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The Fondation d'entreprise Hermes presented “Ecology: Dialogue on Circulations,’
an ongoing two-part exhibition series that examines ecological practices in art.
Following the first exhibition by Jaeeun Choi, Dialogue 1: “La Vita Nuova”, the second
instalment, Dialogue 2: “Ephemeral Anchoring” features four artists: Nicolas Floc'h,
Kate Newby, Takeshi Yasura and Raphaél Zarka. The exhibition was a dialogue
exploring the potential of communication and the phenomenon of energy circulation
between nature and humans within the platform of contemporary art.

Nicolas Floc'h dives in seas and rivers around the world and photographs
underwater landscapes, habitats, and ecosystems. Here, he presents several of his
best-known series, which scientifically and conceptually document usually unseen
aspects of the global environment and human activities. These include Invisible
(2016-21), commissioned by Calanques National Park and La couleur de I'eau (The
Color of Water, 2018-20), which isolates and accentuates the green and blue hues
present in water.

Kate Newby and Takeshi Yasura were featured in the related exhibition “Our
Ecology: Toward a Planetary Living” at the Mori Art Museum. Both artists gave rise to
ecological networks that extend from the two exhibition sites in Tokyo and the
locations where they are based.

Newby has produced ceramics in Texas, where she currently resides, and in
Mashikomachi, Tochigi Prefecture. Shaped by the hands of multiple collaborators,
her works embody the accumulations of seemingly unremarkable daily life and local
climate and terrain, occupying space as if organically proliferating and eliciting
intimate, tactile physical sensations.

Takeshi Yasura focuses on changes in the state of substances such as minerals
and water, while also engaging in daily, hands-on agricultural activities such as
sowing, tilling, harvesting, and replanting that accentuate their correlated timelines.
In this exhibition, he pursued an approach that injects urban geopolitics into the
ancient planetary timeline, with an implied critique of the hierarchies and disparities
inherent in ecological thinking.

Raphaél Zarka revisits art history, treating the repurposing and reuse of past
works as a process of unleashing new forms of energy and presenting
reinterpretations of architecture and art. His photographic series Riding Modern Art
(2007-16) captures the latent dynamism of movement in geometric works of public
art, which is rendered visible through the actions of skateboarders. The series was
also on display at the Institut Francais de Tokyo.

For a few ephemeral moments, the works in this exhibition acted as a dialogue
between art and ecology that enabled viewers to experience the circulation and
resonance of energy among all beings anchoring on this planet, as well as a sense of
hope for the future.
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Nicolas Floc'h

Artist Nicolas Floc'h, whose mediums include
installation, photography, video, sculpture, and
performance, embarked in 2010 on a project to
photograph underwater landscapes and habitats and
their productive ecosystems. To create these works, he
sets up expedition or participate in scientists’ ones and
dives with specialized machines.

This exhibition included Invisible (2018) and La couleur
de I'eau, Colonnes d’eau The Color of Water, Water
Columns (2019, hereinafter The Color of Water, Water
Columns), both created in the Calanques National Park
in southern France, as well as Initium Maris (2016-19),
which looks at the coast of Brittany.

Green and blue tones fill the wall in The Color of Water,
Water Columns, which cuts out from the body of water
the changes in concentration resulting from depth and
the number of microorganisms. In the 65 photographs,
organized in geographic order from coastal waters to
open seas, the colors of the water reveal how Marseille's
discharge of wastewater into the heart of a park has also
impacted the scenery of these waters.

Invisible, which traces the entire 162-kilometer
coastline of Calanques National Park and captures
seascapes between the water’s surface and a depth of 30
meters, was part of a project supported by the Ministry
of Culture. For us, the underwater world is an invisible
world that is only glimpsed rarely, so the seafloor evokes
thoughts of outer space, asteroids, or the moon. However,
it is also home to deep-sea fish and thousands of other
species, sometimes with artificial reefs and fishing nets,
which Floc'h has called “productive landscapes.”

Initium Maris is the result of an artistic expedition
in which Floc'h sailed around the coast and islands
of Brittany while engaging scientists and residents in
dialogue. The images of plants drifting through the
water overwhelm us with their picturesque beauty,
but they also arouse our gaze toward climate change
and transformation, the decline and maintenance of
biodiversity, and the global biosphere. This exhibition also
featured images of seaweed taken in Japanese waters,
near Ebisu Island in the city of Shimoda.

Through these works, Floc’h symbolically asks us to
consider how questions of landscape are in fact political
questions.
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La couleur de I'eau, Colonnes d’eau
KD, Kix

The Color of Water, Water Columns
2019
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La couleur de I'eau, Colonnes d'eau

Ko, Kix
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[Reference work]

La couleur de I'eau, Colonnes d'eau

The Color of Water, Water Columns

2022

516 photographies colors organized geographically from the surface up to 100m depth
Mississippi Delta, from Empire to the Gulf of Mexico (100 km), pigment prints

© Nicolas Floc’h / ADAGP, Paris, 2025
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The Sea, Beneath the Horizon

They were among the first environments or
landscapes to take shape on the planet. Shortly after
the creation of Earth, the seas were formed.! For this
reason, everything on Earth seems to have emerged
from their huge fluid bodies. All higher life forms
took the first breath within their flesh. And they never
separated from this body: all living creatures carried
this environment within them, inside them,
transforming it into the matter of their own being,
their own inner space. “Only the invasion of the
ocean by membrane-encased organisms
transformed life into a planetary phenomenon."?
After leaving the waters, the living preferred to take
the sea with them to continue making it the very
medium of their existence. The chemical balance of
every living cell is thus linked to the ocean.

This continuity involves a paradox: the sea is both
the original space par excellence and autonomous, a
place that has continued to exist, becoming
populated even after the conquest of the land,
assuming other forms, other faces. It is, by its
nature, the alternative path, a sliding door to the
biological destiny of the beings populating the land.
And from a certain perspective, the very existence
and richness of the seas and oceans testify to its fate
as a strange kind of ecological diaspora: life can
never be concentrated in a single space. It can breed
only landscapes; it cannot prevent itself from
transforming the place where it settles via extremely
diverse motifs and patterns. They are the proof that
life never ceases to differentiate itself from itself,
starting with its very origin.

However, there is something peculiar here: the
physical continuity between our life and marine life,
the presence of this liquid inside us makes observing
underwater landscapes a strange overlapping of
contemplating the past and contemplating an
available future. Considering marine life means
reflecting on the magic of a twin who has distanced
itself from us. For this reason, any form of nostalgia
has been eliminated: we can no longer return to our
origins, because life is always its own future.

Emanuele Coccia (Philosopher)

Recognizing this continuity does not only unsettle
our image of ourselves and of life; it also has an
immediate effect on the way we understand the
world. The sea is a space that is different, strange,
one where Euclidean geometry seems to have no
meaning. Applying “plane geometry of points, lines
and areas that have long grounded the discipline”
to geography in effect makes this space
incomprehensible and inaccessible. Seas are places
where the distinction between extension and space
become irrelevant, but also where traditional metrics
collapse, giving way to materiality in perpetual
motion. The very definition of a “stabilised place” *
also collapses: these places are continuously
created by fluxes that cannot be definitively stopped,
defined, described. If we have not paid sufficient
attention to them, it is because we have based our
political existence, as well as the metaphysics to
which we entrust our moral principles, on the
experience of dry land. We should begin instead to
rethink the entire planet Earth, starting with the
oceans, the sea, the way matter and life are shaped
in these newly explored universes. Rather than
thinking of policies based on geography and
geology, we should imagine a fully oceanographic
experience of Earth.

Rather than thinking of Gaia, we should think of
Oceanus, whom Homer defined as both the source
of the gods (Bewvyéveaig) and the source of all
living things (yéveoig naveoaon). This is no easy task.
The Ocean is no simply a place, an objective space
that someone might come to occupy - it is at once
the flesh, material and form of what it generates
(rivers). Thinking of the world as Oceanus rather than
Gaia is refusing to differentiate each living being
from its environment, materially and formally.

This is exactly what Nicolas Floc'h's work has been
dedicated to for years. It is hard to imagine anything
more radical. To assess the importance of his art it is
first necessary to clear up a misunderstanding. We
would be wrong to interpret these photographs as
simple landscape images. From a certain viewpoint,
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they are the antithesis of what has been conceived a
landscape from modernity to the present in
European art. The latter has in fact been the site of
metaphysical trompe l'oeil: the landscape - whether
in painting, diorama, photography or film - was a
spectacle intended to compensate for the death of
the illusion of having an instantaneous
contemplative relationship with nature in its
entirety.® Modernity has in fact introduced a double
fracture. On the one hand, the birth of modern
science has shown how knowledge of nature cannot
be immediate and cannot aspire to totality. To see
nature, we need a panoply of instruments that see
for us, and a series of protocols and procedures that
allow us to state the truth about non-human life. On
the other hand, these truths are always local, partial:
the eye of chemistry can never coincide with that of
biology nor physics. The gaze is as if blurred and
fractured, and it is not even enough to combine
these gazes to arrive at an overall view. Nature keeps
its distance, and not only from a cognitive point of
view. The industrial revolution and technical
progress gradually purged the urban landscape of all
traces of non-human life, turning cities into
collections of stones and human beings. Itis
precisely at this time that urban parks were born,
material translations of the idea of landscape: a park
produces the instantaneous illusion of a sensitive
relationship with all nature for those who have been
permanently separated from it. Trees and animals in
a park are merely hostages condemned to
represent, to embody representatives of non-human
nature.

In this hunt for the marine image, Floc'h need not
and cannot attempt to replace a totality that he
thought he possessed, nor can he ambition one day
being able to grasp that totality. We have never seen
the sea, and we will never be able to see itin its
totality. Its body in perpetual metamorphosis will
always elude us. The photographs gathered together
in this book can never establish the foundations of a
cartography of the marine world. On the other hand,
if this totality eludes us, it is that in order to see the
marine world, we must become part of it, let
ourselves be incorporated into it. There is no
distance, no possible perspective, no separation
between object and subject. There is no landscape
because the artist becomes an integral part of it, and
here, art is a process of assimilating the work and its
environment rather than a demiurgic creation. It is as
if the artist were obliged to become a fish in order to
make this world visible: rather than attempting to
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depict an external reality, art becomes a set of
stratagems and tricks (which remain invisible and
untraceable) that make representing the
metamorphosis of the subject possible. From this
viewpoint, rather than from the Romantic, midcult
ideal of the fisherman a la Hemingway, Floc'h seems
to take up the biblical myth of Jonah and turn it on its
head. Unlike the biblical hero, the artist chooses to
enter the belly of the whale, and there to set up his
own workshop, his own darkroom. Conversely, this
identification with the very flesh of what he wishes to
depict seems to make the entire body, the entire sea,
into an organ of sight, as if the water, the thickness
of the sea corresponded to the camera, as if art were
becoming an instrument of oceanic self-awareness.
This is also why any Romantic drift towards the
sublime becomes technically impossible.

