


Photos: © the artist
© Andrea Rossetti
© CHROMA
© Ludger Paffrath
© Jeroen Laven
© Miro Kuzmanovic
© dotgain.info

Cover image: Simon Fujiwara, Who’s Cyborg Spring?, 2025, pastel, acrylic and charcoal on canvas, 220 x 380 cm (86 5/8 x 149 5/8 in)
(unframed), 247,3 x 407,3 x 8,1 cm (97 3/8 x 160 3/8 x 3 1/4 in) (framed) (SF 593)

Simon Fujiwara

Simon Fujiwara is a British-Japanese artist, born in 1982 in London,
living and working in Berlin.

At the core of the artist’s work is a question - what does it mean to
be a ‘Self’ in the 21st century? With humour, inventiveness, delight
and rigor, his works reflect on existential quandaries such as: how
should one construct a self today? How has technology altered our
identities? Is there such thing as an authentic ‘me’?

From performative lectures, video installations and paintings, to the
creation of entire themed ‘worlds’, his decade long practice employs
a range of artistic strategies that seek to expand our notions of race,
gender, national and sexual identities in a world increasingly mediated
through technology and images. Often employing and even parodying
his own identity in his work, he confronts these potent cultural topics
in unexpected ways - mining fields such as advertising or theme park design or drawing on art historical
strategies from Dadaism to Pop and Conceptual art.

His work is informed by his early studies in architecture and operate as ‘imaginary structures’ in which ethical
and moral conundrums can coexist with the fantastical, surreal and absurd. As such, his work creates spaces
in which disconcerting aspects of life under 21st century capitalism can be examined in a playful and even
pleasurable way.

Fujiwara is the recipient of the 2010 Baloise Prize at Art Basel and the 2010 Frieze Cartier Award. He was
shortlisted for the Preis der Nationalgalerie 2019.

Fujiwara’s recent solo exhibitions include: Who'’s Iconic? — Paintings, Drawings and Maquettes From the
Whoseum of Who the Baer, G2 Kunsthalle, Leipzig (2025-26); Dreams of an Owl, Who the Baer and the
Wounded Planet, Kunsthalle Bielefeld (2025); Simon Fujiwara: It’s a Small World, Kiasma, Helsinki (2024);
Simon Fujiwara, Who the Beer, Prada Aoyama, Tokyo (2022-23); Simon Fujiwara, Hello Who?, CIRCA Art,
public screenings in London, Seoul, New York, Milan, Berlin, Melbourne, Los Angeles (2022); Simon Fujiwara,
new work, Kunstinstituut Melly, Rotterdam (2021); Who the Baer, Fondazione Prada, Milan (2021); Hope House,
Blaffer Art Museum, Dallas (2020-21); Joanne, Arken, Skovvej (2019); Revolution, Lafayette Anticipations —
Fondation d’entreprise Galeries Lafayette, Paris (2018); Joanne, Galerie Wedding, Raum fUr zeitgendssische
Kunst, Berlin (2018); Hope House, Kunsthaus Bregenz (2018); Joanne, The Photographers’ Gallery, London
(2016); Figures in a Landscape, Kunsthalle Disseldorf (2016); The Humanizer, Irish Museum of Modern
Art, Dublin (2016); White Day, Tokyo Opera City Gallery, Tokyo (2016); The Way, Yu-un, Obayashi Collection,
Tokyo (2016); Three Easy Pieces, The Carpenter Center, Harvard University, Cambridge (2014); Rebekkah,
Contemporary Art Society, London (2014); Grand Tour, Kunstverein Braunschweig (2013); The Problem of the
Rock, Dazaifu Tenmangu Shrine, Fukuoka (2013); 1982, Tate St. Ives, St. Ilves (2012); Welcome to the Hotel
Munber, Power Plant Contemporary Art Gallery, Toronto (2011); and The Personal Effects of Theo Griinberg,
Julia Stoschek Collection, Dusseldorf (2010).

The artist’s work is represented in the collections of the American Embassy, London; Museum of Modern Art,
New York; the Solomon R. Guggenheim Museum, New York; Tate, London; Museum of Contemporary Art,
Tokyo; Hamburger Kunsthalle, Hamburg; Sammlung Verbund, Vienna; Sharjah Art Foundation, Sharjah; Centre
Pompidou, Paris; The Prada Foundation, Milan; Leeds University, Leeds; and the Museum flr Moderne Kunst,
Frankfurt am Main, Ishikawa Foundation, Okayama; Dazaifu Tenmangu shrine, Fukuoka; Taguchi art collection,
Tokyo; KAMU Kanazawa, Kanazawa; and Miyano Mori museum, Sapporo.



ONCE UPON A WHO?

Once upon a Who there was a little bear

Who's name was Who the Beer.

Now Who, as Who was known to be,

Seemed rather ordinary.

Just another Rupert? Just another Pooh?

Who was a nobody, Who was just a ‘who?’
Small and white, clean and bright,

Who wore a simple pair of jeans in blue,

Jeans like the ones worn by me, or worn by you.
So what makes Who different?

What makes Who Who?

Is it their golden heart that sparkles brightly in the dark?
Is it that crazy tongue Who can’t control however hard?
Maybe it’ s something you cannot see”?

Who's class? Who's race? Who's sexuality?
What is Who's gender? What's is Who's nationality?
Will somebody tell me?

What is Who'’s identity?

Who is He? Who is She? Who us, who them, Who we?
Who is behind the mask? Who made Who Me?
Who do | belong to? Who's image do | See?
Who can do most anything?

If Who cares enough to see...

Who Will save Us, Who Will Save Who?

Who flies, but privately,

Who discovered Who in Egypt,

Who is Who's property?

Who conquered Who in Africa?

Who says Whokunamatatal

Who’s car runs on electricity?

Who took liquids through security?

Poor little Who could go out of their mind,

Just another image in a world of images,

An identity seems impossible to find!

Who believes in Who these days?

Not the Whooligans, Who says!

Who will attempt to find love online,

But only feels Whoman half the time?

Who will speak out on Who's behalf?

Who will write Who's epitaph?

How in the hell did Who end up here?

Who longs for hope not fear?

Tired and alone in their endless search for ‘me’ ,
Who's lost in world where nothing is as it seems to be?
Who really needs who to be real,

Who really cares how who really really feels?

Who is truly Who when Who is who Who wants to be?
Who is still believes in authenticity?

Sometimes, even little Who the Baer might agree

It’s not so bad, says Who to Who,

To never be, to ever be,

3D!

Once Upon a Who?, 2021 is a 5:01 min long stop-motion video, animated and narrated by Simon Fujiwara, and since its creation presented in various exhibitions.
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The animation also serves as an introduction to the world of Who, offering multiple entry points to the wide variety of video, sculptural and painterly works that the artist developed since the beginning of the project.



https://vimeo.com/646371600/baaec435f8?share=copy

INTERVIEW VIDEO
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Simon Fujiwara introducing Who the Baer and the exhibition Once Upon a Who?, Esther Schipper, Berlin (2022)



https://vimeo.com/671189583?share=copy

RECENT EXHIBITION

Exhibition view: Simon Fujiwara, Who’s Iconic? — Paintings, Drawings and Maquettes From the Whoseum of Who the Baer,
G2 Kunsthalle, Leipzig (2025-26)




WHO’S ICONIC? - PAINTINGS, DRAWINGS AND MAQUETTES FROM THE WHOSEUM OF
WHO THE BAER, G2 KUNSTHALLE, LEIPZIG, 2025-26

With Who’s Iconic? - Paintings, Drawings, and Maquettes from the Whoseum of Who the Baer, G2
Kunsthalle presents a solo exhibition by the British-dapanese artist Simon Fujiwara (*1982). The exhibition,
for the first time, focuses on the artist’s painting practice as well as the creative process behind the works:
presenting drawings and maquettes which serve as studies to accompany the paintings.

In Fujiwara’s series Who the Beer, the British artist uses the cartoon character he created in 2020 —a genderless,
nationality-less, identity-less bear—to explore art history, pop culture, and the overwhelming image culture we
live in today. As part of his “Whoniverse” Who imitates the styles of well-known artists, questions existing
structures, and retelling art history.

At the entrance, visitors encounter the work Who'’s the New Narcissist?. In this piece, Fujiwara references
Caravaggio’s (1571-1610) Narcissus (1597-1599) in terms of composition and structure—particularly through
four photocopies of the original. Caravaggio depicts a scene from Greek mythology: Narcissus kneels by a pool
of water, falling in love with his own reflection. He cannot detach himself from it and ultimately dies from his
unfulfilled self-love.

Fujiwara takes up this scene of self-reflection, dividing the real and psychological world of the subject with a
horizontal line. The circular composition is echoed by flying drops of a honey-like yellow liquid—a recurring motif
typical of Who. In Fujiwara’s work, the semi-drawn self-portrait Who merges with a schematic representation
of the Narcissism Spectrum Model developed by psychologists Keith Campbell and Joshua Miller. This model
sees narcissism as a continuum of personality traits, whose degree determines whether they appear normal
or pathological. For Fujiwara, 16th-century artistic representations of psychology meet contemporary analytical
science. The figure’'s gaze does not linger on its reflection’s surface but penetrates deeper into the analysis of
its own psyche as they appear to search for an identity.

Throughout the exhibition, cardboard models—so-called maquettes—are displayed. In these provisional cut
outs Fujiwara seeks a way to bring the two dimensional cartoon logic of Who the Beer into three dimensional
space, all the while retaining a sense of flatness. In the cabinet of the first gallery room, 22 small works on paper
surround a pedestal, on which a maquette of a windy picnic scene is arranged.

The picnic scene sits in dialogue with the surrounding works on paper. The original figure arrangement recalls
Edouard Manet’s (1832-1883) Le Déjeuner sur I'herbe (1863), or more precisely, its inspiration, a detail from
Raphael’s Judgment of Paris (1515/16). Fujiwara appears to have chosen this motif as it has been repeatedly
referenced and reinterpreted throughout art history - by artists such as Claude Monet (1865-1866), Pablo
Picasso (1954-1962), Alain Jacquet (1964) or Jeff Wall (1986) - and therefore create a legacy of reproduction
and copying that sits at the core of the concept of Who the Baer. Within the sequence of works on paper
in this room, a struggle emerges between a Who figure with pronounced female attributes and two slender,
male-coded Whos. The female figure clearly dominates the scene, seemingly overpowering her opponents
playfully. This conflict intensifies into an increasingly violent and expressive force conveyed through brushstroke,
which ultimately dissolves the figures into their fundamental component—color—and remains as an abstract
composition which finally takes on another visual language — that of 20th century abstract expressionism.

In Who’s Iconic? (Reality Check), Fujiwara reconstructs the figure and spatial arrangement of Diego Velazquez's
(1599-1660) Las Meninas (1656). Velazquez presents the Infanta Margarita in a prominent position within a
room of the Spanish court, surrounded by attendants and the painter himself, standing with brush and palette
before the canvas. His gaze extends beyond the pictorial space toward the viewers, creating the illusion that
he is portraying them. At the same time, the Spanish king and queen, Philip IV (1605-1665) and Maria Anna
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Simon Fujiwara, Who'’s the New Narcissist?, 2025, Acrylic, charcoal, denim, pastel and inkjet print on canvas
180 x 160 cm (70 7/8 x 63 in) (unframed), 204 x 183,5 x 7,5 cm (80 1/4 x 72 1/4 x 3 in) (framed and glazed) (SF 561)
Exhibition view: Simon Fujiwara, Who’s Iconic? — Paintings, Drawings and Maquettes From the Whoseum of Who the Baer,
G2 Kunsthalle, Leipzig (2025-26)
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Detail: Simon Fujiwara, Who'’s Cyborg Spring?, 2025, pastel, acrylic and charcoal on canvas,
220 x 380 cm (86 5/8 x 149 5/8 in) (unframed), 247,3 x 407,3 x 8,1 cm (97 3/8 x 160 3/8 x 3 1/4 in) (framed) (SF 593)
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Detail: Simon Fujiwara, Who'’s Cyborg Spring?, 2025, pastel, acrylic and charcoal on canvas, 220 x 380 cm (86 5/8 x 149 5/8 in) (unframed),
247,3 x 407,3 x 8,1 cm (97 3/8 x 160 3/8 x 3 1/4 in) (framed) (SF 593)

14

A

o

[

Detail: Simon Fujiwara, Who’s Cyborg Spring?, 2025, pastel, acrylic and charcoal on canvas, 220 x 380 cm (86 5/8 x 149 5/8 in) (unframed),

247,3 x 407,3 x 8,1 cm (97 3/8 x 160 3/8 x 3 1/4 in) (framed) (SF 593)
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Simon Fujiwara, Who’s Déjeuner on a Windy Day? , 2025, handpainted metal elements, 19 parts, dimensions variable,

80 x 280 cm (31 1/2 x 110 1/4 in) (installation surface), unique variation in a series of 3 (SF 601)

Exhibition view: Simon Fujiwara, Who’s Iconic? — Paintings, Drawings and Maquettes From the Whoseum of Who the Baer,
G2 Kunsthalle, Leipzig (2025-26)
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(1634-1696), are reflected in a mirror in the background, occupying the perspective the viewers would assume.
Velazquez’'s famous painting is an early reflection on the medium of painting itself — with the artist himself looking
out at the viewer it explores the relationship between audience and artwork at a time when painting in Spain—
unlike in Italy—was considered a craft akin to tailoring. By making himself and the act of painting the subject,
and through a complex interplay of perspectives and spatial structures, Velazquez redefines the relationship
between reality and fiction, asserting painting’s intellectual claim and producing an iconic work of art history.

