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Since ancient times, those who transformed metal were often likened to alchemists, and the
ingredients and their combinations, the work methods and processes made their knowledge
look like a form of magic. By transforming earth (minerals) into metal, the early blacksmiths
gained an enviable and mysterious power because their craft stood at the boundary between the
work of nature and that of men. The mastery of fire was also necessary for smelting and forging.
During such processes, the rising temperature - guided solely by the changing color of iron from
cherry red to white - made it impossible to look at the work, therefore the blacksmiths had to
have the complete control over their body movements so they could hammer the metal into a
desired shape without seeing.

—Hugues Jacquet, “Ambivalence”, Savoir & Faire : le métal
(Actes Sud and the Fondation d'entreprise Hermeés, 2018)
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The Fondation d'entreprise Hermes was pleased to announce the publication of a book titled
Savoir & Faire : KINZOKU, le métal in autumn 2025 through Iwanami Shoten, as part of its Skills
Academy initiative. This initiative aims to re-examine, preserve and expand traditional
craftsmanship and techniques that use natural materials.

This book follows previous publications on wood and clay, and contains translations of
selected essays and interviews from the 2018 French edition Savoir & Faire : le métal, co-
published by Actes Sud and the Fondation d’entreprise Hermeés, as well as original Japanese
texts, interviews and portfolios.

To accompany the launch of this publication, Hermes Maison Ginza Le Forum was hosting a
group exhibition on the theme of “METAL", showcasing related works. Gold, silver, iron, lead,
brass... From the Bronze Age to the present day, metals have accompanied human civilisation,
embodying the diverse of the minerals from which they are derived and the techniques used to
process them.

In the publication, sociologist and historian Hugues Jacquet, supervisor of the Skills
Academy in France, uses the term “ambivalence” to refer to the characteristic of metal. What
cultural dimensions does this physical quality inherent in the material possess?

For instance, the act of extracting and refining metals from ore has become a motif in the
world of mythology and magic, with the brave figures of craftsmen wielding the burning red
flames and the loud clanging of tools still evoking awe in the memories of people today. In this
exhibition, three artists attempt to interpret and re-examine metal from the perspectives of
music, film, and sculpture, exploring its ambivalence while delving into themes such as medieval
alchemy and modern rationality, symbolism conveyed through sound, darkness and light, and
social hierarchy associated with metal as a material.

Elodie Lesourd will analyse metal music semiotically, while film director Maiko Endo creates
inner universes and manifestations using the traditional Japanese materials of vermillion and
mercury as a medium. Finally, Chu Enoki creates works using scrap materials, superimposing
human activity onto the Earth as a metal ball/iron sphere.

We hope that this exhibition and the book Savoir & Faire : KINZOKU, le métal, which take a
multifaceted approach in exploring the diverse and fascinating qualities that metal has
developed throughout history, will serve as an opportunity to spark the curiosity of many.
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What you see is a spaceship made of rubbish. At the time, countries like the Soviet Union were dumping entire
submarines in the ocean. There was a sense of crisis somewhere within me—that if we continued disposing of things like
this, something terrible would happen, the world would be destroyed. Even rockets and the like all end up as space debris.
There are tens of thousands of such things. Space Lobster P-81 is the counterattack of rubbish discarded from earth into
space. Earth’s discarded rubbish gathers on another planet. Troubled by this, the other planet, assuming that it’s Earth’s
rubbish, decides to send it back to where it came from. Hence, it has returned to Earth in the form of a single vehicle.

And now, the entire Earth is covered in rubbish.

Chu Enoki (Noi Sawaragi, “The Earth as an Iron Ball: Chu Enoki and the Ethics of Iron,”
Savoir & Faire : KINZOKU, le métal, Iwanami Shoten, 2025)
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“METAL AND CONTEMPORARY ART,
A BRIEF ETHOLOGY OF AN ENCOUNTER" by Elodie Lesourd

The vision of a bare-chested, underwear-clad Lemmy Kilmister seated astride an anteater
appears as a dissociative state or hallucination.

The scene is further complicated by the presence of a Confederate flag sketched into the
decor, juxtaposed with what appears to be an Explorer guitar layered over an acoustic
guitar in an explosive yellow as visually abrasive as the combination of these disparate
elements.

This unexpected, little-known, and yet memorable portrayal by the distinctively caustic
German artist Martin Kippenberger is a work explicitly entitled Motérhead (Lemmy) 2,
1983 - the year the painting was created - unhesitatingly opened the doors to a fertile
dyad between contemporary art and metal music, a relationship that progressed and
became more clearly perceptible in the 2000s, certainly through the spread of the
Internet. Music has traditionally been a muse for the visual arts, and its various stylistic
evolutions have infiltrated expressive practices in temporal continuity and historical
correspondence. Contemporary art, with its voracious appetite, feeds on metal as it
does on all living beings, as it expressly seeks to grasp life to better defy death. But
should we consider the relationship between these two cultural artefacts as
mutualistic, parasitic, or commensal? Contemporary art, driven by a thirst for
vehemence, obscurity, and the underground, has attuned itself to the genre's
dissonances, endeavouring to tame, define, or subvert its language. In Pierre
Klossowski's 1965 novella The Baphomet, the anteater represents the Antichrist. To
ride it is to play with the devil amid the undercurrents of a maelstrom: an epic, perilous,
even potentially redemptive mission, undertaken by certain artists.

Both metal and contemporary art share not only categorical problems but also
accessibility issues. Salvador Dali and Alice Cooper met in 1973, each at the height of
his respective art; the event proved to be the first occurrence of a shared history
between the visual arts and the metal scene, then still in the formative stages of its
aesthetic and sonic radicalisation. Their remarkable collaboration, which gave rise to
the surrealist work First Cylindric Chrono-Hologram Portrait of Alice Cooper’s Brain
(1973), raises questions of segmentation, legitimacy, and visibility, clearly facilitated
here by the public prominence of the two protagonists. The relationship between the
two modes of expression - plastic and postmodern on one side, musical and extreme
on the other - did not emerge in obscurity, nor can it be understood as a complacent or
retrospective alignment.

Some artists work like exegetes, introducing elements drawn from the rich rhetoric of

metal into their works for their evocative power?. Although metal remains an elusive
and internally diverse cultural form, its translation into visual art reveals dimensions
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that exceed the musical medium itself, opening up significant aesthetic possibilities.
Often transcending the affective component or the pleasure of transgression - as
listening already constitutes a gesture of appropriation - the artist inspired by this
movement produces an active translation, offering a phoretic art that seeks elevation
through fundamental acts of displacement.

Three broad categories of work may be identified in relation to this citational
phenomenon. First among these are “superficial affiliations”, in which an element
dissolves into a broader artistic framework through allusions such as the reuse of titles
or the borrowing of isolated details. Viktor Rosdahl, for example, titled one of his 2007
works Wrath of the Tyrant, echoing Emperor’s first album, released in 1992. A second
category comprises works that engage in a symbiotic relationship which may be
understood as “direct affiliation”. In these cases, metal is examined as a cultural object,
allowing for a renewed, recontextualised reading. A notable example is Mike Kelley's
Pansy Metal (1989), produced at the dawn of this cross-disciplinary connection. The
work interrogates modes of identification associated with a decadent counterculture
that was subjected to ridicule from its inception?. Lastly, the term “indirect affiliation”
may be applied to approaches interpreted retrospectively through the lens of a metal
aesthetic, despite having no explicit link to the movement itself. Across these three
categories, it is important to note that the artists involved may or may not identify as
metal enthusiasts. Michael Bevilacqua, for instance, is often cited as one of the first
artists to openly claim fandom, namely of the group Kiss with Kisstory (1994).
Together, these variables yield six distinct artistic configurations, each endowing
metal-related allusion with a specific synaesthetic significance. This role must
nevertheless be qualified according to whether the incorporation of metal within an
artist’s practice is an isolated gesture or a recurring feature. Undoubtedly, in the vast
majority of cases, declarations of allegiance and affection are embedded within the
artists’ various approaches. While the metal imprint often originates in adolescence,
its persistence attests to the devotee's fidelity and unwavering attachment. Within the
same observational register, three types of exhibitions related to metal music may be
identified. First are reflective exhibitions, addressing one or more musical genres from
this scene through their thematic content (such as “Altars of Madness”, Casino
Luxembourg; Confort Moderne, Poitiers, 2013), in which references to black metal are
particularly prominent. The second category comprises apologetic exhibitions, which
pay tribute to a specific band or musician (such as “Use Your lllusion”, Vedanta Gallery,
Chicago, 2002). Lastly are vampire exhibitions, which appropriate a title or theme
without any further development. Many exhibitions, for example, bear the title “Heavy
Metal" not to allude to the musical domain, but rather to the metallic media employed
by the artists.

Anchored in the translation of auditory experience into visual form, the riders of metal
hermeneutics navigate this abundant, multifaceted universe to open interpretive
spaces, sustain its aesthetic intensity, and convey its essence. Rather than producing
knowledge or definitive answers, such art illuminates the music's turbulent energy,
embracing its tempests and channelling the elemental fervour of its sulphur.

Far beyond the dialectic of beauty and ugliness, of good and evil, the heterospecific
relationships between contemporary art and metal are not exempt from reversibility.
Notable collaborations have sealed such a pact: Bjarne Melgaard with Frost; Banks
Violette with Snorre Ruch; Nocturno Culto or Sunn O))); Mark Titchner with Nicholas
Bullen; and more recently Anne Imhof with Igor Cavalera. All are anchored in a shared
desire for nonconformity and in defiance of subordination.

Drawn into the power of the infernal by metal’s propensity for paroxysmic and
unbridled expression, visual art taps into this magma of boiling excess with a fury for
saturation and immoderation. These chaotic energies find new destinies, whether
dislocated, distorted, or sublimated. Beyond a mere shiftin meaning, art enables their
preservation. This force, conveyed through metal and readily adopted - becoming a
pure material to be dissolved - remains nonetheless largely inassimilable. Its
resistance to fusion highlights the singularity of metal’s defining characteristics.

The scene of musical subversion likely gains little from this infernal marriage. Beyond
collaborations in forms such as performances and album covers, the phenomena of
theorisation and intellectualisation — exemplified by cultural studies - cast new light
upon it. Yet one might ask: could these very beacons be identical to the ones that metal
seeks to avoid, risking precisely the gentrification that the genre so vigorously
denounces?

In a striking and early confrontation with life’s harshness, metal consecrates the end of
illusions and the ambiguous beauty of disaster; in turn, art becomes both witness and
intermediary. This “figure in black which points at me” - whether an anteater guiding a
journey to Arcadia, or raw reality spewing violence - exalts the souls capable of seeing
and hearing it.

1. Itis alsoworth noting that, in the sample of my long-term research (covering over 250 visual artists
associated with metal, of whom 17% are women), the three most frequently cited bands are, in order,
Slayer, Black Sabbath, and Kiss.

2. ltisinteresting to note that the work Pansy Metal/Clovered Hoof (1989) references costumes used in a
performance set to the music of Motérhead.

Elodie Lesourd’s text taken from pages 186 to 193 in Metal: Diabolus in Musica, 2024
© Editions Griind/Cité de la musique-Philharmonie de Paris, 2024.

45



46

47



[}
<~




50

51



52

53



54

55



RECEPTION
2025

56



58

CALIBRATION N°1
2025

CALIBRATION N°2
2025

59



60

CALIBRATION N°4
2025

61



62

63



CALIBRATION N°3

2025

65

ERBRNEE RADAERLS

TIAZBMEAOTOY I L [AFXIL-THTFI—] T
3. REELVWIDEDOHEMEL S [£E] £ £
F3, BEEICEL > THIRE W7z [Savoir & Faire
£RE)] (UT [£&)) T, &K&W EL AL S
Ol NI, ZET2LBOME. ZZhbEEh
REXHEE, SEERD. FE. BHEER0B5
OMIFA. ZOIE» 5, 7). i, BEE#N. T
=h EOEMTJBEOBN. 2 LR, BEEEY L
F-BERMPZOERE G- HILOFEPAE L
WO EREROERICHB EMEI

[ & L] [2B * 2IVO=EM] 28 & B
DIBFATILEZ—EDERIZ, XBADFTLEHIH
BLUARYE. £-EDFRTEATE MED [7
CETr LI (EEN) | EENICKS 2 & BiE
LTHY., Wb, Aeel2BElewEr»S>. X

%X 2 IEEPHEESEE. HECBE. BB OHE.

