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BEFRIENDING THE NATURE

Soyeon Ahn / Artistic Director

Nature has always been so close to us that it's impossible
to separate it from our life and art, yet the question of how
we perceive and engage with nature offers a multitude of
answers. Daniel Steegmann Mangrané, who has expressed
his lifelong interest in and deep affection for nature through
a subtle, poetic visual language, is acclaimed especially for
evoking a unique sense of immersion in his exhibitions. His
exhibitions are remarkable not only for their aesthetic but
also contemplative dimensions as they render the existence
of the world.

Steegmann Mangrané perceives nature not as some
object or peripheral environment but as constructing onto-
logical and sensory relationships—a perspective formed by
his multifaceted life experiences and intellectual encoun-
ters. Driven by his love of flora and fauna from a young age,
he once dreamed of becoming a biologist. As a visual artist
now, he is naturally drawn to contemplating and visualizing
nature. Since the mid-2000s he has been living in Brazil,
captivated by the natural environment and artistic climate
of Rio de Janeiro and the Amazon region, as well as the
intellectual foundation of a new anthropology grounded in
indigenous thought. This is why he is often referred to as a
Catalan-Brazilian artist despite his European origin.

Fascinated by the Amazon rainforest and the Meta
Atlantica, Brazil's Atlantic rainforest, the artist has long
explored forests. In particular, he has been deeply inspired
by the fact that forest ecosystems, endangered due to soil
nutrients, light, and water shortages, maintain the world's
highest biodiversity through the complex interdependence
of all species. This interconnectedness and interdepen-
dence have led him to understand forests not simply as
places, but as living creatures that embody the world'’s
environmental, political, and cultural complexities.

The notions of interconnectedness and interdepen-
dence are inherent in Maurice Merleau-Ponty’s philosophy,
which argues that humans are not consciousnesses cut off
from the world, but are bodies living within it, “interlaced”
with it; thus subjects become participants, not observers,
of the world. Also, Bruno Latour’s actor-network theory
posits that all beings, human or non-human, are “actors”
interacting within interconnected networks. In the forests,
Steegmann Mangrané has been able to witness that inter-
connectedness and interdependence are not mere post-
modern concepts but actual occurrences at work.

More specifically, Steegmann Mangrané has been
influenced by the cosmologies of Amerindians, as revealed
in the writings of Brazilian anthropologist Eduardo Viveiros
de Castro. According to indigenous thought, the primordial
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condition shared by humans and animals is not animality,
but humanity. It believes that humans and other beings
coexist in the world, and like humans, those other beings
understand reality through their own unique perspectives.
Contrary to modern multiculturalism which is based on the
complementary implications of the “unity of nature” and
the “plurality of culture,” the Amerindian notion of “multi-
naturalism” signifies the unity of the mind and the plurality
of the body. In the latter’s worldview, modernist binary op-
positions—such as nature versus culture, universal versus
particular, subject versus object, physics versus morality,
fact versus value, condition versus structure, necessity
versus spontaneity, immanence versus transcendence,
mind versus body, animality versus humanity—must be
reconfigured.t

If everything is human, then everything can become a
subject. Realizing this, Steegmann Mangrané redefined the
relationship between artwork and audience in his practice.
If subjects and objects are no longer in separated fixed
positions, the boundary between artwork and audience can
also dissolve, forming a network of reciprocal relationships.
Individual artworks can transcend their materiality, forging
new relationships with psychological subjects.? Accord-
ingly, Steegmann Mangrané aims for exhibitions where the
viewers, instead of focusing on individual artworks, can
connect with their own presence and experience immer-
sion within the space. In such spaces, there would be no
such entities as “artwork” and “audience,” but a union of
actors who interact with and influence one another.

In Brazil, Steegmann Mangrané also found a strong
attraction to its art legacy. In particular, he is intrigued
by the Neo-Concretismo movement, led around 1960
by artists like Hélio Oiticica and Lygia Clark who broke
away from the existing academic concrete art. It was a
uniquely Brazilian avant-garde movement, characterized
by the combination of Tropicélia (which sought the union
of all genres and styles while maintaining the pioneering
concepts of geometric abstraction) with Antropofagismo
(which claimed the digestion of foreign influences to create
something original). Neo-Concretismo's phenomenological
attitude and spirit of resistance have resonated with the
next generations of artists.

While he empathizes with Neo-Concretismo’s empha-
sis on abstraction and its participation, Steegmann Man-
grané hopes to find the roots of his own abstract art in the

1 See, for example, Eduardo Viveiros de Castro, Cannibal
Metaphysics, edited and translated by Peter Skafish
(University of Minnesota Press, 2014).