Fujiwara deconstructs and rebuilds this scene through the lens of Who, drawn to the original painting’s
metanarrative around the constructed nature of images. Here the Infanta moves to the center of the composition,
her expansive dress defining the entire space, exaggerating the proportions of the most iconic element from
Velasquez’s painting — the little girl. Perspective and space are largely dissolved and reduced to cartoon-like
essentials. While Velazquez leaves unclear what the artist is painting, in Fujiwara’s version, the Who-painter
paints the canvas himself. The brushstroke extends from the artist’s head—the origin of every creative idea—
across the canvas, reminiscent of Who's characteristic tongue.

Fujiwara’s rendition also evokes Pablo Picasso’s (1881-1973) 1957 reinterpretation of Las Meninas, a series
of 58 paintings. Playfully, Fujiwara weaves together different artistic epochs, demonstrating the art-historical
propensity for quotation: artistic works are never created in isolation but always exist within a historical canon,
influencing and developing one another. Yet with Who the Baer this idea seems to be taken to an extreme,
where the cartoon character appears to want to consume and remix all of the images of the work, like a lovable
Al engine with ears.

Entering the second room, visitors encounter Who'’s Tortured Triptych?, where Who appears in the guise of
the three figures from Francis Bacon’s (1909-1992) Three Studies for Figures at the Base of a Crucifixion
(1944). Bacon depicts three hybrid beings of human and animal parts, grotesquely distorted to express suffering
and pain. Originally, these figures were intended as a predella—a base section of an altarpiece—for a large
crucifixion scene. Bacon’s work conveys universal suffering, pain, and grief, which can be read as an allegory
of post-war trauma in its historical context.

In Fujiwara’s Who figures, the expression oscillates between a scream of pain and bursts of laughter. This
polarity — between suffering and an apparent amusement at it — reveals the power of the cartoon to relativize
the sublime and to lend it an ambivalent or even diametrically opposed meaning. At the same time, Fujiwara
addresses the thrill-seeking sensationalism fueled by social media, which drives the mass dissemination of
violent imagery — with unforeseeable consequences for the psyche of global society.

With Who’s Cyborg Spring?, Fujiwara references Sandro Botticelli’s (1445-1510) large-scale painting Primavera
(c. 1480), an allegorical representation of spring and love in its various forms. Fujiwara replaces Botticelli’s fleshy
bodies with Whos in cyborg forms—hybrids of biological and mechanical elements. Only the second figure
from the right appears not fully mechanized: its complexion blooms in a rosy hue. Botticelli’s original depicts
a story within the story: to the right, Zephyrus, the wind god, blows spring’s breath onto Chloris in the center,
who represents transformation and transition. From her arises Flora, the left figure, symbolizing calm, order, and
completion.

In Fujiwara’s adaptation, this process is in an intermediate state: Who-Chloris has not yet fully succumbed to
mechanization. Her left arm is already immersed in cool gray, contrasting sharply with her warm, lively skin tone.
Fujiwara’s interpretation can be read as a contemporary commentary on digitalization and its isolating effects on
society—a process that seems both unstoppable and expansive.
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Throughout the second room, fragments and references to Pablo Picasso’s Guernica (1937) appear. Picasso
painted this in response to the bombing of Guernica on April 26, 1937, by German forces on behalf of Spanish
dictator Francisco Franco (1892-1975) during the Spanish Civil War. The painting depicts bodies of humans and
animals distorted by physical and emotional pain, the victims primarily civilians and animals. Many residents
and eyewitnesses of the bombing of Guernica initially rejected Picasso’s work. The artist was accused of failing
to convey the individual suffering of Guernica’s people directly through his reduced, easily readable visual
language. Yet it was precisely this openness of representation that enabled the painting to become a universal
symbol of suffering and pain — an image that transcends its specific historical context and speaks of all wars,
both past, present, and future.

Alongside maquettes arranged on a pedestal, which spatially reconstruct Guernica’s as a form of miniature
theatre set, Fujiwara presents a painting of a Who-figure referencing the screaming figure on the right edge of
Picasso’s original. In Fujiwara’s version, this figure holds a painting depicting Guernica itself in the characteristic
Who-cartoon style. The figure experiences their own suffering, reflects on it, and becomes an actor: their
gesture can be interpreted as a protest. Who holds the iconic anti-war painting accusatorily—playing a dual role
as both victim and activist.

Another work, Tondo Study for a Guernica for Who? (Who is the Horse?), depicts the horse from Guernica
in Who form, gazing at a smartphone pointed skyward. Whether Fujiwara is commenting on the compulsion for
self-representation—such as selfies—or the voyeuristic drive to document shocking events remains ambiguous.
Fujiwara’s Who the Baer traverses art history, pop culture, and colonial-historical worlds, imitates the styles of
well-known artists, and assumes identities to pose questions about authorship, contemporary digitalization,
and its impact on identity formation. Who, without fixed identity, nationality, gender, or sexuality, moves through
lifestyles, forms of life, and epochs, infecting them like a virulent parasite. At the same time, Who playfully yet
conceptually relates past and present, producing their own version of art history.

Text by Leo Wedepohl
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Detail: Simon Fujiwara, Who's Déjeuner on a Windy Day? , 2025, handpainted metal elements, 19 parts, dimensions variable,
80 x 280 cm (81 1/2 x 110 1/4 in) (installation surface), unique variation in a series of 3 (SF 601)

Exhibition view: Simon Fujiwara, Who’s Iconic? - Paintings, Drawings and Maquettes From the Whoseum of Who the Baer,
G2 Kunsthalle, Leipzig (2025-26)
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Exhibition view: Simon Fujiwara, Who’s Iconic? — Paintings, Drawings and Maquettes From the Whoseum of Who the Baer,
G2 Kunsthalle, Leipzig (2025-26)
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Simon Fujiwara, Who’s Iconic? (Reality Check), 2024, pastel, charcoal and acrylic on canvas Detail: Simon Fujiwara, Who's Iconic? (Reality Check), 2024, pastel, charcoal and acrylic on canvas
278 x 238 cm (109 1/2 x 93 3/4 in) (unframed), 304,2 x 264,2 x 6,2 cm (119 3/4 x 104 x 2 1/2 in) (framed) (SF 526) 278 x 238 cm (109 1/2 x 93 3/4 in) (unframed), 304,2 x 264,2 x 6,2 cm (119 3/4 x 104 x 2 1/2 in) (framed) (SF 526)
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Simon Fujiwara, Study for Who’s Iconic, 2024, pastel and charcoal on paper, 5 parts, 42 x 29,5 cm (16 1/2 x 11 5/8 in) each (3 parts)
(unframed), 25 x 25 cm (9 7/8 x 9 7/8 in) each (2 parts) (unframed), 49 x 36,7 x 3,5 cm (19 1/4 x 14 1/2 x 1 3/8 in) (3 parts) (framed),
32,2x32,2x3,56cm (125/8 x 12 5/8 x 1 3/8 in) (2 parts) (framed) (SF 552)
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Detail: Simon Fujiwara, Study for Who’s Iconic, 2024, pastel and charcoal on paper, 5 parts, 42 x 29,5 cm (16 1/2 x 11 5/8 in)
each (3 parts) (unframed), 25 x 25 cm (9 7/8 x 9 7/8 in) each (2 parts) (unframed), 49 x 36,7 x 3,5 cm (19 1/4 x 14 1/2 x 1 3/8 in)
(8 parts) (framed), 32,2 x 32,2 x 3,5 cm (12 5/8 x 12 5/8 x 1 3/8 in) (2 parts) (framed) (SF 552)
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Exhibition view: Simon Fujiwara, Who’s Iconic? — Paintings, Drawings and Maquettes From the Whoseum of Who the Baer,
G2 Kunsthalle, Leipzig (2025-26)
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Simon Fujiwara, Who’s Theatre of War? (A Guernica for Who?), 2025, acrylic and charcoal on Kappa, acrylic on paper 11 parts on
plinth, 9 parts in vitrine, 100 x 115 x 115 cm (39 3/8 x 45 1/4 x 45 1/4 in) (Maquette), 90 x 150 x 136 cm (35 3/8 x 59 x 53 1/2 in) (plinth)
90 x 150 x 183 cm (35 3/8 x 59 x 72 in) (plinth) (SF 602)

Exhibition view: Simon Fujiwara, Who’s Iconic? - Paintings, Drawings and Maquettes From the Whoseum of Who the Baer,

G2 Kunsthalle, Leipzig (2025-26)
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Detail: Simon Fujiwara, Who'’s Theatre of War? (A Guernica for Who?), 2025, acrylic and charcoal on Kappa, acrylic on paper 11
parts on plinth, 9 parts in vitrine, 100 x 115 x 115 cm (39 3/8 x 45 1/4 x 45 1/4 in) (Maquette), 90 x 150 x 136 cm (35 3/8 x 59 x 53 1/2 in)
(plinth) 90 x 150 x 183 cm (35 3/8 x 59 x 72 in) (plinth) (SF 602)
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Simon Fujiwara, Who’s Tortured Triptych?, 2023, Pastel, acrylic and charcoal on canvas, 150 x 120 cm (59 x 47 1/4 in) each

(8 parts, unframed), 167,4 x 137,4 x 6,1 cm (65 7/8 x 54 1/8 x 2 3/8 in) each (3 parts, framed) (SF 467)

Exhibition view: Simon Fujiwara, Who’s Iconic? — Paintings, Drawings and Maquettes From the Whoseum of Who the Baer,
G2 Kunsthalle, Leipzig (2025-26)
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RECENT WORKS

Simon Fujiwara, Studio Who? (Red Room), 2025, pastel, acrylic and charcoal on canvas, triptych, 230 x 160 cm

(90 1/2 x 83 in) each

(unframed), 248,5 x 178,5 x 8,3 cm (97 7/8 x 70 1/4 x 3 1/4 in) each (framed), 248,5 x 555,5 x 8,3 cm (97 7/8 x 218 3/4 x 3 1/4 in) overall

(framed) (SF 555)
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Detail: Simon Fujiwara, Studio Who? (Red Room), 2025, pastel, acrylic and charcoal on canvas, triptych, 230 x 160 cm (90 1/2 x 63 in)
each (unframed), 248,5 x 178,5 x 8,3 cm (97 7/8 x 70 1/4 x 3 1/4 in) each (framed), 248,5 x 555,5 x 8,3 cm (97 7/8 x 218 3/4 x 3 1/4 in) overall
(framed) (SF 555)
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Detail: Simon Fujiwara, Studio Who? (Red Room), 2025, pastel, acrylic and charcoal on canvas, triptych, 230 x 160 cm (90 1/2 x 63 in)
each (unframed), 248,5 x 178,5 x 8,3 cm (97 7/8 x 70 1/4 x 3 1/4 in) each (framed), 248,5 x 555,5 x 8,3 cm (97 7/8 x 218 3/4 x 3 1/4 in) overall

(framed) (SF 555)

Video: Simon Fuijiwara discussing his work Studio Who? (Red Room), 2025
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https://vimeo.com/1088342155/606ba96392
https://vimeo.com/1088342155/606ba96392

WHO'S LOST IN A SEA OF IMAGES, 2024

Simon Fujiwara, Who's Lost in a Sea of Images, 2024, acrylic, charcoal and pastel on canvas, 200 x 260 x 2,5 cm (78 3/4 x 102 3/8 x 1 in)
(unframed), 223,6 x 283,6 x 6,1 cm (88 x 111 5/8 x 2 in) (framed) (SF 556)
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WHO IS THE GREAT WAVE? (MASS PANIC), 2024

Simon Fujiwara, Who is the Great Wave? (Mass Panic), 2024, charcoal and colored paper collage on canvas,
140 x 200 cm (55 1/8 x 78 3/4 in) (unframed), 163,2 x 223,3 x 7,5 cm (64 1/4 x 87 7/8 x 3 in) (framed and glazed) (SF 478)
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WHO VS WHO VS WHO?, 2023

Simon Fujiwara, Who vs Who vs Who?, 2023, acrylic charcoal and pastel on canvas, 220 x 420 x 4 cm (86 5/8 x 165 3/8 x 1 5/8 in)
(unframed), 246 x 446 x 8,4 cm (96 7/8 x 175 5/8 x 3 1/4 in) (framed) (SF 382)
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Simon Fujiwara, Who vs Who vs Who?, 2023, acrylic charcoal and pastel on canvas, 220 x 420 x 4 cm (86 5/8 x 165 3/8 x 1 5/8 in)

(unframed), 246 x 446 x 8,4 cm (96 7/8 x 175 5/8 x 3 1/4 in) (framed) (SF 382)
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Detail: Simon Fujiwara, Who vs Who vs Who?, 2023, acrylic charcoal and pastel on canvas, 220 x 420 x 4 cm (86 5/8 x 165 3/8 x 1 5/8 in)
(unframed), 246 x 446 x 8,4 cm (96 7/8 x 175 5/8 x 3 1/4 in) (framed) (SF 382)
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Detail: Simon Fujiwara, Who vs Who vs Who?, 2023, acrylic charcoal and pastel on canvas, 220 x 420 x 4 cm (86 5/8 x 165 3/8 x 1 5/8 in)
(unframed), 246 x 446 x 8,4 cm (96 7/8 x 175 5/8 x 3 1/4 in) (framed) (SF 382)
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Video: Simon Fujiwara discussing his work Who vs Who vs Who?, 2023
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https://vimeo.com/829381239?share=copy

DECOLONISE LES DEMOISELLES DE WHO?, 2023

Simon Fujiwara, Decolonise les Demoiselles de Who?, 2023, acrylic paint, pastel and charcoal on canvas,
180 x 160 x 2,5 cm (70 7/8 x 63 x 1 in) (unframed), 200 x 180 x 8 cm (78 3/4 x 70 7/8 x 3 1/8 in) (framed) (SF 379)
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Detail: Simon Fujiwara, Decolonise les Demoiselles de Who?, 2023, acrylic paint, pastelr and charcoal on canvas,
180 x 160 x 2,5 cm (70 7/8 x 63 x 1 in) (unframed), 200 x 180 x 8 cm (78 3/4 x 70 7/8 x 3 1/8 in) (framed) (SF 379)
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STUDIES FOR DECOLONISE LES DEMOISELLES DE WHO? (1-4), 2023

Simon Fujiwara, Studies for Decolonise Les Demoiselles de Who? (1-4), 2023, pastel and charcoal on paper, set of 4 framed works,
76 x 56 cm (29 7/8 x 22 in) (each, 4 parts) (unframed), 90 x 70 x 4 cm (35 3/8 x 27 1/2 x 1 5/8 in) (each, 4 parts) (framed and glazed) (SF 375)
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WHO’S EXOTIC FANTASY? (WOMEN SELLING THEIR OWN COCONUTS), 2023

Simon Fujiwara, Who's Exotic Fantasy? (Women Selling their own Coconuts), 2023, acrylic, charcoal and pastel on canvas,
180 x 250,1 cm (70 7/8 x 98 1/2 in) (unframed), 205 x 275,1 x 6,4 cm (80 3/4 x 108 1/4 x 2 1/2 in) (framed) (SF 411)
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RECENT EXHIBITIONS

Exhibition view: Simon Fujiwara, Dreams of an Owl, Who the Beer and the Wounded Planet, Kunsthalle Bielefeld (2024-25)
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DREAMS OF AN OWL, WHO THE BZAR AND THE WOUNDED PLANET,
KUNSTHALLE BIELEFELD, 2024-25

With its re-organization of the institution's collection, Kunsthalle Bielefeld's Dreams of an Owl, Who the Baer
and the Wounded Planet, seeks to address the role of museums in contemporary society. The exhibition
features an intervention by Simon Fujiwara.

