state). As | explored them, |
became convinced that they had the power to stir
our instincts and our memories - bound up with fear,
play, and fragility - and that they could draw the
viewer into the artist’s world to the point of inducing
a kind of physical heat.

| could have chosen to address the history of the
city or the architecture of the FRAC designed by
Lacaton & Vassal to represent Dunkirk. But rather
than focusing on facts or on a history that has
already been written, and rather than adopting the
perspective of institutions or the public, | thought it
would be intriguing to step into the skin of an
individual, a private self: that of Deknuydt, who lived
a fleeting life in Dunkirk. Guided by her - walking
along the seashore, shutting ourselves away in her
studio, surrendering to simulated wanderings - we
sought to share the felt experience of the Faire
Corps theme: to become the other through the
appreciation of the work, and to create a connection
with other works.

A dialogue emerges with the works of other artists.
Take the example of the mezzanine on the 9th floor.
Deknuydt's Appéter-Gober (“Bait-Gulp”) series is
exhibited in a space where the light is filtered
through the lavender organza curtains of Paul
Maheke's The Lavender Ray (2025). Here, the
transformation is deliberate: it alters the viewer's

perception of the drawings. Elsewhere, the
metamorphoses of geishas, clowns, mummies,
human birds, cat-women, and other figures in Ana
Torfs's Sideshow (2019) echo the transformed
animals of Deknuydt's Bestiaire (“Bestiary”) series.
The voice heard in Tarek Lakhrissi's video Hard to
love resonates with the appearance and
disappearance of a person who died too soon.

Each work evokes the viewer's empathy. The
vulnerability emanating from Deknuydt's works,
produced in the 1990s, takes on a more precise or
social expression in the 21st-century works of Paul
Maheke, Tarek Lakhrissi, and Jesse Darling, in the
form of questions relating to marginalised bodies,
narratives, poetry and language, care, identity
politics, and so on.

Another remark about geography: as you pointed
out earlier, we chose works that involved Japanese
artists, in a manner akin to a diaspora. In the same
way that Yayoi Kusama inspired Jessica Diamond,
the Japanese dancer Kayoko Minami appears in Ana
Torfs's film. This is the first time that Abake’s works
with the Wajima artisans and Kohei Sasahara’s piece
with the umbrellas are being exhibited in Japan. The
FRAC was keen to ensure that these two works could
be presented and updated in collaboration with the
artists. This offers a unique opportunity to
contribute to the formation of a living collection, in a
spirit entirely consistent with that of Le Forum. The
artisans Kazutaka Furukomi and Rakkan Ohata each
added new depictions of their hands to the back side
of The Handshake (2014-2025): a coquettish French
manicure in mother-of-pearl by Ohata, an expression
in sign language by Furukomi. This touch of playful
humour, which contrasts with the elegance of the
hands and demonstrates the trust between them
and Abake, conveys a powerful message.

It is also interesting to note that Kohei Sasahara’s
work, Sunny (2016) - inspired by the Metabolist
architectural movement of the 1970 World Expo in
Osaka - is being shown in 2025, the year of the
Expo. The umbrellas that he selected were objects
found in the streets and reused: colourful ones with
varied designs that fascinate the eye. Since
umbrellas are consumable items, the protocol
stipulates that they may be replaced at each
installation. For the occasion, we gathered up
umbrellas left on the streets of Tokyo; but that only
yielded black or transparent models, entirely devoid
of originality. That brings up the lifestyle changes
that have occurred in Japan, where umbrellas seem
to have lost their playful and aesthetic dimensions,
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becoming purely functional and disposable.

Regarding the artist’s body of work, | think it is
fitting to cite a first generation of artists - André
Cadere and Helen Chadwick, introduced at the start
of the exhibition - whose historical works and
performance recordings are presented. What is the
signification and role of these so-called
“performance” works within the vast FRAC
collection? As you see here, the collection is not
limited to historical works; it also includes costumes
(sculptural works) and videos by Nefeli Papadimouli,
which mark the trends of a new generation.

K.D.:
The FRAC Grand Large collection, established in
1982, constitutes an international artistic resource
that makes it possible to map contemporary creation
and reveal artistic lineages. It is based on an
emblematic foundation of works from the 1960s and
1970s, a pivotal period during which the very
definitions of art were challenged by radical
movements such as Minimalism, Conceptual Art,
Arte Povera, and Fluxus. But performance has
always presented a challenge for the collection.
André Cadere’s Round wooden bar (undated) is one
example, acquired in 2000. For the artist, it was an
object of freedom that he called a “painting without
end”. He would carry it with him on his travels, bring
it to openings, and sometimes place it in museums
or galleries to question the role of institutions and
the mechanisms of the art market. But the question
was, how to represent the performative dimension of
this gesture? Five years ago, we were able to
complement this acquisition with a set of six
photographs documenting a 1973 performance. We
thought these images would be essential in grasping
the apparition of art in the urban space, as well as in
human and economic flows. They highlight both a
“moment” and a “history”, between the appearance
and disappearance of a body in a crowd. A political
body, embodied in his case in the form of a refugee
who fled Communist Romania for Paris in 1967.

While the FRAC Grand Large collection puts the
emphasis on support for emerging artists, we have
also undertaken specific work on the representation
of women artists over the past decade. Until about
fifteen years ago, women artists were still largely
marginalised in acquisition policies.

That dynamic allowed us to acquire a series of
photographs related to the In the Kitchen
performance (1977) by the British artist Helen
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Chadwick. The images show the artist wearing
various PVC costumes of household appliances.
Profoundly engaged and critical of ideological
norms, Chadwick used her own body to denounce
the alienating values of consumer society with a
witty touch. Echoing the approaches of André
Cadere, this work illustrates a key moment in
feminist art in the United Kingdom, where the
intimate sphere was both an artistic space and a
place for political statements.

On the other hand, Nefeli Papadimouli's work
emerges from a much more recent context. Created
in 2020, during the Covid-19 pandemic, We Are
Forests (2020-2021) consists of some ten costumes
made from raw textile. Their lower sections, formed
of multiple pockets, are linked together by straps.
The costumes can be hung in space or worn by
dancers. They then transform into ghostly figures
moving in slow procession. The bodies drift apart,
draw closer, and trace a vibratory web that links
them together without pinning them down. Their
forms appear to hover among different states: plant
and mineral, animal and human, introspection and
openness. The dual-video projection presented in
the exhibition was filmed in the forest of
Fontainebleau during lock-down, at a time when
contact between bodies was prohibited. Carried by
music with strange, otherworldly tones, the video
fosters a sensory immersion where time is lost.

Brought together for the first time in the Faire
Corps exhibition, these artists demonstrate that
there are multiple ways of responding to societal
upheavals, and that in every era our bodies can be
physical spaces of resistance that also nurture
subversive imaginaries and different relationships
with the environment.

R.S.:

Presenting historical works that resonate with our
own time also plays a significant role in the
exhibition’s narrative. The social climate of Paris in
the 1970s, as reflected in Cadere’s performances,
speaks directly to us as a corporate foundation
based in Paris. Moreover, at the time, the effects of
the student movement and artistic trends were
closely interconnected on a global scale. Japan, of
course, was no exception.

Chadwick’s feminist perspective is a reminder that
the relationship between Japan and the West -
particularly the Japonisme trend in Europe - has
long been intertwined with notions of interior space,

femininity and decoration. Yet bringing her practice
into a secluded intimate sphere, especially within a
private setting such as Le Forum, precisely
demonstrates how such a space can become critical
and political.

For her part, Nefeli Papadimouli performed
outside the walls, at Sony Park. The performance
took place just before the Japanese general
elections, at Sukiyabashi Crossing, as candidates
were struggling to be heard in a chaotic frenzy
heightened by record-breaking heat. In contrast to
the confrontational cacophony of their amplified
political claims, the six costumed dancers and
actors formed a forest that presented a serene
image, appearing to confront an invisible force. The
garments played a key role in the abstract, slow-
motion performance. They became temporary
protective structures for the dancers, bringing a
fluid sculptural form to their bodies’ occupation of
the space.

