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DAMIEN HIRST, CHERRY BLOSSOMS
JULY 6, 2021 – JANUARY 2, 2022

“The Cherry Blossoms are about beauty and life and death.
They’re extreme—there’s something almost tacky about them.
[…] They’re decorative but taken from nature. […]
They’re garish and messy and fragile and about me moving away
from Minimalism and the idea of an imaginary mechanical painter
and that’s so exciting for me.”
Damien Hirst

The Fondation Cartier pour l’art contemporain is proud to unveil Cherry Blossoms,
Damien Hirst’s remarkable new series of paintings.
Cherry Blossoms is Damien Hirst’s first museum exhibition in France.
After devoting three full years to the series,
Damien Hirst finished the Cherry Blossoms series in
November 2020: “[The pandemic] has given me
a lot more time to live with the paintings, and look
at them, and make absolutely certain that everything’s
finished.” The complete series comprises 107 canvases
(all reproduced in the exhibition catalogue), divided
into single panels, diptychs, triptychs, quadriptychs,
and even a hexaptych, all large-format.

A celebration of colour within chaos
The Cherry Blossoms series reinterprets, with playful
irony, the traditional subject of landscape painting.
Hirst combines thick brushstrokes and elements
of gestural painting, referencing both Impressionism
and Pointillism, as well as Action Painting.
The monumental canvases, which are entirely
covered in dense bright colours, envelope the viewer
in a vast floral landscape moving between figuration
and abstraction.

The exhibition, a response to an invitation
by Hervé Chandès, General Director of the
Fondation Cartier, to Damien Hirst during a meeting
in London in 2019, presents thirty paintings selected
by Hervé Chandès and the artist. Taking over
the space designed by Jean Nouvel, the canvases,
covered in thick, vibrant paint, absorb the spectator
into the paintings.

The Cherry Blossoms are at once a subversion and
homage to the great artistic movements of the late
nineteenth and twentieth centuries. They are integral
to the pictorial exploration long carried out by Hirst.
In his London studio, the artist describes “diving into
the paintings and completely blitzing them from one
end to the other.” He also talks about working on
several canvases at the same time and constantly
returning to these, which he kept close by, months
after their completion.
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11. View from Damien Hirst’s studio
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DAMIEN HIRST, CHERRY BLOSSOMS
JULY 6, 2021 – JANUARY 2, 2022
From the Young British Artists
to the Cherry Blossoms

In contrast with the mathematical infinity of the
Spot Paintings, the Visual Candy paintings (1993-),
ironically named after a scathing comment by an
art critic who said the paintings looked like curtain
designs, are characterised by their thick smudges
of paint and exuberant superimposed colours.
More recently, the series known as Colour
Space (2016-), a variation around the infinite
possibility of colour, and Veil Paintings (2018-), where
dabs of paint shimmer and cover the entire canvas,
celebrate the painting surface, depth and colour.

After studying in Leeds, Damien Hirst entered
Goldsmiths College in London in 1986 and quickly
became the face of the Young British Artists, a group
with a taste for experimentation and creating art
viewed as provocative by some. They dominated the
British arts scene in the 1990s. Hirst’s Natural History
series—in which animals appear in formaldehydefilled
tanks—soon became emblematic of his work.
However, painting has always played an essential role
in Hirst’s work: “I’ve had a romance with painting
all my life, even if I avoided it. As a young artist, you
react to the context, your situation. In the 1980s,
painting wasn’t really the way to go.”

This exploration culminates in the Cherry Blossoms.
“The Cherry Blossoms are about beauty and life and
death. They’re extreme—there’s something almost
tacky about them. Like Jackson Pollock twisted
by love. They’re decorative but taken from nature.
They’re about desire and how we process the things
around us and what we turn them into, but also about
the insane visual transience of beauty—a tree in full
crazy blossom against a clear sky. It’s been so good
to make them, to be completely lost in colour and
in paint in my studio. They’re garish and messy and
fragile and about me moving away from Minimalism
and the idea of an imaginary mechanical painter and
that’s so exciting for me.”
Damien Hirst

If his early canvases were inspired by Abstract
Expressionism, which he refers to as a “paint how
you feel” approach, in 1986 he began a series known
as Spot Paintings, where coloured dots, which appear
to have been painted by a machine, erase all traces of
human intervention. Initially conceived as an ongoing
series, today, the Spot Paintings include over one
thousand canvases of varying sizes and titles.

7. View from Damien Hirst’s studio
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8. Damien Hirst in his studio, 2020
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TWO UNIQUE FILMS
TO BE ENJOYED ONLINE

Damien Hirst, Cherry Blossoms

Film 360°

To extend the sensitive experience of the exhibition
visit, Damien Hirst and the Fondation Cartier have
made a documentary film, featuring the artist speaking
in the privacy of his studio, where he reveals how
he conceived of and created the Cherry Blossoms
paintings.

For the exhibition Damien Hirst, Cherry Blossoms,
the Fondation Cartier pour l’art contemporain is
proposing a film shot in 360° in one of the artist’s
studios. Spectators can explore the car park, one of
the places where he stored the Cherry Blossoms series
while making it. Guided by Hirst’s voice, spectators can
roam around as they please in the space and discover
the artist’s work in detail.

Wearing sneakers and covered in paint, Hirst opens
the doors to his light-flooded London studio on the
Thames to the sounds of rock music. The camera films
the artist’s dance as he moves from one canvas to the
other, continually returning to paintings he can’t quite
manage to finish, diving into a blank canvas until it is
entirely covered in paint, then piling up his paintings on
top of each other.

Produced by: Fondation pour l’art contemporain
Directed by: HENI, Damien Hirst, Fondation Cartier
pour l’art contemporain
Available on July 6, 2021 on the Fondation Cartier’s website
and its Youtube channel

Wide-angle static shots show Hirst sitting in his
legendary Chesterfield armchair, silently looking at his
paintings; energetically throwing paint in the style of
Jackson Pollock; or conscientiously applying it in dabs,
in the way of Georges Seurat.
Close-up shots reveal the thick textures, drips and
layers of sharp colours composing his paintings.
Filmed over the course of a year, these rare images
offer an immersion into the heart of Hirst’s creative
process, providing keys to understand his work.
Interviewed by the art historian and writer Tim Marlow,
Hirst reveals the exhilarated pleasure of his relationship
to painting, and his career-long investigation into colour.

Damien Hirst, Cherry Blossoms
Produced by: Fondation pour l’art contemporain
Directed by: HENI, Damien Hirst, Fondation Cartier
pour l’art contemporain
Duration: 25 minutes
Available this summer on the Fondation Cartier’s website
and its Youtube channel

In partnership with:
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DAMIEN HIRST
ABOUT THE CHERRY BLOSSOMS

Quotes from the documentary and the 360° film
The origins of the Cherry Blossoms series
I think a couple of things happened. The first thing
was that I was doing the Veil Paintings and they
kind of looked a little bit like trees, or something.
With the Veil Paintings I was trying to get like a depth
of about six inches, like there was something in your
way of seeing something beyond. And then through
doing that, I kind of realised it looked like gardens
or trees. So I thought, “Oh, I wonder if I could do
trees,” and then I thought that was too stupid.
But when I was younger my mum did this cherry
blossom painting, and I remember I was like four
or five seeing her in the house with oil paints.
She wouldn’t let me ever use oil paints because
you can’t clean them, they’re too messy…
So, I was always fascinated wanting to play with them.
And then I just started thinking about abstraction and
figuration. If you do paintings of trees, they’d look
crap. But if they managed to remain abstract but look
figurative—they could bridge those two worlds.
So, I just thought I’d try that. And then I remembered
my mum’s cherry blossoms and thought: “I should
just do cherry blossoms.”

14. Cherry Blossom (detail), 2019

seeing a flash of red and blue and then I realised
that the trees are like that because light has got all
those colours in it and the leaves are reflective and
things like that. You always see on a tiny, small level
flashes of different colours… Just like with Seurat,
The Pointillists, And Bonnard. If you don’t put these
flashes of colours in there, your eye doesn’t recognise
it as blossoms. And I put in reds, and yellows and
oranges, and colours that weren’t there. And then the
whole thing sort of came to life from that.
The scale
4. Renewal Blossom, 2018

I wanted the Cherry Blossoms to be big so you could
kind of fall into them, and I’m also aware that they’ve
got to compete with trees. I wanted them to be like
looking up into a tree. So, there’s no gravity, it’s just
the canopy. But then slowly by doing them—painting
them upright—I started adding trunks. So, the early
ones have got no trunks and then the later ones have.
They’re more abstract as well. I just want the Cherry
Blossoms to be in your face. I want you to feel like
you’re too close to them. All the work I’ve made—
you know, the sharks, everything, all that sort of stuff
—I want it to be aggressive and in your face. I want
you to have a physical reaction to it. I mean, ever

The colours
When I started these paintings, I only used pink and
white, which are the colours I could see in cherry
blossoms. So, I just got like four pinks, one white,
tried a different white… I would look at photographs,
and mix the colours from the photographs thinking,
“That’s a great picture of cherry blossoms, I’ll mix
these colours,” and they were just dead. And then
I realised that when I was walking down the street,
and I looked at other trees—green trees with leaves
on them—I remember looking at a tree and
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want to put any more dots on them. I find that it kind
of slows down. A lot of the time when I’m looking at
them, there’s things that annoy me, things that I want
to resolve, areas that I don’t like and then I have to
paint on top of them… And then after a while, I find
that I’m sat in the chair, and I’m kind of doing two or
three dots, and a lot of looking. In the end I just end
up sitting and looking, and after I’ve been sitting and
looking and I don’t want to change anything, they’re
finished. I’m getting to that point with most of these,
and I think I’m out the other end and this series
is finished.

since when I went to the Saatchi Gallery and walked
through a Richard Serra and thought, “Fucking hell it
could fall on me and kill me,” and then running out the
other side in an actual physical panic from it, thinking:
“Shit, is that safe?” I kind of want to try and create
that, and I do that a lot with scale.