The central theme of the exhibition is the climate crisis and the role that a cultural institution, plays in highlighting
this issue. Collections are our visual memory: which images and which new constellations help us to change
our thinking and our ideas, our relationship to the world? In light of the climate crisis, the exhibition contends,
a change of perspective is necessary in all areas, be it the natural sciences, art and culture or politics and
everyday life.

At the core of the work of Simon Fujiwara is a question - what does it mean to be a ‘Self’ in the 21st century?
With humor, inventiveness, delight and rigor, his works reflect on existential quandaries such as: how should
one construct a self today? How has technology altered our identities? Is there such thing as an authentic ‘me’?
In recent years, Fujiwara has explored these topics through the perspective of his original cartoon figure Who
the Beer.

Taking Arp’s Owl Dream as a key work, the exhibition raises the question of which images inspire or encourage

us to change our perspective. A total of 200 works by over 150 international artists will be on display, all of which
revolve around the relationship between man and nature.
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Exhibition view: Simon Fujiwara, Dreams of an Owl, Who the Bzer and the Wounded Planet, Kunsthalle Bielefeld (2024-25)
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Simon Fujiwara, Who are the Two Liberated Femmes Running the Beach?, 2023, acrylic, charcoal and pastel on canvas,
180,3 x 250,5 cm (71 x 98 5/8 in) (unframed), 205,5 x 275,5 x 6,1 cm (80 7/8 x 108 1/2 x 2 3/8 in) (framed) (SF 429)
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view: Simon Fujiwara, Dreams of an Owl, Who the Bzer and the Wounded Planet, Kunsthalle Bielefeld (2024-25)

Exhibition
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THE HONG KONG JOCKEY CLUB SERIES: PICASSO FOR ASIA—A CONVERSATION,
M+, HONG KONG, 2025

This exhibition adopted a new and unique perspective to interpret the legacy of Pablo Picasso (Spanish, 1881—
1973). More than sixty masterpieces by Picasso will be on loan from Musée national Picasso-Paris (MnPP),
which holds the largest and most significant repository of Picasso’s works in the world. They will be placed in
conversation with around 130 pieces from the M+ Collections by thirty Asian and Asian-diasporic artists from
the early twentieth century to the present.

One of the new commissioned works is Simon Fujiwara's large-scale painting Who vs Who vs Who? (A
Picture of a Massacre). The monumental work draws on Picasso‘s Massacre in Korea (1951) and interprets
it through Fujiwara‘s character Who the Beer. Who the Beer is a unique cartoon character in the form of a bear
that seemingly has no gender, race, sexuality or even a clear design. Without an identity, Who exists only as
an image, a status that allows them the freedom to roam a world of online images, appropriating characters,
identities, aesthetics and guises in a greedy search for a ‘self’. The dynamic composition of Who vs Who
vs Who? (A Picture of a Massacre) presents two groups of figures, the victims and the perpetrators, and
updates the dramatic scene of Picasso's Massacre with elements of contemporaneity, such as drones and
smartphones, thus contextualizing the topics of violence and conflict in our present visual culture and the
current state of the over-saturated mediatized world.
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Exhibition view: The Hong Kong Jockey Club Series: Picasso for Asia—A Conversation, M+, Hong Kong (2025)
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Exhibition view: The Hong Kong Jockey Club Series: Picasso for Asia—A Conversation, M+, Hong Kong (2025)




Simon Fujiwara, Who vs Who vs Who? (A Picture of a Massacre), 2024, acrylic, charcoal and pastel on canvas,
220 x 400 cm (86 5/8 x 157 1/2 in) (unframed), 240 x 420 cm (94 1/2 x 165 3/8 in) (framed) (SF 538)

65



Work in progress: Simon Fujiwara, Who vs Who vs Who? (A Picture of a Massacre), 2024, acrylic, charcoal and pastel on canvas,
220 x 400 cm (86 5/8 x 157 1/2 in) (unframed), 240 x 420 cm (94 1/2 x 165 3/8 in) (framed) (SF 538)
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Video: Simon Fuijiwara discussing his work We’ve Seen This Before, M+ Exhibitions (2025)

66

LN SR p e ) " ' Aﬂ I(”% I ¥

Detail: Simon Fujiwara, Who vs Who vs Who? (A Picture of a Massacre), 2024, acrylic, charcoal and pastel on canvas, 220 x 400 cm (86
5/8 x 157 1/2 in) (unframed), 240 x 420 cm (94 1/2 x 165 3/8 in) (framed) (SF 538)
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IT'S A SMALL WORLD, MUSEUM OF CONTEMPORARY ART KIASMA, HELSINKI, 2024

What does it mean to be a “self” in the 21st century? This is the question at the core of British-dapanese artist
Simon Fujiwara’s work. His exhibition It’s a Small World features key works from the full span of the artist’s
career.

Simon Fujiwara‘s works reflect on how a self is constructed. His many influences include history, art history,
advertising and theme park design. Fujiwara’s output as an artist ranges from performance to video and from
painting to the creation of entire themed worlds. His works are informed by his studies in architecture and are
often presented as spatial experiences in which ethical and moral questions can coexist with the fantastical and
the absurd. He frequently uses his own personal history as a starting point for his works.

In his most recent body of work Who the Baer, Fujiwara explores identity through the figure of a cartoon bear.
As they search for their “true” identity, the lovable cartoon bear morphs effortlessly into various art styles,

people, and objects.

Through his practice, Fujiwara seeks to expand our notions of race, gender and national and sexual identities in
a world that is increasingly mediated by technology and images.
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Exhibition view: Simon Fujiwara, It‘s a Small World, Museum of Contemporary Art Kiasma, Helsinki (2024)
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Exhibition view: Simon Fujiwara, It‘s a Small World, Museum of Contemporary Art Kiasma, Helsinki (2024)




HELLO WHO? 2022
CIRCA ART

4
-

- B

Simon Fujiwara, Hello Who? screened at the Times Square, New York City (2022).
Global screening program in Berlin, London, Los Angeles, Milan, Melbourne, New York, Seoul and Tokyo.



https://vimeo.com/1088342155/606ba96392
https://vimeo.com/696588905/5eb355b8fa?share=copy&fl=sv&fe=ci
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Simon Fujiwara, Hello Who? screened at the Piccadilly Circus, London (2022)



https://vimeo.com/696588905/5eb355b8fa?share=copy&fl=sv&fe=ci

Simon Fujiwara, Hello Who? screened at Kurflrstendamm, Berlin (2022)



https://vimeo.com/696588905/5eb355b8fa?share=copy&fl=sv&fe=ci

ONCE UPON A WHO?, 2022
AT ESTHER SCHIPPER BERLIN

Esther Schipper is pleased to present Once Upon a Who?, Simon Fujiwara’s second solo exhibition with
the gallery. On view will be multiple new works from the artist’s Who the Beer project presented in a highly
inventive range of media ranging from collage, drawing and sculpture to stop-motion animation and animatronic
sculpture. In addition, Fujiwara is presenting a “Whotique” in the Esther Schipper Bookstore, a boutique devoted
to merchandise from the world of Who, in collaboration with Highsnobiety.

A large-scale immersive exhibition, Once Upon a Who? highlights the multifaceted development of the original
cartoon figure, which Fujiwara created in Spring 2020 and first presented at the Fondazione Prada in Milan in
summer of that year. Staged within an exhibition design resembling a museum with different rooms devoted to
different chapters of their development, visitors encounter Who the Beer: a bear that seemingly has no race,
gender, sexuality or nationality.

In the first room of Fujiwara’s Once Upon a Who?, a stop-motion animation presented in a blue carpeted
environment with colorful plush seating, introduces the central themes of the exhibition and the Who the Beer
character. Among them are the origin story of the figure and the significance of the characteristics Who has been
given; the processes of identity formation, especially regarding gender and race; the effects of mass media,
social media, dating apps, and celebrity culture on those processes; as well as cultural appropriation, colonialism
and the controversies around stolen artifacts and art.

In the subsequent rooms, these topics unfold in a series of specifically themed spaces. Who'’s negotiation of
identity is explored in two sections through collages and modified images and objects that combine traditional
and contemporary representations of feminine and masculine stereotypes. A sculptural animation, Who'’s
Childhood?, draws on conventional depictions of early years identity formation and family life. Next, sculptures
mimicking cultural artifacts create world history in the image of Who: among them, ancient sarcophagi, pieces
of the so-called Elgin marbles, and African and Asian artifacts invoking displays in museums and ethnographic
collections, notably Berlin’s controversial, recently opened Humboldt Forum. The adjacent room, the “Whoseum,”
features iconic works that reference and remix modern and contemporary artists, from collages that draw on
cut-outs by Henri Matisse or Hockney-esque swimming pools, to a small metal sculpture referencing the work
of Alexander Calder—all presented with a set of drawings devoted to the Whoggenheim Bilbao. All are Who-
ified, so to speak, i.e. given the characteristic silhouette of Who. In the final room, the melancholic chorus of
Who’s Only Whoman? welcomes visitors. An interactive animatronic sculpture, the robot’s twenty-first-century
apparatus has a child-like DIY sensibility that evokes the anachronistic aesthetic of the Wizard of Oz’s Tin Man
(1939) and Robby The Robot (1956).

Constantly encountering and performing different identities, we watch Who the Beer as they try, fail, and try
again to enact, perform or embody the various lifestyles and identity choices on offer, mostly online. Seen
through the distorted lens of a cartoon character, Who the Beer offers a tender but at times disturbing,
dada-esque response to a contemporary society possessed with spectacle and identity performance.
Nostalgia, anxiety, an inability to commit and a longing for authenticity mark the journey of Who the Beer,
a story that seemingly oscillates between the extremes of joy, hedonism and melancholy and loneliness.

In addition to the main exhibition, Simon Fujiwara will present the first Whotique at Esther Schipper Bookstore.
Continuing the collaboration with Highsnobiety initiated for Art Basel Miami Beach, the Whotique —a boutique
devoted to merchandise from the world of Who — will present a series of Who the Beer related apparel, houseware,
and posters that offer gallery visitors the chance to own a piece of the “Whoniverse.”
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Exhibition view: Simon Fujiwara, Once Upon a Who?, Esther Schipper, Berlin (2022)




Exhibition view: Simon Fujiwara, Once Upon a Who?, Esther Schipper, Berlin (2022)




From left to right: Double Tongue Pokey Poke for Who? I, 2021, neon tubing, 89 x 151 cm (35 1/8 x 59 1/2 in), edition of 5 (SF 240); Who's
Modernized? (Small Beast), 2021, painted steel, 77,4 x 77 x 56,3 cm (30 1/2 x 30 1/4 x 22 1/8 in) (sculpture), 90 x 80 x 70 cm (35 3/8 x 31
1/2 x 27 1/2 in) (plinth), edition of 5 (SF 241); Who’s Whoggenheim? (Bilbao 1), 2021, pastel, pencil and inkjet prints on paper, maquette of
cardboard, wood, foam panel and faux leather in wall mounted Plexiglas vitrine, 48 x 35,7 cm (18 7/8 x 14 1/8 in) each (8 parts, framed), 48 x
75cm (18 7/8 x 29 1/2 in) each (2 parts, framed), 65 x 52,4 x 22 cm (25 5/8 x 20 5/8 x 8 5/8 in) (1 vitrine) (SF 228)

Exhibition view: Simon Fujiwara, Once Upon a Who?, Esther Schipper, Berlin (2022)
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From left to right: Only Whoman? (A musical extravaganza!), 2022, color paper collage, 127 x 64 x 3,5 cm (50 x 25 1/4 x 1 3/8 in)
(framed)(SF 250); Who's Only Whoman?, 2021, sculpture: wood, cardboard, paper, adhesive tape, gears, motors, magnets, cabling,
metal, Plexiglas, ready-made, pedal switch, plinth: wood, Plexiglas, speakers, amplifier, media player, servo box, wiring, lock, switch,
235 x 162 x 75 cm (92 1/2 x 63 3/4 x 29 1/2 in) (sculpture), edition of 3 (SF 194).