BEPERRXDEREICES LT TOLBEOFHMPHE £
*E)%EET% :E)O)—(“&Ot:o

ST, ZhHDFEMEBEASLLET, BROT7—7+«
ZNEDOFRICECEBEDBEEERTIIN-TE
[X&IL] &, RIS [7oET7L>X] #REE
Lo2bH, EEETHIY LT A2BOMIPHRIMICES
EHTBHDTEV, RETIE., SiAY SLEEH
HYTB1T4 Caei) 2. 7—FT 4 A MPEIEEEL T
ERBROBMEEMEEIBRBEMABET LT, T0H
BLRIxVWX¥—-%2BRILT33ANEm& ZE &
DESEDL SBNT BEAL,

T PRZHNE A, S Rhif, M. Ah%
AuwiEgifi/4o7F7/00-"00EDTHY., &

HELF (Falb—5-)

FIVvITR AFRCHEHETIN, ZZTRIEME
LB EROEEBR. THbEASTOERAY. B
EBAT. H—B. RO ICEBiNE <Y
=2 arEREUEIIMBICEERT 2, ZhIZIE
TEDELIE R b—X+H2DICLBiEHE. HE
TEOERER]. DETH] 58K, 523 0E DA%
MDFED MME—FKI] OEHLVLIEE] tuvok
SEFFEIELBDIABLABL,

L —MEICE - T EXH] £V DB
BRI EBINZNEDL SOMEEOERE. B
LT R EHARD 5 DEM DB E WD ZEDEE
MERBEL W3, ARMDBEEETMBEME
PECEELAEZDBDICAZBZ LGBV, L L
ENDZITIIEEIELMBEOMEIC, FiE
M 3MEY, SELELMEOEILIC, ERE
LT 2MEN E->TRDE D ET B, AERMPIE
HEREHNLERRICHDDIE, EBICRERD
ETHBFOALHTRIEL, mMEEZECER, D
T AN WVICHBES W TR 2 B A TR DER
ERERRI-¢, BT £SEaWEEBR
THEDERELZEESED EVIBERD LY
ThHd, MRSNEFBRBENBEEARNER
BRCREEP LTV D, BERE L TOBEEIR
B0 [EHE] THz.°

BADT7—T 1 A MEZTNhZNELBFETEEICH
B0 ARINBEOREXERECSHICHIBET
3I07 1 - WA=, KIREKBILRDIRD 5 AHY
FHENWFEEIL S L2 28T, $S$IRELT

66



OHIERICABEHZEREHLEZEE, W& 28D
HRA, BREEZZAEMEBE. KPEFERVE
L. BBREHDENBIFEROY A 7L RERE(LOR
BILEEBEVNTHDIIEND [A 2] "NDERE

H&o. LIELDHIVWARDEN PO, SEEN.,

HEAPSDEREELTEREIC, BHCEADEEEZF
sleLad s,

#HE KBTI

BOT7—MILIELIE, AEFEFTRVGEDRE,

A CHERDES /2. YTNIEMOH 3% 5 DOR%E
DHNEEFRL (& TDILEHSBTE
NLPZXH, RBYVELCEZAICIHERL TWD,
ZDEHIERLZDES LICERKIEDELDE, &
WHEY, BERODICERPAPHENENS S
BV, B OSRREEHRL T HMRIELL
HDOPEMEDTHNIE, BICE->TZhIEHIE
TR TEEVIEDESZ DD EEME L THE-
=), AN EFATHIY T B0, E2HT:EM
BXEIBEBRL B30I, T0EDHE®
AR [$5BkE L TOIR—AFR & DRI

BRI, EOFEEBHSEE L THIEEESNVEDTH
% [JAPAN KOBE ZERO| (219705 h 5 76 FE £ T
L. ZOHEBEBEY LISTH—< AP, UH1 7L
RBE&G. MR, ERLEEROT— MERE
fERE TE e 72, BPAFEEDT7—T 1 X Mk
32 EERBIET. SEVWOIBREEIFMEROBA
EEDRTEATE RIEPHEORSE, HATK
2L B5HE [$#IRE L TOMBT—ER L #HDOGIE]
(I£RB] i) (CFEL V. AR T, EMPEIICS
WTRBHENTEH B3 EB WO RMY . 182EL T
EDEHIIIHBREN, WHrEIAEMICL-> T, Fak
S5ICBEFRERTONLEVND T EEFER LV,

£ 4. (RPM-1200)* (NOE)°» 5 (3. ST DIHEH
EDBEENEY LV ERAMBDIENTER1E5 I,
MERE BEMEBEBETHSHELBHELDT
H 57, (RPM-1200) (ZiE, AANDUE L /=5 1

67

WOBERPERI N TS, ZFLEHEPHEEED
EmlEZNEE, HDWVIIEICLIEBINTXPEZ %
BEINTEESI NS, 21 ML THBRPMEIE, 18
PREUALTREBINIEBICEFBI N ALY OR
#5 %1 = Revolutions Per Minute D& T & V). 1200 ¥
REOOEHERL TWD, £/ (XOF) 6. $#%ik
5 MEEEDBEEEDREIC. BHMOSMIEY) F1F
Sh. BEETMEINS [ETR] OFERY). BZ
EPFTHELSNAEZBDOT, [NAE] 650 [T >
RKaT] EVWHIEHE, COMETBORMICHERKT S
HDE, WINHERZ A MVICSRDOERBZEE(F L.
AEDHFTEDZEMETEICEZEL. BARD L
IICEET S V) —EDFEDOFIC, £FL SHD
32 EDHEVHDEFPEFEDOBRME EBEXHIH
BRELTW?, KEDFHEEEIC [Zhif, EXZE20
R HTHTEZ, 7 EIPHRATEREW] &
B3RV R UEE> TV D, EROERPEZICH
B3HNIE, HEAPTIIC—HIIE->THLBRETDH
Bl HEEN - KRBT OBHEIEIETHEDL S
THHY, EOPSBRINLSIEREEZHL5T,
BOERICEZENICIOVWT, BXDH3T7—T 1
A MDINETER [2BRITIR. BENEE -2
BEREMHLLS. BREEBTISLOLEEEHMET S
EWT&EB, —AHT(BarRose Chu) ® (/N> A1) —
EANCHY CENY) TTL) »5 1. BEOED
PEIEHMUBMBZENTED, TNOERI EEWID
M KELEX vy TEEAHL, BALEHD S8
ME BB, BHEISHEISELALPDL D LFERE
7257, ThIZERFIC, TEBLEZEEEEHDIE(IC
52T<n3, BOEKIF, S LhBEHEERNDTT
BAE=XZIDT v DV EDTHZIDPDL IS
bELONB] e, LTV,

LT REE & 1] - 7= (JRFIRH Little Boy U235 / Fat
Man Pu239) ®# (AK-47/AR-15) X KFID o 1) — X,
HEINEME IIOVWTHEZDZ LD, REICES
THEELT - ThHo7e RMODERIZRZLEN DS
HhHd. BETORNICEE T, 1971EDH
MOKRRFEL? S, RBEREMSILZER (Life
Self Defense Force (LSDF)®) (1979) » —ffHR & %
BAALFOTE (T > H > DiTE) (2000), Z LT

ARTBASEE B (L8) ICEHBSI W AEXKEET 1 R
2L —3 3 > (LSDF 020) (2020-) £ ¢. 50FLI LD
., BRLEITEAT7—7T 1 X bEeREKT 2 ERE
THbHd, FOARROITNTHREIBIMESRTVEHD
D, BICENIE [AMTEVWELS BHDIZED TR E
b, B THEW] TUET 7L MERETHH B,
RBEHUBREZL N SDIEREBSHT2NDIC
I REEFICEB TR DOVWTOHRES (€8] 1T
%) PEEILLEDES D, BERTINVEICH S 2D D&
BTH2u 5. HMERICE > THRIEELDEVR
FZPEG U BETHEILSEEA T, &ELAELET,
TR WHICEEEDALSS, HIEFETCHBTIESE
BTLTPET, $ARBELTCOENTBEHBE
H5b, BEPENEEL LMBE bR HET 5
CEEEBEL WD,
BORBERDOHEEEZNASICEBS LEDES
E. Thid, FlfEE & L TORW A v e, &8
PERBEZECZMBEEDOZNhEVWD ZENTESLES
S, TN, EBEBND 2 EDERMEEBEVDREIC
HEIZZAVIWEFBEEEDPBEIBRESH SN DER T
5|2 THBEHE A B, R [Play Station] (¥+ZVU—
Gusto House / Mokuba's Tavern, &) [CBE L CTfrbhh /=
(R oA DOTE) TR, ENDFIOEHERE
TIENTEBIDTRHHEWESI MY,

ZDEDITHEDOERIF. EMOMRTESNDLE
CRELOELH D SN, EBOKREICHZMEEZMNE
Doy ot (Bi%) ICRZBEDHK [$5EkE L TO
| NEBTTAEHER D, ZThIIEYPFEMESHD
B, SkEMOBAD, FATMER/NNT+ -T2 EH
UATO WBRD B E G ICER S €, BT AL
CE-T, IBHTRIBEE B - =D,

IOFq WA= XZNELEOES EFRE

[XBIL] EWIEBHRETPEBEXZILEZES
BUDUFTWBhITTIEWL, JIL—TH, =i
B, FEBR. Bk S 5ICIEFEORIMEICL
722%T. €EBUEHSWBIEZAICHEET D, 2
DZEHE, ABILBEEVD D4 VILORIIER
ELTRBRZELEDTHHAID E2EXITH

590 AFIERIE, BT REEABL
ETHFBEOLEIL—V & L, PHOKBP
HBEDEH LBV O LBEFE-THESBRLE
PHoEERL., REHNAHRESEBLTVWSEY, 1R
KB, BEL. BED2ASK L 802 RIC
Lo THEEIN TS, TNDPMDT v ILERE
V2L ZET. Wo ZHMBEICH - TRFEOFERK
ICMHATEEDTH 5,7

ST ALY [XELBEOEEM (X2IL%X)]

IOFc-LRA—IE, BLBEE@ADY £HF5, I
Ay 7XRX 2N EVNSTv P OAAEL—Y 5
CESEREHIELTWS, AR TR T 3R,
[X&Z)] EOFEHYLPLRIENLZHBDT, A 2ILE
HEDSHICERRL. RBMEE ST, BEIEEHOD,
BB DEMP A > X2 L — 3 > OBRIROTTAEME %
NET32HD, 2BEVIRMEERICERALTWS
HD, EVLERBELPSEBEETIENTEEE5,
WZR—=ILIZE-T, BREE, £7. RE. RE.
BREVWSFEBICEZRENE(ICMA, 72T %
AwaZ e ThEThBEE BBV ERAEER
ETEHBDTHB, BIC, 2S5 dbizbIhBiEs
DR, T RIVOERICEWTIE, W blF, x&
WEEEEZDLETEELSREICLE - TWVWD EWV D,
WA=V, BB 2R, i, 7IUNLEE %,
ZREODEEANEETR L. Eh 2 =MA0R RN (CEE
T3, BlAIE. D7 —7 1« X ML IEEEED A
L2AL—arEEF—TELE [NMX—OvH
DIZR O =X TIN5 T)T1r—FR 12
TATYHF T LIV (EHF) B EE NAIN= T
ZLEEOFEERAONEN S, ZAMLXOY VZED
YALICEHBLESPHE L EEHMB L. 2B TR,
BEBRLEZHDE, FRIEZFNAZTADT—T1 I D
FFR &R TV R —IVDTEmBM & 4V BAR L FE
Lo THRBEEVWOIHAAEGE I NS, BRI{ES .
F-LBAEANEBHINAEE G, BB EEETE
L EikB L. RBC7—H1 TOEBERE. &
MENEDEIEEDIZT 3,