For the catalogue featuring this conversation, we
invited Yurie Nagashima - a photographer whose
work explores gender and identity politics - to shoot
the exhibition. Though the FRAC already had official
images of each work, this commission set out to
address other questions: how to commemorate an
exhibition in this image-saturated age, and how to
record the resistance of the physical bodies that the
exhibition set out to represent?

Before concluding, | would like to touch upon the
notion of humour in these challenging times. In his
work Seeking comfort in an uncomfortable chair
(1944/2012), Bruno Munari tackles a relatable
theme: how to live with an object you loathe, yet find
comfortin it? In this age when we are encouraged to
rid ourselves of unwanted possessions to make
space or achieve a sense of well-being, learning to
live with an old chair at home may seem somewhat
eccentric; yet it offers a deeply human, comedic
scene.

K.D.:

Above all, the design collection of the FRAC is
intended as a marker of society, its evolutions and
absurdities. Humour is one vehicle for that, as are
material research and experimentation with
processes of making and reuse. In this spirit, we
chose to include in the exhibition an ottoman that
Pauline Esparon designed in 2020. The piece is
crafted in raw linen, embodying a savoir-faire with a

keen awareness of the planet’s limits. It also reflects
the generation of designers getting back to the
basics of material and the sense of touch.

R.S.:

Sitting on Esparon’s chair and sensing your backside
supported by the texture of plants; feeling your head
spin in front of Diamond'’s mural (installed by dizzy
artists); empathising with Lakhrissi’s frustration at a
language so difficult to express; entering a trance
with the endless loop of figures appearing between
Torfs's curtains... All the works bring us back to this
body which is our own, but which we cannot
perfectly control.

Did these works enjoy their stay in Japan? And in
what way will they retain the memory of their
encounter with us before returning to Dunkirk?
Keren, it has been a truly enriching experience to
exchange with you in the context of this exhibition.
Thank you so much for entrusting us with your
remarkable collection.
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The hand is a recurring motif in Abzke’s work, symbolising
craftsmanship and community. The Handshake is a folding screen
decorated by two urushi* masters from Wajima: chinkin specialist
Kazutaka Furukomi, and maki-e expert Rakkan Ohata. Each received
half of the screen, and portrayed the hand they do not typically use
for their craft. When assembled, these two halves form a handshake
embodying the spirit of collaboration at the heart of the project.
During the exhibition, the craftsmen will reverse the process by
working on the opposite of the screen: the hand that does not usually
paint or engrave will depict the hand that typically does. By changing
the rules, Abike and both craftsmen draw attention to the mastery of
time and gesture, and to the sharing of skills that underpin society.
Two other lacquered objects complete this installation: a work glove,
symbolising the relationship forged with Furukomi (left hand), and a
piece of driftwood signalling Abzke’s desire to work with another
Wajima community - that of the fishermen (right hand).

*Urushi is a form of lacquer art involving multiple stages carried out by specialist

craftspeople. These include chinkin, whereby gold is inlaid into an engraved
surface, and maki-e, a technique of painting lacquer in high relief.
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HoTTHI o EniElE, ThZThBERNAGSREEE AR, M-8
NDHDEL->TWVWD, SARRTZ2—ENEEIF, HTLIEEDH
PABHOEEBICHWTERRERFL-BDE, ZOHFENETT
Bl MAOKFICHT 322D LTI, BENLBEONEADH
MAEMAE L THEEL., MHICH T2 5FDME. Z L THEMORH
WEEEIERS T3, EREBENAEREZL DD, &b,
[B< L] & RECHENZBORO—127] ORBICHET
BPUIRFy—DEBENLEEERZL T3,

From 1970 onwards, André Cadere focused on the Round wooden
bar project - poles with coloured segments that he would walk
around with in public, entering art galleries, museums, and mundane
spaces without permission. Through this practice, Cadere created a
new, subversive and nomadic form of art that critiqued institutions.
Every stick adheres to a precise mathematical principle of colour
composition and contains a deliberate mistake, making each one
unique. A series of photographs captures the artist carrying the
heavy, cylindrical beam on his shoulder. This physical action
unsettles the urban fabric, offering a poetic disruption of the
mechanics of daily movement. His work explores the role of the body
within a city setting, and the symbolic burden of the materials used.
Cadere leaves behind not only visual imprints, but also, more
importantly, the potential recollection of the act itself, poised
somewhere between sculpture-in-motion and an ephemeral drawing
inscribed in reality.

1953 F0O> K% Fh, 1996 FQ > K%
1953, London - 1996, London

AXUIANT =T 1AM ALY - FoRI197I0&5 (1>
PeoxyFr) 3 1977TFICRRINAENT -T2 AT, Fv K
T4y TESADLMEN, TTIIZZA R FTFDSEBLEY T
KTy 7ilabe., e RENMERMT 3 PVC (RUIREE=—
W) DREEZIZEEN, NTH5—I L IXEFTIDHBDTH B, THD
HEERRT 2 ARG, HEMNICEES LM S U SICRMER
Ui, RERHHSICE > THRENAERZICDOVWTOEREET,
T A -DEEBRZELEDEROERILEMET S N 5 DL
BHIE, 7T—T7 1 AP OEDORRHEHE LT, £ABENER L
LTEEDERERAWS, V=4 =I5 4 IR - T—hED
Wadkdo

In the Kitchen was a 1977 performance by British artist Helen
Chadwick, in which she and three other women, dressed in PVC
costumes resembling various household appliances, performed to a
soundtrack of feminist radio excerpts. Satirising the role of the
housewife, Chadwick's work questions the social construct of
femininity and reflects on desires shaped by patriarchal society. By
denouncing gender stereotypes and the objectification of the female
body, these archival photographs represent socially engaged art,
with the artist using her body as both an expressive medium and
political tool.

1= =Y 7
Jesse Darling

IEXFEOY -/

RS (EBhixrER V)
Epistemologies (collapsed cabinet)
2018

RF—Ib, MER. TLEIHTZ
AIDE., REOHREAF v T

Steel, crutch, plexiglass,

artificial birds, green foam chips © Jesse Darling
125x 110 x110cm

Collection FRAC Grand Large
—Hauts-de-France

JVRF4=X T2y =vb
Christine Deknuydt

R

Untitled

1994

HICS 7 ALEM ERARIDRE
Mixtures of cyanide compounds
and inhalants on paper

459 x28.9cm

ma

s

Untitled

1994

IS T ALEM. B TR V-4
T4 RZEY v b RAH

Cyanide, hydrochloric acid, acetone, soda,
white spirit, inhalants on paper
29.56x20.8cm

] .
Untitled / =

1994 : @
HICS T ALEM. BEE. T bl V-4,

RT4 RREY Y b, BAH A 4
Cyanide, hydrochloric acid, acetone, soda, - a
white spirit, inhalants on paper

29.56x20.8cm

1981F Ay 7 XT74—F (%) £%h
1981, Oxford (United Kingdom)

AXYIRANT=FT1AMDT Y= F=UL Tl HRICHT D%
FEXRORIAECELESEE, -V TD1>ZX42L—Y3 >
(TEZXFEOY - /BH#H EhxrvER Y M) @ MEBOGEE
FEERHT3—ED [IEXTFERY—/BHEH] aL7>3>0
—BTH B, RERPAIEBLEDY YA INFEMDPSESNI-F v
Ex vy b SESKOBP YY), BELAEBEOL S EHEL TS,
FEDMEL EEDAALEENMEEEDE S Zhid, BRME XX
b EUELE->TWD, BEIAZLRETA 42 EDERO LD
514 2L -3 EaBLIOERIE. REL. &7 BHMEE
Wole7 =3 &KL TV,

British artist Jesse Darling is interested in the dynamics of
dependency and domination in society. The installation, collapsed
cabinet, is part of their Epistemologies series of display cases,
symbolising the ways knowledge is distributed. Assembled using
recycled materials such as crutches and artificial birds, this display
case resembles a wounded body with bent steel legs. Filled with an
eclectic mixture of trinkets, it evokes a reliquary and serves as a
contemporary memento mori. Inspired by Saint Jerome and his
legendary bond with a lion, this is a work that explores themes of
taming, dependence, and vulnerability.