2 Here one could cite Marcel Proust: “When | saw an external
object, my consciousness that | was seeing it would remain
between me and it, surrounding it with a thin spiritual
border that prevented me from ever touching its substance
directly; for it would somehow evaporate before | could
make contact with it, just as an incandescent body that is
brought into proximity with something wet never actually
touches its moisture, since it is always preceded by a zone
of evaporation.” Marcel Proust, Swann’s Way: In Search of
Lost Time, Vol. 1 (London: Vintage Classics, 1996), p. 98.
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forest. Having closely observed leaves and insect habits,
the artist believes that nature is a complex assemblage of
subtle geometries. Contrary to the prevailing belief that
geometric forms are artificial and distinct from nature,® he
has learned that they actually exist within nature through
some regular patterns possessing life's dynamic and tactile
potentials. He has long explored possibilities for semiotic
re-grounding in the various forms of communication in
ecology, and as a result, sees nature and art, nature and
artificiality, and nature and technology can coexist without
any sense of alienation or hierarchy.

The exhibition “Befriending the Mountains” invites the
viewers into an architectural structure divided by diagonal
partitions. The artificially constructed white walls are numb
straight lines, but they are arranged at disjointed angles,
impeding the viewer's perception of the overall space and
creating a sense of disorientation. At the entrance, which
opens in at least three directions, the visitors may feel a
psychological turmoil, a feeling of entering a forest maze.
And this “transfer” from an organized structure into a
maze-like forest is to blur the formal opposition and dis-
connect between the two. A magical phenomenon occurs
here as the diagonal partitions create a forest trail.

Next, the visitor encounters aluminum curtains, one
of the artist’s signature series. Commonly found in Medi-
terranean life, these curtains, with their vibrant colors and
pleasant texture, are made from ready-made pieces from
Kriskadecor, which allow for easy connection. Steegmann
Mangrané layered the curtains in the passageway in ways
to create a situation where it's difficult to tell whether they
permit or obstruct passage. When the visitors boldly pass
through them, the curtains transform from two-dimension-
al to three-dimensional, from material to immaterial. The
physical contact and the resulting sound bring the bound-
ary between the object and our bodies closer, blurring
them.

While Félix Gonzalez-Torres’ beaded curtains em-
phasized physical contact and sensation, Steegmann
Mangrané’s curtains, with their uniquely shaped openings,
evoke transfer and exploration. It's a site-specific work,
deriving its form from something the artist encountered in

1 See, for example, Eduardo Viveiros de Castro, Cannibal
Metaphysics, edited and translated by Peter Skafish
(University of Minnesota Press, 2014).

2 Here one could cite Marcel Proust: “When | saw an external
object, my consciousness that | was seeing it would remain
between me and it, surrounding it with a thin spiritual
border that prevented me from ever touching its substance
directly; for it would somehow evaporate before | could
make contact with it, just as an incandescent body that is
brought into proximity with something wet never actually
touches its moisture, since it is always preceded by a zone
of evaporation.” Marcel Proust, Swann’s Way: In Search of
Lost Time, Vol. 1 (London: Vintage Classics, 1996), p. 98.

3 The etymology of geometry is “the principle of measuring
the earth,” implying its inseparable connection with nature.
Steegmann Mangrané disagrees with Rosalind Krauss, who
viewed the grid as a symbol of modernity.
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Korea. But the viewers, unable to pinpoint its exact nature,
feel transported into a natural realm, thanks to the title,
“Befriending the Mountains” (2025). Steegmann Mangrané
produces his aluminum curtains sometimes in shades of a
lush forest and sometimes in golden sunlight or sunset (the
latter has been chosen for this exhibition), eliciting a vivid
sense and awareness of physical contact with nature—a
moment when the artificial turns natural.

Steegmann Mangrané'’s approach to space design
has been inspired by Baroque music’s use of ritornello and
echo system. He guides and then distracts the viewer's
gaze, making them curious about what's on the other side
and ultimately let themselves wander in the labyrinthine
exhibition space. Light from thin filaments and rocks they
strike with lightning appear in every corner, but they are
by no means identical. The rocks, moss-covered as if
weathered by time, are nicknamed “Mountain,” “Elephant,”
“Lion,” and “Dragon” based on their shapes. This work
hints at the animistic notion that all beings inhabiting the
universe—from animate and inanimate beings to astronom-
ical phenomena and artificial objects—are imbued with
spirits.

After navigating the maze, experiencing the indoor
space as if it were an irregular forest filled with natural
elements, the viewers finally arrive at an open space where
they can find a pine garden. Which feels like a fleeting
shift in time and space. Surrounded by modern buildings,
this actual garden unfolds in a deep courtyard resembling
a well. Two ancient Korean pine trees stand tall on a hill
covered in black volcanic rock, while lightning strikes from
the sky above. This unexpected combination creates a
surreal landscape, which transcends its inherent beauty
and reveals the infiniteness of nature, where there are no
bounds between past and present, no bounds between
urban and cosmic.

