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The Fondation d'entreprise Hermes is pleased to present “Exhibition Cuttings”, a
new exhibition by London-based French/British curator Mathieu Copeland and his
first in Japan. Since 2003, Copeland (born in 1977) has been using exhibitions as a
platform to question their traditional roles and frameworks, through a curatorial
practice that proposes new ways of experiencing and perceiving exhibitions. For
example, the co-curated exhibition “Voids. A Retrospective” (Centre Pompidou,
Paris, 2009 / Kunsthalle Bern, 2009) revisited historic exhibitions which presented
nothing but an emptied gallery space. This exhibition sparked a huge debate, as
what were to be experienced were exhibition spaces entirely void. In his solo
curatorial project, “A Retrospective of Closed Exhibitions” (Kunsthalle Friart
Fribourg, 2016), Copeland brings together past exhibitions where exhibition spaces
were closed by artists as artistic gestures. The latter will be seen anew in this
exhibition, now as a documentary film.

“Exhibition Cuttings” is conceived from the two meanings of the word «cutting». The
first refers to the «cutting and grafting» in plant propagation, which serves as a
metaphor for an organic body that is being artificially grown. This can also be
understood as a metaphor for the fleeting ecosystem of this exhibition, in which a
work of art is temporarily cut out, transplanted to the gallery space, and nurtured
with the viewer throughout its duration. The other refers to the more familiar
meaning of the word, the editing process of newspaper clippings and movies, and
relates to how Copeland himself has been working —by literally «cutting» from the
archives of past exhibitions.

Using keywords such as cutting, grafting, and editing, Copeland explores the
possibilities of exhibitions with what only appears as a minimalist aesthetic. One
wonders how viewers will experience these new territories, these environments with
a rich ecosystem nurtured by new hybrid organisms.
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Exhibition / Closing Party
Sayaka Osaki Poet

Carried in
On an arbitrary day
There, a circle

Comes into being

Humidity as promised
Music as promised
But the designer

Absent always

In this temporary setting
Filtered light warms an incubator
And it responds, mixing footsteps

Into the artificial grace of sound

Humidity as promised
Music as promised
Quarantined in windless space

Earth awaiting movement

When the organic is on display
The invisible is on display too
Perhaps that's why you might

Feel some small objection

In this temporary setting
In this circle, ripples raised
By those who come and go

Bring forth the nutrients

Or are the waves of electronic sound

Calling forth from openings in the soft soil

Memories of ancient days when

Oceanic waves washed over all?

One day, when the Amanatsu's branch
Grows as thick as its trunk,
The continuous sound will cease

And the water’s surface will grow still

On that arbitrary day
Will the disbanded circle
Come together again to form

Another circle again?

What the circle shows us is separation

But who is it that shows us you?
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Masanobu Fukuoka’ Nature’s food mandala diagram, sketched by Mathieu Copeland.
Reference: Masanobu Fukuoka, The One Straw Revolution. Shunjusha, 2004, p.201
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Nurturing New Art Ecosystems

Mathieu Copeland cCurator

Exhibition Cuttings

Exhibitions are accompanied by an ensemble that presents them, represents them,
and thus make them present. This set made up of connected forms, “paratexts”"—to
borrow Gérard Genette's term—and “exhibition prosthetics,” in Joseph Grigely's
provocative turn of phrase, associates the name of the artist, the name of the curator, the
title, the wall texts, the labels, the list of artworks, the audio guide etc. Grigely questions
the reality of the exhibition, “where does an exhibition begin and end? Is an exhibition just
about the materialization of specific works of art, or is it also—and if so, in what ways—
about the various conventions that go into the making of exhibitions, which include press
releases, announcement cards, checklists, catalogues, and digital-based media?” He
thus prefers talking in terms of exhibition “prosthetics” “to describe an array of these
conventions, particularly (but not exclusively) in relation to exhibition practices.” "

J. Hillis Miller, in The Critic as Host, defines “para” as “an antithetical prefix which
designates both proximity and distance, similarity and difference, interiority and
exteriority [...], something that is situated at once on this side and that side of a boundary,
athreshold or a margin, of equal status and yet secondary, subsidiary, subordinate, like a
guest to his host, a slave to his master. Something that is “para” is not only at once on
both sides of the boundary separating interior and exterior: it is also the boundary itself,
the screen acting as a permeable membrane between the within and the without. It
involves their confusion, letting the exterior in and the interior out, it divides and unites
them.”"? The relation to the prosthesis, for its part, is the extension. The prosthesis is
constructed in the negative from a damaged body. It contributes to complete a broken
entity, a fragmented and incomplete reality. Although attached to the exhibition, the
prosthesis does not belong to it and will always be a reminder to its host that it is
complementary, and not identity-related. It contributes to it as an added piece, a parasite.
It wavers around the fabric of the site—and never becomes part of it.

If the material nature of the exhibition is indecisive and intangible, it is also intelligible
and intellectual, while also being perceptible, a source of wonder and continually
experimental. So let us consider those occurrences where the exhibition is also the
paratext. It has always seemed fundamental to me not to exploit artworks and put them at
the service of a discourse that is not theirs. A work exists through and for what it is. The
polysemy of a work of art comes through what defines it. The exhibition is one of the
vehicles that can temporarily hallmark, and even index, a work. As a bearer of meaning, it
declares its desire for autonomy with regard to the work, and in so doing asserts its
dependence. The paratext is not a remote value of the exhibition. In the footsteps of
Genette, the paratext is an integral part of the exhibition. It is the exhibition, and vice versa.
The paratext of the exhibition structure the sensitive architecture that exhibitions are.

I would more readily borrow from the botanical glossary the vocabulary of cuttings and
grafts, as augmented organisms. The exhibition is a series of replicated organisms,
“re-potted,” which bind together and form just one. A foreign graft that adapts to its host
and shares the same material character. A symbiosis that takes root. Let us imagine the
exhibition and its catalogue as two autonomous entities that nurture one another, which
recognize one another while accepting their differences, and which make each other grow.
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Hiroki Fukuoka transplanted the soil and
the Amanatsu orange from Masanobu
Fukuoka Natural Farm, April 19th, 2021

The ensemble constituted by the catalogue and the exhibition contributes to the
feeling of the whole that is the ‘Exhibition.’ The catalogue, the second generation of the
exhibition one might argue, is too often the genetic multiplication of the parent exhibition.
If too many exhibitions are theses (or ideas, or intuitions) spaced out, the catalogue is not,
however, the original thought in its ideal materiality. It is not a work that collects written
words illustrated by selected works. It seems essential to consider the publication related
to the exhibition as the transplant of one with the other. Two autonomous entities that feed
on each other, which recognize each other while accepting their differences, and grow.

Buckminster Fuller defined ‘Ephemeralization’ as “the progressive doing of more with
less per each and every reinvested resource unite of energy M (matter), energy R
(radiation), and | (intellect).””® Ephemeral by essence, exhibitions only exists for a given
period of time, specified and normalized by the calendars of host institutions. The
catalogue reinstates this time-frame and goes beyond. Long after the end of the event, it
remains and contributes to a [retro/pro]-spective memory. It constitutes the living and
ongoing memory of the exhibition, the only surviving part.

