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Spektrum Spektra

Joél Riff (Curator)

Look twice. Singularly and plurally. The curatorial principle of our exhibition is double
meaning: the crossroads between two visions, one hinging upon the other. Not a
subsequent chapter nor a sequel, but rather a rebound, a reflection, an echo. Let us
take a moment here to clarify the dynamic at work in this project, which involves co-
design but not, strictly speaking, co-curation. In the same way that, at La Verriere, |
invite an artist to enrich their solo show together, Reiko Setsuda proposed to elevate
my programmatic principle at Le Forum. The result here is an augmented curatorship.
One exhibition becomes the object of another. Here | am, caught in my own game. It is
then a matter of experimenting with relative passivity by accepting to become the
curatorial material to be shaped. Itis a unique experience. And although we jointly
selected the seven artists involved in the project, chose a title, and made many other
decisions together, there were places where one had to remain a spectator of the
method. In Japan, there is a traditional game using seashells, Kai-awase (shell-
matching), where the inner surface of each half of a clamshell is painted with similar
images. It is a memory exercise. The idea is to pick them out, reassembling each
complete clamshell to perfectly interlock, matching up images that reflect each other
but are not identical. To find the other half of each one.

Emmanuelle Castellan thrives in that kind of retinal remainder. In fact, it was in Kyoto
- afew days after our opening - that she discovered this fascinating game of painted
mollusks in an antique store in the historic Gion district. Two eyelids, twin screens, the
ideal support to both approach the tide-like ebb-and-flow of the painter’s production
and embrace the diffracted energy that shaped the entire hanging at Le Forum.

Kentaro Kawabata arrived straight from his studio, bearing a miraculous catch: one not
from water, but from fire. The pieces were still warm, or nearly: all the ceramics had
been shaped and fired especially for the occasion. The fine clay sheets had to dry
slowly, sweating out moisture with exquisite care before revealing their pearls:
treasures regurgitated from their depths. Openly displayed on the floor or on the wall,
their sometimes-symmetrical forms offer themselves up immodestly.

Walter Swennen remains a mystery. The words that appear in his paintings offer no
explanation. For this first showing in Japan, it is fascinating to consider a major body of
work so acclaimed in Belgium, now presented in a context that does not share its
alphabet. Here, the letters mean even less, and one must accept to see only painting,




to read only pictorial language. This language becomes pure surface as it converses
with the enamels and other surrounding interfaces.

Marie Laurencin learned porcelain decoration at the prestigious Manufacture de
Sévres, the royal French tableware factory. This connection to the decorative - and the
delicateness it requires - seems to both serve her renown and unsettle it. The artist,
who has a museum in Japan named after her (closed in 2019), appears to have entered
the collective imagination at both ends of the globe. Her century-old masterpieces
connect the worlds in a reflector that is irredeemably spectral.

Motoyuki Daifu multiplies ectoplasms. The photographic process, by its very nature,
captures halos. These artificial silhouettes are fabricated rather than found, erupting in
shameless bursts. Sprays of suspicious liquid stake their claim in urban space. The
photographer soaks a chosen spot, curiously watercoloring a colored wall. Then, in
drying, everything disappears, unless a faint aura leaves a faint trace. The thinnest film
might become indelible.

Johannes Nagel crudely glazes carved forms as voids that exist through their delicate
mineral skins. These remarkable shells record the absence of the body that caressed
them from the inside. They punctuate the space, resting on solid plinths or soft canvas.
Forever subversive, these ornamental pots surpass their role as mere porcelain
watchdogs. And the artist was a disciple of a Japanese potter exiled to Canada. That
alone reveals how much his training is the result of a transmission by reverberation.

Michiko Tsuda swallows the entire space in a circuit of digital images articulated with
extreme sophistication. Sensors and diffusers immediately interfere with our
movement through the space, amplified by the distraction of simple suspended frames
and mirrors. Her spectacular electronic craftsmanship emerges, enabled by kilometers
of metal and plastic wiring. A very tangible materiality anchors the most diaphanous
apparitions.

Everything unfolds, multiplies, and fragments through effects of intensification and
duplication. The layers offer unprecedented thicknesses and interconnections,
transforming the act of wandering into an immense layer cake: “a stratification of the
manifest, both dizzying and physical.”

“Reading a curatorial approach” also means discerning where its horizon lies. A grid is
built from a single benchmark, overlaying those that already structure the building. The
rest is articulated according to this imaginary rule and the sensory elements that test
it. At Le Forum in Tokyo, natural light enters horizontally, from the side. At La Verriére in
Brussels, it comes vertically, from above. At the Atelier Hermeés in Seoul, South Korea,
it arrives indirectly, from below. It should also be noted that the curatorial department
of the Fondation d'entreprise Hermeés consists of three people. Alongside us, Soyeon
Ahn oversees the artistic direction of the space in Seoul. Fittingly, more than ten years
ago, she curated the “Spectrum-Spectrum” exhibition, held from July to October 2014
at PLATEAU, the Samsung Museum of Art (closed in2016), while serving as deputy
director of the institution. That visionary initiative already embraced a mise en abyme
of invitations within invitations for a celebration curated by individuals who, in turn,
invited others. This exhibition holds up a mirror. Through reflection, we reflect and are
reflected. Through this text, | am gazing into the regard that Reiko Setsuda casts upon
my own.
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The Living Room and Its Uncertain Walls

Takumi Fukuo (Philosopher, critic)

The word “wall” is almost always used with negative connotations. To say “there’s a
wall between us” implies emotional distance. The US-Mexico border and COVID-19
lockdowns are examples of physical walls that confine people to specific areas.

Atthe same time, it is also true that we cannot live without walls, and that, except in
extreme cases, the walls we encounter do not confine our bodies absolutely. The
problem, then, is not the walls themselves, but how they are turned into metaphors.
What constrains us is not the wall, but the quotation marks placed around it. Can we
draw from “walls” any meaning other than confinement and division?

During the COVID-19 pandemic in Japan, transparent acrylic panels were installed
on tables in restaurants nationwide. While their proliferation was driven by
administrative decisions aimed at curbing infection, it seemed to me that they
represented a silent mutual agreement, and were not simply a requirement, but offered
people a form of shared reassurance.

No one can say for sure how much those transparent walls actually contributed to
preventing infection. But perhaps those flimsy barriers — which offered scant
assurance when viewed objectively - stayed in place throughout the three years of the
pandemic not because of their effectiveness, but because they helped ease
uncertainty, or helped us forget the inherent uncertainty of an airborne virus. And if
they played a role in maintaining social order during the pandemic that was an
alternative to authoritarian lockdowns, then perhaps they can be seen as a positive
example of uncertain walls.

My first impression upon seeing the Spektrum Spektrum exhibition at Ginza Maison
Hermeés was that it could be described as an exploration of the actuality of minimal,
secular forms, reminiscent of historical interior painting or chamber music. The
exhibition space functions as a site for experimenting with what it means to inhabit an
“interior” in the contemporary world. Unusually for a contemporary art exhibition, the
show includes ceramic works by Kentaro Kawabata and Johannes Nagel, which could
be seen as a nod to what William Morris called the “lesser arts.”

The venue, suffused with soft, diluted light filtering through glass block walls, has an
atmosphere of intimacy and calm—but that is an impression that emerges only in
hindsight. What first greets viewers as they step out of the elevator is Walk Straight
(2021/2025) by Michiko Tsuda, a work that blocks the dimly lit corridor.

Three frames hang at eye level, spaced at roughly two-meter intervals and aligned in
parallel. Upon exiting the elevator and facing forward, viewers first come face-to-face
with one mirror, which are embedded in frames. The mirror reflects identical frames
positioned behind the viewer. When they turn around, they see screens mounted on the
rearward frames showing footage of the same corridor, but their own reflection is
nowhere to be found. After passing the first mirror, they reach the third frame, beyond
which a small camera comes into view. It is neither a mirror nor a video image, but
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simply a camera pointing toward them through the empty frame. Its presence prompts
viewers to turn around again and now find themselves on the screen that had
previously shown an empty corridor. However, instead of looking into the frame, they
are gazing down at the exhibition handout in their hands.