[ 12T, 35> ALY Lid, A 2ILBEDER
Z1968F(CA ¥ XADFWMEDFDMN—-I > H L

68



TEENETIv 7 - YNIROFEELDDH, X &I
EWVWIBRIF. ThLURASXRICHEFEN—K KTy
TDRROEERX N VF, E-bZ U X EbvE-31E
KREICEBICEATAIREBEI H -2 &P, LXEZ— -
NI ZWI970ERWMEA,. x&N%E [F7/00 -0
ZEUXLERELE /A ZADEEK] EFFLECE
LEDIERL, [SENEONBHAEHRE AL X
EDREEM] X ZhICL-> TEENBEINESR
EDH B,

WZ=)Lid, ZEDSIMIIEL, EEEDT«XH Yy
2arERTBREOERICMA, BEEELICZ 3T
5h7-BEEEa (OFO) & B L7 INBEEE
INZRTIES h7-BASEAY 4 28R (O % U (Huis clos) 11)*
FRWTHIET 32 E 2 IRE L 1=

(OFO) |4, E2@IZ$8 X F T [Ozzy Fucking Osbourne]
EEPNIETINIT—TELBICLBHET. 2025F
TRICEULEREDY STL Bo/Fd IV —- FIR—-2N
BN, WA=V, A KR—2DiBFEE, B8t
NDEEYHSALAEL—2a i R AERE [£
2] BADISEE L e R—DXE SICYMS hiz
NEERAMERVTEAENLE /Ny FTI—-7 T2
RTZT1—wE&ERE 7z (OFO) . TENTHRHR
liaT7IIT—TERBEEVWIBMBORMD T T35 —
2arDEICHELED. BSDFT. BHEEHL
THEBIMEONASEBORTIE, —ELTDNT+—<
> Z {(What Is This In Ruin, Yeah) ®* #*fThh =, 2 A
DINTF—=< =& 2T T Iy 7 - Y NXDFEEEND
¥2-0)7%BL TEBIN, REIZF 2 —FIEKIC
EoTHIL ROBRENFETFS N2, A XKR-2D3E
X3 —EOERKIE. BOEHWEIR) ADOREPK
EroBRkah, x2IEEORIKRE O T1v Y
LR D, BREGVRICEPMZFxF 2L
EBESOSEZICILEHB T 2BE VWS HRMEIR.
S ENBEROEDA 5L — b Frb Al
&oTHES [EVWRER] OHEEFET 3,

5 AERICHIELI—IEROSERIIOVNT.

BEICREZAEXLTHI I, BEILEIZERD
KB, 7OLEDOF1—TRX2—DAy KPR
W GEOBRIE—DH I R), SEERLTL
Fo YR HEDRIFREDIHEICT7ILIEDATE

69

PHEPNE(T ST - HILT7—), HESRICEENE
BRTHBNROOTOEDENFERVE (T 7
JZ M) K2,000 DX 2 —Ey 7 ELBIRTHRVE
b ZBESREPRREOBEEDEZ(JTr27
SReT=R— @) E(TAT— T — (). H—b-
AN-COBEBGEIICHD T L — MR TILITIL M E
HArBbE (T2 ERFWEEILN)) E(NT -
12X 21— #2) YIFHAFREL S 2 HOAR
BREFRVEE (1 U IIL-HTFT ), $HHEDT X
DATOFHFNE/R - -BEZEMETI(XFV T
FT-TAUA(FAVHL - NAFLLR)) BE, A4
IWEMOEDWRBEHE T THEL, REELTHES
INAHESBRREXERICEDE T, BRADZT -2
E5Z2T< N3, 22T 2ERIIMAZZENT
EHVH, WX—ILOERICIE, EEROL S £ESH
BIROABES T, X ZILEVIRUHDOBEHEIRPL b
Dy ZIZDOWTORBEMEN H. ZThEFTHD
HELZBANBEURHEICODHEETWI I L HE
LTHELL,

EERKRTF : BEEh 3 KROEEE

BefTd ME—mh] OBREWLEBETHY.

2B COEROEEN TH 2, NEBEEIR
BALTWB LIS, IRTOMEBEIBEEERLEL
IBDTHY) ., TRXTOMEIZEEMOMRE L
)2 %, KPEPARXRETT SIEXCHMITRIC
ABETWVWD, INTHEETREVWY, BEV
1eBECHITFET S, eRIEIMELHEELD
DEDE, BFERRFERIEAEMHLLPHZIHD
THB. HIVRPEEHRBROE BHTD
AEFENHEEBA TS, 2L TREERLY
LELALBEEDICEEND, Adifid~ 1
FT-HEZOHDTHY). [EEE] BEHZ WV
BHEOBRRFETHB,
DI Rylb=X+T Yy IR -Hal
[FOT7h— Tl

BERKRFRIEFEERDLETIEBERZDBIC, B
GEIEE RS, RIEIIRECFE EEEICFN TS

T—TAARNTHBZ MEETICEMELTEEEZR-
TEEDITREWY, T172 a2 ils0THNE
HREANBONEEZTERT S [ME—RN] OFEX
B, FEMEREIICE TGP ZTE L V- R
HER DB BMEEED,

AKETIE XZILEVWSIT—Th 5 KIBEKREEER
MELE T 2ROBERD SEH N (3). (CALIBRATION
N° 1,2, 3.4), (RECEPTION) & WS EREENSH S
HEA L2 8L -3 ERERL I

L2BITREOFTH, B—HEBETHREELTHEETS
KEBI3, HEZBA THRESMOMWNLEEICHHE
boT&Ek, RAREICLSE, FEO7ZILFI-Y
TiE, KERIZ. BRFE. A, 1. MRLELEHICESR
HH. AEBEEOLLHE (AK) L THWSh L
Wi, BEATIR, HRICHITBKEBEEAVIREKE
(PIHLE) OREEM & RTEHHECPEROK
ABIEICKEEN L ICFEDNI-EVWIER B E L
A7 LT, BhEKEN%E < BIRFH P REMEMDFHEED
FRIC. SRR KERDMIMHIRMRIC F TEAS N TV B,

EEORTROPLELBBGEI XL —Ya Y
() 3. H7Z27Ay 7 2 BR/ICLEMRDOLED XY
D=2 EABENEZZ—EIDDAE—H—I2&-T
BRI TWS, BIFEAEICEREINZ5I54— ML
DLEDZX VY -2 d ZDEHEREDI S, BFEERETS
RKRDE/VZADEDICHRA B, ZEFRICIE. KD
BTHEW S W N—FOKIEXRE (CALIBRATION
N°3Y A, 77 UIT—ZDFRICEL N, FDEE.
BELICHZE=Z—TIt, SEXHIPLEKREBDEHRIC, #HE
HbREDBRAD LD LHEEOMGEIBLEIN TS,
LEDZXZ)—> &, B> TEAERVES & S ICE
BAINESIILFOEZZ—(ZIE, IEKROBE
FEWMYGEE. XJCINMAREZORBEERELE
T4 723 PUuTL CETTT %, A TLEDDER
S, NEBEEZZ—ENYRTFUNFBLTHY,
AH %38 D BEDE RGN TN TV B,

G D18HHE Y DBGIE, AV TILAZDE I
EBIC, SR 5 RKREV D 1EDBEREDFN DR THE
T3 2 28BE D%, £9. BXOKEY, S8HE
BEOKRELHEZXr—ILT, HALKETHDHIICEN S,
A BIEAEDEEEBAZNTIX=)TILEHEA
CERBERBI AN S, SCICBENPSLTZZT

FHEVWHFEREEOHRALFDLN D, PP T, £AEDE
ZA—ILBMOBB AP ERND, X 5WEEIL.
EILDRENTRI-TWE LD, PP RDOHI),
MrrEEhd, BHAME—AroERELY. &
BTIThES, BA4RADLIIZKENES, SE&ETN
e, BREBALGMNEGEXShTWVE, 2L
T. BOBBEBRBRES, 270 TICL2EBDE
FEULEEARPEINDFRIZASTL B EHRDLED
ZG) = PRABRILAN—Z— 5, ZERERSL
EOICREEH-5F, ELDFEHEN, kb
MG DFR, H B3V EEEICEMAT A, KEBICLBL]
BERERT D0

N—TBED () 1. REOMEES . HESY
AELORBEL EONEDEILE & bic, EBEBOR
hEEVHET, BRI ZOEEICEREL T TCEEE
& EROREOEE L BRICREL. EEEOED
CEWS U A VHIBIER £ b7 5 RIS £ 1) i
LTW o oo % 72 () 2 A BMBHLZE S L TH
BANERNSATLTILOFv1 L (CALIBRATION
N°1). 8% 7% (CALIBRATION N° 2). iPad ? B {&
(RECEPTION). f#15F1# (CALIBRATION N°4) 3.
BEEEREOY 1 hALOLEILD, MEFBED
RTRE AT EEMS €5 EAY. RERERET B8
EORENCHE B,

L7 L (CALIBRATION N°3) (Z& 1+ 5 —EFDKIE
CEoT. BHEEROBREIAS EBTS2 L
ICh B, ZONSHERIEIE. KYPDOKETHY . BHE
EMULHULAEDPSHHRL, FATOEKABICHEIFHX
EBERBORRIGATNE, ERL S — XDHT,
() KB TRCERET 5 ROME L. KD
hiC. EEEPIEEE. 5 ETEKOEPEE S DR
ELETEREL. BEBOMICEEATB, ZOH
MAac k) Gh) . BEEREBA. KIEDEEEIC
Lo TBESNAOEPRED & > LEEES VT
3, Zhid., H23EEEG. AL EDENI D ETH
WIEES N HIL FREPBRZAIHLEZRICE-TED
NEWEOFRIED L SIC, EBAL P /=<, RFEDL T,
IhES A ERTHEBEL BIRTE 3, 7Dk,
BEEL ZOFREOMHE. LB AR, LAOE
HEEEEEEEE VKT EBTEATLE S, D

70



V). BEECHHRILYI 2L L LA EEFIC
RENhBHER. 75, KBOLEZEENAFTEDL

S (Teeeee . LT

v
N3

HELE L 7= 2 DB 4 X 2

WO W—TBE TR RIS, 7172 3>
BICRLRERY, HREE BEEEROPT.
YWFN=ZADT LD LS ICREEHEEERE T D,

COKBROREBEEEE, —HXYOHE W¥
PHEE) EHMEBOBELEVIERBIRICE->T. Ky
IW—=X+H2)DIEFE L =HHEENEDL 5 D_EDHR
MEL B, 22T AMERDF YU TL—2a %

BT, BEIPRE L AME-RIAOEBPBEDED,

2RBROBREFELTRAZDTH 3,

BB, JIVL-TREEEL THER L BEABNELIEED
VEDELT. ZBMAiEKRD [£BF] O—&IcE%
BLTIELL, ZO/NGIE. Ebd EMNBARNE
DEETH V). DD > LEFDEITERY DHh
—ADEN, MAELRTETORBEE, BlanEEK
2T7UETTLY NeBIEEEATAIMA TR LD
D7, () DR REATHICH BFKDENIE
NELCH, EEOBICBABLALEZOSGBIE. 55
LS [2BF] O—BEEELYEL. BEYMFIE
FHhEIICHEST, DB, BREBINTICERX
EDHDTHY., B (NXOE) OEBICHFEE L.
SIRTF EHET I —ILOBE LB ORI T HRE
Lo ¥, 2EDEFZZTEVELDD, X2