1967 F X vy (L) £ h. 2000FE XTIV 7%
1967, Dunkirk - 2000, Dunkirk (France)

JURFT A =X FTa7=y Mg, ELTILITDERTHY. ZD
FrUTREGTH- 0. BREHORO—A > TERT T
JE%L. 2D 5 55005 LA FRAC Grand Large ([CFREEE h Ty
3, YU—XEEhAERICE. N1 Ty Kalisee &, +7
1. MAMETFX MBI THAIEI N, BHROBIVEDLY
RINT Ry 7 ZE@BN D, LN EEL, BhAR. Fo. B3 &iF
ICDOVWT DRI AEBED/NNZ - #HR L TWS, Ta 7=y Mg
MFCHLIEHHY . BICEESHVWEM (7. 7 b
M) (L& TEAET 2 BADES EEREPR L, €T - KA
ADES BT =T 14 X MOEHEZFRHE, ZOERIEHREHERD
BOBEESZ TV,

Although Dunkirk-born artist Christine Deknuydt had a short career,
she left behind an extensive body of work, including more than 500
drawings and paintings now housed at FRAC Grand Large.
Organised into series, her work depicts a world inhabited by hybrid
forms, animals, objects, and text fragments that play with shifting
meanings and paradoxes. Open enclosures, refuges, lures, and
dreams form a pattern of ongoing meditation about the body.
Sometimes drawing with both hands, Deknuydt explored the fragility
and transformation of a medium altered by the use of unconventional
substances such as cyanide, acetone, and oils. Her work - in the
tradition of artists such as Joseph Beuys - captured the fleeting
intervals between appearance and disappearance.
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HE%
Reciprocity
1994

WIS T ALEY. BB, T V-4

Cyanide, hydrochloric acid, acetone,
soda on paper
41.8 x29.6cm

BICEHEEDH B

BURY YOUR HEAD IN THE SAND

HITEETRBS ~ Undated
ML= T m—N—ICEEFR
Pigments on tracing paper
49.8 x 64.5cm

b ALY e

Red crocodile

1995

WCFa—v, m¥. TI3T7714 0
Chalk, oil, graphite on paper

49.2 x33cm

AV LY)DEH BT
HEY LY DGR

THE SNAIL CAT or

The Snail Paradox
1998

#HRICIRESEER

Mixed pigments on paper
45 x59.8cm

FOHI, BEOEY

Red monkey, MAGNETIC ANIMAL

1999

HRICRSERH

Mixed pigments on paper
56.5 x44cm

REmR

Seashell effect
HITEETRBS  Undated
IR SRR

Mixed pigments on paper
41.8x29.5cm

EZOHL
Accomplice of hair
1999

ISR E R

Mixed pigments on paper
64 x50 cm

80

YIYIIYIEATERT 3
Defining the zebra by the white

1998

MIBYHBD) T L
KEE(EF MU L IGEE.

P =DV AZ |+ DA N
Potassium permanganate,
sodium hydroxide,

hydrochloric acid,

potassium ferrocyanide on paper
28.1x29.8cm

AA4TVEEE - DLB
MAKING... THE MONSTERS

1998

WISBY A DY) T L,
KERIEF MU T L 1BEE
JOYTALAY T L
Potassium permanganate,
sodium hydroxide,

hydrochloric acid,

potassium ferrocyanide on paper
28.1x29.8cm

X EHBSES
MAKE THE RABBITS APPEAR

1998

MICBY > H BRA Y I L
KERAEF MU L IGER.
JAYTALAY T L
Potassium permanganate,
sodium hydroxide,

hydrochloric acid,

potassium ferrocyanide on paper
28.1x29.8cm

HEYLY)HER

Snail effect

1998

ISR S EER

Mixed pigments on paper
41.8x29.5¢cm

BT

REFUGE

1997

HIS AR, IR
Oil, pencil on paper
9.2x16.5cm

R
Untitled

1997

HICER, TIAL A
AFLLTI— V-4
Acid, fluorescein,

methylene blue, soda on paper
22.5x22.8cm

IR BE

Mirror effect Untitled

HI{EETRBE Undated HIEETRES Undated
#RISRAERH #RICEAERH

Mixed pigments on paper Mixed pigments on paper
12.9x17.4cm 21x29.5cm

IRk EFay eV —i
Horse-shaped Ostrich Sheep - enclosure

1991 HIEERER Undated
fRICR&EEH FL—2 2 Tn—N—ICEEH
Mixed pigments on paper Pigments on tracing paper
10.4x15¢cm 16.5x24cm
TBALYIL Er— BUOBT

Clumsy Monkey Blue chair

1991 1990

fRiCR&ERH RICERMEI VA NAT (7
Mixed pigments on paper Corrosive mixed media on paper
8x13cm 61x42cm

BET 3RR. B/¥
BETIHVOHRELEMT S Chair

Mimetic landscapes, #I{EEFBE ~ Undated

mimicking the mimicry
of mimetic animals
HITEETRBE ~ Undated
SRS

Mixed pigments on paper
19.7 x 14.8 cm

BEOHhDEY

Animal in dreams
1998

ISR SR

Mixed pigments on paper
13.6x8.2cm

BAL -

Open enclosures
1999

ISR EERR

Mixed pigments on paper
35x27.5cm

i

Enclosure

1997

ISR SN

Mixed pigments on paper
16.8 x 27 cm

LAV [OLON AVB70 R )
Sheep in an open enclosure
HIEFEARBA Undated

#EICshE, EARY

Pencil and pigments on paper
8.5x14.9cm

MICIVRMAT 4T
Mixed media on paper
54 x45¢cm

EBE (FVF)

Untitled (the blue hands)
#I{EETRBE Undated
MICITRMAT 17

Mixed media on paper

34 x34cm

RERH 5 2

From the inside 2
HIYEFEARBA Undated
HRICIRA S 7 ALE
Inhaled cyanide on paper
42 x30cm

BEL. ERT 3%

The body liquefies and evaporates

HITEETRBE Undated
T, %

Oil and pencil on paper
42.5x45cm

All of Christine Deknuydt works: Courtesy of Arlette Deknuydt

Collection FRAC Grand Large —Hauts-de-France

Photo: Ludovic Linard
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Jessica Diamond

Me (f4) @AV ZXFL—2av
(2E) [EEAONIE1—H]
Y=k

Me Constellation

From the series :
Tributes to Kusama . Jesic Diaond
1992-1993 /2025

BZT Ty U REH

A XA E

Latex paint on wall

Dimensions variable

Collection FRAC Grand Large
—Hauts-de-France

K=Y=xX.-TZ2/,°O0>
Pauline Esparon

I9Yx—=W—Fvber
L’Ecoucheur - ottoman
2020

MR, i, Ux>T7zibb
Linen tow, springs, linen felt

@ 58 x53cm

Collection FRAC Grand Large

—Hauts-de-France
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1957 =2 —3—7 CKE) £%h
1957, New York (USA)

1980 FM, Z2—A—=TDT7—FT1 X, JxIH - ELATELRIE
TITATAIAANATENHRENEREEMAL. REBICHR
NEREBLTWo T FAT7ELROERICE. BHEHDV TS
T4 —DERICLDZABELEHRE. EEOAPHEAEDIN TV B,
(Me (#) @AY ZXFL—Yar (BE)) 4. 1993FENT X F7 -
EICF—LTHARKRE L GER L AERBENDFTY—22ThH
3, BVERICHIANAEZAVR Y NOEED S, [ME] OXFEHFH
VLY, EROBETH I KEEFOBAEER S5, HIHD
ARDEMTHY, ZEEINLHSICHTIBEECHHAOY 1T
HHIINDEF—T7EBUBRYW ELETFBZET. 417EX KiE #E
HICE S #BAE LTI AE 2V E WD RIBE DK ICEEICHK
HLTW3,

During the 1980s, New York artist Jessica Diamond developed a
socially engaged visual practice inspired by graffiti and which
gradually evolved towards abstraction. Her work combines the power
of words and bold formatting with colours and calligraphic elements.
Me Constellation is part of her Tributes to Kusama series, which
honours the renowned Japanese artist who represented Japan at the
1993 Venice Biennale. The word “ME" emerges from a constellation
of white spots set against a black background, recalling Yayoi
Kusama's iconic polka dot motif. Stemming from the latter’s
childhood hallucinations and serving as a joyful yet critical
commentary on standardised society, Jessica Diamond used this
pattern to directly challenge visitors with its assertion of individual
distinction.