When I think a painting is finished, I like to kind
of keep it around for another two or three months.
Just to make absolutely certain, because you find that
when you go away and come back numerous times
and look at it, if it’s still—if you don’t want to change
anything, then it’s good. I’d hate to have to rush and
get these out and put into an exhibition or something.
13. View from Damien Hirst’s studio

Damien Hirst’s relationship with painting
I remember when I was younger, all of my sort of
forays into painting… I really wanted to be a painter,
but I didn’t know what to paint. And I was also
terrified of the infinite possibilities of painting, so that
made it even harder not knowing what to paint. So,
then with the Spin Paintings and Spot Paintings, that
was a sort of way to create a way to paint—hiding
from painting as well. So, they were sort of like
sculptures of paintings, I always thought. And I would
think about the edge of the canvas as much as about
the surface. So, they were more of an object. I love
the object of a painting, and I wanted to create some
of those. And then I thought, “Yes, I’m a painter,
I create objects of paintings”… But I wasn’t actually
painting.

9. Damien Hirst in his studio, 2019

The lockdown
Lockdown’s been quite positive for me in some
ways, just because I managed to keep painting and
I manages to keep painting and get lost in it. I wanted
viewers to get lost in my paintings too. And it’s the
size that makes them. There’s lots of physical work
to do, so that physical work kind of makes you get
lost as well. Makes them convincing too. I think
they’re kind of paintings that I always wanted to paint
when I was younger but never had the guts to do…
or something like that. So, I think in lockdown, to be
in that situation, I was really lucky to sort of have
that going on, as lockdown hit.

The studio experience
There’s 107 paintings in this series and I started with
small paintings and worked up—which is probably the
wrong way round, because it got more difficult as the
series went on, and these paintings in the room with
me now are the last paintings of the series, and the
biggest paintings of the series, and they’re perfect for
this studio, because I get to have all the paintings out
at the same time, and I get to work on them all at the
same time, and I’ve got enough space to stand back
from everything, and it’s just the perfect place. I can
just get lost in everything, and I can get everything
exactly how I want it.
I’ve been working on this series for three years, and
this is coming to an end of the whole series. I’ve
just been diving into the paintings and completely
covering them and I’ve been up and down the ladder,
painting, painting, painting. I’ve done so many dots
I’m going dotty. Working out when a painting is
finished is not tricky at all, really, it’s just when I don’t
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3. Damien Hirst, 2019
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FROM THE SPOT PAINTINGS
TO THE CHERRY BLOSSOMS
Born in Bristol (UK) in 1965, Damien Hirst grew up in Leeds before moving to London in 1984, where
he still lives today. In 1988, while studying at Goldsmiths College, he organised the exhibition Freeze,
presenting his works alongside those of other students. The exhibition launched his career, as well as
that of numerous other emerging artists and marked the genesis of the Young British Artists.
In 1995, he was awarded the Turner Prize. Working across sculpture, installation, painting, and drawing,
Damien Hirst explores themes connected to life and death, excess and fragility. An internationally
renowned artist, his work has been exhibited at the Tate Modern in London as part of a large retrospective
(Damien Hirst, 2012), at the Palazzo Grassi and Punta della Dogana in Venice (Treasures from the Wreck
of the Unbelievable, 2017).

onto the warehouse walls—Hirst refined his creative
process, gradually removing every trace of human
intervention, until the works seemed to have been
painted by a machine. The painting titles were
randomly taken from a pharmaceutical company
catalogue.

1965

Damien Hirst was born in Bristol in 1965 and grew up
in Leeds. He began his art studies at Jacob Kramer
College of Art in the early 1980s. At that time, he
regularly visited the anatomy department of the Leeds
Medical School to make life drawings.

“When I first made paintings at art school I was
totally overcome by colour. I used to get a bit lost
in it and tried to solve all my painterly problems
with it. I came up with the Spot Paintings as a way
to control the wayward colour arranging I had
going on and that really worked for me for 20 years.”

1984

Hirst set out to discover Europe’s museums. In the
Netherlands, he saw Rembrandt’s The Anatomy Lesson
of Dr Nicolaes Tulp at the Mauritshuis in The Hague,
as well as Vincent van Gogh’s paintings at the
eponymous Amsterdam Museum, whose influence
is palpable in the Cherry Blossoms series now being
shown at the Fondation Cartier. He also went to Paris,
visiting the exhibitions devoted to Pierre Bonnard and
Willem de Kooning at the Centre Pompidou—decisive
artistic discoveries for his career as a painter.

In parallel, he began to work on the Medicine Cabinets
in 1988. He made the first cabinets using empty
medicine packaging left to him by his grandmother.
While the objects were initially arranged as though the
cabinet itself were a body, with each drug positioned
according to the organ it was supposed to heal, Hirst
quickly chose to place them by size and colour,
in an exploration of formal associations that he would
pursue throughout his career, in paintings, sculptures,
and installations.

1986–89

Hirst entered Goldsmiths College of Art in London in
1986, graduating in 1989. As a second-year student,
he organized the exhibition Freeze, showing works by
sixteen of his classmates—including Angus Fairhurst,
Mat Collishaw, and Michael Landy—in a disused Port
of London warehouse. One of the exhibition’s visitors
was the gallerist and collector Charles Saatchi, who
saw something truly revolutionary in the works of
these young artists and went on to support Hirst’s
work for much of his early career.

“All art is about death, even with Matisse when
it’s about life1.”

1990

Hirst created the installation A Thousand Years.
This installation took the form of a rectangular glass
vitrine, in which maggots transformed into flies
and then died, after feeding on a cow’s head lying
on the ground, depicting the cycle of life. The work’s
form recalls the “cages” present in the work of
Francis Bacon, an essential influence for Hirst.
The installation also uses the geometric vocabulary
of Minimalism, a prelude to the Natural History series.

It was also during this time that Hirst made the first
paintings of one of his most emblematic series, the
Spot Paintings—composed of spots of uniform size,
but different colours, arranged according to a strict
geometric grid. After the Freeze exhibition—which
included two works from this series painted directly
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because I wasn’t sure either. The Visual Candy
paintings felt like they should come before
the Spots, but here I was, doing them after 3.”

1991

Hirst’s The Physical Impossibility of Death in the Mind
of Someone Living launched the Natural History series,
featuring animals submerged in tanks of formaldehyde.
Hirst was seeking to detach himself from what
he at the time viewed as the artificiality of painting,
by producing a work creating an illusion of life.
The sculpture received a great deal of media attention
and led to Hirst’s nomination for the celebrated
Turner Prize in 1992—he was finally awarded the prize
when nominated for a second time in 1995. Another
key work from this series, Mother and Child (Divided),
was shown at the 1993 Venice Biennale.

2006

Hirst began a series of paintings of skulls and deformed
faces titled After Beautiful Paintings. These dark works
recall the Memento Mori paintings so prevalent in the
seventeenth century, sparking contemplation of death,
the fleeting nature of life, and the vain illusion of earthly
existence. The decisive influence of Francis Bacon’s
tormented paintings is once again seen here.
“Bacon paintings are always enigmatic, and they
hit you on a kind of gut level, so they always kind
of shock you. Or they shocked me when, you
know, when you get them first of all. As an artist,
I mean, my work as well, you just look for universal
triggers; so you are always looking for something
that will trigger something rather than an actual
interpretation.”

1992

This year marked the start of a series of exhibitions
titled Young British Artists, held in Charles Saatchi’s
gallery in London and gathering many of the artists
featured in Freeze in 1988. The Young British Artists
went on to dominate the British art scene in the
1990s. A major 1997 exhibition at the Royal Academy
of Arts titled Sensation established the movement
once and for all, allowing wider audiences to discover
their works.

2007

With For the Love of God, the artist continued his
explorations of death and the fragility of human life.
The piece is a life-sized cast of an eighteenth-century
human skull covered in 8,601 flawless diamonds, and
with the original teeth. A 52-carat pink diamond is
placed on the forehead.

