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Espace Louis Vuitton Tokyo
Presents “FREE FALL"

In tribute to the 5th anniversary of the Espace Culturel Louis Vuitton in Paris,
ESPACE LOUIS VUITTON TOKYO is delighted to host French artist Xavier
Veilhan for the inaugural exhibition.

Famous for his installations anchored in urban reality, Xavier Veilhan received
special recognition in 2009 thanks to an exhibition of his works at the Chéateau
de Versailles. Intent on sharing the essence of things, the artist decomposes
reality. He is also a thoroughly modern artist who blends ancient aesthetics and
new processes (and conversely, new aesthetics and ancient processes) wherein
spectacularness is not the objective but the means.

In creating this exhibition, Xavier Veilhan drew inspiration from the Espace Louis
Vuitton Tokyo, suspended between heaven and earth on the 7th floor of the
Maison Louis Vuitton Omotesando. FREE FALL, the exhibition was “conceived
specifically for this central, weightless place”, he notes.

“It invites me to reconstitute the mental and aerial dimensions which can be

reached through art.”

FREE FALL is an invitation to experience the emotion of a weightless trip similar
to what the visitor feels when he discovers the Espace. Four originals art works
have been created for the exhibition, with the support of Espace Louis Vuitton
Tokyo and Galerie Perrotin.

This exhibition is the fruit of a long-term collaboration between the artist and
Laurent Ghnassia, who met while preparing the 2009 “Veilhan Versailles”
exhibition. Laurent Ghnassia, director of the Tokyo-based production company
“La Boite", and his assistant Kaoru Funatsu, have worked tirelessly to bring the

Free Fall exhibition to fruition.

During the preparation of the exhibition, Xavier Veilhan and Yuko Hasegawa,
Chief Curator for Museum of Art Contemporary Tokyo, met each other in Tokyo
and in Paris. We took the opportunity to attend their meeting in Paris and are
very happy to offer part of the discussion they had.

Espace Louis Vuitton Tokyo is grateful to Yuko Hasegawa.

We could unfortunately not present the entire discussion, but would like to highlight
one concern that Xavier Veilhan mentions: he works very closely with his team.
We hope the visitor can feel the energy of all the people that have contribute to
this beautiful adventure of FREE FALL.
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Tadao Ando, 2009.

Exhibition view, »Veilhan Versailles»,
Chéteau de Versallles, 13/09 -13/12/09.
Cast aluminium metal, polyurethane paint ;
430 % 120 x 120 cm

Private Collection, New-York.

Courtesy Galerie Perrotin, Paris.

Photo @ Florian Klginefenn
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Richard Rogers, 2009,
Polyurethane, blue epoxy painting ;
176,6 % 56,3 X 35,7 cm

Private Collection, Montréal.
Courtesy Galerie Perrotin, Paris.
Photo @ Guillaume Ziccarelli
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Stabile n°2, 2010.

Steel, stainless steel, spoxy paint ;
220 x 40 % 170 cm

Courtesy Galerie Perrotin, Paris.
Photo @ Guillaume Ziccarelli
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Exhibition view, Galerie Perrotin, Miami,
01/12 - 11/1210.
Photo @ Mariano C. Peuser



Untitled (Naked Woman), 2010.
Polyurethan resin, painted wood base ;
180 x 35 x 35 cm

Dalenson Collection, Stockholm.

Courtesy Andréhn-Shiptjenke, Stockhalm.

Photo © diane arques

Xavier Veilhan — Yuko Hasegawa (chief curator of Museum of Contemporary Art Tokyo)

Yuko Hasegawa, Chief Curator of Museum of Contemporary Art Tokyo,
has met Xavier Veilhan in his studio in Paris on December 4th, 2010.
The following text is part of the discussion they had together.

Yuko Hasegawa : This exhibition project at the new Espace Louis Vuitton Tokyo
is an opportunity for you to further develop your work.

| am interested in understanding how these original works represent a new step
in your creative process.

Xavier Veilhan : The inspiration really came from visiting the space. It's on the
top floor of the building, which is suspended, with windows on three sides,
giving a view of the Tokyo Skyline. | don't know if it's the texture of the air in
Japan, the mist, the jet-lag or not understanding the language or writing,

but for me, there was a certain grace in the perception | had of the space;
something graceful about Tokyo, about Japan, an idea of refinement, perhaps.

| wanted to create something around this idea of suspension. The initial idea was
to show the centrifugal force overtaking gravity through a sculptural object.
Following this central idea of a single object, other ideas came into play to show
different aspects of my work and surround the main sculpture.

| wanted to create a statue which represents, through its scale, the spectator,
but which is also raised on a pedestal. For this, | very directly reused the
Malevich "Architectones” as a starting point. The pedestal is somewhat used to
its own advantage since it becomes a bench we can sit on.