Video: Simon Fujiwara, Once Upon a Who?, Esther Schipper, Berlin (2022)



https://vimeo.com/1088342155/606ba96392
https://vimeo.com/671189583

WHO THE BZAR, FONDAZIONE PRADA, MILAN, 2021

Exhibition view: Simon Fujiwara, Who the Beer, Fondazione Prada, Milan (2021)




For the site-specific project conceived for the ground floor of the Podium in the Milan premises of Fondazione
Prada, Simon Fujiwara introduces audiences to the world of Who the Baer, an original cartoon character that
inhabits a universe created by the artist. Who the Baer is a cartoon bear without a clear character — “Who” as
they are known, seems to have not yet developed a strong personality or instincts, they have no history, defined
gender or even sexuality. Who the Beer only knows that they are an image, and they seek to define themselves
in a world of other images.

The world of Who the Beer is a flat, online world of pictures, yet one full of endless possibilities. Who the Baer
can transform or adapt into any image they encounter, taking on the attributes and identities of those depicted
within the image — human, animal or even object. In this sense the world of Who the Beer is a world of freedom:
Who can be whoever they wish to be, Who can transcend time and place, Who can be both subject and
object. Yet Who the Baer may never be able to overcome their one true challenge — to become anything more
than just an image.

Who the Beer’s adventures are presented at Fondazione Prada in a giant labyrinth made almost entirely from
cardboard and recyclable materials and forming the shape of a bear. As visitors travel through the bear-like
installation, they are introduced to the basic design and formation of the cartoon character of Who the Baer
before embarking on a series of adventures that follow Who the Baer around their world. Told through drawings,
collages, sculptures and animations, we withess Who the Beer in their perennial quest for an authentic self.

Within his exhibition, Fujiwara introduces the public to a coming-of-age story made of several cheerful and
traumatic events. From focus groups to therapy sessions, from plastic surgery to global travels, from sexual
fantasies to dystopian dreams, the artist portrays the formative process of a fictitious character as they interpret
and appropriate the “real world” of images, distorting everything they see into the absurd logic of their personal
universe.
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Exhibition view: Simon Fujiwara, Who the Beaer, Fondazione Prada, Milan (2021)
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Exhibition views: Simon Fujiwara, Who the Baer, Fondazione Prada, Milan (2021) Exhibition view: Simon Fujiwara, Who the Beaer, Fondazione Prada, Milan (2021)
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WHO THE BZAR, PRADA AOYAMA, TOKYO 2022

Exhibition view: Simon Fujiwara, Who the Baer, Prada Aoyama, Tokyo (2022-23)
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Exhibition view: Simon Fujiwara,




COLLECTIONS

EUROPE:

Kadist Foundation, Paris

JULIA STOSCHEK COLLECTION, Berlin/Dusseldorf

G2 Hildebrand Collection, Leipzig

Fondazione Prada, Milan

Ringier Collection, Zurich

Kistefos Collection, Oslo

Finnish National Gallery / Museum of Contemporary Art Kiasma, Helsinki
Pinakothek Munich

ASIA:

M+, Hong Kong

BY ART MATTERS, Hangzhou
Longlati Foundation, Shanghai
Beigiu Art Museum, Nanjing
Comico Art Museum Yufuin

Deji Art Museum, Nanjing

Winsing Foundation, Taipei
Liveforever foundation, Taipei
SUNPRIDE FOUNDATION, Hong Kong
Ishikawa Foundation, Okayama
Dazaifu Tenmangu Shrine, Fukuoka
Taguchi Art collection, Tokyo
KAMU Kanazawa, Kanazawa
Miyano Mori Museum, Sapporo
Sehwa Museum of Art, Seoul

PRIVATE COLLECTIONS:

Germany, Switzerland, Austria, France, Italy, Spain, UK, Monaco, United States, China, Taiwan, South Korea,

Thailand, Singapore, Russia

98

99



SELECTED PRESS

108

MONOPOL

Foto: Jorg von Bruchhausen, © Courtesy the artist und Esther Schipper, Berlin

Simon Fujiwara "Hello Who?", 2022, Detail

Simon Fujiwaras Kunstfigur Who der Bar verwandelt die Kunsthalle Bielefeld gerade in ein "Whoseum". Mit viel Witz
und Scharfsinn hinterfragt die enthemmte Figur alles, was sie sieht — von Rodin bis TikTok

Who the Beer: Mit dieser Schopfung hat Simon Fujiwara ein Alter Ego erschaffen, das sich so kopfiiber und
enthemmt in die Welt zeitgendssischer Images und Icons stlirzen darf, wie der Kiinstler es sich selbst wohl nicht
gestatten wiirde. Who ist eine gender- und identitatsbefreite Blankofigur, die sich alles einverleibt, was sie anschaut,
ein Genie der Appropriation.

Die Kunsthalle Bielefeld wird dank dieses barigen Take-overs nun unversehens zum "Whoseum". Die bilderhungrige
Zunge lasst Who Uber die Fensterfront schlecken, will am liebsten gleich das ganze Haus, die ganze
Kunstgeschichte verschlingen, die Popkultur dazu. Je ikonischer, desto besser, kommentiert Fujiwara Whos
Geschmack. Also immer her mit Marken wie Red Bull und Monster Energy, YouTube und TikTok, Michelle Obama
und Donald Trump, Henri Matisse und Auguste Rodin. "Who is The Thinker?", befragt Who etwa den rodinschen
Denker vor der Kunsthalle und setzt ihm einen Barenkopf auf.

Alles wird zur Frage

Unter Whos Augen wird alles zur Frage, kann alles neu verhandelt werden. Diese Verve der Neuverhandlung muss
Kunsthallenchefin Christina Végh angestachelt haben. Als "Christina Who" will sie die Sammlung des Hauses neu
sehen, neu denken, neu entdecken lassen. BloR weiter so kann es im Angesicht des Anthropozans und seiner
menschengemachten Kollateralschdden am Planeten Erde ja nicht gehen. Was hat die Kunst also an Ideen zu
bieten? Konkret die eigene Sammlung? Wie lasst sich das Zusammenleben von Mensch und Welt aus ihr heraus
verwandelt auffassen?

Auftritt Amy Sillman. Deren geniale Sammlungsneuprasentation im MoMA vor vier Jahren, "The Shape of Shape",
stand offensichtlich in Bielefeld Pate. Buchstéblich tiefer gehangt, in enger, lebendiger Nachbarschaft wird die
Sammlung in ihrem dialogischen Potenzial aktiviert. Und da gibt’s einiges zu entdecken. Schon 1958 versieht Hans
Arp einen organisch-abstrakten Bronzeguss mit dem schénen Titel "Mensch, von einer Blume betrachtet".

Es ist also was zu holen in den Archiven. Humorvolles von Nicole Eisenman, Meditatives von Agnes Martin, erganzt
durch schéne Leihgaben, etwa von Charline von Heyl und Julia Scher. Und ein wunderbar sonnensattes Kleinformat
in Ol auf Leinwand vom ltaliener Salvo. Ein ungetriibtes Arkadien. Gemalt 2015, im Jahr seines Todes. Mehr als ein
Hoffnungsschimmer. Ein Hoffnungsstrahlen.

Dieser Text ist zuerst in Monopol 01/2025 erschienen.

Picassos Asian echoes

Ithough Guernica (1937) is not

included in Picasso for Asia — A

Conversation, a new exhibition

that opened at M+ on March 15,
its traces are obvious. Arguably the most well-
known painting by Pablo Picasso (1881-1973),
Guernica was the artist’s statement of pro-
test against the bombing of the eponymous
Spanish town in the lead-up to World War
1L The painting remains a perennial source
of inspiration to artists concerned about the
signs of fascism in the world today. Hence
a show that puts more than 60 works by
Picasso in dialogue with another 130 by art-
ists from around Asia expectedly features a
number of those that refer to or resonate with
Guernica, if not pay homage to it. Examples
include Cubist Mother and Child (1959) by
Luis Chan — which borrows both the time-
tested motif of Christ lying dead in the arms
of Mother Mary as well as the geometric
shapes and skewed perspective characteristic
of the cubist form from Guernica. There is
also Tang Dixin's Hands and Legs (201517),
showing a jumble of interlocked human legs
trying to break free from the iron grip of fists
that hold them back. Though stylistically dis-
similar, Tang's painting shares a kinship with
Guernica in that both embody the frenetic
charge of people desperate to flee a conflict
zone for dear life.

Guernioa 18 quite Hterally present in a new
M+ commission painted by Simon Fujiwara.
Called Who vs Who vs Who? A Picture of a
Massacre (2024), the large-scale piece with
a panoramic sweep is Fujiwara’s response to
Picasso's Massacre in Korea (1951) — believed
0 be a critique of the American intervention
in the Korean War in th 1950s. In Fujiwaras
painting, the women facing the firing squacd
hold up and point to an image of Guernica,
as if trying to reason with the bayonet-carmy-
ing soldiers who, as the artist points out, are
shown to be “tuming into characters from the
Guernica painting” from the effect.

Fujiwara’s chosen form Is cartoon, which
explains why he was drawn to Picasso’s 1912-
15 cardboard sculptures of guitars cobbled
together from discarded packaging material.
‘They seem to cheekily undermine the sanctity
associated with a classical music i

A new exhibition at M+ reveals how Picasso’s works have inspired
creativity, and hope, in artists from across Asia and continue to do so.
Chitralekha Basureports.

-

cubist phase. Middle: Gu Dexin's hybrid man-bird-beast

Left: Woman with a Bird (1949) by Wifredo Lam is replete with elements and ideas that bring to mind Picasso's

in B24(1983) is next to Picasso's

Woman in an Armchair (1946) at the ongoing M+ exhibition. Right: In Mother and Child No 118from his Pleasure of
Picassoseries, Tanaami Keiichi revisits Picasso's portraits of women with grief-distorted faces, Apauuam 7 cana pany

ish representations of Marie-Thérése
Walter, Picassos much-younger lover
at the time. The paring down of the
distinctive features of human figures
and faces into simplified forms, com-
prising lines and circles, is common
to all three pieces, almost as if to sug-
gest that from a neutral perspective,
passionate love between two people
can come across as ahsurd, if not alto-
gether ludicrous.

“In this exhibition we wanted to
bring out some light-hearted and
ireverent aspects of Picasso’s work, by
Juxtaposing them with works by Asian
artists who may have that kind of qual-
ity" says Doryun Chong, the artistic
director of M+ anx also the co-curator
of the exhibition with Frangois Darcau,
research fellow at the Musée national
Picasso-Paris, from where the Picasso
originals are on loan for the exhibition.

Picasso’s penchant for humor and
satire was certainly not lost on the
Japanese designer Tanaami Keiichi.
The exhibition includes a selection

from the hundreds of paintings based
on Picasso’s works that Kedichi made
from 2020 to 2024, the year he died.

“He started doing that because he,
as an old, frail person, had to isolate
himself during the outbreak of COV-
1D-19, which made him feel alienated,
lonely and depressed. And the way
that he could find some solace, com-
fort and reassurance was to tum to
painting. He was never a painter, but
became one and what he painted was
Picasso,” Chong says.

In Keichii's hands, Picasso’s por-
traits of intimate mother-child bond-
ing become a caricaturized version of
the relationship. Extending a nod to
Picasso’s portraits of weeping women
with grief-distorted faces, in Pleasure
of Picasso — Mother and Child No 118,
Kelchii paints the mother's face in
profile but showing both eyes, shed-
ding tears that hang like pendulums.

Chong admits that though Kelichi
was demonstrably a Picasso fan, not
all of his reinterpretations of the mas-

ter's works are necessarily adulatory.
“I want to emphasize that there are
other modes of speaking to Picasso,
some of which could be critical. And
it's important that conversations can
happen without even intending to”

Fractured females

Picasso’s portrayals of women can
seem 1o be at odds with present-day
sensibilities, More often than not, the
women in his works come across as
over-simplified, sexualized figures,
with exaggerated and distorted fea-
tures. To make matters worse for
the artist, he was by all accounts a
narcissist. Many of the female figures
reduced to a mass of jagged lines,
cones and spheres by him were based
on women of exceptional beauty, and,
as in the cases of Frangolse Gilot and

human bodies, mostly women's, again and
again, like they were made of dlay. You can think
of that as just a pure endless formal artistic
experimentation,” Chong says. On the other
hand, “You can also think of his paintings of
WOMEn a8 expressions of very complex emo-
tions, including love, lust, anger, melancholy
and depression — emotions that Picasso had
felt. All those emotions are there for him to dis-
tort and redefine and reconfigure in his depic-
tion of female bodies. I think its important to
see the complexitics in how these women were
represented.”

Among the Picasso-inspired depictions of
women at the M+ exhibition is a piece by the
Cuban Chinese artist Wifredo Lam (1902-
£2), who was friends with Picasso. In Lams
Woman with a Bird (1949), it is possible to see
elements of Picasso’s cubist phase — similar

use of near-neutral colors and geometric

shapes; his Minotaur phase — the figure

is part-human, part-beast; and even the
famous Weeping Woman (1937) version
of Picasso's portrait of Dora Maar in the

use of sharp, acute angles to suggest a

fernale figure.

To Lam’s son Stephane, the piece
demonstrates “Spanish classicism and a syn-
cretism of Afro-Cuban rites, as expressed in

the artist’s horse-women series”

“My father caume to Europe in search

of freedom of expression that Picasso

catalysed by revealing his African side.
From there he developed his own artistic
grammar,” Stephane Lam says.

In Woman with a Bird, Lam seems to
be referring to a dlassic trope — of paint-
inggs showing women caressing pet birds,

inwhich both domesticated women and
birds are objectified in a way that might
be mutually transferrable. The bird in
the woman's hand is in fact ber replica
in miniature.