With a camera on one side, a screen on the other, and a mirror in between, the
recorded footage appears with a delay of about 30 seconds. Through this simple
setup, an ordinary straight corridor is transformed into a maze. When and where was
the image | am now seeing recorded? Moreover, it becomes a maze only because |
search for myself within the frame. The layout first directs me to face the mirror, where
my own reflection becomes the lure that draws me into the labyrinth.

Four additional works, in the same vein as Walk Straight, are installed throughout the
venue. Using frames, mirrors, projectors, cameras, screens, and displays, they multiply
the space, drawing solely on what is happening in real time as their material. What is
striking is how the closed loop between myself and my mirror image at the outset is
first disrupted by a 30-second time lag, then gradually unfolds into a scattering of
reflections that spread throughout the space as | move from one section to the next.

If the earlier series represented by You would come back there to see me again the
following day (2016), permanently installed at NTT InterCommunication Center [ICC],
was an experiment in doubling - where “I" literally becomes “you” - focused on the
formal possibilities of video as a medium, then her series in Spektrum Spektrum shifts
the emphasis from the multiplication of the self to the multiplication of space.
Accordingly, the installations no longer function as formal experiments unfolding in a
void, but become components of the “interior,” coexisting with other works in a space
filled with tangible light and texture. They take on a decorative function and an affinity
with the “lesser arts,” resembling furnishings that open up sightlines to other works
and introduce new perspectives into the space.

Emmanuelle Castellan’s works are also installed throughout the venue, and together
with Tsuda's, they furnish the space as a single, unified room. Rather than depicting
specific subjects, her paintings seem to bring the air in front of them into focus. Each
work is unified by a limited range of colors and flat brushwork, anchored by a keynote
tone such as blue or pink-beige. It is precisely through this restraint that the paintings
literally evoke a delicate “spectrum.”

In addition to exhibiting paintings, Castellan places colored canvases throughout the
venue, functioning as wallpaper, curtains, or partitions dividing the space. In some
areas, works by other artists are hung on this canvas “wallpaper,” reflecting an
approach that blurs the line between artwork and furnishing, or between art and
decoration, and aims to construct the exhibition space as a unique kind of living room.

As Victor Stoichita outlines in detail in The Self-Aware Image, the emergence of
secular subjects such as interior scenes and landscapes in the Northern Renaissance

coincided with a shift from murals to tableaux, that is from immovable walls to mobile
supports for paintings. He argues that by breaking away from a direct relationship with
the wall and becoming autonomous objects, paintings acquired a kind of self-
awareness, prompting them to reflect on where and how they ought to be displayed.
However, the tableau does not necessarily culminate in closed self-reflection (in both
the literal and figurative senses), as seen in Cornelis Norbertus Gijsbrechts’ painting of
the back of a stretched canvas, which Stoichita views as the ultimate expression of
painting's self-awareness. Just as Tsuda's work expands from literal and figurative
self-reflection to a scattering of reflections across space, Castellan returns to the
simple fact that canvas is fabric and extends the possibilities for its application.

This is not to say that the exhibition replicated an ideal living space like an IKEA
showroom. Rather, | felt that it sought to illuminate the conditions of the rooms we
actually live in, and to reframe them through new possibilities. From televisions and
computer monitors to smartphones and wireless earbuds, we are surrounded by a
multitude of audiovisual devices. The paradigm of the living room as an “audiovisual
space” is inseparable from its historical moment, cultural context, and individual
lifestyles. Exhibition spaces, too, have served as sites for various experiments in
audiovisual experience, particularly since installation art became a key mode of
expression. What set this exhibition apart was its attempt to newly connect these two
realms through the decorative, a perspective that has been marginalized in art since
the modern era.

However, a room becomes truly one's own not only through its interior, but also
through its specific relationship with the exterior. Sunlight that changes over the
course of a day is a classic example. In closing, let us consider the exterior of the room
from the perspective of the “neighborhood.”

What is a neighborhood? It is not a clearly defined district that can be mapped as a
single plane, as in urban or suburban theory. A neighborhood cannot be defined by
fixed boundaries. There may be a narrow lane very near your home that you have never
walked down, exemplifying how a neighborhood is a space shaped by gradients and
distributions of frequency and familiarity. Within the familiar zone, changes like the
shifting seasons or the turnover of shops make it possible to distinguish between what
is constant and what is new. No one owns a neighborhood, and within a single area
exist countless overlapping neighborhoods, each shaped by its individual residents.

Motoyuki Daifu’s series Untitled (Pee) (2021), of which six works are presented here,
takes as its subject the way dogs mark off their neighborhoods with urine. Close-up
photographs of still-wet urine splashes at the bases of utility poles draw the
neighborhood into an exhibition space that resembles an abstract living room. The
poles are printed at a scale slightly larger than life (appearing about 1.3 times their
actual size), and each image is color-adjusted toward a dominant hue, such as red or
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green. The color manipulation enhances the sense of flatness, making bits of paint
from where cars bumped into the pole, overlapping with the wet traces, resemble
brushstrokes. The resulting images are so strikingly painterly that they verge on the
absurd, in a vivid and playful response to Warhol's Piss Painting (1961).

This use of color manipulation particularly resonates with Castellan's work, and to
underscore that connection, the green-toned Untitled (Pee) is mounted on Castellan’s
green wallpaper. Furthermore, the work is installed on a brightly sunlit wall, and the
glass blocks behind it are inevitably reflected on the acrylic surface of the photograph.
The resulting grid of reflections makes the image hard to see, and ordinarily this might
be viewed as an obvious flaw, but from the beginning, the exhibition had already been
pointing to how such uncertainty could be put to use.

1 Victor leronim Stoichita, The Self-Aware Image: An Insight into Early Modern Meta-Painting, Cambridge
University Press, 1997.

2 Daifuis also a photographer of interiors. From his works that draw out intricate colors and compositions
from cluttered rooms, to Untitled (Pee), his practice spans the entire spectrum from room to
neighborhood discussed in this text.
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TWLTL& Do

FeJIVI-NDHBT )2y IV EHSITEES LTIV TO— 42— X (1924-1976)
I, MEOT7AO=-—¢&F&@8L0 T, HEXT7— bOEEEERA. BROT7—FT 1+ X MIHA

CPREL=YarESAGUTOET, HICE-T. BEREVWOHRXEEICHHDEETH ),

FEFIC, BEEBIEL. BEEED (BVWE) I(CHIBARICEEIERTHHY L1

IET BEHRHENII LS -2 32l VTIH, BEEPEEELVWIEE#FI LI, &
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V. 72807 -7« A MOERERF. #Es, #Hk. OB DERKRLEED (B2 (ZH
3G ENMNICEG S, BEEOEHRERLLEREDTTT 1 TOWKE. (SEOAIEE
DVEDEEZDDTT,

The Fondation d’entreprise Hermés was pleased to present the group exhibition “Spektrum
Spektrum,” jointly organized by the two Hermeés galleries in Brussels and Tokyo.

This exhibition emerged through dialogue, and holds up a mirror to “Spektrum,” held at La
Verriere in Brussels from May 16 to July 27, 2024, while layering new narrative structures at the
Hermes Maison Ginza Le Forum in Tokyo.

The “Spektrum” of the title is the German spelling of “spectrum,” a word that conveys a wide
range of meanings and nuances. It refers to distributions or ranges of physical phenomena,
such as optical or acoustic spectra, while also evoking specters (ghosts or apparitions), and in
Europe, metaphorically referring to a folding fan.

Expanding by means of augmented curation on Emmanuelle Castellan’s solo exhibition in
Brussels, “Spektrum Spektrum” employs the word's inherent range and resonance as a
reflective device. The exhibition can be likened to a novel, occupying a liminal zone between
truth and fiction and generating an intimate indoor narrative in the venue.

