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1.
INTRODUCTION
MIMESIS. A LIVING DESIGN
11 June 2022 to 6 February 2023
Gallery 2
Curators: Marie-Ange Brayer and Olivier Zeitoun

The group show, Mimesis. A living design brings
together 400 works by 90 creators on the subject
of the evolution of nature in design. From modern
biomorphism to biomimicry, from biofabrication
to the recreation of living things through digital
design, this exploration is as much historical as
it is forward-looking.
Nature and the living world are invited to
Gallery 2 in the exhibition conceived by MarieAnge Brayer, Senior Curator of the Design and
Industrial Prospective department at the Musée
national d'art moderne-CCI, Centre Pompidou
and Olivier Zeitoun, Curator at the Centre
Pompidou.
From the iconic objects of modernism and their
reinterpretation of nature to the most recent
design exploring a new digital "naturalness" (Ross
Lovegrove, Joris Laarman, Michael Hansmeyer…),
the exhibition explores a profound shift in the
very concept of nature, in terms of its links with
technical and technological production, through
the most innovative research in the field of design
today.
At the end of the 19th century, biomorphism – the
influence of nature on representation and artistic
forms – accompanied the birth of modernity. The
historical avant-gardes of the early 20th century
emphasised the notion of organism along with the
self-generation aspect in the creation of forms. This
exhibition brings together the great designers of
modernity to show how this new modern language
draws its organic forms from nature and science,
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in France, the United States, Scandinavia and
Japan, from Alvar Aalto to Sori Yanagi. In 1930s
France, Charlotte Perriand's photographs captured
the power of the material that inspired her design
objects. In the United States, Charles and Ray
Eames reinvented design with their organic shapes
in the post-war period. At the same time, in France,
Serge Mouille, whose exceptional pieces in the
Centre Pompidou's collections are being exhibited
for the first time, was developing a biomimetic
approach to lighting design. In the 1960s, pop
art drew its hedonism from nature: from Verner
Panton to Pierre Paulin, designers recreated an
artificial nature through their creations, and filled
their environment with installations resembling
landscapes, marking a change of outlook.
In the mid-1980s, Andrea Branzi inaugurated a new
form of "neo-primitivism" by directly incorporating
natural elements, such as tree branches, into his
work (Animali domestici, 1985). Nature itself, not
just its representation, is now an integral part of
the design object. Between nature and artifice
are the Rêveries urbaines (2016) by Ronan and
Erwan Bouroullec, which recreate an atmospheric
"wonderland" and re-enchant the urban space.
Today, in the digital era, nature has made way for
the notion of the living world, which presents itself
in a new form of artificiality, between inert and
animate, organic and machinic. Design is making
use of "biofabrication": biomaterials, made from
biological organisms, now allow the creation of
new sustainable and biodegradable objects.
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2.
EXHIBITION TRAIL
The chronological and thematic trail follows the
evolution of a fascination with nature, its forms
and its creative processes that transcends genres
and eras.
The first room of the exhibition immerses the
visitor in the dynamic processes of nature and
the morphogenesis of forms, making use of
digital tools. A cross between a Renaissance
grotto and a Baroque chapel, Grotto II (2016) by
Michael Hansmeyer is an architecture inspired
by nature and a digital construction, where
vegetal ornamentation is based on algorithmic
calculations.
Continuing on from this room, a cabinet of
curiosities provides a space for modern and digital
to coexist, making visible this world of connections
between all artistic disciplines: film, photo,
sculpture, design.

VUE SUR LA CATHÉDRALE

The next room shows the avant-gardes' interest
in natural shapes and the observation of the
living world since the end of the 19th century,
put into perspective by designers' innovative
practices. From the great modern designers (Alvar
Aalto, Charlotte Perriand, Sori Yanagi, Charles
and Ray Eames, Arne Jacobsen, Carlo Mollino)
to the 1960s pop art of Pierre Paulin or Olivier
Mourgue, through the biomimetic research of
Serge Mouille, nature and its processes are
alternately observed, imitated and celebrated.

ROOM 5

The 1980s saw the first attempts at integrating
natural elements into industrial creations, notably
in the work of Andrea Branzi, who pioneered a new
form of "neo-primitivism". The models that make
up the Rêveries urbaines series (2016) by Ronan &
Erwan Bouroullec are all proposals to "re-enchant"
public space.
Since the 2000s, with the help of digital
technology, nature has been not just represented
but digitally recreated, in a simulation of its own
growth dynamics.
Today, nature has expanded to include the notion
of the "living" and the most forward-looking design
makes use of "biofabrication", incorporating microorganisms as material and raising the question
of new creative ecosystems, in a new balance
between nature and human.
The exhibition layout follows this historical and
chronological journey. Therefore, the exhibition
has two thematic focuses: one on Serge Mouille,
the French modernist designer, the other on the
contemporary designer duo Erwan and Ronan
Bouroullec with their Rêveries urbaines (2016).
From modern designers' experiments with forms
and materials to contemporary innovations in
biofabrication and the use of digital tools, the
exhibition shows the continuity of the special
relationship between design and the living world.

ROOM 6

ROOM 7
ROOM 8

ROOM 4
ROOM 3

ROOM 2

ROOM 1
ENTRANCE
EXIT
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ROOM 1
GROTESQUES
Simulation software revolutionised designers'
practices from the 2000s onwards.
It is now possible to design and produce complex
shapes using numerical control machines or 3D
printers, where the shape and structure of the
objects are based on a calculated dimension.
Between ornamental exuberance and wonder,
Michael Hansmeyer's Grotto II (2016) refers to
the Renaissance grottos where nature vied with
artifice in the form of rockwork and grotesques.
In Grotto II, the ornamentation has absorbed
the geometrical order of architecture to merge
it with that of nature. A pioneer in the use of
digital technology, Ross Lovegrove has created
Corolised Chair (2012), a digitally designed
piece which displays an ornamental richness
similar to that of corals, while being the result of
generative algorithms. Nature is no longer just
represented, but recreated in its growth dynamic.
The design object is approached as a dynamic
process of transformation of forms in the manner
of living organisms. Where computer science
meets biology, architect and researcher Neri
Oxman recreates the processes of the living world

through prismatic fractal structures1. These are
mathematical objects that have a similar structure
at all scales. Discovered and popularised in the
1970s by the mathematician Benoît Mandelbrot,
fractals can be used to understand many natural
phenomena – such as the pattern of coastlines or
the appearance of romanesco cauliflower. A fractal
object is an object in which every component part
is also a fractal object similar to the shape as a
whole.
At the intersection of science and design, the works
of Japanese designer and artist Tokujin Yoshioka
were created following the natural processes of
crystal growth. At the frontiers of art and science,
inviting us to go beyond the concept of form, his
works display a slow, random and unexpected
process of crystallisation, marking the start of a
new relationship with time.
1

It is a mathematical object that presents a similar structure at all
scales. Discovered and popularized in the 1970s by mathematician
Benoît Mandelbrot, fractals are used to understand many natural
phenomena - such as the pattern of coastlines or the appearance of
romanesco cabbage. A fractal object is an object where each element
that composes it is also a fractal object similar to the overall shape.