\

Dora Maar, artistic talent. Almast all Strange Bird (1945/71) by

of them had been at the receiving  1samu Neguchit
end of theartistsunsavorybehavior.  with Picasso's style of

A lithograph showing a

“Picasso famously twisted, frac-  reducing living beings to white dove against a dark
tured, fragmented and molded their simplified essence. background created by Picas-

On view at the M+ exhibition, Fujiwara’s 2024
pastiche of Picasso’s cardboard guitars has a
Jolling tongue sticking out of the guitar orifice.

“There is hope and futility in Who vs Who s
Who?in avery obvious way but then everything
about a cartoon should be obvious” says Fuji-

a focal point in Guernica by replacing it with a
drone in Who vs Who vs Who?. The silently suf-
fering women in Massacre in Korea are given
greater agency in Fujiwara’s reinterpretation.
‘They brandish smartphones and roses at the
soldiers as they raise their volces in protest.

Thelighttouch

Though they may not be satirists on the
same lines as Fujiwara, quite a few artists fea-
tured in Picasso for Asia seem to resonate with
Picasso’s humor and playfulness. For instance,
Picasso's Large Still Life with Pedestal Tuble
(1931) is flanked by Feng Guodong’s Body
(1978), in which dark paint hangs like treacle
from a clothesline, taking on the shape of a
human profile with a somewhat sinister smile.
Gu Dexin's part-human, part-bird-or-beast
couples torsos in B24(]
to mind Picasso’s fascination with the figure
of the Minotaur from Greek mythology. Both
Feng and Gu hark back to Picasso’s depiction
of an infinitely mutating world where old,
familiar figures morph into bizarre, unknow-
able creatures.

Isamu Noguchi’s brushed bronze minimal-
istic sculpture of mating birds is placed in
close proximity to Picasso’s Nude Woman in
a Red Armchair (1932) and Figures by the
Sea (1931) — both erotically changed, outland-

Laft: Commissioned by M+, Simon Puliwara's Who vs Who vs
Who? A Picture of a Massacre (2024) references Picasso's Guermnica

(1937) and Massacre In Korea (1951). both

created in response to the

innocent civil

t the time of was.

Left: Massacre in
Kores is Picasso's
only woek based on a
political caisis in Asla
— theKcresn Was in
th19%0s The piece is
DOW 00 SOW 81 M+ 88
pact of the Picasso fer
gl Ada -~ A Conversation
exhibition.

Laft: Chinese ink

cultural context to his
renditions of Picassa's
soonic dove images,
univessally regarded
&3 & peace mascot.
Qs Feace Dove (1952)
sspartof the M+
eahibstion on Picasso.

50 in 1949 would eventually
come to be universally recognized as a masoot
of peace. It had a profound impact on Chi-
nese print culture, appearing on posters and
magazine covers, a selection of which are on
show at the M+ exhibition. Also on display
are two adaptations of Picasso's peace dove by
the Chinese master of ink and watercolor, Qi
Baishi (1864-1957). Qi includes apples, a vase
and lotus flower blossoms in his dove paint-
ings. The additional objects are meant to be
picture clues, as the Chinese words for lotus
(he) and vase (ping) add up to make heping —
the Chinese word for “peace”

Chong recalls how while conducting
research for the M+ show, the curators
stumbled on the fact that “Picasso was
widely known in China in the 50s because
he was associated with the image of the dove
as a symbol of peace”

He adds that though for most of his life,
Picasso steered clear of politics. Once the
war in Korea broke out, “he felt that it was
imperative to lend his voice and his fame and
celebrity to the cause of world peace. And
that's how he started populating his canvases
with images of the dove, the symbol of peace”

“I think Picasso believed that art can tran-
scend the fault lines across a fractured world
~ that art can give us hope™

Contact the writer at
basu chinadailyhk.com

IF YOU GO

Picasso for Asia—A Conversation
Dates: Through July 13

Venue: M+, West Kowloon Cultural
District, 38 Museum Drive, Kowloon
www.mptus.org.hk/en/exhibitions/
picasso-for-asia
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LAMPOON

Nonsense saved me: interview to Simon Fujiwara on his
latest show in Milan

THE CREATOR OF WHO THE BAER: «/ CREATED A CARTOON CHARACTER IN ORDER NOT TO BECOME ONE MYSELF». IN MILAN,
THE EXHIBITION WHO IS WHO-DIMENSIONAL ? AT GIO MARCONI

WELCOME TO THE HOTEL MUNBER AND LETTERS FROM MEXICO
Compared to the artistic movements of the twentieth century and the belligerent period we are currently
living in, your research seems to find elements in common with Dadaism: loss of values, existential no-
sense, human contradictions etc. Also in the light of the works Welcome to the Hotel Munber (dissidence
to political systems mixed with the heritage of your family past) or Letters from Mexico (relationship with
the object), how relevant do you think Dada can still be?

DADAISM FOR SIMON FUJIWARA
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«Dada is a movement that embraces nonsense and | think it’s relevant today because we are moving into
a nonsense world. Increasingly we are moving into a time of technological mediation, image fetishism and
a complete marketing reality and that is the logic that underpins our world. In the lockdown time, |
developed my cartoon character Who the Beer as a survival tool to weather this nonsense world.

They consume all of the images and dreams that our capitalist machine pumps out, and they reveal its
nonsense. They are a clown and what’s more they seem to relish this hyper-capitalist world. | borrowed
from Dada at this time, because Dadaism emerged in the early twentieth century in another age of grief
and loss, like ours. It emerged as a nonsense way to make sense of something as massive as war.

Things looked so bleak during the lockdown and before that | felt | was backed into a corner,
philosophically. One can fall into cynicism and despair at a time when everything seems to be collapsing,
from banks and political systems to notions of identity to our environment. But Who the Beer saved me.
Nonsense saved me».

A R N T P T R -—.mm

External view Gié Marconi, Milan. Simon Fujiwara, Who is Who — Dimensional? Photography Fabio
Mantegna.jpg

SIMON FUJIWARA: ART AS A MEDIUM FOR SELF-KNOWLEDGE

Art exposes an idea that is a proof of existence. Your practice often combines autobiographical and
fictional components. Is art for you also a tool for self-therapy and re-invention, reshaping one’s self?
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«Art is my way of trying to put language to a problem | am reckoning with, and so art is a tool for my life —
it has a purpose. In the case of Who the Beer, it was my response to this fundamental question ‘Who am
1?7 Who Should | be?’ but rather than answers, | only had more questions.

Who was my response to the absurdity of a world that forces us to constantly answer to and define
ourselves where the self can apparently be rational, categorized, performed, packaged. | felt in danger of
becoming a cartoon character and so | created a cartoon character in order not to become one myselr.

| think Who the Beer is a radical proposition because they move through the world as a kind of protest —
but not a protest that is saying ‘No’ to everything but one that says ‘yes’ to everything. Who is everything
and nothing, and in this sense is a philosophical proposition disguised as a silly, lovable cartoon bear».

SIMON FUJIWARA: BETWEEN VIDEO AND PAINTING

You use different mediums in the creation of your works. Thinking about Hello, Rehearsal for a Reunion
(with the Father of Pottery) or Studio Pieta (King Kong Komplex), what potential do you sense in video
language?

«At the moment less for myself, because | spent so much time on the screen during the lockdown that |
missed the haptic experience of seeing humans in physical space, and of seeing art in a room. | will make
my way back to video, I'm sure, and | am working on animation at the moment, but it is not my primary
interest. Painting is. | painted as a child and | returned to it a couple of years ago, when | had the time to
really explore what kind of paintings | wanted to make.

| have always loved painting because, well, paintings just ‘Are’ or ‘Are not’ — do you know what | mean?
You can't hide and you can't lie and language won't help you. I'm also quite a good painter, which is
surprising because | thought | was too intelligent to paint well. Dali said you had to be a bit stupid to paint
really well, except for Picasso and maybe Velasquez. | thought | might have ruined my painterly prowess
by over educating myself, but it turns out, | didn’t. Anyway, you don’t have to be a good painter to make a
good painting. You have to be fearless. That would be my ambition».

LIVING IN A WORLD OF IMAGES: THE FUTURE OF WHO THE BAR

The public has become emotionally attached to Who the Bzer. If this character — in the name of identity-
free possibilism — is deprived of individuality, perhaps the only certain fact is their age. Who is now more
than two years old: will they ever evolve in this quest or will the overdose of visual stimuli exacerbate
again and again this identity metamorphism to which they are ‘condemned’?

«Who is like Buddhism, Who is a concept, a philosophy or a way of life. They can’t become old but they
can appear in a cloak of old age, as we do. There is no linearity in the Whoniverse, as there are
seemingly no rules, except that Who will only ever be an image. This ‘I'll never be an authentic three
dimensional being’ is the fairytale paradox that Who lives like Pinocchio that will never be a real boy or the
little Mermaid that just wants to be ‘part of the world’ but has a fish tail instead of legs. | guess Who will
live forever in the paintings, collaged in people’s homes and museums, in the children’s books, maybe in
kids minds as they grow up. | don’t know, does Mickey Mouse age?»

SIMON FUJIWARA’S EXHIBITION WHO IS WHO-DIMENSIONAL ? AT GIO MARCONI IN MILAN

Quotation, irony, color: how did the creation of a site-specific room for your current exhibition at Gié
Marconi develop?
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«l wanted to bathe the visitors in color. Whenever | make an installation, | want to be a good host to the
visitors, | want people to feel joy and pleasure because | am inviting them into my space and | want them
to feel safe and in good hands. | want them to find it beautiful and want to stay. | want the audience to find
intelligence in the exhibitions, the works and in themselves.

Who the Beer is, on the one hand, dealing with difficult and complex issues so | want to make people want
to engage with this, to go through that discomfort with me, because it is rewarding in some other way, be it
haptically, sensorially or just funny. The color palette | use for Who the Beer exhibitions is all dusty, light
pastel hues. | use a certain range of pastels that are casually known as the millennial palette because
they are used a lot in products and advertising by online celebrities and influencers like Kylie Jenner.

This color palette was perfectly ‘Who’ because colors are complex and don’t quite have clear identities.
The light pinks verge on purple, the blues have a drop of pink in them and so on. All of the colors seem to
be hard to describe and on a spectrum, much like the identities we are moving towards, at least in terms
of gender. The conceptual link to Who the Beer is obvious, but the effect in the exhibition spaces makes
you feel as if you are in a dreamlike space, always moving and flowing from one space to the next».

SIMON FUJIWARA
British-Japanese artist, born in 1982 in London, living and working in Berlin. He has participated in

numerous biennials and group exhibitions, including the Biennale de I'lmage en Mouvement 2021, the
16th Istanbul Biennale and the 53rd Venice Biennale.
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frieze

Simon Fujiwara’s ‘Cartoonified’ Quest for
Identity

At Fondazione Prada, the artist’s site-specific installation plays on puns and cultural icons to
debate identify politics through the story of a cartoon bear called Who

A BY ANA VUKADIN IN EU REVIEWS, EXHIBITION REVIEWS | 02 JUN 21

Conceived during the first COVID-19 lockdown, ‘Who the Bar’, Simon Fujiwara’s current solo exhibition at
Fondazione Prada, is the artist’s response to spending the past year living in a world almost entirely mediated by on-
screen imagery. Overwhelmed by a period marked not only by the pandemic but also crucial social change, the artist
sought refuge in drawing and collage, combining his own original characters with photographs and news stories
culled from the internet — from Elon Musk’s space launch to the Black Lives Matter protests. In Milan, Fujiwara has
extended this practice, creating a site-specific installation overflowing with collages, drawings, mixed-media
sculptures and stop-motion animations dedicated to the adventures of an adorable cartoon bear that lends the

exhibition its name.

Simon Fujiwara, ‘Who the Bzer', 2021, exhibition view, Fondazione Prada, Milan,
Italy. Courtesy: the artist and Fondazione Prada, Milan

The result is a superbly entertaining, wildly inventive show, which sees viewers embark on a fairy-tale journey
through a bear-shaped labyrinth made from cardboard. Split into five sections, the installation begins with Who's
inception and leads all the way to their apparent death. Who, we learn, has no clear race, gender or sexuality but, with
the stubborn optimism of many a cartoon character, they relentlessly try on different identities, moving effortlessly
from person to product. In the collage Becoming Who? (An Autobiography) (all works 2021), for instance, Fujiwara’s
character taps into the cult-like status of former FLOTUS Michelle Obama by inserting their silhouette over Obama’s

portrait on the cover of her best-selling book, Becoming (2018).

In an Instagram Live talk, given before the exhibition opened, Fujiwara described the feeling of living through the
pandemic as a ‘collagistic experience’ that was like the ‘rupture in collage where two things that don’t belong together
butt up against each other’. This experience is reflected not only in the artist’s choice of media but also in the diverse
situations in which he locates Who, many of which riff on news events from the past year. In the section ‘Becoming
Who?, our protagonist humorously grapples with questions of gender, as seen in Who's a Man?, a set of 14 drawings
that includes a darkly comic image of Who lying in bed reading up on hypermasculinity, air bubbles of illustrations

and cut-out bullet points like ‘the belief that violence is manly’ floating above their head.

Simon Fujiwara, Who's a Man? (detail), 2021, installation view, Fondazione
Prada, Milan, Ttaly. Courtesy: the artist and Fondazione Prada, Milan

As Who navigates the online world in their quest for an identity, they are repeatedly drawn to cultural icons. In The
Story of Who? (Mummy, Daddy, Home & Car), for example, Who temporarily appropriates tech guru Musk and his
partner, singer Grimes, as family members. Made up of two collages, the first piece features cut-outs of the couple and
babies, childish drawings of trees and flying bees amidst the headline: ‘Breaking news: Elon Musk and Grimes will
raise their child ‘Gender Neutral’ and call it X £ A-12’; the second illustrates Who's dream eco-home. Elsewhere,
climate-change activist Greta Thunberg is recast as Who: Fujiwara overlays a piece of tracing paper featuring a sketch
of the bear sporting Thunberg's signature braid onto the original photograph. As Fujiwara said on Instagram, in a
‘cartoonified’ media landscape where information has to ‘fight to get through the noise’, even something as important

as climate change must be reducible to a single, iconic image to survive.