Emmanuelle Castellan paints figures on canvas using incisive marks to montage-like effect,
constructing spaces reminiscent of stage and film sets while drawing inspiration from nouveau
roman writers such as Marguerite Duras. Ceramic artist Johannes Nagel unearths shifting
dimensions through vessels characterized by vivid colors, asymmetry, discord, and surfaces
that alternate between roughness and smoothness. The exhibition also features Walter
Swennen’s paintings, which present cryptic codes, and Michiko Tsuda's works, which apply
principles of moving images to render spatiotemporal amplitudes visible. Kentaro Kawabata's
objects imbue the concave surfaces of vessels and spoons with erotic illusions while
establishing boundaries. Motoyuki Daifu’s photographs deploy aquatic specters, manifesting
on streets, with strong doses of humor, and Marie Laurencin elevates reality to the realm of the
decorative sublime in luminous pastel hues. As these works inevitably interact with and reflect
one another, the spectrum will reiterate itself, revealing its forms and apparitions.

Marcel Broodthaers (1924-1976), based in Brussels where La Verriéere is located, sought to
subvert institutions and art, revealing their fictionality through his distinctive irony and poetic
sensibility. His practice continues to inspire contemporary artists today. For Broodthaers, the
exhibition format was always a tool for critique and a means of fictionalizing spaces, existing in a
zone between truth and falsehood.

In today’s rapidly accelerating information society, words like “truth” and “facts” have become
increasingly problematic. In this context, this exhibition follows in the footsteps of Broodthaers’s
transcendent boldness and humor. When viewers physically engage with the works in a zone
where truth meets reflection, reversal, persistence, fantasy, and spiritual phenomena through
the explorations of seven artists, they participate in the formation of narratives that constitute a
potential foundation for trust.
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From Games of Free Association to the Post-it Notes of Time

The exhibition Spektrum Spektrum originated in a
conversation with Joél Riff, curator of La Verriere,
the Brussels gallery operated by Fondation
d’entreprise Hermes. Since 2023, Riff has curated
exhibitions with an approach he calls Solo augmenté
(Extended solo), focusing on a single artist while
presenting their work in dialogue with those of
others. This serves to sharpen the contours of the
individual and create encounters that may fall
outside the artist’s original intent. In contemporary
art, it has become increasingly common to
encounter installations that incorporate not only an
artist's own works but also those of others, as well
as historical materials. In this essay, | examine Solo
augmenté as a curatorial practice by considering
how its augmentative nature has been interpreted in
two exhibitions and what possibilities it presents,
while also discussing the works themselves.

Let us begin by revisiting Spektrum, an exhibition
featuring Emmanuelle Castellan (May 16-July 27,
2024, at La Verriere), which was the point of
departure for the current exhibition. Spektrum
clearly reflected the shared interests of, and ongoing
dialogue between, Riff and Castellan, both of whom
interested in applied arts and have maintained a
strong engagement with the intersection of art and
craft. Their mutual focus on the Wiener Werkstatte,
particularly Josef Hoffmann (1870-1956) and
Dagobert Peche (1887-1923), could be seen not only
in Castellan’s paintings but also in the inclusion of
Peche’s Mirror (1922) as part of the exhibition.
Castellan’s practice of laying canvases on the floor,
attaching them to walls, folding, cutting, and
puncturing them seemed to transform La Verriére
into the imagined interior of a domestic space, as if
these gestures were retracing Hoffmann's pursuit of
Gesamtkunstwerk (total art). The bold exhibition
layout presented Johannes Nagel's vase as though it
were an architectural structure, while Walter
Swennen's painting appeared like a vision emerging
from folds of fabric and light.

When | asked Riff and Castellan about the process
behind the exhibition, with its theatrical, stage-like
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qualities, they spoke excitedly of Brussels as a city
deeply connected to Hoffmann's legacy, and noted
that during preparations for the exhibition, a
retrospective of Hoffmann's work was taking place
at the Art & History Museum in Brussels. Among the
many anecdotes they shared, especially compelling
were those concerning the nearby Palais Stoclet.
Although it is a UNESCO World Heritage Site and
considered Hoffmann's greatest achievement in
total design, the house remains closed to the public
due to ongoing inheritance disputes. During the
retrospective, architectural documents of the house,
which could be described as anatomical, were
shown publicly for the first time. Their conversation
oscillated between the temporary presence of the
Hoffmann retrospective and the enduring
architectural landmark in the Brussels cityscape. In
my memory, Spektrum now seems like an extension
of urban legends surrounding the Palais Stoclet.

As this account suggests, the creation, experience,
and reception of exhibitions are profoundly affected
by time, place, and personal memory. | was strongly
reminded that even in an age of instant information
sharing, now more than ever, what we encounter at
exhibitions is shaped by a flow of consciousness,
through the ongoing interplay of intersection,
erasure, and renewal of time, place, and memory.
Not long after, | proposed to Riff that we expand the
scope and curatorial principles of Spektrum for a
new exhibition at Le Forum. By then, my time spent
in La Verriere had already begun to blur into Tokyo
time, taking on the texture of fiction. Spektrum
Spektrum took its first steps through this chain of
associations.

Expansion in Tokyo

Spektrum Spektrum at Le Forum opens with an
installation by Michiko Tsuda. Her series of works,
arranged throughout the space using simple black
frames, mirrors, surveillance cameras, and video
elements (projectors, screens, monitors), is based
on video feedback, reflecting the image-saturated

routines of contemporary life in major urban centers.
Guided by the installation's mechanisms, viewers
(observers) become part of installation as the viewed
(observed). Their reactions vary: some are puzzled or
amused by the sight of their own image, others try to
figure out how the system works, some fail to notice
it entirely, while others ignore it as if it weren't there.
Tsuda skillfully choreographs the placement of
elements such as frames, mirrors, and cameras,
along with feedback time-lag (real-time, 25 seconds,
30 seconds, 1 minute, 5 minutes, 24 hours) to give
the machinery a suggestive, almost performative
presence and invite playful interaction. At times,
viewers encounter their own slightly past selves on
the monitors or screens, while at others, they find
only a vacant corner of the room. Some intentionally
stand in front of a camera, entrusting their image to
a future moment. Tsuda titled the works Walk
Straight (2021/2025), Watch your step (2025),
Looking Back (2021/2025), and Parallel Passage
(2025).t These come across not only as directives to
the viewer, but also as phrases that might be spoken
to a small child, or as part of an exchange with the
technologies that have become increasingly
entwined with daily life. Don't worry, I'll be watching
you, try taking a few steps. That's right, walk
straight, and do watch your step. That voice may
belong to the artist, to us, or to the machine.

Also on view is Yeu & Mo - family (2007), a short
video work presented on a display stand, featuring
Tsuda alongside her mother, grandmother, and cat.
On an iPad screen, a video camera swings like a
pendulum, while the sound of a metronome marks
the passing of time. The scene shifts between
goings-on on one side of a mirror and the other. Like
the anagrammatic title, memory is fragmented
through video, then collaged back together and
re-embodied.

Motoyuki Daifu brings the cityscape of Tokyo into
the venue. His Untitled (Pee) (2021) series
documents fleeting drawings he made by pouring
water onto utility poles. Previous works include
Lovesody (2012) and Project Family (2013), which
depict family members and those close to him, as
well as the Untitled (Shadow) (2024) and Untitled
(Surround) (2018) series, which take suburban Tokyo
landscapes as their subject. In each case, Daifu
builds his work from everyday motifs. He sometimes
references Daido Moriyama, who once likened
photographers to dogs, and in this exhibition, Daifu
not only incorporates scenes surrounding utility
poles but also, through the spatial arrangement of
his works, evokes the point of view and gestures of a
dog marking its territory in the city. The untitled
series of photographed landscapes, covered in

transparent washes of mauve, blue, and green, and
composed with a subtle tilt, read as being in his
signature style. The images function like graffiti tags
rendered in a single color of spray paint. Street
graffiti, while sometimes attributable to a specific
person when seen from a particular angle, is at the
same time the work of an anonymous figure, “Person
X,” who moves quickly through unseen places in the
city and leaves traces behind. Here, Daifu's act of
tagging with water, mimicking a dog'’s urination,
recalls this anonymous presence. The water
disappears almost immediately, leaving the
photograph as the sole witness.

This territorial sensibility also surfaces in Daifu’s
engagement with local communities, including
artist-run spaces with which he has ties, as well as in
the visual books he curates and publishes. Cities are
open environments, but they also nurture enclosed
communities. Everyday interactions among artists,
driven by instinctive and intuitive communication,
serve as a foundation for constructing surreal urban
landscapes.