Ross LOVEGROVE, Corolised Chair, 2012
3D printing (alumide, powder sintering (SLS)),
70 x 45 x 45 cm
Paris, Centre Pompidou, Musée national d’art moderne
© Ross Lovegrove / Photo: Centre Pompidou, MNAM-CCI, Dist. RMN-Grand Palais / Audrey Laurans
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Michael HANSMEYER, Benjamin DILLENBURGER,
Grotto II, 2017
The Grotto II project is the result of a collaboration
between Michael Hansmeyer and Benjamin
Dillenburger, both architects.
This work, 3D printed layer by layer and made
up of some forty blocks, is a reference to the
archetypal myth of the grotto, a Renaissance
microcosm of the world. Its complex ornamental
forms, which may evoke grotesques or a Baroque
chapel, were generated by subdivision algorithms,
similar to the process of cell division in the body.
Grotto II is a mesh of 260 million facets with a
resolution calculated to one tenth of a millimetre.
The ornamental profusion here blurs the boundaries
between nature and architecture, creating an
element of wonder.

Michael HANSMEYER, Benjamin DILLENBURGER, Grotto II, 2017
3D print, silica sand and paint, 320 x 320 x 200 cm
Paris, Centre Pompidou, Musée national d’art moderne
© rights reserved / Photo: Centre Pompidou, MNAM-CCI / Audrey Lauran /
Dist. RMN-GP

Neri OXMAN, « Doppelgänger », Wing Series,
2012
Between computer science and neuroscience,
Neri Oxman, an architect and researcher at the
Massachusetts Institute of Technology (Boston),
is in search of a new form of ecology, a hybrid of
living being and artificial life.
She sees her 3D printed works as "augmented"
artefacts or "chimeric creatures", between human
and animal, nature and myth.
This piece is part of a series of 18 sculptures
inspired by J.L. Borges' Book of Imaginary Beings
(1957). Through the figure of the Doppelgänger,
from Germanic and Nordic mythology, Neri
Oxman explores the notion of the double, one
of which is human and the other artificial.
Using digitally designed faceting techniques,
Neri Oxman creates an optical illusion in opposite
colours: seen from above, the facets are white
and visible; seen from below, they are black, in an
analogy of the concepts of day and night.
This method could be used to construct a building
that would absorb or retain light according to the
desired perspective.
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Neri OXMAN, "Doppelgänger", Wing Series, 2012
3D print (polymers, multi-material PolyJet), 30 x 42 x 53 cm
Paris, Centre Pompidou, Musée national d’art moderne
© Neri Oxman / Photo: Centre Pompidou, MNAM-CCI / Philippe Migeat / Dist.
RMN-GP
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ROOM 2
CABINET OF CURIOSITIES
Based on the model of the cabinets of curiosities
that appeared during the Renaissance, where
artefacts, scientific objects and natural objects
were displayed without distinction (mirabilia,
naturalia, artificialia), this room presents a set
of objects, naturalist photographs and works
produced in the 20th and 21st centuries. With
Kunstformen der Natur ("Artistic Forms of Nature",
1904), the biologist Ernst Haeckel reduced the
distance between the disciplines of art and science
through his study of Radiolaria.

Borrowing scientific imagery's capacity to
transfigure nature, Man Ray, Brassaï and Albert
Renger-Patzsch photographed the self-organising
structures of the living world. At the start of the
21st century, the generative processes of nature
were recreated digitally. With the Orbita series
(2006), the architect Alisa Andrasek brought
new forms into being, inspired by the cells of
living organisms. Viewed alongside each other,
these different approaches weave a universe of
connections, at the convergence of nature and
artifice, art and science.

DRIESSENS & VERSTAPPEN, Breed 0.1 #4, 1995
The Amsterdam-based artists Erwin Driessens
and Maria Verstappen have been interested in
digital technology since the 1990s. They worked
with algorithms to create a set of sculptures in
hybrid forms using 3D printing technology. The
duo's "generative" art is inspired by the processes
of natural growth and cell division, following an
approach that reveals the continuity of digital,
mineral and vegetable.

DRIESSENS & VERSTAPPEN, Breed 0.1 #4, 1995
3D print, cut and glued plywood, 29.5 x 29.4 x 29.2 cm
Paris, Centre Pompidou, Musée national d’art moderne
© rights reserved / Photo: Centre Pompidou, MNAM-CCI / Philippe Migeat /
DIST. RMN-GP
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ROOMS 3
BIOMORPHISM
In the wake of the Arts & Crafts movement,
architects and designers of the European
modern movement created objects with curved
lines inspired by nature. In Scandinavia in the
early 1920s, the work of the Finnish architect,
town planner and designer Alvar Aalto laid
the foundations of organic design following a
humanist approach inspired by the relationship
between humans and nature, in contrast to
contemporary modernists who focused on the
use of industrial materials such as steel tubes.
In the 1930s, Charlotte Perriand developed a
close relationship with nature as raw material.
Through her intuitive practice of photographing
objects found in nature - bones, rocks and pieces
of wood - she captured the strength of the
material that would inspire her design objects,
such as the Table en forme in 1938. Japanese
modern design is represented by the creations
of Sori Yanagi and Kenzo Tange. The post-war
designers are part of this legacy. In the 1950s,
the Danish architect and designer Arne Jacobsen
laid the foundations for a new Scandinavian
organic modernism. Already known for his Ant
chair (1952), Jacobsen created the iconic Swan

and Egg chairs, as well as the Drop chair. These
pieces were used to furnish the Royal Hotel in
Copenhagen (Denmark) which he also designed.
In the USA, Charles and Ray Eames, Georges
Nelson and Harry Bertoia followed in Alvar Aalto's
footsteps and reinvented the language of organic
design in the 1950s. In 1940, the MoMA organised
Organic Design in Home Furnishing, a design
competition and exhibition to create "organic
design" objects. This would bring the work of
Eero Saarinen and Charles Eames to the public's
attention. Charles and Ray Eames' research
led to major technical innovations (fibreglass,
moulded and bent plywood) applied to large-scale
production. In 1952, Harry Bertoia developed the
Diamond chair, a light and transparent "precious
stone" created using techniques similar to those
of sculpture and goldsmithing. The distinctively
shaped seat shells of the Coconut chair (1955),
made by George Nelson's studio following an idea
by George Mulhauser, as well as the colours used a white shell and dark upholstery - resemble an
inverted coconut shell and heralded the arrival of
the Pop movement.

Charlotte PERRIAND, Disc of ice held up by two hands, Fontainebleau forest, circa 1935
Carbon print, 86 x 86 cm - Private coll.
© ADAGP, Paris, 2022
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Alvar AALTO, Chaise longue n° 39, 1936
Alvar Aalto, a Finnish architect, urban planner and
designer, was one of the pioneers of organic design
in the first half of the 20th century. He sought to
establish harmony between housing and nature
in a global approach to design that included both
large architectural complexes, such as the Paimio
sanatorium (1929-1933), and furniture, distributed
from 1935 onwards by his company Artek. The
work of Alvar Aalto and his wife, the designer and
architect Aino Aalto, combined an uncluttered

aesthetic and humanist inspiration with a view
to achieving harmony with the living world. The
couple worked exclusively with natural materials,
in particular varieties of Nordic hardwood (beech,
birch, aspen) which, thanks to the development
of two new techniques, bendable plywood and
laminated timber, became elastic and could be
shaped into curved, biomorphic, ergonomic forms.

Alvar AALTO, Chaise Longue no. 39, 1936
Bent laminated birch, webbing, 60 x 61 x 163 cm
Paris, Centre Pompidou, Musée national d’art moderne
© Alvar Aalto Foundation / Photo: Centre Pompidou, MNAM-CCI / Bertrand Prévost / Dist. RMN-GP

Charles & Ray EAMES, Chaise DCW, 1946
The DCW ("Dining Chair Wood") chair is the
result of Charles and Ray Eames' experiments
with laminated wood, a sturdy and economical
alternative to solid wood. In 1946, the Plywood
chair series showcased the pair's work on moulding
the material in three dimensions to adapt it to the
human body. The organic lines of the DCW chair
as well as its use of wood made it a symbol of the
Eames' contribution to American post-war design,
aimed at combining mass production and the ideals
of comfort and ergonomics.