1993F I — ({h) £%h
1993, Evreux (France)

TILANTHEAF—, K—U—=X - TZ/8O2I3, Eh SHHEEE
WHLU7, BERORMIOMKESE > THIET 3, TX/xA0>0 [T
Jor—] AL a3 BMTECEINAMMEEERL. B280
DFM)ERBLTVWD, /YT —%#IfFLEE T3 T 2/80
LOTATIY M T TOEELEHEIRZ L. REMRCE
DEIEMTHDEMMEFERAL TVD, ZOMHHIE. RX0-T%H
WA IR G HEFIR Y Hilf CIEAOEOMmE ). SMUICERS
BRI, REFEEPLHMPEEOL > LERER L. 1. 8. &
MDONA Ty REHREEBI L3,

French designer Pauline Esparon works with raw linen, showcasing
the material in its unprocessed state before mass manufacture. Her
Ecoucheur [Scutcher] Collection uses scutched fibres, revealing

their tactile qualities before weaving. Made in Normandy, her
projects feature short fibres - a by-product of combing - to promote
local production. These fibres are employed as interior filling through
traditional upholstery techniques involving strings and ropes, and on
the exterior to expose their expressive, organic, woolly texture,
conjuring up a hybrid world of plant, animal, and mineral.

LY 709
Tarek Lakhrissi

N=K<by57
Hard to love

2017
HDY « 74, &F
HD video, sound

447" © Adagp, Paris
Collection FRAC Grand Large
—Hauts-de-France

1992F Y v7)bA— (A) £%h
1992, Chatellerault (France)

ZLT - Z7Vy VEFBATHY., T4 P27 T—T1XRTH
. ZLTNT 4= —Thd, DT+ THERELD (=K -
key« 5%) Tl T—TILOLEICHZKDA- 7T ZEFICEY) .
FEABCEWVWIBMA Y 1 XF v —»EVWEE h, [Ididn't learn to]
THREDINEPEEOND, 773V ANT—T1ZXANTHBZFTTU Yy
Tid, BEEKV., XENASENPTENBEER M TS LA
HbEPLEE, REBETREL WS, EFRADEVWLECFIRH S
BOBFAVWERBLTEY., 70y IlEéE-TThid, HEPRRA
DHBFICHNT [BY] ELTHEETZIZETHD, (V=K by -
FG) 3, #ErEETEIIE BEINhBIE T LTENPBEEEET
BZENHELIERELTNS,

Tarek Lakhrissi is a poet, visual artist, and performer. Hard to love was
his first video, and features the repeated action of picking up a glass
of water from a table and setting it back down, accompanied by
phrases that start with “I didn't learn to”. Using English, the French
artist expresses frustration at losing his mother tongue and no longer
recognising himself in the dominant language. The stuttering
statements suggest an impediment: for Lakhrissi it is being a “foreign
body" in a society that values integration. Hard to love also explores
the challenges of loving others, being loved, and loving oneself.
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K=« 7AHF
Paul Maheke

BhelRiork

I Lost Track of the Swarm

2016

KOEEE HT-Tra—,
WA, JLBOIXTY, &,
EF. ARE

Wood, fluorescent tubes,
colourfilters, diffusion cloth,

© Adagp, Paris

rubber cockroaches, grass,
seeds, synthetic hair

29 x 244.3 x 180.4cm
Collection FRAC Grand Large
—Hauts-de-France

E=J 77—V

The Mauve Hour IV

2021

BEAT VYR (F1 7Ry ) IS
uv71y > b

UV print on transparent acrylic (Diasec)
46.5x 70cm

Collection FRAC Grand Large
—Hauts-de-France

Photo: Leslie Fernandez

IRVE= LA
The Lavender Ray
2025

ki

Fabric

300 x2012cm

Courtesy of the artist

© Nacésa & Partners Inc.
Courtesy of Fondation d'entreprise Hermés
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1985 F T~ =5 =A1YIK ({h) £Fh
1985, Brive-la Gaillarde (France)

TILANT =T 14X b K=l IANTOEMEEHICHNT. HiF
RO EEEER:ZLTVE, IATE, JIIZXALX T4 TR
BICMBEIALEN S, PTAT T4 74T 04— DEBEICKERE
BUEPITV3, (BhER%Kk-o7) B T75XFys0dxT L
EZNEDRNIFEEE L. BEEFNLEROERHEFUREI TXD
12X —=23>Thd, EmERBS TEKE (E—7) OXiE.
MEOKRELEFEODKBICHIERY OBRBEEVHET. 7V 2L
FA—1>7 (E=7-T77—IV) bELBEVT. BRENESY
SIKIEO LD BENZHPVULEN 2, BANE FT7 U7 &R RIERE
SEO—BELTERINZOERE. MAH. BIE. H-aBED
DEYTHIMBEOREEHEL TV 3,

Bodies are central to the practice of French artist Paul Maheke.
Inspired by feminist and queer theory, he challenges constructs of
identity and gender. | Lost Track of the Swarm is a light installation in
which plastic cockroaches and strands of hair cast shadows that
convey both melancholy and poetic resistance. Bathed in a mauve
glow, the piece captures a suspended moment, somewhere between
the end of a celebration and survivorship. This same hue occurs in
The Mauve Hour 1V, a digital drawing where a phantom-like face
emerges from a purple backdrop. Presented in an intimate exhibition
reflecting on personal trauma, this piece embodies the ghost as a
conceptual symbol of resilience, memory, and silent recovery.

TFIv=J « LF=1
Bruno Munari

EYDHOBOETFILRSEERDT
Seeking comfortin

an uncomfortable chair

1944 /2012

*+7ty MR

Impression offset

77.5x50cm

Courtesy of Corraini Edizioni, © Bruno Munari
Maurizio Corrainis.r.l.

Collection FRAC Grand Large

—Hauts-de-France

272V - ININFa L=
Nefeli Papadimouli

hEBNDLS%E (8B ADIEF)
Kind of Us (Eight-person hat)

2019-2020

AIEE, $. E#f. 28,

Att. BE. HET—7

Artificial leather, iron, cardboard, paint,

wood, plaster, adhesive tape _
190 x 190 cm ©ADAGP, Paris,
Collection FRAC Grand Large Photo: Emmanuel Watteau
—Hauts-de-France

1907837/ () £ h. 1998FE3IF /%
1907, Milan - 1998, Milan (Italy)

AE)TOT—T4 A THIF— BETHZ TI—/ LF—1)
3. 1930 FEMRICEFR L 2 [FICL AL W] PERE, LF-—V
BREICA Y2 —Yae3ERA BEVEHEAA TV I PBE
B ERREMEDH L (BN DHOBOEFICRSEERHT) 1.
LF—UDEE%HEICLERIEZ—T, 1944F(C [RLR] IS
BHEINEBEICFA SN, ZORTLF— U, HEWMEDIE
BELTATITTHA L ORAIEICER T2 22 SFFHL 7=,
[AoT7VT7TFH1 e} HE2REDH LW ERBET I LTI
B, LA BUINERE, WHETRAETILIF 17 &HEY)
BIBFRICERBET 52 L ERFERLTVWE LS 1)

Italian artist, designer and educator Bruno Munari was renowned for
the “useless machines” he developed in the 1930s. He poured his
imagination into creating objects and sensory experiences full of joy.
Seeking comfort in an uncomfortable chair is a poster made from
Bruno Munari's photographs, originally published in Domus
magazine in 1944 alongside an article he wrote. In it, Munari
critiqued society's fixation with originality in interior design as a
symbol of social status, writing:

“I seem to understand that interior design does not mean inventing a
new form of a certain piece of furniture, but rather putting a common
piece of furniture, a vulgar lounge chair, in the right place.”