“Fish Trying to Kiss the Moon" (2025), a video in-
stalled beyond a glass window, shows the full moon cast
over Wolji Pond in Gyeongju, historically known for moon
viewing. In this poetic video, the moon and a fish meet
through the slowly rippling water. In attempts to capture
the constant creation and disappearance of fleeting na-
ture, Steegmann Mangrané continues to document nature
using media such as 16mm film, VR, and holograms. The
waterscape in “Fish Trying to Kiss the Moon", together with
“Lightning Garden” (2025) installed outside the building,
realizes a harmonious universe complete with earth, water,
fire, and wind.

Shifting the question of “What is nature?” to “Who is
nature?,” Steegmann Mangrané’'s eco-philosophical work
faithfully and significantly fulfills the positive roles art can
play in and for the world. The artist is fully devoted not only
to revealing the poetic and aesthetic aspects of nature
through visual art, but also to learning and disseminating
the lessons of interlacing and interdependence taught by
forests. He believes that this unique age called the Anthro-
pocene can be a remarkable opportunity for art to exert
political influence.
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“EVERYTHING IS INTERDEPENDENT AND
EVERYTHING IS ENTANGLED"

Conversation with Daniel Steegmann Mangrané

1. I'd like to begin our conversation by discussing the
Lightning Garden that appears in the courtyard of
Maison Hermés Dosan. Since your first visit to Atelier
Hermeés at the beginning of last year to discuss your
solo exhibition, you've had a strong desire to create an
outdoor garden. Your deep interest in and affection for
gardens and forests are well known, and you've even
organized large-scale exhibitions related to them.
However, I'm curious about the potential you saw in
this small space, just 55 square meters, and what led
you to propose a garden.

Almost every time | work in an exhibition space, I'm drawn
to the exterior: to the windows, to the landscape outside, to
the views. | love museums with windows, especially when
surrounded by beautiful nature, and | really enjoy working
that relation between interior and exterior. But I'm not only
talking about the physical art installation; for me the im-
portant thing is not what happens in the exhibition space,
but how you perceive reality when you leave the show.

At Hermés | immediately wanted to create a garden,
but a garden that you will encounter only after passing
through a very artificial kind of space. It is a garden to be
seen from within an architectural space that frames it,
almost as an encapsulated landscape, like in a science
fiction movie, as a remnant of what the world was. If you
were dispossessed of nature, what would happen when
you encountered nature again? | wanted to create a very
abstracted image of nature, as if you were seeing it for the
first time.

2. Finding old Korean pine trees, rocks, and volcanic
stones wasn't an easy task for us, but thanks to your
meticulous guidance, befitting a botanical expert,
we were fortunate to encounter the right ones. How-
ever, when it comes to creating a garden, it seems
inevitable that the contrasting notions of nature and
culture come into conflict. Would it be fair to say that
addressing the relationship between them is a central
theme in your work?

“Gardens are one of the ways culture does nature,” Rebec-
ca Solnit wrote, so my partner tells me. We have become
so separated from nature that we tend to forget that we are
nature ourselves, and that “nature” is itself a cultural con-
cept. Western culture has been based for centuries on this
separation from nature, elaborating this division in different
ways: separating mind and body, subjects and objects,
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humans and non-humans, reality and dreams...

The problem with these divisions is not only that they
are artificial, but they are also extremely hierarchical, mor-
ally and ethically speaking. Mind is considered above the
body, subjects are above objects, culture above nature, and
thinking like this has allowed for the mindless extraction of
resources, the enslavement of less human bodies, and the
commodification of the imagination, to the point of de-
stroying the planet without even thinking we were destroy-
ing ourselves and our futures.

So how do you break those false divisions and false
hierarchies? | believe that's one of my main concerns as an
artist.

3. Asthe title suggests, one of the key elements of this
work is the “lightning” realized through LED filaments.
Although it is the result of technology meticulously
controlled, the poetic lyricism it evokes is both iron-
ic and beautiful. Through this lightning, the garden
expands conceptually and transcends its physical
boundaries. | would like to know why you have main-
tained a sustained interest in light, and how this
connects to your reflections on boundaries and their
dissolution.

The “lightnings” fall in the patio and expand towards the
sky. They pull the attention of the viewers upward into the
space, beyond the building. This, effectively, expands the
show and interacts with the atmospheric meteorisms that
may actually occur, like rain, snow or eventually an actual
storm with “real” lightnings.

| put “real” in quotation marks because my lightnings
are also real...

My friend Juliana Fausto, an amazing Brazilian phi-
losopher, recently sent me this quote by Gregory Bateson:
“The swan figure is not a real swan but a pretend swan. It is
also a pretend-not human being. It is also “really” a young
lady wearing a white dress. And a real swan would resem-
ble a young lady in certain ways."