The Folding Fan: Ridges, Valleys, Pivot

One meaning of the German word spektrum is a
folding fan—a small object that opens and closes,
used not only for fanning but also in symbolic form in
the performing arts and rituals. In the tea ceremony,
the fan is placed closed on the floor, serving as a
boundary that marks a space of respect. Here, |
would like to focus on three artists selected based
on inspiration drawn from the folding fan.

Kentaro Kawabata produces works using porcelain
clay. His Spoon series (2025), featured in this
exhibition, has been ongoing since his graduation
project and has become foundational to his practice.
He recalls, “When | was a student, | had a job
building kilns in the mountains for photo shoots. We
made fire-resistant bricks from mountain soil and
water. There were about eight of us in the group, and
we all cooked lunch together. In that setting, the acts
of serving rice and pouring soup or drinks felt deeply
meaningful to me. | began making Spoon works at
that time as utensils for ladling out soup to each
person. That act of sharing and dividing was
something | had lacked, and it's an important thing |
still reflect on today.”?

The spoon, then, is an object that connects to
society and opens up to experiences of sharing, but
at the same time, this series features soft,
symmetrical forms reminiscent of seashells,
bringing us a symbolic dimension that transcends
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functional use. Just as a closed fan placed on the
floor in a tea ceremony signifies a boundary,
Kawabata's wall-mounted Spoon works suggest a
threshold between this world and another, while also
serving as protective objects in everyday life. His
Batista series (2025), with its resemblance to tropical
flowers like the rafflesia, has a title implying wordplay
on “large bow!" and “bowl (bati in Japanese) star.”
Pleated forms hand-shaped from porcelain clay are
stained with richly flowing colors and fused with
fragments of glass, resulting in luminous, skin-like
surfaces. Reclining on the floor, the forms appear to
blush modestly. If the Spoon works are closed fans,
then perhaps Batista is an open fan, playing softly
with the breeze.

Kawabata told me that, in his practice, he values
instinctive responses to the situation in front of him,
and he approached this exhibition with the same
attitude. When Castellan’s canvases were installed
in the same room, hung from ceiling beams like
laundry, he responded by scattering glaze crystals
across the floor like droplets. He positioned one of
his Spoon works so that it appeared in the repeated
reflections of Tsuda's Parallel Passage. These
responsive, reflective exchanges further amplify the
spectrum.

The organic curves and forms of shells and plants in
Kawabata's work also evoke the French Rococo
style. In this exhibition, one of his Spoon works was
installed on the same wall as Marie Laurencin's Les
Anges (1921). This pairing accentuated both the
decorative motifs of the ornate frame around
Laurencin’s painting and the porcelain-like
whiteness of the two portrayed women's skin.
Laurencin, who continued throughout her career to
paint subjects ideally suited to beautifying
interiors—women, flowers, animals, fans—elevated
reality into decoration.

Riff was surprised to encounter her paintings at
Galerie Taménaga in Ginza during his initial visit to
Japan. He was intrigued by the artist's particularly
high regard and beloved status in Japan, where her
works are not only held in public museum
collections, but there is also a private museum
dedicated solely to her. Laurencin’s close ties to
Albert Gleizes (1881-1953) and Juliette Roche
(1884-1980)*—key figures in Cubism, a movement
of great interest to Riff—made this all the more
noteworthy. He also noted an unexpected and
coincidental connection: Among all the galleries in
the historic gallery district of Ginza, Galerie
Taménaga, which has operated in both Paris and
Tokyo for generations, happens to be located next to
Maison Hermes in both cities. Laurencin’s
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contemporary relevance, as a woman painter who
lived through turbulent times yet remained steadfast
in her convictions, has recently been reappraised.
For this exhibition, with the generous cooperation of
Galerie Taménaga, her works were borrowed from
both the Paris and Tokyo locations, enabling the
show to reflect Riff's personal spectrum of memory
and emotion.

Castellan, who has long been drawn to Laurencin’s
distinctive color sensibility and decorative style,
extracted a pink-to-gray gradient from Vase de
fleurs (ca. 1928) and used it to design a custom-
made blackout wall. Les Anges, in which two women
gaze softly at one another, was exhibited in the same
space as Daifu’s Untitled (Pee), Castellan’s double
(2024), and Kawabata's Spoon. The interplay among
these four works strikes us with a moist, almost
olfactory quality. Could it be the afterimage of
Laurencin's gaze?

And as Castellan journeyed through different
dimensions of the spectrum, from the (augmented)
solo exhibition in Brussels to the present show, she
came to take on the role of the folding fan's pivot and
ribs.

Now based in Berlin, Castellan applies the German
psychological term Gestalt to her own artistic
practice.* In her interpretation, “Gestalt is a theory
that explains how the present is constructed from
various data, including personal and intersubjective
aspects that might not be a reflection of reality.”®
The term refers to a mode of perception formed
through overlapping temporal axes and
perspectives, and through the interaction between
individual and environment. In this exhibition, she
treated the display like a novel, layering the present,
the past, and projections of the future into a
narrative shaped by the viewer. Into that narrative,
she introduced a scenographic situation that
incorporates both the variability and continuity of an
art studio, a photography studio, or a stage set.

Among the works, the slow play of the folds of day to
the folds of night (2024-2025) constructs a
scenography through the spatial arrangement of
multiple canvases. Hung like a theater curtain,
folded small on the floor, or transformed into
makeshift wallpaper with slits, the canvases
engender a continuous, theatrical mode of
perception. In work sleep night (2024) and three
times (2024), the introspective time-stream of
solitary figures unfolds. In accumulation (2024),
shadow shapes (2024), no good looking (2024),
waiting man (2024), and sleep song (2024), hands,
feet, faces, and other body parts appear in

fragmented and layered forms, causing the viewer's
imagination to supplement what the eyes perceive.
control/shift/drift/escape/deserte/delete/outside
(2025), which deals directly with the shape of the fan,
arranges language and image in rhythmic
sequences reminiscent of film editing, while in
double, a scene from a film by Marguerite Duras
appears. morning hope (2024), inspired by the
Heian-era (794-1185) book The Pillow Book by Sei
Shonagon, evokes overlapping folds of fabric and
emotional layers, conveying the textures of twelve-
layered robes and light filtering through woven
blinds. As Sei Shonagon might have said: Ito'okashi
(a Heian-era expression of delight in the beautiful
and atmospheric.)

Painting, Language, and Ceramics

Two artists who have continuously accompanied
Castellan from Brussels critically inherit the
paradigm shifts of modern Western art history, even
as they internalize them. Here we can see their
engagement, through language and the materiality
of ceramics, with long-standing questions
addressed to the medium of painting.

Walter Swennen, born in southern Brussels in 1946,
began his creative practice as a poet after studying
philosophy and psychology, and later turned to
painting. For Swennen, painting is, above all, an
experience that unfolds between bodily movement
and physical material. It is also a space where letters
and language, painting and image, memory and time
intersect. In an interview, he spoke about the gulf
between painting and image, remarking: “When we
photograph, when we reproduce a painting, we
reproduce what's photogenic about it. It is the paint
that is not photogenic."®

The works Jail (2019), No Carole ku'u aloha (2013),
and West-Mest (2015), shown in this exhibition, were
selected from the collection of Swennen’s wife,
Carole Vanderlinden. These paintings draw the
viewer into a game of free association. Following the
clues suggested by their titles: Jail may relate to the
artist’s birthplace near the Prison de Forest in
southern Brussels; No Carole ku'u aloha seems to
combine his wife's name and a humorous form of
address; and West-Mest perhaps alludes to east and
west, or a reversal of directions. These clumsy
conjectures may reflect nothing more than the
writer's own trivial play, but how difficult it is to resist
the lightness of thought and force of imagination
that Swennen's paintings deliver.