On the other hand, it is for this very reason that the
final work does not merely provide a (different) image
but transforms the very image and nature of the
planet to which the artist and his work belong. Art is
less a practice of mimesis of the world than one of
transforming the planet. And if the planet emerges
transformed, it is less because the artist
manipulated the world than because he has
transformed himself, and become capable of seeing
inaccessible parts of it by assimilating himself to the
very flesh of what he wants to see. In Initium Maris, it
is not only the Brittany coastline that becomes
visible - the paradigm of contemporary art itself is
suddenly transfigured. There is first of all, a
quantitative fact: Floch's oeuvre shows us what
science has hastily called the “hydrosphere”, an
unprecedented and unimaginable thickness and
aesthetic density (in the sense of a wealth of forms
and sensations). Itis as if suddenly, new, infinite,
planetary floors had opened up where we thought
that only an extension existed. But there is much
more. In this Other World, materially and cognitively
transformed by the artist's work, the horizon line no
longer functions as a limit. It is a pure threshold.
Below the horizon, below the line of the sea, there is
a space in which vision and dream no longer seem to
be thought of in dialectical opposition. In this Other
World, life seems to take on the consistency of an
uninterrupted continuity that allows not only for
repetition but also, and above all, for the continuous
multiplication and diversification of forms. After all, if
we start from this space in order to understand
Earth, everything becomes forest. The forest is no
longer a collection of vascular plants housing
creatures from other kingdoms. It is now accepted

that life on this planet can only multiply its
individuals, produce mass, by solely and exclusively
multiplying and diversifying its forms. The sea, as
source and origin of all other terrestrial life, teaches
us that the entire planet is a springboard for the
diversification of forms, not merely the arithmetic
multiplication of individuals. This is why
photography is one of the privileged means of
revealing and conveying the planetary forest.
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Kate Newby

Kate Newby is interested in the use of various
mediums including ceramics, casting, glass and fabric
to explore the limits and essence of sculpture, and
unsettle it. Her sculptural interpretations are derived from
volume and materials manifest in each sculpture, and
consider changes brought about by climate and human
activity. The passage of time in the form of discoloration
and damage due to climate, rain, wind, sun, and other
elements are all important aspects of Newby's work,
especially as she collaborates with local craftspeople
and industries. Within contemporary art, Newby is also
invested in capturing how and where sculpture happens,
alongside bodily movement, landscapes, and words.

The exhibition featured the new works always, always,
always (2023-24), a large ceramic work spread across the
floor, and Calls us, calls us. (2023-24), consisting of over
1,000 wind chimes made in Texas.

always, always, always, was made in Mashiko, Tochigi
Prefecture, in collaboration with Fujiwara Earthen Art
Studio after Newby arrived in Japan last autumn. For this
work, Newby created forms by freely moving her body
atop the clay and using multiple glazes, raw clay powder,
found glass in Tokyo, and other materials. The work
is made up of more than 300 thick ceramic slabs. The
surfaces appear like landscapes of puddles, mountains,
rivers, and fields, before revealing the traces of fingers,
elbows, and feet, seemingly tracing the relationships we
have nurtured as humans with elements of earth, fire,
water, and wind. While Newby draws heavily on influences
from land art and minimal art, her work also derives
energy from the moods, emotions, and found objects
that emerge from daily movement as energy, freeing her
from conventional interpretations of the limits of art.
These works, always rooted in interrelationships between
the quotidian and art, are connected to a caring urge to
provide small spaces for existence of things in danger of
slipping away in a world that is passing away before our
eyes.

During the exhibition, some of her modest “pocket
works" were hidden throughout the exhibition hall.
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Takeshi Yasura

In his statement, Takeshi Yasura reflects, “Through
my work, | aim to recognise existence as existence,
understanding various actors such as technology, living
things, inanimate objects, and humans horizontally,
rather than in separate categories.” As part of his artwork,
he continues to practice art as a mediator while engaging
in farming and beekeeping. Confronting philosophical
questions of ontology from the perspective of his own
congenital disability, he examines our relationships with
objects in human society, which cannot be framed in
solely theoretical terms, and adopts an approach that
includes criticism of hierarchy and inequality that are also
embedded in ecology.

In this exhibition, he presented a series of installations
consisting of three correlated elements.

In noise (2024), Japanese paper made by the artist
from rice straw grown in Fukushima Prefecture forms
a cylinder that is lit from within by 12 lights and can
be entered by visitors. The lights are randomly turned
on by the sound of water droplets falling on the drums
according to natural rhythm (essential oil and floral liquid
extracted from citrus fruits picked in Tokyo, Fukushima,
Chiba, and Okinawa). Additionally, both glacier (2024),

24 photographs of glacier ice found during fieldwork in
Nepal melting in hands, and cosmos (2024), based on

the storm glass used for weather forecasting in the 19th
century, can be seen as attempts to rearrange objects
within the grand timeline of planet Earth, and quietly forge
new cyclical paths towards the future.
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Countless particles slip through the cracks when we think in words.

These can be smaller than miniscule, longer than a lifetime, or faster than an instant.

There is a buzz that cannot be fully captured in linguistic thoughts; it is processed as noise, tuned into something more rational.
But the fallen particles accumulate and form a layer on the ground.

We are but a tiny part of this layer, and so it proves that we are alive, or that we once were.

A piece of a glacier picked up at Annapurna in Nepal, the mountain of the goddess of fertility in Sanskrit.

The countless bubbles in the ice hold air trapped during the slow crystallization.

Since when has it been there?

A monk, who I met on the way up the mountain, says:

“Water is essential for both the wise man and the fool; it sustains their lives.

Whether you are rich or poor, you still need water as sustenance.

We should be aware of that.

There are conflicts between different peoples, but after everything, we arrive at the fact that each of us needs the same water.”
My thoughts pass through the glacier turning to water in my hands.

‘That this is the same with soil as with water.

Takeshi Yasura
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Raphaél Zarka

Revisiting art history, Raphaél Zarka has presented
the reinterpretation of architecture and art as freeing us
to appropriate and reuse past works, releasing new forms
of energy in the process. He is particularly interested in
the evolution of peripheral geometric forms employed
throughout history in art and decoration, science,
and technology, and describes their reconstruction
and appropriation as “documentary sculpture.” These
interdisciplinary studies extend to pop culture, such as
skateboarding, and mediums ranging from sculpture to
photography, drawing, and writing.

As an example of art ecology, this exhibition includes
a series of works that uses skateboarding as a medium,
as well as a work relating to the geometric form of the
rhombicuboctahedron.

Riding Modern Art (2007-16), a series of black-
and-white photographs of skateboarders performing
acrobatic tricks on public art, is displayed at the exhibition
in the form of free posters that visitors may take home.
Photographed in cities including Paris, Basel, Chicago,
and Tokyo, the figures who “ride modern art” give visual
form to the energy embodied within minimalist sculptural
works, and unleash their dynamism as action. In addition,
the assembled sculptures Paving Space, Regular Score
W8M1 (2016) and Cycloid Ledges (2022-24), created for
skateboarding, are iconic works that generate form and
structure out of modules to create movement.

Another significant work, Catalogue Raisonné
of Rhombicuboctahedra (2009-24), resulted from
studies Zarka began in 2009 that document the forms
of rhombicuboctahedra found in various contexts. In
wallpaper and video, Zarka considers this enigmatic
shape, which appears repeatedly across time in various
cultural contexts, from paintings and buildings to sweets
and toys, and took a photograph that he calls “Forms of
Rest n® 1."” This catalogue raisonné eloquently speaks
to us about art ecology, that is, how art lives on while
continuing to inspire us, always existing unevenly as it
shifts from one phase to the next.
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The rhombicuboctahedron and its hidden noise

Rhombicuboctahedron is not commonly used
word. It does not even appear in the nine volumes of
the Robert dictionary. Heidegger never thought to
use itin the hilarious letters he had a habit of
sending to his mistresses...letters filled with
scholarly terms intended to impress those young
women...

So, in every day conversation, yours, or mine... one
could easily never come across the term
rhombicuboctahedron. It would therefore not be a
bad idea to provide a definition.

Everyone knows what a cube is. The suffix edron
as well: it comes from edra in Greek, meaning base,
side, face. The polyhedron is a form with many faces
or sides. An octahedron is thus a type of polyhedron:
a polyhedron with eight sides. To put it simply, if you
stick two pyramids together by the base, you end up
with an octahedron.

The rhombicubo... | knew | was going to trip up...
The rhombicuboctahedron is a bit a like a cube
grafted onto an octahedron. Rhombos in Greek
means ‘lozenge’... Personally, | can't see why a
lozenge should turn up in this story, but it has to do
with mathematics so | suppose it's to be expected. |
mean, it's to be expected that | don't understand. A
mathematician would tell you that the
rhombicuboctahedron is a semi-regular polyhedron
with twenty-six sides, eighteen of which are squares
and eight triangles. But I'm not sure that that makes
things any clearer...

Better, in my view, to think of the thing as a kind of
rough football that's been stitched together from
eighteen square and eight triangular bits of leather,
the idea being to make it look as much like a sphere
as possible. Already you have a better idea.

As | just said (or rather as | made a mathematician
say) a rhombicuboctahedron is a semi-regular form.
Semi-regular, that is to say, not just anything at all -
not a Trabant nor one of the Queen of England's hats
but not one of the regular solids that feature in
Plato's Top Five solids either: the tetrahedron, the
cube, the octahedron, the icosahedrons or the

Didier Semin

dodecahedron that the Greek philosopher posits as
the image of perfection.

In 340 AD, Pappus of Alexandria attributed the
discovery of the rhombicuboctahedron to
Archimedes, in 200 BC. The theory is that
Archimedes described twelve other semi-regular
polyhedrons in a work that did not survive. But
there's no reason to think that Pappus of Alexandria
was leading us up the garden path...

To have been described by Archimedes, to be set
alongside the well-known principle - that, ultimately,
is pretty much the sole real quality of the
rhombicuboctahedron. After all, it's never been
anything more than one of the countless semi-
regular polyhedrons that anyone can build once
they've taken the trouble to find out a little bit about
them. What's more, it serves no purpose
whatsoever. It serves no purpose whatsoever,
despite what Luca Pacioli claims. Luca Pacioli, as
you know, was a very great mathematician of the
Renaissance, the author of the On the Divine
Proportion in 1509. In that treatise, we read that the
rhombicuboctahedron is - | quote - ‘extremely
useful on many occasions for whoever knows how to
make good use of it and especially in architecture.’ In
Pacioli's defense, it needs to be said that he thought
he'd discovered the rhombicuboctahedron. He knew
nothing of Pappus of Alexandria; nor, evidently, of
Archimedes's lost treatise. He was very proud of his
discovery, which is why a rhombicuboctahedron
appears in Jacopo de Barbari's portrait of Luca
Pacioli that's conserved in the Museum of Naples.
More or less everyone is familiar with that portrait
from the end of the fifteenth century, or at least with
its reproduction. It's very beautiful and very
impressive because it gives the impression of being
full of secrets. If the author of The Da Vinci Code had
not written such a down-market book he'd probably
have drawn his plot from that painting. When you
stand before it provokes endless series of questions.
When you're at the age of wondering about the
secrets of the universe, you ponder, for example,
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what fabulous mystery the two solids represented
on either side of Luca Pacioli harbors: the
dodecahedron on the right, on our right, and
especially the rhombicuboctahedron on the left,
which is made out of glass and is half-filled with a
transparent liquid, presumably water. Then, later,
when you're past that age, you wonder whether the
handsome young man in the background was Luca
Pacioli's lover (but that's another story...)