In parallel to Fuller's equation, let us try to justify the complex formed by the
addendum and the over-production of objects that also involves the industry necessary
for the physical production of catalogues and its global impact on an internationalized
production. It is urgent that we re-think the ecology of the exhibition, and the catalogue
within the ecosystem of the ‘exhibition.” By analysing this science of the reciprocal
relations which form these social and economic environments, let us dwell on the



possibilities offered by catalogues: these cuttings make it possible to preserve those
fleeting balances that exhibitions are.

Exhibitions as Emophonies

Exhibitions are both vectors and objects that should echo the fundamental ecological
questions of our time. Distressed by the effect of Japan's post-war industrialisation,
Japanese scientist, farmer and philosopher Masanobu Fukuoka rejected both modern
agribusiness and centuries of agricultural lore. This led him to write The One Straw
Revolution (1975), his manifesto about farming, eating and how the limits of human
knowledge present a radical challenge to the global systems we rely on for our food—a
fundamental and radical philosophy against mass extinction and climate change.

From 1968 to 1971, Phill Niblock realised four Environment pieces conceived as a
series of “nonverbal theatre” events with dance, music and films. Shown in sequence at
the Judson Church, the Everson Museum of Art in Syracuse, the Herbert F. Johnson
Museum at Cornell University and finally the Whitney Museum in NYC, these pieces
were—in the words of Jonas Mekas—"presenting movements and images which
contained life energy with a minimum corruption”. Each Environment consisted of a
choreography of projected movies and slides, interspersed by dancers performing
simple movements that merged perfectly with the serenity of the images. Mapping a
given territory through still images and films—100 mile radius and ten hundred inch radii
of the Adirondacks in New York State for the last two events—these pieces created a
temporary environment of projected images, music and movement in the space of the
museum. The music that originally accompanied the performances can, in retrospect, be
heard as early experiments in what would soon become Phill Niblock’s quintessential
minimalist music.

Gustav Metzger defined the Environment as being “that which you do not see!
Environment is that which humanity adds on to nature: It is the icing on the cake.” He
continued: “l am putting forward the view that it is necessary to keep the terms/concept
Nature separate from the term and concept Environment. The present trend to intermix
the two has caused enormous confusion. Behind it lies a series of machinations, which |
intend to address later. | define Environment as that which you do not see. You have
Nature; Environment is the addition which man makes to nature; the addition is often of a
destructive or devastating kind. There is another form of Environment, and that is the
man-made Environment. As we proceed, you will find that these extreme definitions have
their use, as we go on to disentangle some quite complicated issues. We shall see that
once we separate Nature and Environment we have the chance to probe into matters
which are central to the chief question facing us, including that of survival.”"®

Exhibitions can be considered through the prism of Ecophilosophy, the philosophy of
ecological harmony or equilibrium as defined by the father of deep ecology, Arne Naess®,
and its correlated definition by post-structuralist philosopher and psychoanalyst Félix
Guattari as the ethico-political articulation “between the three ecological registers,
that of the environment, that of social relations and that of human subjectivity”"”.
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Expanding upon our understanding of Ecosophy, let us include to that broad
appreciation that of Ecophony.

Ecophony is a term coined by Japanese artist and scientist Tsutomu Ohashi (also
known as Shoji Yamashiro), the founder in 1974 of the Japanese musical collective
Geinoh Yamashirogumi. The term is composed of ‘Eco,’ from the Greek oik-, oiko-, house,
and in its combining form that refers to 1: habitat or environment (as in for instance,
ecospecies) and 2: ecological or environmental (as in ecocatastrophe); together with
‘Phony’, of -phone, used to form words referring to a speaker or speakers of a particular
language or to form the names of musical instruments. This proposition encapsulates all
those who speak the language of our natural habitat—the environmental language—
together with the acceptation that our environmental habitat is a musical instrument.

The plurality of the languages that constitute these ephemeral environments is akin to
a Polyphony, a term that proves to be an apt synonym to exhibition in as much that both
are the result of a combination of a multiplicity of independent but harmonizing elements.
Whereas Homophony (a texture in which a primary part is supported by one or more
additional strands that flesh out the harmony and often provide rhythmic contrast), and
Heterophony (a texture characterized by the simultaneous variation of a single line) also
offer fascinating tropes for possible exhibition models, we may accept how exhibition can
ultimately be appreciated as an Emophony-a neologism formed from the prefix emo-, the
apocope of the English adjective emotional-that characterize an environmental language
expressing a great depth of feelings.

Towards New Art Ecosystems

A clear break from out-dated models is necessary to propose new working structures
that combat audience fatigue and cultivate acute observations along with heightened
expectations. Informed by emergency responses in times of crisis, and the agricultural
practice of the fallow—where a land is ploughed and harrowed but left unsown for a
period in order to restore its fertility and to avoid surplus production—a new curatorial
model anchors art ecosystems in a sustainable future. A workshop for emancipatory
scenarios, new formats and radical practices, New Art Ecosystems presents us with the
resources and the opportunities to provide possible answers to conjectural and structural
questions through experimental models. Fostering new theoretical and practical
perspectives through the exploration of radical cultural practices in: 1-Deconstructing
the normative acceptations of what exhibitions, and catalogues, can be; 2-Advancing
extreme forms for exhibitions as calls for action. In the essential words of Graciela
Carnevale, “As the context changes, you must also change.”

A verbatim translation to the French expression ‘Etre & I'écoute’ translates both as ‘to
be listening,’ and ‘listening being.’ In these New Art Ecosystems, one must be a listening
being. Listening to harvest knowledge in unchartered landscapes. Listening to
unrecorded figures and sidelined artists who championed relentlessly manifest
propositions. Listening to powerful statements and fundamental gestures. Listening for
emerging voices. Listening to all. Now is a time for collaborations, a time to work as



comities, a time for variable collectives. Now is a time to challenge solo, group,
retrospective, and themed shows. Now is a time to explore new formats. Now is a time to
delegate entire platforms to reflect society. Now is a time for difficult questions and
radical speculations to crystallise as exhibitions, publications, and conversations.

An art institution is not a building, but an institution whose soul is the people
employed and dedicated to the art. To tackle the most pressing issues of our time, we
must study the construct of the anti-museum and shake up art halls. We must challenge
the abundance and over-production of the arts-industries, and question their impacts on
local, regional, national and international levels. Art Ecosystems are forces for structural
action that involves its communities. Exhibitions are temporary environments in the
environment of the Institution. Raising fundamental ecological questions, New Art
Ecosystems assume the transition from an accumulation of heterogeneous environments
to consider the Environment.