Charles & Ray EAMES, DCW Chair, 1946
Moulded plywood, rubber, 73 x 48 x 53 cm
Paris, Centre Pompidou, Musée national d’art moderne
© rights reserved / Photo: Centre Pompidou, MNAM-CCI / Jean-Claude
Planchet / Dist. RMN-GP
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ROOM 4
POP, ARTIFICIAL NATURES
The 1960s were marked by the pop wave, which
openly displayed its hedonism in literal references
to nature, playfully evoking floral forms.
Following Eero Saarinen, who designed the "tulip"
base in the mid-1950s, designers from Verner
Panton to Pierre Paulin recreated an artificial
version of nature. The possibilities offered by new
materials, such as foams, liberated the forms of
furniture, transfigured by stretchy upholstery
fabrics in bright colours or psychedelic patterns.
Chaises longues, pouffes and recliners heralded a
change in the conception of postures; the transition
from a seated to a reclining position marked a shift
closer to the ground.

In a democratic vision where all uses interact, the
domestic space became a global environment, like
a surveyable landscape. In Italy, from the 1960s
onwards, pop culture was critically examined
through the hypertrophy of figurative signs. With
the Bazaar sofa (1969-1970), the Superstudio
group blew apart the aesthetic categories of good
taste and kitsch to give free rein to a subversive
comment on consumer society. In the early
1980s, the Memphis group created environments
saturated with decorative motifs. From 1981 to
1988, Nathalie du Pasquier produced "decorated
surfaces" for the group's objects and textiles,
creations that blended geometric and organic
shapes, inspired by nature.

SUPERSTUDIO, Bazaar seating system, 1969 – 1970
Seven identical parts in fibreglass-reinforced polyester. Polyurethane foam filling. Polyamide jersey fabric upholstery. Colours: green, white and brown. The
juxtaposed parts form a sound-absorbing environment,
150 x 320 x 320 cm, 1 part: 150 x 90 x 104 cm
Paris, Centre Pompidou, Musée national d’art moderne
© SUPERSTUDIO / Photo: Centre Pompidou, MNAM-CCI, Dist. RMN-Grand Palais / Philippe Migeat
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Verner PANTON, Fauteuil Peacock, 1960
Danish architect and industrial designer Verner
Panton graduated from the Kunstakademi in
Copenhagen in 1951 then worked with the
architect Arne Jacobsen until 1952.
In 1955, he opened his own office in Copenhagen,
then in Switzerland in 1963, and devoted himself to
a number of projects in the fields of design, interior
decoration and exhibition scenography. His work
was based on a unique concept of space with a focus
on harmony of colours and functional necessities.
The Peacock chair sums up these convictions in
itself: consisting of a base and a hemispherical
basket made of steel mesh, which are independent
of each other, and topped with seven differently
coloured and removable cushions, it can be freely
adjusted to suit the user's position. So it can be
used as a floating chair, by changing the angle of
the seat in relation to the base, or simply by placing
it on the floor.

Verner PANTON, Peacock Chair, 1960
Galvanised steel wire structure. Wool cushions. Polyether foam padding,
65 x 95 cm
Paris, Centre Pompidou, Musée national d’art moderne
© Verner Panton Design AG, Basel and authors / Photo: Centre Pompidou,
MNAM-CCI / Bertrand Prévost / Dist. RMN-GP

Pierre PAULIN, Fauteil 577 known as « Tongue »,
1967
Inspired by post-war American and Scandinavian
design, in the 1950s Pierre Paulin began his seminal
research into stretchy textiles and integral covers,
which enabled him to "sculpt the soft" by creating
objects with smooth surfaces and soft shapes.
Pierre Paulin saw furniture first and foremost in
terms of its relationship with architecture within
a modular space. The 577 series of stackable
seats known as "Tongue" has sinuous lines that
hug the floor and invite the user to embrace a
certain languor. This extremely comfortable model
embodied the new aesthetic developed by Paulin,
playful and ergonomic at the same time.

Pierre PAULIN, Chair 577 known as "Tongue", 1967
Steel tube frame and webbing. Latex foam padding. Removable textile cover in
polyester jersey, 64 x 85 x 90 cm
Paris, Centre Pompidou, Musée national d’art moderne
© Pierre Paulin / Photo: Centre Pompidou, MNAM-CCI / Bertrand Prévost / Dist.
RMN-GP
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ROOM 5
SERGE MOUILLE
Trained in goldsmithing and metalwork, the French
designer Serge Mouille developed a veritable
grammar of shapes with his lighting fixtures, the
first models of which he created in the 1950s,
following a biomimetic approach.
From 1951 to 1956, he produced his monotypesstabiles-mobiles, cut-out forms that he thought
of as non-abstract dynamic objects, organic
twists and turns referring to patterns of natural
structures. At the same time, from 1952 onwards,
he designed his first aluminium lamp prototypes,
combining several manufacturing and metal
cutting techniques. He produced a complete range
of objects, following a combinatorial and generative
approach whereby a small number of basic shapes
undergo a metamorphosis of forms: the cone of the
"mussel" becomes the "snail", the "Saturn" and
the "conch"; the "ogive" is transformed into the

"cocotte" and the "shell" into the "half-sphere" or
the "torch". From 1952 to 1963, he designed some
fifty reflectors, painted in matt black, to emphasise
the definition of the shapes and refine the graphic
aspect of the structures. The Lèvres lamp, in which
each "lip" was drawn in crayon before being cut
out with a metal saw, consists of an openwork
cylinder with graphic slits echoing the designer's
Agrafe lamps and reflectors. In the early 1980s,
Mouille developed a new language of expanded
metal forms. He used a hundred or so small parts
made from bent and twisted metal mesh as moulds
for new shapes.
The living and the organic are translated into a
dynamic, processual dimension in his drawings
in ink and other media, and his drypoint etchings
on slate.

Serge MOUILLE, Applique, 1953 – 1958
Spun aluminium, 240 x 150 x 30 cm
Paris, Centre Pompidou, Musée national d’art moderne
© ADAGP, Paris, 2022 / Photo: Centre Pompidou, MNAM-CCI / Jean-Claude Planchet / Dist. RMN-GP
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Serge MOUILLE, Shape study for the Encres series, 1952-1960
Print pasted onto white coated paper, 13.5 x 17.5 cm
Paris, Centre Pompidou, Musée national d’art moderne
© ADAGP, Paris, 2022 / Photo: Centre Pompidou, MNAM-CCI / Georges Meguerditchian / Dist. RMN- GP

Serge MOUILLE, Small Monotype sculpture, 1951-56
Metal, 7 x 10 x 9 cm
Paris, Centre Pompidou, Musée national d’art moderne
© ADAGP, Paris, 2022 / Photo: Centre Pompidou, MNAM-CCI / Georges Meguerditchian / Dist. RMN- GP
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ROOM 7
NATURES AT WORK
Although wood is often a preferred material for
evoking connections with the natural world, the
1980s renewed the dialogue between design
and nature following an approach that combined
industrial manufacturing processes.
The designer and theorist Andrea Branzi offers
a "neo-primitivism" which combines natural
elements (birch branches, untreated logs, etc.)
and elements of industrial production in the same
object. Echoing the Animali domestici series (19851987), Tree 5 (2010) directly incorporates a tree
branch, as both ornamental motif and structure,

into the construction of the object. Likewise,
YMER&MALTA and Benjamin Graindorge, with the
fallenTree bench (2011), combine natural elements
and industrial materials. Nature's dynamic of
growth inspired W.W. Starck's tripod chair, which
draws on the vitalist force of plants, like the
Bouroullecs' Algues. Following in the footsteps of
the Arts & Crafts movement, between craft and
industry, Ireland's Joseph Walsh transforms the
entire work following the dynamic of its natural
shape, with Enignum XV Shelf (2014).