One day, in 2001, Raphaél Zarka came across two
rhombicuboctahedrons that had been abandoned
on the side of the road between Séte and Narbonne.
They were made out of concrete and were about the
size of a little workman's hut. He instantly recognized
them as being one of the geometrical forms that he
had no doubt come across over the course of his
studies at the Ecole des Beaux-Arts, perhaps even in
Jacopo de Barbari's painting... although he'd never
been especially interested in them. Only the radical
strangeness of those unusual constructions - it later
emerged that they were actually break-waters built
to be deposited along the coastline, with a view to
slowing the pace of its erosion - the radical
strangeness of those constructions, then, was such
that Raphaél Zarka stopped his car, set up his tripod
and take from those objects an extremely intriguing
print, suggestive of De Chirico's paintings, although
the image is in no way a pastiche. A print, a
photograph that he would go on to exhibit under the
beautiful title of Forms of Rest.

Forms of Rest... Rest, although those particular
forms were destined to keep Raphaél Zarka very
busy. In 2004, that is to say three years after making
that crucial discovery on the side of the road
between Sete and Narbonne, Zarka begain to make
replicas in wood, almost as a way of exorcising the
form. But the exorcism was ineffective. Raphaél
Zarka decided to undertake a meticulous, rational,
exhaustive exploration of the rhombicuboctahedron.
First he got hold of On the Divine Proportion then
ten, twenty, a hundred other treatises that deal with
rhombicuboctahedrons. And he began making an
inventory of ...let's see if | can say it...
rhombicuboctahedric forms in the world around us.
Each day, he'd discover a new specimen (so to
speak), a sun-dial for example... There was one on
Mont Sainte-Odile in the Vosges region, but then
sundials often take the form of a
rhombicuboctahedron... Or an ordinary street-lamp
in a London street. Or a Phillips light bulb... or an
antique seal conserved in the very depths of a
Chinese province.... Or a decoration on the roof of a
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seventeenth century pagoda... or a New Age lucky
charm sold on the Internet. Or a t-shirt design.
There's even such a thing as a Rubik's
rhombicuboctahedron, which implies a more
perverse playing public than one initially would have
thought.

His latest discovery is the striking National Library
of Minsk, in Byelorussia, or Belarus - | don't know
what the correct name for the country to come out of
the dismantling of the Soviet Union is. This building,
this library in Minsk, opened in 2006, but was first
conceived in the 1980s. An enormous glass-
windowed rhombicuboctahedron, it stands tens of
meters off the ground. The architects who dreamt it
up had probably been made to read Luca Pacioli at
some point or other.

Zarka went to Minsk to test Pacioli's axiom, which
maintains that the form - I'm quoting again - is
‘extremely useful in many cases for whoever knows
know to make good use of it and especially in
architecture.’

That axiom is a fiction, naturally. The cut-away
faces of the Minsk Library serve no purpose other
than a symbolic one. Once inside, the functional
construction of the library is actually just a cube,
reconstructed. The rhombicuboctahedron, with its
false air of structures in the style of Buckminster
Fuller, is in reality anything but a rational building.
The key lies in precisely that ‘false air’ and its
promise of a secret - a promise already present in
the rhombicuboctahedron that figures in Jacopo de
Barbari's painting. And so, in fact, it goes on: if you
consult the Guide du Routard today, you'll find that
there's a rumor going around Minsk that the strange
building was actually intended to house the services
of the ex-KGB.

So the rhombicuboctahedron is neither beautiful,
nor practical, nor does it serve any purpose. The sole
source of the fascination it exerts is the enigma that
its form feigns to conceal.

Man, as we know, is an animal with an appetite for
meaning. He finds nothing more appalling than the
silence of the universe. And should things or events
not have a meaning, there are always cohorts of
patented meaning-seekers on hand to reassure the
anxious animal. There are those to suit every taste:
from great mystics to the extremely exasperating
world conspiracy theorists. And clearly the less
meaning things have, the more gets attributed to
them.

One man understood this phenomenon very well.
His name was Marcel Duchamp. Duchamp is

probably the most written about artist of the
twentieth century.

But what did he produce? Two big compositions, a
few paintings, some life-size reproductions of
everyday objects, a dolls museum and a jumble of
notes...

Those few works - Schwartz's catalogue counts
six hundred at the very most - exert an unparalleled
fascination by dint of the opaque mystery that
surrounds them. Armies of exegetes are currently
endeavoring to penetrate the mystery. Some of them
- the marvelous, late Jean Suquet among them -
devote their lives to it.

And Duchamp's oeuvre amounts to no more than
those six hundred objects inventoried in Schwartz's
catalogue. Duchamp's oeuvre is the aura that
surrounds those six hundred objects that is

constituted by those talented decoders of mysteries.

As you know, one of Marcel Duchamp's works is
titled With Hidden Noise. It's a kind of box made out
of two copper plates and a reel of thread that
conceals an object - the nature of which was
unknown even to Duchamp. He proposed to imagine
contradictory hypotheses whereby the object in
question would either be a coin or a diamond.

Some things in the world only exist by dint of their
‘hidden noise.’ The rhombicuboctahedron is one of
them. What it conceals is nothing, but it conceals

nothing so well that we're incapable of tearing our
eyes away from the catalogue of
rhombicuboctahedrons that Raphael Zarka is
meticulously in the process of putting together.

I'll no doubt be asked: Can you be absolutely sure
there's no secret at the heart of the
rhombicuboctahedron?

No, of course not. That's the secret.

August 2009

Catalogue raisonné of Rhombicuboctahedra
2009-2024
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Graphic design: deValence
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“Riding Modern Art” by Raphaél Zarka
Period: Saturday, February 17-Sunday, April 21, 2024
Venue: Institut frangais de Tokyo

Organized by: Fondation d’entreprise Hermes and Institut frangais de Tokyo

63



64



F % {BE | Selected Solo Exhibitions

2025 Rivers Océan - Mississippi, NOMA (New Orleans Museum of art),
New Orleans, Louisiana, USA

Biography Manche, Le Point du Jour, Cherbourg, France

Charente Atlantique, La Corderie Royale, Rochefort, France

2024 Fleuves Océan, le paysage de la couleur, Mississippi, Rencontres d'Arles, Arles, France
Mar Aberto, MAAT, Lisbon, Portugal

2022 Initium Maris, Centre d'art GwinZegal, Guingamp, France
La couleur de I'eau, Frac Grand Large, Dunkerque, France
Invisible Paralléle, Musée de la Mer, lle sainte Marguerite, Cannes, France

2021 Initium Maris, Les capucins (Commissariat CAC Passerelle), Brest, France
Invisible, Galerie Maubert, Paris, France
Invisible seascapes, Fondation Thalie, Brussels, Belgium

2020 Paysages Productifs, Frac Provence-Alpes-Cote d'Azur, Marseille, France
Invisible, Commande Publique Ministére de la Culture / Parc national des Calanques, etc,
UICN / Manifesta 13, Marseille, France

Productive Seascapes, MMAM, Multimedia Art Museum, Moscow, Russia

T4 J)Vv—T7E | Selected Group Exhibitions
2025 Demain L'océan, Monaco

La grande expédition, Fondation Tara Océan, Mamac, TBA21, Villa Arson, Nice, France
2024 French photography today, Sunkok Art Museum, Seoul, South Korea

La grande expédition, Fondation Tara Océan et le centQuatre, Paris, France

L'(oeil) Objectif, Musée Cantini, Marseille, France

Epreuves de la Matiére, BNF, Paris, France
2023 20000 lieues sous les mers, Musée d'Amiens, France

La mer autour, Musée Maritime de Saint-Malo, France

Mississippi Colors, Kennedy Center, Washington, USA
2022 Initium Maris, Vannes photo festival, Vannes, France
a5 .-70v%4 2021 Super Fusion, 2021 Chengdu Biennale, Chengdu, China

La Mer Imaginaire, Fondation Carmignac, Porquerolles, France

1970F L>X (75> R) EEh, BER EZaTIL-7—
T4 AMELTINY 2HAICTES,
BRETCKFOAFREREZ LAE/ JO—LDRF 24>

Le monde en 1500, Chateau de Kerjean, Saint-VougayKerjean, France

4)—BETHONSE, AREBEOEAVOBIRICENT. FHEL I F VX | Award and residencies
AN HR BEPRATAENGHRE RO TV, 2022 Support for the contemporary documentary photography, CNAP, France

2022 Villa Albertine, Artist in Residence, New Orleans, Chicago, New York, USA

. 2020 National commission for artists, project “invisible”, France
Nicolas Floc'h

Bornin 1970, in Rennes. Photographer and visual artist who
lives and works in Paris, France.

Known for his monochrome documentary photographs of
underwater landscapes shot under natural light. Floc’h
questions the essential roles played by flow, disappearance
and regeneration in the process of transition in natural

environments.
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Kate Newby

Bornin 1979 in Auckland, Aotearoa, New Zealand. Lives and
works in San Antonio, Texas, USA.

Consisting of site-specific projects that form relationships
with locations through actions, Newby's work engages with a
wide range of situations using everyday actions and
materials in order to displace and challenge how
contemporary art is exhibited, viewed, and archived.
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F&{ERE | Selected Solo Exhibitions

2025

2023

2022
2021
2019
2018

Hours in wind, curated by Jane Devery, Museum of Contemporary Art Australia,
Sydney, Australia

anything, anything, curated by Juliane Bischoff, Klosterruine, Berlin, Germany
miles off road, Fine Arts, Sydney, Australia

SHE'S TALKING TO THE WALL, Te Papa Tongarewa, Museum of New Zealand,
Wellington, New Zealand

What a great year for music, Marfa Book Co., Marfa, Texas, USA

Had us running with you, Michael Lett, 3 East St, Auckland, New Zealand

Try doing anything without it, Art: Concept, Paris, France

YES TOMORROW, Adam Art Gallery Te Pataka Toi, Wellington, New Zealand

A puzzling light and moving. (Part Il and Part Ill), Lumber room, Portland, Oregon, USA

I can't nail the days down, curated by Juliane Bischoff, Kunsthalle Wien, Vienna, Austria

¥4V —T7R | Selected Group Exhibitions

2023-24 Our Ecology: Toward a Planetary Living, Mori Art Museum, Tokyo, Japan

2022

2021

2018

2017

Millefleurs, curated by Joél Riff, Moly-Sabata, Sablons, France

Carbonate of Copper, curated by Jennifer Teets, Artpace San Antonio, Texas, USA
Réclamer la Terre, curated by Daria de Beauvais, Palais de Tokyo, Paris, France

The Flames: The Living Arts of Ceramics, curated by Anne Dressen,

Musée d'Art Moderne de Paris, France

Further Thoughts on Earthy Materials, curated by Janneke de Vries and Katja Schroeder,
Kunsthaus Hamburg, Hamburg, Germany

The Promise, curated by Axel Wieder, Index - The Swedish Contemporary Art Foundation,
Stockholm, Sweden

In Practice: Material Deviance, curated by Alexis Wilkinson, SculptureCenter,

New York, USA

ZHEEL YTV X | Awards and residencies

2022
2021
2019
2017
2015
2013
2012

Ettore e Ines Fico Prize, Artissima, Milan, Italy

Te Whare Héra, Artist in Residence, Wellington, New Zealand

The Joan Mitchell Foundation, Painters & Sculptors Grant, USA

The Chinati Foundation, Artist in Residence, Marfa, Texas, USA

Gertrude Contemporary Art Spaces, Artist in Residence, Melbourne, Australia
Fogo Island Arts, Artist in Residence, Newfoundland, Canada

The Walters Prize, Auckland Art Gallery Toi o Tamaki, Auckland, New Zealand
International Studio & Curatorial Program ISCP, Artist in Residence, New York, USA
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Kete Newby: Scenes of Production

TARM-Za—E—(3 2023FHMDORARH SEREMERE BB L. HBREDEFET
(W2bH, WobH, LWOb) EHIMEL .