A Tentative Working Charter

New Art Ecosystems must be eco-responsible. We must adapt and ask: 1-what are the
key challenges to producing a more sustainable art; 2-how do we maintain communication
in a sustainable way. It is urgent that we re-think the ecology of the exhibition, and the
catalogue, within the ecosystem of the institution. Too often, to exhibit is to ‘occupy’ space.
In the words of Pierre Huyghe, the aim is “not to expose something to someone, but
someone to something.” Amongst the fundamental refocus, we must prioritise:
_Essential transport and travels only
_Emphasize Local and short circuit production
_Defend re-materialised forms of art
_Foster awareness and education
_'Care’ as an alternative ethic for exhibition-making and institutional construct
_Sustain everyday Art Institutions structure through permaculture’s principles

New Art Ecosystems thrive to uphold their social responsibilities. We live with art, and
as exhibitions change, public grows. To paraphrase the ICOM governance for museums,
New Art Ecosystems have an essential duty to develop their educational role and interact
with wider audiences from the constituent community, locality, and the groups they
serves. Art institutions responsibility goes beyond the gallery space. We must:
_Challenge sources of funding and divest from all exploitative businesses that profit from

and contribute to the destruction of communities and the environment
_Protect workers, artists, and staff through equitable and transparent pay structures for
a fairer economy in art
_Empower team and all working from a close or a far within these New Art Ecosystems
_Centre community voices and decentre the institutional voice
_Federate regional arts and curatorial agencies
_Foster schools and youth audiences

A moral contract is rooted within the necessary acceptation of decolonizing New Art
Ecosystems’ future. Aware of Institutions’' heritage, we accept the necessity for a
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self-criticism as a means to blossom within new progressive directions. Mindful that

gestures of changes in the arts are too often symbolic and performative in nature, in line

with the June 2020 Demand of Racial Equity and Social Transformation we need to

“create accountable mutual benefit agreements that do not reinforce extractive

relationships to historically excluded communities.” ® There can be no possible change

without integrating the fundamental societal questions of a decolonized ecology. We

need active and virulent structural changes to:

_Dedicate equal space, time and funds to practitioners from all fields, genres, ages, and
cultural identities

_Affirm a commitment to community building through inclusivity

_Engage a continuous discussion within the institution

_Call for an overhaul of the status quo through a reconsideration of priorities

_Denounce tokenism

_Fight colonial exploitation and structural adjustments programs

_Proscribe systemic discrimination

*1  Joseph Grigely. Exhibition Prosthetics. Edited by Zak Kyes. Sternberg Press, 2010.

*2 Published in, Deconstruction and Criticism, edited by Harold Bloom, Seabury Press, 1979.

*3  Utopia or Oblivion: The Prospects for Humanity, By R. Buckminster Fuller, first published 1969, new edition 2008, edited by
Jaime Snyder, Lars Miiller Publishers.

*4  Thevillage VOICE, May 28, 1970.

*5  Unpublished manuscript note from a notebook by Gustav Metzger apparently written at the time of, or for his,
‘Demonstration/lecture/seminar’ at V2, Rotterdam, Sunday September 13th 1992.

*6  Arne Naess (1989) [1976]. Ecology, Community and Lifestyle: Outline of an Ecosophy. Cambridge University Press.

*7  Félix Guattari. Les Trois Ecologies, 1989. Galilée.

*8 Boston Arts and Cultural Workers. “Open Letter from Boston Arts and Cultural Workers in Demand of Racial Equity and
Social Transformation,” June 12, 2020.
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Nurturing Exhibitions (An Environment)
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6 music pieces composed by Phill Niblock, soil and cutting tree of Amanatsu orange
from Masanobu Fukuoka Natural Farm, wooden benches, wooden pedestals, wooden

planter, speakers, acrylic case, water, sunlight

[cover, p.3, p.9, p.10, p.15, p.19, pp.20-21, pp.22-23, p.24, pp.30-34, pp.36-37, p.61]
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6 music pieces composed by Phill Niblock (looped)

Herbal Cooled

2020

2307

EEITRT - Ur—H— (FzA)
Performed by Deborah Walker (Cello)

Noizzze

2020
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REITYY YT IVIRE

HRN=T- TV 7527 T4 TN —,
TIL=X-TLyry (NR FE—N=7)
Performed by Ensemble IRE

Kasper T. Toeplitz, Franck Vigroux,
Hélene Breschand (Bass, guitar, harp)
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2020
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Performed by David Maranha (Bowed
bass, bells, violins, glass harmonicas,
double cane flutes, shruti box)
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FE ON—pRR

Performed by Stephen O'Malley (Guitar)
Recording: Robert Poss

Vlada BC

2020
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EEITUYR—P R M(TFT)
Performed by Elisabeth Smalt (Viola)

ExplVoxHumana

2021
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5 FRM

FE-IFIVI IVVT I ZHERE
Performed by Vox humana (Vocal
ensemble)

Maiko Inamura (S), Mikiko Kamiya (S),
Kiyo Irisawa (A), Seiji Kanazawa (T),
Takashi Hatsugai (T), Eitaro Matsui (Bs),
Ryuta Nishikawa (Founder and director)
Supervisor: Nao Nishihara

Recording, mixing, engineering: Miho
Miura

ARyF-BE-7 72— FIE ERE. BBSE MERFRER
HAEBN  EREE FIEN TFLR Ny P2 RERT

FERI ) AR A (REIEE B R RE)

Benches, pedestals and planter produced by Nao Nishihara, Hidenori Sonobe, Naoko

Hayashi, Ryo Inaba

Production support by Yutoku Yoshida, Yosuke Nakagawa, Aquiles Hadjis, Tomoya Takeda
Special support by Hiroki Fukuoka (Masanobu Fukuoka Natural Farm)
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Nurturing Exhibitions

The first gallery space, which refers to «cutting and grafting», opens up an environment filled with sounds,
music pieces commissioned especially for the exhibition to Phill Niblock, one of the greatest composers of
experimental and minimalist music and known for his sound filled with microtones (drone music). The music,
along with the natural light that fills the gallery comprising the wooden display-structures realised by Nao
Nishihara, nurture the soil and the Amanatsu orange tree from Masanobu Fukuoka Natural Farm placed at the
centre of the room. Masanobu Fukuoka's “one straw revolution” began with this soil, a fundamental and radical
philosophy that continues to bear its fruits today as one of the greatest tools against mass extinction and
climate change. Nature nurtured creates an Environment. A fertile ground where ultimately the soil and tree are
both what is exhibited, and what exhibits.
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| was first introduced to Phill Niblock and his music by
Susan Stenger, who had worked with Phill recording, editing,
and performing such pieces as “Four Full Flutes.” Susan
invited me to one of Phill's marathon solstice events in the
late 1970s, and | was hooked. Here was a music with a
density and complexity that in my own mind bridged the gap
between the acoustical spatial phenomenon pieces of Alvin
Lucier and visceral quality of what | loved about some forms
of Rock music. It was magical, and | recall turning my head
repeatedly to shift the overtone spectrum as | watched Phill's
amazing films from around the word of persons working and
performing repetitive tasks.

My association with Phill deepened over following
years, and | came to perform and record his music, and
record the performances of others for him, including Jim
O'Rourke playing Hurdy-Gurdy and Thomas Buckner singing
at my small home studio, Trace Elements Records. | played
on “Guitar Too, For Four (G2,44)" in various incarnations, and
Susan Stenger and | debuted the piece “Stosspeng,” written
expressly for us, at the Donaufestival in Krems, Austria in
2006. That is where | first met Stephen O'Malley.