DEIZVDULDPBASWEDSED D, KERDEFZRIC,

LRBROZEEN T —T 1 XA MeBIlE>(BBEh, B
BERE L TRERSN/I=DD, AELHIERTET
WBH, BEHE - ESHRE LAV,

ZhICLTHLEDEL I REASELI LD -
=l ZDEEFDORICEZH LS TEYVENTWY
feo BIBY OB > AD LI, WD E
Z B3 THIELEOENEBY OV DEEEE. Zh
BN, BICEEABED. ZOREFEMR
Eihio TIBY DD TRANS 5. 55
VNS REDEIEHDTH 1550 ZDE

PEMATZS

71

=Bmigk [£mMF »

14

15

16
17

18
19
20
21

HEREE [2BEBEAANDZOOO0HE] [Savoir & Faire £/8] HiEEE. 2025, 68H,
[4arFy/As—cid KAEHNATIHMOBIETH Y . B L MBI - BTRICE V> 721E
FTOCREMAEDEEIET MEPSHALMBERHL, #REEET I LHN—ENIIREX
ADEBRMNTHD, NEINNAOF 7/ OV —ICE-oTHEBLAEMBELT. 2B, £33V IR HT
XL ENETFLONS]

DRy =Z+T1Vy I X ALY [FOTZ b= TlRHH—IE LR, AHEREHL. 2010 £, 1285,
RAB I [$hEk & L TOMIF—FR &85O ] [Savoir & Faire £/8). 31H,

(RPM-1200) M 1) = X%, 2006 EKPOX U > TS HABRTHEE [ZNDHE EE] LWRKL. 194
BELBARRTH, KEDDORIREA V. 2DODEREFEFES € B TERE L /£, 2004 FICWE, ¥ 1) — ZH
B & B3R (EHOFH) % BIWAKO E I >+ —L 2004 GRSI/AME, #&) TRRL T3,
READAVY —ICERE NIz 6mx12mE S 5-7Tem D§&IR £ LB TIES /2 /N 1 T &8 T 288
ICERSNABRTR (ToR27), BERXDH - -TH P SBENRZ T2V,

2025 F 1220 HICRIES NAABE DT — 71 X b+ b= T DBRIC, INEWEHICE> - SE» SadHl.
F—TZ T EORVEDRICKIBEED/INT + — 7 > X, 1971 FLIFE, 90 @ %8 A 5 A & E o
[BRDEFESES TTFE] EVIEDA Yy 2—I T 7 MIIRBELTHERL TV S,

AR [$RER & L T OB —HEE & $kDfE3E ], 37-38H,

REETF [BADTIR] - TJE | [Savoir & Faire £8). 218-2198,

2000118 3H. ¥+7 ') —Gusto House »* 5 Skm Bt =K (¥ v XE) % T, WFERATH 5 TH7E
EEERBL. BRHEL B SN 15kg DFEHF > 2170 NI LA BEN T2 /8T + -~ > X %72 72,
ITLHUHL [ A ZNEEOEEYE (X 2N X X) ] B ®HER [Savoir & Faire £/8). 2748,
(EO%L (Huisclos) II) i, BENC REERIYNY M THESNAERHETOEE 2 HORFROMED
fERT. BEERE. CORT AYRTF2DERNDTT9 I AN D) N=HILEEDEE (1F
JAZDESICEEEINB D) EEECEABDMER, Vv =KR—JL- 4L MILOBH [HO% L (Huis
clos)] 5. WZA—ICL > TEHRICERENWAZBRHSICS I3 - ABOE LN DORRE (M. &E).
HBNIBEDORAREREVIEKRTIR. B3O/ TT71ILEHE X B0

BEEEhABEEZH EIC. MICB S BNFER@ICHBHIEL 2. TROY A1 MITEHEERZ ZENT
& %, “Kelly Osbourne Remembers Late Dad ‘Ozzy F------ Osbourne’ with NSFW Tribute Days After the
Rocker's Emotional Funeral.” People, August 2, 2025. https://people.com/kelly-osbourne-remembers-
dad-ozzy-osbourne-with-nsfw-tribute-days-after-funeral-photo-11783789 (#&Ri% 2026 £1 A 6 H)
T 7 - HINZORA D [Black Sabbath] & 5% M [Dear Father| (CEHE L. 2 DD% g% 2ADF
ZYUZR (IAF - IWRA=IEDHBI—ADI1—T P v ) HEFEIZE DV 72 [Ozzy Fucking Osbourne]
EERTDTINT 7Ny FOIBRICEN VXL ERHEN SEETEETBERETIBDTH -1
Fylb—X+#421) [FOTZ~— Tl 128-129H,

RERE R ERE—REDFEN TV I —] [Savoir & Faire £ /8. 98-998,

[RFEEVWS DIk, BEAICHAZ ThIE BE. KRB 38 80, BtFRL EeETHWITMEL. S8t S5 B
FOMBERL (BONLERETH B, [18HF] 2ABTE. IWENEEF. ERELBD_FICHB &
T %0 [EFH 137 (BRAEKER=HgS) ¥ B8 (—BRILIR =PbO) &#& V) iR L8R U /- FHEE. 43R 3 & & 3.
BIEE 725D TH D, AR EMEL TRITT S &L KR (%) IZhY), KELLRABICERT 5, iR
EBIET 2 & & RIBICSAF. mERE=8"=Pb,0,) (L4 V), BEaL SEFREIIEERT S, B B2
BT ED & REBDIMICRS, (BB SRBISRY . BLSEBIORS ] EWSHIBEZZICBET 5, TDL
IALFRFE DR SICHR L T EFRH, ABREONT—REZRE L. @A NOERERFE L ]
A% [€BEAXAAD=OOOFE], 748,

RHEES [HRDK] 5 < FFEEUE, 2005 F, 348,

LEDZ 7 —=2ld AV TIAZOELDTOR-Ya L EBhE3 LI LHEETHH >

Z Btk [£RF] ##E. 1960 F, 3228,

72



The Reverberation of Metal: Contemporary Metallurgists

Beginning this year, the Fondation d'entreprise
Hermes focuses on the material of ‘metal’ as the third
instalment of its Skills Academy program. Savoir &
Faire : KINZOKU, le métal (hereafter Métal), published
by Iwanami Shoten, opens with a chapter that traces
the history of metal spanning from antiquity, from
their extraction from ore, processing, and
transformation to the ideas and geopolitics that have
arisen from them. This is followed by discussions
regarding the processing techniques of metal
subsequent to mining and smelting, as well as their
applications, also introducing artistic expressions
such as swords, locks, jointed metal articulated
figures, and crafts. Finally, it brings attention to the
architectural techniques related to metal that shaped
the modern and contemporary eras, as well as to the
labour of mining and the interludes of international
stages such as world expositions that formed their
backdrop. This series of studies, divided into three
chapters—‘Extraction and Transformation,’ ‘Métal/
The Art of Metal,’ and ‘Metal and Architecture’'—aims
to explore, in a cross-disciplinary manner, both the
versatility metal has demonstrated throughout
civilization and the ‘ambivalence’ of the values it has
cultivated within culture. In particular, the chapters
examine the technology and functions of metal, from
the magic and mythology surrounding metallurgy, to
the tools and professional groups that have
supported civilization, warfare and transportation,
currency and institutions, science, and the spaces of
the modern and contemporary world.

Building upon these discussions, the group exhibition
“Metal,” which examines the roles and workings of
metal that resonate within contemporary artistic
practice, is similarly based on this notion of
‘ambivalence.’ However, its focus does not lie in the
metalworking techniques and technologies
addressed in the book. This exhibition reconsiders
the act of extracting metals from ore (metallurgy) as
an attitude though which artists confront the
properties of metal in their creative processes. From
the perspectives of video, music, and plastic arts, it
introduces three artists who embody and give form to
this unique energy.

From the standpoints of technological history and

science, extraction constitutes a form of
pyrotechnology* a technology that employs fire and is
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Reiko Setsuda (Curator)

thus also applicable to ceramics and glasswork. Here,
however, we turn our attention to the interrelationship
between minerals, metals, and fire—that is, the
workings of metallurgy—which transcends history
and continues to evoke a magical sense of
imagination within us even more so today. In this
regard, the following observations by Deleuze and
Guattari, such as the ‘continuous variation of matter,’
a ‘reducer’ induced liberation, or the ‘consciousness
or idea of “matter-flow” inherent in metallurgy,” may
indeed serve as a guide.

More generally, the metallurgical idea of the
“reducer” expresses this double liberation of a
materiality in relation to a prepared matter, and
of a transformation in relation to the form to be
incarnated. Matter and form have never seemed
more rigid than in metallurgy; yet the
succession of forms tends to be replaced by the
form of a continuous development, and the
variability of matters tends to be replaced by the
matter of a continuous variation. If metallurgy
has an essential relation with music, it is by
virtue not only of the sounds of the forge but
also of the tendency within both arts to bring
into its own, beyond separate forms, a
continuous development of form, and beyond
variable matters, a continuous variation of
matter: a widened chromaticism sustains both
music and metallurgy; the musical smith was
the first “transformer.”?

Each of the three artists featured in the exhibition
approach metal in different ways. Elodie Lesourd
semiotically reconstructs the resonances and
tensions of metal music, Maiko Endo creates inner
universes and manifestations based on her journeys
to ore deposits guided by mercury, while Chu Enoki
superimposes human activity onto the Earth as a
metal ball/iron sphere. Now, let us enter the world of
metal. Let us begin our contemplation of ‘metal’ by
engaging in ruminations of fire and sound with the
metallurgists of our time, immersing ourselves in the
states of continuous change and the cosmic cycles
that even bear ties to meteorites. For a moment, let us
step away from the comforting scent of wood and the
feel of the earth, relying only on the reverberations
from ancient times while occasionally drawing on the
insights of our predecessors.

Chu Enoki: Weaponry and Cycles

Enoki's art has often oscillated between
unapproachable masses of iron and warm,
living flesh that bleeds when torn. The
ambivalence surrounding this matter indeed
appears to stem from the same place. Sound
and fire are things that are ever-present in the
artist’s daily life. To be specific, working with
iron is inextricably connected to the use of fire
and also produces sound. If art is an abstraction
that eliminates fire and sound from iron, then for
Enoki, it ceases to be art. Such is the reason for
the sense of awkwardness or reluctance that
arises in treating Enoki’s creations as art, or in
referring to them as sculptures.®

Noi Sawaragi, “The Earth as an Iron Ball: Chu Enoki

and the Ethics of Iron”

Chu Enoki was a member of the avant-garde
movement JAPAN KOBE ZERO from 1970 to 1976
and has since continued to create unconventional
performances and artworks incorporating recycled
metal parts, guns, cannons, and ammunition
cartridges. The perspective and approach to creation
that Enoki cultivated through his life as a craftsman
working with the dangerous material of iron, rather
than choosing to pursue a career as a full-time artist,
are detailed in Noi Sawaragi’s essay “The Earth as an
Iron Ball: Chu Enoki and the Ethics of Iron” (published
in Métal). Here, | would like to examine how the
material of metal, —classical in the contexts of fine art
and sculpture—is reimagined by Enoki in the
exhibition, and through what forms of ambivalence it
prompts us to reconsider it.