The poet and critic Quinn Latimer, referencing a

quote from Walter Benjamin—"‘To read what was
never written.’ Such reading is the most ancient:
reading before all languages, from the entrails, the
stars, or dances"’—describes Swennen's paintings
as follows: “Taken together, these bits of scrawled
language function like some universal lingua franca
of voices and words that convey weight (meaning)
but not necessarily sense (logic).”®

Our instinct to interpret what came before the act of
painting, or what was never painted at all, leads us to
pose riddles for ourselves, to speculate, to hesitate,
and to let the afterimage seep into the hollows of the
body.

Johannes Nagel's works are characterized by bold
forms shaped by gesture and a painterly quality
manifested through vivid color. As a student, he
traveled as a volunteer to Canada, where he met
ceramicist Kinya Ishikawa and became interested in
ceramics. He later studied at Burg Giebichenstein
Kunsthochschule Halle, in the former East Germany,
where he learned a great deal from his professor
Antje Scharfe and among other artists he observed
from painter and ceramicist Norbert Prangenber.
Their influence extended beyond the exploration of
clay’s materiality to include questions about the
relationship between painting and three-
dimensional form—specifically, ways of thinking
about ceramics and vessels as still life, and of
translating them into painting or image on the
surfaces of those forms. Nagel has gradually applied
the inspiration he received from these two artists to
his own practice. Visiting Japan in conjunction with
this exhibition, Nagel reflected on the first time he
saw Prangenberg's work:

“Reading it from a craft context, it was just big, badly
made pinch pots. But they started to stick to me, and
after a while | felt they had a very liberating impulse
on me with these generous gestures and painterly
perspective. In painting, density, the character of a
line or brushstroke and color layers are more
important than perception of structural integrity.
This is the painterly approach here, shifted to
ceramics."®

Nagel reflected on the history of ceramics shaped by
the ideological and historical conditions of East and
West Germany that both influenced him in his work.
By using the universal form of the vessel, he
gestures toward allegory and its possibilities in an
open-ended, non-didactic way. The series featured
in this exhibition can be divided into two types
according to mode of production. One group,
including Silhouette #72 (2024), Stegreif #145
(2024), Triangle (2019), and Movement/Cut #10

77



(2024), is made by pouring liquid porcelain clay into
hard carved molds of densely packed sand,
capturing direct impressions of the artist’s body and
resulting in biomorphic forms. The other group,
including Cuts #101 (2024), Cuts #74 (2024), Cuts
#22(2022), Cuts #62 (2023), is made by sawing into
plaster molds, producing sharp-angled surfaces
that convey a sculptural rather than traditional
ceramic impression. In both cases, painting is
applied after the forms have been shaped.

As described above, Spektrum Spektrum unfolded
through the ways artists and their works became
thoughtful viewers and interlocutors for one another.
In this shared, fictional interzone, a sense of trust
was formed, and multiple sequences emerged. In his
essay The Living Room and Its Uncertain Walls,
included in this catalogue (pp. 37-40), Takumi Fukuo
presents a perspective in which the living room
functions as an “audiovisual room,"” bordered by the
familiar “neighborhood” outside and separated by
walls whose boundaries remain uncertain, and he
links the installation to scenes both inside and
outside the room.

As | close this essay on Spektrum Spektrum, which
began from a dual perspective, | would like to give
the last words to a “third party” by way of an
anecdote shared by Walter Swennen.

I've had a friend with a very good eye for
painting, who used to pay me regular visits. For
a while | put him up in my studio, which meant
that we didn't see one another. Because when |
arrived in the morning he had already left, and
ditto in the evening. One morning | got to my
studio and there was a painting I'd been
struggling with for two weeks, and there was a
Post-it on the painting with the words: “Please
do not touch,” so | didn't touch it. By no longer
touching it, | saw that he was right. And |
myself hadn't realized that that painting was
fine the way it was. | was looking for solutions
to problems that | was creating when | looked
atthe painting. [...]

Then one day he vanished. For several months
we didn't see each another anymore. | didn't
dare tell him, but it bothered me. That was
when | discovered that the function of the third
person does not necessarily have to be taken
on by a person. It can be assumed by time, as a
third person between the artist and his
painting. And if time is long enough, it
becomes this third person who's never seen
the painting. And when he turns it round, the
thing works.*®
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The surveillance camera works presented in this exhibition
were newly conceived based on You would come back there
to see me again the following day (2016).

From an interview with the artist, which is available on this
exhibition’s website.

Albert Grays and Juliette Roch—founders of Moly-Sabata
artists residency in south of France where Riff is currently
involved.

Gestalt theory, which provided the foundation for the
modern study of perception, emphasizes that the whole of
anything is greater than its parts. That is, the attributes of
the whole are not deducible from analysis of the parts in
isolation. (Britannica)

« Reconstitution », une exposition d‘Emmanuelle Castellan,
Galerie Philippe Valentin, https://www.galeriechezvalentin.
com/expositions/reconstitution-une-exposition-d-
emmanuelle-castellan, accessed on June 13, 2025.

Xavier Hufkens, “Walter Swennen and Isabelle Wéry | In
Conversation,” YouTube, 29 Jan. 2021, https://www.
youtube.com/watch?v=VpvYKz6NTuO0, accessed on June
13,2025.

Quinn Latimer, “To read what was never written_Walter
Swennen's Pictorial Poetics,” Walter Swennen, So Far So
Good, Brussels, (SIC)-WIELS, 2013, p.99.

Ibid., p. 101.

Nagel spoke while reflecting on his own practice, and the
history of ceramics in East and West Germany, during
“Negative Space in Vessels: Lecture with Johannes Nagel”
held on May 31, 2025.

“In conversation with Miguel Wandschneider,” Walter
Swennen, TOO MANY WORDS, Brussels, Xavier Hufkens,
2021, pp. 207-208. The conversation can be viewed via the
following link.

Xavier Hufkens “Walter Swennen and Miguel
Wandschneider | In Conversation,” YouTube, 9 April. 2019,
https://www.youtube.com/watch?v=j_d8mZo-jGQ,
accessed on June 13, 2025.
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IVZaIh:HRTFTY

C1

c2

Cc3

C4

C5

C6

Cc7

E-zZvG k=7 cs

2024
Hh gy RThmF

50 X 35cm

27N c9
2024

hgr R mF

65 X 50cm

D=9« RY=F +Fq4 b c10
2024

H g7 ZIHhF

40 X 55cm

sO0-X K c11
2024

Hh gy RHF

75 X 45cm

2 I B 8 c12
2024

h Ty ZEF

75 X 45¢cm

VIATAVT T

2024
H Ty ZIHEF a-g
75 X 45¢cm

VKN AN P L P

2024
Hh gy R HF
48 X 32cm

PR 2 2 R N

2024
HJy RNHE
65 X 50 cm

P¥xabLlb—23v
2024

BTy XEF
199 X 165cm

A=+ 24L2R

2024
HJy R HF. PIVAH
65 X 50 cm

AY=F Iy

2024

H gy ZTHF. IV AH
165 X 192 cm

aryea-n/"o7b6/ K978/
IRT=7/FY¥ =/ FTIV=1/
7 hYAF

2025

B IZMES, PV AH

220 X 250 cm

¥ez20=- T T H-
TA=WX e XxT +FL e« bry—-
HeTF=WXFT-F1b
2024-2025

HrGr . YIVRK, I
Yo XA

BREZ

D1-D6 {Untitled (Pee))
2021
SLETYL b, PILIZHLICTT S b
129.8 X 86.4cm., 134 X 79.5 cm (%8%)
Ed.1/3

Courtesy of the artist and MISAKO & ROSEN

NIl {E K BB
K1, K4 2T=>
2025

Wi AT TIFFOR
K1:45 X 14.5 X 8cm
K4:55 X 19 X 7.5¢cm

K2, K3 2AT=
2025
Wag, AR XFT. TI3FF R
K2:56 X 20.5 X 9cm
K3:45 X 23.5 X 10cm

K5-K9 NF1RE
2025
R, A7
K5:92 X 78 X 61.5cm
K6:86 X 72 X 47 cm
K7:102 x 63 X 37 cm
K8:97 X 63 X 46 cm
K9:91 X 69 X 45cm

K10 1)
2025
ME HTX
A X%

Courtesy of the artist and Nonaka-Hill

?)—--0-3%

L1 E(3i10k(3

19288
h gy ZTmF
65 X 54cm, 89 X 78 cm (%8%%)