The idea was to really create something with the same suggestion of movement
and energy linked to certain heroic sculptural figures such as Kazimir Malevich,
Alexander Calder, Contanstin Brancusi, Alberto Giacometti. Probably a modern
idea, a little existential, we want to achieve something that is above all. That is
what | found so appreciable in the work of Contanstin Brancusi: artis a
representation of a transcendence which leads to a more general understanding.
To put it more prosaically : with art we gain altitude.

YH : | would add something concerning the pedestal, its status needs to change.
Until now, the pedestal has rather been a subject of criticism: "the pedestal
creates extra distance between the work and the observer..." When we put it
back in the context of the 21st century, above all in an architectural context, it

represents a fusion between the space and the extension of an object. From this



purely architectural perspective, | am interested in giving value back to the
pedestal, which is why your work, which incorporates the pedestal as an

important part, interests me greatly.

XV : In the history of art, minimalist forms have developed, involving the
reduction of objects for example, like in the works of Robert Morris or Sol Lewitt.
In a slightly perverse way, it also interests me to restore in these forms the
function of a base, but a highly valued one. | am aware that the pedestal could
exist autonomously on its own without holding an object. In my work, there is
often an equality in terms of the attention paid to the work on the base, the
pedestal, and the object it holds. | am also very interested, for example,

in painting; on the frames, the mounting, the way in which painting has
developed over the years. In fact, we realize, when we create things in art, that
things last conceptually, but they must also last materially.

The idea is not only to least in time but to hold together, to hold on the wall.
This question, often scorned, excites me: how do they last? In the history of art,
forms have existed because they are practical, and have come from the
knowledge of materials and techniques, which means that we obtain forms
because of reality constraints, and after they are analyzed in a more conceptual,
more theoretical way.

YH : If you invite spectators to enter your work, do you think about creating a
kind of living painting?

XV : What interests me is not really the fact that they physically enter, rather the
fact that the image is not simply something that they look at, but something that
represents a universe which could be a real context that could have an effect on
them. In a certain way, the image is there to be taken seriously, even if it is
sometimes a little trivial or fun. Due to its size and what it proposes, we climb

inside or on top, and it becomes part of reality.

YH : You use a lot of human models in your work. Based on a real model, you
vary the degree of abstraction in a cubist manner, and you change the scale to
create more of an effect. This can be environmental, or architectural. Based on
the body, my impression is that you have a sense of extension into space.

| find that very interesting. According to the scale, the degree of abstraction



changes. It's a kind of bodily intervention experience in relation to space.

| feel this very strongly when | look at your work. When you create an installation,
what type of universe are you looking to express?

| ask this question because, ultimately, what you do, is you reconstitute all the
molecules, the constituents of our current world to create another cosmology.

XV : It's a very important, very central issue, but which probably has to do with a
fundamental existential issue, which is a question of the relationship to time, a
questioning of one's own existence in relation to others. | spent quite a long time
addressing the human form, which is now a central part of my work.

At first, it was mainly objects which were almost negative objects of human form
and which were more or less the same as the representation of forms which
really exist in space. For me, the exhibition space, for example, is like a kind of
garden in which we can walk, and have different visual encounters.

These encounters may be meetings with people with different degrees of
intimacy and proximity. | think that all the people who surround us do not have
the same value in our eyes. Certain people signify more to us, and in very simple
terms, | also translate that into forms. Certain people are well-defined and
others are more like ghosts. These are often people | know, people | am close to
and whose portrait | have done. From there, the way in which | represent them,
they become more and more universal and more like shapes than silhouettes by

reducing the definition.

YH : You reduce the definition of your relationship with these people, and your
existential eye loose ahead to the creation process. Does the information that
you have about this person or your relationship with them influence this
abstraction process?

XV : No. It is more a desire to understand a person through the use of form.

| think that attitudes and postures are just as revealing as language or facial
features. Sometimes, it is a very classical and very sculptural vision.