First of all, the works RPM-1200 and Bero-Mimi / End
Tab, reveal direct links to sites of ironworking. While
both are works that Enoki began creating after he
turned sixty years old, RPM-1200 “ incorporates old
mechanical parts that he has collected. Parts of
various shapes and functions are arranged as they
are, or after being lathe-cut and polished by Enoki.
The title “RPM" refers to the ‘Revolutions Per Minute’
equipped on the lathe machine that Enoki has worked
with, with 1200 indicating its maximum revolution
speed. The pieces in Bero-Mimi / End Tab ° are made
by rustproofing and polishing the ‘sacrificial plates’
that are attached to the outside of the base material
during the welding process when creating a cylinder
from a steel plate and are then later removed. The
name Bero-Mimi or End Tab derives from this joint
area. Both works feature terminology related to the
iron industry in their titles, and it is within this series
of gestures—in which salvaged materials collected
within the everyday are carefully polished and
arranged like building blocks—that a certain
resilience and lightness inherent only to things
inseparable from life coexist. During the installation

of this exhibition, Enoki repeatedly stated, “All I've
done is to arrange these objects; anyone can do it. It
doesn't matter whether it's art or not.” Nevertheless,
the labour invested in transporting and polishing the
works was itself a process where iron and human
effort came together as one. The resulting futuristic
city resembles a mirage of sorts, inducing a dizzying
sensation as if being liberated from gravity.
Regarding the gravity observed in Enoki's works,
Motohiko Odani, an artist who has been acquainted
with him, states, “In the metal sculptures, the dense
material allows one to perceive a weight that presses
down on the body. On the other hand, works like Bar
Rose Chu and Went to Hungary with HANGARI
conveys a lightness of thought. This contrast between
weightiness and lightness creates a significant gap,
and the moment one is freed from the strong forces of
gravity, it brings a sensation of floating as if the body
were suspended in midair. At the same time, it
bestows a strange sense of happiness upon the
viewer. Looking at the works in this exhibition, Enoki's
practice feels like a strand of heavy metal that
encompasses various different genres."®

In addition, what was also an important theme for
Enoki's exhibit was to reflect on his works dealing
with weaponry such as Little Boy U235 / Fat Man
Pu239 and AK-47/AR-15, as well as his series
featuring canons, and celebratory gunfire
performances.” Unfortunately, the actual artworks
themselves could not be displayed on this occasion,
and were solely introduced through photographs.
However, it is a collection of works that represents the
artist’s practice spanning the past fifty years, from
the production of his first cannon in 1971, to the
exhibition Life Self Defence Force (LSDF) & which
brought his weapon-based works to the forefront,
Machine Gun Parade (2000) that involved the
participation of the general public, and the
installation LSDF 020 (2020-) at ART BASE
Momoshima (Hiroshima) which featured ammunition
cartridges. Although the guns and cannons are all
crafted with great precision, according to Enoki, they
are “made to resemble the real thing, yet they are not
counterfeits either,”® and are thus ambivalent entities.

When revisiting these works, which alongside
weapons harbour aspects of danger, Naoko Naito's
essay on swords?® (published in Métal) may serve as a
useful reference. Naito states that if the Japanese
sword were merely a tool for cutting, its production
would have ceased the moment technological
advances produced weapons that were far more
lethal. She then goes on to point out that it is
precisely because swords continue to captivate not
only their admirers but also the swordsmiths that
create them that their legacy endures, and despite
their origins as weapons, there is a wide range of
people who wear swords as ceremonial ornaments or
in association with religious beliefs.
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When we examine Enoki's approach to producing
works featuring weapons against these claims, it
reveals both his irresistible attraction towards being a
creator, as well as to that of being a wearer through
the equipment and the ideology embodied.
Therefore, his works can also be described as a tense
game of negotiation in which the viewer shares with
him the thrill that lies between the danger and joyful
play of engaging with metal. This characteristic is
particularly evident in Machine Gun Parade, which
Enoki implemented in conjunction with his solo
exhibition “Play Station” (Gallery Gusto House Gallery /
Mokuba's Tavern, Hyogo).'*

In this manner, Enoki's works escape the gravity of
metal and sculpture as discussed within the context
of fine art, possessing the power to reduce it to the
ambivalent trickery inherent in metal itself and to the
reality of iron seen in Iron Sand, that is, the “Earth as
aniron ball.” This is only made possible through Enoki's
continuous traversing and liberation of the dual bodies—
that of a craftsman working with iron for over half a
century, and that of an artist engaged in the
implementation of performances and celebratory gunfire.

Elodie Lesourd: The Semiotics of Metal Music and
Finitude

The term ‘metal’ alone does not account for the
connection between metal and metal music.
Group names, artistic philosophies, lines of
influence, personal interests, and even the
technical aspects of the music all reveal the
pervasive presence of metal. Should this be
understood as a foundational condition for the
emergence of metal music as a genre? Most
likely so. Rooted in the culture of factory works
who produced intense sounds, metal music
asserts its power through metal associated with
medieval weaponry and the hardships of war,
while referencing a symbolic world.
Fundamentally, however, it is constituted by
heavy, ear-splitting sounds. Through its fusion
with other genres, it has grown increasingly
resilient, enduring the test of time.*2

Milan Garcin, “The Metalness of Metal Music”

Elodie Lesourd has a deep connection with music and
produces work that draw inspiration primarily from
genres such as rock and metal. The works featured in
this exhibition were selected based on their
relationship with ‘metal’ and can be viewed through
several categories: those that semiotically interpret
metal music and attempt to analyse and develop its
symbolism; those that suggest possibilities for
reinterpreting specific songs or art phenomena; and
those that repurpose metal as a material within the
artwork itself.

For Lesourd, music is fundamentally based on the
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changes in state brought about through principles
such as repetition, resonance, and collision, as well
as on the effects of amplification and adjustments
that arise from the use of amplifiers. Furthermore, the
expansion of codes and the repurposing of symbols
that result from this have become particularly
important points of reference in her considerations of
metal music. Lesourd modulates referenced
instruments, songs, albums etc. into a two-
dimensional space, connecting them to different
artistic possibilities. For example, the
“Hyperrockalistes” series that include the works
Warsaw, Venus in Fear and The Grail, draws
inspiration from music-related installations by other
artists. Employing hyper realistic painting style, these
works deconstruct, transform, and reinterpret titles
as well as symbols and codes specific to the culture
of rock music. The works, which become Lesourd’s
source material with the permission of each artist, are
transferred into the form of paintings through
meticulous artistry. Memories, abstracted and
updated into a new medium, fall silent while retaining
their ringing and pulsation, simultaneously exposing
the falsehood of the archive and revealing the
ephemerality of art and life.

In his essay published in Métal, Milan Garcin traces
the origins of metal music to the emergence of Black
Sabbath in 1968 in Birmingham, a city at the heart of
the British steel industry. However, he also points out
that expressions related to metal existed even prior to
that, such as depictions of the effects of hard drugs in
literature, the sound of motorcycles, and Beatnik and
hippie culture. He further notes that in the early
1970s, Lester Bangs described metal as “a collection
of noise orchestrated by technological nihilism and
proceeds to discuss “metal’s hallucinatory worldview
and its relationship to chaos” and the imagination
that it engenders.

Lesourd, in participating in this exhibition, proposed
after discussions with the author to create on-site, in
addition to existing works, the mural piece OFO that is
dedicated to memory and grief, and the enclosed
space For Lukkede Derer II*® constructed from a
deformed bronze helmet and black leather bands.

OFO is a new work made of aluminium tape and
gold leaf that spells out the words “Ozzy Fucking
Osbourne” in mirror writing on the wall, and pays
homage to Ozzy Osbourne, who sadly passed away in
July 2025. Lesourd created this work as a response to
this exhibition, drawing inspiration from a photograph
of the memorial flowers after his burial.** OFO is a
geometric patchwork of typography created using
small rectangles cut to identical size, where two polar
opposite materials—industrial grade aluminium tape
and gold leaf—complement each other like gradients.
It was in front of this altar, meticulously crafted over
time with the artist’s own hands, that the one-time
performance What Is This In Ruin, Yeah® took place.

Two performers condensed Black Sabbath’s musical
legacy through guitar riffs, culminating in the
dismantling of the guitars to signal the end of the
sound. The series of rituals surrounding Osbourne’s
death, comprised of repetitions and echoes of his
artistic gestures, combine the rigor of metal with
romantic fantasy. The finite nature of the guitars,
reduced to parts and placed on the floor, and the
mural destined to vanish after the exhibition ends,
foreshadows the melancholy of the beauty of ruins
born from destruction, and the myth of “Black
Sabbath” that is resurrected through a new cycle.

Additionally, allow me to briefly mention some
highlights regarding the metalness of Lesourd’s
works in this exhibition. Lesourd's painterly
depictions of metal include, The Breath Of The Death
Is The Only Sound in which striking chrome tubes
and a guitar head are portrayed; Black Sulfur,
featuring an aluminium pentagram at the former
home of the founder of the now-defunct Church of
Satan; and Faust |, where a band'’s interlocking logo is
painted in automotive paint on a steel plate. Other
works are Vinnland Armour and Lamellar Armour,
consisting of flags made from approximately 2,000
guitar picks sewn together with metal wire—evoking
armour and reptilian scales; Satan Worshippin
(insepulti) and Heaven in His Youth #2 which combine
portraits of Kurt Cobain with copper plates and
aluminium mounts; the eerie red painting Irimiru
Karabrao bearing indecipherable cryptic symbols;
and The Killing of America, which title is inspired by a
film about murder in America’s gun society. These
works not only demonstrate the texture and allure of
metal as a material but also offer insight into the
social phenomena and conflicts that result from it.
While it is not possible to touch upon all of Lesourd’s
works here, it is worth noting that her practice not
only involves the semiotic interpretations mentioned
above, but also a close dialogue with the inherent
complexity and rhetoric inherent in metal itself,
coupled with the joy of a skilled artisan with dedication
who works with it through their own hands.

Maiko Endo: The Memory of Mercury Regenerated

Metallurgy is the consciousness or thought of
the matter-flow, and metal the correlate of this
consciousness. As expressed in panmetallism,
metal is coextensive to the whole of matter, and
the whole of matter to metallurgy. Even the
waters, the grasses and varieties of wood, the
animals are populated by salts or mineral
elements. Not everything is metal, but metal is
everywhere. Metal is the conductor of all matter.
The machinic phylum is metallurgical, or at least
has a metallic head, as its itinerant probe-head
or guidance device. And thought is born more

from metal than from stone: metallurgy is minor
science in person, “vague” science or the
phenomenology of matter.1

Gilles Deleuze + Felix Guattari, A Thousand Plateaus

Maiko Endo began her career in music before
transitioning to film production, and is now an artist
primarily engaged in creating films and video works.
Although she has not previously worked with metal as
a material, she possesses a metallurgical sensibility
for depicting the ‘matter-flow’ that traverses the
external world and the human psyche within the realm
of fiction, as well as for manipulating mechanical
systems such as image and sound within the
screening spaces.

For this exhibition, guided by the theme of metal and
an exploration of mercury and vermilion—a pigment
derived from mercury—Endo presented a new
installation comprising of the works SPACE,
CALIBRATION N°1,2,3,4 and RECEPTION.

Mercury is the only metallic element that exists as a
liquid at room temperature and has long been
associated with alchemy and mystical thought across
cultures. According to Tokimasa Takeda, in Chinese
alchemy,'” mercury was used alongside sulphur, lead,
copper, arsenic, and other substances as an elixir
(tanyaku) for prolonging life and restoring youth. In
Japan, archaeological surveys suggest the possible
use of mercury amalgamation techniques in ancient
times,*® and historical documents have emerged
indicating that mercury was employed in the gilding
of the Great Buddha of Nara.® At the same time, the
mysteries of ore deposits and mercury have been
passed down to the present days in legends
surrounding the Buddhist monk and poet Kobo Daishi
and in folk beliefs.

The video installation SPACE, which serves as the
central element of Endo’s exhibit, consists of a
vertical LED screen set against a backdrop of glass
blocks, four monitors, and nine speakers. The five-
meter-tall LED screen installed towards the back, with
its overwhelming presence, also resembles a
futuristic monolith of sorts—a receiver of oracles. In
the centre of the space, a heart-shaped mercury
labyrinth titled CALIBRATION N°3, finished in
vermilion lacquer, rests inside an acrylic case. Behind
it, on an overhead monitor, video footage of mercury
reminiscent of a mirror or the moon is projected onto
a glossy vermilion vessel. On the LED screen and the
83-inch monitors installed on both sides, hyper-
realistic imagery of snakes and mercury unfolds in
parallel with a fictional narrative set within Maison
Hermes and its surroundings. Additionally, a small
monitor and headphones are installed behind the LED
screen, showing footage of a snake crawling across
the ground.