19887 FxEE N
1988, Athens

XU T TRERFALZT I - INIXF 1 L—=UI3, INUIZBYE
. BREEBERYECHERERRBTEZTII2ILT— FEER
LTW3, ISINF 4 L—DIEaXF 12— LXRE/IV %, EFTEE
SEBMANNLRBICERSE S, 22 TR, BASDIBFE, BEX
BRT Yy NOEBOAPEVICKRAE > LIREV BB T 5, 28ED
T4 FHER (FRICHB) TR ZhZhOREY, LAEL—ZD
&S Bk [H] ORBEOREESAELE S, BIREIBEER)EL &
5. BFELh BECKELED BHROBERNLEEF. HROEFRE
—fREBIBEL. ABERIREIOED I 3EREOAREH <.

Having trained in architecture in Greece, Nefeli Papadimouli
relocated to Paris, where she has developed a form of textile art
emphasising the relationship between bodies, space, and one
another. She transforms costumes and accessories into sculptural
devices designed for collective activation - in this instance, a hat for
eight people, or costumes made of oversized pocket patterns with
interlocking corners. In the We Are Forests video diptych, each
costume becomes the peripheral node of a vast central “web” with
lace-like qualities. Through a series of expansions and contractions,
the ritual movements of interdependent, enveloped bodies merge
with the elements of the forest in unison, forming a relational
landscape that brings humans closer to lichen.
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HICES

We Are Forests

2020-2021

Qy bl DT VRS 2B,
gL T 7 A N—=T T X,
FEXFO-I,
BEFEMHTHIES AL
OXF1—L105

YA X%

10 costumes made from cotton, silk,
ribbon, metal, resin-reinforced fiberglass,
foam, various haberdashery items
Dimensions variable

Collection FRAC Grand Large
—Hauts-de-France

HFIChB

We Are Forests

2021

PR I P S A e
Video installation

13'43"

Collection FRAC Grand Large
—Hauts-de-France

© Nefeli Papadimouli
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BREOANETFTT1—1
oY )

(v Nns, 2021%6AR)
Relational Cartography |

We Are Forests

(Dunkirk, June 2021)

2024

in¥. BINE. K40 R

42 X 59.4 cm (48%%)

Pencil, colour pencil, various papers
42 x 59.4 cm (framed)

Courtesy of the artistand THE PILL®

BAEEDANITF 71— 11
AFy . R5=-7

b=z, 2021%511A)
Relational Cartography Il
Skinscapes

(Leuven, November 2021)
2024

¥, BINE. KL

42 X 59.4 cm (%8%)

Pencil, colour pencil, various papers
42 x 59.4 cm (framed)

Courtesy of the artist and THE PILL®

BEEDOHNVNTZTT714—11
ALRREVR
(AGV—=2an=t-X%,
2023%6A)

Relational Cartography Il
Correspondances
(Ivry-sur-Seine, June 2023)
2024

E. BINE. KL

42 X 59.4 cm (%8%)

Pencil, colour pencil, various papers
42 x 59.4 cm (framed)

Courtesy of the artist and THE PILL®

BEEEDHNNITFTT714—=V
goa-b

(L - VU3, 20245 3H)
Relational Cartography V
Dream Coat

(Les Lilas, March 2024)

2024

¥, GBINE KL LR

42 x 59.4 cm (%84%)

Pencil, colour pencil, various papers
42 x 59.4 cm (framed)

Courtesy of the artist and THE PILL®

EERT

Kohei Sasahara

#=—
Sunny

2016

250N, ZF—ITA A,
T DT LS

o AT Photo: Aurélien Mole
250 umbrellas, steel wire,

aluminium structure

Dimensions variable

Collection FRAC Grand Large
—Hauts-de-France

TFeeb=7
Ana Torfs

YA a—

Sideshow

2019

Rk I P & A
T4TFH AbyTE=V a0
HS—. ALk © ADAGP, Paris, Photo: Ana Torfs
399, L—TB4%

Video installation

Video, stop motion, colour, silent
39 min, loop

Collection FRAC Grand Large
—Hauts-de-France

1984 FRFAEF N
1984, Tokyo

HEERTFEG. RBIShPEEREOEREZERIICTEI LT,
AEEEDFBEEEASNICLEI ET B, (F=—) &, AEDIFIC
MBS NzEWD, BATELKROMZEEIPSEREF LS,
HEIE, PDOT1— NETHHBREMNRRERBT I AN MES /-
1970 FEDARBRAEDEETH 3 BT IABRTRKENDREED /-,
EREMEINT )AL & TAEBOESEHBM] WS T —<&RT
KELLEPEFH-NE S -COREER. TV -—BROZEERC
BRI T LES7, TRIE. BTonARzBAALTERY TV
2—%{EBZET. COBE—MWEESDT+Va > &FL, #A2HT
ANEHERBE. 2%V, BREELADTATF LT« T4 054636
BN HEEEFE LT, SURMETALPRDLELEZEENELI— b
ET7ERRL TS,

Japanese artist Kohei Sasahara is at pains to reveal the poetry of
daily life by drawing attention to often-overlooked aspects of reality.
For Sunny he was inspired by the familiar Japanese sight of umbrellas
abandoned in public spaces. He collected many at Banpaku
Kinenkoen, a park commemorating the 1970 World Expo in Osaka

- an event that once symbolised a utopian technological future.
However, this World's Fair - with its avant-garde pavilions and a large
square dedicated to the Expo’s theme of “progress in harmony”

- was soon to be eclipsed by the energy crisis. By repurposing
discarded umbrellas into a shared shelter, Sasahara subverts this
vision of uniform progress, offering instead a more modest, people-
centred and tangible utopia formed from a colourful array of
individual identities.

1963FEILY 1)L (NILX—) £Fh
1963, Mortsel (Belgium)

NWVF—ANT—=FT4AMDTF - b=T, T4T7F - 41250~
a3 T, ¥y NL—EeHAILY MREICHMEINZERNG 1
J21—Ya ORENRICHKATVD, =&, EBHAR. BARLE
PHIINEREBRVEN S R 7Y -2 &&NEH< (FIFYa—)
T, P=—T7RREEECPREL . HER FEEVWDIT—VEHFKT B,
ZTOERFIHENEA R T 7—CE>THY, #HHBPAIWICESIE
SN7EMEHOFTCITLA RS THEE2EC TW3, BIFIL.
COREPIDRIBICEZAEN, BEIhi-ty FORTELDE
BIRERS> 2 &Itk B,

In her video installation, Belgian artist Ana Torfs experiments with
theatrical and illusionistic visual effects, drawing inspiration from the
world of cabaret and silent films. Geishas, invisible men, and
bird-men appear on screen one after another, bathed in vivid,
colourful light. Sideshow allows Torfs to examine themes of
masquerade, pretence, disappearance, and death. The projection
becomes a social metaphor, where each figure plays a stereotypical
role in an artificial and code-governed collective staging. Visitors,
caught up in this theatre of appearances, are invited to reflect on
their own position within this constructed setting.
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Formed in London in 2000. Currently based in London, Copenhagen and Stockholm. Abzke is a
collective of artists, publishers, authors, educators and designers working in the fields of art,
performance and graphic design. They create situations, objects and texts that tell stories while
reflecting on the contexts of the land and the mechanisms of art production. Their interdisciplinary
and participatory projects explore the social dimensions of design, starting with questions about
how graphic practices shape culture and communication.