Simon Fujiwara, "Who the Bzer', 2021, exhibition view. Courtesy: the artist and Fondazione
Prada, Milan

Throughout Who's various iterations, the artist uses humour and irreverence - the show is full of visual puns and
wordplay - to keep each new adventure entertaining and to cut through the polarizing nature of current debates on
identity politics. By showing us the world via Who's simplistic lens, Fujiwara exposes the dangers of ignoring nuance

when grappling with the complex questions of our time.

Simon Fujiwara's ‘W tthe Baen”is on view at Fondazione Prada, Milan, Italy, until 27 September

Main image and thumbnail: Simon Fujiwara, 'Who the Bar), 2021, exhibition view, Fondazione Prada, Milan, Italy. Courtesy: the artist and Fondazione

Prada, Milan
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ART SIMON FUJIWARA

In a Sea of Images

An Interview with Simon Fujiwara

by Frangois Malget

Simon Fujiwara grew up in the British countryside.

Son of a British mother and a Japanese father, he was raised
in an almost exclusively white environment, being the only
person of Asian descent for miles. Always feeling a bit out of
place, never really able to fit in with his surroundings,
questions about identity started to occupy him from an
early age. They continue to do so and through his art, Simon
Fujiwara is questioning our obsessions with authenticity in
relation to identity. Currently, he is showing the exhibition
Who the Baer at Fondazione Prada in Milan. It’s a modern
fairytale of a cartoon bear in search of identity in a world of
images, which is as uplifting as it is discouraging at the
same time. A social commentary on identity, our daily
overconsumption of images and on outdated traditions,

it is Simon Fujiwara’s attempt to untangle the colonization
of our minds through images by dissolving longstanding
associations and assumptions. In his conversation with
Z00, Simon shares insights into his childhood and how the
feeling of constantly being in-between has fueled a quest to
find out what identity means in today’s world.

ZOO MAGAZINE 2021 NO.71

Francois Malget: | wanted to ask you about
your roots. You were born to a British mother
and a Japanese father. How do you think this
bi-cultural background has shaped you and
your practice?

Simon Fujiwara: | think that one of the core themes
that | am always investigating is the question of
what an individual is. It’s an unintentional theme
that seems to run through all of my work, but in
many different ways. For example, | have worked
extensively on Anne Frank. In the case of these
works, | was looking at a kind of “hyper-individual”,
an icon. | tried to look at this icon and take apart
the pieces that created Anne Frank, rather than
accepting her as a natural, historical icon that just
popped onto earth from nowhere. | am always
looking at how media, capitalism and current
social trends influence and shape our ideas of
what an individual is and should be. | grew up gay
and mixed race in a small English village that was
predominantly white. Until | discovered art | didn’t
have anybody or anything | thought | could relate
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to. | was from a single parent household, so
| would look at what | thought were the happy,
perfect white families around and imagine they
had some secret to living that | didn’t know. | think
| even believed that | just had to learn this secret
code to become an authentic person myself. | was
an anthropologist as a child, without knowing it.
| think these early experiences have affected me,
ultimately, in wanting to question our obsession
with authenticity in relation to identity. In a rural
place like this, | learned everything about the world
through images in the media. That’s how | found
out about the great exciting world out there; that
there are gays, people of mixed or other races.
| think that the current work and shifts in identity
politics are extremely important and useful. For
some they are healing, liberating and affirming.
But the language of identification hasn’t yet
worked for me because I've always felt to a certain
extent too much “in-between”. | think that my work
is a search for a language, for myself, to
understand many of these questions and to make

a place for myself that does feel authentic to me.
| keep investigating the question: how is a person
made? Are there other options than the current
individualist ideology?

FM: Your practice is very diverse, including
painting, drawing and installation. Do you have
afavorite, or do you think each is just a medium
to express your total artistic vision?

SF: How | work depends on what the idea is asking
for. When | was working on a project called Joanne,
which was a “rebranding campaign” of my former
high school art teacher, the language was very
much around the power of extremely high-quality
images on us as a society. And also how our
animal, sensual selves that respond to images,
sound and color are trained to revere these kind
of hyper produced images. When an image
reaches a certain quality, the right lighting and so
on, it’s almost as if we are unable to resist it. In
this project, | collaborated with a fashion
photographer. | often work in relation to a project,
but it can also happen that | get interested in a
medium first and then everything revolves around
that, but then the work will often be an investigation
of that medium and what that means. But | am not
attached to a specific medium and | often wonder
why. | think it might have to do with the way the
world looks today - the diversity of materials,
experiences, imagery, cultures and philosophies
that we encounter in a single day make for a

ART SIMON FUJIWARA

collage-like daily experience. | think that | want
my work to reflect the feeling of living in this reality,
to embody or to reflect this breakdown in aesthetic
“harmony” we used to strive for.

FM: Let’s talk a bit about your reconstruction
of the Anne Frank House. What was the
inspiration behind it?

SF: I'll try to summarize a bit, but it was never my
plan to work with Anne Frank. | was teaching in
Amsterdam and | took students to the Anne Frank
House. | was interested in a place that is
considered a must-see, popular “attraction” that
was also a site of remembrance and solemnity
—s0 a place where education and entertainment
meet, in effect. There is something disturbing but
very obvious about this as many monuments
which become tourist attractions often have
problematic or traumatic histories. In any case
with the Anne Frank House, it is extremely
popular, with over a million visitors a year, and
| was interested in understanding its success and
how it connected to the industry or fetish we have
over certain individuals. | had a certain picture of
the place in my mind, but once | went in,
| learned incredible stories about the house that
made me realize that | was full of preconceptions
about the place and its history. By the time | got
to the museum shop, | came across a scale
“build-your-own” model of the house. Somehow,
this product that combines many disparate

89

Exhibition view of “Who the Beer” by Simon Fujiwara
Fondazione Prada, Milan

Photo: Andrea Rossetti

Courtesy: Fondazione Prada

elements — capitalism, remembrance, education,
participation, tragedy — seemed to be a poem of
our times. Of the relationship between the
individual today and society which is now very
much integrated with marketing. It was almost a
symbol of how agile capitalism is today, how far
it can go that even Anne Frank is repurposed and
repackaged for our product-oriented culture
today. But it made sense — Anne Frank is a human,
an ephemeral being that is no longer with us, and
to keep her memory and message alive, she has
to appeal to each generation. This was the
starting point for a large project that explored her
legacy in depth. | tried to look at the tension
between Anne Frank as both subject and symbol,
and to understand what we can learn from her
example about how we objectify humans in
general today, and how we increasingly objectify
ourselves to fit into a market.

FM: In 2013, you showed Problem of the Rock
in Fukuoka, Japan. As you have personal ties
to the country, was it something you especially
prepared for? Can you share a bit of your
experience?

SF: This was not the first time | exhibited in Japan,
but it was perhaps the most traditional context.
The most interesting aspect was working in a
Shinto shrine and thinking about the flexibility of
the Shinto religion, which is deeply interconnected
with materiality. This religion has its base in
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animism, which | found quite liberating, because
body politics and morality were not really
controlled - it’s a religion rooted in material value,
and | was excited to think about what all of that
means in today’s hyper-materialist culture. In that
particular shrine, there are stories of Christians
who were hidden there during the times when
Western religion was repressed in Japan, a
crossing of religions even. | liked that openness a
lot. In Japan, or in Asia in general, the idea of the
individual in society has a quite different expression
to the West, as I'm sure you know well. There is a
stronger sense of collective identity and even
social obedience and group thinking, at least on
the surface. The individual is prized less, you could
say. | think this perspective has had a strong effect
on my suspicion that what we think of as an
authentic expression of the individual in the West
is a construct, just as it is in the East.

FM: | also found this very interesting quote
from you in which you say that “real and fake
do not exist. They are inventions. If we liberate
ourselves from this idea, we can experience
the world more authentically.” Can you
elaborate this thought a bit further, in the
context of this particular exhibition but also
in a broader sense?

SF: Did | say that? It sounds like me, but it sounds
very certain! | am always in a state of confusion,
which is more or less productive. Regarding the
questions of real and authentic, | am constantly
looking at the expression of these ideas. The
language around what is considered authentic is
limiting to me, that | know. But whether authenticity
exists, or whether we should be striving for it or
not is not something | have the answer to. | just
enjoy exploring how we as a society keep looking
for ways to understand ourselves, and | guess
artists are an important part of that questioning,
or at least that’s what | have learned from great
art. There are many kinds of “authentic” and they
all change depending on where you stand - that
is the lesson of our current media-saturated times.
Authentic used to be depicted as white, hetero-
normativity, but now we have many media channels
coming from many more voices, and what was
once understood as authentic is now authoritarian,
monocultural. | agree with this, mostly. The image
of the world has been built around white
hegemonic cultural and real colonialism. But as
we break down the traditional social pillars, the
question of being authentic has risen to a very
prized place. You just have to look at every advert
today to understand how important this word is
for our society, yet nobody seems to be able to
answer it. The paradox is that we experience the
world more and more through images, and we
know as image producers and consumers that
most images are not authentic, they are
manipulations and crops of selected realities.
| suppose it is in this world of thinking that my

project, Who the Beer was born. Who the Beer is
a kind of theoretical being, a cartoon character
creation somewhere between subject and symbol.
| wanted to take these questions of what is
authentic vs. what is fake to the extreme: where
there is no distinction between fantasy and
authenticity anymore. Who the Beer is an image
and they have accepted that, and so they look for
a self in the world of other images. | wanted to
propose a kind of emancipated position where we
could experience a subject liberated from the need
to be authentic, and explore what that would look
like. With Who the Baer, you go on a kind of journey
into the dark recesses of the logic of capitalism
and image culture, in a playful and absurd way.
| wanted it to spark joy in a discussion that can
get quite dark very quickly.

FM: But then let’s talk about the current
exhibition at Fondazione Prada. First of all, |
wanted to ask what it feels like to be invited to
exhibit at such a location?

SF: First and foremost, the architecture of that
place is really amazing and the fact that it really
foregrounds big and experimental projects on
such a scale is really rare and special. But, it is
also a strange moment to do something on that
scale. [Laughs] Especially in a world that is in the
midst of an ongoing pandemic. It has been a
reckoning for me, because of that question of
creating something that is very special and large
in a moment of time where there is a lot of
suffering and pain. | have been asking myself a
lot about the values of that. That thinking fed into
the making of the work. Despite the scale of the
overall project, | wanted to keep the production
simple and close to my hand, partly because the
logistics of outsourcing production would have
been ridiculous in a pandemic time, but also
because the project began as a set of hand-made
collages. | wanted there to be a directness and
immediacy because the project was born that
way, in a very responsive manner, in a time full of
questions without answers.

FM: Who the Beer is a modern fairytale about a
cartoon bear in search of identity in a world of
images. On the one hand it’s a very uplifting tale
of complete freedom, like you mentioned, but
on the other hand, it is also quite discouraging,
as they are aware or become aware, that they
might never become anything else but a mere
image. What do you think is the meaning of
images in our society today?

SF: | am always thinking about images, their
meaning, if any, their effect, if any, their power.
That’s obvious, | suppose, because | am a maker
of images. But as a maker, | don’t want to be
consumed by images as problems only, | want
them to offer liberation, to break the entrenched
patterns of thinking or experiences, because art
did this for me. Today, the status of images has

changed a lot since | was a child. Image production
is in the hands of “the many”, and there are billions
of images produced every day. One of the reasons
| made Who the Baer, who in some ways operates
as a personal avatar through the world of pictures,
was a way for me to take power over this image
culture we inhabit, a thesis or proposal on how to
not be consumed by images. So | produced a
character that consumes images. | know that | have
been colonized by images throughout my life, and
this was a way to recolonize them, or to at least
speak back so that the image bombardment was
not just one way. For example, in this exhibition
you see the word “bear” and you immediately
assume it’s a male bear. Why is that? You know
there are female bears too, but for most people it’s
a male automatically. We always tend to think of
bears as male, because they have aggressive traits,
they are big and hairy. That’s in direct correlation
to how men and women were and continue to be
depicted. It’s this type of colonization of imagery
throughout history that | am referring to. So, | am
trying to untangle this colonization by trying to
take these things out. It’s a vehicle to avoid these
things and a way to not be consumed by outdated
traditions.

FM: So, would you think it is fair to say that
there is an autobiographical aspect to the
cartoon character?

SF: | don’t know, sure. [Laughs] You know, it comes
from me, but at the same time goes way beyond
myself. | am aware that there is a limit to me as a
person, there are limits to an individual. The world
does not admit that right now, because society
tells us that we can be anything and we should
strive to be everything, but | don’t think that’s
possible. | do not want to be just me, | want to be
more, not in the sense of a hyper-being or anything
like that. | just want to exceed my borders, to
understand people, understand them sideways,
understand different realities and to grow in this
way. Who the Beer is one way | experiment in
exceeding my limits.

FM: When | saw Who the Beer for the first time
itreminded me of this cuddly toy | have, which
is kind of like a bear. And then | associated it
with children’s stories, like the German one
about a plush bunny called Felix, that leaves
home to discover the world - | don’t know if
you know it. Did you ever have a teddy bear or
cuddly toy and is Who the Baer maybe based
on that?