Kate Newby has worked with Fujiwara Earthen Art Studio since her arrival in Japan in
the fall of 2023, creating always, always, always in Mashiko, Tochigi Prefecture.
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Takeshi Yasura

Born in 1984 in Shiga, Japan. Lives and works in France and
Japan.

Through his work, Yasura aims to recognise existence as
existence, understanding various actors such as technology,
living things, inanimate objects, and humans horizontally
rather than in separate categories.
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F&{ERE | Selected Solo Exhibitions

2024
2023
2022

KUZU, Might Be Classics, Forestgate Daikanyama, Tokyo, Japan
this ground is still alive, Light Seed Gallery, Tokyo, Japan
We didn't know they stacked shit that high, gallery 10 [TOH], Tokyo, Japan

F#% YW — 7R | Selected Group Exhibitions

2024

2023-24

2023

2022

2021

AN ARENA, Barbati Gallery, Venice, Italy

Hyakunengo Art Festival, Chiba, Japan

Our Ecology: Toward a Planetary Living, Mori Art Museum, Tokyo, Japan

FINE FLEUR, Omstand, Arnhem, Netherlands

Reborn-Art Festival 2022, Miyagi, Japan

Material Differentiation (with Anne-Charlotte Yver), N&A Art SITE, Tokyo, Japan
Standing Ovation, ATAMI ART GRANT, ACAO SPA&RESORT, Shizuoka, Japan

Le 65e Salon de Montrouge, Paris, France

L Y5 R | Residencies

2023
2021

2018

Sapporo Tenjinyama Art Studio, Hokkaido, Japan

AIRA (Artist in Residence Asahikawa), Hokkaido, Japan
BankART Station, Kanagawa, Japan

END OF SUMMER, Portland, Oregon, USA
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Takeshi Yasura: Scenes of Production

74

(noise) TEMAL TV, BERAEAI CIES h/-TREEH T
TWRZEHIEL 2o 2 OMIKIE, 2011 F 3R DERBHLIE. /R
RHRIKICIEE S N, ADIZBEALY FHIRE W T/, 2019548
(Z—Epttisk CRHEHIER P BRR S Nz COTRENE - - LIS 20225
ARLIRE, HESAPEDREETSICEBR LI ATESEEL 15
FichY. HiE. BOEDARDEREDELIIEINT, ZOHBTOH
HFEEATVS,

ZOEREBEL TV EHL T, BEEKRENLZ G TE L BEREX
BICIEE & h b DI T HRREMEE,/THOh TWVWBE 2 & Z L TRRE
FEADTEE R EI VI BDEDHICDONT, BEERIAT CHKE
EE2BCREASACHBNVALELEN S, FaL—2—DBHEILA LN
FEEED,

{glacier) & (cosmos) (ZI&, F/X—=Jb - 72 F TILF TEHRL 72K
ERPAVSNA TV, IR TRBRER -8NP, BREOSEICRL
SN, HBUKAETFILBCFOUSICOE, BHREEET ok, 7
LT, B KANDKIE (cosmos) DABBICHLRAH BN TS,

FHEEILKMICH S, REEOT Y TICBHET M, O3, b
EHEMELTHIN TV EDITIREL, REKADFa2#N. 5
EESEMME oz RRIEZZICAOLFOFEAN, &K, £IC
Mhih 5. BSOFTRELZRAZAO £, HiId. 2022FICHETH
1 & h /- Reborn-Art Festival TH & B E L2fERERKRL TV D
M. EEFREL. BEETIEVIEZICHZIOTIEA L, BEDL
BEVITTAZIOHDOERLT. AEDORENIEDL D ICEDY), F/,
BRAPAEDEDY P EDLIIHBAEINA TV DL EREK L, §D
ICRWD T TWVWB,

For noise, | made washi paper using rice straw harvested in Okuma,
Fukushima Prefecture. This area was designated an evacuation zone
following the nuclear accident in March 2011, and public access was
restricted, but evacuation orders were lifted for parts of the region in
April 2019. The soil where the straw was grown was selected by Mr.
Iseki from April 2022 onward, based on his thorough understanding of
the surrounding environment. He now lives there, following safety
standards he established himself.

While developing this work, | engaged in ongoing dialogue with curator
Reiko Setsuda, and secured the cooperation of Ms. Matsumoto, an
organic farmer in the town of Namie, Fukushima Prefecture. Together,
we discussed decontamination efforts taking place in the town of
Okuma and in other areas designated as evacuation zones, and the
qualities of the soil after decontamination work.

glacier and cosmos incorporate glacier ice and stones collected in
Annapurna, Nepal. Inspired by a festival | came across by chance in the
mountains, and by the words of a monk | met there, | photographed the
glacierice as it rested on my palm during the descent. The water from

There is a field next to Takeshi Yasura's studio in the city of Sammu,
Chiba Prefecture. This land was not originally cultivated as farmland,
and having been long untouched, it was overgrown with dense
bamboo. Yasura began to intervene gradually, opening up the
environment with his own hands by cutting the bamboo and working
the soil. In 2022, he presented a work on the theme of fields at the
Reborn-Art Festival in Ishinomaki. Rather than approaching the field
through the ideas of land ownership or permanence, he uses the act of
cultivating the land itself to quietly explore, in practical terms, how the
surrounding environment changes, and how relationships with nature
and other people are rewoven.
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Raphaél Zarka

Bornin 1977 in Montpellier, France. Lives and works in Paris,
France.

His work in the expanded field of sculpture includes
photography, drawing and writing. He is notably the author
of three essays on forms and spaces of skateboarding, in
which he puts forward a transversal and transdisciplinary
approach to popular cultures.
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F&{ERE | Selected Solo Exhibitions

2024

2023
2022
2021

2020
2019

2018

2017

2016

Cycloide Piazza, curated by Jean-Max Colard, Centre Pompidou, Paris, France
Tautochrone, Galerie Mitterrand, Paris, France

Raphaél Zarka / Cameron Kerr, curated by Patrik Andersson,

Alliance Francgaise de Vancouver, Canada

La Doublure, La Manufacture d'allumettes, Trélazé, France

Sculpture Gnomonique, Galerie Mitterrand, Paris, France

Paving Space, Le Haras, Annecy, France

Abstraction gnomonique, Galerie Michel Rein, Brussels, Belgium

Set for Four Players, a Sundial and a Bear (with Christian Hidaka), Fabian Lang Gallery,
Zurich, Switzerland

Suite gnomonique, Le Portique - Centre régional d'art contemporain, Le Havre, France
Peter’s Proscenium, with Christian Hidaka, curated by Mona Filip,

Koffler Centre of the Arts, Toronto, Canada

Gnomonica, curated by loana Mandeal & Calin Dan,

MNAC - National Museum of Contemporary Art, Bucarest, Romania

Cycloid ramp, FIAC Projects, Paris, France/ Les Abattoirs,

Musée - Frac Occitanie Toulouse, Toulouse, France

Fables, Formes, Figures, with Emmanuel Van der Meulen, Maison d’Art Bernard
Anthonioz, Nogent-sur-Marne, France

Espai Pavimentat, curated by Lorenza Barboni, EACC - Espai d’art Contemporani de
Castelld, Castellon, Spain

Paving Space, curated by Isle, Protein Studio, London, UK

Manuel de sculpture instrumentale, curated by Pascal Faracci, Musée Sainte Croix,

Poitiers, France

¥4 —T7R& | Selected Group Exhibitions

2023

2021

2020

2019

2018

2016

ALMANACH, Fondation d’Entreprise Martell, Cognac, France

Deep Deep Down, MUDAM, Luxembourg

Beano: The Art of Breaking the Rules, curated by Andy Holden, Somerset House, London, UK
Architects at Play, curated by David Malaud, Garagem Sul, Centro Cultural de Belém
Foundation, Lisbon, Portugal

Un été indien, FRAC Normandie, Caen, France

Foncteur d’oubli, curated by Benoit Maire, FRAC lle de France, Paris, France

The Street. Where the World Is Made, curated by Hou Hanru & the curatorial team,

MAXXI - Museo nazionale delle arti del XXI secolo, Rome, Italy

L'Oeil du collectioneur - Focus 2, Musée d'Art Moderne et Contemporain, Strasbourg, France
Un art pauvre, Arte Povera - Regard sur les collections, curated by Frédéric Pau,

MNAM Centre Pompidou, Paris, France

ZEEL YTV X | Awards and residencies

2016
2014
2013

Residency Atelier Calder, Saché, France
Residency Alexandre Lenoir, Ecole Nationale Supérieure des Beaux-Arts, Paris, France

Shortlisted for the Prix Marcel Duchamp, France
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La couleur de I'eau, Colonnes d’eau

KD, KE p.4[£] pp.7-9

2019

BED S HEABEICKES-30 mOIKE & HIBA SRR
L7-65HNDER

HZ - K-TNT1 75U I8 (5km)
%40 X 54cm

Courtesy of the artist and Galerie Maubert

BOWEY)
5R

pp. 20-21

2016
JrxY B, KE8m
150 X 210 cm (#B%E :155.2 X 215¢cm)

p.12 [Fhsk - k]

2019

BHAES (FHEM). K&E6em,

AL THOBE - YIVH Y Y L (15%)
150 X 210 cm (%84 :155.2 X 215¢cm)

pp. 22-23

2019

EL—XEB . KF4m 2L TROBE - X2 T
MOBEIC K 55585

110 X 154 cm (%E% ©115.4 X 159 cm)

Courtesy of the artist and Galerie Maubert

1o G1oTW

2018

=3
p. 12 [Fhsk - ]
HI2U - KT 17, KERLIm, EEFRES I/
-t

80 X 110 cm (%A% :83.2 X 115.4cm)

p.12 [A - L]

TLR-HAY KR2m A IOEBE (BRRED
UM, BEAMEDREE)
110 X 154cm (%E%% :115.4 X 159 cm)

p.12 [% - E]

HZ2y - K-2aT b KE8M, RIRZTED
BER

80 X 110cm (%A% :83.2 X 115.4cm)

p.12 [fhsk - F]
HTE. KR6m, B
80 X 110 cm (%A% :83.2 X 115.4cm)

p.12 [%& - F]

HZU - Rebv, KR20m, BVYFEINI=T
Hrdoray 747

110 X 154 cm (8% :115.4 X 159 cm)

p.12 [H-TF]

HZ2T - K-V, KFR12m, il
80 X 110 cm (%A% :83.2 X 115.4cm)

Courtesy of the artist and Galerie Maubert

ReJROEF =37 - 70y 7
5> &l e D =l

2021

8n24%

FHEHE TR

© Am Art Films, 2021

T4 b Za2a—-E-

FFATWS, BFATLD pp.28-33
2023-2024
B B (ER#EEM)

Bt BBt B TJACX 77U R AT (RR).