Selected Solo Exhibitions

2023 Fugu Okul 2, Clear Gallery, Tokyo
2021 Fugu Okul, Clear Gallery, Tokyo

OK SASASISES, Otty Park, Antwerp, Belgium
2009 The Tourists, Stanley Picker Gallery, Kingston, UK

Selected Group Exhibition
2022 Aichi Triennale 2022, Aichi, Japan

Residencies
2019 AGA, Amsterdam
2018 Les Nouveaux Commanditaires, Saint-Martin-Boulognes, France
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Born 1934 in Warsaw. Cadere grew up in Romania and began working in Paris in 1967. His best-
known series, Barres de bois rond (Round wooden bars, 1970-78), presented a radical form of art
that critiqued established art spaces and institutions. By bringing the work uninvited to exhibition
openings and placing it in public spaces, Cadere encouraged viewers to reconsider and reconstruct
the underlying logic of art. He died in 1978. Since his death, Cadere’s influence on conceptual art has
continued to grow, and his work is in the collections of institutions including Tate Modern (London)
and the Centre Pompidou (Paris). A retrospective was held at Fondation CAB (Brussels) in 2023.
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Helen Chadwick

1953F, O R A FEN [TLAS M THY AP SRR ESBEVWTAINLT ATLFEATH
BHBEICHKB TS CeTHMON S, RSN AFEEAVODL, B E S A VWHEET. ¥
DEE, PAFLT1474. RREFEELT -V ELTMY ETFTVW3,1987F, 2 —F—HICwH
ELTHMMHT/I32—bhe 7= b-TL T3> (AL RY) Ta7 M)T&TIVIN— EGEE (O
P RY) Za—3—- 7 EREMEL &I 1996 Fi%,

Born 1953 in London. Chadwick is known for challenging stereotypical perceptions of the body
through elegant yet unconventional forms. Her work explores themes such as the roles of women,
identity, and expression, employing refined techniques in unorthodox ways. In 1987, she became the
first woman nominated for the Turner Prize. Her works are in the collections of Tate, the Victoria and
Albert Museum (London), and the Museum of Modern Art, New York. She died in 1996.
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Jesse Darling
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Born 1981 in Oxford, UK. Currently based in Berlin and London. Darling draws on personal
experience, as well as the coexistence of official and countervailing histories, to explore how the
body’s inherent vulnerability and the inevitability of death are reflected in civilisation and social
structures. His work recontextualises human artifacts, including fictional figures and mythological
symbols. Forms that appear wounded yet liberated expose their fragility and evoke the need for care
and healing.

Selected Solo Exhibitions

2024 VANITAS, Petit Palais, Paris
On Our Knees, Arcadia Missa, London
2023 Gravity Road, Mining History Centre, Lewarde, France

Selected Group Exhibitions

2025 Vibrant Matter, Fondazione Bonollo, Vicenza, Italy
Myths of the New Future, The Common Guild, Glasgow, UK
Pollen, CAPC Musée d’art Contemporain de Bordeaux, France

Award
2023 Turner Prize 2023 Winner, Towner Eastbourne, UK
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Born 1967 in Dunkirk, France. Deknuydt’s work features motifs such as furniture and other everyday
objects, animals, landscapes, and cosmic imagery, recurrently depicted in various thematic
contexts. Figurative elements are often accompanied by short, humorous poetic texts that function
as captions or titles. Through an alchemical approach to materials and incorporation of text that she
called “hybridisation”, she produced ambiguous, multilayered forms that imbue her entire body of
work with a poetic sensibility. She died in 2000. After her death, her works were added to numerous
public collections, including the FRAC (Dunkirk, lle-de-France, Nouvelle-Aquitaine) regional
contemporary art collections in France and the French National Centre for Visual Arts.
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Jessica Diamond
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Born 1957 in New York, USA. Diamond began in the mid-1980s to express her distinctive views on
power, sex, and business by painting slogans and images directly onto walls in black in a style
reminiscent of graffiti. Her stance rejected the materialism of contemporary consumer society. In
1991, influenced by the work of Yayoi Kusama, she created the series Tributes to Kusama (1992-97),
reinterpreting Kusama's key ideas and motifs through a vocabulary of words and visual cues.

Selected Solo Exhibitions

2023 Wheel of Life, Hirshhorn Museum, Washington, DC
1999 EROS (RAIN): TWO, Ota Fine Arts, Tokyo

Selected Group Exhibitions

2006 The Gold Standard, MoMA PS1, New York, USA
1991 The Whitney Biennial, Whitney Museum of American Art, New York, USA

Awards

2004 Anonymous Was A Woman, New York, USA
2000 John Simon Guggenheim Memorial Foundation Fellowship, New York, USA
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Pauline Esparon
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Born 1993 in Evreux, France. Esparon has established a distinctive design approach that employs
intuitive processes to explore the inherent qualities of materials, allowing these properties to shape
the final form. Through inventive adaptations of conventional techniques, she unlocks the latent
potential of standardised materials, assigning them new functions or repurposing them as
collectible objects. Her practice also brings fresh perspectives to existing industries and local crafts,
while generating value from post-manufacturing industrial waste. Her work is in the collections of Le
Mobilier National (France) and CNAP (Paris).

Awards

2022 LAND ROVER x AD AWARD, Paris
2020 KAZERNE DESIGN AWARD Nomination, Eindhoven, the Netherlands
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Tarek Lakhrissi
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Born 1992 in Chatellerault, France. Lakhrissi is an artist with a background in literature and is also
active as a poet. Working across installation, performance, video, text, and sculpture, he engages with
political and social issues around transformative narratives within magic, weirdness, codes, and love.

Selected Solo Exhibitions

2024 SPIT, Nicoletti Contemporary, London
BLISS, Migros Museum fiir Gegenwartskunst, Zurich

Selected Group Exhibitions

2025 Portals to Unwritten Time, Perrotin, Paris
2024 Art Basel Miami Beach, Miami Beach Convention Center, USA

Award
2024 Reiffers Art Initiatives Mentorship Program, Paris
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Born 1985 in Brive-la-Gaillarde, France. Currently based in Montpellier, France. Maheke works with
drawing, video, and performance to explore how marginalised bodies, narratives, and histories are
rendered visible or invisible. As a form of resistance to identity politics and an effort to subvert
dominant systems of power and control, he incorporates non-human entities.

Selected Solo Exhibitions

2025 In spite of my own desire to see you disappear, Southern Alberta Art Gallery,
Lethbridge, Canada

2024 To Be Blindly Hopeful, Mostyn, Llandudno, Wales, UK
In spite of my own desire to see you disappear, Mercer Union, Toronto, Canada

Selected Group Exhibitions

2024 The Cynics Republic, Palais de Tokyo, Paris
Politics of Light: Nikita Gale, Paul Maheke, Felix Gonzalez-Torres, Tate Modern, London
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Born 1907 in Milan, Italy. Munari was inspired by the Italian avant-garde movement Futurism, and
began producing visual art. Starting in the 1930s, he was involved in book editing and cover design
as a graphic designer and art director. After World War II, he also created numerous product designs
for companies such as Danese. Munari was awarded the prestigious Italian design prize Compasso
d'Oroin 1954, 1955, and 1979. From the 1940s on, he gained international recognition as a picture
book author with experimental books designed to stimulate children’s imaginations. He died in 1998.
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Born 1988 in Athens. Currently based in Paris. Papadimouli's works in a wide range of media, from
participatory action in public spaces to sculpture and video, with installation and performance

currently at the center of her practice. Following the tradition of avant-garde art, her works blur the
boundaries between categories of artistic activity and emerges as a fusion of “in-between” media.

Selected Solo Exhibitions

2024 Skinscapes, THE PILL, Istanbul, Turkey
2021 Milieu Mouvant, pal project, Paris

Selected Group Exhibitions

2024 How to Hold Your Breath, Asian Art Biennial, Taiwan
Crossing the Water, Biennale de Lyon, France

Awards
2023 Prix Jean Pierre Cardin, Academie des Beaux-Arts, France
2022 Prix Matsutani, nominated by Christine Macel, France
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Born 1984 in Tokyo. Currently based in Osaka, Japan. Sasahara creates installations grounded in
research on surrounding environments and the relationships constructed within them. His practice
consistently explores human life through a wide range of media and methodologies, aiming not only
to produce art but also to connect with broader fields such as anthropology and architecture.

