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Foreword

On behalf of the organizers, | wish to express my profound gratitude to those who
contributed to Go for Kogei 2024, together with my personal joy at its successful
completion.

Go for Kogei was launched in 2020 to celebrate outstanding craft (kogei) in
the Hokuriku region, an area historically known for its fine craftsmanship. Over the
years, the event has sought to redefine the nature of craft in the contemporary era
through exhibitions juxtaposing craft with the adjacent genres of contemporary
art and art brut. Our fifth iteration in 2024 featured innovative takes on craft from
our most diverse lineup of artists yet.

As in previous years, Go for Kogei 2024 continued to exhibit site-specific
installations designed to play off Hokuriku’s unique scenery and cityscapes. A
curated array of events were held as well, encouraging participants to engage
with crafts not only for their associations with everyday necessities, like food,
shelter, and clothing, but also as works deeply intertwined with society and the
natural world.

Last year, exhibitions were held in three areas of Toyama, a metropolis
known as the City of Water, in Toyama Prefecture. This year, exhibitions were
concentrated in Toyama’s lwase Area with the addition of the Higashiyama Area
in Kanazawa, Ishikawa Prefecture. Both places flourished historically—Iwase
as a port of call on the Kitamaebune shipping route and Higashiyama as a
production hub for traditional crafts —and have continued to reinvent themselves
in the modern era. Their appeal lies not only in their histories, but in the vibrant
communities that live there today. The Hokuriku region faced significant challenges
this year, as people’s lives were upturned by the 2024 Noto Earthquake on New
Year’s Day followed closely by torrential rains in the northernmost part of the
Noto Peninsula in september. | hope Go for Kogei 2024 was an opportunity to
reflect on our lives and the ways we live them and, in some measure, a means of
bringing recovery to the Noto region.

In closing, | wish to offer my heartfelt gratitude to everyone whose generous
cooperation and support made this event possible.

Ura Jun
Producer, Go for Kogei
Chair, NPO Syuto Kanazawa
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Ilwase Area
(Toyama, Toyama Prefecture)

91-1 Toyama Port Observation Tower

Featuring: Sareena Sattapon,
Matsuyama Tomokazu

91-2 Piatto Suzuki Cinque (Outdoors)

Featuring: Iwamura En

91-3 AkaBar

Featuring: Sotome Haruka

91-4 Saseki Sake Bar

Featuring: Kakinuma Koji
Event: Sake Tasting with Original Go for Kogei
Sake Cups

91-5 Kobo Brew Pub

Featuring: Tatehana Noritaka

Event: On-Site Exhibition: Tatehana Noritaka
at Kobo Brew Pub

91-6 Shukyoraku Kuchiiwa Storehouse

Featuring: Ino Ichizo, lwasaki Tsutomu

Q1-7 AoBar

Featuring: Sotome Haruka

?1-8 New An

Featuring: Isoya Hirofumi, Sawada Kensho,
Shakunaga Gaku, Toyama Kazuhiro,
Yasuda Taizo

91-9 Seimaijo

Featuring: Ishiwata Yui

91-10 Masuda Sake Brewery

Featuring: Tatehana Noritaka

Q91-11 Piatto Suzuki Cinque (Indoor)

Event: On-Site Exhibition: Iwamura En
at Piatto Suzuki Cinque

91-12 Iwase Omachi Park

Event: Balen (ciaga) | Belong: Toyama
Performance Art by Sareena Sattapon

1-4
-3
BHATIVELE =&
I-2,1-11 (BEALESA EBS)
Iwase Canal Hall
(Fugan:Suijo Line)
-1
I-12
) /
I-5 \'
-8
1-6
1-7
1S
g5 \ I-9

1-10

Higashi-lwase

L ~
=) =R
Iwasehama

=) i dmi% A

Keirinjo-mae
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Higashiyama Area
(Kanazawa, Ishikawa Prefecture)

9H-1 Kai
Featuring: Akagi Akito & Otani Momoko

®H-2 Tayo
Featuring: Takemata Yuichi & Oniki Koichiro

Event: Metal Meets Sake: Complimentary
Standing Bar

®H-3 Kai-Hanare

Featuring: Miura Shiro & En-Kai Project
Event: En-Kai Project’s Rinkan Soji

9H-4 Locoloco Higashi No. 204
Featuring: Yagi Takahiro

®H-5 Sklo

Featuring: Kawai Masaru & Tsukamoto Yoshiki

9H-6 Si Zhi Tang Kanazawa

Event: A Unique Dining Experience with Sliced
Wood Plate at Si Zhi Tang Kanazawa

9H-7 InSpice Kanazawa

Event: Spice Aroma Tasting Using Kaikado's Tea
Caddies

®H-8 Kissa Glider

Event: A Curated Selection of Coffee and Tea
Stored in Kaikado’s Tea Caddies

9H-9 Waguri Shiratsuyu

Event: Noto Chestnut Delicacies Served on
Stunning Noto Lacquerware

9H-10 Garten

Event: Try Your Hand at Metalworking
While Drinking Coffee with Kaikado Owner
Yagi Takahiro

@Extra Event: Nature Hike with Forest Guide Miura Yutaka
Exploring the Cycles of Tsubata’s Forests

H-5

|, mapB

H-4
H-7
H-8

AR5,
‘9‘9009///
Q@Q Q
/2'@,.

+— H-9
SRWAE T mapA
Kanazawa Castle
Park
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Kenrokuen H_1o
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Editorial Notes

- The artist commentaries were written by Akimoto Yuji and
Takayama Kentaro.

- The artist profiles were compiled by Akimoto Yuji and
Takayama Kentaro based on materials provided by the artists.

- Photo credits and acknowledgments are located in the back matter.
- Asian names are given in customary order, surname first.
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lwase is located 15 minutes north of Toyama Station by car. In
recent years, Masuda Sake Brewery has spearheaded an effort
to revitalize Iwase through gastronomy and craft, enriching the
district while preserving the aesthetic sensibility of lIwase’s
beautiful historical cityscape, which originally flourished as
a port-of-call on the Kitamaebune sea route. The Iwase Area
exhibition highlighted the surprising breadth of contemporary
craft, presenting visitors with site-specific installations by
craftspeople and contemporary artists. Visitors can discover
new landscapes created by the interaction of historical
architecture and expressive works of craft and contemporary art.
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Sattapon draws inspiration from
everyday life and her experiences
as a member of an ethnic minority in
Thailand. Her powerful installations
and performances shine a light on
social structures that are often hidden
from view. At Go for Kogei, Sattapon
exhibited the type of scaffolding used
at construction sites together with a
bag containing a family’s possessions
after they were forced to leave their
home. The work represents those who
have lost their homes and livelihoods
to natural disasters, disease, war, or
economic upheaval. It simultaneously
suggests that no one is immune from
such a fate. Radiating color and light,
the bag becomes a provisional source
of strength until a new life can be built
elsewhere.

b. 1992 in Thailand. Sattapon received an MFA from
Silpakorn University in 2018. Since 2022, she has
been enrolled in the Global Art Practice doctoral
program at the Tokyo University of the Arts. Her
recent exhibitions include In the Realm Beyond
Spectrum (Contemporary Art Foundation, 2024),
My Spirit Will Follow You (Eukaryote, 2023), and
Durational Space #2 (Lilith Performance Studio,
Sweden, 2023). Past awards include the 2022 CAF
Award for Grand prize.
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Based in a New York studio, Matsuyama
is a contemporary artist renowned for
his large-scale paintings and sculptures.
His distinctive multivalent patchwork
compositions, created from interlocking
fragments with additional layers, have
garnered international acclaim. These
fragments, meticulously arranged to
form images of figures, clothing, flowers,
trees, rooms, or table-like shapes, unify
into a cohesive scene. At first glance,
Matsuyama’s paintings suggest a grand

narrative, but closer inspection reveals
intricate patterns and imagery within
each fragment, rich in detail and often
independent of the largerimage. His work
is characterized by the dynamic tension
between the overall composition and
its individual elements. In Go for Kogei,
Matsuyama presented his stainless-
steel sculpture installations.