KTL, Stephen's project with Peter Rehberg, was also on
the bill. | noticed a certain congruence between Stephen's
approach to distorted guitar drones and some of my own
work with and outside of Band Of Susans.

| have always taken the performance and recording
of Phill's work very seriously. While some musicians tend
to casually blow through his work and add levels of
unnecessary improvisation, Susan and | have always
attempted to serve his compositions by paying special
attention to the purity and nuances of our performances.
Microtonal shifts in pitch must be very subtle. Consistent
timbre is very important.

| was pleased that Stephen approached Phill's
recording with a similar sense of serious purpose. Stephen
was traveling without equipment, so | assembled some of
my electric guitars that | thought might be appropriate as
well as few small amps and a volume pedal. | chose
various microphones from my collection including a Coles
4038 ribbon microphone, an Electro-Voice RE-20 and a
Sennheiser MKHB0. (This was an apartment recording, so
high volume was not possible; in any event, Phill strives for
clarity in his timbres, so low volume recording was quite
appropriate in this instance.)

Unlike many other Niblock pieces, this session involved
a great variety of pitches. Rather than using an Ebow to
sustain the notes, Stephen employed a TC Electronics AEON
Handheld Infinite Sustainer, which he prefers, and which
gives a slightly different character to the sound. We spent
several hours recording various pitches using an assortment
of guitars. Stephen and Phill were, of course, charming and
gregarious throughout the entire process. | subsequently
compiled and edited the recordings into a form that Phill
then used to construct the piece, arranging and modifying
this raw tonal material into a magnificent multi-track
assemblage.

Robert Poss
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% led 1% '|
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Rhine version —“Looking for Daniel” (&%
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A live performance of Phill Niblock's

Exploratory, Rhine version-"Looking for

Daniel,” one of Niblock's works exhibited in = At
“Nurturing Exhibitions.” A 24-part chorus of . #
this piece was recorded in Japan and played | | )

atthe venue during the exhibition. For the live

performance, another 8-part chorus was

performed over the recorded version.
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This exhibition was an exposure to the terminal tips of
a large forest. It was also a small sprout of a huge and
supernatural forest.

Dealing with sound means confronting the forest, and
letting the forest take over yourself. The forest is a
universe-entity that has nothing to do with the human being.
It is a foreign world that cannot be described as cruel or
gentle, and that humans cannot touch or enter. Sound is truly
a forest, and when you face sound, we are reminded of our
own small being. If we pick up a chainsaw and cut into the
forest, the blade will be flicked by a hard trunk. If we enter
cautiously and quietly, will we run away in fear?

Phill Niblock loves to work with wood. He sees the
marvel of the universe of a huge tree in the tiny wood pieces
that fits inside the palm of his hand. He shapes the wood with
a jigsaw, polishes it with sandpaper, and checks the
smoothness with his fingertips. Savouring the tiny bumps
and knots that appear on his fingertips, he continues to
polish and carve using knives and kinds of tools. As you see,
the piece of wood in our hand is a small piece of a large
universe, so you have to be very careful when handling it.
There, a smallest irregularity becomes a large Grand Canyon
of the human world. The same is true for sound work.
Changing the frequency by just 0.01Hz will twist the whole
space. Just a slight change in tone stops time. A tiny change
in sound universe is a huge cataclysmic in our world.

All the preparations for this exhibition were done
through online communication. The web network covers our
society exactly as the roots of trees in the forest. Connecting
one end of the forest to the other, we kept exchanging the
intentions of our artist, our curator’s thoughts and the
direction and progress of the actual work on our end through
the communication network. My friends and | working in
Japan were the actual work front, with Mathieu Copeland in
London as base camp and Phill Niblock in New York as base.
From the recording studio, we reported on the forest of
sound, from the work on the bench, we reported on the world
inside the wood we saw, and from the installation at the
Hermes Forum Ginza, we reported on the space we
experienced.

The Internet ran through the forest and sprouted a small
bud in this exhibition. Exactly like the young bud of the
Amanatsu orange tree that took root in the exhibition space.
The roots in the forest are the underground stems of our
efforts to communicate and understand each other. And it is
exactly the internet in our world. | can see the tiny buds
clearly in the terminal device you hold in your hands at
another edge of the forest.

Nao Nishihara

T4 =7 Ay BRI Fa Y- AT T
&BAYTAY I—FAV T OBF (Za—3—
78GR, 0¥ FYICT,2020512A3A0)
Online meeting with Phill Niblock, Nao
Nishihara and Mathieu Copeland, New York
City, Yokohama and London, December
3rd, 2020
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Live performance by Nao Nishihara
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A live performance by Nao Nishihara who supervised
the recording of Exploratory, Rhine version-“Looking
for Daniel,” by Vox humana and created the sound and
wooden environment for “Nurturing Exhibitions”. Six
years after his solo performance at Experimental
Intermedia, directed by Phill Niblock, Nishihara
explores with his body and objects how to create and
play with sound.
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FUFLa—CTL:TVF -FFatray— The Anti-Museum: An Anti-Documentary

T4y T FIO—F ORETHEESZDLIVEODDERE T FFa X2 —BGRES(TYF 22—V T4 The second gallery space is literally introduced by a painting by Philippe Decrauzat — a painting that takes its

FUF RFAXVRY—YEBLT. TS5 0 HEEN-EEAOEEE 4 BHLEd, I0FBORET, thructure frgm the exhibition' Ie'ay.out, fnnouncing a mental maze. Tl'he“re, we reyisit Copel.and’s pgst exhibition, A
etrospective of Closed Exhibitions,” through the documentary film “The Anti-Museum: An Anti-Documentary.
ZLOXLEEL AEERELCSNELL, IITR. T —T1 R b A HBEVIEELDRETICEWNT The ongoing pandemic forced many cultural institutions to close. This film re-examines the history and meaning
BREFAHEL-ERLZOEKREZB V. 7— M EREBICBEIIZHEORECEREFTBELLIEAAET, of the act of closure performed by artists as artistic gestures, and in doing so, seeks to redefine the limits and
debates around institutions in art and spaces for exhibitions.
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FUoF 2a—=—VTLITVF-FFaxray—
The Anti-Museum: An Anti-Documentary
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Narrated by Henry Rollins

Composed by FM Einheit with Pan Sonic

Written, produced and directed by Céline Fitzmaurice
Curated by Mathieu Copeland

[pp.42-47]

EETVF-12—-YTL)

Untitled (Anti-Museum) a
74Yy7-Foa—H

Philippe Decrauzat

2021
HhYTPRIZT I YN
Acrylic on canvas
151x62cm

TERE

Collection of the artist

[pp.40-41]
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Benches produced by Nao Nishihara, Hidenori Sonobe,
Naoko Hayashi, Ryo Inaba

Production support by Yutoku Yoshida, Yosuke Nakagawa,
Aquiles Hadjis, Tomoya Takeda
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Bringing into play questions as artistic as they are political,
The Anti-Museum showcases radical confrontations through

experimental actions in which the museum itself becomes the
agent of its own deconstruction.

s5—P1:BISY
PART 1: CLOSED

ZONRY Ty DRENLHISRV DR Za—/ =TI
Whh 2t 2R & RIBZER A~ DEBT,
EMECERBERIIALEZRBIDBOL, L L EEEESLABES
hhnenFhne Lo ZMEROFLErLbERDITS
ZEFTEZDON?