The 18-minute video in SPACE features a meta-
structure that progresses over the course of a day,

76



from morning to night, with the Maison Hermeés
building at its centre.? First, a snake and mercury
appear before us in vivid clarity and monumental
scale. As we attune our perception to this hyper-real
vision that transcends the everyday body, we are
drawn into a semi-real world that is both here and
elsewhere. Eventually, male characters appears on
the left and right monitors, suggesting that the story
is unfolding around the building. Someone bumps
into someone else, something is stolen, and
characters multiply and pass each other on street
corners. At times, the mercury flows like the wind.
Suddenly, we find ourselves transported into a place
beyond time. Then, we are brought to the Sukiyabashi
Crossing at nighttime. The protagonist, using
dowsing to detect metal, enters the building; the LED
screen in the centre immediately transforms into an
elevator, generating vibratons as if in sync with the
space. As we wander through the building, we are
summoned into the footage, or swallowed by the
snake, experiencing mercury-induced hallucinations...

Screened on a loop, SPACE is influenced by the
nature of the building’s architecture, creating an
unconscious flow in tandem with changes in time of
day, the angle of sunlight and material states. Endo
spent extended periods immersing herself in this
space, meticulously manipulating multiple images
and sounds to create an inner universe that elicits
unexpected perceptual effects in the viewer's
emotions. Additionally, the triangular chime
CALIBRATION N°1, the peephole CALIBRATION N°2,
the iPad video RECEPTION, and the vermilion ink pad
CALIBRATION N°4, which are positioned as physical
buoys supporting SPACE, anchor the viewer to the
actual site, serving as markers indicating that the
story is that which takes place in reality, and as codes
conveying the presence of the ore deposits.

However, the single drop of mercury in
CALIBRATION N°3 drastically overturns the
relationship between the viewer and the artwork. This
tiny sphere, made of genuine mercury, stands at the
centre of the maze, reflecting its surroundings while
containing within itself the motion of splitting apart
and returning to its original spherical form. Inside the
transparent case, the liquid substance that recalls
everything pertaining to SPACE captures within its
labyrinth a white snake and silver-blonde hair, the
sound of fireworks, and even the gazes of young men,
all while engaging our minds. Through this
mechanism, SPACE transcends the realm of a video
work and takes on the appearance of a vision or illusion
recreated through the memories of mercury. Such can
also be interpreted as occult events rendered visible
only through momentary connections, or as retinal
afterimages lost in blazing flames—difficult to prove,
uncertain and somehow tinged with danger. At that
point the relationship between the viewer and the work
is reduced to a dimension where no effective language

77

exists beyond “manifestation” and “witnessing.” In
other words, it is an experience that is difficult even for
the witness to discern, yet one that leaves something
behind in the body, like the young man whose heart of
mercury was stolen. This magical phase of metal that
Endo has arrived at is repeated through looped
playback and amplification. Fiction becomes endless,
and events, moving back and forth between reality,
continue to repeat like a multiversal game.

This mechanism for regenerating mercury’s
memory, through its continuous cycle of one-time
manifestations (visions and illusions) and narrative
playback, achieves the dual liberation from form and
matter pointed out by Deleuze and Guattari. Here, the
form of consciousness and thought as matter-flow—
discovered by Endo through the calibration of this
work—manifests as the phenomenology of metal.

Finally, as one of the personal auditory hallucinations
experienced through this exhibition, | ask you to lend
an ear to a passage from Yukio Mishima's The Temple
of the Golden Pavilion. This novel, an undisputed
masterpiece of Japanese literature, confesses the
ambivalent emotions surrounding conceptual beauty
through the story of a monk obsessed from childhood
with the beauty of the Golden Pavilion in Kyoto,
culminating in his act of arson. Towards the end of
SPACE, the bell of Wako's clock tower, situated at the
corner of the Ginza 4-chome intersection, rings. Its
sound, which | have grown accustomed to day by day,
began to overlap with a scene from The Temple of the
Golden Pavilion, causing a constant ringing in my
ears. This sound resonated throughout the entire
exhibition, permeating Enoki's Bero-Mimi / End Tab
installation, and echoing before Lesourd's hard-
edged paintings that stood facing the iron bars. Why
does the beauty of the Golden Pavilion resonate here?
Is it because | had somehow become captivated by
the beauty of metal? Or perhaps the artists had
summoned the reverberations of metal into the
space-time of this exhibition, and | had experienced
them as an awakening? Everything seems almost too
perfectly aligned, yet the reasons remain elusive.

Yet never did there come a time when the
beauty of the Golden Temple ceased! Its beauty
was always echoing somewhere. Like a person
who suffers from ringing of the ears, | invariably
heard the sound of the Golden Temple's beauty
wherever | might be and | had grown
accustomed to it. If one compared this beauty
to a sound, this building was like a little golden
bell that has gone on ringing for five and a half
centuries, or else like a small harp. But what if
that sound were to stop?

Yukio Mishima, The Temple of the Golden Pavilion?*
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Takahiko Kutsuna, “The 2000-year History of Metal and the Japanese People,” Savoir & Faire : KINZOKU,
le métal, Iwanami Shoten, 2025, p. 68.

“Pyrotechnology is a general term for technologies that utilize thermal power. It is a fundamental
technology that supports a series of processes for creating new materials from substances and
manufacturing products by combining thermal heating with chemical processes such as oxidation and
reduction reactions. Materials that humanity has obtained through pyrotechnology include metals,
ceramics, and glass.”

Gilles Deleuze + Felix Guattari, A Thousand Plateaus, trans. Brian Massumi, The University of Minnesota
Press, 1987, p. 411.

Noi Sawaragi, “The Earth as an Iron Ball: Chu Enoki and the Ethics of Iron,” Savoir & Faire : KINZOKU, le
métal, p. 31.

For this exhibition, which marks the nineteenth venue since the artist began presenting the RPM-1200
series starting with his solo exhibition ONE MAN SHOW BY CHU ENOKI at KPO Kirin Plaza Osaka in
2006, two works were arranged in a connected fashion on a large tabletop. In 2004, the precursor work to
this series, Quantum Leap, was exhibited at Biwako Biennale 2004 (Omihachiman, Shiga Prefecture).
These discarded end tabs were employed to weld pipes made by bending steel plates measuring 6 m x 12
m and 5-7cm thick, which were used in the construction of Tokyo Skytree. Enoki mentions having
acquired them from a factory with which he has been closely acquainted with.

Excerpt from the words spoken by Odani to the author during Chu Enoki’s artist talk held on December 20, 2025.
Performances that involve firing cannons on celebratory occasions such as exhibition openings. Since
1971, Enoki has conducted over 90 celebratory cannon firings.

It embodies Enoki's message to “protect one's own life,” and is also used as the name of his studio.
Sawaragi, “The Earth as an Iron Ball: Chu Enoki and the Ethics of Iron,” pp. 37-38.

Naoko Naito, “Japanese Swords and Sword Fittings,” Savoir & Faire : KINZOKU, le métal, pp. 218-219.
On November 3, 2000, a performance took place where over 170 people carrying sand-casted guns
weighing approximately 15 kg each paraded from the front of Kobe Station through Motomachi
Shopping Street to the jazz café ‘Mokuba's Tavern,’ located 3 km away from Gallery Gusto House.

Milan Garcin, “The Metalness of Metal Music,” trans. Yuka Sano, Savoir & Faire : KINZOKU, le métal, p. 274.
For Lukkede Darer Il is a cylindrical work made of black leather bands and brass rivets forming a lattice
structure that extends to the ceiling. It is an immersive installation that invites viewers to stand inside and
listen to a recording of a black metal band rehearsing (perceived almost as noise) played through
headphones. Based on Lesourd's free interpretation of Jean-Paul Sartre’s play No Exit (Huis clos), the
work could be considered as a solitary space of confinement (hell, purgatory), or in terms of the gaze of
others and surveillance, a panopticon of sorts.

Based on the photograph posted, the mirror writing reflected in the lake was recreated on the wall. The
photograph can be viewed at the following website: “Kelly Osbourne Remembers Late Dad ‘Ozzy F------
Osbourne’ with NSFW Tribute Days After the Rocker’s Emotional Funeral.” People, August 2, 2025.
https://people.com/kelly-osbourne-remembersdad-ozzy-osbourne-with-nsfw-tribute-days-after-
funeral-photo-11783789 [Last accessed] January 6, 2026.

The performance was inspired by Black Sabbath's first song Black Sabbath and last song Dear Father. The
performance recreates a composition of these tracks, with the two guitarists (Elodie Lesourd and a
musician) playing delayed melodies while pounding out rhythms in alphabetical order to spell out the
words “Ozzy Fucking Osbourne.”

Deleuze + Guattari, A Thousand Plateaus, p. 411.

Tokimasa Takeda, “Elixirs and Mineral Stones: The Chinese Alchemy of Longevity,” Savoir & Faire :
KINZOKU, le métal, pp. 37-38.

“Elixirs, explained in modern terms, are mineral medicines obtained by heating, separating, synthesizing,
and refining minerals containing sulphur, mercury, lead, copper, arsenic, and other elements. The
chapter on Gold and Cinnabar [pill of immortality] in the Baopuzi states that the essence of the Way of
Immortality lies in two matters: the Reversible Elixir and Liquid Gold. The ‘Reversible Elixir' is an
alchemical substance made by repeatedly refining cinnabar (mercury sulphide = HgS) and graphite (lead
monoxide = PbO). ‘Liquid Gold' is gold extracted and liquefied. When cinnabar is heated and reduced, it
becomes mercury (quicksilver), changing colour from vermilion to silvery white. When graphite is
oxidized, it becomes lead oxide (also known as red lead, trilead tetraoxide = Pb,0,), changing colour from
black to orange-red. When graphite and red lead are reduced, they revert to grey lead. This process
embodies the mathematical principle of ‘returning from yang to yin, and from yin to yang.’ Through such
meticulous observation of chemical phenomena, the power source for longevity and rejuvenation was
discovered, leading to the concept of creating elixirs.”

Takahiko Kutsuna, “The 2000-year History of Metal and the Japanese People,” Savoir & Faire : KINZOKU,
le métal, p. 74.

Toshio Matsuda, Ancient Vermilion, Chikuma Gakugei Bunko, 2005, p. 34.

The LED screen as also reminiscent of the proportions of the Hermés Maison Ginza.

Yukio Mishima, The Temple of the Golden Pavilion, trans. lvan Morris, Random House, 2010, p. 241.
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Chu Enoki

Chu Enoki (b.1944, in Zentsuji, Kagawa Prefecture) currently lives and works in Kobe, Hyogo
Prefecture. Commencing his artistic practice in the late 1960s centering on the Kansai region, he
worked as a member of the avant-garde artist group “JAPAN KOBE ZERO" (1970-76), after which he
began organizing entire exhibitions himself, searching for venues across the city. He has pursued his
own unique form of artistic expression with an eclectic practice that encompasses unconventional
performances such as Went to Hungary with HANGARI (1977), in which he shaved off all the hair on
one side of his body, and Bar Rose Chu (1979) that entailed dressing as a bar hostess to entertain
visitors, as well as sculptures and objects featuring guns and cannons, and works that breathe new
life into used steel and metal parts. In parallel to his career as an artist, Enoki continued to work as a
metal mold craftsman until retirement age, his lifestyle and career of which has had a strong
influence on many artists.
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Biography

F & {ERE | Selected Solo Exhibitions

2022 Pumice, Gallery Nomart, Osaka, Japan

2021 Fire the Cannons on the Day of the Festivall, city gallery 2320, Hyogo, Japan
2020 RPM-1200, ANOMALY, Tokyo

2018 MADE IN KOBE, Gallery Shimada, Hyogo, Japan

2011 Unleashing the Museum: Chu Enoki, Hyogo Prefectural Museum of Art, Japan
2006 ONE MAN SHOW BY CHU ENOKI, KPO Kirin Plaza Osaka, Japan

F#% 7 —T7E& | Selected Group Exhibitions

2019 Travelers Through a Hundred Ages, ART BASE MOMOSHIMA, Hiroshima, Japan

2017 Beyond Sculpture: Drawing as Objects, Objects as Drawings - Keiji Uematsu, Jun Tamba,
Chu Enoki, BB Plaza Museum of Art, Hyogo, Japan