Hirst began his series of Spin Paintings, using
centripetal force to spread paint over circular
canvases, with the final result shaped by the speed,
rotation duration, fluidity of the paint, and choice
of colours. The circumstantial composition technique
of these spinning paintings contrasted with the Spot
Paintings, but both are variations on the idea of
an imaginary mechanical painting. The Spin Paintings
are characterized by their bright colours and
extremely long titles, starting with “Beautiful”
and ending with “Painting.”

2010

In contrast with a number of previous series,
including the Spots and Spins, made in his studio with
the help of numerous assistants, the painting series
Two Weeks One Summer was made by Hirst alone,
while spending a summer at his home in Devon.
These more personal paintings focused on nature,
evoking traditional still lifes. They feature a series
of carefully arranged objects previously appearing in
Hirst’s sculptures and installations, such as butterflies,
a shark jaw, and glass jars. These were his first
paintings to show cherry blossoms, symbolizing this
fleeting moment of revival, the transition from spring
to summer.

“I really like making them. And I really like the
machine, and I really like the movement. Every
time they’re finished, I’m desperate to do another
one. [They are] childish… in the positive sense
of the word 2.”

1993

The Visual Candy series produced between 1993
and 1995 broke with the minimalist and rigorous
explorations of Hirst’s Spot Paintings and Natural
History series. Its title is in response to an art critic
who called the Spot Paintings “just visual candy.”
In this new series, thickly textured saturated hues
freely overlap on the canvases. The titles themselves
(Happy Happy Happy, 1994; Super Silly Fun, 1993)
illustrate how the artist reveled and delighted
in arranging the colours and patterns over their surface.

2016

While the Spot Paintings were originally conceived
as an endless series, the Colour Space Paintings
constitute a body of work that began and ended
in 2016. They respect some of the formal rules
established for the Spot Paintings: no colours are
repeated within a painting, and all dots in a given
work are the same size. But Hirst broke with the
principle of the grid and rigorously symmetrical circle:
in the Colour Space Paintings the dots are loose
and imperfect, the painter’s gesture less precise,
and the dots drip at times, invading other dots.

“I was watching a kid’s cartoon on American TV
a lot at that time called Ren & Stimpy […]. A lot
of the colours came from that cartoon. But people
didn’t get what I was doing. I wasn’t surprised,

12

“I originally wanted the Spots to look like they
were painted by a human trying to paint like
a machine. Colour Space is going back to the human
element, so instead you have the fallibility of the
human hand in the drips and inconsistencies.
There are still no two exact colours that repeat
in each painting, which is really important to me.
I think of them as cells under a microscope.”

2021

Cherry Blossoms is Damien Hirst’s first institutional
exhibition in France.

2017

The major exhibition Treasures from the Wreck of the
Unbelievable was held at the Palazzo Grassi and
the Punta della Dogana in Venice in 2017. The fruit
of ten years of work, the project recounts the history
of the discovery of an ancient shipwreck and its
astonishing cargo in the Indian Ocean. Numerous
sculptures—Egyptian sphinxes, Greek statues,
massive bronze sculptures, and more—covered
with algae, encrusted with coral and shells, were
exhibited as though they had been dredged up from
the depths. Little by little, pastiches of great models
of art history and pop culture heroes could be
detected.
Shortly after Treasures from the Wreck of the Unbelievable,
Hirst began the Veil Paintings series, which he worked
on for two years. With these new works, he revisited
the Visual Candy paintings made twenty years
beforehand. Once again, he used bright colours,
overlapping in thick brushstrokes or scattered
dots, but now on large-format canvases. Partially
inspired by Pierre Bonnard’s Post-Impressionist
paintings and by Abstract Expressionism, the Veil
Paintings give free rein to colour and gesture,
enveloping spectators in the painting.
“For me, the Veil Paintings are about now, about
something energetic forming, like planets or ideas,
they are about growth. I want them to feel like
you’re looking through a sheer curtain at something
patterned in a colourful, complicated garden
beyond, and both the curtain and the garden are
moving and work with each other and against
each other.”

2018

Cherry Blossoms is Hirst’s most recent series.
It comprises 107 large-format canvases, reinterpreting
the traditional and popular subject of floral depiction,
evoked in Two Weeks One Summer, with joyful irony.
On the canvas, Hirst combines thick brushstrokes and
elements of gestural painting, referencing both
Impressionism and Pointillism, as well as Action
Painting. At once a subversion of and tribute to
the great artistic movements of the late nineteenth
and early twentieth centuries, the Cherry Blossoms
are a continuation of the pictorial explorations
carried out by Hirst since the beginning of his career.

1	Damien Hirst in conversation with Michael Craig-Martin,
in Damien Hirst, ed. Tate Publishing, 2012.
2	Damien Hirst and Gordon Burn, On the Way to Work,
ed. Faber & Faber, 2001.
3	James Fox, Damien Hirst : Visual Candy in Gagosian Quaterly,
June 25, 2020.
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“DAMIEN HIRST, PAINTER POET”
PHILIPPE COSTAMAGNA ART HISTORIAN
Excerpts from the exhibition catalogue

Upon entering Damien Hirst’s studio in London,
the visitor is promptly surprised with the poetic
atmosphere of the sun-drenched space. Its large
glass windows are almost obstructed by stretched
canvases that just let the sunlight of a winter
afternoon shine through. In the middle of the room,
cans of paint are skillfully arranged, displaying
a multitude of varied shades of white, green, red,
yellow, pink, orange, and blue. Large paintbrushes
are soaking in the cans, seemingly locked in as
many duels. Of course, such a decor is not purely
coincidental—it stands as a prelude to the great
poetic canvases propped up all around that constitute
the Cherry Blossoms series.

In Japan, cherry blossom season is cause for national
celebration, and has prompted meditative and artistic
content since time immemorial, with artists from
all the various Japanese schools representing it.
In the West, the artworks of Hokusai (1760–1849)
and Hiroshige (1797–1858) have had great influence on
artists, especially in the last decades of the nineteenth
century as Japonism took hold. So much so that
some artists copied woodcuts or prints directly, as
Vincent van Gogh (1853–1890) did when he replicated
Hiroshige’s The Residence with Plum Trees at Kameido
for his Flowering Plum Orchard (Van Gogh Museum,
Amsterdam).
Often in his interviews, Damien Hirst likes
to recount how he “jumped on” a train to go and
look at art in continental Europe. Once he arrived
in the Netherlands, he visited the great museums:
the experience was so intense that he kept traveling
toward Paris, catching the Pierre Bonnard (1867–1947)
and Willem de Kooning (1904–1997) exhibitions
held at the Centre Pompidou in 1984. Obviously, his
encounter with masterpieces such as The Anatomy
Lesson of Dr. NicolaesTulp by Rembrandt (1606–1669)
at the Mauritshuis in The Hague, and Vincent van
Gogh’s paintings in Amsterdam have had a lasting
impact on (part of) his œuvre. Van Gogh’s artworks,
and in particular the famous Almond Blossom, have
had a direct and determinant influence on the Cherry
Blossoms series, thirty-five years after the young
Briton discovered them. Maybe he also encountered
and still remembers The Red Tree by Odilon Redon
(1840–1916), also on view at the Van Gogh Museum?
In any case, the 1905 painting can be studied alongside
Hirst’s latest series, as both can be interpreted as
sublimating Japonism toward a truly metaphysical
reflection. A century before Hirst’s cherry tree cycle,
Odilon Redon similarly focused on a blossoming tree,
subjecting it to a meditative process resulting in one
of the most atmospheric paintings of the burgeoning
twentieth century. Be that as it may, it is very likely
that the Cherry Blossoms series also echoes
the mid-1980s experience of the memorable Centre
Pompidou exhibitions, in that it seems to blend the
impression of contemplating both Bonnard’s work
and certain paintings by de Kooning.
What distinguishes Damien Hirst from these illustrious
predecessors is the size of the canvases. Here he
follows in the footsteps of American Expressionists
who chose large formats, Action painters such
as Jackson Pollock (1912–1956) and Franz Kline
(1910–1962) on the one hand, and on the other, the
Colour Field painting of Mark Rothko (1903–1970) or
Barnett Newman (1905–1970). In doing so, he might
also be emulating the great decorative work of the