Andrea BRANZI, Lampe Foglia, 1988
Electroluminescent sheet, 25 x 45 cm
Paris, Centre Pompidou, Musée national d'art moderne
© ADAGP, Paris / Photo: Centre Pompidou, MNAM-CCI/Jean-Claude Planchet/Dist. RMN-GP
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Andrea BRANZI, Tree 5, 2010
An iconic figure in Italian design, Andrea Branzi
questions the future of a post-industrial world.

Tree 5 is part of the Trees series of shelving systems
that incorporate branches with building structures.
This series of pieces is a continuation of Branzi's
exploration of the link between craftwork and
industrial technology in the 1980s. Establishing
a dialogue between nature and culture, Branzi
raises a fundamental question about the massive
transformation of natural materials on an industrial
scale.
This hybrid object questions humankind's
relationship with its environment and gives the
impression that the work is "growing", in a literal
sense, in a state of becoming, a natural evolution.

Andrea BRANZI, Tree 5, 2010
Birch and patinated aluminium, 316 x 200 x 27 cm
Paris, Centre Pompidou, Musée national d’art moderne
© ADAGP, Paris, 2022 / Centre Pompidou, MNAM-CCI /Philippe Migeat / Dist.
RMN-GP

YMER&MALTA / Benjamin GRAINDORGE,
fallenTree, 2011
With fallenTree, YMER&MALTA et Benjamin
Graindorge reveal wood's DNA, its deep nature
and the living fibre it is made of. Maltaverne et
Graindorge also questions the system of producing
and transforming wood through gestures and
industrial tools. At one end of the bench, the
seat sprouts natural branches that provide both
structure and ornamentation. At the other end, the
bench is supported by a borosilicate glass pane
with transparent properties that are three times
stronger than conventional glass
The poetic fallenTree creates a dreamlike illusion
of a certain imbalance. The bench seems to float in
space, between nature and technology.
YMER&MALTA / Benjamin GRAINDORGE, fallenTree, 2011
Natural oak, borosilicate glass, 103 x 260 x 130 cm
Paris, Centre Pompidou, Musée national d’art moderne
© rights reserved, © Benjamin Graindorge / Photo: Centre Pompidou, MNAMCCI / Migeat / Dist. RMN-GP
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ROOM 7
ERWAN AND RONAN BOUROULLEC,
RÊVERIES URBAINES
Between nature and artifice, the Rêveries urbaines
of Ronan and Erwan Bouroullec recreate an
atmospheric sense of wonder.
Displayed for the first time in 2016, in Rennes,
these study models are reflections on the urban
development of the city, public spaces and microarchitecture. Around twenty ‘principles’ in the
form of drawings, films and photographs, research
models and full-scale prototypes reinvent ‘urban
motifs’ through furniture, pergolas, fountains, a
stream, a kiosk and a ‘luminous tent’. The Rêveries

urbaines were conceived as a vast study bringing
together a repertoire of forms in which, according
to the designers, each model is a poetic element
in an unfolding urban fiction, a way of bringing
enchantment to places for walking, meeting and
exchanging in the city, as well as marking a return
to living forms: plants, water, fire, and animals.
Several of these ‘urban reveries’ led to creations
in urban spaces, in Paris, at the Vitra Campus in
Germany, in Miami (United States) and in Aarhus
(Denmark).

Ronan & Erwan BOUROULLEC, Lianas,
2016
© studio Bouroullec

Ronan & Erwan BOUROULLEC
Exhibition view, Les Champs Libres,
Rennes, 2016
© studio Bouroullec
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ROOM 8
DIGITAL RE-CREATION
In the 2000s, the use of digital technology
introduced a new dimension to nature. Design
was seen as a dynamic process of transforming
forms, in the manner of living organisms. British
designer Ross Lovegrove, a pioneer in the use of
digital tools, makes use of the most advanced
technologies to design objects whose decorative
forms are inspired by natural processes of growth.
Mathia Bengtsson designed a table in 3D-printed
titanium, whose algorithmic design was inspired
by the fluid movement of intertwining creepers.

Joris Laarman merges structure and ornament in
the plant-like efflorescence of his forms.
3D printing offers designers new decorative
possibilities derived from the self-generating
development of forms calculated digitally, like
the digitally-designed clay Sediment Vases (2015–
2016) of Olivier van Herpt, which were 3D-printed
layer by layer and whose shapes are diffracted in a
multitude of scales.

Joris LAARMAN, Adaptation Chair (Gradient Cooper Chair), 2015
3D print (nylon powder (PA), selective laser sintering (SLS)), copper plating, 70 x 60 x 70 cm
Paris, Centre Pompidou, Musée national d’art moderne
© Joris Laarman / Photo: Centre Pompidou, MNAM-CCI, Dist. RMN-Grand Palais / Philippe Migeat
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Mathias BENGTSSON, Table Growth Titanium,
2016
Mathias Bengtsson is a pioneer in the use of
digital technology. Here Bengtsson resorted to
an innovative 3D printing technique for titanium
used in the aeronautics industry, called electron
beam melting, in which a shape is cut out with an
electron beam. To make this table, which consists
of ten assembled and polished pieces, Bengtsson
developed new software to simulate organic
growth, inspired by the process of bone growth
through the division of cells. This algorithmic
conception made it possible to recreate the fluid
movement of creepers that wrap themselves
around each other. Structure and decoration are
here fused in the digital simulation of a process of
natural growth.

Mathias BENGTSSON, Table Growth Titanium, 2016
3D print (titanium, Electron Beam Melting (EBM®)), 81 x 140 x 66 cm
Paris, Centre Pompidou, Musée national d’art moderne
© Mathias Bengtsson / Photo: Centre Pompidou, MNAM-CCI / Audrey Laurans /
Dist. RMN-GP

Ross LOVEGROVE, The Gingko Carbon Table,
2007
Ross Lovegrove is an innovative designer with
an evolutionary approach to design. Drawing on
aerospace technologies, the Gingko Table combines
carbon fibre with other varieties of crystallised
carbon to achieve a skin-like surface.
The table is the result of the deformation of a
single surface, following natural growth processes;
the three petals are creased at its centre, the core
where the forces converge. Its glossiness gives it
a living, natural look reminiscent of gingko biloba,
the oldest known tree species.

Ross LOVEGROVE, The Gingko Carbon Table, 2007
Carbon fibre, 72 x 126 cm
Paris, Centre Pompidou, Musée national d’art moderne
© Ross Lovegrove / Photo: Centre Pompidou, MNAM-CCI / Georges
Meguerditchian / Dist. RMN-GP
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ROOM 9
CHAISES LONGUES
Created in 1948 by Charles and Ray Eames for the
International Competition for Low-Cost Furniture
Design organised by the Museum of Modern Art
in New York, La Chaise is an iconic example of
organic design. Made out of fibreglass, a material
that grew out of research carried out for the
American army, La Chaise was freed from the rigid
forms of the dominant Bauhaus in favour of the
simple curves of biomorphism. Joris Laarman’s
Bone Chair Prototype (2006) was designed in
collaboration with scientists. Inspired by the
growth of the human skeleton, this chaise longue’s
structure pushes back the boundaries between
living things and digital design.