1976FIRRREFI, FERFEIEEE, 200245
ISEXR, 77V b AV RT4T2— 2 BETEE,
RAVTAV T =R ELR A REL—ay
LENFITE, HRZOF T —PEME, kP
HERICTRESESHMAE, X . 0¥ ELR.
hIVTAEWE. Y7702 - TOTEW
EB.IVREN-TYyP=X-FAYHhY - T—}
EMEE, AT I - RURENGE, BEEWE, T

1788, Microsoft aLs¥av, HEDK11 Art
Foundation. FAMEREOEEIL I ¥avE
CIE@APIES TV, REEFTLyIYVIC
RESH%ERB,

b. 1976 in Gifu Prefecture. Matsuyama moved
to the United States in 2002 after graduating
from Sophia University. He received his MFA in
Communications Design from the Pratt Institute,
New York. Matsuyama’s works include paintings,
sculptures and public art installations. He has held
exhibitions at numerous galleries, museums, and
universities around the world. His works are in the
permanent collections of the Los Angeles County
Museum of Art (LACMA), the Asian Art Museum
of San Francisco, the Crystal Bridges Museum of
American Art, the Pérez Art Museum Miami, the Long
Museum, the Powerlong Museum, the Microsoft Art
Collection, the K11 Art Foundation in Hong Kong,
and the collection of the royal family of the Emirate
of Dubai.
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The human form is a universal and
timeless subject that has fascinated
artists throughout history. lIwamura
continues to explore this theme from a
contemporary perspective. His sculpted
figures have distorted and abbreviated
appearances reminiscent of manga and
anime characters but also echoing
the rough prehistoric forms seen in
Neolithic clay figurines (dogu) and ritual
objects. They have similar proportions
to archeological artifacts in museums.
lwamura’s sculptures, however, typically
have large heads, or are simply heads
alone, though some include limbs and
torsos. His work is easily approachable,
utilizing a vibrant palette of blues,
yellows, and oranges. Though primarily
a ceramic artist, Iwamura works in a
wide range of disciplines, including
metal sculpture, painting and design.

b. 1988 in Kyoto. lIwamura received an MFA in
craft from the Kanazawa College of Artin 2013. He
received a second MFA from Clemson University in
2016. From 2016 to 2018, Iwamura was a resident
artist at the Archie Bray Foundation. His past solo
exhibitions include Yama-Asobi (Ross + Kramer
Gallery, USA, 2024), Blue on the Hill (Anthony Gallery,
USA, 2023), and Urlandschaft (WOAW Gallery, Hong
Kong, 2022).
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Sotome largely produces sculptures
of lips in red lacquer. The artist draws
parallels between lipstick and lacquer,
with lipstick expressing beauty and
individuality while protecting lips, and
lacquer serving to adorn and protect
surfaces. Red lacquer was traditionally
applied to tableware, furniture and
architectural elements as an auspicious
color signifying celebratory occasions.
Sotome, however, views red as the color
of blood and a symbol of life. Glossy red
lips are seen as erotic imagery, but in
Sotome’s view, lips instead symbolize
the vitality that lies at the root of desire.
She finds further significance in using
the sap, or “blood,” of the lacquer tree
as a medium to dually render life’s good
and bad qualities.

b. 1987 in Tochigi Prefecture. Sotome received an
MFA from Tohoku University of Art and Design in 2014.
She completed training at the Kanazawa Utatsuyama
Crafts Workshop in 2023. Past exhibitions include
Lacquer Storm and Stress—Groundbreaking
Expressions in Lacquer (Wajima Museum of Urushi
Art, Ishikawa, 2023) and Chocolate— That Which
Bears the Supreme Name of (21st Century Museum
of Contemporary Art, Kanazawa, 2023). Her works
were featured as the key visual in a 2023 commercial
for Tokyo Mode Gakuen. Past awards include the
Kanazawa Mayor’s Grand Prize at the 78th Kanazawa
Craft Exhibition (2022). Sotome’s works are in the
permanent collection of the Kanazawa Utatsuyama
Crafts Workshop.
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Kakinuma’s art is a fusion of traditional
calligraphy and contemporary art. He is
known for producing sweeping works
of over 10 meters (33 ft.) in size, as well
as “trancework,” in which the same
phrase is repeated, and more recently
“tapework.” Speed is the key to all these
techniques, which Kakinuma renders by
moving his body in a musical rhythm. As
an art form, calligraphy requires physical
movement that results in a single, non-
repeatable work. For Kakinuma, speed
is his means of unlocking that moment.
At Go for Kogei, he presented a rapid
version of tapework, a performance in
which he tears off pieces of masking
tape of varying thicknesses and uses
them to make characters. It is a form of
calligraphy intentionally divorced from
the nuances of a genre traditionally
defined by brush and ink.

b. 1970 in Tochigi Prefecture. Kakinuma studied
calligraphy under his father Kakinuma Suiryu,
Teshima Yukei and Uematsu Ichijo. He received a
BFA in calligraphy from Tokyo Gakugei University. In
2007, Kakinuma was a visiting scholar at Princeton
University. He produced the official poster for the
Tokyo 2020 Olympic and Paralympic Games, and
his calligraphy has been featured in several other
high-profile projects, including the main title of the
NHK Taiga drama television series Furin Kazan, the
official plaque of Kyushu University, and the main
titles for the films Kubi and Achilles and the Tortoise
directed by Kitano Takeshi. His first solo exhibition as
a calligrapher was held at the 21st Century Museum
of Contemporary Art, Kanazawa, which houses his
works in its permanent collection. He has held many
other exhibitions and performances domestically
and internationally, including at the Metropolitan
Museum of Art and the John F. Kennedy Center for
the Performing Arts. Past awards include the Teshima
Yukei Award, the Dokuritsu Shojindan Foundation
50th Anniversary Grand Prize, and the Mainichi Award
at the Mainichi Calligraphy Exhibition.
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1985 FE MRMEE N, 2010F ICEHREM AR
IEREBEREEE, TLRELRIC [Future
Beauty BA& 77y avokxFEiE] (RRHR
REME. 2012%5), MO DOEF | (AFXKBRE
8. 2016 %), [ltems: Is Fashion Modern?]
(Za—3—27EREME-PAYAH 20174), [F
ThiafE | (/83 =y 9 BEWEEIZAKE., 20204F),
FIFRRYY Y/ R (IBEREBER. 20245)
EBHB, APARYRVEMELT14IMIT7&
TINA—MEYELREIERDPIPEINTLS,

Tatehana is an artist and art producer
specializing in contemporary takes
on Edo culture. His works presenting
modern interpretations of traditional
Japanese crafts are on view at multiple
venues during this event, including his
paintings and the signature heel-less
shoes that propelled him to fame. Among
his major motifs, the exhibits at Go for
Kogei used cloud and lightning patterns
to present Tatehana’s bewitching, pop-
art-style world. Just as his heel-less shoes
beloved by Lady Gaga were inspired
by the tall geta sandals worn by elite
courtesans during the Edo period (1603-
1868), his works continue to cite Edo
culture with a contemporary twist. His
cloud and lightning patterns retain chic Edo
aesthetics while incorporating modern
design. Tatehana’s art transformed
Iwase’s cityscape, offering countless
highlights in combination with the city’s
streets and exhibition venues.

b. 1985 in Tokyo. Tatehana graduated with a degree in
textiles from the Tokyo University of the Arts in 2010.
Past exhibitions include Future Beauty: 30 Years of
Japanese Fashion (Museum of Contemporary Art
Tokyo, 2012), Aesthetics of Magic (Taro Okamoto
Memorial Museum, 2016), Items: Is Fashion Modern?
(The Museum of Modern Art, New York, USA, 2017),
Contemporary Japanese Crafts (traveling exhibition
held at the Panasonic Shiodome Museum of Art
and elsewhere, 2020), and Edo Tokyo Rethink (Kyu-
Iwasaki-tei Gardens, 2024). His works are in the
permanent collections of the Metropolitan Museum
of Art and the Victoria and Albert Museum.

E—ILLAYa—X
Heel-less Shoes
2018-2023
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BRTHS, [~Lbho] eHBE5IE
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RIEMORRXDOFHTHY., Bh-7-1F
mMTH-THR—DEFFEIPFTIATLS,
. BoFeeEEALERAOML LT
ThHY, P TNEbDTE, FiEDANKRE
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bbb, TN BRI O TRILMEIER
LE-STHLLLDTIREWESSH,

1970F#HRIIBEEh, 2000F ICKRREBHNKE
KREREMARBRZEREZE T, 2005FI1cE
RINRWIETIE#%2ET, EGERIC [Urushi-
Traditionelle Japanische Lackkunst/(Musterring
International - K4, 20114), [201615 M E K&
AREETVF—L | (BMEEMRRR- PE. 20165),
[International Contemporary Ottchil Art
Exhibition 2016 (#&Z£4i8E - 8E. 20165)
BENHD, CIBRHEYRLGE ITERDIVRS
hTtuna,

For his series Vehicles of Peace, Ino
creates sculptures of fawns, children,
dogs, cats, and other familiar presences
using a dry-lacquer technique. Fawns
and children appear frequently in his
recent works, arranged in compositions
resembling a small family. As the word
“peace” in the series’ title implies,
the works are rendered in a flowing
sculptural style with a palpable sense
of stillness surrounding them. Ino’s
works are defined by this remarkable
tranquility, with even those unconnected
to the series generating the same sense
of stillness. The sculptures feature a
simple color scheme of red and black
lacquer and gold painted on the surface.
His human figures are markedly different
from those seen in Western sculpture,
instead calling to mind those seen in
Japanese Buddhist art from the tenth
to twelfth century.