B ZA2—)>T - IWN—_TII R F—HZvy
ERREMICLBERO—T (N2 KA R)
Yo A

VWoH, LWoH, LWDH  pp.25-29

2023-2024

Bt ME B (22— -F>R). 779> R-452X
(RR-Za—-Y—7>R), R/iXo4—

#9327

HITER ) BERBEE (AR TE) . A 2 FIFEF (2
B 35R)

ZhHESILBPIIHICHLFETELL p.35
2024

ZB=1) T - DIN— TAOLX, B, M

+ 4 XA%E

52hUEERhZOHRE
HBELZENTELEY po34
2024

ZB—=ULT - VIN— Bt B, W
VAPLIES

R R i

glacier p.43

2024
1293y MTUL M BOK EOK AT 2R
%% 126 X 37.6cm

241%

cosmos p.47

2024
KEDBG K ToFTNFTHEBMUER, 7R/ %
EREL-ER WBT7 T L EBIEHYU I L,
Bk, AEA. WKL, H7X0 R &%

30.5 X 30.5 X 210 cm

e A By mAEM. AREY

noise p.36,pp.38-41

2024

fRE (BBE). wWorshrH-7-A (RBE). H1E
POHE LR 70—-FbK (KRR - HE8 -

BER - TER). BEXA/ M7 I7-FKR K27

Fa-T. A EHTIEFIITROLIER T4
J =
1 XEE

HIER 7 MR T EAKSH. HEHT. FLEE

BRAEE. BMEEF, BLUOHEH
I TZ7  BREE

79



80

77T HIvh

FATF4T - FFTF—bF p.62,p.64

2016
RR&2—, #|ICH Ty NEORI
90 X 135¢cm

RAT4 2T« AR=Z, L¥a15—-ZX37
W8M1 pp.49-51

2016

T —UMOBAHAIL L 8EY 12—

168 X 336 X 168 cm

RAG4 VT« A=, LF¥Fa215—+ 237
W2M1 p.52

2016

F—UMOMAILTKEZ 2€EY 21—

84 X 168 X 168cm

Y1404 K-LvyY No.2 p.62
2022-2024

Ly R-F—7

174 X 37 X 31cm

#1404 K-LvyY No3 p.62
2022-2024

Ly R-t—7

174 X 31 X 37cm

#MEALFN EGFEOHLZOT - L 2

pp. 51, 61, 62

2009-2024
TR RTA R a—
227141 (V—TB%)
TXALBE I TAT4I AT

7274y 7TH1 L deValence

HAEILIBFNEEDOALZOY - LI X pp.54-55
2016-2024

33

210 X 440cm

JZ74v77%4 :deValence

(AT q>Y  AR=Z]
ST7II - FILADEREE p.53

BB 4L vX—

2019

54 5%

X4 —4&— : Joseph Biais, Nick Jensen, Chris Jones,
Jan Kliewer, Josh Pall, Rémy Taveira, Sylvain
Tognelli, Armand Vaucher, Casper Brooker

7’87 12—~ Sylvain Tognelli, Bertrand Trichet

FATF14 T - EE T — b pp.63-64

2007-2024

EEHICET X AT

104 1 &45 X 33cm, 241 %180 X 128.5cm,

35 (%) 1140 X 110cm

B H : Eric Antoine, Dave Chami, Guillaume Périmony,
Jon Coulthard, Ryan Flynn, Patxi Pardinas,

Jonathan Mehring, Bryce Kanights,

Guillaume Langlois, Alan Maag, Seu Trinh,

Davy Van Laere, Marcel Veldman, Maxime Verret

JZ74v7T¥4 2 deValence

FAF4VT  EEVT—b
2007-2024

LEJICETX N TR

557 (#85%) 1 853 X 73cm

B XK : Matt Georges, Hendrik Herzmann,
Marcel Veldman

574y 7F7 %1 deValence

FAT4 T« ®FEVT—b p.64[TF]
2005-2007

TIPSR TyF— T4 FF
3IR17H

PlbED—tF A2 E—FEF
ZT77II-HILA
ER:XRFT7yr Ny

2019

69207

FREE ZFEAR

© Am Art Films, 2019
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Nicolas Floc’h

La couleur de I'eau, Colonnes d’eau

The Color of Water, Water Columns

p. 4 [left], pp. 7-9

2019

65 photographs organised geographically from the
coast to the open sea and taken between 5-30m
From Calanque de Cortiou to Riou Island (5km)

40 x 54 cm each

Project production: Artconnexion / Fondation Daniel
et Nina Carasso / Fondation Camargo

Courtesy of the artist and Galerie Maubert

Initium Maris

Photography
Project production: Artconnexion / Fondation de

France

pp. 20-21

2016
fle d’'Ouessant (Ushant Island), -8m

150 x 210 cm (155.2 x 215 cm framed)

p. 12 [center, top]

2019
Ebisujima, Shimoda, -6m, kelp and sargassos

150 x 210 cm (155.2 x 215 cm framed)

pp. 22-23

2019
Tle de Moléne (Molene Island), -4m, kelp and
himanthalia forest

110 x 154 cm (115.4 x 159 cm framed)

Courtesy of the artist and Galerie Maubert

Invisible
2018

Photography

Project production: Fondation Camargo / Calanque

National Park / OSU Phythéas, Ministere de la culture

p. 12 [center, middle]

Calanque de Cortiou, -17m, artificial reef, recently
submerged

80 x 110 cm (83.2 x 115.4 cm framed)

p. 12 [rignt, top]

Anse de Gaméou, -2m,
Lithophyllum rim (corbel of calcareois, encrusting
algae)

110 x 154 cm (115.4 x 159 cm framed)

p. 12 [left, top]

Calanque de Sugiton, -8m, Posidonia meadows

80 x 110 cm (83.2 x 115.4 cm framed)

p. 12 [center, bottom]

Baie de Cassis (Cassis Bay), -6m, sand

80 x 110 cm (83.2 x 115.4 cm framed)

p. 12 [left, bottom]

Calanque de I'Oule, -20m, drop-off, white
gorgonians, Eunicella singularis

110 x 154 cm (115.4 x 159 cm framed)

p. 12 [rignt, bottom]

Calanque de Sormiou, -12m,
fishing net
80 x 110 cm (83.2 x 115.4 cm framed)

Courtesy of the artist and Galerie Maubert

Paysage Invisible Nicolas Floc'h

Video by Stefan Cornic
2021

08'24"

Subtitles by Misao Masuko
©Am Art Films, 2021

Kate Newby

Calls us, calls us. pp.28-33
2023-2024
Indigo dye: Kosoen, Ome, Tokyo

Porcelain, stoneware, earthenware, bronze, found

glass (Tokyo), brass, sterling silver, aluminum, thread,

handmade indigo dyed rope made of organic ramie
and organic cotton

Dimensions variable

always, always, always pp.25-29
2023-2024

Stoneware, glaze, sand (New Zealand), found glass
(Tokyo and New Zealand), earth powder

Approx. 27m2

Support: Fujiwara Earthen Art Studio, Mashiko,

Tochigi / Kaneri Touryo, Mizunami, Gifu

You'll never guess how this goes p.35

2024
Sterling silver, bronze, stoneware, glaze

Dimensions variable

No one can walk the world anymore p.34

2024
Sterling silver, porcelain, stoneware, glaze

Dimensions variable

Takeshi Yasura

glacier p.43

2024

Inkjet print, chestnut tree, cedar tree, glass
26 x 37.6 cm framed

24 pieces

cosmos p.47

2024
Glacial meltwater, stones collected from Annapurna,

crystals distilled from camphor tree, ammonium

nitrate, potassium chloride, silk thread, marble, Sanbu

cedar, glass, silver, iron
30.5x30.5x210cm
Support: SEKISTONE Co., Ltd., Risa Tsunoda

noise p.36,pp.38-41
2024

Rice straw (Fukushima), stones that have existed for
some time (Fukushima), essential oil extracted from
citrus fruits and floral water (Tokyo, Okinawa,
Fukushima, Chiba), agricultural pipes, half chrome
light bulbs, pumps, tubes, silk thread dyed with
goldenrod, ethanol

Dimensions variable

Support: TOYOBOSHI KOGYO CO., LTD., Kohei Iseki,
Shuji Inoue, Yuka Shiobara, Sachiko Matsumoto,
Grandma Sakiyama

Engineering: Shuma Kasai
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Raphaél Zarka

Riding Modern Art p.62,p.64
2016

Posters, offset print on paper
90 x 135cm

Paving Space, Regular Score W8M1
pp. 49-51

2016
8 modules made of solid oak

168 x 336 x 168 cm

Paving Space, Regular Score W2M1

2016
2 modules of solid oak

84 x 168 x 168 cm

Cycloid Ledges n°2 p.62
2022-2024

Solid red oak

174 x 37 x 31cm

Cycloid Ledges n°3 p.62
2022-2024

Solid red oak

174 x 31 x 37 cm

p.52

Catalogue Raisonné of
Rhombicuboctahedra pp.51,61,62

2009-2024

Digital slideshow

22'14" (on a loop)

Text and voice: Didier Semin

Graphic design: deValence

Catalogue Raisonné of
Rhombicuboctahedra pp.54-55

2016-2024
Wallpaper
210 x 440 cm

Graphic design: deValence

Paving space, The Works of Raphaél Zarka
p.53

Video by Dan Magee

2019

05'05"

Skaters: Joseph Biais, Nick Jensen,

Chris Jones, Jan Kliewer, Josh Pall, Rémy Taveira,
Sylvain Tognelli, Armand Vaucher, Casper Brooker

Producers: Sylvain Tognelli, Bertrand Trichet

Riding Modern Art pp.63-64

2007-2024

Pigment print on fine art paper

10 pieces of 45 x 33 cm, 2 pieces of 180 x 128.5¢cm,
3 pieces of 140 x 110 cm framed

Photography: Eric Antoine, Dave Chami,

Guillaume Périmony, Jon Coulthard, Ryan Flynn,
Patxi Pardinas, Jonathan Mehring, Bryce Kanights,
Guillaume Langlois, Alan Maag, Seu Trinh,

Davy Van Laere, Marcel Veldman, Maxime Verret

Graphic design: deValence

Riding Modern Art

2007-2024

Pigment print on fine art paper

5 pieces: 53 x 73 cm each framed

Photographies: Matt Georges, Hendrik Herzmann,
Marcel Veldman

Graphic design: deValence

Riding Modern Art p. 64 [bottom]

2005-2007
Found footages video
03'17"

Les relations (sentimentales) des formes
Raphaél Zarka

Video by Stefan Cornic
2019

06'20"

Subtitles by Maki Mikasa
©Am Art Films, 2019
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IO — BREHRE17Aa-9

DY 7L T, EbHTEELERSZ
EN—DHNET, VYA VILIIERRRP H Y &
To TRB|E. ENOLIICLTRERBEIETVED
TLEID UL INLTIESHY EH-A, EDL
SICLT. BRNICHEETZ2HDEBETES T
LEdh, BEMEEAHIENEVNDIZETT,
BRIBERLLDIEENERA, TR, ENLS
WCLTUHIILTIEEL, Y1 TILIZRNB T
Ledde Zh, FUCES>TEKRTHY), %
WEBETHDEIICBAET"
—3a7-78vy 7, - TLREDRELY
20203848, /XUICT

ANBICE 2D 5 WVIEEERNDERIH5T
BRXATHD [ rORtEy (AFHH) | HF—DOD
FHEBATREL. ABHEVWHOIRBRICEREBAL
[¥rE2O€r (BA#HH) |*HIRESNZILE. #H
LWIdaYy—OFmeEEHIC, 7—MIHIFZIO
BY—-OEEHFEIATALL,

BEEX VI ARX T4 —=FLTIE, ZhETIC
HI IOV -DONERICER ZERPRES BN L.
HBEL. HENICIIOY - "DRELEBATE /=
BREEA MN—TERIT. EMEEANERMT 32
I TST-D[YELTIL— LI (2016), 3B
FETHIPFEFEEROIBE TCOEKAEE., 5
EZFDBOEIPETFTAERH W Ry NT—7VEE
BEERBALE [JU—->2F > K] (2017-2018), Zh
51k, 1970 FRATHRICEEL 2. BREMNRILE T,
WIKIRIE =, BUA. #ilTh & DRERMEDH TRAIL
TEIEMMWAEER (TALXFTL) L&D 2 BEBM
B77O-FICHEBLTWS, &/, 7ITINL 7T
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SEILF (FalL—5-)

WX TAHRICED [KOZEBIE] (2017) Tli.
KEWSEBRIPEAHL TELHEOBFERE, 77X
Ry —IN—Jb—IN—E W EMDERR{TAD 5B
B, ERRRE. O— AT BEN LSS
e LTHEHEEL. RES%—DO0D7—=27 -7

o I‘jj'_L\tl/—(uiu-I-[/t_o 77_\ ol —&—.