Aurélie HOEGY, Divan Duchess
Rattan, manau, marine grade stainless steel, 165 x 315 x 215
Paris, Centre Pompidou, Musée national d’art moderne
© Bruno Pellarin
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More recently, the works of Aurélie Hoegy reveal a
return to artisan craft. This artist uses rattan fibres
from a variety of creeper tknown for its strength
and malleability: Wild Fiber Duchess (2020) is the
result of research into the material’s flexibility as
it moulds itself to the body’s forms and reflects
an environmentally responsible approach that
respects the rattan’s natural life cycle.
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Charles & Ray EAMES, La Chaise, 1948
In the post-war period, Charles and Ray Eames
reinvented design with their organic shapes.
La Chaise, inspired by the work of the FrenchAmerican sculptor Gaston Lachaise, is a true
aesthetic manifesto that testifies to the designers'
ergonomic research and can accommodate
multiple positions. Using the innovative properties
of fibreglass, its shell is pierced at its thickest point
and rests on a solid oak base.

Charles & Ray EAMES, La Chaise, 1948
Musée d’art moderne et contemporain de Saint-Etienne Métropole
© Herman Miller / Photo: Yves Bresson/Musée d'art moderne et contemporain
de Saint-Étienne Métropole

Joris LAARMAN, Bone Chair Prototype, 2006
After training at Eindhoven Design Academy, Joris
Laarman founded his own agency in 2004 with Anita
Star. It would become a real laboratory for research
into all the latest materials and technologies.
Laarman combines his fascination with natural
evolution with a computational approach.
His studies of fundamental concepts in computing,
biomimicry, 3D printing and robotics have made
him a pioneer of digital design. Designed with
scientists, the Bone Chair was made using
3D optimisation algorithms that simulate the
natural processes of bone growth. Its ornamental
aspect is therefore calculated by computer.
The UV-resistant resin gives it an "icy" appearance,
playing with transparent and opaque effects. For
Joris Laarman, the functional and the ornamental
need no longer be opposites and should be viewed
as inseparable from each other.
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Joris LAARMAN, Bone Chair Prototype, 2006
Polyurethane resin, 77.3 x 100 x 158 cm
Paris, Centre Pompidou, Musée national d’art moderne
© Joris Laarman / Centre Pompidou, MNAM-CCI / Bertrand Prévost / Dist.
RMN-GP
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ROOM 10
BIOFABRICATION
In the digital era, nature has made way for
the notion of the living world, which presents
itself in a new form of artificiality, between
inert and animate, organic and machinic.
Design is making use of "biofabrication":
biomaterials, made from biological organisms like
algae or fungus mycelium, now allow the creation
of new sustainable and biodegradable objects.
Seeking to break away from the conventional
logic of industrial production, designers see
biomaterials as alternatives that are more
respectful of the living world. With the Alga
series (2017-2021), designer Samuel Tomatis
turns invasive algae into a sustainable material for
industrial production, transforming it from organic
waste into a design object. With Algae Lab (2018),
the Dutch studio Klarenbeek & Droos developed
an algae-based bioplastic for 3D printing food
containers: innovative technology is combined

with natural materials, like in the Mycelium Chair
(2018-2019), which was 3D printed using fungus
mycelium. Pele (2021), the large-scale sculpture
installation by Humberto and Fernando Campana,
is an urban design solution consisting of a façade
cladding which is naturally covered in greenery by
native species growing in the urban environment.
Taking a meditative approach, Marlène Huissoud
celebrates nature's transformation processes
with Cocoon Cabinet #6 (2018). The piece
highlights the beauty of the natural world, using
natural resources to offer an innovative design.
Nature also provides models for production, put
to good use by digital tools. With Chrysalis III
(2012), Andrew Kudless took inspiration from the
self-organisation of cells that aggregate with each
other, where the natural principle of growth has
become the ornamental form.

Studio Klarenbeek and Dros, Mycelium Chair,
2018-2019
The Dutch designer Eric Klarenbeek was the
first to master the technology for 3D printing
live mycelium. Together with Maartje Dros (born
1980 in Texel, Netherlands), he brings together
designers, architects and engineers, working at
their studio in Zaandam (Netherlands) to offer an
alternative to plastics.
Made from 3D printed fungus mycelium, the
Mycelium Chair uses digital means to achieve
organic ends. The plant material continues to
produce oxygen during its life cycle and the
printed product can be composted after use.
Stable and renewable, mycelium could prove to be
a revolutionary material.
Studio Klarenbeek & Dros, Mycelium Chair, 2018 – 2019
3D bioprinting (ganoderma mycelium, wood filament), hemp, bioplastic,
75 x 76 x 72 cm
Paris, Centre Pompidou, Musée national d’art moderne
© rights reserved / Photo: Centre Pompidou, MNAM-CCI / Audrey Laurans /Dist.
RMN-GP
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Marlène HUISSOUD, Cocoon Cabinet #6, 2018
Having grown up in the Alps with a beekeeper
father, designer Marlène Huissoud explores the
possibilities offered by insects – particularly bees
and silkworms – and their waste.
Cocoon Cabinet #6 (2018) is a unit created from an
oak base covered with thousands of accumulated
silkworm cocoons, varnished with a thin coat of
natural bee resin. The cabinet's traditional form is
characterised by organic shapes, a "dark" matter
evoking the depths of a cavern or grotto. At the
same time, Cocoon Cabinet #6 can be seen as a
contemporary design object due to its deep black
colour and its olfactory dimension, which connects
it to its environment. This piece champions slow
manufacturing, using natural processes, while
calling into question our overconsumption and
industrial production methods.
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Marlène HUISSOUD, Cocoon Cabinet #6, 2018
Silkworm cocoons, bee resin, oak base, tin, 120 x 90 x 60 cm
Paris, Centre Pompidou, Musée national d'art moderne
© Marlène Huissoud / Photo: Margaux Nieto, Studio Marlène Huissoud
© ADAGP, Paris, 2022
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EXHIBITED ARTISTS
Alvar AALTO

Aurélie HOEGY

Charlotte PERRIAND

Alisa ANDRASEK

Marlène HUISSOUD

Danielle QUARANTE
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4.
CATALOGUE
Mimèsis. A living design

The influence and imitation of the living world
through design, from the dawn of the modern
era to the total fusion between inert and living
that we see today in scientific and industrial
creation, is one of the main research themes at the
Centre Pompidou's design and industrial creation
department.
Sori
Yamagi

Stalasso –
Expériences
de formation
des structures
prismatiques
2010

Acrylique, uréthane et polyuréthane
(résines thermoplastiques
composites), découpe à commande
numérique

Don de l’artiste avec le concours du
prof. Craig Carter et du Museum of
Science (Boston), 2011
AM 2012-1-47
Paris, Centre Pompidou, Musée
national d’art moderne

Le projet Grotto II est le résultat d’une collaboration entre Michael Hansmeyer
et Benjamin Dillenburger, tous deux architectes. Cette œuvre, imprimée en 3D,
couche par couche, constituée d’une quarantaine de blocs, est une référence au
mythe archétypal de la grotte, microcosme du monde à la Renaissance. Ces formes
ornementales complexes, qui peuvent évoquer des grotesques comme une
chapelle baroque, ont été générées par des algorithmes de subdivision, à l’instar
du processus de division des cellules dans l’organisme. Grotto II est un maillage
de 260 millions de facettes dont la résolution est calculée jusqu’au dixième
de millimètre. La profusion ornementale brouille ici les limites entre nature et
architecture, ouvrant sur la dimension de « merveilleux ».
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Drawing a link between the biomorphism of
modernist design and today's biomimicry, or even
biofabrication and the recreation of the living
world through digital design, the exhibition will
enable us to display new acquisitions from major
designers (the Serge Mouille, Branzi, Lovegrove
and Hansmeyer collections). It will also provide
an opportunity to work with innovative design
companies in order to pay attention to the industrial
world, which has also been weakened by the global
health crisis.