Selected Group Exhibitions

2024 Pop Up Play Polychrome, Climbing Mulhouse Center, Mulhouse, France
Postponed Settlement Working Group, sendai mediatheque, Miyagi, Japan
2023 RAM PRACTICE 2023, Kyoto City KYOCERA Museum of Art, Kyoto, Japan

Award
2007 Kawamata Prize, Tokyo University of Arts
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Born 1963 in Mortsel, Belgium. Currently based in Brussels. Torfs explores issues surrounding

perception, memory, representation, and the construction of images through a range of media,
including video, print, slide projection, film, sound, photography, silkscreen, and tapestry.

Selected Solo Exhibitions

2021
2020

Dark Space Where Things Cannot Be Put, MUAC, Mexico City
The Magician & the Surgeon, BOZAR, Brussels, Belgium

Selected Group Exhibition

2013

Award
1999

The Way of the Shovel: Art as Archaeology, Museum of Contemporary Art Chicago, USA

Grand Prix, International Festival of New Film, Split, Croatia
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Three Q&As to reflect on “Faire Corps”

HHEIZEST [HEMNERE] EEMEEKRLETHL? (HBELDER
& HEPEE] EEDOLD BRREDFTE-TVEDD)

T—5F1ARELTHEREFHEL. BRLTVWB L, BADERNES
DF*HNATEROLBE TREZTIZ2EHHDIERVET, ZhiZDOWN
TEIBVWETH? BIZEEEDL DD

S, T MPHRIFCEAGTEN» TEZERVETH?

What does the term “social body” mean to you? How are your works
related to the social body?

As someone who creates and shows your own art, | imagine that some
of your works slip away from you and end up being circulated in
unexpected ways. How do you feel about that? Take, for example, an

exhibition like this one.

What kind of effect do you think art can have on society today?
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The “social body” can be understood as how a community, a group of people, can function similarly
to a body but the main difference would be that one person doesn't and cannot always be “the brain”
only. Interchangeability, listening to the other bodies within the body seems important. This means
relinquishing power or the pursuit of power. My work is almost always a reaction to a situation,
which can be a random encounter and conversation but similarly a commission but whether it can
be defined as Design or Art, what matters to me is to discover something | wasn't aware of. | am fine
with being the person who knows the least in the room. | am fascinated by the possibility that there
can be an organ dedicated to pleasure, for example.

Works often slips away from control. | totally accept this once the work is finished although it might
be sometimes difficult to determine when that is the case. More importantly | am interested in the
slipping away that happens during the process of a work, accepting the unexpected and pushing it
to see where it goes. In this exhibition, a conversation with the curators and collaborators led to
continuing or reactivating a sculpture that had been acquired in a collection.

Artis to me the most important attitude one can have in society, starting with one’s own life. | don’t
consider it a separate field of occupation/skill/knowledge. | don’t know if everyone is an artist but |
am convinced everyone makes Art at some point or another.

Srvh - EATEUR
Jessica Diamond
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Art facilitates the sharing and exchange of ideas. Societies and individuals benefit from the

revolutionary power of Art — the transformation of nothingness into Soul.
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To me, the “social body” is designating the links that operate between human beings. The idea of
the body is interesting: it has its own independent mechanism and is not always conscious. Every
part of it has both an autonomous function and appears as a key point in the whole system; in an
organic meaning. We are all different identities, yet we are part of the same humanity.

My work is calling for this sensitive part of us that we all share. My use of natural materials, and
this sort of archaism that is crossing my practice is in the quest of this primary exploration of the
world: through the senses. The pieces have their own language but they can be understood
everywhere, and be felt everywhere.

Exhibition allows to put the piece in resonance with other artworks, and these sudden bridges, both
as physical presence and as meanings, are very interesting to see. For example, with Faire Corps,
being exhibited next to the Epistemologies (collapsed cabinet) of Jesse Darling is responding to a
certain fragility of the piece, emphasizing a form of quietness and echoing the post-manufacturing
waste that I'm using in this object. It is also creating a sort of nest feeling in response to the birds in
the cabinet. All this hidden and sometimes unexpected dialogues that artworks create between
themselves are very inspiring.

To me, artis a place of resistance, a resistance to the evidences that surrounds us. It always
questions the realities, in matters, in experiences, in emotions or in discourse. It is a play with what
surrounds us, as both an impression and an expression. This sort of dislocation towards obvious
postures and this critical sense is essential in our world, where quick answers can become too easily
acompass. Art stands on the side of questions, rather than answers. It is this power of displacement
that | find crucial.
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For me, the “social body" is the collective, even the spiritual, dimension of our existence, the way our
identities, our desires, and even our vulnerabilities are inscribed within larger histories and systems.
It is about how bodies are classified, commodified or sometimes excluded in relation to norms of
gender, sexuality, class, or race. In Hard to love, | wanted to explore intimacy and desire not as
private experiences detached from society, but as spaces where power, violence, and tenderness
intersect through my own voice and through language. My work often engages with this idea of the
social body as both constrained and resistant, but also strong, powerful and revolutionary. Finally, |
can't exclude the idea of your own self in the middle of the social body, how to exist within paradoxes
and how to explore your own journey.

I am very aware that once a work leaves my studio, it starts to live its own life. | never felt weird about
losing control over the narrative, but sometimes, yes, it can hurt more than expected. With Hard to
love, the reception has always been positive and sensitive. | never expected how personal works can
resonate with such a broad audience. But now this is for me the key, you can't talk about something
else than yourself. Doing otherwise is superficial. Exhibitions like this one in Tokyo remind me that
art can travel outside of borders and it is truly poetic, precious, extraordinary. My only regret is to
not be fully present, | wish | could engage more with Japanese audience in the future.

I don't think art alone can transform society, but | do believe it can create interruptions in dominant
narratives and open spaces of imagination. And | often think about pop culture too: like how a pop
song can have an impact. This haunts me. | come from a working class background, | can say that
before art: TV, cartoons and comics saved my soul. But also now | want art to become a more open
tool, not just for the elites. | see art today as both a tool of critique and a tool of dream, it should open
more portals.

K—=IL - wAH
Paul Maheke
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To me, the concept of a “social body” inherently implies a multitude — of bodies, voices, and
perspectives. | don't believe there is a way to disassociate the social from the communal. As a social
body, we share an environment, even though our experiences of that same environment may differ
dramatically depending on the positions we occupy within it and the vantage points from which we
look at it.

Similarly, in my work, there is often an acknowledgment of the multitude that makes up a social
body. It also relates to the idea of embodiment and to what constitutes us — physically, spiritually,
and historically. All these layers often coexist, more or less harmoniously, within the installations |
produce.

| love the idea that once a work is produced, it belongs to those who experience it. It becomes
almost like a shared responsibility between me and the viewers. Part of what makes a work of art
exciting to me is that it can travel — and in doing so, it transforms.

I'm somehow not entirely sure whether art can impact society as a whole, but | do believe that, like

many other aspects of our lives, art holds a transformative potential for ourimaginations — and
imagination is a very powerful force.
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Both of those terms, “society” and “body,” are terms that characterize types of living organisms who
exist and are defined through relations of interdependence. | think that combining those two terms
(the one as an adjective and the other as an object) allows the one to define the other and to rethink
the society through the prism of inseparable union. Each actor, each individual, each person, each
stone, tree or drop of water who is part of the society is interdependent to the others as are the
organs inside a body. The works that | present in the exhibition are studying those relations of
interdependence between bodies (natural and human) and their relationship with space, and are
willing to explore the potential passages between the individual and the collective.

Art spaces function as places of encounter (between humans, between artworks), and places of
encounter are spaces that transform us and allow us to evolve in unexpected ways. | think that there
is nothing more extraordinary than that my artworks are continuing to live through the
interpretations of others. | started working with performances, practicable works and protocols also
because | was trying to find ways for my works to continue live and explore their different
potentialities, having the possibility to change even after leaving the studio.

I believe art should be a space of exploration and presentation of potential alternatives to the
existing etat-de-choses. In those terms, | think art is a space of resistance and its role is to share the
keys for practitioners and the public to emancipate and liberate themselves.