L2 KELS
1921
H Ty XIhF
59 X 72cm, 83 X 96 cm (¥E%E)

Courtesy of Galerie Taménaga

S Rl Sy B & %

s1 JrMAn
2019
Hhrdr ZTHF
120.2 X 100.2 X 2.5cm

s2 J—=<<Fv¥0ON Y- T70ON

2013
H Ty XIHhF
60 X 50 X 2¢cm

s3 JIAR=XZRB

2015
H gy R HF
99.8 X 80.2 X 2.1cm

Collection of Carole Vanderlinden

Courtesy of the artist and Xavier Hufkens
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INZRRXF=FN

N1 L—="JFx2 b/ Hhvb#10
2024
76 X 66 X 55¢cm

N2 Hv b #101
2024
75 X 22 X 22cm

N3 JIVI b #72
2024
48 X 36 X 18cm

N4 2a7—977147 #145
2024
50 X 30 X 22cm

N5 hy b #74
2024
62 X 30 X 30cm

N6 hv b #22
2022
72 X 34 X 35¢cm

N7 B b #62
2023
69 X 32 X 30 cm

N8 AT TN
2019
64 X 71 X 50 cm

Courtesy of Galerie Zink

T1

T2

T3

T4

T5

T2-T5

Hllmebh L Rik

2007

T4 THF

15098, #7—. BF

INTx =7 2R EFE S EZERIF.
EHIE-5. EHEET

Fo9CICHL
2021/2025

#RY)i&3
2021/2025

INGLIV e INY—3 1

2025

RBRICKEDTT
2025

$E.AM, VI NIIT. RTU—=2
TSIV 8— hAT

1 XEE

TOYZ LA by (arsaffixine.)

Courtesy of TARO NASU

List of Works

Emmanuelle Castellan

C1

c2

Cc3

C4

C5

Cc6

c7

morning hope
2024

Oil on canvas

50 x 35cm

double

2024
Oil on canvas

65 x50cm

work sleep night

2024
Oil on canvas

40 x55¢cm

closed

2024
Oil on canvas

75 x45cm

shadow shapes

2024
Oil on canvas

75 x45cm

waiting man
2024

Oil on canvas

75 x45cm

no good looking

2024
Oil on canvas

48 x 32cm

c8

Cc9

Cc10

C11

C12

a-g

the shadow game

2024
Oil on canvas

65 x50cm

accumulation

2024
Oil on canvas

199 x 165 cm

three times

2024
QOil on canvas, cuts

65 x50 cm

sleep song

2024
Oil on canvas, cuts

165 x 192 cm

control/shift/drift/escape/
deserte/delete/outside
2025

Oil on burlap, cut

220 x 250 cm

the slow play of the folds of day to
the folds of night

2024-2025
Oil on canvas, cuts, folds

Dimensions variable
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Motoyuki Daifu

D1-D6

Untitled (Pee)
2021

Lambda print mounted on aluminum
129.8 x 86.4cm, 134 x 79.5cm
(framed)

Ed.1/3

Courtesy of the artist and MISAKO & ROSEN

Kentaro Kawabata

K1, K4

K2,K3

K5-K9

Spoon

2025

Porcelain, glass, platinum, silver
K1:45x14.5x8cm
K4:55x19x7.5¢cm

Spoon

2025

Porcelain, glass, slag, platinum, silver
K2:56 x 20.5 x 9 cm
K3:45x23.5x10cm

Batista

2025

Porcelain, glass
K5:92 x 78 x 61.5 cm
KB:86 x 72 x 47 cm
K7:102 x 63 x 37 cm
K8:97 x 63 x 46 cm
K9:91 x 69 x 45 cm

Godsend

2025
Glaze, glass

Dimensions variable

Courtesy of the artist and Nonaka-Hill

Marie Laurencin

L1 Vase de fleurs

ca.1928

Oil on canvas

65 x 54cm, 89 x 78 cm (framed)

L2 Les Anges

1921

Oil on canvas

59 x 72cm, 83 x 96 cm (framed)

Courtesy of Galerie Taménaga

Walter Swennen

s1 Jail

2019
Oil on canvas

120.2x100.2x 2.5cm

S2 No Carole ku'u aloha

2013
Oil on canvas

60x50x2cm

S3 West-Mest

2015
Oil on canvas

99.8x80.2x2.1cm

Collection of Carole Vanderlinden

Courtesy of the artist and Xavier Hufkens

Johannes Nagel Michiko Tsuda
Porcelain T1 Yeu & Mo - family
2007
N1 Movement/Cut #10 Video
2024 1:09 min, color, sound
76 x 66 x 55 cm Performance: Masa Sano, Noriko Tsuda,

Hotaru Tsuda, Michiko Tsuda

N2 Cuts #101
2024 T2 Walk Straight
75x22x22cm 2021/2025
N3 Silhouette #72 T3 Looking Back
2024 2021/2025
48 x 36 x 18 cm
T4 Parallel Passage
N4 Stegreif #145 2025
2024
50 x 30 x22cm
T5 Watch your step
2025
N5 Cuts #74
2024
62 x30x30cm T2-T5 Mirror, wood, software, screen,
projector, camera
Dimensions variable
N6 Cuts #22 Visual program: Yuya lto (arsaffix inc.)
2022
72 x 34 x 35 cm Courtesy of TARO NASU
N7 Cuts #62
2023
69 x32x30cm
N8 Triangle
2019

64 x71x50cm

Courtesy of Galerie Zink

85



Biography

86

IVZ2I)-HARTFT>

1976 F. A —UX v 7 (752 R) £E N 2011 FE LNV > EHEISTES), AT Tk, RE
LOBHEEHEHEZOIET S, Thid. SCORBERATLVEVIRE e L TEHEEBIBRE
ZLUTREDHOREMOE TIENBCRE LD TH 2, EFOTY ZHANMBICHbERSNE
BEE. HAANZ) GBI ERABICEIAFEERERS. BRICESDAT, DL T7 AXEEICE
BE#EIPNBERE. MX TEENICZEEBTAVEY S, KUBEIPNAERREEERINET, £,
RMEFSACEMRFE (R T XT—I, 752X) THEEE B4 E RBROBRDERKICH 10
FLIEHED D,

Emmanuelle Castellan

Born in 1976 in Aurillac (FR), and based in Berlin. Castellan seeks to show the movement of struggle
of the gaze: between desire for the present, woman'’s reality and the arbitrary character of the sign.
Evanescent yet powerfully present, they seem to consist of brushstrokes and incisions accumulated
in many layers that gradually fade away. The frameless works, painted on canvas and walls, are
ethereal and organic, blending into and liberating the exhibition space. She has been actively
involved in teaching younger generations of painters for over a decade, first in Toulouse and now at
the Haute Ecole des Arts du Rhin in Strasbourg, France.

Selected Solo Exhibitions

2024 Reconstitution, Galerie Philippe Valentin, Paris

Spektrum, La Verriere, Fondation d’entreprise Hermeés, Brussels
2023 Behind the world order, Gallery Ann Mazzotti, Basel, Switzerland
2018 Reisen im Raum, Kurt-Kurt, Berlin

HRFEZ

1985 F, HR#MEF W, BERPEREWNSICEE, BEOERCE LLE. FOREY OBEE R A 72
BRFOEEIE, TENEHEPARNSESCHFAREEREOICL, BABANC&ERE €T {,2007
FIZVEDIFRICARE, 2013 F (CEBEEE Prix PictetD 7 7 1 7 1) X MIBEHE, 2017 FICIZ B E
T—h7T—=RIZ/ 23— b 2012 FICHIDEEE [Lovesody] %. #E< 2013 £ [Project Family]
EHIRLU 202018 FICI TSV RAD/NHERI Vo - Y IRy 7ETTRL -2 3> LAEBE KX
BIZ—/x— 11R] &FI47. 2022 F(Z1d 3 — 0O v /NEEEIME (/X)) TEEZRHE. BN TEHL2D
BE - 7 —TEICSh,

Motoyuki Daifu

Born in 1985 in Tokyo, where he is based. His photographs capture moments from his family home
and street life, revealing the extraordinary in the ordinary and transforming familiar scenes into
surreal and unexpected landscapes. Daifu published his first photo book, Lovesody, in 2012. In 2018,
he collaborated with French novelist Michel Houellebecq on the book Hypermarché - Novembre. In
2022, he had a solo exhibition at the Européenne de la Photographie (STUDIO), Paris.