Uburiji
Kidokoro
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Chaise Corolised Chair
2012

Alumide, impression 3D
Achat en 2017

AM 2017-1-54
Collection Musée national d’art
moderne/Centre de création
industrielle, Centre Pompidou.

Le designer britannique Ross Lovegrove est l’un des protagonistes des mutations
digitales dans le champ du design. Ses recherches ont trait à l’origine des structures
naturelles, évolutives, en lien avec les mutations de l’humain et de l’environnement.
Le terme « colorisation » fait référence à l’évolution du calcium des coraux dans
l’océan. La Corolised Chair se rapporte au processus de dématérialisation mis en
œuvre par le designer, visant à une réduction de la matière. Conçue numériquement
et réalisée en impression 3D, cette chaise déploie une richesse ornementale qui
rejoint celle des coraux, tout en étant la résultante d’algorithmes génétiques qui
l’inscrivent dans un processus d’évolution

GROTESQUES

This book is the first in a series of catalogues about
the Centre Pompidou collection exhibited in Metz
and was put together with the help of the projects'
curators.
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5.
ASSOCIATED EVENTS
SOUND INSTALLATION

YOUNG PEOPLE
LA CAPSULE

SAT. 11.06 → MON. 29.08.22

SAT. 11.06 → WED. 19.10.22

BIOTOPE

BIO FABRIQUE

JEAN-LUC HERVÉ

SAMUEL TOMATIS

Created for the exhibition “La Fabrique du vivant”,
Biotope by the artist and composer Jean-Luc
Hervé invites you to penetrate a space transformed
by the sound environment and hidden in a "tulip
column" of the building, which becomes a cradle
of polyphony. Come and listen in on a dialogue
between individuals from a community of small,
invisible “sonic animals”. The system reacts to your
presence, so take a seat, stay calm and enjoy this
sonic natural environment.

WED. + SAT. + SUN. + PUBLIC HOLIDAYS
2pm to 6pm
Gallery 1 Landing

Centre Pompidou-Metz Forecourt

Fearful acousmatic system for the exhibition "La Fabrique
du vivant", commissioned by the Ircam-Centre Pompidou

Bio Fabrique, Samuel Tomatis
Tous droits réservés
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Samuel Tomatis is part of a new movement centred
on biomimicry, seen not only from an aesthetic
point of view but above all as a manufacturing
process.
The young designer takes inspiration from the
living world as a model for creation. He imitates
nature in his use of resources and respect for the
environment. Samuel Tomatis combines science
and design in his practice. It all began with a
purely environmental problem: "Algae is a marine
plant that is proliferating due to climate change.
Can it be considered a resource? ".
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6.
PARTNERS
The Centre Pompidou-Metz was the first example of the decentralisation of a great national cultural
institution, the Centre Pompidou, in partnership with local authorities. An autonomous institution, the
Centre Pompidou-Metz benefits from the experience, expertise and international renown of the Centre
Pompidou. It shares with its elder counterpart the values of innovation, generosity, inter-disciplinarity and
openness to people from all backgrounds.
The Centre Pompidou-Metz organises temporary exhibitions based on loans from the collection of the
Centre Pompidou, Musée National d’Art Moderne, which, with more than 120,000 works, is the biggest
collection of modern and contemporary art in Europe and the second largest in the world.
It also develops partnerships with museums all over the world. To supplement its exhibitions, the Centre
Pompidou-Metz organises dance performances, concerts, film screenings and talks.
It is supported by Wendel, its founding partner.

With the support of Caisse d'Épargne Grand Est Europe

With the participation of Vranken-Pommery Monopole.
CAISSE D’EPARGNE
LOGO_2021_SIGNAT_CMJN

30-34 Rue du Chemin Vert 75011 Paris
+33 (0)1 85 56 97 00 www.carrenoir.com

Ce fichier est un document
d’exécution créé sur Illustrator
version 2021.
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WENDEL, FOUNDING PARTNER OF THE CENTRE POMPIDOU-METZ
Wendel has been a partner of the Centre Pompidou-Metz since it opened in 2010. Wendel was keen to
support an iconic institution, whose cultural riches are shared with the largest number of people. Thanks to
its commitment to culture over many years, Wendel was awarded the “Grand Mécène de la Culture” in 2012.
Wendel was one of the very first investment companies in Europe to be listed on the stock exchange. It is
dedicated to long-term investment, which requires a commitment on the part of shareholders that inspires
trust, and constant attention to innovation, sustainable development and promising forms of diversification.
Wendel has the expertise to choose pioneering companies, such as those for which it is currently shareholder:
Bureau Veritas, IHS Towers, Tarkett, ACAMS, Constantia Flexibles, Crisis Prevention Institute and Stahl.
Founded in 1704 in Lorraine, the Wendel group was active in various fields for 270 years, notably steel
manufacture, before devoting itself to long-term investment in the late 1970s.
The Group is supported by its reference family shareholder, made up of more than a thousand shareholders
from the Wendel family, gathered together in Wendel-Participations, which holds a 39.3 % stake in the
Wendel group.

CONTACTS :
Christine Anglade Pirzadeh
+ 33 (0) 1 42 85 63 24
c.angladepirzadeh@wendelgroup.com
Caroline Decaux
+ 33 (0) 1 42 85 91 27
c.decaux@wendelgroup.com
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SPONSOR OF THE CENTRE POMPIDOU-METZ
In this year 2022, Caisse d'Epargne Grand Est Europe and the Centre Pompidou-Metz are celebrating 12 years
of collaboration. A strong relationship built on mutual trust and a deep desire to share culture with as many
people as possible throughout the Grand Est region of France.
With the Mimesis. A living design exhibition, the Centre Pompidou-Metz is offering us an opportunity to
observe the evolution of the notion of nature in design. From the historic avant-gardes of the early 20th century
through the designers of the post-war period and the 1980s, to the productions of the digital era that are now
bringing forth new sustainable and biodegradable objects, this exhibition invites us on an exploration that is
historical and forward-looking in equal measure.
The subject is in keeping with the values of the Caisse d'Epargne savings banks, which have been committed
players in their local areas for 200 years, working to preserve our heritage and support people through social
and societal changes. Caisse d'Epargne Grand Est Europe, a top-tier banking institution and privileged partner
on major projects, is delighted to be working once more with the Centre Pompidou-Metz as a sponsor and
an active player in making culture accessible to all.
ABOUT CAISSE D’EPARGNE GRAND EST EUROPE
Faithful to its cooperative and societal values, committed to its region and close to its customers, Caisse
d'Epargne Grand Est Europe contributes daily to the economic, social, cultural, solidarity and environmental
development of its territories. A major source of finance for the regional economy, Caisse d'Epargne Grand
Est Europe has nearly 2,800 employees, 1,370,000 customers and 1.9 billion euros in equity. Caisse d'Epargne
Grand Est Europe, headquartered in Strasbourg, is present in all departments of the Grand Est administrative
region. Caisse d’Epargne Grand Est Europe is a bank of the BPCE Group.