XF27-ATSCORRICLS [TXFEYI > -
HyTF 4T R](2021) Tk, BRES#HEEI AT
HICEREBT [HRLAR-EEK] OxaT77-t&
5z, EEEEAREROH*BERTIRERRY

To7

AR [Ta0YV—- BReHR4170-7] I3,

REMED A0 I 09— HEKEVWSIKES
X270 BEXxaL—2—C L TEMBLTIVE
BEFER. ¥~ —T14 2 - FIXCREDHEFELVEE
N, ZEMEERABHIC. BF—vNDEBES 45
TBHZET, 7T hENLAEERERRELTOIZIDONDH
Fi. ZThZhOBEEOHENERPII VA FD
Fo. Z DRI 28T E DL £ZH U ENSE
%, REEHMSICKEELH TR E FH T IHENL
ERMEAE T AHREME. N ERSEE L. BEBAE
W=JICHEDINEEFEETBIIIAXICEBZ I
AZXMAEVWOI BLBMGEP SBRBEDT - EEALD
BELERE L o 2o REMBEOSALIDH 5 DI
ZERLET0,

ST, [Taoy—BERE O3 4170-7
B, BRETIV-—TREVWSIZODF1T7O—-J1E
BEEL, BEI58DT7—T 14« XA MEBEERBN L
T4 = LDORSNW-BRZEET, T30 —-%20<
ZEFNLEREBETEIDEE LWV, Z2 T, I3
OY—%2@&)HEEEEDZADT—T1ARBED

FEEEBALU T, ABPLMNERRER L DD, REE
WRICEELRREBEYP SEFNEA A —JELTHET
E5h, EEIBTIEIC L, Zh 5. TEEFIFS.
EVS EAREVWEEDEEL ST — &V ABD
HSORENGEEA BV, TBREEIBRECX
T—hR—E-—DREHIPSRIELERTI40E. BR
PfEEDHEDE S MIBEN TV, ERIDOIERE
FICOVWTI, BEROX-—VESHRL TVEEE,
LUFTRZIhZFhOT7 -7 1 X MEMEEDEN S,
BICDICE 22 EEZEVWTHE 0,

Z470-71 [#i/-%% (LaVitaNuova) |

AAT7O-J1[#F-0%] Tk REXBREDX
EEEME L CEA— ADMER. E7ER (1953 F, &H -
uﬁ»iﬂm@%ﬁﬁb#éiﬁ%@@%ﬁ?ﬁu

otz EIFI976 FEDRA EMICEFTEEHE L.
EAR=KBERT. FMEARENDE & & 714,
1980 F LIk — MEROHIEICE WA TE
BREE %@%%%Lﬁba# . AEEBRND—8
TN A HERFREBEETIRTOIOD
Jh [ROET7OS I MNP HEEDIFH, HEBD
BUWEY > dJeRWHE (AVWE) ETERBM L

KHEOTICKRTTHE4A470-J1 [HFirhE]
DERM T, EDI0ERDKATH Z2hHHEFR (&
WEMEE) &, £ E (WERLEOSHBELEZ DO
5l ENDHL0BEF ERNCEORIC WV EEMIT»
SHELLTEAMBEITHY ., TRTOEZHD/I-ED
BREEIEDBIE, DEVWEEEANDZZET [£%
TWBEREIVWIZEL] EEZDHMI EEET 3,
COFMICHEL., 2L EROHEBREEREBLT
ErEEPRIE. BEDADHICHNERPEOILE
3BEMICT. mE10cmbAHVIL T — FDER
RENESHETIVAEDL SN, P SEAESNTY
2 EEEBLTWS, BRICEER U,

BROD—EBE L TDOARBIE. £HBHDODEGE W
ZCEEDFRIZWE, NBDRBEDEAREWMES T
JYXTLDHICIE, RLIEBT. FYHL. £F
L. FRET2 &V 2DDEE, 7— bOIEER&TT

APBINTWS, fhrbld. REBROEGDEAD
RTH, EICHEZE. ZThERAZV, FICANRAEL,
B WEBEYEEMTHY . Zhik, =MLy
£Fh, ZOEAPBEAEETHIFINLTVWDIDES D,
BREDOBEFRMEICE VT, TEFEEMSE & IE—E DR
EEODHAXLEDFR T, HEYMDEEFEEFERFICHED
EENPEFORICEEL., #IFIhTEAZ L IGHEK
R EICEL T BEAREANOMEE. WIHIESE
Xtz hBEADOEE EEE A WA, BROGIIER
V., RICEETIRNEEDRNBICAEE DB,
EMER S P COBRBAERIPOBEDNALEETZADES
do [#i7=k%] BT, MEELEIADP DY A
ZBL—2 3> Th3 (AVIE) . fEmesiAR, &
BEEAETF O (HBFAOFTFUI) (ICHA.

1986-1991 F ICFHIF s hiz (- K- 74—
F59LR-TOYI N Kb 5 DRIE) X [AH
NETOY 1T b (2015-EfTH) DT —HA T T« F
FHEETFTLTERRL =

FTH—EBOEATHEEEBT L (BUVE) .
HBOBICIT B LTS5 MBI E £ v+ 5 U —REA
EHEBIAAL, WHIREBEC B8 2EA D5 EIRE
L7=bD7, AIEIE. AET20FLIEICH V) HiH
DO¥EETOEEE . FEIK, Mgz LE L
ERBEBFZOMEE. PHEBERX. BER- 7—
TAANDFE) AR, ¥+ T UXMDEEDKE
ECHETIRMTMBIE EHICEZ DI HFL2DITHA

STEEULE, ZD4MICHRAMBORIZ, =
LEEZALEIT. ADDICEEFA DT 2EFH
LR THo 7o BRPRT LR, HEXRF T«
TERY, T—T1 A MEEHICMBEFBOEA L
RUICT- 7, &K, B7E. #HNSDGsEFEE
H\FRRIERETE N, BEREOEER TR, LIS
RAFEN SN TZAPICDODWTEY., £/ ELEIC,
N hEBERUREBEEY . KOBRELAXELTS
BORIEICHZ 5> 2BOMMEMEL TV B3HTHE
MLTL N PT—F 4 A MTHN, REREZHR
Thh, ChSE—ADABDOBRNMERD SBEHI
NA-BROME. ZLTEZEILSEFNAEFHALGED
RELT, DICRBLE> TV,

87



F470-52 [2HhOEOEEE]

<A 7a-72[2rDOEOEAZ] Tld. =3
S.-TJAvI. H1bh-Za2a—FE— RBI#. ST77T
W HFILADANDT —F7 ¢ A MERY) L, BE

ICIEADDOHDEEATE2HD5, ESHD B,

ABEGTIEE W, BOG, B2 AR #HPICKE
INET— T—7, ROWEZEEF, T2 K- Fv
1LDE, BEOLTHEGZKA. BOB, Kith--
ZhoDHEDEEEDENDFRLS ﬁ’ltit@i?
ZIAOY-DEREPIXNF-DBIREHRAHESZ
ENTEDIDED S P,

ZaF-70v 71 EA4N=THH'V) . B5ERH
ICEBY) D5 EGDEETHH 2B POHER (RalR
GiHR) /T D, ARTR . EIIADAT LY
ELAEICTHIFES iz (A>T« 2T I) (2018) &
{La couleur de I'eau, Colonnes d'eau KD &, kK1t)
(2019), 2L CTNa—=—aARFREEME L
(BOIAE V) (2016-19) B L 720 KFEEMEND
BIZ & 2 BE DEAL & /KK (body of water) 1> 5 4] V)
Wo7B%b. FEAPMTELOEME. AR
CHREAOMLEKICERTIRARS. E55bHE

EHfEE DBUAN LB E R ALE CREDHICH B,

AEIHEZEDO—DELTHHELAIYXI—-L -
Ty FviEhiE, BORIZ, TREOL I ERNFOR
EHEEEIN B,

b EBOEMOMBERERE. FzbDHIC
COREPEET DI EICLY, BRASEER
TBHEE, AbIEBEEEkD DD Thh 5
hERFICBVWERE S EVWOSUWEERIKES
RERTBIDTH2, Thbb. BOEMEHD D
CEIF BRRICESENFEVWOIBEERS LY G
bDBEDE ZDRD. HE5BBZ/ A2V — I35
BREh2.FA-B63ESDEBEICIERD Z &I
TELEV EMETNhBBRORRIED S5 THD,°

7Ry 7. Bl FEREELOBB TS

ADREEDKP AN DECEFRER T B, T DIEEI.

1970 FRICT AV ADZ 21—+ bKRTFT7—XI(C
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SO TERS N -BRIEEDRHEY . BICHRREC
RKELEBLAEZER, 75 XDDATAR 75 >
ZEXOEEZMEEREE L (KLU GERAEE 2B E
ZIEHDREEEI BEEWI AT 1LY, BRER
B MR OEECRHRET D & RUTH
LWZETIEEWV, LA L. BRI X =P8R
PBEAHRICHEVTZZ. 77— MERELTOEEY
BENGEE2HV, REELCALICBRETS 2L
T HrhEREZBBO LTI EEHBRLTEHEE 0,

TAh-Z2a—E—-I3, BS5DEHEY -2y T
AT —EFY, HEPERTEADLSZ A2 EDTHIC
SOoTEFNBZIXILX—2FERDOPICHERSI E 3,
FEEEEORROPICHLERETI =T -
PIURT—POREEB]FIRICHA L. U1 b TER
SNB377IF7F2 R, MPA. KBE&E Vo EREX
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Ecology: Dialogue on Circulations

Concerning recycling, one thing strikes me as
particularly important. Recycling has its limits,
but how might we currently cycle? Not recycle.
How can we recreate things that function
cyclically? That is, that do not produce waste.
Nature does not produce waste. So how can
we return, not to recycling, but to the cycle? It
seems to me that that is fundamental, the
absolute goal.

Nicolas Floc'h, in conversation with
Gilles Clément, Paris, March 4, 2020

The term “Anthropocene,” referring to a geological
era shaped by humanity's impact on Earth’s geology
and ecosystems, has become widely known beyond
its original domain of scientific theory. The concept
of the “Capitalocene,”? which critiques the framing
of this era solely in terms of humanity, has also been
proposed, reflecting ongoing concern with
ecological discourse as well as ecological practices
in art.