b. 1970 in Kanagawa Prefecture. In 2000, Ino received
agraduate degree in lacquer from the Tokyo National
University of Fine Arts and Music (now the Tokyo
University of the Arts). He completed training at the
Kanazawa Utatsuyama Crafts Workshop in 2005.
His past exhibitions include Urushi-Traditionelle
Japanische Lackkunst (Musterring International,
Germany, 2011), the 2016 Fuzhou International
Lacquer Art Biennial (Fuzhou Lacquer Art Research
Institute, China, 2016), and the International
Contemporary Ottchil Art Exhibition 2016 (Tongyeong
Ottchil Art Museum, South Korea, 2016). His works are
in the collection of Mishima Taisha Shrine’s museum.
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19728 ELREFh, WHEEZTHMOhDHIK
BRI % RIS 2, 1995 ICREBEM AR
EREBENFNEEE, ROTTEEEZEA
1. SOICRREERTI L2 HIELTHIL,
2008FEICTEEZEITRERABL [KEEK]
EHE, GROBHNKEEZFVANL, BENIC
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lwasaki’s father is a sculptor in Toyama’s
Inami wood-carving tradition—an
intricate style of carving used to
adorn Buddhist temples and other
architecture. lwasaki follows in those
traditions but has pioneered his own
original style. Each hewn from a single
block of wood, his sculptures feature
meticulously carved, ornate designs
that maximize the inherent beauty of the
wood itself. Persimmons are a frequent
motif, which Iwasaki says evoke images
of traditional village life in Japan, and
for him personally, the fruit is a poignant
reminder of his own hometown near
the mountains. His renderings of
persimmons capture this multifaceted
image in his mind, presenting versions
of the fruit that feel more real than an
actual persimmon.

b. 1972 in Toyama Prefecture. lwasaki’s father is a
sculptor in the Inami wood-carving tradition, a style
associated with ornately carved beams in traditional
Japanese architecture. lwasaki graduated with a BFA
in sculpture from Musashino Art University in 1995.
After training under his father, he started a workshop
to pursue his own vision of artistic expression. He
relocated to Higashi-lwase in Toyama in 2008 and
founded Iwasaki Wood Carving. His realistic works
based in traditional sculpting techniques have earned
much acclaim domestically and internationally.
Recent exhibitions include In the Genes: Taking
Marvelous Meiji Craftsmanship into the Future
(traveling exhibition held at the Mitsui Memorial
Museum and elsewhere, 2023-2024) and Tsutomu
Iwasaki (105Ma Gallery, 2024).







&

S\
(4

JouIH ehos| | /a3

iwun

BEOHEAPCYEZZ >N IFIC, B
WhET—<TEREFETIRED=>
DRRABLY—-X%BNLE, —8H
3. BEZLEIC[FEERTE] © [HE
=l zRLHEL-ERTHS, HEDS
SPHILEMZEYBHE-EEICFZM
Z fE@RELTWS, ZoHIE, BxX L5
DEREBRE FLLLE11DEIET
BT EES LT, IREOER
DfEfm, =283, BELERTIEEL
AFENT-HFARIMES YRR L— 3y
ICL7=fEmT. (e, EBTIEE)
LEINTWD, BORH. ADKRE
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1978 RRMPLEEN, RREMAF TRE AKX
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HE2S, TLRESIC[BFAE R3] (hiEET
=REHTEE, 20224), [Constellations] (¥>75
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LhEVHB, Emid. RvEFo9— 22— Y~
77V ABEREMBALE IS TWS,

Inspired by photographic forms and
materials, Isoya has developed three
series exploring epistemological
themes. The first series uses
photographs to reflect on concepts
of “presence and absence” and
“time differences.” Isoya modified
photographs of small peculiarities
in everyday life to create a visual
dialogue. The second series features
ceramic spheres crafted by crushing
Neolithic pottery shards, mixing them
with new clay in a 1:1 ratio, and then
polishing and firing new objects. The
third series is an installation titled
Flowers and Bees, Translucent Archive,
which presents honey and fishing
lights enclosed in glass bottles. The
exhibit considers labor as a product
of the time, the time invested by bees
and the time invested by humans. As
viewers engage with these works,
they gradually uncover the ontological
questions embedded within each
piece. Through these series, Isoya’s
unique artistic world unfolds, inviting
deeper reflection and exploration.

b.1978 in Tokyo. Isoya studied architecture at the
Tokyo National University of Fine Arts and Music (now
Tokyo University of the Arts) before pursuing fine
arts at the same institution and later at Goldsmiths,
University of London. His past exhibitions include
Find Your Verb (Koumi-machi Kougen Museum of
Art, 2022), Constellations (San Francisco Museum of
Modern Art, USA, 2021), L’image et son double (Centre
Pompidou, France, 2021), and Syncopation (Pola
Museum of Art, 2019). Isoya’s works are part of the
permanent collections of both the Centre Pompidou
and the San Francisco Museum of Modern Art.

TELiE EBTIEE
Flowers and Bees, Translucent Archive
2018
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1972 ELREFN, 1994FEDS [FATYT—2
FMI7—L] (LEE) ICTHRERICH T EF2.3,
2003FICEILESRATICIE NRON CHOPJ
ZERIL, 2020 ICEHE~NTIEEBE, 2EEPH
B, £REL DL DEMEBED, FTN,

RIEBLEDRHENHIOF TS ETHS
KHEELTVS, ELERIC. [FTAT7Y0iA]
(F¥5Y—F%Y2a,2013%), [TELFY YV R -
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IZ[2011AREKRS 57 MR #5507V (2011
#), [#50EIHF 257 MNE| BRE 20115) kY
»H3,

Sawada studied metalsmithing in
college before learning traditional
European blacksmithing at a workshop
in Yamanashi. At the age of 30, he began
working as an independent blacksmith.
He opened his workshop in lwase, an
area undergoing revitalization projects
for its architecture and cityscape.
His work spans an impressive range,
including gates, signboards, historical
building restoration, fine art, and practical
goods. At Go for Kogei, he exhibited thin,
lightweight dishes that capture the
transitional state as iron corrodes and
returns to dust. Rust is a phenomenon
unique to metal, and Sawada’s art presents
iron as a living thing, born from the earth
and destined to return to it.

b. 1972 in Toyama Prefecture. Sawada began
studying ironwork in earnest in 1994 at the Ironworks
Atelier Arm in Yamanashi Prefecture. He founded the
workshop Iron Chop in Takaoka, Toyama Prefecture
in 2003 and relocated to Iwase in 2020. His work
spans fine art; cultural heritage conservation projects
for sites like the Imperial Palace, Chion-in Temple,
and Kanazawa Castle; and decorative metalwork
for hotels, churches, and private residences. Past
exhibitions include The Charm of Iron (Gallery
Tonellico, 2013) and Japanese Craft Renaissance
Project: Future Tradition WAO (Musée des Arts
Décoratifs, France, 2012). Past awards include the
2nd Best Overall Award at the 2011 Itami International
Craft Exhibition (2011) and honorable mention at the
50th Japan Crafts Exhibition (2011).
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BBEM %<3, RERNLEERIS. BE.
BOBICHEIERERIILELOTHS,
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RS, FIEEREFIELT
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KOBEANZRELRNERIYDEE
BrRLf,

1978EFEEIIRE TN, 2002F ICHRBEMAF
BERIR 23R, 2003 F ICREPAF LM THPIRK
BRI EEEE, 2006F ISP R [EEEH»
S, FRICTEMZIILD B, ERERELT
(BICk3ERE| (BEF¥r7Y—.20125), [
KRB AERE ] (Floating world Gallery - 74V 7,
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cuisiniers] | (fl. 2020F) L&A H B, AV
LR AP TAEREBIERDPIRES TV,

Shakunaga comes from a family of
traditional Etchu Seto ware potters. He
studied sculpture in college, followed by
ceramics at a ceramics school in Kyoto.
In 2006, he opened his own studio in
Iwase. He previously made ceramic
sculptures but has mostly shifted his
focus to tableware. His ceramic works
are notably unceramic-looking, with
textures resembling leather, wood,
and cork. He is best known for dishes
that position the vessel’s foot on top
rather than the bottom. The surface
is carved out in the same sculptural
process used to carve a regular foot.
Shakunaga also produces tableware
with a leather-like texture using a glaze
he developed for ceramic sculptures.
Most of his tableware is purchased by
restaurants. His works in this exhibition
included large ceramics that illustrate
his proficiency as a sculptor.