As an Italian Renaissance art scholar, I was
penetrating an unfamiliar universe, and I wondered
about my legitimacy. Was I competent enough to
comment on Damien Hirst’s artwork, being much
more familiar with Michael Hirst, the great British art
historian who recently passed away and with whom
I shared my area of expertise? Looking at the studio
walls, I quickly realized that, in fact, the artist was
emulating one of the most essential theories in the
history of art: the Horatian simile ut pictura poesis.
Since antiquity, painting and poetry have
been compared in treatises, from Aristotle (384–322
BCE)—whose Poetics advised that the human being
“in action” should act as model for painters and
poets alike—to Plutarch (46–125)—whose De gloria
Atheniensium cited Simonides (born in Ceos in 556
BCE): “Painting is poetry keeping mum; poetry is
painting speaking out.” And no study of art, especially
those published between 1550 and 1750, would be the
same without Horace (65–8 BCE) and his Ars Poetica,
in which he famously stated “ut pictura poesis” (as
is painting, so is poetry). However, the idea behind
the Roman scholar’s phrase was distorted during
the Renaissance: whereas for Horace, painting could
serve as a model to consider their poems, his heirs
reversed this thinking, making literature the model
for painting—“as is poetry, so must be painting.”
[…]
What is at stake here is not the artificial inclusion
of Damien Hirst in some sort of continuity or
tradition, but to show how his formative years and
his remarkable visual culture have made him and his
work contemporary mastheads for ut pictura poesis.
His œuvre resembles the literary journey of a writer
dealing with his inner demons, but also interested in
current global events; his artworks are his words.
The atmosphere the Cherry Blossoms series creates is
all the more striking because it is fleeting. It is one of
the most poetic illustrations of the passage of time.
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two artistic giants of the twentieth century, Pablo
Picasso (1881–1973) and Henri Matisse (1869–1954).
Even though he used to have trouble understanding
why Picasso or even Matisse are so esteemed—as
he confessed in a discussion with Nicholas Serota on
July 14, 20111—the Cherry Blossoms series blatantly
demonstrates how he has taken the time to study
them more closely, becoming able to appreciate
their teachings and to appropriate them flawlessly
today. Indeed, the 107 paintings in the series also
work as one unique piece, and echo both Matisse’s
great decors for the Chapel of the Rosary in Vence
(1948–1951) and Picasso’s War and Peace murals
for the deconsecrated chapel of Vallauris (1952)
in the Southeast of France. The equally enchanting
movement and colours of Picasso’s murals
compliment their humanist values; Matisse’s cycle
moves its beholders through its spiritual and poetic
depth, transcending its starting point—nature. And
when you find yourself inside Damien Hirst’s studio
space in Hammersmith, looking down on the Thames,
completely surrounded by the huge canvases
all featuring cherry blossom branches, the effect
on the visitor is like that felt in the chapels of Vence
and Vallauris. Art engulfs Humankind. The human being
visiting the studio does not look at artworks anymore:
the artwork welcomes the person, featuring them
as if they were the “figure” sitting under Redon’s
blossoming cherry tree. The artist transfigures the
spectator—almost like music, which has the power
to transport the listener to other dimensions. Damien
Hirst would agree: in 2012, he revealed to Francesco
Bonami his intent to “trap” the people looking at his
paintings inside them, in the very same way that
music is able to trick listeners into dancing. He also
confessed his desire for “painting should be simple
and direct, like great music.” Well, the creator of
the Cherry Blossoms series has reached such a goal,
hasn’t he?
[…]
Hirst’s work constantly demonstrates his interest in
nature, a penchant that becomes even more poetic
with the inclusion of butterflies. In 1991, he uses live
butterflies in In and Out of Love (White Paintings and
Live Butterflies)—probably his first work adhering to
ut pictura poesis. They are omnipresent in psychedelic
paintings reminiscent of Andy Warhol, such as I Am
Become Death, Shatterer of Worlds (2006), where the
composition of butterfly wings creates a tremendous
visual impact, or the Doorways to the Kingdom of
Heaven, produced the following year, in 2007, which
stands as a conceptual and poetic transfiguration of
the stained glass in Matisse’s Vence chapel.
Damien Hirst has further appropriated nature
over the years, for instance creating two series of still
lifes, exhibited in Two Weeks One Summer in 2012 at
the White Cube Gallery. In her text introducing the
show, Manuela Mena Marqués emphasized the extent
to which the paintings paid homage to the work
of Francis Bacon (1909–1992), whom Hirst admires
so, and links them to the great tradition of stilllife
painting, from Caravaggio (1571–1610) and Diego
1. “Nicholas Serota Interviews Damien Hirst. 14 July 2011,”
in Damien Hirst, ed. Ann Gallagher
(exh. cat. London: Tate Modern, 2012), p. 96.

Velázquez (1599–1660) to Francisco de Goya (1746–1828)
and Édouard Manet (1832–1883). Flattering to the
artist, but not necessarily completely accurate in
regard to his intentions and inspirations. The latter
belong more with Impressionist and Postimpressionist
art, although Damien Hirst really takes his cue
from his own personal journey. Indeed—echoing
Pierre Bonnard— he puts everything on the same
level, creating and displaying his very own Museum
of Natural History: shark jawbones, seashells,
taxidermied animals, butterflies, and such, fill the
canvases. In 2012, there was a new element in his still
lifes: branches of cherry trees, in full bloom. The road
to the Cherry Blossoms series had begun.
The iconographic or visual origin of Damien
Hirst’s latest series certainly pertains to the memory
of the branches of the Almond Blossom when he first
saw them in the Van Gogh Museum in Amsterdam.
The intellectual or conceptual approach, however, is
more complex. There is no longer any need for the
endless and studious copying of nature: Leonardo
and his revolutionary ideas have long been digested:
rather than just finding inspiration in nature, the
artist must make nature sublime through art. This
is where Damien Hirst’s work resonates with Henri
Matisse’s endeavor in the Chapel of the Rosary in
Vence. Already quite old, Matisse covered the walls
of his suite at the Hôtel Regina in Nice with paper cutouts, in the midst of which radiant faces and dancing
silhouettes represent human beings under the spell of
nature, joyfully entranced.
The 2014 exhibition of Henri Matisse cut-outs
at the Tate Modern in London has probably left
a strong impression on Damien Hirst2. Finally, he might
have been able to understand how and why Matisse
is ranked among the greats! Like the French master,
Hirst paints nature in all its freedom and jubilation.
Choosing blossoming cherry blossom trees as his
theme, the British artist—for once undoubtedly
a painter—represents nature’s renewal, the series
becoming a joyous poem of rebirth.
For the artist’s recourse to ut pictura poesis
rings quite subversive in the current climate. There are
more and more signs of figurative painting making a
comeback, maybe linked to the fact reactionary forces
everywhere are again gaining ground, a trend that
recalls the sad situation of Western art in the 1930s.
Damien Hirst might be seen as going back to the
realm of figuration, but in fact he manages to avoid
any kind of normative or constrained representation,
and actually ridicules some of his contemporaries
in doing so. Working toward brushstrokes that
could be compared to the liberation brought on
by lyrical abstraction after the horrors of Nazi
rule—from European Tachism to American Abstract
Expressionism and Action Painting—Damien Hirst
opens up a different path. One that would not lead to
the creation of a new human being, but rather allow
the use of nature as a palette.
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2. Karl Buchberg, Nicholas Cullinan, Jodi Hauptman,
and Nicholas Serota, eds., Henri Matisse: The Cut-Outs
(exh. cat. London: Tate Publishing, 2014).

“THE FACUTALITY OF BEING: CHERRIES IN FULL BLOOM”
MICHIO HAYASHI ART HISTORIAN
Excerpts from the exhibition catalogue

Damien Hirst’s new Cherry Blossoms series
immediately demands us to see it in comparison
with his earlier series, Spot Paintings. The formal
or structural aspects, such as their extended
(potentially infinite) seriality, their fascination with
intense and variable chromatic combinations,
and the painter’s compelling use of the rectangular
frame of painting are suggestive similarities, while
other aspects, including the use of thick impasto,
a loosely controlled but often aggressive spontaneity
in the artist’s brushwork (including small random
splashes) in the newer series emphatically mark their
difference.

to form. Sometimes it effectively assists form by giving
it life, just as rhetoric does for logic; at other times,
though, it betrays or ruins it by overstepping the
expected boundary. It is in that sense a “pharmakon,”
to borrow from Jacques Derrida, which can cure as
well as poison the life of forms, just as drugs can do
to human life. This concept illuminates the continuity
between Hirst’s earlier drug-related works, such as
the Medicine Cabinets series, and his Spot Paintings
and Cherry Blossoms series. Hirst himself, has clearly
stated that his engagement with the Medicine
Cabinets series was about colour arrangement: “I did
a colour thing in the Medicine Cabinets as well, but
I was hiding the fact that I was arranging colours. It’s
playing with colour, really.” Since colour and drugs
are performatively identical in their pharmakon-likeambivalence, it is understandable that Hirst was
interested in both at the same time, forming a recto
and verso relationship to each other.
The ambivalent power of colour came
to the fore to an unprecedented degree in the
late nineteenth century, especially with painters
associated with Impressionism. The disappearance
of lines from their canvases led to a sort of
overburdening of colours (or chromatic units), with
both constructive and deconstructive functions;
Paul Cézanne’s famous complaint about the
amorphousness (or boneless-ness) of Impressionist
works and his desire to restore plastic permanence
to his painting has much to do with the danger of
this possible malfunctioning of colour. Hirst’s use of
colour, especially his use of “divisionist” technique
and the harsh juxtaposition of bright colours, can of
course be seen as an heir to this Impressionist legacy.
Names such as Claude Monet and Georges Seurat
come immediately to mind in front of Hirst’s paintings.
But we also have to note that this connection is
not without further mediation since his paintings’
optical “assault” is much more ferocious than his
Impressionist precedents. The intervening influence
that accelerated Hirst’s optical drive is perhaps the
Minimalism and Op Art that emerged in the 1960s;
with these movements, the affective entanglement,
both phenomenological and physiological, between
the work and the viewer really became the central
issue. The Seurat–Hirst connection, for example,
becomes much more understandable if we put
Bridget Riley in the middle: her intense optical
experimentations indeed started with a copy of
Seurat’s painting. Painters such as Riley intensified the
magical capacity of colour to capture and mobilize
our eyes (as an embodied organ) beyond what was
acceptable in the late nineteenth century, to the
extent that the viewer is put on the verge of optical