We see it in the context of Antiquity. The ideal of beauty of the ancient nude is
also based on a fairly generic form, for example, of the person. What | really like
is when people settle in a pose and, without any

manual intervention or arbitrary intervention from the author, or the

artist, the setting in which we ask people to pose allows them to



express themselves physically. In fact, my models pose for me for almost an
hour. It's like a revelation, but in a photographic sense.

Time is also needed for the image to develop. | am also very interested in the
early developments in photography and the history of photography.

Today, the techniques | use to create statues are, in fact,

with a delay of 100 to 130 years, quite similar to what was involved in the early
developments in photography when people had to stay in the same position for a
long time without moving because the films weren't sensitive enough to capture
movement.

¥H : Very interesting. | have grasped the basis of your methodology.
There are very strong relationships with time. You have also developed the
importance of form. In your work, you tend also to use very strong colours

(orange, yellow, blue). Is that symbolic?

XV : In fact, not enough colours exist. We are always lacking colours. Colours are
like evocative spaces. Once again, as with forms, they are receptacles.

We associate a certain colour with a dynamism or a certain general idea.

For example, we talk about "warm" colours or "cold" colours. What interests me
is firstly the fact that colours are actually a frequency and something very
intangible, a bit like language; something we agree upon. We agree that:

"this green is a little darker than that one" or that "this colour is a little warmer”.
For me, this a big perceptive mystery.

How can the nervous system achieve this level of accuracy and understanding,
this common understanding, of something so very intangible? In fact, colour
does not exist in itself, it is merely created by a support which retains light and
only reflects a certain part of this light. There is a somewhat mysterious side
even to this, but which is almost a social dimension of colour, which is apparent
in language. With colour, there is something nearing the idea of a transcendence
that is exclusive to art.

¥H : In interviews you have given, you have talked about how we look at things.
Today you talk about how we visualize things.

When you create an installation, you consider the space as a garden, and you
imagine all kinds of encounters. You create an object, from a certain angle,

it may be interpreted differently. This makes you visualize or conceptualize




Big Light Machine (Versailles), 2009.
Electric and electronic system, aluminium,
light bulbs;

301 x 241 x 46 cm

Courtesy Andréhn-Shiptjenko, Stockholm;
Galerie Perrotin, Paris.

Photo © Nicolas Millet

something, but there is also the experience of the person looking at your work.
Different perceptions and experiences definitely exist. You are aware of this
difference and that you take it into account. Can you elaborate further on this
point? Between the perspectives of other people, the eye of the person
observing your work, and your own way of visualising it, what is the relationship
between you and others?

XV : | think that herein lies the entire mystery that is art. | work with a lot of care
and receive a lot of help from many people to create extremely specific objects.
In fact, | try to construct the link between themselves and the way they look at
these objects. | try to establish a relationship, but | also try to construct their
autonomy. This means that, for example, | may create an exhibition which will
be an ensemble of works, and a collector will buy an element of this ensemble
and put it in another context over which | have no control whatsoever.
Something else will take place too; a scenario which | could not foresee at the
beginning, but it is in this scenario that the work will really begin its existence.
Herein lies a great mystery because we try to be so specific almost to the point
of obsession, and then we let go and the object lives on independently.

| think that the object's precision is essential, but so is its independent
existence. It's a bit like when, in the history of art, we look at a painting by Piet
Mondrian, a work by Alexander Rodtchenko, or by any artist of the past,

we actually understand it in a context over which the author had absolutely no
control. This is an idea that interests me greatly because, in a sense, it goes
beyond the artist's control or personal judgement, but at the same time, it is an
extension of this judgement and of this decision.

In fact, it's all a question of association and independence. In the exhibition,
the piece entitled Stabile n°1, a collection of tubes and metal, is an
independent sculpture. And to continue with the exhibition, there are also
works which are what | refer to as tableaux papier, which are not really
collages, since the paper is freely on top, but superimpositions of layers of
paper which are attached like insects in a closed box, a glass box. These
images are taken from a short film in which | tried to learn to free-fall in a
simulator with an instructor. | was in a wind tunnel and in a state of
weightlessness, suspended in the air. There is a hint of this idea of being
airborne, suspended, throughout all the works in this exhibition.

The title "Free Fall" also comes from this piece.



¥H : | think that this message with the expression of "Free

is something which produces a variety of body senses. This
will certainly make sense for the Japanese visitors and
| am convinced that their reaction will be positive.
The awareness of the creator who gives form to the
object interacts with the perception of the spectator
observing this form. You have spoken about usage and the
expression of the same form. It is just the perception of the spectator that
differs. Whether it is a design or a piece of art, ultimately, these functional,
representational aspects which are incorporated into a precise object, always
exist. The author's awareness of this issue determines the contours of the work.