b. 1978 in Toyama Prefecture. In 2002, Shakunaga
graduated with a degree in sculpture from the Tokyo
National University of Fine Arts and Music (now
Tokyo University of the Arts). He graduated from
the Kyoto Prefectural Ceramists’ Technical Institute
in 2003. In 2006, he left Shoraku Kiln, his family’s
studio producing Etchu Seto ware, and began
making ceramics in lwase. Past exhibitions include
Ceramic Forms (Yufuku Gallery, 2012), Contemporary
Japanese Ceramics (Floating World Gallery, USA,
2010), and Gaku & Amahare: L’assiette pour les
cuisiniers (Amahare, 2020). His works are in the
permanent collection of the Los Angeles County
Museum of Art (LACMA).
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1994 RREPEEN, 201 7FICHEEFFEMAZ
(IR 2%%, EFOERFHIT (OTARE
FBIESIF7bTFAXRI (L F - b—Fa—-
752X, 2024%), B [Earth, Metal, Vessell
(BREBEEE 2023F) K E, ELZTEEIC
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BIE (2023%), [2022& R - HHRITEAVRTF+1
vav | RRE (2022%F) hEHH B, BELZFM
EYE (BE) ICERLPINEIhTWLS,

Toyama creates art by melting and
spraying metal and experimenting
with original casting techniques to
reconstruct forms. Though made of
inorganic materials, his works possess
organic lifelike qualities. Toyama likens
these transformations in metal to natural
cycles of life and energy, like the ocean
turning into rain and living creatures
returning to dust when they die. While
prioritizing form, Toyama pursues new
expressions in metal using diverse
materials, including steel, aluminum,
copper, and gold. He leverages each
material’s unique properties to produce
works in metal with never-before-seen
textures. The thin, fragile surfaces of
his metalware are another highlight of
his artistry.

b. 1994 in Tokyo. Toyama graduated from Musashino
Art University in 2017 with a BFA in metalwork.
Recent exhibitions include the seventh Loewe
Foundation Craft Prize Exhibition (Palais de Tokyo,
2024) and the solo exhibition Earth, Metal, Vessel
(Ginza Tsutaya Books, 2023). Past awards include
MUFG Special Mention at Forbes Japan 30 Under
30 (2023) and the Next Generation Award at the 2022
Kogei World Competition in Kanazawa. His works
are in the permanent collection of the Cheongju
National Museum (South Korea).
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Yasuda uses an advanced Venetian
glassblowing technique to shape pliable
molten glass into the intricate patterns
that are the hallmark of his work. The
steps in this technique are usually
divided between multiple craftspeople,
but Yasuda handles the entire process
himself. His works range from fine art for
exhibitions to glassware for dining and
drinking. His creations are on display at
the Taizo Glass Gallery in lwase. One of
the works on view was a large vessel
Yasuda created when he was injured and
unable to blow glass. Itis comprised of
stacks of glass rods that are the base
material for glassblowing, presenting a
graceful, soft expression that is striking
in its color and brilliance.

b. 1972 in Hyogo Prefecture. Yasuda graduated from
the Toyama Institute of Glass Artin 1993. He became
independent in 1997 and established Taizo Glass
Studio. He relocated the studio to Iwase in 2005.
Using Venetian glass techniques, he creates delicate
works that have garnered acclaim domestically
and internationally for their high degree of skill and
aesthetic sense, including tableware and other
objects. Major exhibitions include Taizo Yasuda:
Lace Glass Arts (Mirai Museum of Art, 2018) and the
Toyama Glass Art Invitational Exhibition (Namiseom,
South Korea, 2011). Major awards include the Grand
Prize at the Art Exhibition of Toyama City (1996) and
the Excellence Award at the first Contemporary
Glass Awards Exhibition (2008) at Daiichi Museum.
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Ishiwata’s art is produced using weaving
techniques that reflect a keen awareness
of the weave structures inherent in all
woven fabrics. She begins each piece
by twisting yarns together and dyeing
them with natural clay dye. Her works
are intentionally woven in ways that
render their weave structures visible,
making use of threads that vary in
texture and thickness from 0.5 millimeter
to 1 centimeter. Ishiwata describes
her art as pursuing expressions of
primal beauty that existed before the
advent of civilization. The title of her
work Tabula Rasa is Latin for “blank
slate,” referring to a state before
consciousness and the mind arise,
devoid of any preconceptions. Towering
over the viewer, the gigantic woven mass
emanates a mysterious life force, inviting
visitors to confront the unknown.

b. 2000 in Shizuoka Prefecture. Ishiwata received
a BFA in craft from the Kanazawa College of Art in
2024. She is currently in her first year of earning
a master’s degree at the same institution. Past
exhibitions include the Kuma Experiment 2023-24
Vol. 6, Everyday Tactile (Kuma Gallery, 2024) and
Ephemeral Autumn Splendor (Kounan Tea House,
Kanazawa Nakamura Memorial Museum, 2023).
She received the President’s Award at the 67th
Graduate Showcase of the Department of Craft at
the Kanazawa College of Art (2024). Her works are
housed in the permanent collection of the Kanazawa

College of Art. Fhin SR | Front to Back

Tabula Rasa Vita
Tabula Rasa Vita
2024 2024
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Higashiyama is home to the Higashi Chaya teahouse district,
one of Kanazawa’s most popular destinations. It is said that
countless artisan workshops once lined the back alleys of
the district’s atmospheric streets. Today, the hidden cafes
and galleries scattered among the district’s historical
neighborhoods offer glimpses of a lifestyle still intimately
tied to craft. The Higashiyama Area exhibition featured special
displays and event programming. Visitors can interact with craft
objects and experience first-hand how crafts can stimulate
and enrich everyday life.

M) < =HE ¥

—
—
—

(9amo3j01d emeyiys| ‘emezeury)) ealy eweAlysebiH | (3tspiE




O)OWO\ IUBQ @ OMNY IBBNY | = St x [ S St S

wA, EHENLFOREERAVED
5, YV TN THBINLET A %24
BEL,. BREFICBIRALHRBOFL
LWATHEMEZERLT VWS, KB IZ. /S
ROREICEIN, (GHOAREEERMT
EEDPLENS. RETSTOAREE
F—7IERBEOHF - ARAEFERLT
W3, SEIZELTUT7 O (KAl &5
IS SRTERZOTIAEHIC]ZT—
Dbe, FALVRETIHREZDNEEN
BEREZHIC. FROFRPARAOED
BROBRTZITo> . PEHDOHBESRD
B Eiizilaetic, 2024F1AD
WRICK>TRALMEELRII-EMD
BEICAFAFRKOBVWERTHLOT
H3,

FARAE

1962FERILBEEFh, PRAZXZHEZR%
R REEER T 1988EICHE~BIE. &
BEZOTHEA - EXREDLETEEL, 19945F
ICJhz, Ll B THEE 2K, SHTEELZR
{o FERELTOTFBORESTHEFTEHH20
FITh > THRENICITToTWS, 20245 (21
[TELZAH ) GBMMHEE, #%) 21T,

Akagi uses traditional lacquer techniques
to create simple, refined designs as
he pursues new ways of integrating
lacquerware into daily life. Born into a
family of potters, Otani uses traditional
techniques and materials while
producing new expressions in Shigaraki
ware through natural motifs from
Southeast Asia. This year at the Kai
venue in the Higashiyama Area, they
exhibited Akagi’s lacquerware and
Otani’s painted lotuses under the theme
“With the many artisans that came
before,” primarily focusing on historical
materials Akagi collected on Wajima
lacquer (Wajima-nuri). The exhibition
traces the history and trajectory of
Wajima lacquer, which was traditionally
divided between multiple craftspeople.
It further expressed Akagi’s desire to
rebuild local industries after a devastating
earthquake on January 1, 2024.

Akagi Akito

b. 1962 in Okayama Prefecture. Akagi graduated
from Chuo University with a degree in philosophy.
After working as an editor, he moved to Wajima in
1988. He apprenticed under Okamoto Susumu, a
lacquerware artist specializing in base layers of
Wajima lacquerware (Wajima-nuri). Akagi launched
his independent career in 1994. Since then, he has
continued creating lacquerware in Wajima while
holding solo exhibitions nationwide. In addition to
his work as a lacquerware artist, Akagi has written
professionally for over twenty years. In 2024, he
published What Is Kogei? (co-authored by Horihata
Hiroyuki, published by Sekkou Stillmind).
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Otani Momoko

b. 1971 in Kyoto. Otani graduated with a degree in
Asian studies from University of Oregon in 1995. While
enrolled, she studied abroad in Indonesia where she
first encountered tropical plants. The powerful life
force they emanate left a strong impression on her.
In 1999, she graduated from the Shigaraki Ceramic
Research Institute. Since then, she has produced
ceramics featuring banana leaves and lotuses painted
over a white slip. Otani and her husband Otani Testuya
jointly founded the Otani Pottery Studio in 2008, from
which they participate in exhibitions and events
nationwide. Since 2011, Otani has exhibited her
works internationally as well, including the United
States, Australia, China, and Taiwan. Past awards
include the Shumei Culture Foundation Prize (2019).
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Takemata refers to his work as “handicraft
production;’as he draws on the advantages
of both machines and manual labor to
produce cutlery, tableware, and jewelry.
Oniki is an architect and designer
specializing in spatial design and has
won acclaim for his minimalist designs
incorporating elements of transparency.
The pair are collaborating for a second
time at this event. During Go for Kogei 2021,
they exhibited “light boxes,” portable,
paperback-sized lamps that highlighted
the diverse expressions of light reflecting
off metal. The works fused a simple design
with functionality, allowing the interiors of
the boxes to act as reflectors when opened.