When a ballerina dances, they take a bit of the swan
essence, but also the swans take a bit of the young lady by
the mere existence of the ballet. There's a transubstantia-
tion where ballerina and swan become a new, unique unity
by the power of art.

Art and gardens participate in a similar sacrament.
Experiencing a good artwork or contemplating a beautifully
tended garden, one comprehends something of the reality
that made it possible and the world that surrounds the gar-
den. But one is also given to that very reality and that very
world, as a larger whole to belong to, to become one with.

4. Inthis exhibition, you unveil “Fish Trying to Kiss the
Moon", a video work capturing the full moon over
Wolji (The Pond of the Moon), a historic site in Gyeo-
ngju. In creating this profoundly minimal piece, it
seems you were drawn not only to the moon itself but
also to the water that reflects it. The exhibition evokes
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a sense of fullness, as if the diverse elements of the
garden harmonize with the four primordial elements
of the universe. Could you share your experience of
filming this piece in Korea, and your intention behind
installing the works to closely connect the indoor and
outdoor spaces of the exhibition?

When researching for this show | read quite a lot about
Korean gardens and visited several around Seoul. The
moon-reflecting pond is a very cherished feature. This kind
of pond normally comes with a small pavilion with an over-
sized roof, clinging to the west side of the pond, suspended
over the edge, half on the land and half over the water.
When sitting in the pavilion on a clear full moon night the
oversized roof blocks the sky and makes you unable to see
the moon directly, one has to look instead to its reflection
in the pond... These ponds are a common feature in Con-
funcian gardens and reflect the Confuncian idea that some
things cannot (and should not) be addressed directly.

Another distinct feature of Korean gardens is their
blending with the surrounding nature and their use of
pungsu, an idea akin to Chinese Feng Shui but in Korea
reached syncretic, geomantic, philosophical and spiritual
values. Apparently, unlike in China and Japan, Korean gar-
deners never moved rocks, carved soils or diverted rivers,
but worked with what already existed. Gardens here are
rarely fenced, nor are placed at the top of the mountains,
but nested among the mountain peaks, the forests and the
rivers, where they can “borrow” the surrounding landscape
and nature. Approaching them, visitors traverse the for-
est through a barely touched but deeply considered path,
entering increasingly organized nature until they reach the
real structured garden of the temple.

5. Just as fascinating as watching the blending of the
inside and outside of the exhibition space, the phys-
ical experience of walking into the artwork can also
evoke psychological and cognitive shifts. This can
make viewers temporarily forget their sense of space
and feel as if they exist somewhere else. What do you
think enables viewers to experience this kind of deep
immersion in your exhibitions?

One of the things | like the most about making exhibitions
is proposing a sensorial experience. Sensorial engagement
is a very democratic entry point, but one capable of eman-
cipatory and political consequences. Exhibitions are not
only arrangements of works, but choreographed spatial
and temporal experiences where senses, thoughts, and
emotions unfold and entangle in very personal and mean-
ingful ways.

Unfortunately, there's very little freedom left for
visitors of large museums, where everything is mediated
by signs and labels that direct the experience. There’s little
room for real engagement, even in physical terms of space
use or freedom of movement....

This dissolution of boundaries you are talking about

o
Il
lul
>
io

CHEZR0|7|= t 3% 7E =e] (01 MAIM=

efriending the Mountains”)2 3% MMxz2
SOIRXIZ K= 710N Lol 22 =72 FLICt o]

2ol falet =717t #4S 0|80 7tnx} ot X|H, 32|12
H

o
ol =i A =0l chish Ta&sh FAIL.

s

N

NN rorm
o
kEl

Y]
{r

Ir mm 4r me rio
e om H = o

ERT

il
i
ra

mjo
Ind

.|

o ox 0% Do
el
H 2

0 Mo © op A
oo

X
zo 2 HI ox 1A
Sa
o > MRy
E_I: I:O rlm E
30 o HR
n— =2 ol
= oh
rr 3 SR
o2 mﬁ ru lo
2o U
=2 r_-llg 0= |'|.|m
0 o mn %
o oM L ro gu
0] 0z O'E 21
ok G 0% oo
oood 1 on
0 o
m.\,'l. >
o o 7y
for ol
4 o g
0 & >
»Q H
o 0=
&0 Jor
30 o o
rr o
2 Wy
ne rlo