CONTACT :

Marie-Christine Rouard
Communication Director
marie-christine.rouard@cegee.caisse-epargne.fr
+33 (0) 6 10 89 05 10
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7.
PRESS VISUALS AVAILABLE
All or some of the works below are protected by copyright. Each image must be accompanied by a caption
and credit and used solely for press purposes. Any other use must be authorised by the rights holders. The
conditions of use can be supplied on request.
The works held by the ADAGP must be accompanied by the copyright © ADAGP, Paris 2022 and can be
published in the French press only on the following conditions:
- For press publications that have signed a general agreement with the ADAGP: refer to its
stipulations.
- For other press publications: exemption of the first two works illustrating an article devoted
to a news event with which they are directly linked and of a maximum format of a ¼ page. Beyond this
number or this format, reproductions will be subject to reproduction/representation rights. For reproduction
on a front cover or first page, permission must be sought from the Service Presse of the ADAGP.
The copyright to be mentioned alongside every reproduction will be: artist’s name, title and date of the work
followed by © ADAGP, Paris 2022, whatever the provenance of the image and the place of conservation.
These conditions apply to websites that have online press status, on the understanding that for online press
publications, file resolution is limited to 1600 pixels (length and width combined).
CONTACT :
presse@adagp.fr
Société des Auteurs dans les Arts Graphiques et Plastiques
11, rue Berryer - 75008 Paris, France
Tél. : +33 (0)1 43 59 09 38
Fax. : +33 (0)1 45 63 44 89
adagp.fr
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Ross LOVEGROVE, The Gingko Carbon Table, 2007
Carbon fibre, 72 x 126 cm
Paris, Centre Pompidou, Musée national d’art moderne
© Ross Lovegrove / Photo: Centre Pompidou, MNAM-CCI /
Georges Meguerditchian / Dist. RMN-GP

Michael HANSMEYER, Benjamin DILLENBURGER, Grotto II,
2017
3D printing, silica sand and paint, 320 x 320 x 200 cm
Paris, Centre Pompidou, Musée national d'art moderne
© rights reserved / Photo: Centre Pompidou, MNAM-CCI /
Audrey Laurans /Dist. RMN-GP

Charlotte PERRIAND, Disc of ice held up by two hands,
Fontainebleau forest, circa 1935
Carbon print, 86 x 86 cm
Private coll.
© ADAGP, Paris, 2022

Ronan & Erwan BOUROULLEC
Exhibition view, Les Champs Libres, Rennes, 2016
© studio Bouroullec

Neri OXMAN, "Doppelgänger" Wing Series, 2012
3D print (polymers, multi-material PolyJet),
30 x 42 x 53 cm
Paris, Centre Pompidou, Musée national d’art moderne
© Neri Oxman / Photo: Centre Pompidou, MNAM-CCI / Philippe
Migeat / Dist. RMN-GP

Alvar AALTO, Chaise Longue no. 39, 1936
Bent laminated birch, webbing, 60 x 61 x 163 cm
Paris, Centre Pompidou, Musée national d’art moderne
© Alvar Aalto Foundation / Photo: Centre Pompidou, MNAMCCI / Bertrand Prévost / Dist. RMN-GP

Charlotte PERRIAND, Table en forme, 1938
Solid fir plank top
Varnished wood tripod base
69 x 183 125 cm
Top thickness: 6.5 cm
AM 1995-7-48
© Photo: Centre Pompidou, MNAM-CCI / Georges
Meguerditchian / Dist. RMN-GP
© ADAGP, Paris, 2022

DRIESSENS & VERSTAPPEN, Breed 0.1 #4, 1995
3D print, cut and glued plywood, 29.5 x 29.4 x 29.2 cm
Paris, Centre Pompidou, Musée national d’art moderne
© rights reserved / Photo: Centre Pompidou, MNAM-CCI /
Philippe Migeat / Dist. RMN-GP

Charles & Ray EAMES, Chaise DCW, 1946
Moulded plywood, rubber, 73 x 48 x 53 cm
Paris, Centre Pompidou, Musée national d’art moderne
© rights reserved / Photo: Centre Pompidou, MNAM-CCI /
Jean-Claude Planchet / Dist. RMN-GP
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Verner PANTON, Peacock Chair, 1960
Galvanised steel wire structure. Wool cushions. Polyether foam
padding, 65 x 95 cm
Paris, Centre Pompidou, Musée national d’art moderne
© Verner Panton Design AG, Basel and authors / Photo: Centre
Pompidou, MNAM-CCI / Bertrand Prévost / Dist. RMN-GP

Pierre PAULIN, Chair 577 known as "Tongue", 1967
Steel tube frame and webbing. Latex foam padding. Removable
textile cover in polyester jersey, 64 x 85 x 90 cm
Paris, Centre Pompidou, Musée national d’art moderne
© Pierre Paulin / Photo: Centre Pompidou, MNAM-CCI /
Bertrand Prévost / Dist. RMN-GP

Serge MOUILLE, Shape study for the Encres series, 1952-1960
Print pasted onto white coated paper, 13.5 x 17.5 cm
Paris, Centre Pompidou, Musée national d’art moderne
© ADAGP, Paris, 2022 / Photo: Centre Pompidou, MNAM-CCI /
Georges Meguerditchian / Dist. RMN- GP

Serge MOUILLE, Small Monotype sculpture, 1951-56
Metal, 7 x 10 x 9 cm
Paris, Centre Pompidou, Musée national d’art moderne
© ADAGP, Paris, 2022 / Photo: Centre Pompidou, MNAM-CCI /
Georges Meguerditchian / Dist. RMN- GP

Andrea BRANZI, Tree 5, 2010
Birch and patinated aluminium, 316 x 200 x 27 cm
Paris, Centre Pompidou, Musée national d’art moderne
© ADAGP, Paris, 2022 / Centre Pompidou, MNAM-CCI /Philippe
Migeat / Dist. RMN-GP

YMER&MALTA / Benjamin GRAINDORGE, fallenTree, 2011
Natural oak, borosilicate glass, 103 x 260 x 130 cm
Paris, Centre Pompidou, Musée national d’art moderne
© rights reserved, © Benjamin Graindorge / Photo: Centre
Pompidou, MNAM-CCI / Migeat / Dist. RMN-GP

Serge MOUILLE, Applique, 1953 – 1958
Spun aluminium, 240 x 150 x 30 cm
Paris, Centre Pompidou, Musée national d’art moderne
© ADAGP, Paris, 2022 / Photo: Centre Pompidou, MNAM-CCI /
Jean-Claude Planchet / Dist. RMN-GP

Andrea BRANZI, Lampe Foglia, 1988
Electroluminescent sheet, 25 x 45 cm
Paris, Centre Pompidou, Musée national d'art moderne
© ADAGP, Paris / Photo: Centre Pompidou, MNAM-CCI/JeanClaude Planchet/Dist. RMN-GP

Mathias BENGTSSON, Table Growth Titanium, 2016
Impression 3D (titane, Electron Beam Melting (EBM®)),
81 x 140 x 66 cm
Paris, Centre Pompidou, Musée national d’art moderne
© Mathias Bengtsson / Photo : Centre Pompidou, MNAMCCI / Audrey Laurans / Dist. RMN-GP
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Charles & Ray EAMES, La Chaise, 1948
Musée d’art moderne et contemporain de Saint-Etienne
Métropole
© Herman Miller / Photo: Yves Bresson/Musée d'art moderne
et contemporain de Saint-Étienne Métropole

Joris LAARMAN, Bone Chair Prototype, 2006
Polyurethane resin, 77.3 x 100 x 158 cm
Paris, Centre Pompidou, Musée national d’art moderne
© Joris Laarman / Centre Pompidou, MNAM-CCI / Bertrand
Prévost / Dist. RMN-GP

Marlène HUISSOUD, Cocoon Cabinet #6, 2018
Cocons de vers à soie, résine d'abeille, base en chêne, étain,
120 x 90 x 60 cm
Paris, Centre Pompidou, Musée national d'art moderne
© Marlène Huissoud / Photo : Margaux Nieto, Studio Marlène
Huissoud
© ADAGP, Paris, 2022.