Finally, our conversation has confirmed my convictions and | am grateful.



Exhibition view, «Miami Snowflakes»,
Galerie Perrotin, Miami,

05/12/06 - 03/02/07.

Photo & Mariano C. Peuser
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Regulator, 2011

Wood, steel, rubber, polystyrene, fibraglass, blower device, polyurathane paint
K AF—), TL AFO—IL FRP. AEL#, 285

700 x 450 x 720 cm

Courtesy Xavier Veilhan / Work with support of Espace Louis Vuitton Tokyo

“Regulator” (2011) B EHAREBROET 7/ 0V —EMESE TS,
BATE SN COAREBEOERE. 74 L0 EETEREEEET S,

“Regulator” (2011) K. BICRATVWAHERABSICTHRETHS (Ho0 2 BN LE
fERLRABRIC. EORERBFEECLNEB) . COFRATREEPBEENFTHATBZH
MR RBEHETIE  EREALHENHPEREAVTEREA TV S, BETS
@RI BN EELALEL, BB AT V2T NEEBRALT S, “Regulator” M ERZE
MICEDT—LEMETEE, T SANEEBRAETIETEDTH5. ZOT —MES
B.RAAOZEEICHLTHEEHRATVS,

Regulator, 2011, blends traditional craftsmanship and modern.
Manufactured in Japan, this wood-and-resin work rotates through the space at

random speed.

Regulator, 2011 is a machine that turns invisible forces into visible

(this could be actually the program for any good piece of art).

It reproduces the cosmic movement of stars and planets, not as a
figurative representation but by the same use of physical forces and

laws. The viewer is invited to a visual experience when the spinning

of the piece is providing a cinetic effect. When the arms of «Regulator» are
stretching out in the exhibition space, this turns to a physical experience.

The art work is challenging the space of the spectator.

[FVEICE AV ESVWOETE-FE2EREE T,
AN ENELAZEONCL->TROFETLEF >T B TWBDERTELATVEL ]

[B{DBE. 7—rERBIZ BICRATVOOERASHIITEIZETRIIL-TVADTT]
“As a child | used to amuse myself by spinning a marble on the bottom of a
round basin, until it spun up the sides, propelled by the centrifugal force

overpowering gravity.”

“Often, art simply consists of showing invisible things”

Snow Crystals, 1931
Photo @ W.A. Bentley

Anenometer, 1933,
Photo @ Studio Xavier Veilhan

Dripping, 2008,

Salt on Dibond ; 200 x% 250 cm
Courtesy of the artist,

Photo & Florian Sumi

Prototype for Turbine, 2010.
Polyuretan ; diameter : 25 cm, width : 5 cm
Photo @ Tony Regazzoni
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Tokyo Statue, 2011

Polyurethane, wood, epoxy paint
HUDLE L i, THRELEH
400 % 115 X 115em

Courtesy Galerie Perrotin, Paris

SEHOIFVEYICRABMEEIRAEIZICEC A4 ICHEERLEIEEN AL "Tokyo
Statue” (2011) . 4A—FILOSED . FREOI LI VITHD, S FHFITrI-TJ
TV ORBHEEHVABER —AX+ U LEABOBERT —EOR—OEAERIT#MS
LOTHZ. VED2DOWBEREZILEDICH . ETF VBRIV IOEBLBEF ERINIED
BEOFESERABIC W OPOEICEBEINAZOEROERIBEEHICEC BN
HEEEEDICHBEOLT AR AN Y — STy T IL—T1F TS
BEERVEEIEES, AMEABERERRTEVEDPYTE CLARZICHEDATLS,
DEH BRI ELIE0NEEAVTERENTVINTHS. FHATHREIN:AY
R=AWTHEREL. — A . BATOYv I TESNEANFVAN DLW I BEMN LN E
EHT TV, BFRETNE Gh3 ArEHRTIBFEEY . 2O AFRBICI RIS
IrD—BFEEL) RO XD I PLLAERZDTHD, (FRICEIABHRIHRBL
UM EROHEL H{ETH [HKoT | TAL—2ETU—IlE2TEBRENATVS,