There is the sense that the cool mathematical infinity
(one form of the sublime in Kant’s formula) that drove
the Spot Paintings series to its extreme is now replaced
by some organic force that could be connected, for
instance, to what seventeenth-century philosophers
called conatus.
[…]
As is well known, the image of the cherry blossom
has been ubiquitous in Japanese cultural tradition
at least from the ninth century. Cherry blossom
viewing in spring has a long tradition and is still
an annual event all over Japan, marking the beginning
of the fiscal and academic year. In other words,
it represents the temporal threshold across which
past and future, or death and life, crisscross each
other. Wandering into this (ex)temporal threshold
or hiatus, people enjoy the moment of festivity,
getting drunk, singing, and dancing under the blooming
cherry trees to restart their lives. The extreme
transience of cherry blossoms, their swiftness from
flowering to full bloom, to rapid but elegant dropping,
provides a perfect backdrop for this regenerative ritual.
[…]
Colour-Pharmakon-Drug
To return to the threads of art history, we should not
forget that this affective disorientation experienced
in front of, or surrounded by, Hirst’s paintings, is also
amplified by his use of optically blatant colours and
chromatic combinations. There is a long history of
discourse about the affective power or danger of
colour vis-a-vis rational control of lines and forms,
which can be traced back to ancient times, as
Jacqueline Lichtenstein demonstrated in her seminal
The Eloquence of Colour. In that legacy, colour has
always been seen as an ambivalent supplement
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religious) understanding begins to feel futile or absurd
(a comparison with Beckettian theater may be in
order here). Hirst’s works bring our consciousness
to a sort of pre-religious dimension or what Jon
Thompson once called “ontological no man’s land”
where the utter factuality of life—a quiet but steady
project of being like an eternal recurrence indifferent
to and thus autonomous from the need of justification
from the anthropocentric viewpoint—constitutes
the very mystery of life. If there is any image of what
might be called “life in itself,” it is perhaps the image
of these creatures whose life is constantly happening
outside the field of anthropomorphic valuation, just
as cherry blossoms bloom in a distant mountain area
with no human witnesses. In that sense, more than
animals that were so often understood in humanizing
terms, insects such as flies or butterflies—or plants
for that matter can be seen as purer agents of this
mysterious life force that is in turn ecologically
intertwined with other numerous beings around
them. Projects like A Thousand Years and In and Out
of Love allegorically foregrounded this systematic
autonomy in which viewers do not play a significant
role except as unexpected bystanders. They are,
in other words, put in a position of the bandit who
inadvertently stepped into the forest of full-blossomed
cherries where the extraordinary ontological drama
is solemnly proceeding without the agency of human
consciousness.

delirium. That, in turn, provided the condition with
which Hirst was able to go further along this path
to the border of, if I may, chromatic insanity.
Chromatic insanity
Insanity may sound a bit too extreme. But if we pay
attention to another art historical connection that
intersects with that of Minimal–Op, the use of that
word begins to seem less farfetched: that is, Hirst’s
aggressive use or abuse of paint-as-matter, as already
mentioned, and the resulting impasto on the surface
of this series. This aspect puts him in the historical
lineage going back to Van Gogh, or possibly to
Courbet. And depending on how widely we cast our
net, numerous names, including postwar painters
such as Francis Bacon and Lucien Freud can be added
to the list. But unlike most of them, who used paintas-matter as the site of registering their bodily action
or some psychologically charged impulse, Hirst’s
case unsettles us with its insistent resistance to such
associative readings.
To a degree, this has to do with the sheer
quantity of the canvases produced in the series and
the paint used for the entire series. This extraordinary
production (and consumption) points to something
that cannot be explained away by the Freudian
concept of compulsive repetition, for example.
Its unwavering repetition (with difference) and
expenditure suggests something much more jubilantly
superficial that eludes existential or psychoanalytical
readings. What is going on in this series, in other
words, is much more affirmative in terms of its own
“natural” growth and transformation, which knows
no meaning, value, or limit (hence its ambivalence
as pharmakon). It is as if the colours’ internal potency
is given an anarchical free rein as an unknown force
beyond the human, riding on the dual agency of the
blooming flowers and the exorbitant consumption of
paint. This is what makes the affective power of the
series simultaneously ecstatic and frightening—and,
as such, nearly insane.
[…]
This is in fact where I see a connecting path between
the artist’s use of animals and insects in earlier works
and the Cherry Blossoms. It seems to me that the
reason why Hirst was and (perhaps still is) drawn
to these creatures has to do with the fact that they
are the embodiment of life as an autonomous force
entirely independent of the human. It is possible that
Hirst used them because both flies and butterflies
were associated with death (and in the case of the
latter, with rebirth/resurrection) in the Western
iconographical tradition. But Hirst’s works, such as
A Thousand Years (1990) and In and Out of Love (1991),
do not let themselves be digested through that sort of
iconographical reading. What simultaneously disturbs
and holds us in awe is the incessant repetition of
the cycle of birth to death that quietly continues, to
the extent that any attempt at humanistic (including
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“CHERRIES AND CHERRY TREES: AN ANTHOLOGY”
ALBERTO MANGUEL WRITER
Excerpts from the exhibition catalogue

Today, in blossom
Tomorrow, scattered by the wind
Life is so like a delicate flower.

Between our two lives
there is also the life
of the cherry blossom.

Admiral Takijirō Ōnishi, poem to the kamikaze pilots (1944),
recounted in Naoko Abe, “Cherry” Ingram: The Englishman
Who Saved Japan’s Blossoms (New York: Random House, 2019).

Matsuo Bashō, 17th century

[…] Come see the cherry trees of a water constellation
and the round key of the rapid universe,
come touch the fire of instantaneous blue,
come before its petals are consumed. […]
Pablo Neruda, 100 Love Sonnets, 1959

An afternoon in Kyoto in the space
of a cherry tree to the top I am uplifted
so exhilarated to be.
René Depestre, “Voyage à dos de cerisier”, 2010

Only in dreams of spring
Shall I see again
The flowering of my cherry trees.

Look at the cherry blossoms!
Their colour and scent fall with them,
Are gone forever,
Yet mindless
The spring comes again.
Ikkyū, 15th century

Frances Hodgson Burnett, early 20th century

It is true, as they say, that the blossoms
of spring are all the more precious
because they bloom so briefly.
Murasaki Shikibu, The Tale of Genji, 11th century

Jacques Prévert, “Chanson du mois de mai”, 1946

More than the cherry blossoms Inviting
a wind to blow them away
I am wondering what to do
With the remaining springtime.
Asano Naganori, 17th century
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Faith’s Blossom (detail), 2018

Life is a cherry
Death is a cherry seed
Love is as cherry tree
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PUBLICATIONS
Exhibition catalogue
Damien Hirst, Cherry Blossoms

The Triumph of Death Blossom (detail), 2018

The Fondation Cartier pour l’art contemporain is
publishing a catalogue in an exceptional format
containing all of the 107 paintings that make up
the Cherry Blossoms series, including a multitude
of details reproduced in life-size. This catalogue
raisonné plunges the reader into this exceptional
series, a veritable ode to painting and colour,
to which Damien Hirst devoted the past three years.
With contributions by philosopher Emanuele Coccia,
art historians Philippe Costamagna, Michio Hayashi,
Gilda Williams, and writer Alberto Manguel,
the essays analyse the Cherry Blossoms’ place
in the work of Damien Hirst, while exploring their
artistic, philosophical, and literary resonances.