This pandemic-induced assault forces us to adapt to a new
normal of social distancing and virtual spaces.

Museums and exhibitions are what bring people together. But
when spectators have to be kept apart, is it possible to find new
ways to experience art?

ZoMVIRFLLWBOTERAW A+ELOM ZHREH I
[FAsE | DBEEICERY A TE T,

[FASShRERORBE| IR =M{ERLLTOEMOMAHEZ
BHLELORE. S . IWODERERETEZOEERA DS
55,

The question is not new. For decades, artists have grappled with
the concept of closure as an experience.

“A Retrospective of Closed Exhibitions” explored moments
where artists have closed a space as a work of art. Revisiting
these works now permits us to see their importance anew.

N—r2:RERR
PART 2: ANTI-EXHIBITION
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In 1964, the radical art collective, Hi-Red Center challenged the
idea of an exhibition. Presented at the short-lived Naiqua gallery,
that the collective closed on the opening day. This inversion of
the traditional role of an exhibition turned the world outside into
the art...“The Great Panorama”.

TINEYFUTRIIVIF-ALRTP—LAT7— MR LTEH
HHkEE L, (R BERRERNATIav0hYy N E
Bolee ANADEOBREICAZE AL RT7—LIFESZRL
RAHTE T MBI ANLED YD TEL FDANBIGRRZ—%
AL ALRADONABOKRFEZRE NDOAET I aVIC
B ZRAAT,

In Argentina, the radical challenge that art can present became
the focal point for Graciela Carnevale. [..] The exhibition
became the canvas for a live action experiment. After the
guests entered the empty gallery, Carnevale locked them in
unaware and left. Latecomers gathered outside. Those inside
pulled down the posters to reveal their imprisoned state...
drawing those outside into the action.

AHNTHNEAENTHN. ¥+ 7Y —EOBBRAEY RS,
REBRLLT. EMEREOLERZMITVLIDE, ZDORT,
F#HORBELRBERERTHY  REMEBOAREMELZOHY A
ERBEEM VT,

These radical engagements with public and commercial
galleries speak to a broader conversation. As anti-exhibitions,
they question the need for institutions or museums. In this
way, the retrospective too was an Anti-Exhibition, paving the
way for the possibility of an Anti-Museum and what it can be.

7S—3 R
PART 3: ANTI-ART



AREHRARIEEDDR PSR
ElETE D EENR LR

Fiar pou. whial sectd e ihe definitens of radicality?

nciiona

o rink averyihing that you have

T T ER MO

# of w Bmlinf thal s o stmng

I BREBLTCEWMARIBMBICOVWTERTEELE,
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AVY—-FYY e Fay-AT 7V DIEE 20165F
Music formed my idea about what the issues of art were. [...]
Cage had said why shouldn't we just quit art, since the chaos of
the world, or something like that, is close enough to what we are
doing, that we don't need to do it anymore. Here were two
rhetorics going on. One of them was the rhetoric of the new and
the other was, maybe we could do without art. It seemed to me
that they had gone beyond art and they were composing
something that should be called activities.
Henry Flynt in conversation with Mathieu Copeland, 2016

Fr7U—LWSYRTLNOROBIF FrTY—ICLEED
FAEOBECAORHTHHY ET, HEERNFRL LBHIC
EET3ICON. MiEE5] EHZ & WS RA P EHNLRMES
$3ETERAE KVHLVHDICHYET, ZhIEE/ DRFIC
BfRLTWET,
TRRT7 Ay Y H—EFay A7 7 DOXFE 20134
My criticism of the gallery system goes beyond the gallery. It
includes the commercialisation of life. As capitalism goes
towards one crisis to another, the attempt to extract value, to
extract financial reward be comes more intense and that is to do
with the preservation of objects.
Gustav Metzger in conversation with Mathieu Copeland, 2013

15— b4 R
PART 4: ANTI-MUSEUM
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Various artists began to reject the preservation of art as symbols
of meaning and value in museums.“Voids. A Retrospective,”
showcased the confrontation to the museum through
experimental action by bringing together artists whose
exhibitions comprised only of empty rooms and featured no
interventions other than a single announcement.

N—b5IRXAL
PART 5: ANTI-CULTURE

MC: ATt TRIERLIE?
GPO: Ao 7-e, &M - BUARICE DN BITEID Z L 72, BEF P
ABEREVWABIHARORELR I T HROEN LIRS
IS LTV T ERDBEW R TRTERIBRDOHBITHT.
PIFVRP-FYyTETFay-AT TV DONE 20165F
MC: For you, what would be the definition of radicality?
GBPO: Oh, gosh...actions taken in a social political way that are
beholden to no other group of philosophical or political or
economic people, completely independent of any other
pressure group, for the sake of a belief that is so strong you can
risk everything that you have. X .
Genesis Breyer P-Orridge
in conversation with Mathieu Copeland, 2016
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For the radical revolutionary Ben Morea, the call to arms is to
confront an art and culture that has become a labelled and
commodified product.
We are neither artist nor anti-artists...like we did not oppose art
and we wanted to make that clear. We opposed being artists.
Ben Morea in conversation with Mathieu Copeland, 2018

N—P6TRTEEWRTHS
PART 6: EVERYTHING IS ART

FTRTHAEMBO TR TEEMOERD H 5. TRTH MO
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Ry GA—FrEIFa7 AT 7V OMFE 2015F
If everything is art then the limits of art are in everything. All in
the limits of art, everything is just on the border. [...] When we
use the word art... If we take away the word art, what have we
got left? | don’t know. Limits...
Ben Vautier in conversation with Mathieu Copeland, 2015

[TRIAEMITHEIHED TRTEABDOTH EMELTR
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T RENTHRARENEEZ RSRAIRTT 202 EMT 3,
If ‘all is art’ then everything and anything must be accepted as
art. What can museums be when there is no need for dedicated
space devoted to non-existent specialities? If museums are
permanent institutions committed to conserving heritage, this
partial overview denounces those currently accepted norms.
Instead, it encourages active oppositions to present a radical
and manifest anti-museum.
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Nurturing Exhibitions (An Environment)

Composer:

Phill Niblock

Born in 1933 in USA. He is an artist whose sixty-year
career spans minimalist and experimental music, film and
photography. Known for his thick, loud drones of music,
Niblock’s signature sound is filled with microtones of
instrumental timbres that generate many other tones in the
performance space. Since 1985, he has served as director
of Experimental Intermedia, a foundation for avant-garde
music based in New York with a branch in Ghent, and
curator of the foundation’s record label XI. In 2013, his
wide reaching artistic career was the subject of a major
retrospective “Nothin’ but Working — Phill Niblock, a
Retrospective” realised in partnership between CIRCUIT
Contemporary Art Centre and Musée de I'Elysée — both in
Lausanne, Switzerland, curated by Mathieu Copeland. The
following year Niblock was honoured with the prestigious
Foundation for Contemporary Arts John Cage Award.

