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Could you tell us about your role in this exhibition?

An exhibition designer translates the curator’s concept and the artist’s
vision into spatial form. The process begins simply with an Excel sheet. |
chart each work’s dimensions, medium, sequence, and overall spatial
flow, then develop the layout based on architectural plans. From there, |
refine every element, including lighting, wall construction, and
circulation and safety planning, so that visitors are guided seamlessly
through the artist’s inner world.

George Condo's works are known for their intensity. What was the
first idea orimage that came to mind when you took on this project?
| wanted the space to convey the force and vitality of his work. Color
became the key. Each room was assigned a distinct tone so that the
space itself could come alive. At the same time, | calibrated the palette
to ensure it never overwhelmed the works. In rooms filled with many
colors, | introduced shades of green to bring cohesion and calm to the
overall energy. Condo’s works are charged with a lot of energy, and the
space needed to sustain that pulse.
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How did Condo respond?

He raised almost no objections. The structure | proposed for the Blue
Room was accepted as it was—a corridor lined with deep blue walls,
densely hung with drawings. | also suggested a black room for his
monochrome paintings, conceived with the atmosphere of a chapel in
mind, where the dark walls allowed his black works to glow. That was the
space he loved most.

Do the physical constraints of a space ever become an obstacle in
exhibition design?

They often do. In some cases, the space itself becomes the greatest
constraint. For example, a street art project | designed for the Musée
d'Orsay ended up visually overwhelming; the scale expanded too much,
and the works lost clarity. Space is always at the heart of an exhibition,
yet it remains the most delicate variable. In such situations, | opt for the
most restrained form possible. At the Bourse de Commerce, for instance,

the slanted walls create complex geometries, so | avoid decorative or

experimental installations and choose the simplest composition instead.




In that way, the integrity of both the archives and the artworks is
preserved.

What makes working with a living artist like George Condo special?
When the artist is alive and actively engaged, the process takes on a
completely different dimension. The curator, the artist, and the
exhibition designer work together to shape the exhibition as a true
collaboration. Condo is meticulous about how his works are seen, so |
focused on giving spatial form to the tension he creates between chaos
and order, while ensuring the environment remained a quiet stage that
never overpowered the works. On the installation day, he visited the
museum and simply said, “Very good,” visibly pleased. Although | had
worked with his pieces before, it was my first time meeting him in
person, and being able to exchange thoughts on the design directly with
him made the experience especially meaningful.

Musée d’Art Moderne de Paris seems to be a familiar setting for you.
What are the advantages and challenges of working repeatedly in the
same space?

This must be my twentieth exhibition there. | know the place by heart—
the ceiling height, the slope of the stairs, even the direction of the light—
so there’s no need to measure anything anymore. (laughs) Yet the real
challenge lies in making it feel new each time. | try to change the rhythm
of the space each time: “This time, we'll move to the right instead of the
left,” or “This time, we'll leave the center open.” Still, familiarity has its
benefits. For example, when a curator suggests a certain circulation, | can
immediately say, “That direction will cast the works in backlight.”

How do you navigate differences of opinion with curators?

To be honest, it's diplomacy. (laughs) Curators seek to visualize their
ideas, while | assess whether those ideas are spatially viable. There is
always a degree of tension between us. But my goal is not to assert my
own ideas, but to ensure that the exhibition works as a whole. So rather
than saying, “That won’t work,” | explain, “If we follow that direction,
the viewer's sightline will be blocked.” Most of the time, that resolves it.
What do you pay the most attention to when designing a space?

The visitor's gaze. Musée d’Art Moderne may seem like a horizontal
space, but it actually has both an above and a below. Some exhibitions
are seen from above, others from below. This dynamic—what we call
plongée and contre-plongée—creates a profound difference in
perception. Many curators tend to overlook this. | always consider the
point at which a work first comes into view and what unfolds as visitors

descend the stairs. That, to me, is the essence of designing how people

move within an exhibition.

Each exhibition must come with different expectations from the
artist, curator, and institution. How do those differences play out?
They can be vastly different. For instance, one exhibition | worked on in
China required that 200 people be able to enter a single room at once.
That’s an unimaginable level of density in France. We had to redesign
the safety standards entirely. European museums, by contrast, tend to
offer more generous room for viewers and place greater importance on
their distance from the work. Sometimes the artist has passed away and
there is only one curator. Other times, as with the Condo exhibition, the
artist is alive and three curators are involved. The latter is far more
complex to manage, since everyone brings distinct opinions and the
artist may intervene directly. Fortunately, I’'m not a curator, so | don't
stand at the center of those tensions. My role is to make things visible,
not to judge them.

Digital, AR, and VR technologies are increasingly being integrated
into exhibitions. What is your view on these developments?

They're fascinating but should be approached with caution. Technology
is meaningful only when it serves in a supporting role. It works best
when it helps interpret or extend a genuine work of art. Once it takes
center stage, the viewer’s attention begins to scatter. Too many screens
or QR codes make it difficult to focus, and direct engagement with the
work becomes harder. That’s why | prefer to place such technologies in a
separate area, where visitors can choose to experience them on their
own terms.

You've designed more than 130 exhibition spaces. Do you still feel a
sense of excitement when working in a new one?

Absolutely. That's what | enjoy most. Familiar spaces let me work quickly,
but unfamiliar ones offer the freedom of drawing on a blank page. When
| enter a new site, the first thing | do is walk through it—sensing where |
naturally pause, where a wall begins to press in, the kinds of things that
can't be understood through calculation alone. In the end, exhibition
design is an art shaped as much by the rhythm of space as by the works
themselves.

Finally, what defines good exhibition design for you?

Invisibility. When visitors leave saying, “The artworks were powerful,”
rather than, “The space was beautiful,” that, to me, is perfect exhibition
design. As a designer, my work is complete when my presence
disappears. | construct every element with precision, yet my ultimate

goal is for nothing to be visible at all.