SF: No, as a kid | was more interested in adult
things. The only fairytale | really loved was Beauty
and the Beast. It was the only one | could vaguely
relate to because it was about love between two
different species. [Laughs] This impossible love
between an animal and a human felt, in retrospect,
like a queer story in some ways. | think that is why
| was so disappointed at the end when the beast

“But as a maker, I don’t want to be consumed by images as
problems only, I want them to offer liberation, to break the
entrenched patterns of thinking or experiences, because art did

this for me.”
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Fondazione Prada, Milan
Photo: Andrea Rossetti
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would turn into a human. As a child | loved the idea
of a world in which a candle holder or wardrobe
would be alive, where there is magic in objects.
But to discuss why it is that | work with the figure
of a bear now, | was interested in the idea of
regression, nostalgia and simplicity. Our world is
very complicated right now, and especially with
Covid-19, there seems to be a natural trend toward
comfort, security and simplicity. | think Who the
Beer is my form of banana bread baking. | sort of
regressed into a childish world of fantasy...

FM: So, you actually started to study
architecture at the University of Cambridge.
So, was becoming an artist not always your
goal? And does an architectural education
still influence your work today?

SF: | always wanted to be an artist. | just didn’t
want to study art immediately, so | studied
architecture first. | mean, | love architecture, I've
always loved it. But still | knew | wanted to be an
artist, so | went to study architecture to have some
other experiences and education. Unfortunately,
there is not so much to say about it. [Laughs]
| think architecture taught me a lot of things in
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Drawing images for “Who the Bzer”, 2020

Courtesy the artist; Dvir Gallery, Tel Aviv/ Brussels; GioMARCONI, Milan;

Taro Nasu, Tokyo; Esther Schipper, Berlin

Image attribution: Albrecht Diirer, Adam and Eve, 1507, online gallery Museo del Prado, Madrid

terms of production and thinking about a project
on many dimensions, and allowing other people
and voices into a work. So, in a way the projects
I make are kind of like these buildings that have a
lot of content inside, that can move around freely.
I think that has been the main influence of it.

FM: One of your earliest and most notable works
is the Museum of Incest, which as a title was
very confusing to a lot of people. Can you maybe
talk a bit about the project, what was the
inspiration and how did the project come about?
SF: It was actually one of the first works | made.
It’s interesting you ask about that, because so
many of my projects have come out from that.
There are different reasons why | made this work.
After graduating architecture school, | found it
hard to establish myself as an artist amongst my
peers in art school. Back then there was a strong
aura of authenticity surrounding artists and a lot
of fellow students reduced me to my background
in architecture. | remember thinking that “if
everybody thinks | am an architect, then | should
make buildings, so let’s see what that would look
like!” It just happened that my brother was living
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in Tanzania and | was travelling with my family in
Tanzania and Kenya. | really wanted to see Olduvai
Gorge, one of the so-called ancestral sites of
humanity. | was interested in this idea from a racial
standpoint and the idea of these discoveries was
that race emerges in a much less linear way than
we think. And if we think of it that way, we are all
ancestrally African. | kind of started to form ideas
around this specific site in Africa and | had the
plan of building some kind of architectural
structure to prove to my school mates that | was
an architect. So, | developed this project titled The
Museum of Incest, which was about familial
history, looking at the problem of how the history
of ancestry has been written. | did not want to deal
with this on an ethical or moral level, | wanted to
deal with this as design. So, | asked myself, what
would a museum look like that tells this story, that
makes it interesting theoretically, the way | am
looking at it sideways as a metaphor? What is the
design of such a museum? What kind of architect
would design it? What would be the meaning
behind a café or gift shop in such a context and
what kind of works would be on display? | like
engaging with such things theoretically.

FM: Two other works that | thought were
incredibly interesting were the ones based on
Angela Merkel and Marie Antoinette. | feel as
if women, strong female characters, play an
important role in your work. Is there a special
reason for this?

SF: One of the things | am interested in is how we
negotiate the boundary between being a human
and being a product right now and how in many
ways we try to brand ourselves on an individual
level. We try to figure out how to become objects
in a way. We try to figure out how to become a
tradable commodity, because once you figure
that out, you can make a lot of money. Take the
Kardashians for example, right? They have turned
their image into something that people can share
and comment on. How do | reduce myself to a
thing? This negotiation between thingness and
humanness has its extreme expression in slavery
and in a different but also long history in the notion
of womanhood, as women were considered
property for several centuries. That is interesting
for me, because in women we see a subject, a
sort of human subject, that had to navigate over
centuries what it means to be seen as an object,
an objectified being, but knowing they are a
subject and the conflict which arises between the
two. That leads to many complex expressions of
what it means to be a human, which are relevant
still today, except today we have new questions
around the self as an object, which | mentioned
just now. Women continue to be more objectified
than men, but men are beginning to think of
themselves as commodities too. | looked at

women through this particular lens. In the case
of Anne Frank for example it is as a tradable icon
and representation, for Joanne in our age as a
digital image and with Marie Antoinette, as a very
early narrative of a women being trapped in her
own image as an object. For her in particular, | was
interested in the merchandise made around her.

FM: You are getting more successful as an
artist. Simon Fujiwara is not going to be just
a name anymore. How do you deal with that
yourself and how does it influence your
everyday life?

SF: | don’t really work in a singular, iconic or
recognizable style, so | think that avoids this
trademark appeal that the market or blockbuster
shows seems to desire. My works seems to resist
being tied to an aesthetic, and | try to keep things
as complex as possible. But who knows, how can
anybody resist the branding machine, anymore?

FM: And then as my last question, | wanted to
ask: what goals have you set yourself for your
career or for the foreseeable future?

SF: | feel like I’'m always just reacting to what is
happening around me. | would like to be in a
position where | can make art for the rest of my
life, and to keep being in a dialogue with people
and the world about what | am thinking. That’s a
privilege | hold dear.

FM: Thank you very much Simon!

www.fondazioneprada.org
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Exhibition view of “Who the Bezer” by Simon Fujiwara
Fondazione Prada, Milan

Photo: Andrea Rossetti

Courtesy: Fondazione Prada
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Simon Fujiwara “Once Upon a Who" Esther Schipper / Berlin
by Claire Koron Elat

MD23as58

Simon Fujiwara, “Once Upon a Who?". Exhibition view at Esther Schipper, Berlin, 2022. Photography by Andrea Ressetti. Courtesy of the artist and Esther
Schipper, Berlin.

Simon Fujiwara's “Who the Baer" character would surely indulge Marshall McLuhan's “gadget lover,” caressing them
feverishly, in the same way that Who perches on the gadget lover's contemporary lovers, lurching from Kylie Jenner
to Greta Thunberg in the photo collage work The Who in Who's Who (Icons 1) (2021). Who the Beer would obsessively
transform the gadget lover into a consumable icon to transgress, exemplifying McLuhan's concept of technology as a
kind of human surrogate until the next person can be turned into a cartoonish spectacle. Without a fixed identity or
gender, Who is everywhere while being nowhere.

“Once Upon a Who" at Esther Schipper is Fujiwara's continuation of his ongoing “Who the Beer™ project. Reminiscent
of AnnLee, a manga character acquired by Philippe Parreno and Pierre Huyghe in the late 1990s, Who is less uncanny
visually but tackles similar issues of ownership and identity in a digitized capitalist world. While AnnLee has been
given back to herself — her copyright was transferred to a foundation owned by her — Who the Beer levitates above
an equivocal realm of ownership. Who does Who belong to?

RO G T e S T
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Simon Fupwara, Cinderela Who on Their Way To..7, 2022. Pastel on paper. 485 x 86,5 x 3,5 cm. Photography by Andrea Rossetti. Courtesy of the artist and
Esther Schipper, Berlin.

In the last room of the exhibition, divided into dissimilar thematically organized sections, McLuhan's gadget lover can
be found as a material petrification, taking the shape of the aluminum-colored cardboard robot Who's Only Whoman
(2021). Who has indeed transgressed and metamorphosed into a playful tech apparatus. In enticing fairy-tale pastel
pink, blue, and grass-green drawings, such as Cinderella Who on Their Way To...? (2022) or Aladdin Who Makes a
Wish? (2021), Fujiwara references folk tales that have been racially romanticized and commodified by media
conglomerates. Still, it is not Fujiwara who tells us these stories of Western appropriation — even more explicitly in a
sculpture imitating Tutankhamen or a collage showing a sliced image of the Parthenon Marbles scribbled over with
the infantile bear’s face and a slogan that asks, “Property of Who?" The artist seemingly distances himself from the
bear's explorations and opinions. Just as Who is everywhere — in the Humboldt Forum or on a colonial human safari
trip with Prince Philip — and nowhere, he can also be everyone and no one.

“Is Who your alter ego?” | ask Fujiwara while we stand in front of the Whotique, a merchandise boutique in
collaboration with Highsnobiety, filled with buyable goods such as hoodies and T-shirts onto which Who's face is
printed. "Maybe Who is yours?" Fujiwara asks in response.
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Simon Fujiwara, Seif Help Who? (Book Stack), 2021, Colored paper collage. 66,6 x 53,6 cm. Photography by Andrea Rossetti. Courtesy of the artist and
Esther Schipper, Berfin,

The collaboration demonstrates the calcification of fine art and fashion as well as “high culture” and “low culture”; it
also shows that we are on the verge of such distinctions becoming obsolete.

The identity-shaping field of fashion is, moreover, tackled in a multitude of other works in the exhibition. Who's
Original Sin? (2021), a print of an Adam and Eve painting (1507) by Direr, cut into rectangular pieces and partially
veiled with sketches of Who, energy drink cans, and fragments of jeans, draws attention to the universal denim
garment. Like Disney’s methods of appropriation and romanticization for increasing a subject's mass appeal, the
fashion industry artificially glamourizes jeans, originally fabricated as work wear for laborers.

Who, ultimately an empty corpse, is interested in all the phenomena of the world, questioning corporations, identity,
and art as they all fluidly overlap in hollow echoes of what it means to exist. In the end, the only substance that lingers
is a question: Who?
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Once Upon a Who?, 2021, stills from stop-motion animation with installation: 4 min 48
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“How can I make art when all the world is a conceptual artwork?
What do you do then?” Simon Fujiwara is known for his complex
and multilayered works spanning everything from the rebranding
of a woman whose career was destroyed after her private photos
were circulated in her workplace, to the origins of commercial
culture via the last queen of France. His most recent project is a
cartoon bear named Who, with an appetite for images and a quest
for identity. Who is an extrapolation from an approach that runs
throughout the artist’s body of work. An inveterate storyteller,
Fujiwara exposes and unpicks issues of identity through near
forensic investigations into images including literal likenesses,
public personae, ideology, and myth.

The British-Japanese artist’s childhood was spent in St Ives,
in southwest England. “I suppose one of the good things about
growing up there was that it was so boring,” Fujiwara reflected. “It
was very much a monoculture, very remote—and, of course, before
the internet, so I spent a lot of time daydreaming and waiting
for magazines I'd ordered on subscription to arrive. I think that’s
why my interest in images started—because I was so starved of
them.” Despite St Ives’ significant art credentials—famed for its
superlative light, it has been a mecca for artists since the late 19th
century, its legacy cemented by the launch of mega museum-brand
Tate’s outpost there in 1993—it wasn’t the town’s offerings that
inspired the teenage Fujiwara. “I mean, what’s a kid going to do
with lots of abstract paintings and Barbara Hepworth sculptures?”
he said. Rather, he looked to the YBAs, or Young British Artists.
Widely dubbed the enfants terribles of the art world when they
emerged in London in the 1990s, the YBAs were, for a time, just as
likely to appear in British tabloids for stumbling out of nightclubs
as they were for their art. It was in newspapers that Fujiwara first
encountered these scene-shaking artists, with one in particular
igniting his sense of rebellion. “It was Tracey Emin that I really
related to,” he recalled. “It wasn’t just that she was also from a
small seaside town [Margate]; the idea of exhibiting your bed was
so amazing to me and such an affront to society, structure, and
everything else that I also didn't really relate to.”

After leaving St Ives to move to Japan and then to London with
his family, Fujiwara went on to study architecture at England’s
University of Cambridge, secure in the conviction that although art
would be his life, a grounding in a different subject matter would
not be a bad thing. “I've used [my architectural training] a lot in
my work,” he said. “The projects are constructed in a very three-
dimensional way, philosophically and theoretically. I think about
the user—the audience—and about how everything occupies a
space, how you see things in sequence.”

In 2006, Fujiwara moved to Germany, initially dividing his time
between Berlin and Frankfurt where he studied fine art at
the Staatliche Hochschule fiir Bildende Kiinste. There, he
developed a series of quasi-autobiographical performative works,
presented as narrated tours through imagined architectures.
They include The Incest Museum (2007-), an absurdist mashup of
ethnography and eroticism comprising a painting by his father,

a slideshow, publication, and artifacts from northern Tanzania’s
Olduvai Gorge, which is dubbed the Cradle of Mankind for its
paleoanthropological importance. The multipart work revolves
around the premise that for species survival, early man must have
engaged in incest. Fujiwara traveled to Tanzania, following in the
footsteps of his father whose photograph from the same journey
almost 40 years prior features alongside newspaper cuttings
reporting the 1964 announcement of ancient human Homo habilis’
discovery. Further blurring shared and personal histories, the
architecture of Fujiwara’s proposed museum is directly inspired by
a three-globed goldfish bowl, designed by his architect father.

Similarly, Welcome to the Hotel Munber (2008-10) weaves
Fujiwara’s family history into an elaborate fictional narrative,
set inside a reconstruction of the bar at the hotel his family once
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owned in Catalonia, Spain. The work is a homoerotic retelling of
his parents’ experiences during the dictatorship of Spanish general
Francisco Franco. Based around an erotic novel Fujiwara attempted
to write, it addresses sexual oppression during the fascist regime
through the desires of its protagonist—the artist’s father—and

its physical setting, which is hypereroticized through phallic and
suggestive objects. This signature combination of storytelling and
conjuring places was in part a reaction to his art-school peers who,
Fujiwara said, “Weren’t really accepting of me as an artist at first,
because I'd studied architecture. It was as if there was some kind

of purity to this identity of an artist, a kind of pedigree.” That his
performances won over his fellow students was the catalyst for a
major theme that runs through Fujiwara’s practice: engineering
identity. “They were, like, it’s so personal, so weird, so specific, or
so collaged. I thought, “This is interesting: I have the power to really
play with how people see me, what my identity is.”