2016 Busan Biennale 2016, Project 1: an/other avant-garde china-japan-korea,
Busan Museum of Art, Korea

2015 The special planning exhibition for the 1200th anniversary of Mount Koya's founding,
Symphony of lives—Japan and South Korea contemporary art, meeting at Kukai's holy
ground Koyasan, Kongobuiji (the head temple of Koyasan), Wakayama, Japan

2007 Gyu and Chu: Ushio Shinohara and Chu Enoki, Toyota Municipal Museum, Aichi, Japan

2E{ESR Referentialimage

28 (XOE/EndTab) X7y F

Chu Enoki, Sketch of Bero-Mimi / End Tab
2011

© Chu Enoki
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Elodie Lesourd

Elodie Lesourd (b. 1978, in Saint-Germain-en-Laye), currently lives and works in Paris. She employs
music to explore fields as diverse as philosophy, literature, sociology, art history, architecture, and
natural sciences. Her approach comprised of two distinct yet complementary parts: the
‘hyperrealist’ paintings consisting of accurately depicted transcriptions of other artists’ installations
relating to music; and a study of the codes and symbols proper to rock music culture, which she
carves them up, decomposes, transmutes, and revives them. Both aspects are united by acommon
conceptual structure, sharing metaphysical aim, questioning finitude.
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Biography

F & {ERE | Selected Solo Exhibitions

2024
2023
2022

2021
2019
2018
2015

2007

Demeurtre, Laurent Godin Gallery, Paris

Yours is The Cloth, FECIT toolbox, Val-de-Vasle, France

Are You Shivering?, Foundation Art Contemporain - Claudine et Jean-Marc Salomon,
Annecy, France

Accord final, Les Tanneries - Contemporary Art Center, Amilly, France

Lambda Pictoris, FRAC Normandie, Sotteville-lés-Rouen, France

EremitA - Printemps de septembre, Lieu-commun, Toulouse, France

The Oracular lllusion, Casino Luxembourg - Forum d’art contemporain, Luxembourg,
Belgium

Obituary, MAC VAL - Musée d'art contemporain du Val-de-Marne, Vitry-sur-Seine, France

X4 YW —7R& | Selected Group Exhibitions

2025

2024

2023
2022
2020
2018

2017
2014
2011

Musicology, Georges-Philippe & Nathalie Vallois Gallery, Paris

Metalogo, Le Signe - Centre National du Graphisme, Chaumont, France

Le genre idéal, MAC VAL - Musée d’art contemporain du Val-de-Marne, Vitry-sur-Seine,
France

Le Musée imaginaire d'Oli, Les Abattoirs, Musée - FRAC Occitanie, Toulouse, France
METAL, Cité de la Musique, Philharmonie de Paris

Immortelle, MO.CO Panancée, Montpellier, France

La Beauté du Diable, FRAC Franche-Comté, Besancgon, France

L'homme gris, Casino Luxembourg - Forum d'art contemporain, Luxembourg, Belgium
The Sun Ain’t Gonna Shine Anymore, Le Commun, Batiment d’ art contemporain (BAC),
Geneva, Switzerland

Variations [sur un méme theme], Le Parvis, Scéne nationale Tarbes-Pyrénées, Ibos, France
Des choses en moins, des choses en plus, Palais de Tokyo, Paris

Beautiful painting is behind us, CerModern, Ankara
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LT A CBE () B REK L. REHGEEMEEICIUR. 2023 F. BEFM RE G EEMEE [ERHLU
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*FHEARITREAEE (JST) BIRIALEM RHEE T EHRIZEMAMTE (ERATO)

Maiko Endo

Maiko Endo (b. in Helsinki) currently lives and works in Tokyo, after working in New York. In 2011, she
made her directorial debut with the Japanese-American co-production feature-length film
KUICHISAN, which won the Opus Bonum (Best World Documentary Film) at the Ji.hlava International
Documentary Film Festival in 2012. In 2016, she released her second feature, TECHNOLOGY, a
co-production between Japan and France. TOKYO TELEPATH 2020, her mid-length film, was
included in the official selection for the 2020 International Film Festival Rotterdam. In 2021, Endo
presented her first ever video installation Electric Shop No.1 at Takuro Someya Contemporary Art in
Tokyo. In 2022, she presented the online film X at the 14th Yebisu International Festival for Art &
Alternative Visions, which was added to the collection of the Tokyo Photographic Art Museum and
was later featured in the museum’s 2023 exhibition After the Landscape Theory. In 2024, her short
film JIZAI, produced in collaboration with the JST ERATO* Inami JIZAI-Body Project, was screened
in various venues across the world.

*The Japan Science and Technology Agency Exploratory Research for Advanced Technology
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Biography

F 4 J)—T7E | Selected Group Exhibitions

2025-26 FRIEND, National Communication Museum, Melbourne

2024 Future Elements: Experimental Laboratory for Prototyping in Science and Design, 21_21
DESIGN SIGHT, Tokyo

2023 After the Landscape Theory, Tokyo Photographic Art Museum, Tokyo

2021 Digitalis or First-Person Camera, Takuro Someya Contemporary Art, Tokyo

ZE | Award

2012 Opus Bonum (Best World Documentary Film), the Ji.hlava International Documentary
Film Festival, Czech Republic

BRE{ES ') X b | List of Films (Filmography)

2024 JIZAI

2020 TOKYO TELEPATH 2020
2016 TECHNOLOGY

2011 KUICHISAN
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meE
Chu Enoki

Al RPM-1200

2006-

=R

# 4 A%

Metals

Dimensions variable

Courtesy of the artist and ANOMALY

A2 RPM-1200

2006-

&R

YA XA E

1(EPN2

Metals

Dimensions variable

Private Collection

A3 ANOH
Bero-Mimi/ End Tab

2011-

(17 X 21.5) X (10-13.7) X (2.3-7.2)cm,
7218

Steel

(17 x 21.5) x (10-13.7) x (2.3-7.2) cm,

72 pieces

Courtesy of the artist

A4 Wk
Iron Sand
2017-
B, WA
o XEE
Iron sand, magnet
Dimensions variable

Courtesy of the artist

A5 Bar Rose Chu

1979

BE
Photography
61.7 x95cm
RPIEER ()

Ry - RETER
Higashimon Gallery, Hyogo
Photo: Teizo Yoneda
© Chu Enoki

A6

A7

A8

A9

IOFq VA=l
Elodie Lesourd

AK-47/AR-15 B1

2002
BR
Photography
135.5x95¢cm
REBIEME (KE)
®Y  REFH
Hyogo Prefectural Museum of Art, Hyogo
Photo: Hideki Kuwajima
© Chu Enoki
B2

R F1#5 Little Boy U235/
Fat Man Pu239

Little Boy U235 / Fat Man Pu239

1982

BER

Photography

143 x95cm B2-1
TESRRIBERTEE LT (RE)

|\ 1 KETER

Onishi Bldg., Hyogo

Photo: Teizo Yoneda

© Chu Enoki

NAGATA-Pb

1996
ER
Photography B3
67.4x95¢cm
RESKEWLT /N~ (’R)
SR E
Dojunkai Daikanyama Apartments, Tokyo
Photo: Chu Enoki
© Chu Enoki

AN—Z207 24— P-81
Space Lobster P-81 B4
1981

5

Photography

115.8 x95cm
HER—bT7AZ> FEER (F—hE7 '81)
7T (KE)

R, | RETEE

Kobe Port Island Exposition (PORTOPIA '81),
Theme Pavilion, Hyogo

Photo: Teizo Yoneda
© Chu Enoki

A1VIN-Hh5T5H
Irimiru Karabrao
(courtesy S.Brzeski)
2025

MDF(Z7 7 )L

Acrylic on MDF
43.3x65cm

Courtesy of the artist

OFO

2025

TIVIT-T, &%
Aluminium tape, gold leaf
1,440 x 254 cm

Courtesy of the artist

What Is This In Ruin, Yeah

2025

PEESNIZ2RDF 2~

2025 F11R7RICITHh N2 ADF &Y Xb
IZ&B ALY —bIXTH—< > ZDIREF
Two disassembled guitars - remains of
the concert-performance for

two guitarists, November 7th, 2025
Courtesy of the artist

EENHESHL

Walking Through the Land of Falsity
(courtesy K.Smolenski)

2016

MDFIZ7 7 )L

Acrylic on MDF

165.8 x 102.7 cm

Courtesy of the artist

Ha U RE (BESAhR)

Satan Worshippin (insepulti)
1995-2020

IR, SEMRICAZ ) IAH, TV iAH
Graphite on paper,

engraved and cut cooper

40 x30cm

Courtesy of the artist
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B5

B6

B7

B8

B9

777X MI
Faust|

2011

ZXF—IICKY L& o EE
PU paint on steel

100 x 160 cm

Courtesy of the artist

RUL&2ICEDWE
Equally Damaged
(courtesy N.Tsabar)
2024

MDFIZF7 7 )L

Acrylic on MDF

61 x91.5cm

Courtesy of the artist

1349-1664

(courtesy PN.Ledoux, P.Beloiiin)
2012

MDFI(Z7 7 )L

Acrylic on MDF

30.8x46.2cm

Courtesy of the artist

EDERAME—DY I K

The Breath Of The Death Is The
Only Sound

(courtesy N.Gale)

2024

MDFI(Z7 7 )L

Acrylic on MDF

73.4x55¢cm

Courtesy of the artist

HOa%L (Huisclos)ll
For Lukkede Dorer Il

2025

JArCX, fEma = B LE,
HRUNy b BRIAHIIOU T,
Yo RATKRL—a T Uy Ty b
Y4 Xe]E

Bronze, vegetable tanned leather,

brass rivets, die cast zinc O-rings,

sound in collaboration with Gribberiket
Dimensions variable

Courtesy of the artist

B11

B12

B13

B14

MAEKROMES)-X
Diagonal Science Series
(SPIN031/ HH666-176)
2016

ISR, 127, ATy h—
Graphite, ink, stickers on paper
50 x50 cm

Courtesy of the artist

¥ TL1v ()

The Grail

(courtesy J.Armleder)

2007

MDF(Z7 7 )b

2##8. 198 X 130cm

Acrylic on MDF

Diptych, 198 x 130 cm

Ville de Vincennes. Acquisition FMAC. 2008
Courtesy of the artist

FANTYVY - FTAFaT
Lust Magic Obscure
(courtesy N.Gansterer)

2016

MDFIZ7 7 1)L

Acrylicon MDF

35x52.5cm

Courtesy of the artist

S, BRAETHEL
Now I'm Nothing
(courtesy C.P.Tao)
2023

MDFIZ7 7 )L

Acrylic on MDF
22.3x33.3cm

Courtesy of the artist

2 % V)

Warsaw

(courtesy K.Smolenski)

2010

MDFIZF7 7 )L

Acrylic on MDF

114.8 x 170.3cm

Le Champ des Possibles Collection, France

Courtesy of the artist

B15

B16

B17

B18

NSy FT 24 -F4T7=X B19
Tracks Of My Tears

(courtesy C.J.Boutros)

2022

MDF(Z7 7 1)L

Acrylic on MDF

46.9 x58.6cm

AmArt Collection, Paris

Courtesy of the artist

B20

HeN=T FT N=TFURIN=7
The Half of Half-and-Half
(courtesy T.Blass)

2014

MDFIZ7 7 1)L

Acrylic on MDF

35.2x52.9cm

Private French collection

Courtesy of the artist

B21

J4=F XAV T747
Venus in Fear
(courtesy S.deBeer)
2009

MDF(Z7 7 1)L

Acrylic on MDF

115 x 107.5cm

Courtesy of the artist B22

FUVT-FT-TXUH
(PxUhY nN14F LV 2R)