4> 40
g0
n
rir
ik}
H-|
ofy
0]
re
Hl
re
Im

Ir
]
fjo

o
SO M= gt=mo| Atelofl et Zeldof o= =0 StELct.
A

i=)
oX
o
0z
rlo
ol
H
1o
02
>
i)
2
9
bl
Ao
lﬁl
J

Of ofL|2f A5t Zxo|xt
AZS YL 0|20l |7t

s|l=8, o
HiE gAoln, ZZa MAI2 M=

WY OHD 3
l?k
21
)
In

~
°
re
r
=
=2
x
on
rz

| ®H|QFgt AtMo| mE| Mo = =Z 0] ZfL|C,
| x

29| ol izt Mo|Lt OHER S2| 7|5keH
I

1l

o
t0
ol
=
finl
u
>
3o
2
to
il

> O
tu

e
AR 0270 MZHLIHQ, HEHQ! 48 45 TEE Hstn

o
ZAH, A2, 242 $8510] LIS QS 0|1 Rudt 322
x Z

TS 218 715l 0|20]0f|2. ek ASTL 23 Mo 2X
H|ZIZH(Oblique Angles)o| O{E 7| QIx|et 37t HAHSH=XIE
EAMSLICL 2= H[ZZo| ZEstn 2t StHME REX2
AEs otEoui, o|zist A S Sall QIH|el =t &hFol ChEt
SEH A S FXIAIZ 4 UCtD gHELICH

X st ot tiratol MZtay HX| QbkX|Tk 9 0f R RALSH
Ao otEz[of 2 A HE JHARMSLICE S2Hol ‘IiE'S
DHSO| ZEAS AIZT D FA| e Z2HE 97| BHED A0,
2ol xprle| RS M5t Z2H & Xphle| S0t 2SO
HOIXSIEE Rt AR, IE52 3742 ZE 2S0[|0AM F 712
Zg opstA| gLt o] Z OfL|M X € & SHLIE MEiSHof 5t &
HAAolME T StLtel 7HsY, & shs0| 20| gLt

2#2Ic 3212 A(Rosalind Krauss)E J2| =7t

ik

T
Rl
rO
A
o

[7] 20l 2ch Ardfel MEHo|2tn 2t Aoz RUSHE,

H oJAL0fl #2|1E E H0IX|L.

was actually a key concept for the show. When a show

is well put together the artworks tend to dissolve in the exe-
cution of their relations, and the visitor dissolves with them.
Most of the time when | make a show, I'm looking for this
moment of detachment, the moment when the visitor stops
engaging with individual works and starts to engage with
their own presence in space, to dissolve into it... | think it's
from this moment onward that things start getting interest-
ing.

There are many ways exhibitions create the condi-
tions for this peculiar engagement: seduction, distraction,
directing attention to details, disorientation. You can play
with sizes and scales... or with light, color, space, and the
choreography between those. And also, obviously, with the
installation of individual works in case you are using any. By
creating a system of inner references or echoes, like a ritor-
nello in a musical composition, you can focus the attention
of the viewer to the other side of the room, so their body is
on one side, but their attention is back to something that
they saw on the other extreme of the room. Suddenly, their
body is on one side and their head on another. There's a
split. Something breaks and needs (or not) to be put to-
gether again... There's a difference between your physical
and your psychological presence in space that the exhi-
bition can highlight and exploit. Those are notions that
deeply interest me... | want all the attention of the visitors,
all their body. | don't want only their eyes or their brains!

6.  Your signature curtain work—represented in this exhi-
bition by “Befriending the Mountains”—is made from
industrial materials, yet it evokes a sense of a tropical
rainforest. Could you share the origin of this work, the
point to which you wish to guide the viewer, and the
meaning behind the title of this particular piece?

The curtains I'm presenting propose an interplay between
fullness and void, continuity and interruption, and appeal
to transient states. They divide and organize the space but
in a very gentle way because one can traverse them at any
point. The public can either go through these openings or
traverse the metallic chains, sensing their own bodies and
movement, creating a space that dematerializes as the visi-
tors move through it, almost literally acting as a portal.

The cutout holes in the curtains on their sides invite
the imagination to recognize them but resist any clear
interpretation. It's very important to me that they resemble
something and are not just an abstract form like a circle or
a triangle, but it's equally important that one is left uncer-
tain about exactly what they resemble...

And as you say, even if made of industrial materials
they convey a feeling of nature. | have long been fasci-
nated by Korea's reverence of nature, a reverence clearly
rooted in its spiritual, philosophical, and cultural history.
Mountains, trees, valleys and rivers are not just geographic
features—they are sacred presences, cultural landmarks,
and embodiments of life, resilience, and connection. This
is a form of seeing the world | deeply identify with and that
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informed the title of the work and the show.

7.  The partitions you proposed for this exhibition, posi-
tioned at the oblique lines, also draw attention. Geo-
metric elements such as straight lines, diagonals, and
rhombuses—variations of linear form—have always
played a crucial role in your work. As the title “Geo-
metric Nature” suggests, I'm curious about why you
contemplate nature and geometry—two seemingly
opposing realms—on the same plane of thought.