Fujiwara’s semi-autobiographical approach continued after his
graduation from art school in Frankfurt. Created for his “Since 1982”
exhibition at Tate St Ives in 2012, the video Rehearsal for a Reunion
(with the Father of Pottery) (2011) revolves around a drama that
he wrote about his reunion with his “distanced” Japanese father,
during which the pair made a ceramic tea set. Over the course
of the work, Fujiwara and a hired actor playing his father discuss
the script, set “somewhere between England and Japan,” and the
symbolism of the replica teacups fashioned after those by the

Hong Kong-born “Father of British Pottery,” Bernard Leach
(1887-1979), whose own life straddled East and West, and whose
East-Asia-inspired ceramics Fujiwara recalls visiting in the St Ives
museum dedicated to his work. A complex mesh of fiction and
reality, the actors’ discussion was like a therapy session, ranging
in subject from Fujiwara’s childhood memories to ways in which
the play could be “an exorcism” for things not said at the reunion.
Peppered with dark humor, the work culminates with the cathartic
smashing of the tea set.

In recent years, Fujiwara has moved away from the dissection,
amplification, and reconfiguration of his own identity, and instead
focused on those of others. The shift was a conscious one: “I realized
there was a way people understood my work—‘The guy that does the
autobiographical narratives’—and I wanted to avoid that branding,”
he said. “Working with myself is always interesting to an audience,
but I wanted to destroy that fetish. That's what I was trying to do
by undermining those biographies, but it had the opposite effect.

So I removed myself and started thinking about how to expand the
thinking I'd developed as ways of approaching bigger issues, and
more dangerous, higher stake topics. It’s all a game of expanding the
self, or making a more complex vision of what a self is.”

Fujiwara’s high school art teacher, Joanne Salley, embodies
precisely the multifaceted identity the artist is known for profiling
in his later projects. A former beauty queen, artist, teacher,
marathon runner, champion boxer, and, in her own words,

Detailed installation view of Welcome to the Hotel Munber, 2008-10, mixed-media installation, dimensions variable, at “Art and Porn,” ARoS, Aarhus, 2019. Photo by Anders Sune Berg.
Courtesy Collezione Prada.
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“chameleon,” her complexity was reduced to that of “Topless
Teacher” in the British press after students at the school where she
taught found and circulated photographs of her taken in private.
“She’s been treated like a total cardboard cutout by the press. She
basically became a cartoon,” said Fujiwara. “I think The Simpsons
are treated with more complexity than she has been.” Comprising
images by fashion photographer Andreas Larsson and a film,
Joanne (2016/2018) is a portrait of a woman seeking to rebuild her
public image. The meta-documentary is heavily commercial in
approach: we watch Salley consult with a PR firm, and the film
makes full use of cinematographic signifiers of “authenticity,” such
as behind-the-scenes footage, handheld shots, and selfie videos.
These tools are used to present contrived, curated snapshots of
Salley’s identity. All metaphors for her authentic self, the images
span the figurative—Salley in the boxing ring, dozing on a couch,
eating avocado on toast in a sun-drenched kitchen—to the literal:
unfurling a blank canvas, posing with a chameleon, and in the
film’s closing scene, actual mudslinging. Cutting through the
marketing gloss, we learn the devastating impact the incident had
on Salley as she walks the grounds of her former employer. More
nuanced than the one-dimensional victim-and-deviant portrayed
in her photo scandal, Fujiwara’s Joanne is an uncomfortable watch.
Manipulating identities, the work reveals, is multidirectional.
Highly self-aware, Joanne exploits the tricks and tropes of an
image-centric society, pitching the complexity of identity against
the superficiality of image. “When I think about how the world
became this marketing nightmare, where everything is a marketing
opportunity, and the effects that has on authenticity or experience,
1 find comfort in the fact that this whole idea was created by artists,”
said Fujiwara. “That was the notion of conceptual art: to name and

give form to the abstract or immaterial. It was an amazing thing

for artists to reveal—that humans can latch on to that value—and
marketers learned from the artists to sell an atmosphere, a mood, or
afeeling. Things that people want to buy into.”

This was the starting point for Fujiwara’s most controversial
series, which he started in 2017 and is centered on the capitalistic
campaigns that have been constructed around Dutch diarist and
Holocaust victim Anne Frank. Calling on the artist’s architecture
background, the series’ first iteration, titled Hope House (2017), is a
full-scale reconstruction of the house that Anne Frank lived and hid
in during the Nazi occupation of the Netherlands. Debuted at Dvir
Gallery, in Israel, the work was inspired by a toy model of the home,
purchased in the gift shop of the Anne Frank House museum. The
building is as much a site of literary pilgrimage for millions inspired
by Frank’s story as it is a tourist attraction in Amsterdam: staged
for visitors, its unauthentic props coexist alongside the ideological
purity associated with the diarist, and the enormity of her place in
history. “There’s the tragedy of Anne Frank being murdered by the
Nazi regime, and then being exploited, sold, and commodified so
extremely. I started to investigate her legacy, her simplification, of
even her diary being edited to remove anything risqué.”

The second iteration of Fujiwara’s investigation into the pull of
Frank’s image, co-opted and capitalized on as a symbol for peace, is
Likeness (2018). It comprises a life-size model of the diarist sat at her
desk, smiling at her audience, and is a copy of a wax statue at the
Berlin branch of the popular waxwork museum Madame Tussauds.
As with other projects, Fujiwara worked alongside material
specialists to create the dummy: “There’s always a philosophical
approach to production: what does it mean that something is made
in this way, and what does the producer making it mean?” In the

Partial installation view of Joanne, 2016/2018, three free-standing aluminum-clad structures, digital prints, lightboxes, LED monitors screening video:
12 min 6 sec, overall dimensions variable, at “Joanne,” Arken Museum of Modern Art, Ishej, 2019. Photo by David Stjernholm. Courtesy the artist and
Esther Schipper, Berlin.
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Installation view of Likeness, 2018, wax sculpture, vintage desk, chair, lamp and objects, handrail, and two-channel video with color and sound: 19 min 34 sec, overall dimensions variable, at the
Preis der Nationalgalerie exhibition, Hamburger Bahnhof, Berlin, 2019. Photo by Andrea Rossetti. Courtesy the artist; Dvir Gallery, Tel Aviv/Brussels; Gié Marconi, Milan; Taro Nasu, Tokyo; and

Esther Schipper, Berlin.

case of Likeness, he hired a former employee of Madame Tussauds,
“who knows what discussions go into how to design a young girl
in color and in 3D who we only have black and white photos of.
How do we choose her hair color? How do we make her look Jewish
enough? White enough? Appealing enough to a mass audience?
There are all these horrific questions you start going through,
which I found out about because suddenly the wax-figure maker is
bringing me sets of eyeballs so I can choose what color Anne Frank’s
eyes should be.”

Women have been front and center of Fujiwara’s artistic practice.
In addition to Joanne Salley and Anne Frank, Marie Antoinette has
also been a subject of the artist’s investigations. First presented
at Tokyo’s Taro Nasu gallery in 2019, “The Antoinette Effect”
featured A Dramatically Enlarged Set of Golden Guillotine Earrings
Depicting the Severed Heads of Marie Antoinette and King Louis
XVI (2019). The oversize fashion accessory alludes to the last
queen of France’s commercial appeal, even in gruesome death. In
the 18th century, Marie Antoinette became one of the first people
whose image was duplicated and circulated, if not accurately then
consistently, thanks to the invention of the printing press, emerging
as an early media personality. Yet with its relaxed hair and natural
complexion, Fujiwara’s wax model Marie Antoinette Head (2019)
appears so much softer, and more human than the high-haired and
ostentatious queen of the history books. Impaled on a metal pole,
it might be severed and spiked post-execution, or the crowning
component of a commemorative dummy. Fujiwara’s profile
focuses on the ripple effect around the icon, and the industries
her own reportedly outrageous consumerism helped activate. Of
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his tendency to showcase women, Fujiwara said, “For large swathes of
history, women have been literal objects: tradable commodities that

are married into families to produce children. More than half of the
world’s population has been objectified in this way, which brings with
it histories of aesthetics, thingness, and body shape—everything that
we’re now trying to understand, reappraise, shake off, reconfirm. When
Ilook at women historically, I see a pattern of how we’ve moved as a
society toward [where we are now], much more clearly than through the
history of men.”

Fujiwara’s latest body of work is centered on Who, a cartoon bear
on a quest for identity in an ever-expanding universe of tableaus and
social settings. Who pivots from Fujiwara’s prior investigations into
society’s propensity and predilection for reductionism, as seen in the
simplification of Anne Frank, and the commercialization surrounding
Marie Antoinette’s image. “Reduction often happens to the most
complex and horrific things: violence against women, injustice, the
Holocaust—it’s the worst things that we want to find the simplest
icons for, as a way to make them consumable,” he said. “In the past I've
dealt with people who have become like cartoons. But what if I make a
cartoon that then walks into the real world and sees it in this reduced
way that’s essentially already there? The abundance is there, so why not
feast on it.”

In contrast to the highly polished productions that characterize
Fujiwara’s earlier career, Who's aesthetic is disarmingly unsophisticated.
“Who came out of lockdown,” the artist explained. “Suddenly I was
in total solitude, and I thought, I can make whatever I want. I always
have, but they’ve been these grand productions involving film crews,
producers . .. So I asked myself, what can I do with my own hands?”
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Who's Original Sin?, 2021, inkjet print, acetate paper, fabric, aluminum cans, pastel, and charcoal, 1779x91.5x4.2cm each. Photo by Andrea Rossetti.
Courtesy the artist and Esther Schipper, Berlin.
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Starting from charcoal sketches (“apocalyptically, I thought if the
world is ending there are going to be lots of burned trees, so this is
a material that won’t fail me”), Who’s evolution is correlated with
the pandemic and ongoing social movements, including #MeToo
and Black Lives Matter. “I was watching the whole world shift,

but through my iPhone: people were posting about their politics

or the clothes that they’re wearing, as gender was collapsing,

race exploding, and the whole world order was being questioned.

I wanted to respond to these images.” The juxtaposition of
fragmented visuals, particularly in German Dadaist Hannah Héch’s
interwar photomontages and the collage works of American artist
Martha Rosler, who used the technique to protest the Vietnam War,
struck him as a fitting approach: “It felt like a similar response to
trauma, and a great way to think about this moment.”

Who is a jeans-wearing bear, with a yellow heart on their chest,
prominent ears, long tongue, and cute, upturned snout. But beyond
their image, Who is completely undefined, and without gender,
beliefs, or sexuality. Their purpose, pursuit, and joy is appropriating
identities by assimilating an ever-expanding world of images. The
ongoing series has seen Who's likeness superimposed onto figures
from climate activist Greta Thunberg and former United States
president Barack Obama, to reality-TV star Kim Kardashian and the
Easter Island statues. They have appeared as Leonardo Da Vinci’s
Mona Lisa (¢, 1503) and in Gustav Klimt’s The Kiss (1907-08), and
overlaying the Sydney Opera House and the Bilbao Guggenheim.
“Who mirrors our times where trying to be rational, find a position,

an argument, or identity is becoming an absurd outdated quest that
isn’t really serving us,” said Fujiwara.

Who made their institutional debut in April 2021 at Fujiwara’s
solo exhibition “Who the Beaer,” hosted by Milan’s Fondazione Prada.
There, the character appeared throughout a winding, bear-shaped
labyrinth made of cardboard, in collages, drawings, and models.
Who has also been given their own Instagram account; a line of
merchandise in partnership with streetwear and media brand
Highsnobiety; and took center stage in Esther Schipper gallery’s
first exhibition of 2022, “Once Upon a Who,” in Berlin.

Although Who’s celebrity has grown since those first lockdown
charcoal drawings, the series’ homespun quality remains. When
I visited Fujiwara at the end of 2021, we watched a stop-motion
animation of a poem introducing Who and their adventures that
was later featured in the Esther Schipper show: “I hired a voice actor
but it just wasn’t right, so I ended up doing it myself,” he said. His
Berlin studio is all glue guns, cardboard, and Perspex sheets, with a
recent creation—a crude mock-up of Who as Henri Matisse’s iconic
Blue Nudes (1952)—propped on the floor. Fujiwara is clearly loving
the immediacy of the crafting, making, and doing that goes into
Who. “The [works] have to have energy, not quality. Who just wants
to respond to all these images. It has to be fast and visceral,” he
said. “There’s something about Who that revives one’s belief in the
world—you can use everything, it’s all up for grabs. I just listen to
what Who wants and they guide me. It’s usually the simple things,
which is nice because it means I don’t have to think so much.”

A True Account of Who the Bzer, 2021, multimedia sculpture: sketchbook, drawings, paper collage, honey bottle, aluminum can, cutter, scissors, scotch tape, pencils and markers in cardboard
frame, metallic base, video on monitor, speakers. Video length: 2 min 3 sec. Video attribution: Andrea Rossetti, Peter Klashorst; Derek Bridges; Viking/Penguin Random House; Kevin Phillips /
Devanath/Pixabay; monkeybusinessimages / iStock by Getty Images; VintageSnipsAndClips / Pixabay. Music credits: Ghostly by Paul Mottram, Audio Network/SIA. At "Who the Beer," Fondazione
Prada, Milan, 2021. Photo by Andrea Rossetti. Courtesy the artist and Fondazione Prada.
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