To highlight the potential of handicraft
production, the pair exhibited a minimalist
chair and side table this year that were
made without unnecessary adornments
and complicated processes to show the
softer, lighter side of metal. The objects
challenge conventional perceptions of
metal as a hard, heavy material. Focusing
on Takemata’s concept of “handicraft
production,’ the collaboration demonstrated
a new approach to life and aesthetics,
encouraging viewers to reconsider the
significance of working by hand with
different materials as a counter to modern
mass production.

Takemata Yuichi

b. 1975 in Ishikawa Prefecture. Takemata started
studying metal engraving in 1995 and went
independent in 2002. Takemata primarily crafts
custom jewelry, household utensils and tea utensils.
His recent initiatives include the businesses Kiku in
2004 and Sayuu in 2010. In 2014, Takemata’s cutlery
was selected for use in multicourse menus at Le
Jules Verne under the leadership of Alain Ducasse
during the Cool Japan World Trial project. In 2017,
he participated in “Tea House at the Ocean’s Edge”
during the Oku-Noto Triennale. In 2019, his cutlery
was selected for a luncheon event during the Spouse
Program at the G20 Summit in Osaka.
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Oniki Koichiro

b. 1977 in Tokyo. Oniki worked at Nikken Sekkei
after studying architecture at Waseda University.
He later worked for Nendo. For over 10 years, his
work included spatial design projects in Japan and
abroad. In 2015, he founded Oniki Design Studio
(ODS). Past designs include the flagship Sunagawa
store for the cosmetic brand Shiro; Asahi Terrace, an
employee lounge for Asahi Group; and a renovated
traditional townhouse to make a shop in Gion for
the luxury brand Hermés. Past awards include being
the Gold Winning Project in the Sky Design Awards
(2020, 2021, 2023) and receiving the Gold Prize in
the International Design Awards (2020).
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Kai-Hanare houses experimental
works by Miura and his collaborators,
including carpenters, woodworkers and
craftspeople working in specific media,
such as paper, bamboo, and aluminum. It
is not usually open to the public, though
it has been used to host meals and serve
tea to special guests. The utensils and
furnishings were created to reflect the
tastes of the craftspeople making them
as well as the people using them; and
they were shown publicly for the first
time during this project. For Go for
Kogei, Miura hosted an event inspired
by medieval tea gatherings (called
rinkan chanoyu). These gatherings are
thought to predate the formalization of
the tea ceremony and featured bathing,
tea-drinking and dining. Miura’s event
is called Rinkan Soji, and offers the
chance to casually drink tea as well as
special events that incorporate bathing
and dining.

Miura Shiro

b. 1969 in Kyoto. Miura received a graduate degree
in architecture from Waseda University in 1995. He
trained under Nakamura Sotoji, a master carpenter
specializing in tea house-style (sukiya) architecture.
Miura launched the businesses Tohoo and Sankaku-ya,
where he worked on diverse design and construction
projects, ranging from private homes to commercial
locations. As the leading executive of the company
Rokukaku-ya, he is currently engaged in architectural
planning, design, design supervision, and facilitating
community revitalization projects. The En-Kai Project*
is an initiative Miura works on in collaboration with
carpenters, woodworkers, and other craftspeople
working in specific media, such as paper, bamboo,
and aluminum.

*En-Kai Project
Kai-Ki: Oi Kotaro (Oi Factory), Sankaku-ya, Air Frame

Kai-Ro: Konishi Tadayuki (Konishi Construction),
Okada Tadashi (Bishodo Okada Mountings)

Kai-Shi: Kado Koh (Kamisoe)
Kai-Tou: Nak Shuiji (Nak Mokkougei)
Kai-Chiku: Shimomoto Kazuho (Taketo),
Okabe Souta (Common Mfg.)
Kai-Sou/Kai-Sou iori: Muramatsu Masaharu (M.Produce),
Ueno Kazuhiro (Nuno)
Kai-Seki: Usami Toru (Cazahana),
Yamamoto Masaji (Yamamoto)
Kai-Kou: Harada Hisashi (Sangensyoku Inc.),
Matsumoto Daisuke (Lighting Roots Factory)
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Established in Kyoto in 1875, Kaikado
has attracted a devoted global following
over the years with its high-quality
handcrafted tea caddies. The caddies
are produced using traditional methods
that have been passed down since the
shop’ s founding, and Kaikado repairs
dented or warped caddies to ensure they
can be used for along time. The store has
recently begun repurposing traditional
techniques to create new products.

At Go for Kogei, Kaikado’ s tea
caddies were presented under three
themes. The first is beauty produced
over time. To highlight how unique
sheens appear on the canisters over
years of use, the exhibition presents tea
caddies that date from 110 years ago to
today. The second theme is the reliable
performance of the tea caddies in every
corner of the world. The lids are designed
to close slowly, releasing air to make the
canisters nearly airtight. Yagi’ s posts
on social media under the title “World-
Traveling Tea Caddies” illustrate how
the lids reliably close in environments
around the world, including mountains,
seas, and cities. The third theme is the
shop’s new initiatives to adapt their
techniques for other uses. Yagi has
been producing “recreated” caddies
from scrap materials, like sheet copper
he receives or old cans he acquires
during his travels. He is giving discarded
materials new value as an extension of
the shop’s tradition of repairing things
to allow them to be used longer.
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b. 1974 in Kyoto. Yagi is the sixth generational head of
Kaikado, a business producing tea caddies in Kyoto
for nearly 150 years. While working to master the
store’s original techniques of caddy-making, Yagi has
shifted their approach from B2B to B2C marketing and
is actively expanding into domestic and international
markets. In 2012, Yagi launched the Go On project
for members of his generation in Kyoto in line to
inherit traditional craft businesses, and he actively
promotes traditional crafts at home and abroad. His
works are in the permanent collections of the Victoria
and Albert Museum, Musée des Arts Décoratifs, and
the Designmuseum Danmark. He authored the book
Empathy and Business (published by Shodensha, 2023).
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[Event] A Curated Selection of Coffee and Tea Stored in Kaikado’s Tea Caddies
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[Event] Try Your Hand at Metalworking While Drinking Coffee with Kaikado Owner Yagi Takahiro
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Japan is blessed with vast forest resources
thanks to its temperate climate and heavy
rainfall. The woodworker Kawai Masaru
believes the key to restoring the diversity
of once-abundant coniferous forests is to
turn attention to mountains and forests
by effectively using their timber. Kawai’s
handcrafted works are imbued with his
values, reflecting his concern for nature
and the ways people interact with it.
The owner of the restaurant Si Zhi Tang
Kanazawa, Tsukamoto Yoshiki, chose to
collaborate with Kawai because he shares
his philosophies on nature. In addition
to running a restaurant, Tsukamoto
participates in Tsubata’s long history of
rice-farming and grows black rice without
pesticides or other chemicals to promote
eco-friendly farming practices.

Sliced Wood Plates are disposable
dishes made of paper-thin slices of coniferous
wood shaped into lotus petals. They have a
lower environmental impact than traditional
paper plates, as they require less energy to
produce and generate no harmful waste
once their lifespans are complete. The dishes
were used to serve food at Si Zhi Tang. An
event was scheduled for the last day of
Go for Kogei, in which participants joined
Tsukamoto to return used plates to the earth
in the fields he cultivates. By returning used
dishware to the earth, the project aimed
to demonstrate ways of interacting with
forest resources that foster a sustainable
relationship with nature.