Your use of the term oblique made me think of Claude Par-
ent’s “Oblique Function” which rejected traditional horizon-
tal and vertical structures in favor of slanted planes, ramps,
and angles to create more dynamic and flexible spaces.
Throughout all his architectural career Parent investigated
how oblique angles engage the human body with space,
creating compelling, unstable, and fluid experiences that
encourage movement and a greater physical awareness of
the environment.

| haven't thought about him in a while, but the reason-
ing behind the architectural intervention at Hermeés is very
similar. | wanted to create a knot in the space, to trap the
viewers and disorient them a bit, just enough for them to
need to negotiate their movement and become more aware
of their bodies and their movement through the space...

At every corner visitors are confronted with two possible
paths, repeatedly obliging them to decide here or there,
since they find the garden where there’s finally only one
possibility: up to the sky.

Rosalind Krauss famously stated that the grid is the
epitome of modern thought because it's antinatural, but
when | read it | just thought she never looked through a
microscope... Any tree contains more and more complex
geometry than any building. Working with self-emerging
patterns in the series “Systemic Grids” | have come to the
conclusion that organicity is only a very complex way of
geometric behavior... | really don't see nature and geometry
as mutually exclusive realms.

8.  Although you are originally from Barcelona, | under-
stand that after graduating from university, you have
been living and working in Brazil for several years. It
seems like a period when your interest in biology and
anthropology intensified. What kinds of influences
and inspirations did you draw from Brazil's nature and
culture, which, | think, differ so markedly from those
of Europe?

It's very curious, but | had already wanted to go to Brazil
since | was a child. From 8 to 15 years old, | wanted to be

a biologist and was obsessed with the Amazon and the
Pantanal. But as a young adolescent, | realized | would nev-
er be a good biologist because | sucked at chemistry and
mathematics. This is when | decided to become an artist. |
was in between being an architect as my father, a biologist,
or an artist. Architecture was obviously discarded for the
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same reasons as biology. The beautiful thing about art is
that it allows you to be a constant amateur, the one that
approaches something just because of the love for it, and
not as a profession. Art allows me to work with architecture
and nature without making them the objects of my profes-
sional frustrations...

Right after deciding to become an artist, even before
going to university, | saw an amazing show by Helio Oiti-
cica. At the time | didn't get the depth of the work, but it
stayed with me that it was through an abstract language
that the body was involved in the work. The body was not
represented, it was present.

And then a couple of years later a show in the same
museum by Lygia Clark changed my life.

| was playing with one “Bicho”, her beautiful small
hinged sculptures that resemble little geometric animals,
and suddenly the “Bicho” “kicked"” back, not allowing me
to make it make a specific movement. It fell like a lightning:
| was transforming the “Bicho”, but the “Bicho” was trans-
forming me. That experience totally changed my percep-
tion of what is an art object and how it operates.

Encountering the work of Lygia Clark and Helio Oitici-
ca gave that old desire to travel to Brazil a renewed intensi-
ty and was the main reason for me moving there. | was not
exaggerating when | said that exhibition changed my life.

Then the first time | entered the rainforest | felt | was
high, everything was so close, so intensely present—the
branches, humidity, smells and thousands of forms of life
touching you all the time. | felt enmeshed and entangled in
a larger, sentient world in a way | still try to replicate in my
installations.

9. Ifound your past remarks on the cosmology of In-
digenous peoples in Brazil particularly fascinating
— especially the statement, “Humanity is at the core
of every being: the common and shared ontological
ground for every being is not nature but humanity.”
This perspective, while somewhat akin to traditional
Asian thought that regards humans as part of nature,
seems to take a slightly different direction — one that
radically expands the very notion of the subject.

When | arrived in Brazil, | knew very little or nothing about
Amerindian cosmologies. It was on my first trip to the Am-
azon that | started to hear about the local folklore and my-
thology and began to get interested. But those aren't just
old legends and tales: they are a philosophical and ethical,
even cosmopolitical, approach to reality. Animist thought
permeates life there in a myriad of ways, and it's something
that is especially present when you enter the rainforest.
Shortly after that first trip to the Amazon a friend
introduced me to the work of Eduardo Viveiros de Castro,
and by reading his books and interviews on Amerindian
Perspectivism | managed to understand a lot of things, in-
cluding artistic practice itself in a new and very fruitful way.
In very simple terms, in Amerindian Perspectivism,
there is the idea that there are no subjects or objects per

11
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se. In the West, our understanding is commonly based on
a system of divisions and oppositions, according to which
nature, that encompasses everything, is divided between
what is alive or not alive. Within the living category we have
animal and vegetal kingdoms, and within the animal king-
dom we have superior and inferior animals, and within the
superior rational and irrational animals, and so on and so
forth. We devise smaller and smaller categories until we
get to the group that belongs only to us, humans.