Music performers:

Deborah Walker
Bornin 1981 in Italy. She is a cellist, a new music performer
and improviser based in Paris.

Ensemble IRE

The Paris based Ensemble IRE is founded by composers
Kasper T. Toeplitz and Franck Vigroux, featuring Helene
Breschand, Philippe Foch and Christophe Ruetsch.

David Maranha

Born in 1969 in Portugal. He is a Portuguese avant-garde
musician and artist, known for his work with Osso Exético
and his collaborations with Z'ev, Stephan Mathieu, Phill
Niblock, David Grubbs, and Akio Suzuki.

Stephen O’Malley

Bornin 1974 in USA. He is an American guitarist, producer,
composer, and visual artist. He has conceptualized and
participated in numerous drone doom, death/doom, and
experimental music groups, most notably Sunn O))).

Elisabeth Smalt

Born in 1964 in the Netherlands. She is a viola player who
works exclusively as a chamber musician, in styles varying
from period instrument performance to extremely new
music.

Vox humana

An ensemble organized by Ryuta Nishikawa and other
vocalists from Tokyo University of the Arts. Started in
1996, Vox humana has been pursuing the possibility of
new creation with the human voice. Their repertoire
includes the polyphony music before Renaissance and
the contemporary music of the 20th century, which we
can enjoy at their periodic concerts.
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Nao Nishihara

Born in 1976 in Japan. He is a sound artist. His interest on
making sound expands into bodies and objects that are
necessary to produce it. He is actively participates in
exhibitions and performances all over the world.

Jim O’Rourke

Born in 1969 in USA. He produced albums by Wilco,
Stereolab, Sonic Youth, and many others. Worked closely
with composers Tony Conrad, Phill Niblock, and Takehisa
Kosugi in Merce Cunningham Dance Company, Scored
films for Werner Herzog, Olivier Assayas, amongst others.
Also does his own stuff.

Producers of wooden environments:

Hidenori Sonobe

Born in 1974 in Japan. He researches the techniques and
theories of woodwork. Focusing on the physical hand
works and the skills, he seeks a better way of achieving
sustainability of crafts in today's society. Lecturer at Tokyo
University of the Arts.

Naoko Hayashi

Born in 1983 in Japan. She is interested in a larger form
that is woven among individual human beings, and casts
light on techniques as a starting point.

Caretaker for the Amanatsu orange tree and soil:

Hiroki Fukuoka

Born in 1973 in Japan. He is the owner of Masanobu
Fukuoka Natural Farm. Growing up as the heir for the farm,
during his adolescence he studied environmental issues
and the philosophy of life and nature. He became the
successor to the farm when he realized that his family
business and its methodology would mean a life of
contemplation.

A special setlist curated by Phill Niblock and Mathieu Copeland is
available online from the QR code below.

#1 | Vox humana
#2 | Jim O’Rourke
#3 | Nao Nishihara
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The Anti-Museum: An Anti-Documentary

Narrator:

Henry Rollins

Born in 1961 in USA. He is an American musician, singer,
spoken word artist, actor, presenter, comedian, writer,
publisher and activist. He fronted the California hardcore
punk band Black Flag from 1981 to 1986, established the
record label and publishing company 2.13.61, and formed
the Rollins Band (1987- 2003, 2006).

Composer:

FM Einheit

Born in 1958 in Germany. He is an industrial and electronic
musician actor, and composer of the theater and radio
plays. He cofounded and is a former member of
Einsturzende Neubauten. He collaborated with musicians
such as Diamanda Galas, Genesis Breyer P. Orridge, Susan
Stenger, Andreas Ammer, Erika Stucki and many more.

Scriptwriter, producer and director:

Céline Fitzmaurice

Born in 1975 in Manchester, UK. She is a Sundance
Festival nominated documentary film maker. Her work
focuses on the intersection of historical footage with
narratives of identity. Her films have been aired on the
BBC, Smithsonian, PBS.

Painter:

Philippe Decrauzat

Born in 1974 in Switzerland. He is a painter and a
filmmaker. His work is included in major public collections
such as Kunsthaus Ziirich, Museo de Arte Contemporaneo
de Buenos Aires (MACBA), Museum of Modern Art, New
York (MoMA), Musée d'Art Moderne Centre Pompidou,
and Musée d’Art Moderne de Paris.
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Reflecting on “Voids, A Retrospective” and Considering the Exhibition as a Blank Canvas

Reiko Setsuda Curator

“Exhibition Cuttings,” curated by Mathieu Copeland,
took place amid the global COVID-19 pandemic, and for this
reason Copeland was unable to visit the venue and
everything was carried out remotely. The dialogue with
Copeland began in the course of my research on “Voids, A
Retrospective” (referred to below as “Voids”) (2009)."1 This
retrospective exhibition, held seven years before “A
Retrospective of Closed Exhibitions” (2016), which was later
re-edited as the video piece The Anti-Museum: The
Anti-Documentary (pp.42-47, p.51) commissioned for our
exhibition, featured historical voids and aimed for an
extremely radical reconfiguration that challenged the limits
of the exhibition format. In this essay, | would like to explore
the Voids exhibition as a remarkable precedent for
questioning the materiality of Copeland's exhibition practice
and its potential for expansion.

“Voids" — a retrospective of exhibitions over the course
of the modern and contemporary art history that were
shaped by artists’ acts of emptying their venues completely -
took place on the fourth floor of the Centre Pompidou, where
all works were removed from the permanent exhibition
galleries. While each of the nine featured exhibits was
showcased in its own gallery, nothing was placed in each
gallery, foregrounding only the presence of emptiness.
Captions and texts explaining the works were mounted on
the exterior walls of the galleries and in the central corridor.

“Voids" was organized over two years of group work by a
five-person curatorial committee. A discussion between
Mathieu Copeland, artists John Armleder (b. 1948) and
Gustav Metzger (1926-2017) gave the project its initial
impulsion. Armleder then invited artist Mai-Thu Perret (b.
1976), and Metzger invited librarian and artists’ books expert
Clive Phillpot (b. 1938) to join the curatorial committee.
Laurent Le Bon of the Centre Pompidou was involved in the
project as a curator belonging to the institution, and Philippe
Pirotte as the director of the Kunsthalle Bern where the
exhibition was subsequently realized. The exhibition was
both an historical retrospective of previous exhibitions and
an invitation into empty galleries, with the goal of
experiencing each of the various Voids in turns and
simultaneously. The galleries were the neutral unaltered
white cubes of the permanent display and approximately all
the same size, with no reference to any connection with the
original exhibitions’ locations.

The title of the retrospective is based on Yves Klein
(1928-1962)'s invocation of Void, a term he popularized
following his seminal 1958 exhibition “The Specialization of
Sensibility in the Raw Material State of Stabilized Pictorial
Sensibility” (Galerie Iris Clert, 28 April and 5 May 1958). This
was followed by conceptual exhibits including those
showcasing four exhibitions from the 1960s and 1970s — Art
& Language's “The Air-Conditioning Show" (1966-1967),
Robert Barry's (b. 1936) “Some place to which we can
come, and for a while be free to think about what we are
going to do"(1970), Stanley Brouwn's (1935-2017) Walking
Through Cosmic Rays (1970), and Robert Irwin's (b. 1928)
Experimental Situation (1970) — as well as the untitled work
(1990) by Laurie Parsons (b. 1959) and the three post-2000s
works listed below.