Kawai Masaru

b. 1979 in Gifu Prefecture. Kawai graduated with a
degree in architecture from Kyoto Seika University in
2001. He opened his own business in 2007 after studying
woodworking in Hida and furniture craftsmanship in
Kyoto. In parallel with his work as an artist, he launched
the brand Soma to showcase the potential benefits of
forests in 2016. He develops products using cedar and
cypress, conducts fieldwork as he walks through the forest
to learn from nature, and plans hands-on experiences,
like crafting chairs with hand tools alone. Past exhibits
include Soma: Japanese Forests and the Possibilities of
Untreated Wood (Takenaka Carpentry Tools Museum,
2019). His works are in the permanent collection of the
National Museum of Fine Arts in Sweden.
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TsukamotoYoshiki

b. 1975 in Ishikawa Prefecture. In 2005, Tsukamoto
opened Sklo Room Accessories, an antique shop
located next to the Saigawa river in Kanazawa,
Ishikawa Prefecture. The same year, he entered the
agriculture industry by starting Skuro Farm in Tsubata
to protect rice farming in the area. Tsukamoto founded
the Sklo Gallery in 2018, a Taiwanese restaurant called
Si Zhi Tang Kanazawa in 2020, and a shop called
Karch in the hotel Korinkyo in 2021. He engages in
a diverse activities in addition to store management,
including growing pesticide-free black rice, organizing
exhibitions and events, and interior styling.
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Fusion of Art and Craft: Exploring the Boundaries of Contemporary Expression

Kurosawa Hiromi

Chief Curator, 21st Century Museum of Contemporary Art, Kanazawa

When attempting consideration of the intersection of
contemporary art and contemporary craft for Go for Kogei
2024, | think that Balen (ciaga) | belong: Toyama by Sareena
Sattapon would be the most appropriate work. Balen (ciaga)
I belong: Toyama transformed colorful but inexpensive
plastic shopping bags that very closely resemble an IKEA
99-cent plastic bag into a series of performances and
installations through the parody of comparing them with
a 2,000-dollar leather bag from a high-end fashion brand.
The theme of emphasizing the contrast between a luxury
brand and an inexpensive daily use item is to visualize
social class disparities, the self who belongs to that social
structure, and the support of invisible laborers. People have
different intentions when picking up those bags, but each
bag offers functionality, and the multiple layers of individual
bags precisely indicate today’s relationships entangled in
the circulation of capital as strongly as if we were stuck.

At the foot of the Observation Tower at Toyama Port, there
were those who played the role of laborers (in this case, they
were literally engaged in labor) building scaffolding out of
the iron pipes used at construction sites and hanging plastic
bags on the pipes. There were also those who emerged on
a quiet street in lwase in groups of seven or eight people,
crawling into plastic bags and remaining still for a while.
Their intervention into daily life created a strong feeling
of strangeness. The central player required to balance
practicality and artistry was the bags, which were full of
wit, and the fact that Sattapon herself was from Thailand
added another meaning to the work.

The trends of contemporary art since the middle 20th century
have reflected the preoccupation with political efforts for
the collapse of marginalization from the perspective that
political and social issues inevitably affect art. The quest
to enhance the purity of the medium, which was seen until
the first half of the 20th century, has now faded away, and
the significant question is now about what roles diversity
and art can play in society.

In contemporary art, one discussion that can be
counted as a historical reference point is postcolonialism.
Many colonies gained independence after World War II.
Because of the backlash against Western-centered thinking,
however, intellectuals who came from those former colonies
created an argument on how to transform the remaining
unequal reality. Among such movements, Orientalism (1978)
by Edward Said was referred to and caused a situation
where the author and his works were rapidly drawn into
a critical analysis of the cultural, political, and economic
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legacies of colonialism. Said’s works critically analyzed
the representation of the East by the West as an accusation
of the actual state of imperialistic domination by culture.
Naturally, the West, consisting of former colonial powers
that had played a central role in contemporary art, was
heavily criticized for this issue. One field played a major
role—geography. That perspective urged postcolonial
studies, which had tended to overemphasize discourse
analysis, to look toward the realities of material inequity
and economic exploitation as well.

Art has been relatively unaware that the production of
knowledge depends on specific places and contexts, but
because art needed to eliminate situational dependency
politically, interest in artists and works of art from
marginalized regions from a Western perspective have
rapidly increased along with the trend to transcend simple
binary opposition and converge toward the perspective of
focusing on cultural hybridity and the negotiation process
between marginal and central cultures. Within this flow
of discussions, cultures that were deeply related to daily
life and cultures that emerged in specific times and
eras, or in the lands where locality and uniqueness were
recognized, on one hand, have urged a critical analysis of
colonial spatial representation, and conversely, they have
developed into a hybrid of local and global cultures due
to the rapid development of globalization. If we assume
that both contemporary arts and crafts are global, we can
see something that appears to be an intersection. From
the perspective of contemporary art, which challenges
the unearthing of diverse voices and gives importance to
connecting cultural analysis to the analysis of material
reality, crafts, which emerge as an extension of that, are a
means to explore and reconstruct the post-colonial cultural
identity.

The politics of curating contemporary craft from contemporary
art are more complicated and multilayered, but Thinking
Through Craft (2007) by Glenn Adamson would be another
reference point. His claim that craft should be grasped
not simply as a technique or traditional practice but in a
broader cultural context that includes contemporary art
shows that craft is not something outside the territory of
art but rather implies conceptual problematic issues that
lie at the core of art. If we take the perspective that craft is
not the other to art but an essential part of art itself, we will
reach the intersection of art and craft. Here the flow from
contemporary art to craft or craft-like fields has become
clear. In fact, many artists, curators, and researchers

involved in contemporary art are interested in works of art
that actively incorporate craft techniques and materials,
and the boundaries between the two take on an intentional
ambiguity against the backdrop of globalization.

If we proceed with the context of placing importance
on the intention and concept behind such works, most
handmade creations would probably fall into the category
of art and transcend the boundaries between art and craft.
As we approach a quarter of the 21st century, this trend in
contemporary art is becoming generalized as a sharing of
the regional or international issues of ethnicity, language,
religion, and translation as well as respect for vernacular
culture. At the same time, it is interesting that works reflecting
an awareness of the issues of the contemporary society, such
as the reinterpretation of materials, sustainability, and
engagement with local communities, are evaluated. In
particular, the characteristics of traditional crafts in Asia
are noteworthy in conjunction with the rise of post-
anthropocentrism. The recycling production systems that
complete the process from sourcing materials to
commercializing products within the region and the long-life
designs that assume repair and maintenance represent the
high compatibility with the modern concept of sustainability.

At Kai, a traditional wooden townhouse in the Higashiyama area
off the Asanogawa River in Kanazawa, Ishikawa Prefecture,
Akagi Akito was gathering the tools and materials for making
Wajima lacquerware under the theme “Together with the
many late craftsmen,” and Otani Momoko was painting lotus
flowers on the wall near the ceiling beyond. On January 1,
2024, Wajima, which was severely damaged in the Noto
Peninsula Earthquake, has over 500 years of tradition of
Wajima lacquerware. The production of lacquerware is
based on a division of labor, and it is, of course, difficult to
procure all of the materials from the local area; however,
robust lacquer is a combination of the handling of materials,
techniques, and shapes that have been handed down over
long periods of time, and is a part of people’s lives. Even if
it breaks, it is regenerated and circulated. The interest in
objects made by human hand and people’s attitudes, which
have not been lost through modernization, may be seen as
not only an esthetic sense unique to Asia but also one of the
solutions to the sustainability we so desire in modern times.

From an art perspective, one would try to understand
Akagi’s exhibition with the eyes, but truly exhibited here are
not objects but time. Even though tangible objects were
lost in the earthquake, the vast amount of condensed time
and space will never vanish. The exhibition is a display of
respect for the craftsmen that powerfully resonates with a
look toward the future, having erased the emotions driven
by ego and illusions. Crafts are not just about making things
but are the connections to the culture and spirituality of the
area. Tools, among those objects, do not exist alone, but
always exist in relation to other tools and purposes. The
existence of tools is inseparable from the existence of the
person using them. Art can function simply by being seen,
but with crafts, it is impossible to see matters and things
as mere objects by separating them from their practical

context. Akagi and Otani’s exhibition at the townhouse
demonstrates the meaning that crafts bring to the formation
of identity in communities and cultural areas as a source
of cultural identity that represents the collective memories
and experiences accumulated in a specific location and
space. Creative things and matters themselves, whether
art or craft, become topos in which culture dwells as a
medium that condenses and expresses the values, aesthetic
sense, and thoughts of a specific era or society. This is an
important perspective in understanding symbolic spaces
and expressions that consolidate cultural meanings and
values beyond the physical location.

Harmony with the natural environment is also emphasized
in architectural design. Thoughts on architectural design
are shifting from the functionalism of modernism and
the pursuit of universality to more complicated context-
dependent approaches in architecture and urban planning.
Miura Shiro held a banquet at Kai-Hanare in Higashiyama
area, inspired by the Rinkan Chanoyu, which was popular
in the middle of the fifteenth century. Rinkan Chanoyu is
said to have been a tea ceremony held before styles of tea
ceremony were established. Participants would first bathe
to wash away sweat, and then enjoy the tea ceremony. The
ceremony was held in a luxurious setting with art objects
and such furnishings as Kara-e (classic Chinese paintings),
incense burners, and food baskets. Kai-Hanare, the venue
for the banquet this time, had a bathroom, a waiting room,
and a tea room, each of which was built in collaboration
with Miura, carpenters, woodworkers, and craftsmen using
a variety of materials that included paper, bamboo, and
aluminum. The tea room is a space where the different
elements of functionality, spirituality, tradition, innovation,
and harmony with nature are intricately intertwined, and the
room reflects the unique aesthetic sense and technique of
a specific culture or region. The people gathering for the
Rinkan Chanoyu must have been more easygoing and free-
spirited than those in the era of wabi-cha. As a reaction to
an entire society’s continued emphasis on efficiency due
to industrialization and advanced information technology,
the interest in the tea ceremony is growing since it can be
an opportunity to re-evaluate the values of slowness and
politeness and focus on spirituality and aesthetic values,
moving away from materialistic values. Manners, styles,
and paradigms that seek harmony with nature and meet
human needs at the same time are never something that
only exists beyond evolution. If we link the past wisdom with
issues of today, we can build a new paradigm for achieving a
sustainable society. We would need to recognize anew that
the path to the future can often be found in learning from the
past. Today, when methods of communication have been
changed by the Internet, and the themes of contemporary
art have expanded even to the redefinition of physicality
and generative-Al, the materiality and individuality found in
crafts are becoming more important because they ensure
human existence and visualize the spirit and history.
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How Can Humanity Dwell Poetically in Cities?