Damien Hirst
Cherry Blossoms
Éditions Fondation Cartier
pour l’art contemporain, Paris
French and English versions

Album
Éditions Fondation Cartier
pour l’art contemporain, Paris
Bilingual version, French and
English

Hardback, 26 × 36.5 cm,
414 pages
250 colour reproductions

Softcover, 21 × 27 cm
48 pages

Texts by
Emanuele Coccia
Philippe Costamagna
Michio Hayashi
Gilda Williams
Anthology of texts gathered by
Alberto Manguel
ISBN: 978-2-86925-159-5
Price: €72 / £65 / USD $90
Release date: June 30, 2021
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Price: €10
ISBN : 978-2-86925-170-0

NOMADIC NIGHTS & NIGHTS OF UNCERTAINTY
JULY 21 AND 22

OCTOBER 11

MAYA DUNIETZ
PLAYS EMAHOY TSEGUÉMARYAM GUÈBROU

ANA PI
MEDITATION ON BEAUTY
DANCE

MUSIC

NOVEMBER 8

SEPTEMBER 10

ICTUS & GUESTS
STRINGS AND ORGAN
(PIECES BY JÜRG FREY
AND ELLEN ARKBRO)

À TRIENNALE MILANO
+ LIVE STREAMING

BORIS CHARMATZ [TERRAIN]
20 DANCERS
FOR THE 20TH CENTURY
AND EVEN MORE

MUSIC

DANCE

NOVEMBER 22

SEPTEMBER 13

ALESSANDRO SCIARRONI
SAVE THE LAST DANCE FOR ME
DANCE

FRANÇOIS CHAIGNAUD
& MARIE-PIERRE BRÉBANT
SYMPHONIA HARMONIÆ
CÆLESTIUM REVELATIONUM

+
SIMON JOHANNIN
NOTES ON THE CITY

DANCE / MUSIC

SPOKEN WORD

SEPTEMBER 20

DECEMBER 13

LAFAWNDAH & FRIENDS
FANFARE FOR THE WARRIORS

BALLAKÉ SISSOKO & GUESTS
DJOUROU

PERFORMANCE / MUSIC

MUSIC

Some Nomadic Nights will be broadcast via live stream.
Others will be added to the programme.

STAY TUNED!
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CHILDREN’S WORKSHOPS
MAGIC CHERRY TREE
Élodie Nouhen – Illustrator
Painting/illustration workshop
– Ages 6 to 12

SUN. 10/10
CHERRY FLOWER
Aline Houdé-Diebolt – Paper designe
SUN. 05/12
Paper design workshop – Ages 6 to 12

SUN. 05/09
SUN. 21/11

Using paper design techniques, the children will be invited to
reinterpret the exhibition’s works by making three-dimensional
cherry tree branches that they will adorn with tissue paper flowers.

The children will make a scratch card by superimposing different
layers of oil pastel and gouache. Using a wooden stylus, they will
scratch out material to draw a tree or branches, leaves, flowers,
and birds, magically appearing in a swirl of colours!

SUN. 19/09
ORGANIC GOURMET LANDSCAPE
Joanna Wong – Visual artist
SAT. 27/11
Culinary design workshop – Ages 7 to 12

SAT. 18/09
UNDER THE PAPER CHERRY TREES
Emma Giuliani – Illustrator
SUN. 14/11
Paper design workshop – Ages 6 to 12

Pansies, violets, borages, dragon fruit, and more are among the
ingredients the children can use to create the edible landscape of
their dreams. At the end of the workshop, each child will bring their
work home in a bento box for tasting.

Using die-cutting, the budding artists will cut out an array of small,
brightly coloured paper circles that they can arrange as they please
on painted branches to create their own tree in bloom.

CHERRY-SCREENING
Arianna Tamburini – Illustrator
Silk-screen printing workshop
– Ages 6 to 12

SUN. 17/10

PLANT IMPRINT
Marion Dutoit – Landscape designer
Sculpture workshop – Ages 6 to 12

SUN. 19/12

The children will make a replica of the leaf collected from the garden
of the Fondation. After sculpting a wax mold of their finding, they will
cast it with plaster coloured with the pigment of their choice, and go
home with their own unique plant imprint!

The children will be introduced to large-format silk-screening, using
stencils, squeegees and ink. Experimenting with layering colourful circle
patterns and screens, they’ll make a poster featuring a majestic tree.

COLOURS IN BLOOM
Élisa Géhin – Illustrator
Painting workshop – Ages 6 to 12

THE GARDEN’S SECRETS
Garden discovery workshop
with Benjamin Lefèvre,
environmental engineer
Ages 6 and up / Length: 1h

SAT. 17/07
SAT. 09/10

By crafting stencils using botanical drawings of cherry blossoms,
the children will make one-of-a-kind bouquets featuring different
shapes and colours. The interplay of transparent layers will create
unique works celebrating springtime!

SUN. 18/07

SUN. 26/09

During a scientific wander through the garden of the Fondation
Cartier, the children will be invited to observe, touch and smell
the different plant species, and understand how trees are vital
for all living creatures.

SAT. 24/07
MAKE YOUR OWN SPIN SHIRT
Agence GG – Designers
SAT. 25/09
Spin painting workshop – Ages 6 to 13

FAMILY TOURS
Ages 6 and up / Length: 1h

The children will learn the technique of spin painting, which
consists in creating striking patterns by covering a quickly spinning
surface with paint. Using a rotating machine, each child will create
an original brightly coloured T-shirt where they will place their own
slogan.

TUFTED CHERRY BLOSSOMS
Steffie Brocoli – Illustrator
Embroidery workshop – Ages 7 to 13

SAT. 31/07
SAT. 11/09

Children and their parents can participate in a fun-filled visit of the
exhibition in the company of a guide. Following the guided tour of
the exhibition, families can spend more time exploring at their own
pace.

SAT. 14 / 24 AUG.

SAT. 6 / 13 / 20 NOV.
SUN. 28 NOV.

SAT. 4 SEPT.

SAT. 4 / 18 DÉC.
SUN. 12 DÉC.

SUN. 8 / 22 AUG.

SAT. 02/10
SAT. 11/12

SUN. 12 /26 SEPT.

The children will learn the art of tufting, traditionally used to make
wool rugs. Using a large needle for wool embroidery, each child
will make a small tufted picture in bright tones, drawing inspiration
from Damien Hirst’s Cherry Blossoms.

SUN. 3 / 24 / 31 OCT.
SAT. 16 OCT.
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PROGRAM 2021–22
PARIS
GRACIELA ITURBIDE
February – May 2022

From February to May 2022,
the Fondation Cartier pour l’art
contemporain will present the first
large exhibition in Paris in almost
40 years dedicated to Mexican
photographer Graciela Iturbide.
Born in 1942 in Mexico City where
she still lives today, Graciela
Iturbide is an emblematic figure
of Latin American photography,
presented with the Hasselblad
Award—photography’s highest
distinction—in 2008. Iturbide
embarked on her career in the
1970s alongside Manuel Álvarez
Bravo, whom she accompanied
on various trips through the country.
She is the author of an original
body of work, at once lyrical
and imbued with modesty, where
the everyday rubs shoulders
with the unusual.
She turns her attention to
ancestral Mexican traditions,
the importance of rural rituals,
the symbolic dimension of the
landscape and objects, and to
women and their place at the
heart of society. Over the years,
Iturbide’s shots have become
increasingly devoid of human
presence, focusing more strongly
on textures and materials,
revealing the metaphysical link
that unites the artist to objects,
nature and animals.
The exhibition will present
her iconic portraits of Seri Indians
from the Sonoran Desert,
her images of Zapotec women
from Juchitán in Oaxaca province,
her skies traversed by flocks
of birds in flight, as well as a large
number of recent photographs
that are less well known.
Iturbide is also making a new
colour series especially for the
exhibition. The exhibition design

is by the Mexican architect
Mauricio Rocha, who created
the photographer’s spectacular
brick studio in Mexico City.

SALLY GABORI

June – October 2022
The Fondation Cartier pour l’art
contemporain is presenting the
first solo exhibition of the artist
Sally Gabori outside of Australia,
from June to October 2022.
Born around 1924,
Mirdidingkingathi Juwarnda Sally
Gabori began painting in 2005.
At over eighty years old, in just
a few years of rare creative
intensity, she produced a luminous
and deeply original body of work.
Belonging to the Kaiadilt people,
native to Bentinck Island in
the northern Australian Gulf
of Carpentaria, Gabori spent
much of her life on neighboring
Mornington Island with her
community, which was displaced
in 1948 by missionaries. Before
leaving for Mornington, Gabori
had lived traditionally in the
manner of the Kaiadilt people,
helping maintain the stone fish
traps in the shallows of the island
and weaving natural fiber baskets.
When she began painting, she
repeatedly depicted places from
her native island, which she
had not seen for nearly sixty
years. Rather than attempting
to reconstitute geographies or
narratives, her pictorial works
above all illustrate an imagination
with a boundless horizon, of
striking formal freedom, nourished
by the infinite variations of light
on the landscape produced
in the sharply contrasting climate
of the Gulf of Carpentaria.
With colour combinations,
interplay of forms, layering of
surfaces and variation in formats,
over the nine years of her
artistic activity, Gabori explored
the wealth of resources of
pictorial expression in seemingly
accelerated fashion. At her
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death in 2015, she left a body
of work that is fascinating in its
spontaneity and sheer originality,
with no apparent ties to other
aesthetic currents, particularly in
contemporary Aboriginal painting.
A major retrospective of her work
was held at the Queensland Art
Gallery in Brisbane in 2016, then at
the National Gallery of Victoria
in Melbourne in 2017. Today
her works are shown in Australia’s
most important public collections.
The exhibition at the Fondation
Cartier is Gabori’s first outside
of Australia. It will present a broad
selection of Gabori’s works,
particularly the remarkable
large-format paintings (up to six
meters) that punctuated her artistic
output. Thanks notably to the
exceptional loans of works
by the major Australian museums,
the exhibition will allow audiences
to discover an artist whose work,
deeply rooted in the traditions
of her people, attests to an
extraordinary pictorial modernity.
The exhibition, benefiting from the
participation of the artist’s family
and the Kaiadilt community for its
preparation, will be rounded out
by the screening of a film specially
shot on Bentinck and Mornington
Islands, illustrating the substantial
cultural legacy that Gabori
has left for new generations
of Kaiadilt.