The Killing of America

(courtesy B.Stewart, W.Stewart)
2017-2019

MDF(Z7 7 1)L

2##8. 157.1 X 210cm

Acrylic on MDF

Diptych, 1567.1 x 210 cm

Courtesy of the artist

TS990 -HNT7—

Black Sulfur

2014

MICEm, 7T TF—T

Graphite and aluminium tape on paper
50 x 38 cm

Courtesy of the artist

NG L EX =R #2
Heaven in His Youth #2

1993-2013

HICED, BEFa—U, TILITTH,
2in

Graphite and black chalk on paper
mounted on aluminium, lead

24 x32cm

Courtesy of the artist

FAT— T —7— ()
Lamellar Armour

2011

Evy. 2B
Spectrums, wire
215x43cm

Courtesy of the artist

T4 URT—7— (88)
Vinnland Armour

2015

Evy. 2B

Spectrums, metallic wire

216 x43cm

Courtesy of the artist
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EIERRRF
Maiko Endo

C1

c2

C3

C4

C5

CALIBRATION N°1

2025

rNSAT7TIL, % BE
Triangle, thread, coin

18 x 18 cm

Courtesy of the artist

CALIBRATION N°2

2025

SN

Wood box, mirror
28 x 28 x 28 cm

Courtesy of the artist

CALIBRATION N°3

2025

KR, $AMR. €4 v ¥, MDF. FRP,
T, E R (BRIEKIRE)
Mercury, copper plate, gold plating, MDF,
FRP, acrylic, lacquer,

pigment (mercury sulphide vermilion)
15x14x5cm

Courtesy of the artist

EKEETH A LHIE =V REFE (STARBOY inc.)
AERE RZVT S (BMETRE)

Fabricator: Takayuki Mitsuizumi (STARBOY inc.)
Lacquer artist: lzumi Fukuta (GANSEN Urushi Studio)

CALIBRATION N°4

2025

KA. Bk

Vermilion inkpad, brass
5x5cm

Courtesy of the artist

FHA > BAMRE (Park Sutherland)

ENSEHICE - FEEBEAM

Designed by: Masaaki Kuroyanagi (Park Sutherland)
Seal engraved by: Yusuke Okadome

RECEPTION

2025

J 47 % (iPad)

o XA

Video (iPad)

Dimensions variable

VFX&CGI: Chadi Abo - Hecat Studio Paris

Courtesy of the artist

Cc6

SPACE

2025

MM 22L—23 >
HA XA

Video installation
Dimensions variable

Courtesy of the artist

HiJE  Keigo Okazaki, bable. JtHi&7

W EE | Eddie K. Goldblatt, BFHER

BRBA © AN

Z44 1) Xt Peter Gunn Sho

AT A4 7 : Narumi Nishihara

AREKERE  KERF BRZETIE).

#BZ2WTH (BMELRE)

YL RFHFIL 2T - Ny Hh—,
HRIN—+2ARY

PEDEEE= | A7

YLa—Fq 273X Y= T—IRLa-F 12T
HRIN—=-RY

BH =237 -~NyH—, DJSotofett
HZVAN 3T L=T

VFX&CGI: ChadiAbo - Hecat Studio Paris
BEYZ2) T/ REEERE 4/ w15
(SDM, Saidera Ai Design)

H#FEHE : Eddie K. Goldblatt

BUE - SRAREE

EE - BIME - A - RE - BR L ORBEMAT
HE7 X2 I RTENL

WUBF  ATERL. vYa—-F>HU—
mEEE
NZPR—1 REIA. ALAIE SER
FRBABHF 1 RE-F.

TRBAATER - FESA

B - A RT - Tas

284U R MBYF AR T

JKSRYEH - FFAIEE

RS VN - X2k 8—

DY —FHN  REEEE. AEEE. FREZI.
REEMHFHER IMEBA (RRAZ). KEER,
WKEN. BARRB RRAF), BETF
B X427  RAISONNE AKASAKA, FIVE STUDIO
Big: LANOILE4—T5C1 X

TANVLZAXvY AR TFA—T A I~
BB X427  SOUND ROUND STUDIO

ML 2L hT eIl BBTAIVLIZT T,
FyAX=T 77/ A2~ Shikakeya

W PIERERIE. AR b, EBEMER
ERHH% 7 © Blackmagic Design

BE BB AL, B BEE. BKEE.
RET. BAAA. HWHFE. # XM LOME,
Eastern Reef, VELBED.

HIETO4% 723>t AFOOL

HEGIE: FE-ZXXF - TN

Casts: Keigo Okazaki, bable, Nagisa Arai
Cinematographer: Eddie K. Goldblatt, Naoki Noda
Gaffer: Arata ljichi

Stylist: Peter Gunn Sho

Hair and makeup artist: Narumi Nishihara
Lacquerware artists: Nagatoshi Onishi
(GANSEN Urushi Studio),

Izumi Fukuta (GANSEN Urushi Studio)

Sound designer: Nicolas Becker, Kaspar Kosk
Re-recording mixer, field recordist: Kaspar Kosk
Foley artist: Joosep Anton

Music: Nicolas Becker, DJ Sotofett

Colorist: Yov Moor

VFXand CGl: Chadi Abo - Hecat Studio Paris
Mastered and meyer sound tuning: Seigen Ono
(SDM, Saidera Ai Design)

Co-producer: Eddie Goldblatt

Producer: Tomo Suzuki
Director/Producer/Writer/Editor/Sound editor:
Maiko Endo

Production assistant: Manami Kinoshita
Camera assistants: Manami Kinoshita,
Matthew Kingery, Harunobu Nishizawa

Best boy: Ryota Kajimoto, Kensuke Kitamura,
Ryo Takahashi

Lighting assistant: Jimpei Amano,

Takashi Nakamoto

Lighting equipment driver: Ryota Niya
Equipment loader: Kaitoa Johnson

Stylist assistant: Katsuki Yagi

Technical advisors: Nomura Kohsan Co., Ltd.
(mercury), The Japan Snake Institute (snakes)
Research Support by: Ryuki Hyodo,
IIDAKOENDO CO., Kunihisa Ishida, Junji Kishioka,
Makito Kobayashi (University of Tokyo),

Kyoto Shaji Hoshitu, Yosuke Matsunaga,
Hideaki Miyamoto (University of Tokyo),
Michiko Ryo

Studios: RAISONNE AKASAKA, FIVE STUDIO 7
Film processing by: Retro Enterprises

Film scanning by: YOKOCINE D.I.A.INC.

Sound studio: SOUND ROUND STUDIO
Equipment by: Capsule GK, Kurosawa Film Studio,
nac Image Technology Inc., Shikakeya
Transportation: Kiyomasa Abe, Yukiya Negami,
Tetsuro Endo

Equipment Support by: Blackmagic Design

Title: “Jazzmix B feat. J.Zook"

Artist: Han Sotofett

Written, produced, recorded and mixed by:
DJ Sotofett at WANIA#1, 2020

Copyright: (® 2025 DJ Sotofett

Title: “Tr-909 + Matrix 923"

Artist: DJ Sotofett

Written, produced, recorded and mixed by:
DJ Sotofett at WANIA#1, 2022

Copyright: () 2025 DJ Sotofett

Title: “Jazzmix A feat. J.Zook”

Artist: Han Sotofett

Written, produced, recorded and mixed by:
DJ Sotofett at WANIA#1, 2020

Copyright: (F) 2025 DJ Sotofett

Title: “Frequenzy Range 30.3Hz - 8.08kHz / Beats
Per Minute: 303 / Length: 8'08 minutes”

Artist: DJ Sotofett

Written, produced, recorded and mixed by:
DJ Sotofett at WANIA#1, 2023

Copyright: ® 2023 DJ Sotofett

Title: “Overhead 2 (Part 5)"

Artist: DJ Sotofett

Written, produced, recorded and mixed by:
DJ Sotofett at WANIA#1, 2020

Copyright: ® 2021 DJ Sotofett

Special thanks: Anda lkeda, Ryo Ishikawa,
Megumi lwata, Kanami Shimizu,

Koji Seki, Takahiro Taya, Takashi Makino,
Michiru Murakami, Yumi Yamaguchi,
Eastern Reef, VELBED.

Produced by: AFOOL

Co-produced by: Tomo Suzuki Japan. Ltd.

18R EBBEMIRF. TAT (- L A=ILDA
L REa—IE. T X ZXEH/AR YouTube
FroxIE) TREELZE W

The interviews of Chu Enoki, Maiko Endo,
and Elodie Lesourd are available on the
Official YouTube channel of Fondation

d’entreprise Hermes.

Erm
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IOF1- WA=tk 3
INTH=2 R
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What Is This In Ruin, Yeah
Sound extracted

from Elodie Lesourd
Concert-performance for
two guitarists

202511 7H (&) 21:20-21:40
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Fri, November 7, 2025, 21:20-21:40
Le Forum (8F, Hermes Maison Ginza)

A performance by two guitarists took place in correspondence to
Elodie Lesourd’s new work OFO, dedicated to Ozzy Osbourne of Black
Sabbath (who passed away in 2025), often regarded as the forefather of
metal music. The performance reinterpreted the tracks “Black
Sabbath” and “Dear Father” respectively featured on Black Sabbath's
first and final albums, with the guitarists playing each song based on its
musical score while pounding out rhythms in alphabetical order to spell
out the words “Ozzy Fucking Osbourne.” At the end of the performance,
the guitars were carefully dismantled and arranged upon the floor.
Lesourd, who engages with live music and its transient, ephemeral
nature through visual art, continued to exhibit the work after the
performance as a symbol of the possibility of reconstruction and
restoration in the future even after the cycle of life has come to an end.
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Chu Enoki

Artist Talk
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Speaker: Chu Enoki
Moderator: Reiko Setsuda (Curator of Le Forum, Fondation
d'entreprise Hermes)

Sat, December 20, 2025, 16:00-17:00
Le Studio (10F, Hermés Maison Ginza)

Chu Enoki's works are created by discarded iron components being
collected, polished, and reconstructed by the artist's own hands. This
artist talk revisited Enoki's recent work, centered on the pieces on
display, as guided by the essay “The Earth as an Iron Ball: Chu Enoki
and the Ethics of Iron,” contributed by art critic Noi Sawaragi to the
book Savoir & Faire: KINZOKU, le métal. For over half a century, Enoki
has continued to engage with iron, as that which is inextricably tied to
both his life and practice. In the artist talk, Enoki spoke of his enduring
fascination with iron and humanity's connection to it, from his thoughts
on his works inspired by weapons like cannons, guns, and cartridge
cases to the regenerative and circular cycle of global resources as seen
through the changes and transformation of iron such as rust and decay,
as well as people’s involvement with iron as an industry that has
underpinned Japan's postwar recovery and rapid economic growth.
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Maiko Endo
SPACE, Night Viewing

2026 F£1H9H (&) 21:00-23:00

REXJCTIVAXHE IV TH+—F L

BERKRFD [A2)V] BOADICHEL =5 G E. KEEPIEE
W RBEME EF -7 EMRBOAITT 2BMWEMIK A X 2L -3
LT, BHOMRESEBICE > TEMEBR L TVWET, fERIE. %fE
BB LY EBIRBORB A ENR T2025F12H 108 ICER L £ L 7=
KEIRICE > TEPNZHNEHFRANDRISEEAT 2EREEREBRE LT,
BOXvZU—C. BEORRLNOED T+ )1—LE LT, B&E
EZLVURBICHS A [FAh-Ea—127] 270 E L

Fri, January 9, 2026, 21:00-23:00
Le Forum (8F, Hermés Maison Ginza)

Maiko Endo’s new work SPACE, created for the “Metal” exhibition, is an
ambitious video installation featuring symbolic motifs such as mercury
and snakes alongside narrative elements, constructing the space
through multiple video and sound components. Following ongoing
refinements to the screening environment since the initial preparatory
phase, this work was finalized on December 10, 2025. A special “Night
Viewing" filled with images, sound and vibration, with the sound volume
raised higher than the usual exhibition setting, was held in the gallery at
night to provide an experience that allowed visitors to fully immerse
themselves in the journey into an inner world guided by mercury.
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METAL
Chu Enoki, Maiko Endo, Elodie Lesourd
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