Jaeyoung Kang
Artistic Director of the 2025 Cheongju Craft Biennale

In the aftermath of World War Il, Martin Heidegger quotes
a verse from Friedrich Hélderlin’s poem to pose a profound
question: “How is a man supposed to dwell poetically?”
This lamentation still resonates today, amid the crises of
climate change and recurring wars. Humanism and rational
judgement that were once regarded as the highest values
have become synonymous with the barbarity and hubris
that have led humanity to dominate and subjugate others
and nature.

Like all other fields, the influence of dualism that
divides and hierarchizes mind and matter, humans and
nature, has not spared the art world. Art and craft were
increasingly clearly separated, representing “eternal
spirit” and “secular practicality,” respectively. During the
era dominated by Western modernism, craft was often
treated as a subordinate genre of art. However, now where
postmodernism must proceed to global modernism, we face
the need to reconsider the “limitations of art,” which have
become detached from concrete objects and absorbed into
representations of consciousness or virtual realms. Craft,
with its generous and gentle power in relating to objects
and the human body, has emerged as a medium capable of
redeeming contemporary art and restoring the relationship
between humanity and the world.

The Go for Kogei tour in the dignified and respectful
cities of Toyama and Kanazawa was perfect for me as a craft
curator. As an invited outsider, | became a “city flaneur” by
day and a “solitary gourmet” by night. Suddenly, the answer
to Heidegger’s question came to mind: at least in these
cities, “people can dwell poetically.” | wanted to tell him that
there are spaces where one can enjoy aesthetic pleasure,
culinary delight, hospitality, and freedom without any guilt. If
Wabisabi can be connected to aesthetic appreciation, then
poetically relating to the world is naturally possible.

Go for Kogei 2024 held as an archipelago-style exhibition
in two locations at Iwase area and Higashiyama area. Old
warehouses, sake breweries, shops, and streets become
exhibition spaces, narrowing the distance between works
and the audience. It is not an exhibition one merely observes
but one that encourages visitors to experience and find
meaning in a more intuitive and fundamental way. Craft and
art breathe new life into the traditional urban landscapes
and propose an authentic way of life where people relate
to the world poetically. Today’s craft extends beyond
functionality to convey artistic and philosophical messages,
inviting exploration of inner psychological depth, social
connections, and historical context.

Under the theme Craft and Art: Phoilosophies for Life,
this exhibition offered a glimpse into the rich context
and cultural depth of contemporary Japanese craft that
encompasses art, design, and architecture. When rejecting
standardized, homogenized crafts and breaking free from
formal, manneristic exhibition spaces, thereby connecting
to every moment and space in life, the magic of craft truly
begins. This is the reason why Go for Kogei’s exhibition
methods and experiment that seems to awaken the dormant
spirit of crafts, shine. | hope the vibrant energy emitted by
Go for Kogei reaches audiences around the world.
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Roundtable Discussion

Go for Kogei Raised Criticism, Practice, and Place

Go for Kogei (hereinafter referred to as “GFK”) held exhibitions
for four years since 2021. The following members gathered
for a roundtable discussion in order to reexamine the values
and the awareness of issues that have been raised so far
through its practices and to consider future developments.

Participants

Akimoto Yuji (Executive Director, Curator)
Takayama Kentaro (Co-curator)

Usui Hiroshi (Project Direction)

Takai Yasumitsu (Editing)

Genes of the craft and urban development
in Kanazawa

Akimoto: | am the one who came up with the idea this time
of the roundtable discussion. The reason for the discussion
is that | wanted to create value as a team going forward
gathering here and by sharing how the core members of
GFK perceive our initiatives up until now.

First of all, | would like to introduce the preceding
initiatives before GFK. | have been engaged in exhibitions
with the craft theme for 15 years, including the International
Triennale of Kogei in Kanazawa (Ishikawa, 2010-) and the
Art Crafting Towards the Future (21st Century Museum of
Contemporary Art, Kanazawa, Ishikawa, 2012). Moreover,
the background to these initiatives can be traced back to
Traditional Crafts and Urban Development: Kanazawa’s
Attempt (Dentokogei to machidukuri: Kanazawa no
kokoromi, Ishikawa: Hokkoku Bunka Jigyodan, 1980) and
the Declaration of the International City of Crafts in 1995.
Kanazawa City has been thinking about craft and urban
development for a long time, and | think our practice, which
we began in recent years, is part of what has been passed
down as its genes in the city of Kanazawa.

Takai: Art Crafting Towards the Future was an exhibition
where you, as a contemporary art curator, incorporated
crafts into the art scene system of an art museum, and |
consider it as something different from the trend of the
1980s that you mentioned earlier. In other words, | suppose
that watching crafts from the framework of contemporary
art would perhaps be at the core of GFK’s initiatives.

Akimoto: Indeed, Art Crafting Towards the Future, which
became the starting point, made an issue of what crafts would
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be like if the 21st Century Museum of Contemporary Art,
Kanazawa, as a museum of contemporary art, were to take
up crafts within the context of the museum. Nowadays, | have
the impression that fewer people would feel uncomfortable
if contemporary art and crafts were placed side by side;
however, 10 years ago, | felt quite uncomfortable to think of
crafts in the context of contemporary art. Therefore, | think
| have been doing it carefully.

However, the International Triennale of Kogei in
Kanazawa took a little different approach, and its aim was
that Kanazawa City culturalized and industrialized crafts.
From the beginning, | was conscious of both: the perspective
of art theory and the perspective of urban development.

Takayama: Mr. Akimoto, | heard that when you were appointed
director of the 21st Century Museum of Contemporary Art,
Kanazawa, in 2007, Mayor Yamade Tamotsu (at the time)
requested that you deal with crafts. | suppose, back then,
you were concerned about whether it would be better to
allow crafts to remain something that had been passed down
in Kanazawa and Japan as traditional crafts or to find new
possibilities by modernizing them like modern art. | remember
you said, “l don’t see which would be better,” and had wavering
feelings between those two directions.

Akimoto: Yes, as the director at that time, | had the proposition
of how we should approach craft without compromising the
characteristics of the 21st Century Museum of Contemporary
Art, Kanazawa. Under such circumstances, | prepared
the International Triennale of Kogei in Kanazawa and Art
Crafting Towards the Future, but | think there was quite a
difference between talking about crafts from the perspective of
contemporary art, and vice versa, talking about contemporary
art from the perspective of crafts. That is the difference
between thinking on the basis of the concept and thinking
on the basis of the materials and techniques.

Spread of a new genre, craft arts

Takayama: My art career started on Naoshima Island in
2004, but since the 2000s, the concept of regional art, which
was to appreciate art in the city or nature rather than in a
museum, has spread. In my opinion, art has changed from a
visual medium to an experiential medium and from exhibitions
in a museum to art projects in the area. Since regional art
has become recognized as a stage for presentations, | think
the binary opposition between high art and low art has

disappeared. While | have been engaged in GFK for the past
four years, the genre that can be called craft arts is spreading.
I think that three changes are related to that.

First, changes on the part of the artists. When launching
Art Crafting Towards the Future, Mr. Akimoto said, “Going
forward, there must be more craft artists with concepts and
narratives.” In recent years, more young artists have begun
to focus on concepts as their motive for creating art.

Second, changes in the audience. As Yokoyama Ikuko
of M+ stated at the international symposium in 2023, | think
the audience who view crafts have seen works as the craft
genre of pottery, lacquer, and metalwork until now. However,
they are beginning to see them as the expression of artists
without getting caught up in the genre. | suppose that this is
also related to the fact that the viewing experience itself is
changing, for example, people actively uploading photos to
social media.

Third, changes in crafts due to external factors. Jaeyoung
Kang, the artistic director of the 2023 Cheongju Craft Biennale,
also stated at the international symposium in 2023 that the
desire for nature, called biophilia, is increasing in a society
where information and Al are advancing. Even compared to
contemporary art, crafts tend to emphasize the production
process and materials, and | think it is changing in response to
the modern issues of global warming and the circular economy.