Studio Klarenbeek & Dros, Mycelium chair, 2018 – 2019
3D bioprinting (ganoderma mycelium, wood filament), hemp,
bioplastic, 75 x 76 x 72 cm
Paris, Centre Pompidou, Musée national d’art moderne
© rights reserved / Photo: Centre Pompidou, MNAM-CCI /
Audrey Laurans /Dist. RMN-GP

Arne JACOBSEN, Drop Chair, 1958
Leather, copper, PUR foam, 70 x 45 x 45 cm
Paris, Centre Pompidou, Musée national d’art moderne
© Rights reserved / Photo: Centre Pompidou, MNAM-CCI,
Dist. RMN-Grand Palais / Georges Meguerditchian

SUPERSTUDIO, Bazaar seating system, 1969 – 1970
Seven identical parts in fibreglass-reinforced polyester.
Polyurethane foam filling. Polyamide jersey fabric upholstery.
Colours: green, white and brown. The juxtaposed parts form a
sound-absorbing environment,
150 x 320 x 320 cm, 1 part: 150 x 90 x 104 cm
Paris, Centre Pompidou, Musée national d’art moderne
© SUPERSTUDIO / Photo: Centre Pompidou, MNAM-CCI, Dist.
RMN-Grand Palais / Philippe Migeat

FORMAFANTASMA, Botanica III, 2011
Unglazed ceramic, natural shellac, wood fibre,
37.5 x 20.5 x 24.7 cm
Paris, Centre Pompidou, Musée national d’art moderne
© Studio Formafantasma / Photo: Centre Pompidou, MNAMCCI, Dist. RMN-Grand Palais / image: Centre Pompidou,
MNAM-CCI

Ross LOVEGROVE, Corolised Chair, 2012
3D printing (alumide, powder sintering (SLS)),
70 x 45 x 45 cm
Paris, Centre Pompidou, Musée national d’art moderne
© Ross Lovegrove / Photo: Centre Pompidou, MNAM-CCI,
Dist. RMN-Grand Palais / Audrey Laurans

Andrew KUDLESS, Chrysalis III, 2012
Composite veneer and cardboard, 190 x 90 x 90 cm
Paris, Centre Pompidou, Musée national d’art moderne
© Andrew Kudless / Photo: Centre Pompidou, MNAM-CCI, Dist.
RMN-Grand Palais / Georges Meguerditchian

MIMESIS
A LIVING DESIGN

Danielle QUARANTE, Albatros Chair, 1969
Fibreglass-reinforced polyester resin shell,
68 x 88 x 80 cm
Paris, Centre Pompidou, Musée national d’art moderne
© ADAGP, Paris, 2022 / Photo: Centre Pompidou, MNAM-CCI,
Dist. RMN-Grand Palais / image: Centre Pompidou, MNAM-CCI

Jean-Pierre LAPORTE, Girolle Chair, 1969
Polyester, foam, pink jersey fabric, 70 x 43 cm
Paris, Centre Pompidou, Musée national d’art moderne
© Creation: Jean Pierre Laporte / Photo: Centre Pompidou,
MNAM-CCI, Dist. RMN-Grand Palais / Georges Meguerditchian

Joris LAARMAN, Adaptation Chair (Gradient Cooper Chair),
2015
3D print (nylon powder (PA), selective laser sintering (SLS)),
copper plating, 70 x 60 x 70 cm
Paris, Centre Pompidou, Musée national d’art moderne
© Joris Laarman / Photo: Centre Pompidou, MNAM-CCI, Dist.
RMN-Grand Palais / Philippe Migeat

Sori YANAGI (aka Munemichi Yanagi), Butterfly Stool, 1954
Rosewood plywood, brass, 40 x 42 x 32 cm
Paris, Centre Pompidou, Musée national d’art moderne
© Rights reserved / Photo: Centre Pompidou, MNAM-CCI,
Dist. RMN-Grand Palais / Jean-Claude Planchet

Tokujin YOSHIOKA, Crystalized Chair _ Venus, 2008
179 x 110 x 110 cm
Paris, Centre Pompidou, Musée national d’art moderne
©Tokujin Yoshioika

Tokujin YOSHIOKA, Crystalized Chair _ Venus, 2008
179 x 110 x 110 cm
Paris, Centre Pompidou, Musée national d’art moderne
©Tokujin Yoshioika

Tim van CROMVOIRT, Thermophores, 2018
Metal powder, resin, thermochromic pigments,
30 x 20 x 5 cm
Paris, Centre Pompidou, Musée national d’art moderne
© Tim van Cromvoirt.

Olivier MOURGUE, Lampadaire Fleurs, 1967
Metal, 153 x 35 x 35 cm
Paris, Centre Pompidou, Musée national d’art moderne
© ADAGP, Paris, 2022 / Photo: Centre Pompidou, MNAM-CCI,
Dist. RMN-Grand Palais / Jean-Claude Planchet

Humberto & Fernando CAMPANA, Pele Wall Panel, 2021
Clay, wire mesh, wood, 345 x 1,250 cm
Paris, Centre Pompidou, Musée national d’art moderne
© ADAGP, Paris, 2022 / Photo: Fernando Laszlo
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OPENING TIMES
Daily, except Tuesdays and 1 May
01.11 > 31.03
MON. | WED. | THU. | FRI. | SAT. | SUN.: 10AM – 6PM
01.04 > 31.10
MON. | WED. | THU.: 10AM – 6PM
FRI. | SAT. | SUN.: 10AM – 7PM
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EXHIBITION ADMISSION
Individual rates: €7 / €10 / €12 depending on the number of exhibition
spaces open
Group rates (from 20 people): €5.50, €8, €10 depending on the number
of exhibition spaces open
Take advantage of many offers from the Centre Pompidou-Metz’s
partners: C.G.O.S ticket, combined Centre Pompidou-Metz/TER Grand
Est offer, combined journey + admission from the CFL (Chemins de Fer
Luxembourgeois), Pass Lorraine, Museums Pass Musées, City Pass.
Admission to exhibitions is free for: active members of the French
teaching profession (on presentation of a valid professional card or
their education pass duly filled in), under 26-year-olds, students, job
seekers registered in France and recipients of RSA or social welfare (on
presentation of proof less than 6 months old), artists who are members
of the Maison des Artistes, disabled and an accompanying adult, people
receiving the basic state pension, national guides and lecturers, holders
of the Icom, Icomos, Aica, Cimam, Paris Première cards, holders of a
press card.

PRESS CONTACTS
CENTRE POMPIDOU-METZ
Regional press

Marion Gales
+33 (0)3 87 15 52 76
marion.gales@centrepompidou-metz.fr

AGENCE CLAUDINE COLIN
National and international press

Chiara Di Leva
+33 (0)7 62 64 29 10
chiara@claudinecolin.com