PROGRAM 2021–22
LILLE

IN MILANO

TRI POSTAL

TRIENNALE MILANO

LES VIVANTS

April – September, 2022
The exhibition Les Vivants beckons
us, first and foremost, to forget
our anthropocentrism in order
to reinvent our relationship with
animals and plants, with empathy
and humility. It is also an invitation
to put our western tradition aside
in learning to consider them—at
long last—as our complete equals
in the shared world of the living.
The exhibition brings together a
group of ambassadors—artists
and scientists—whose fascination
for the differences and enigmatic
beauty of the world of the living
has led them on a deep personal
quest, at once intellectual,
aesthetic and existential.
It also presents a unique series
of works by indigenous artists
(Nivaklé, Yanomami, Warli), whose
experience of the relationship
of equality between humans and
non-humans is the fruit of an
age-old tradition from which
we have much to learn.
Les Vivants is the continuation
of a series of exhibitions by the
Fondation Cartier questioning
the position that westerners
have given themselves at the
summit of a supposed pyramid
of living beings and cultures:
Yanomami, Spirit of the Forest
(2003), Native Land, Stop Eject
(2008), Show and Tell (2012),
The Great Animal Orchestra (2016),
and more recently, Trees (2019).
It gathers a substantial set of
major works from the collection
of the Fondation Cartier.
Curated by the anthropologist
Bruce Albert, this major exhibition
is part of UTOPIA, the sixth
thematic edition of lille3000 being
held from April to September 2022.

Triennale Milano and the
Fondation Cartier pour
l’art contemporain initiated
an eight-year partnership
in 2019, to present
together a program of
exhibitions, lectures and live
performances in the spaces
of Palazzo dell’Arte in Milan.

LES CITOYENS,
GUILLERMO KUITCA ON
THE COLLECTION OF THE
FONDATION CARTIER POUR
L’ART CONTEMPORAIN

May 6 – September 12, 2021

Triennale Milano and the Fondation
Cartier pour l’art contemporain
present, from May 6 to September 12,
2021, the exhibition Les Citoyens
created by Guillermo Kuitca. The
Argentinian artist stages the works
of 28 artists from the Fondation
Cartier collection to explore the
idea of the collective, the group,
the community. A second exhibition
presented as part of the partnership
between the two institutions,
Les Citoyens proposes, through
the singular gaze of an artist,
a journey into the memory
of a unique collection.
At the invitation of Triennale Milano
and Fondation Cartier pour l’art

contemporain, Guillermo Kuitca
presents a personal selection
of 120 works from the Parisian
institution’s collection. From his
unique perspective, the Argentinian
artist stages installations, paintings,
sculptures, ceramics, videos, and
drawings to create a cosmogony
composed of works, artists,
animals, and objects where the
human figure is often represented,
in its relation to others and to
the World. Exploring the idea
of the group, the collective, the
community through a wide variety
of contemporary creations, most
of which have never been shown in
Italy, the exhibition offers the visitor
a sensitive and surprising journey,
rich in new aesthetic encounters.
Les Citoyens is a comprehensive
creation, an exhibition-work for
which Guillermo Kuitca signs not
only the choice of the works,
but also their spatial setting in
resonance with the architecture
of Triennale and his own pictorial
universe. Shaped by the artist,
the exhibition becomes a creation
in itself.
As the second project presented
within the framework of the
partnership between Triennale
Milano and the Fondation Cartier
pour l’art contemporain, this
exhibition is also an opportunity
for both institutions to highlight
the central role of art and design
collections, the importance of
preserving memory in order to think
about the future.

View of the exhibition Les Citoyens, Guillermo Kuitca on the Collection of the Fondation Cartier
pour l’art contemporain. Triennale Milano, 2021.
Photo © Andrea Rossetti
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RAYMOND DEPARDON,
LA VITA MODERNA
October 2021 – March 2022

Triennale Milano and the Fondation
Cartier pour l’art contemporain
present the first solo exhibition
of French photographer and
filmmaker Raymond Depardon
in Italy. Specially conceived by
the artist for Triennale Milano
with the complicity of French
Artist Jean Michel Alberola, this
exhibition extends the dialogue
between Raymond Depardon and
the Fondation Cartier, begun in the
1990s, and reflects the importance
of the artist’s work in its collection.
Raymond Depardon emphasizes
the continuity between the Italian
and French landscapes and
cultures, through well-known
series or ensembles revealed
to the public for the first time.
The exhibition is built on several
dualisms: contrasts of scale,
the intermittent presence of the
human figure, black and white
and colour shots, and the contrast
between the rural and the urban
worlds.
As part of the geo-cultural
ambitions of Triennale Milano and
Fondation Cartier’s partnership,
La Vita moderna will be presented
at the Power Station of Art in
Shanghai in the fall of 2022.

SHANGHAI
POWER STATION OF ART

TREES

July 9 – October 10, 2021
This summer, the Power Station
of Art and the Fondation Cartier
pour l’art contemporain will
present the exhibition Trees.
With more than 200 artworks
from almost 30 artists from China,
Latin America, India, Iran and
Europe, the exhibition celebrates
trees as a source of major
aesthetic inspiration for human
societies. It also echoes the latest
scientific discoveries that shed new
light on tree intelligence. Through
paintings, photography, videos,
drawings, and installations, the
exhibition brings together
the testimonies, both artistic
and scientific, of those capable
of looking at the vegetal world
with wonder. Trees aims to reveale
the beauty and biological wealth
of these great protagonists of the
living world, threatened today with
large-scale deforestation.
In 2019, Trees was first exhibited at
the Fondation Cartier in Paris with
the initial name Nous les Arbres
and met with resounding success.
Organized in cooperation with the

Raymond Depardon, Marcel Privat, Le Villaret, Le Pont-de-Montvert, Lozère, 1993.
© 2020 Raymond Depardon
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anthropologist Bruce Albert,
the exhibition brought together
a community of artists, botanists,
and scientists such as Francis Hallé,
Stefano Mancuso, Luiz Zerbini,
and Fabrice Hyber, who, through
their aesthetic or scientific careers,
have established a strong
and intimate bond with trees.
Two years later, the Fondation
Cartier and the Power Station
of Art have created an extended
version of the exhibition that goes
beyond the exploration carried out
in Paris. Not only has the exhibition
been enriched with works by the
Chinese artists Huang Yongping,
Hu Liu, and Zhang Enli, but the
Italian architect Stefano Boeri and
his Shanghai-based studio have
created a special installation that
enables guests to explore Liuzhou
Forest City, a next-generation
urban architecture model that
contains over 40,000 trees.
Trees also brings visitors on an
audiovisual journey, enhancing the
sensory experience and amplifying
the voices of the artists, scientists,
and philosophers who have
collaborated on this project.
To accompany the exhibition, PSA
and Fondation Cartier will organize
a number of special events
including screenings, conferences,
and performances.
The latest in a series of collaborations
between the Power Station of Art
and the Fondation Cartier, this
exhibition follows the footsteps
of A Beautiful Elsewhere, Junya
Ishigami, Freeing Architecture,
and Jean Nouvel, In my head,
in my eye…belonging…

Luiz Zerbini, Leque II, 2018.
Monotype on paper, 80 × 107 cm.
Collection of the artist, Rio de Janeiro.
© Luiz Zerbini.
Photo © Pat Kilgore
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TOKYO
21_21 DESIGN SIGHT

YOKOO TADANORI,
THE ARTISTS

July 21 – October 17, 2021
In partnership with 21_21 Design
Sight in Tokyo, The Fondation
Cartier pour l’art contemporain
presents a solo exhibition
dedicated to internationally
renowned artist Yokoo Tadanori
from July 21 to October 17 2021.
Entitled The Artists, the exhibition
presents a series of over a hundred
portraits of artists, thinkers,
critics, scientists and others
who have marked the Fondation
Cartier’s 36 years history. As a
series, the paintings demonstrate
remarkable stylistic variety and
will be shown in a spatial design
elaborated in close collaboration
with the artist.
Upon entering the exhibition,
the viewer will encounter the
artistic universe of Yokoo Tadanori.
The ongoing series commissioned
in 2014 will be shown in Japan for
the first time, fifteen years after
Yokoo Tadanori’s solo exhibition
at the Fondation Cartier.
The Artists is thus a testament
to the longstanding relationships
YOKOO
TADANORI
横尾忠則

The Artists
July 21st

Wed

2021年7月21日(水) – 10月17日(日)

– October 17th Sun, 2021

within the artistic community
surrounding the Fondation Cartier,
seen through the eyes of Yokoo
Tadanori.