Kohei Sasahara

FCEST [HEWEHE] i3, BEEME. H2VRBEFRERFYBR—MAEL S 2REZIE LR
LTWET, ZOES BREEBIRL THEORTIEREFSTWD & RDEFIE. [V EDHD
EOICHFELTVWEWER L BRI HY ., ThIEETHOHIVDBDLE LN LET,

BADOFHHT TN [FHAAS T R [BEAT] DL SIS, #ENPE DS EWNMEREEY 20 E
BoTwEd, ZDLS L1000 FREDEEEICE T2 10, [BhRHBTORE] LrEZHDON
BODHPIEEREZATY, REEE, RECHFLLVBEL S LWL EREEESTVET,

IhPSDI0FEICRNIE, XL TY T MEERILH > TEAEERPHMRRRBRCERM
ERREIB LT, RAUAHSHEICHTIEANEBREOETNE, FRELVTRRTZIZELEER
WET7,

For me, the “social body” refers to a state where self and other, or subject and object, are
harmoniously integrated. When | create work within society with an aim to achieve such a state,
there are times when | feel that not a single part of my body exists for myself, and that can be quite a
pleasant feeling.

I wish to create works that are unknown as to who made them, like the poems of the Sakimori (ancient
Japanese soldiers who guarded the country’s frontiers) and anonymous poems in Japanese waka
poetry. To be honest, the only way to reach viewers a thousand years from now is through
unexpected forms of distribution. Lately, I've been thinking that this life might just be a run-up to the
next, without any expectations for the hereafter.

In terms of the next decade, | believe we must mobilize our entire history, knowledge, experience,

and relationships gained through sincerely addressing various conflicts to present works of art that
offer concrete models of solutions to serious social issues.
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It was probably during my studies in Communication Sciences at the Department of Political and
Social Sciences at the University of Leuven (Belgium), in the early 1980s, that | first encountered
that term. | understood it back then as the way in which societies and cultures shape and are shaped
by human bodies.

The day | received your questions, | happened to be reading a Japanese novella from 1929, The
Crab Cannery Ship by Takiji Kobayashi. It's a fictionalized account of an actual case of brutal
treatment of fishermen and sailors on board a fishing vessel with on-board processing capabilities,
that occurred in 1926. Those ships were considered as factories, and maritime law did not apply to
them. Sailors and the whole crew on a ship form a complex social body, defined by their uniforms
and respect for hierarchy, which is turned upside down when a mutiny starts. Anyway, I'm deeply
interested in reading (apart from being a film addict), and through free association, my work comes
into being step by step.

But how my work Sideshow, which | made in 2019, is related to the concept of the social body, |
believe that would be a question for the curators who selected it for the show. In my installation, a
series of ghostly figures, including a geisha, a clown, a mummy, bird people and cat women, appear
and disappear against an abstract decor with multicolored light, in an eternal round dance which
reminds of the medieval dance of death. This is a late medieval artistic and allegorical genre that
depicts Death leading people from all walks of life — like kings, popes, and peasants —ina
procession to their graves. As an ageing artist, you are increasingly confronted with your body. The
performers’ movements, which were recorded in stop motion photography, require enormous
bodily control from my performers: so many ways of moving knees, hips, spine, neck, shoulders,
elbows, wrists and knuckles, torso, head, arms, hands and fingers....

| can imagine that some of your works slip away from you and end up being circulated in unexpected
ways. How do you feel about that?

| deleted the first part of the question as it makes no sense to me. Or maybe | don't understand what
you mean exactly. Unless an artist works with a gallery or has his own art space, we are dependent
of curators and institutions to be able to show it.

In the case of this group exhibition in Tokyo, it is a selection of works that were acquired by the
FRAC Grand Large in Dunkirk (France). Once a work becomes part of a collection, you must let it go
and that often leads to pleasant surprises. For example: another work, consisting of six Jacquard
tapestries which | created in 2013, was exhibited for almost four years in a collection presentation at
the Reina Sofia Museum in Madrid (Spain) until a few weeks ago. And on 2 October 2025, a
collection presentation will open in Salzburg (Austria) featuring an installation with slide projections
I made in 2002.

Art is about asking questions, not giving answers. It can provoke curiosity, thought and inquiry
rather than provide definitive solutions.
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Performance by

Nefeli Papadimouli
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Ginza Sony Park (5. 1f), V= —&"Y)
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Fri, July 18 and Sat, July 19, 2025, 18:00-18:40
Ginza Sony Park (5F and 1F) and surrounding area

We Are Forests was performed at Ginza Sony Park and the
surrounding area, where people are constantly coming and going. This
participatory performance brings together six performers in costume-
like sculptural forms designed by Papadimouli. The performers’
bodies, the audience, and the urban public space become intertwined,

exploring the exhibition’s theme of “the social body.”
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Talk Session |
“What is FRAC Grand Large?”
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Talk Session 11

Artist Talk by Kohei Sasahara

design of the times
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du jeu dans les  formes

2024, Chapelle des Jésultes Rue du Lycée & saint-Omer,
v bA=N, 7 YR

Pop Up Play Polychrome

2024, Climbing Mulhouse Center, £ 2/b—X, 77 ¥ 2
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Speaker: Keren Detton (Director of FRAC Grand Large)

Moderator: Reiko Setsuda (Curator of Le Forum, Fondation
d'entreprise Hermes)

Sat, July 19, 2025, 14:00-15:00
10F, Hermes Maison Ginza Le Studio

What kind of cultural institution is FRAC Grand Large, which is neither
amuseum nor an art center? In this talk, we explored the role of FRAC
in shaping contemporary artin France, and discussed the unique
characteristics of FRAC Grand Large in Dunkirk with its director, Keren
Detton, while practicing on the broader art ecosystem.
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Speakers: Kohei Sasahara (Artist),
Keren Detton (Director of FRAC Grand Large)

Sat, July 19, 2025, 16:00-17:00
10F, Hermeés Maison Ginza Le Studio

Kohei Sasahara presented Sunny, a work that treats umbrellas as the
smallest unit of a roof, using umbrellas forgotten in public places to
construct a dome-shaped space. In his talk, he discussed the
background of the work, focusing on its anthropological and
architectural approaches. He also addressed how the work came to be
acquired by FRAC and how, in the artist's absence, it has been
updated and its exhibited form has evolved through the continual
gathering of umbrellas, which are treated as disposable products. This
in turn opened a discussion on the concept of the “social body” from
the perspective of ownership of works.
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The Handshake is a folding screen created in 2014 through a
collaboration between the artist collective Abske and two Wajima
lacquer artisans, Kazutaka Furukomi (chinkin, a technique of carving
fine lines into lacquer and filling them with gold or other materials) and
Rakkan Ohata (maki-e, a technique of sprinkling gold or silver powder
onto lacquer to form decorative patterns). At Abike's suggestion, the
work was returned to Wajima for about a month during the exhibition
period, and there the two craftsmen once again contributed their skills.
The task was for each to use his non-dominant hand (left hand) to draw
his dominant hand (right hand) on the reverse side of the screen. The
final stage of this update was completed with a public demonstration
by Furukomi (chinkin) at the gallery on September 15, 2025.
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Talk Session Il
Dialogue with Maki Suzuki
(Abzke) and Wajima Craftsmen
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Speaker: Maki Suzuki (Abzke),
Kazutaka Furukomi, Shinichi Shioyasu

Moderator: Reiko Setsuda (Curator of Le Forum, Fondation
d’entreprise Hermes)

Tue, Oct 7, 2025, 18:30-20:00
8F, Hermés Maison Ginza Le Forum

This session featured Maki Suzuki, a member of the artist collective
Abike and the initiator of the update to The Handshake, together with
Wajima chinkin (a technique of carving fine lines into lacquer and filling
them with gold or other materials) craftsman Kazutaka Furukomi and
Wajima-nuri lacquer artisan Shinichi Shioyasu. They discussed how
craftsmen with different skills, and craftsmen and artists, met and
developed relationships that have lasted for more than a decade, as
well as how the work was recently updated.
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