Selected Solo Exhibitions

2022 Lovesody, Maison Européenne de la Photographie (STUDIO), Paris
2021 untitled (pee), MISAKO & ROSEN, Tokyo

Selected Group Exhibition
2023 Love Songs, International Center of Photography, New York, US

Award
2017 NISSAN ART AWARD nomination, Japan

J¥m A2 A BB

1976 F. HERE T h, BERBEEREMAICES, BROBSEREBECEREETEAB S
NBEEDHIBD T + VLG, BN EERNI RS, BEMHNICEMERAESHE IRBROLTF
D HEBRETRELAREEFLLERNECREILILHE, TOEIDERE LT, BEEH
ERBEZET RO ERIG. BRORTLAE S BABREVWEEDOY 1 VIV ERERE € 5,20045F
ICHTFEEE - MMTEEZY. 2007 F LTI 4BMERAEL S RESH,

Kentaro Kawabata

Born in 1976 in Saitama (JP), and based in Gifu (JP). His porcelain forms, inspired by nature’s cycles
of growth and renewal, pulse with organic vitality. Kawabata's works are imbued with biomorphic
qualities through experimental, alchemical fusions of materials, transforming residues of the
production process into new works. This accumulative practice suggests nature’s boundlessness
and unending cycles of regeneration.

Selected Solo Exhibition
2023 Butterfly Joint, Mendes Wood DM, S&o Paulo, Brazil

Selected Group Exhibitions

2024 Kentaro Kawabata and Bruce Nauman, Nonaka-Hill, Los Angeles, US
2022 Romantic Progress, Museum of Modern Ceramic Art Gifu, Tajimi, Japan
Awards

2025 Prize, Japan Ceramic Society
2007 Grand Prize, Paramita Museum Ceramic Exhibition, Japan

XU—-a0=-Z>%>

1883, /NUEEh, 7HTI— - ToR=IIRS, 22 THMNE-7=9alTa - TI7v 7R
LTI R -NUDEREDTARERD BFICF21EXLPT ) - VY —DEEEZ T3,
1U4FE L) ANRA AR EB T 1021 E LNV ICRAEBICHERDOL I ICECAE NI TILAT—
THCHBEEIPEBEDA LIV ERIL, O—tE > N—FJEE (/8)) CHRIPNABERE TR E &
H3, BIFEXESREDHBTF CHIERE L 12, 1956 Fi%,

Marie Laurencin

Born in Paris in 1883. Marie Laurencin studied at the Académie Humbert. Through Georges Braque,
whom she met there, she grew close to the artists of the Ecole de Paris, and was particularly
influenced by Cubism and Henri Rousseau. Laurencin had established her signature poetic style,
distinguished by pearl-like whites and pastel colors. She also worked in portraiture and theatrical
costume design. She died in 1956.
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1979F. 11 —F (K1 V) £Fh, BIENL (K1Y) 2HEAICTES, HF4 TARIKBICEFAY
LEB NL-TILT - F—Ebx>Pa181 0EMER (KA4Y) ERRIC, FER AN T KRFE
(CKE) £ EDEELL 2 —CHEEIEET I, T It Z0b00MmEREER LA S, B
=% [HERERY. RERY. B A TE] T3 RKOMAAE. T4 LT T NOBED 5123
Y. BIC (8] OBKXEWMY £ ZOFEZIN £ 0IEeM £ I, LR - (=R - S HA - BAK
BROHVAHERATEAELRET CWD, F—FILOERIET 7 M) 7 &7I0N— FEMEE (O
K2) & CEBMAEICNE SN, IZ0O#E8BA. BREMP T VI L O2HCHEEE2EH T
W,

Johannes Nagel

Bornin 1979 in Jena (DE), and based in Halle (DE). Exploring the inherent materiality of clay, he
challenges the conventional framework of ceramics as “functional, domestic, and decorative arts” in
terms of both form and concept. Focusing on the format of the vase, he takes its sculptural potential
as a starting point for his ongoing practice of deconstructing the historic, traditional, classical and
contemporary permutations of vessels. Nagel's works are in the collections of international
institutions including the Victoria & Albert Museum (London), etc. He has earned acclaim not only in
the field of crafts, but also in contemporary art and design.

Selected Public Collections

Victoria & Albert Museum, London
Musée Ariana, Geneva, Switzerland

Awards
2019 Westerwald Prize, Keramikmuseum Westerwald, Germany
2016 Naspa Ceramics Award Focus: vessel, Keramikmuseum Westerwald, Germany

P12 Bl Sy i

1946, 71y kT h, RELFEMTEE, TF DEBEFEFALE FAL ZLTEREL
TORBEBRD /X7 12 > DIREIG. FRORBLEZERENDERICEN T3P/ TE 2. B
KXY RIS ERICERL MENDHI-EFEFXEIT X >OFEREG. —BORENLEFZED
EALI NWX—EMEICH I DEDIUEE EFRE N, 2021 F (2K CEMEE (K1 V) TlRE - /-
AMELBBERE . T2 - /N— TEME (5> 4, 2021F), J1 > &— by —LEME (X1 X,
2022%F) &M@ L 7=,

Walter Swennen

Born in 1946 in Brussels, where he is based. After studying philosophy and psychology, he embarked
on a career as both a poet and a painter. Swennen’s approach to painting can be summarized as a
belief in the total autonomy of the artwork. Associating meanings and symbols freely, and above all
humorously, Swennen's works can be described as a form of visual poetry. He is recognized as a
pivotal figure in Belgian art history.

Selected Solo Exhibitions

2024 Galerie nachst St. Stephan Rosemarie Schwarzwalder, Vienna
2023 What the body can do, Xavier Hufkens, Brussel

EHEET

1980 F, MFE/BEFh, 1> X2 -2 3> UK NT+—T XL ESHETET, HEED
FRIREBEIC L > TRARDBEREERET ZEREFHIET 2, ZAOBIEDR 21 LOEREEIE. K
BRLLEEMNED ) EENEENPSEHA TV, 2016 FE L MNEENDIZ y b [HE] & LT/
TA—=T L XEITI.,2019FICACCDY T 2714 & LT= 2 —3— 7 II#TE, Tokyo Contemporary
Art Award 2022-2024 &,

Michiko Tsuda

Born in 1980 in Kanagawa (JP). Her distinctive works in a variety of forms, including installation,
performance, and video, imply invisible presences that respond to viewers’ perspectives and
behavior, and are imbued with spatial depth and poetic richness. She received a grant from the Asian
Cultural Council (ACC) for a six-month residency in New York in 2019, and was awarded the Tokyo
Contemporary Art Award 2022-2024.