The Void realized by Yves Klein served as the point of

departure for the retrospective.2 It has a long history, but
these were not the restaging of the piece the void, each were
individual VOIDS realized for a specific context, first at
Galerie Colette Allendy for a small group of invited guests in
May 1957, prior to the show at Galerie Iris Clert, where the
walls were repainted white on all sides. Klein's Void at Iris
Clert featured a series of aspects that fused various
elements, most notably invitations and postage stamps in
International Klein Blue paint, a draped cloth covering the
entrance to the gallery, and blue cocktails that were served at
the opening party, at which visitors found the immateriality of
an empty gallery. Here too the walls were painted with a richly
textured white, creating a void embedded in the space.

Klein created an ultimate void at Salon Comparaisons™3
(1962), which he attended a few months before his sudden
death, where he simply removed the paintings from the
gallery’s wall at the Musée d'art moderne de la Ville de Paris.
The curator of the Salon Comparaison, a friend of the artist
and fellow Nouveau Realistes, Jacques Villeglé (1926-2022)
still possessed the ticket stubs used to claim the works after
the Salon, asserts that the 1962 void still exists in the
museum. Klein's last void, which is not part of the museum’s
collection, is an installation of the gallery in its original form,
without any painting or molding, made simply by removing
the gallery’s paintings.

All these informations were provided in the “Voids”
catalogue. At the Centre Pompidou, viewers were only given
brief descriptions of each works. The viewer experiences
each void as one of a series of empty rooms, but the
messages may seem different from the original messages of
the works. Is this the kind of Void that Klein intended? Let us
discuss some of the other works as well.

In Bethan Huws's (b. 1961) Haus Esters Piece (1993), the
artist was moved by the beauty of the Mies van der
Rohe-designed Museum Haus Esters in Krefeld, and chose
to leave the place untouched in its present state. Through
this action, Huws showed that art is in part an innate entity,
and that the role of the artist is to judge what already exists as
beautiful, which at times means that nothing needs to be
altered. It was also an attempt to render visible the fact that
“even though it is spaces that are most concretely grasped
by everyone, no one is able to see them.”

What of Maria Eichhorn's (b.1962) Money at the
Kunsthalle Bern (2001)? Eichhorn undertook this project
after realizing that the Kunsthalle's long-standing renovation
project had been left in limbo due to its financial situation,
and used the exhibition budget she had been given to
renovate the building during the exhibition’s run. This shed
light on the institution’s financial and other problems, and
also revealed the renovation work itself, which was done
during the museum's opening hours.

Roman Ondék's (b. 1966) More Silent Than Ever (2006)
was an installation premised on the idea that a seemingly
empty gallery wall was wiretapped. Whether or not there
really was a listening device in the wall, whether or not it was
functioning, and for what purpose were all left up to the
viewer's judgment. The ontological question of the work was
posed directly to visitors, regardless of whether they wanted
to engage with it.
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In the Huws and Eichhorn exhibitions, architecture and
location were of great significance to the works, and these
elements must have guided the artistic direction in which they
should intervene. On the other hand, Ondék’s work could be
said to function to more or less the same extent in gallery
space. Was the juxtaposition of these exhibitions in the
“Voids" retrospective intended to critically demonstrate the
limitations of the museum exhibition system? The exhibition
overview in the catalogue contains the following statement:

There is therefore clearly no intention to reconstitute the
original sites of the works exhibited, no documentary
endeavor, nor material authenticity in the presentation.
In the same spirit, no period documents, invitation cards,
or photographs are added to the display, The idea is truly
face empty exhibitions. This is obviously a slightly
polemical and subjective, even questionable, position,
especially since it is not sustained by a credo or a theory,
but by a critical and practical intention.”4

Here it is clearly indicated that each of the galleries is not
a faithful reproduction of the actual exhibition space, but
rather the state of an “empty gallery” captured as an
allegorical conception. The Voids featured in the
retrospective are also works that are not in any collection.
Therefore, as the catalogue notes, prior discussions with the
participating artists determined whether or not they could
and would exhibit at the Centre Pompidou, and some did not
agree to participate. Maria Nordman (b. 1943) and Emilio
Prini (1943-2016) were not included in the exhibition,
Stanley Brouwn (1935-2017) only exhibited his work (but
was not in the catalogue), and Michael Asher (1943-2012)
was only featured in the catalogue (but not in the exhibition).
This should offer some hints as to whether it was necessary
to revive the empty rooms and show them alongside one
another.

Eichhorn speaks of how an empty gallery brings to light
things that one does not habitually notice in an exhibition
venue, such as attention to what is happening outside the
window and people in the environment, and points to the
limitations of vision delineated by the dichotomy of
something being there versus nothing being there. Ondak
also uses language to whisper of trickery lurking in the
space, thereby transforming the quality of the space in terms
of its authenticity and falsehood. Art & Language reminds us
that at the time on which they focused, museums did not yet
have air conditioning. These projects elucidate the ways in
which exhibitions are formed by invisible social contexts, and
demonstrate how each work poses an essential question.

However, it should be reiterated that what is presented in
these spaces are nothing more than museum galleries where
works were removed by a team of curators, and the exhibits
were not recreated by the artists who have agency in these
spaces. Copeland describes this stance as follows:

This retrospective proposes neither to replay past
exhibitions — which is impossible — nor realize new
empty exhibitions. It promises to be a retrospective led
by intellectual research speculations, a space where we
are invited to remember these past exhibitions and
compare them. To pick up on the words of Mai-Thu
Perret, these empty rooms become an additional
heuristic support, evoking the historical exhibitions.”5
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This statement points to the ways in which curators
engaged with the ambiguous limits and possibilities of
reproducing exhibitions by artists who performed the act of
creating Voids. To quote John Armleder’s words to Mathieu
Copeland on the occasion of the Closed exhibition:

... How can you state that everything is art and yet speak
of the limits of art. This would mean that there is
something else. That is the very concept of the infinite.
Understanding the infinite implies that there would be
borders to the infinite, which is completely
contradictory.”6

This exhibition, which took on the great challenge of
re-enacting  immaterial  voids, naturally  provoked
controversy. We would all like for artists to be able to revisit
their past expressions in some form or other. However, while
the reenactment of this particular exhibition did not make the
gallery a neutral place, the only way to reach that ultimate
endpoint would have been to take a creative approach to the
work. That is why the curators chose not to exhibit even the
many fascinating materials contained in the catalogue.