However, the Amerindians don't separate objects and
subjects the way we do: for them, everything is people. And
if everything is people, the relationships between subject
and object become, at the very least, blurred...

If everything is people, everything can be a subject,
“everything” can be “everyone” and have its own point
of view. For the Amerindians, a point of view is not just
something subjects have over objects; what defines you as
a subject or an object is the point of view in which you are
caught at a given moment. You are completely different if
you are watched by your child, by your enemy, by a panther,
or by a spirit. Actually, by a spirit you might just look like a
vessel where the spirit can inhabit. Subjects and objects
are therefore in a state of flux and permanent mutual pos-
session.

| really like the repercussions these ideas have for the
understanding of art and how it operates, because if there
are not subjects and objects in separated fixed positions,
there are no artworks and viewers in fixed positions any-
more either, but dynamic relations of mutual transforma-
tion, and that's to me a way more exciting way of thinking
about art!

10. You have long worked with 16mm film and have also
explored VR through the Oculus Rift. I'm curious how
optical and new media technologies have served your
artistic exploration of nature. The hologram pieces
presented in this exhibition seem to offer a simple
example of that engagement.

Each technology allows for a specific image of the world.

I like to use the latest cutting-edge technologies because
they offer a vision of the world that is still unclear, since we
are still unable to understand what kinds of compositions
we can create with them. But | also like to explore so-called
obsolete technologies, like 16mm film and holography,
because they carry a promise of a future that was never
exhausted, one that never arrived, or arrived in a very dif-
ferent form. As J. G. Ballard said, today is never yesterday's
tomorrow. We are constantly haunted by specters from the
past, but we are also haunted by specters of the future...

11. Your work offers profound reflections on how we
might understand nature in contemporary life. It
not only invites us to rediscover nature’s poetic and
aesthetic dimensions but also encourages a reflective
perspective on histories of exclusion and destruc-
tion, as well as on progressive cosmopolitical ideas

I=I

HE15f°'01I 7I013}

relevant to the Anthropocene. Could you share your
thoughts on the ideas you wish to convey through
your life, philosophy, and art?

We are indeed in a moment of profound reformulation. Be-
cause of technology, and because of the ecological crisis
we are facing, our very understanding of what we are is
rapidly changing; collapsing the boundaries between sub-
jects and objects, between humans and the environment.
I'm also aware that we live in a moment when the most
important challenges require global governance, a global
agreement. That's especially true if we talk about ecology
and economy, but not only, and it is disheartening to face
these urgent socioecological challenges at a moment when
the illiberal aspects of our democracies are increasing
enormously.

We are inhabiting the world with a conceptual model
that doesn’t acknowledge recent advancements, nor does
it seem useful in facing our current crises. It's in fact, as
we already discussed, that extractivist model that caused
these crises!

If we think of the process of modernity as something
that started with the Cartesian division between Res Cog-
itans (the subject perceiving) and Res Extensa (the world-
at-large) and the subsequent elaboration and refinement of
this division, it's easy to see how this division allowed us to
understand nature as something external to us, something
that can be manipulated at will, and grounded the belief
that this mishandling wouldn't harm us... We lived for cen-
turies putting ourselves above the world, detached from it,
in a comfortable split between humans and non-humans,
between culture and nature. But climate change is here,
and it's here to remind us that we are all part of the same
single organism. Those binary divisions no longer seem to
apply. Just to put forth one example: a flood or a drought,
caused by the changes we inflicted on the climate—how
can we describe it as “natural phenomena”? We can't, it's a
hybrid: half natural, half man-made. Humanitarian and eco-
logical crises are totally linked processes. With technology
a similar thing happens; more and more entangled with our
very own bodies, be it with surgical prosthesis as artificial
arteries and valves, with genetic modifications, or with our
cell phones, self-driving cars or Al, suddenly everything to
which we once denied a subjectivity, seems to emerge with
its own will and its own agenda!

These are indeed very strange times, but this on-
tological shift is also an incredible opportunity for art to
engage and have political leverage, as speculative as you
can imagine it.

I think we urgently need to drop once and for all the
modern model of opposite ontological binaries and ac-
knowledge the interdependent entanglement we live in.

So, if | have to say what | really want with my art, |
want just that—and that may sound naively ambitious but
it's true—I want to contribute to a new cultural paradigm,
one that allows us to acknowledge that everything is inter-
dependent and everything is entangled.