In tribute to the Japanese capital hosting this exhibition and to its residents,
Xavier Veilhan is offering visitors, Tokyo Statue, 2011, is a four-meter-high
silhouette, in a deep green, in the tradition of the artist's emblematic work - his
series of statues representing scanned human figures. As with his previous
works, where postures and attitudes take precedence over the models to
become forms, its definition — boiled down to a few facets — approaches
abstraction and evokes - albeit with a modern dimension - Tatlin, Calder,
Giacometti, Malevitch or Brancusi. The figure and base are not dissociated,

but treated on the contrary with the same care: each features exactly 60 facets.
The figure, reproduced at 1:00 scale, is comprised of triangles, while the soaring
form of the pedestal, made up of square blocks, has an architectural quality.
With its wider base, it offers a seat to the visitor — who in turn, when using it,
becomes simultaneously an element of the composition and its scale reference.
The work's constructivist and suprematist influence is modulated by its
resolutely ‘pop’ plain green colour.

[COFTEMT. Vb THEEAEHEAESEADHRS]

“The opportunity to confront themselves with themselves,

perhaps in this urban space.”

Preparatory sketches for Tokyo Statue,
2010.

Collage on paper.

Kazimir Malevich

Architectone Gota 2a

1823-1927

Plaster; 57 x 26 x 36 cm

Paris, musée national d'art moderne
Centre Pompidou

© Collection Centre Pompidou /
Dist RMN / Jacques Fajour
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Free Fall n°1, n°2, n°3, 2011

Wood, glass, paper, needles

AH. 7R

148 113 x 11 cm

Courtesy Xavier Veilhan / Work with support of Espace Louis Vuitton Tokyo

“Free Fall n*1, n°2, n°8” (2011) i BENC BT E—at M EGREBUSBENKRT
ADBENTHD, FERE. TV BEFEBRE T IaL—2—IlLBRMITPICEELL
SRAOEENMSHEHENATF—TICEIE —FEON—/—T—JEHAEHELLDTHS,
AR NAERICSE ST F—FT1APKAET L ARTI2—D2 A O N pH |38
T3, 8EEELTL—DEAVHIEREIN-—N—T—IR ELTERTEESA TS,
ChEDEESHFR A —TABRAN—ZAEIDICEEDHIETFv—L—IERE-TS.

© Diane Arques / Louis Vuitton
Free Fall n°1, n°2, n°3, 2011 is an invitation to experience the emotion of a weightless.

It combines a series of paper works featuring motifs drawn from three
photographs taken by Xavier Veilhan during a freefall simulator flight.

The powerfully blown air sends the characters - the artist himself and his
instructor — into flotation. The papers, in various shades of grey,

are suspended by pins. The ensemble forms a picture rail that organises the
open exhibition space.

© Diane Arques / Louls Vuitton

[BBETYLTI—Ualid-THIICHABENE, ZOLIEBIVT AL,
T . EEATROLIEERADAATTA AARmBEN DD LI,
BMENLVIBOIOFEY IV ERETINET )

“These fragile images, delicately rendered through a rigorous assemblage,
represent to me a dreamlike vision of weightlessness as if suspended in the
cottony skyline of Tokyo."



® Sebastian Mayer



Stabile n°1, 2011

Steel, inox, epoxy paint

AF—I AT LA TRFLEH
243 X 40 X 40 cm

Courtesy Galerie Perrotin, Paris

“Stabile n*1” (2011) E& BRI TBTHFEENL, EELEHANITEOIL AL E
. GAERIL EEBTIvh— 2B L0 E—RELZFICHASHELTH LTS5~
VaTH3,

Stabile n°1, 2011 was created in a metal building workshop.
It consists of a rustic assemblage of different square tubular elements, cut,
soldered together, and lacquered in a plain colour.

[COfEREHETIR. BEAOSICTASATVSRAR,
FrRITTOHBICRII-VERBWELLE, HHES,
FZICRANAMEBEEORMF LN B (RENTVIEVIZEILRfFVWERSTT ]

[l 2R R TSI -2OEROFIC,
BA4rE4NBREOFICRBLEKDZELNAEY MERHLET,
BRIV T7HERBTALIGAETEROESHFEFIALELL,
BETHNERLOANATHFEEFUVATVET]

“With this work — whose supporting lines are those of gravity - | wanted to
return to studio work, which leaves more space for improvisation and
arbitrariness.”

“There is a spirit of modernity in such oeuvre as Tatlin or Brancusi,
I'm looking for in our every day reality. | use the metal assembly like ingeniors

could have done, a tight net of tubes to the sky.”

© Diane Arques / Louis Vuitton
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