Hermes Ginza Maison Le Forum has consistently
worked with artists and presented exhibitions
connected to ecological themes, fostering an
ecological perspective on the arts. Michel Blazy's
Living Room 11 (2016) conceived the gallery as a
biotope open to the wider ecosystem. The exhibition
Greenland (2017-2018) explored the Arctic snow
and ice research of physicist Ukichiro Nakaya and
the fog sculptures and video-based network
activities of Fujiko Nakaya. These works resonate
with the interdisciplinary approach that emerged
around the 1970s, avoiding objectification of nature
and instead viewing the global environment as an
organic system shaped by the interconnected forces
of society, politics, and technology. Similarly,
Abraham Cruzvillegas's The Water Trilogy (2017)
examined the societal cycles formed around water
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as a resource through the lens of aquatic species
such as catfish and axolotls, reconstructing
civilization, science, and indigenous knowledge as
autonomous conceptual structures, and designing
the exhibition as a learning platform. In Exhibition
Cuttings (2021), proposed by curator Mathieu
Copeland, the exhibition was framed through the
metaphor of grafting and cutting, a process of
artificially cultivating life, and the environmentally
themed presentation included nurturing seedlings
from Masanobu Fukuoka Natural Farm.

This exhibition, Ecology: Dialogue on Circulations,
was conceived through discussions with curator
Reiko Tsubaki and Martin Germann, who were
preparing the exhibition Our Ecology: Toward a
Planetary Living. Organizing exhibitions on the same
theme during the same period revealed connections
between these two venues as ecosystems for art,
illuminating each venue's social context, forms of
commitment, and relationship with the surrounding
city. This exhibition provided a valuable opportunity
to examine an urgent theme from different
perspectives: the Mori Art Museum, backed by Mori
Building Co., Ltd., which carries out large-scale
urban development in Tokyo, the Fondation
d’entreprise Hermes, a company based in Paris and
engaged in artisanal manufacturing with roots in
harness and saddlery. Here | would like to express
my sincere gratitude to everyone at the Mori Art
Museum.

Ecology: Dialogue on Circulations was structured
around two forms of dialogue - one through solo
exhibitions, and the other through group exhibitions
- and featured a total of five artists. Tracing the
historical development of ecological discussions
within the Forum's limited exhibition space would
have been challenging. Instead, we sought to convey
these issues through tangible images drawn from
familiar environments, shifting away from

anthropocentric perspectives while highlighting the
works of artists who view ecology above all as a
practice. Their approaches are filled with insights
into coexistence with nature and others, such as
questioning the fundamental human act of making
art through simple gestures like plucking flowers, or
observing the environment from the perspective of
drifting seaweed or skateboarders. For detailed
descriptions of each work, please refer to the
individual artist pages. Below, this essay will outline
some of the most memorable content from the
dialogues between the artists and their discussion
partners.

Dialogue 1: La Vita Nuova (New Life)

“Dialogue 1: La Vita Nuova" reflected on 40 years
of the artistic practice of Jaeeun Choi (b. 1953,
Seoul, Korea), an artist who has maintained an
ongoing dialogue with the environment and nature,
in a solo exhibition format. After moving to Japanin
1976, Choi encountered ikebana and studied under
Hiroshi Teshigahara, the third iemoto (head) of the
Sogetsu School, then began creating art in 1980.
The exhibition showcased projects including her
ongoing Dreaming of Earth Project,® which
reconstructs ideal relationships of coexistence by
humans as part of nature while directly engaging
with the realities of natural ecosystems. It also
featured her new work White Death, made using
dead white coral from Okinawa.

In the publication, released prior to this catalogue,
for “Dialogue 1: La Vita Nuova,” Keiko Nakamura, a
biohistory researcher and Choi's friend of 30 years,
defines biohistory as “a field that delves into the
essence of life by examining the relationships and
evolutionary trajectories of our planet'’s diverse
organisms, all of which are relatives, being
descended from the same ancestral cells that
emerged in the oceans around four billion years
ago.™ Jointly inspired by this scientific discipline,
Choi and Nakamura have collaborated on production
of diverse works. In the publication, they recall
visiting the 38th parallel at Panmunjom for filming,
where they observed tiny ants walking south to north
and north to south across a concrete boundary less
than 10 cm high. Nature knows no borders.

Human beings, as part of nature, exist within a
chain of life, receiving life from other living beings.

The fundamental elements of human existence

- food, clothing, shelter - are rooted in an
ecosystem, and concealed within this system are the
universal acts of art and the actions of the heart in
appreciating, creating, sharing, and possessing
beauty. Even at the simplest level of organic
functioning, when we encounter beauty, we wish to
see it, acquire it, and create it, and these impulses
have generated art and culture and sustained them
throughout history. In Japanese cultural history,
which follows a trajectory distinct from Western art
history, ikebana has endured as an everyday
practice, engaging simultaneously with the life and
the death of plants. For Choi, studying under Hiroshi
Teshigahara went beyond devotion to ikebana as a
cultural practice. Rather, it seems that her
experience of handling plants fostered her stance of
immersion in nature and engagement with the
tension between beauty and violence inherent in life.
La Vita Nuova exhibition presented her new large-
scale installation White Death alongside A Poet's
Atelier, dedicated to plants, trees, and extinct
species, as well as World Underground Project:
Reply from the Earth (1986-91) and archival footage
of Dreaming of Earth Project (2015-ongoing), which
focuses on the Korean Peninsula’s Demilitarized
Zone (DMZ) and the Cheorwon Site.

Among the works, White Death in particular made
a powerful impact and captivated viewers. The artist
brought dead coral washed up onto Okinawa's
shores into the gallery, transforming the space into a
site for reflecting on both the global environment
and our own place within it. This work was made
possible through the support of people whose lives
are closely connected to coral, including Koji and
Misae Kinjo, who have been transplanting coral in
Okinawa for over 20 years; environmental ecologist
Yoshikatsu Nakano, who specializes in coral reef
research; photographer and artist Linda Iha; and
gallerist Misa Shin. The sheer presence of four tons
of coral in the exhibition space was both
breathtaking and frightening, confronting viewers
with the stark reality of environmental destruction.
After the show ended, a group of corporate
volunteers joined the artist in returning the coral to
Okinawa's beaches. Kinjo spoke about how
environmental protection, though widely promoted
as part of the SDGs, had long been neglected in
favor of economic growth. He also shared his work
creating small marine environments on land, where
he researches coral species that can withstand
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rising water temperatures and changing marine
conditions. Whether through art or environmental
conservation, each effort left a powerful lasting
impression as a dialogue with nature shaped by an
individual's unwavering convictions and imbued with
the hope of renewal.

Dialogue 2: Ephemeral Anchoring

The next section, “Dialogue 2: Ephemeral
Anchoring,” featured four artists: Nicolas Floc'h,
Kate Newby, Takeshi Yasura, and Raphaél Zarka. It is
not only humans who are moored on this planet and
drift for a brief time before floating onward. The
shifting hues of the sea, seaweed, fish reefs, urban
art installations, enigmatic polyhedra, the sounds of
wind chimes, glaciers melting in the palm of a hand,
birdsong, the earth itself... what ecological practices
and energy circulations can we uncover by drifting
alongside these fleeting presences?

Nicolas Floc’h is both an artist and a diver who
plunges into seas and rivers to photograph the
underwater world, the unseen realm that gave rise to
life. This exhibition featured Invisible (2018) and La
couleur de I'eau, Colonnes d'eau (The Color of Water,
Columns of Water) (2019), created in Le Parc
national des Calanques in southern France, along
with Initium Maris (2016), which focuses on the
Brittany coast or Finistére: where the earth ends and
“begins the sea.” The works isolate and present the
amazing range of colors present in bodies of water,
highlighting changes in density due to depth and
microbial life. They also depict underwater
landscapes where deep-sea fish and thousands of
species coexist with artificial fishing reefs and nets,
all within dynamic environments shaped by political
forces that extend from land to sea.

Emanuele Coccia, whose essay is included in this
catalogue, describes the sea as having a dual nature:

However, there is something peculiar here: the
physical continuity between our life and marine
life, the presence of this liquid inside us makes
observing underwater landscapes a strange
overlapping of contemplating the past and
contemplating an available future. Considering
marine life means reflecting on the magic of a
twin who has distanced itself from us. For this
reason, any form of nostalgia has been
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eliminated: we can no longer return to our
origins, because life is always its own future.®

Floc'h continues to document underwater and
river environments along the French coast, both
independently and in collaboration with scientists.
According to the artist, this work is informed by the
precedents set by the American New Topographers,
whose 1970s documentation of natural
environments later made major contributions to
conservation efforts, and by the French DATAR
project,® which preserved a record of changes to the
French landscape through art photography. The
medium of photography has long taken the natural
environment as both a subject and object of artistic
exploration. However, it is worth emphasizing that
especially in today’s image- and information-
saturated society, photographs presented as art can
play an educational role, raising awareness of urgent
issues among a broad audience and shedding light
on new practices.

Kate Newby refers to her practice as social
ecology, integrating energy generated through
interactions with those involved in her productions
and exhibitions into her work. She engages critically
with the legacy of minimalism and land art, which
emphasize the discovery of sculpture through
viewers' experience, and bases her work on the
paradigm of semi-permanent sculpture. By
embracing accidents and unforeseen occurrences
that arise on site, and accepting environmental
changes such as rain, wind, and sunlight as well as
shifts in mood and emotion, her work elicits fleeting
sensations of healing.

This exhibition presented wind chimes titled Calls
us, calls us. (2023-24), made in Texas, where she
currently lives, and the ceramic work always, always,
always (2023-24) produced in Mashiko, Tochigi
Prefecture. The latter, featuring beautiful coloration
emerging from the texture of the clay and glazes,
was made in collaboration with Fujiwara Earthen Art
Studio (Mashiko, Tochigi Prefecture) and sculpted
through the artist's direct bodily movement like
dance. Ostensibly, simply using natural materials
may be perceived as conveying an ecological
message. However, ceramics involve clay that is
excavated from the earth, processed, and kiln-fired
at temperatures exceeding 1,000 degrees, and in
terms of energy consumption and resource
extraction, its environmental impact cannot be

ignored. As a result, there were extensive
discussions throughout the production process
regarding the work’s size, production techniques,
transportation, and the long-term fate of ceramics.

That being said, Newby says she envisioned the
work as an expression of the earth’s expansiveness,
requiring a scale that ensures ample space for
people to walk around leisurely and sit. Fujiwara
Earthen Art Studio used their ceramic slab
techniques to prepare an environment in which the
artist grappled with the clay. The resulting work
balances wildness and refinement, filled with the joy
that playing with clay brings. It features barnacle-like
bumps formed with fingertips, sharp incisions made
with nails, elegant curves reminiscent of sand dunes,
surfaces resembling puddles, and rich gradations of
cobalt blue and ocher.

For Newby, the work’ itself is the experience of
creating a landscape connected to our own, yet
unfamiliar, through the generation of new textures.
Not only are memories etched in the bodies of those
involved in its creation, but she also invites direct
physical engagement from viewers. The ceramic
earth, cool to the touch and covered in rough
protrusions, is walked upon barefoot, and gradually
becomes familiar to the skin and hands as one sits.
Beyond the vast, level expanse of earth, one might
glimpse the Texas wind chimes, across the sea and
stretching into the sky. Communication through the
soles of the feet and the palms of the hands®: what
connects Newby and us always begins with the
tiniest sensations.

Takeshi Yasura creates art in the capacity of a
mediator, incorporating activities such as agriculture
and beekeeping into his practice. Engaging with
ontology, a philosophical theme connected to his
congenital disability, he takes an approach that
embeds a critique of the hierarchies and disparities
inherent in ecology.