This essay has briefly looked back at “Voids". In the
present book, Copeland, citing Joseph Grigely’s Exhibition
Prosthetics, points to catalogues and other supplementary
materials that adhere to exhibitions and parasitically
contribute to their longevity. Exhibition Cuttings, too, surely
suggested both parasitic and creative possibilities for the
roles of media and documentation. Sayaka Osaki's poem
(p.5, p.59) documenting this exhibition revealed circular
movement between its opening and closing, while “A
Retrospective of Closed Exhibitions” was made into a video
work, and Nurturing Exhibitions resulted in Amanatsu, a
citrus fruits from Masanobu Fukuoka's farm being planted on
the rooftop garden of the building. “Exhibition Cuttings” was
a blank canvas set out in order to discover what exhibitions
might be, an accumulation of actions that hinted at the limits
of exhibitions while implicitly pointing at their infinite
possibilities.

*1 February 25-March 23, 2009, also traveling to Kunstalle Bern
(September 13-October 11, 2009). Participating artists: Yves Klein,
Art & Language, Robert Barry, Stanley Brouwn, Michael Asher
(catalogue only), Robert Irwin, Laurie Parsons, Bethan Huws, Maria
Eichhorn, and Roman Ondé&k.

*2  In the Museum Haus Lange in Krefeld, where Klein held his only solo
museum show during his lifetime,
The Void, realized as an empty white room, still remains.

*3  Held at the Musée d'art moderne de la Ville de Paris from March 12 to
April 2, 1962.

*4  Voids, exh. cat., Centre Pompidou Paris, Kunsthalle Bern, Centre
Pompidou Metz, Zurich: JRP|Ringier, 2009, p.29.

*5  Voids, exh. cat., p.169.

*6 Guide d'exposition, Une rétrospective d’expositions fermées,
Anti-Musée, Friart, Fribourg, 2016.
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KIFEE =A Sayaka Osaki Poet
Zhid, ARLlLTo, RELLTH, #ALLTO That is, a performance, a display, ours,
EWHELTH, HELLTO, BRELLTOD As a methodology, as an utterance, as violence,
NIA—=IVRXTHY, NHETHB, FhlzbD As a breakthrough, as a joke, as rationality,
EhN, BE~D, BER~DO. BI~NOD To a path, blocked, to information, to a viewpoint,
luA~o, BFanz, g1 (D) 7. fbF, FLL ETOD To a question, permitted, starved, the other, the automatic dadadada, earnest
T8, MO 7D, WETZ, hzdo27-&>0D Behavior, of multiple bodies, lifting off, destructive, powerful,
BERICED, AIEICEKD, v, BIZLD Of intellect, Marcel, of love, of loss, of regulated lines,
BHERo, AEED, BEEO, LHD., FHEoO Of established rights, of acquisition,
HEoD, R0, BRICLD, BlHEASL, BoZNIE Of memory, of continuance, of joy, of ventilation,
Ehn, mEh, BRI, "Ly FEryZ— BHRIN This is creation, on its own, polished,
En &Sz, ERIC, I, YUALIZ, hBEPHIC Displayed, discovered, Hi-Red center, reported,
#>T. jeté, bitte. te quiero. x-&. FRT How? Individually, in crisis, lyrically, gracefully,
Effon, BEien, BBOHDL, AZXZD, YFED Kicked, jeté, bitte, te quiero, wait a moment, appealing to
B PR, SR, MERN. X, Bo The method, the physicality, the proof, the mythology, the art
JEfRER, WEL, milisrs, BOKA Of floss, of earplugs, of impossibility, of the messy, of the story,
TEDH A, 1o, SEHhn. K, LWOohiE Deserting captive corpses, accurate, from our small family shrine,
MY7ZWL, FELL, ZEHL, tRBA. BH7ELT Far on the other side, can we do it? Just look, farewell, later, another time,
REBIZHITFT, BlFsh. R BIFEH. | want to know, work hard, transform, heaps of corpses, soaking outward,
ZhiE, AN? Ignored, will the exhibit open? Extend? Complete? Reach its destination?
D.C. That is, to the outside?
D.C.
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RFav AT TV (A7TEEFN)EAY FVERRICTEF 1L — 2 — EHNGABESOKREIZEL ERIFTELILERE
TV 3, ELBERICIA Staged Exhibition] (-7 x/V L+ Fy-Eaf V¥ /7Y TV 2021%), [A Retrospective of Closed
Exhibitions ] (Z ¥ X kAL -7 U7 =717 =)L 20165F), RE D 7= 8 D BREE & LTDEE R The exhibition of a film](F—
FEX Y AY K 2015%),[Gustav Metzger: Supportive 1966-2011 ] (U 3> R EMEE, 20134 ). [Mental Mandala)
(MUAC, X% 2> 74,2013%) . [Alan Vega: Infinite Mercy | (Y 3 R {£H{78E, 20094 ) . [Choreographing Exhibitions
(GYRINL-HFY I ALY 20078 /F- 72V Fy-Eaqy ¥ /7Y TV, 20084), [Soundtrack for an Exhibition]
(VAvEREMNEE 20065F) AL, HRACEREICZE EBEE| Ry ERy— 2y &=/ J VX bAL RV 20095F) A, F -,
[Exhibitions to Hear Read] (=2—3—/7iEXE178E. 20134 ) [ A Spoken Word Exhibition] (20075 ~#1T7#) O REL &
JYU—XORBERLFNTD,

2020~2021%, LA MENEOF 2L —%— 2014~2016F V- T 7 b—BRT— b2 —DF X bFa2L—%— 2012~
2013, Y2 F-R— LENEMENF2L—2—%H%3,2018~2019F, Fa—Y v EEMTIAF.2010~2018%F, Y1k —Ti&
FeEMiRE CHEE NS, THEEIC[Gustav Metzger-Writing (1953/2016) | (JRP | Editions, 20194) . [The Anti-Museum
(Koenig Books, 20174) . [Choreographing Exhibitions] (Les Presses du Réel, 20134 )% &,

Mathieu Copeland

Born in 1977, he lives in London, UK. Copeland has been developing a practice seeking to subvert the traditional role of
exhibitions and to renew our perceptions of these. He curated, among many others, “A Staged Exhibition” that premiered in
September 2021 at La Ferme du Buisson, Noisiel; “A Retrospective of Closed Exhibitions” at Kunsthalle Friart Fribourg
(2016); “The exhibition of a film” (an exhibition as a feature film for cinemas, Tate Modern, London, 2015); “Gustav Metzger:
Supportive 1966-2011" (2013), “Alan Vega: Infinite Mercy” (2009) and “Soundtrack for an Exhibition” (2006) at the Musée
d’Art Contemporain de Lyon; “Mental Mandala” at MUAC, Mexico City (2013); “Choreographing Exhibitions” at the Kunst
Halle Sankt Gallen (2007) and La Ferme du Buisson, Noisiel (2008); and co-curated “VOIDS. A Retrospective”at the Centre
Pompidou and the Kunsthalle Bern (2009). He initiated and curated the series of “Exhibitions to Hear Read,” all presented at
MoMA, New York (2013), and “A Spoken Word Exhibition” (2007-ongoing).

Curator at Large at the Rockbund Art Museum, Shanghai in 2020-2121, he edited Gustav Metzger—Writing (1953/2016)
(JRP| Editions, 2019), the radical anthology The Anti-Museum (Koenig Books, 2017), and the manifest publication
Choreographing Exhibitions (Les Presses du Réel, 2013)
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