Selected Solo Exhibitions

2020 Trilogue, TARO NASU, Tokyo
2017 Observing Forest, Zarya Center for Contemporary Art, Vladivostok, Russia

Selected Group Exhibition

2021 10th Asia Pacific Triennial, Queensland Art Gallery and Gallery of Modern Art,
Brisbane, Australia

J-Falb—%2—
I )7T

-0y NERDISEHTEIXF 2L —2—2022F9APSHWEE T, TUAXBEADT- T UI—
W (TDayvtl) OBRTALI72—%8H2EIH. O—ABOEY - N2 (FIN—IL T35
A1 —XBE) (CTHET—T A A MDF 2L -3 >%1T5, T -Fa27L (/YY) TISHAZEIN
EFALE BRTIOERREL &3, 770 XAEMEHRENt > 2 —DEMER - Y12 - Ix
DINEZBED X IN— & 7= (2022-2024 F) . #355 [La revue de la céramique et du verre] ~
EHIR BT,

Co-curator

Joél Riff

Joél Riff is a curator who is primarily active in Europe. In September 2022, he was appointed
exhibition director at La Verriere (Brussels), a venue overseen by the Fondation d’entreprise Hermeés.
He also curates the residency program at Moly-Sabata, a facility on the banks of the Rhone that is
managed by the Fondation Albert Gleizes. After training in applied arts at the Ecole Duperré in Paris,
he taught at the school for ten years. From 2022 to 2024, he was a member of the acquisition
committee for decorative arts, design and crafts at the Centre National des Arts Plastiques. He is a
regular contributor to the magazine La revue de la céramique et du verre.
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EEAN b
ARIINTLERARTINS LD (HL 1)

Related Events
Between Spectrum and Spectrum

BERE—DOO/NHETEIHELE. ZZHEREED (VL) ICBEZZENDTES LIELDEBAHR,
ZITEENZEGIRLD, $B3VEIEEEET—T A XA MDBERHPEFTT 1 Tid. LD [~
TRIL] EB-oT. RE. ¥iEs, RIE. #H BV (BVWE) ZIRLTHEET, Zh
ThDT =T 1 AMIELTD [ART RTL] X, [ANRTNTLEANRT T L] D (B
Tld. EALBPEIPEENDZIDTL LI D, HAENII-2 32T BESOELBIRER
HFE LT

If we think of an exhibition as a novel, it becomes, like a work of fiction, a temporary place to linger in
the space between the real and the unreal. Intimate narratives unfold, between the works themselves

or between viewer and artist, each becoming the other’s “spectrum” and expanding the space
in-between through reflection, inversion, repetition, continuity, and illusion. What kinds of images or
stories might take shape within each artist's spectrum, or in the space between one spectrum and
another? This exhibition sought to extend these possibilities through a variety of related events.

A.

BEO (L),
F=F4AMDABVE) :
BEREZETANMILS

HEEA N

Between the Everyday, Between
Artists:

Dialogue Event with

Motoyuki Daifu and Guests

A-1.
P=T14AMET—T1 XD
(BT

Between Artist and Artist

BEDEHEEIRZ. EBOZ 17 > XMLV D H 2 BAT
HE2Z DS (Untitled (Pee)) 1. RROA DTG % RI5I1CH
LHUET, BTG [TEERYTRENEI HI-0E, &
TVEEV, HEDHREEZAEMICRET] £2A2h51F
DAL T ERDIEEVET, RIET I HEPREN B
Bae, #THEEEBHBEICIR-LY., £2F1 05 E8TH
BLEWT3RAUHET. BEEERELTRS RE3 L
EEIWVWIZEEDTLE I D, 2D EBE L TEAE
L7

Motoyuki Daifu's Untitled (Pee), a series of photographs of
roadside utility poles with a distinctive playfulness to their
color nuances, brings an afterimage of Tokyo's streets into
the venue. Daifu explains that his works’ concepts begin with
“subtle differences, like how the scenery looks different on
the way somewhere and on the way back—re-examining
everyday events in an everyday way." In a society where
anyone can instantly take and share photographs, whether of
daily routines or exceptional moments, what does it mean to
view, or to present, photography as art? This question was
explored through two dialogue sessions.

BHEE 14649 (V—>X - KT BRE® . IMWETF),
HERFEZ

2025F5H 148 (k) 18:00-19:10

$REEAXA Y VTV XX 8F I TH—F L

BERfIE. BONEEEEES £ TRAEL. BAUSDOT—FT 1 X 1 %
Fal—allEedaTaT7hTy TOHIEREEHGT-TVET,
G4 aT7ITy 7 [SectionVoll] MEIFISETIATARL—a3>TF
B35 E. BRERITDFEVNT —T4 X b T2 AN—2 [4649] O
BIAEFAMIBA, 7—T 1A b5 AN—EWIZETHE
REREBZE. ThZhOBBEERD (HVWE), 7—T 1 XA
THASKEL—Ya LIl DOVWTDHFEERVE L,

Participants: 4649 (Jeans Huang, Yuu Takamizawa,
Yuhei Kobayashi), Motoyuki Daifu

Wed., May 14, 2005, 18:00-19:10
8F, Hermés Maison Ginza Le Forum

Daifu not only produces his own photo books but also edits and
supervises visual books featuring other artists. For this event, he was
joined by members of the artist-run space 4649, with whom he shares
close ties, including a collaboration on the inaugural issue of the visual
book Section Vol. 1. Together, they spoke about presenting work at
artist-run spaces, the relationship between everyday life and artistic
practice, and the dynamics of collaboration among artists.
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A-2.
BE BEEERAD (HULVE)
Daily Life:

Between Street and Interior

B.
[BlOFE: ANZZ - F—HFI
ICEBLIF v —

Negative Space in Vessels:
Lecture with Johannes Nagel

BigE  EHEBT (BEEHRA S UIKR).,
ERFEZ

2025 6H 14H (£) 15:00-16:30
SREEX Y TV AXI0F IV AT 27« F

BHICHTS [BFE] B BEPEREVSLBMEZERICENEL SIS
WESNTELDOTL LI P, BEEPEPIMBOREE L LTEED
BRICREMD > T oNZBEBFRES X MOBA, BRFOEERIC
B3RFEORBEOEFHMPRBLICOVT, £LFHICE>TOEHEE LW
IBBEAIICOVWT b BREERVE L/

Participants: Yoko Sawada (Representative,
photo book publisher Osiris), Motoyuki Daifu

Sat., June 14, 2005, 15:00-16:30

10F, Hermeés Maison Ginza Le Studio

How has photography approached the everyday in settings such as
streets and interiors? We invited Yoko Sawada, who has long engaged
with developments in photography as an editor of photo books and
specialized magazines, to discuss the unique ways daily life is explored
in Motoyuki Daifu's work, its broader lineage, and the role of the photo
book as a space for photography.

EEE ANXZ - F=FIL

2025F5H 31H (£) 17:30-18:40
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Participant: Johannes Nagel

Sat., May 31, 2005, 17:30-18:40
10F, Hermés Maison Ginza Le Studio

Johannes Nagel gave a lecture on his distinctive techniques and
approach, which have broadened the expressive scope of the vessel by
continually deconstructing traditional and classical forms. The talk
included glimpses of his work in the studio. Referencing his influences
from Japanese pottery and offering his own perspectives on the
history of postwar German ceramics, he explored his practice through
the theme of negative space in vessels.
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Expanding into the City:
Running Event - and run:

Bridges and Bridges and Ginza,
with Michiko Tsuda
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Sun., June 1, 2005, 19:00-21:00 (approximately 2 km, light
course for beginners)

Mon., June 2, 2005, 8:00-11:00 (approximately 10 km, more
advanced course at roughly 8 minutes per kilometer)
Capacity: 10 participants per session

8F, Hermes Maison Ginza Le Forum, and surrounding

Ginza area

Michiko Tsuda explains, “When | travel for research or exhibitions, | go
running in the morning. It gives me a different view than walking during
the day, of the topography, water in the landscape, the scale of the city,
people cleaning the streets, and more.” For this project, she
researched the area around Le Forum in Ginza and planned an original
running route. Participants followed this path to physically engage
with the neighborhood’s past water courses, its history, and how its
atmosphere changes depending on the time of day, exploring the
spaces between body and place and between place and image.
(Cooperation on this project: Yoko Ueda, and run executive committee
member, Director of Kanazawa Art Gumi)
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Off-Campus Project: Between Crafts and Art
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This workshop brings together exhibiting artists and students specializing in creative work and
crafting of objects, offering an opportunity to deepen learning through dialogue in a setting unlike
their usual academic environment. In conjunction with this exhibition, Johannes Nagel was invited
from Germany to lead the session, giving a lecture and demonstration on how he has developed his
distinctive approach to production. Kentaro Kawabata, also an artist featured in the exhibition,
participated as an observer. As the group learned about the working methods and backgrounds of
these two artists, both of whom primarily use porcelain, they reflected together on the space
between crafts and contemporary art.
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Instructors: Johannes Nagel, Kentaro Kawabata (observer)

Sat., May 31, 2005, 13:00-16:30

Target: Primarily university students specializing in creative work and crafting of objects (third-year
undergraduate level and above, including graduate students)

Capacity: 15 participants

8F (Le Forum) and 10F (Le Studio), Hermés Maison Ginza
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