The three works shown in this exhibition are
independent yet interconnected. Among them is
noise (2024), centered around a yellow cylindrical
dome made of washi paper made from rice straw
cultivated in Fukushima Prefecture and dyed with
goldenrod. Viewers can engage with this three-
dimensional work as a structure that stands within
the space, or they can step inside to experience the
scent of rice straw, dappled sunlight filtering

through the washi paper, and the rhythmic pulsing of
flickering lights. Goldenrod is an invasive species
commonly found in vacant lots on the outskirts of
Tokyo and generally known for its harmful effects on
rice-growing areas. Here, however, human beings
facilitate an encounter between species that could
not normally coexist, and the rice straw, dyed and
shaped into walls, delivers an experience in which
the inherent beauty of these materials and their
mutual resonance can be shared.

Following the 2011 earthquake, tsunami, and
nuclear disaster, Yasura engaged in repeated
conversations with people who had return in
Fukushima Prefecture and taken up farming there.
For the noise installation, in addition to rice straw, he
collected “stones that have existed for some time”
from Fukushima Prefecture to use as weights. Water
falls at periodic intervals onto drums placed around
the dome, producing rhythmic sounds, while
essential oils extracted from citrus fruits and floral
waters (from Tokyo, Okinawa, Fukushima, and Chiba)
fill the space with fragrance. The scent of fruits
harvested from the land where Yasura engages in
farming is blended and wafts freely through the air.
Through the interplay between the structure’s
interior and exterior, connected by the flickering
lights, and the unbounded air, ambiguous and
uncertain boundaries created by the nuclear
accident emerge.

Forming a constellation with noise, two works that
address geological time scales are glacier (2024),
which takes ice from Nepalese glaciers as its motif,
and cosmos (2024), a storm glass that predicts
weather through changes in the state of matter.
While noise presents hidden boundaries and
discrepancies within familiar materials and
phenomena perceptible through the five senses,
glacier and cosmos deal with timescales and
changes that are difficult to grasp through bodily
sensation. Many of the events depicted in these
three works are visually elusive for those living in
urban environments, and will not become visible
without careful attention from the viewer. The layers
of time and space portrayed in the three works
interrelate across their respective distances, hinting
at the interconnected nature of the reality we all
inhabit.

Taking a bird's-eye view, what relationships are
actually woven among the places where the works

95



are generated, and which they occupy? And how
does the negotiation between living and non-living

things - preserved, linked, and at times transformed

- relate to the dynamics and conflicts of ecological
thought?

Raphaél Zarka reimagines urban landscapes
through skateboarding. As a child, Zarka explored

flea markets in Montpellier, interacting with various

objects, while also using the city as his playground
through skateboarding. These experiences shaped
his unique artistic perspective and sensibility. As
skateboarders weave through the city on their small
wheeled boards, executing tricks, the urban
landscape is redefined as a radically different
physical space. Zarka points out, “Our urban
environments are structured by an order dictated by
labor, restricting movement and systemically
isolating the element of play."®

This exhibition highlighted two signature research
themes of Zarka's work. One is the relationship
between skateboarding and minimalist sculpture,
and the other is the rhombicuboctahedron (a 26-faced
uniform polyhedron with both square and triangular
faces). Both themes are rooted in research that
involves collecting photographs and found objects
related to these subjects, and the artist produces
sculptural works emerging from this research. This
work actively links the appropriation and reuse of
forms, rediscovered by revisiting history, to new
spatial and conceptual dynamics.

Riding Modern Art (2005-24) is a series of works
who build by collection of photographs or found
footage video depicting skateboarders riding on
artworks installed in public spaces. Zarka's
exploration is thoroughly examined in a paper titled
Free Ride: skateboard, mécanique galiléenne et
formes simples.*® Zarka's boundless curiosity
propels him from the evolution of skateboarding to
the topography of this play, the dynamics of slopes,
the structure of skate parks shaped by processes
such as friction and rotation, and even the
phenomenology of minimalist art by Tony Smith and
Robert Morris. This exploration has gradually
evolved into actual skateable works such as Paving
Space, Regular Score W8M1 (2016) and Cycloid
Ledges (2022-24).** Meanwhile, Catalogue Raisonné
of Rhombicuboctahedra (2009-24) examines the
enigmatic rhombicuboctahedron, a form that
transcends time, recurring across cultures in paintings,
architecture, and even in confectionery and toys.
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Whether it is the energy generated by slopes
found in urban spaces, or the discovery of mystery
and tranquility in geometry, these perspectives
encourage reflection on how art has survived by
adapting its paradigms, and how it will continue to
sustain itself in the future. Zarka's stance can be
called one that considers the ecology of artworks
themselves. Art is at times constrained, forced to

stand unchanged as a testament to its time, even as

it engages with both concrete and transcendent

time-scales. But how can we ensure that art's unique

circuit of energy remains open?

No matter how much time and effort we devote to

it, we can never fully grasp the entirety of ecology.
That is precisely why ecological practices should
not, within the order of a particular era, enforce rigid
boundaries and exclude the act of art. | would like to
conclude this essay with a quote?? from the art
historian Didier Semin, who was also Zarka's
professor:

In the words of John Dewey: “Art is thus
prefigured in the very processes of living. A
bird builds its nest and a beaver its dam when
internal organic pressures cooperate with
external materials so that the former are
fulfilled and the latter are transformed in a
satisfying culmination. We may hesitate to
apply the word ‘art,’ since we doubt the
presence of directive intent. But all deliberation,
all conscious intent, grows out of things once
performed organically through the interplay of
natural energies.”*® The energy, the interplay of
forces and the organic pressure that Zarka
experienced on his skateboard are transformed,
through the intertwining of a subtle dialectic
between sensation and its interpretation, into
sculptures that set the viewer’s thoughts in
magnificent motion—free riding.
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Nicolas Floc'h, Invisible, Amsterdam, Roma Publications, 2020,
pp. 2563-265.

Aterm coined by environmental historian and sociologist Jason W.
Moore.

Taking the ecosystem that has emerged through self-organization
in the Demilitarized Zone (DMZ) dividing the Korean Peninsula as a
vision for the future, this project aims to restore forests. The
project was presented at The Nature Rules: Dreaming of Earth
Project (2019), held at the Hara Museum in Tokyo.

Keiko Nakamura, “Hearing Voices that Herald La Vita Nuova,” La Vita
Nuova / Jaeeun Choi, Fondation d'entreprise Hermeés, 2024, p. 66.

Emanuele Coccia, “The Sea, Beneath the Horizon," in this
catalogue, p. 17.

The Délégation a 'aménagement du territoire et a I'action régionale
(DATAR), established in 1963, launched a series of art and
photography committees between 1984 and 1989. The goal was
to “represent the French landscape of the 1980s,” and 29
photographers from diverse backgrounds were dispatched to the
field. This initiative became known as La Mission photographique
de la DATAR.

Kaneri Touryo (Mizunami City, Gifu Prefecture) also assisted in
research on clay. Also, at the Mori Art Museum, Newby exhibited

terrazzo and indigo-dyed fabric. The artificial marble terrazzo
work, created in collaboration with the Fondation d'entreprise
Hermes was produced using a technique of arraying stones
collected from the streets near Mori Art Museum in Roppongi and
Maison Hermeés in Ginza, along with fragments of ceramics, glass,
lost chains, and bottle caps, during the fabrication of the flooring
material. Newby produced the work at Torii Cement (Toyama City,
Toyama Prefecture) during a stay in August 2024.

The exhibition also included two pocket pieces designed to be held
in the palm, You'll never guess how this goes (2024) and No one can
walk the world anymore (2024). The works were kept in the pockets
of gallery attendants, and when viewers noticed the caption and
inquired, the attendants would place the piece in the viewer's palm
for viewing.

Raphaél Zarka, Free Ride: skateboard, mécanique galiléenne et
formes simples, Paris, Edition B42, 2017, p. 32.

Ibid.

The photo series Riding Modern Art (2007-24) was additionally
exhibited at a separate venue in co-organization with the Institut
frangais de Tokyo. Raphaél Zarka: Riding Modern Art, Institut
francais de Tokyo, February 17 - April 21, 2024.

Didier Semin, “Roue libre/Freewheeling,” Raphaél Zarka,
monographie, Paris, Edition B42, 2017, p. 99.

John Dewey, Art as Experience, Kindle Edition, New York, Tarcher,
2005, p. 25.
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Talk Session 1

“Ecology: Connecting Places”
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Speakers: Reiko Tsubaki (Curator, Mori Art Museum),

Kate Newby (Artist)

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

16 February (Fri.), 2024, 19:00-20:00
Ginza Maison Hermes Le Studio (10th floor)

We invited the curator of the exhibition “Our Ecology: Toward a
Planetary Living” at the Mori Art Museum to join Kate Newby, who
presented her works in both exhibitions. We discussed how these
related exhibitions question the theme, ecology, through the artworks.
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Talk Session 2
“Circulations and Landscapes”
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Speakers: Nicolas Floc'h (Artist), Raphaél Zarka (Artist),
Reiko Setsuda (Curator, Fondation Fondation d'entreprise
Hermes)

Moderator: Kenjiro Hosaka (Director, Shiga Museum of Art)

Saturday, February 17, 2024, 15:00-17:00
Institut Frangais de Tokyo

Nicolas Floc'h and Raphaél Zarka, artists who were visiting Japan from
France for this exhibition, together with Kenjiro Hosaka (Director of
Shiga Museum of Art) and the curator of this exhibition, we shared
interpretations of circulations and landscapes.
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Talk Session 3
“Thinking about Strata”
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Performance

“Art Appreciation”
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Speakers: Takeshi Yasura (Artist),
Reiko Setsuda (Curator, Fondation d'entreprise Hermeés)
Moderator: Reiko Tsubaki (Curator, Mori Art Museum)

22 February (Thu.), 2024, 19:00-20:00

Auditorium, Mori Art Museum (53F Roppongi Hills Mori Tower)
Artist Takeshi Yasura, featured in both exhibitions, “Our Ecology:
Toward a Planetary Living” at Mori Art Museum and its related
exhibition “Ephemeral Anchoring” at Ginza Maison Hermes Le
FORUM, and the Fondation d'entreprise Hermes' curator Reiko
Setsuda talked about art and ecology.
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Performers (Clown): Jun Yamaguchi, Ryo Sasaki,
Sabu Orimo (Shakuhachi player)

22 May (Wed.), 25 May (Sat.), 29 May (Wed.), 2024
Ginza Maison Hérmes Le FORUM (8th and 9th floor)

This performance was proposed by Takeshi Yasura, one of the
exhibiting artists. It is an experimental endeavor that seeks to awaken
the bodily sensations of art appreciation, mediated by clowns playfully
interacting with the exhibited works and the space and the faint music
of a shakuhachi (bamboo flute) drifting through the background.
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We would like to acknowledge the people who assisted in various ways in making works
areality by listing their names below. (Titles omitted, listed in no particular order.)
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Ephemeral Anchoring / Nicolas Floc'h, Kate Newby,

Takeshi Yasura, Raphaél Zarka

February 16th (Fri.) - May 31st (Fri.), 2024

Exhibition:
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This exhibition was held in conjunction with the Mori Art Museum's 20th anniversary
exhibition,“Our Ecology: Toward a Planetary Living.”

Mori Art Museum 20th Anniversary Exhibition “Our Ecology: Toward a
Planetary Living”

Exhibition period: October 18th (Wed.), 2023 - March 31st (Sun.), 2024
Organizer: Mori Art Museum

Curated by: Martin Germann (Adjunct Curator, Mori Art Museum),

Reiko Tsubaki (Curator, Mori Art Museum)

Guest Curator for Section 2: Bert Winther-Tamaki (Professor, Art History
Department and Visual Studies Ph. D. Program, University of California, Irvine)
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