SALEM
PEABODY ESSEX MUSEUM

BERNIE KRAUSE,
LE GRAND ORCHESTRE
DES ANIMAUX

November 20, 2021 – May 22, 2022
The Peabody Essex Museum
and the Fondation Cartier pour
l’art contemporain are proud
to present the North American
premiere of The Great Animal
Orchestra.

human activities are increasingly
silencing these great animal
orchestras. United Visual
Artists (UVA) worked with Krause
to visualize these recordings as
animated spectrograms, which
immerse us in the heart of these
wild soundscapes. This unique
installation makes a plea for
preserving the wondrous diversity
of the animal world.
The Great Animal Orchestra by
Bernie Krause and United Visual
Artists was commissioned in 2016
by the Fondation Cartier pour l’art
contemporain, Paris, and is now
part of its collection.

Step into an immersive audiovisual experience that celebrates
our planet’s rich biodiversity. Over
the course of nearly fifty years,
Bernie Krause collected more
than 5,000 hours of recordings of
natural environments, including at
least 15,000 terrestrial and marine
species from around the world.
Trained as a musician, Krause
found animal vocalizations
in the natural world to be
akin to musical harmony and
orchestral organization. Krause’s
soundscapes reveal that within
any ecosystem, each species
has its own acoustic niche and

主催：カルティエ現代美術財団／特別協力：21_21 DESIGN SIGHT ／協力：朝日新聞社

© Yokoo Tadanori

Bernie Krause et United Visual Artists, Le Grand Orchestre des Animaux, 2016.
Collection Fondation Cartier pour l’art contemporain. Photo © Luc Boegly
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MEDIA PARTNERS
A public TV channel with a focus on culture, ARTE offers a complete perspective
on international current affairs in a constantly evolving world. Creation, diversity,
and open-mindedness are at the heart of the station’s programming: arthouse cinema,
innovative series, the performing arts, news, cultural documentaries, programs
on discoveries and science, investigative journalism, and history. Genres to suit
every taste can be found on ARTE! ARTE is very pleased to be associated with
the Fondation Cartier pour l’art contemporain for the exhibition Damien Hirst,
Cherry Blossoms.
For more info : arte.tv
Founded in 2008 by Lucie Beudet and David Creuzot, Konbini is the leader
in information and entertainment of the under-30s in France, bringing together
more than 27 million people around its content each month. A media reference,
Konbini has convinced and engaged an entire generation by offering new creative
publications through innovative journalistic proposals, always concerned with
respecting the values of progress, diversity and protection of the planet. Konbini
is pleased to partner up with the Fondation Cartier for the exhibition Damien Hirst,
Cherry Blossoms.
Find out more: konbini.com
TROISCOULEURS is a cultural magazine primarily focused on cinema, monthly
and free, published by mk2. It relays and supports the best of cultural news and
explores the latest trends. Distributed in all the movie theaters of the mk2 network
and in more than 250 cultural venues, it strives to make all art forms accessible to
as many people as possible and promote creative and innovative cinema through
offbeat, educational and committed contents. After celebrating the 30th anniversary
of the Fondation Cartier and collaborating on several exhibitions, TROISCOULEURS
is pleased to partner up with the exhibition Damien Hirst, Cherry Blossoms.
To discover more: troiscouleurs.fr
Since 1986, Les Inrockuptibles has distinguished itself by their editorial
requirements, the uniqueness of their biases and their spirit of independence.
They have established themselves as one of the reference media in the cultural
field. Pioneers and prescribers, they share their discoveries with impertinence,
and accompany artistic creation. Loyal partner of the Fondation Cartier pour l’art
contemporain, Les Inrocks is proud to partner with the exhibition
Damien Hirst, Cherry Blossoms from July 6, 2021 to January 2, 2022
at the Fondation Cartier pour l’art contemporain.
Find out more : lesinrocks.com
France Inter, the number one radio station in France, is a general-interest public
radio station with an ever-growing listener base. Its eclectic program explores
all disciplines, cultivating taste for discovery with cross-generational appeal.
Its diverse shows, news features, digital universe and focus on humor make it a unique,
modern and creative radio station accessible to all.
France Inter also seeks to play an active role in cultural life, and has quite naturally
chosen to accompany the Fondation Cartier pour l’art contemporain for the
exhibition Damien Hirst, Cherry Blossoms (from July 6, 2021 to January 2, 2022).
Experience the event on France Inter and franceinter.fr

OTHER PARTNER :

With the support of the partner A.R.T
art-assurance.com
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INFORMATION
EXPOSITION

ANNUAL ADHÉSION

The Fondation Cartier is open from Tuesday
to Sunday, from 11 am to 8 pm. Closed on Mondays.
Late closing on Tuesday, at 10 pm.

The Laissez-passer Pass provides free and unlimited priority
access to the exhibitions, guided and Family tours, invitations
to events, as well as privileges at many other French cultural
institutions.

ACCESS

Prices and sale at the bookshop and on the eshop
eshop.fondationcartier.com

261 Boulevard Raspail 75014 Paris
— Métro Raspail or Denfert-Rochereau
(lines 4 and 6)
— RER Denfert-Rochereau (line B)
— Bus 38, 68, 88, 91
— Vélib’ and disabled parking
at 2 rue Victor Schoelcher.

NOMADIC NIGHTS
& NIGHTS OF UNCERTAINTY
Reservation and calendar on
fondationcartier.com/en/live-shows
— Regular admission: €12
— Reduced admission*: €8

VISITING CONDITIONS
To protect your health and those around you,
the Fondation Cartier pour l’art contemporain has adapted
its visiting conditions.

* Students, under age 25, “carte senior”, “carte famille nombreuse”, unemployed
and beneficiaries of social minima, Maison des Artistes, partner institutions,
ministère de la Culture

Contact and information
+ 33 (0)1 42 18 56 72 (from Monday to Sunday, 10 am to 6 pm)

— Wearing a mask required everywhere in the exhibition
spaces, from 11 years old.
— Tickets can only be purchased online on fondationcartier.tickeasy.com only with time slot reservation
— We are operating with a reduced capacity.
Please respect the time slot reserved at the time of booking.

YOUNG VISITORS’ ACTIVITIES

— Fondation Cartier museum docents are on hand to help
you respect these guidelines and ensure that your visit
is an enjoyable one

Reservation and calendar on
fondationcartier.com/family-young-audience
— Single rate: €12

SOLO TICKETS
— Regular admission €11
— Reduced admission* €7,50

BOOKSHOP

* Under age 25, “carte senior,” “carte famille nombreuse,” unemployed and
beneficiaries of social minima, Maison des Artistes, partner institutions,
ministère de la Culture

— Free admission*

The bookshop is open from 11 am to 7.45 pm and until 9.45 pm
on Tuesday. Closed on Monday. Located on the upper floor
of the Fondation Cartier, the bookshop offers a wide range
of exhibition catalogs, professional literature, and by-products
created for each exhibition.
Payment by credit card is preferred.
Find out more about the publication of the Fondation Cartier on
eshop.fondationcartier.com

* Under age 18 only, students (only on Tuesdays during late closing, from 6pm
to 10pm), Fondation Cartier Pass, Icom card, press card, and disability card
holders, students

Guided tour on Wednesdays and Thursdays at 4 pm.
Online booking. Duration: 45 min
Mandatory online booking on fondation-cartier.tickeasy.com

GROUPS TICKETS
Guided tours are offered on Wednesdays through Fridays
from 11 am to 6 pm, and on Tuesdays until 8 pm.

SELF-GUIDED TOURS

— Adult groups
— Seniors groups
— Schools groups
Minimum 10 people

GUIDED TOURS
€9 / p
€5 / p
€4 / p

— Adult groups
— Seniors groups
— Schools groups
Minimum 8 people
Duration: 45 min

GARDEN AND SNACK BAR
The Fondation Cartier’s garden is fragile. We kindly ask you
to respect the visiting conditions and help us protect
its ecosystem.
The snack bar is open from Tuesday to Sunday (depending
on the weather) in the Fondation Cartier’s garden.
Payment by credit card is preferred.

€12 / p
€8 / p
€5 / p

See our agenda on
fondationcartier.com/en/practical-information/groups
Booking is mandatory, write to
info.reservation@fondation.cartier.com
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