13
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Kingdom
“33 Panorama da Arte Brasileira”, MAM S3o Paulo, Brazil
2012 “Ainminéncia das poéticas”, 30 Bienal de Sao Paulo, Sao
Paulo, Brazil
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FONDATION D'’ENTREPRISE
HERMES

Since 2008, the actions of the
Fondation d'entreprise Hermes
have been guided by a sin-

gle, unifying conviction: “Our
gestures define us and show
who we are”. In other words,

by acting for the well-being of
all, we grow and become better
human beings. The Foundation’s
four core missions enact its
commitment to targeted philan-
thropy and support through
in-house programmes designed
to transmit skills and expertise,
create new works of art, protect
the environment and encourage
gestures of solidarity. The Foun-
dation supports its beneficiaries
as they contribute to building
tomorrow’s world. Presided over
by Olivier Fournier since 2016
and directed by Laurent Pe-
joux since 2021, the Fondation
d’entreprise Hermes is now in its
fourth five-year mandate, with

a budget of 61 million euros for
the period 2023-28.

FONDATIONDENTREPRISEHERMES.ORG

#FondationHermes #0I2HA{ T

Courtesy Esther Schipper Berlin/Paris/Seoul

FONDATION D'ENTREPRISE HERMES

President: Olivier Fournier
Director: Laurent Pejoux

Head of Communications: Anais Koenig
Head of Visual Arts & Craftsmanship Projects:

Julie Arnaud

HERMES KOREA

Managing Director: Sung Hun Han
Communication Director: In Hae Yeo

Sr. Art & Window Manager: Hyejo Yum
Communication Assistant Manager: Yeji Shin
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ATELIER HERMES

Atelier Hermes is an exhibition
space for contemporary art that
supports the passion of artists
who allude “Art as an engag-
ing part of life,” and presents
their experimental and dynamic
aspect of the creation.

Atelier Hermes aims at estab-
lishing a dynamic and prosper-
ous contemporary art scene

in Korea through intensified
exchanges with international
contemporary art scenes and of-
fering high standard of produc-
tion environment to both local
and international artists. Atelier
Hermeés provides aesthetic criti-
cism on current issues and relies
on singular and critical value of
contemporary art, embracing
the diversity and complexity of
contemporary art, emphasizes
artistic creation in all form of
expression and media.

With the commencement of

the Fondation d’entreprise
Hermés in 2008, Hermeés had
added a new dimension to its
policy which has become the
vehicle for the development of
its patronage activity through
the Atelier Hermes and other art
spaces in Brussels and Tokyo.

HERMES MAISON DOSAN B1F
7, Dosan-daero 45-gil,
Gangnam-gu, Seoul, Korea

T. 02 3015 3258

Opening hours: 11am-7pm
Closed on Wednesdays and
New Years Holidays

(Januanry 1, February 17,18)

ATELIER HERMES

Artistic Director: Soyeon Ahn

Graphic Designer: Kim Sung Koo
Translator: Soojin Lee

Exhibition Photographer: Sangtae Kim

Tech Installation: Silo Lab
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Befriending the Mountains,
2025
3z2(A7t A20|E HED 2|0|K A
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Kriska aluminum curtain and
laser cut powder-coated steel
frame
315 x 495 cm

2
“Abmt EE] 7]
Befriending the Mountains,
2025
22|47} 220l AHE D 20[x) %
Tor 7y AY ZaY
Kriska aluminum curtain and
laser cut powder-coated steel
frame
315 x 560 cm
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Hologram (Sprouting Hand),
2021
oA E20H
Pulse hologram
25 x20cm

4
“HINRE S (&)
Lightning Stone (Mountain),
2025
1t LED Z2tHE M3
Stone and LED filament
73 x 42 x 34cm, 240cm
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“HINR = & (Z71z])"
Lightning Stone (Elephant),
2025
=1 LED Z2tHE M3
Stone and LED filament
50 x 30 x 24cm, 240cm

6
“EEI (AOFH S| 2H)"
Hologram (Mantis Palace),
2021
A g2
Pulse hologram
25 x 20 cm

7
‘7|5t T
Geometric Nature, 2025
Zatzl 7kx|et 12 E
Split branch with elastic cords
Dimensions variable

8
“HINR= & (ARKE)”
Lightning Stone (Lion), 2025
3t LED ZEHE ®3
Stone and LED filament
82 x 37 x 35cm, 240cm

9
“Oorgtat HE”
Elegancia y renuncia, 2011
Dried leaf (ficus elastica
japonicum), metal stands and
slide projection
OH2 AL (Y2 DFLLR OFF)
HIg ARES} 3HS7|
Dimensions variable

10
“EN|ot st
Fish Trying to Kiss the Moon,
2025
I, 7=

Video, infinite loop

11
‘IR = &= (8)"
Lightning Stone (Dragon),
2025
3t LED ZatHE ®3
Stone and LED filament
80 x 48 x 50cm, 240cm
12
“HINR] = FHAT
Lightning Garden, 2025
St ALLR, SHAAM
LED ZHEHE F3 471
Korean pine tree, lava Floor,
4 LED filaments
Dimensions variable