From these three perspectives as well, as Mr. Akimoto
previously stated in the catalog for Art Crafting Towards the
Future, | think that we can see this as an attempt to move
away from the spell of Japanese nationalistic crafts and to
create craft arts, which are neither crafts nor arts as yet.

Redefining the framework of craft
from practice

Usui: Mr. Akimoto raised three issues in his text for Art
Crafting Towards the Future (Kogei miraiha, Ishikawa: the
21st Century Museum of Contemporary Art, Kanazawa,
2012). The first was why do crafts not have common issues
that are exchangeable with cultures of different origins
from a global perspective, while contemporary art has
them? The second was how and to what extent can the
category of crafts be expanded? The third was can crafts
be separated from stereotyped Japanese nationalism and
localism? Mr. Akimoto mentioned a similar awareness of
issues in the text of GFK 2022, too. However, we are seeing
the changes that Mr. Takayama just mentioned, and | feel a
breakthrough to these issues may have become apparent to

a certain extent. We have made slow but steady efforts for
a reevaluation, transformation, and practice while involving
elements such as criticism that reexamines the framework
of crafts, practice that is implemented by exhibitions and
production, and places that go beyond the framework of
the museum, which I think has great significance for GFK.

In the lecture by Julian Stair, a potter and historian, in
Kanazawa in 2024, he spoke about the concept of agency,
which he really valued. For example, gender is not something
given to the subject but is an accumulation of acts of
accepting and practicing, which will become socialized.

He is engaged in his activities and is replacing this
concept with the relationship between crafts and art,
but that is very similar to the initiatives of GFK. While the
hierarchy between the two still exists, how can we redefine
the framework of crafts? | think the great value of GFK lies
in the fact that GFK has come this far with the concept,
framework, and practice.

Takai: You mentioned agency, and | am often asked
by visitors, “Is this art? Or is it a craft?” People have a
tendency to apply things to such given concepts. However,
it is necessary to tell the story of the mutual relationship
between crafts and art, not about either one of them. | also
think that one of the missions of GFK is how much we can
become engaged in changes on the part of the artists as well
as changes in the audience as Mr. Takayama pointed out.

Complexity and mingled taste of crafts

Takai: Mr. Usui mentioned the keyword: place. This is a very
important element in the initiatives of GFK. In general, art
museums exhibit works in a neutral environment by cutting
off the context from everyday life, but GFK exhibited works
in the living environments of homes and storehouses where
you can see the works and life connected. In addition, | think
that place will emerge three-dimensionally in a variety of
layers in the sense that Hokuriku is a region with many crafts.

Akimoto: As Mr. Takai says, | think crafts are better suited
to being exhibited in noisy places or tangible places where
various elements mingle and co-exist than in art museums.

One of the characteristics of crafts is to be clouded,
or rather, | should say, to be complex, which is the state
where various things are mixed. Crafts cannot be organized
neatly like art and do not progress with a single logical
development. Such characteristics seem to have been
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understood as a weakness, but now | think that complexity
is viewed as more interesting.

Takai: There are also many works of art that incorporate
place in the art festivals held in various places, but in such
cases, they incorporate “place”, which represents abstract
information. Conversely, | think that is the strength of art.

Akimoto: You are right. Art even objectifies place.

Takai: On the other hand, for example, a venue like Kai-
Hanare is very cluttered and clouded. There is an mingled
taste that includes points where it is unclear where the
works start and end. | think the interesting part of GFK is
a connection between the environment in which the work
is born and the environment in which it is experienced, as
Mr. Akimoto previously referred to this connection as “The
umbilical cord is connected.”

Takayama: | think that is right. Museums use text to
encourage the audience to understand, but when seeing
works of lacquer, pottery, or paper at shrines, temples, or
places of living where crafts and the culture of Hokuriku
have been nurtured, the audience can experience more than
just textual information. | think that is one of the possibilities
of crafts and place.

From viewers to experiencers

Usui: Speaking of place, | think the direction that was put
forward in Crafts and Design: Kogei in Daily Life — Curations
by 13 Creative Directors in the Special Exhibition Il in GFK
2021 finally took shape to a certain extent this year. That is,
we were able to provide an opportunity for visitors to look
into daily life by placing works as objects from daily life as
well as by turning those visitors into experiencers rather
than viewers.

Glenn Adamson, a curator and historian, stated that the
concept of craft did not exist before it was invented in the
West in the late 18th century to the early 19th century during
the Industrial Revolution. This exhibition seems to be tracing
back the process in which crafts as handwork and the art
in museums have been born, starting from manufacturing.
It was good for us to be able to show the feature of crafts
that have been back to the place where they belong with
the values of the current times.
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Akimoto: |, too, think that this year’s GFK was good. What
we have done in points are being connected, and | hope it
will be further driven to see the various patterns emerge.

Up until now, GFK has been thought of as similar to
exhibitionism. If GFK is recognized as craft artists making
installations, then half of our activities are not being
conveyed. For this reason, | think that it was interesting
that we had movement or an approach only craft artists
could take.

Takai: There, | guess the important element is the physical
strength, which means that not only craftspeople but also
visitors can actually hold and use the work. One of the
interesting aspects of crafts is that we can share the feeling
of weight and texture of the work.

Takayama: | think it is good to have a sense of touch, but
as a planner, | wanted to talk more about what makes this
different from what craft artists have done at events to the
present, and what it is different from such formats as the
tea ceremony. | felt the possibility that new value would be
created this year for the first time, which was my fourth
time participating in GFK. For example, when it comes to
appreciation and practicality, Yagi Takahiro, Miura Shiro, and
Kawai Masaru deal with expressions from the perspective
of the latter, and I think they can make unprecedented
aesthetic proposals by expanding the practicality.

Akimoto: You are right. For that very reason, it is important
to increase the number of people who use crafts and
incorporate those crafts into daily life. We tend to separate
the appreciation and practicality of crafts, but there is no
boundary in our living space. | believe both can exist at the
same time.

Takayama: In GFK 2023, we introduced a performative way
of appreciating the works of Audrey Gambier. | think that
enabled us to bridge the gap between looking and using.
Adding such performances created the possibility that we
would be able to overcome the dichotomy of art and craft,
appreciation and practicality, and artists and audience.

Akimoto: Yes, that is right. | think performances create
a feeling of festivity, which will change the method of
engagement between people and objects. This is just a
plan, but making portable shrines and holding festivals
could be one of the themes of GFK.

Relativizing craft

Takai: Let me change the topic here for a moment. For GFK,
we introduced the expression in a variety of different genres
of not only contemporary art and crafts but also art brut,
design, and architecture in a cross-sectional way. Looking
back, the theme for 2022 was “The Act of Making.” It was
not about deconstruction by Derrida, but the theme of GFK
2022 was how we could broaden our perspective when we
returned to the basics before the genres were sorted.

Akimoto: This is an approach | occasionally use, but by
returning to the basics, we can think about issues without
prejudice. When we think about crafts only within their own
context, we soon become trapped into autointoxication.
Japanese crafts in particular are drawn from traditional
theories, so as one of my efforts, | made crafts difficult to
grasp by incorporating art brut, design, and architecture into
the crafts to make them as relative as possible.

Takayama: In the past four years during which | have worked
with Mr. Akimoto on the craft theme, | sometimes failed to grasp
his true intentions about whether he wanted to stir or dismantle
crafts, but | understood he wanted to mix crafts once again.
I believe that 2021 was especially important for GFK because
we introduced crafts, contemporary art, and art brut together
for the first time. In that attempt, Mr. Akimoto questioned the
supremacy of technology in crafts, or tried to shake up the
evaluation axis, and | understand that GFK 2022 meant his
continued questioning of that. In 2023, trying to dismantle and
stir the materials that are characteristic elements of crafts,
we introduced painting for the first time and incorporated
itinto GFK as an issue of materials and imagination.

Akimoto: | do not particularly want to dismantle crafts; on
the contrary, | have a traditionalist streak in me. | am in a
position to believe that it is better to inherit what we should
inherit the aesthetic sense.

However, things inevitably become fixed over time. Of
course, there is a positive aspect that things will spread
because of the easier understanding when fixed, but for the
creators, it often becomes a hindrance. Besides, those of
us who are engaged in interpretation and communication
can be caught up in old concepts as if stuck in tire tracks,
and it becomes difficult to see what is actually happening
in front of us. Creators are ahead of us in some ways, so |
have a strong desire not to miss them, which is why | always
to try to look at things from a zero-based perspective.

Creating a new context of craft

Usui: | often hear the question—Can crafts turn into
contemporary art?, but | do not often hear the opposite
question—Can contemporary art turn into crafts? There may
be people who have a negative reaction to such questions,
but | see glimpses of a hierarchy between crafts and art there.

Akimoto: There is certainly a trend of contemporary art
turning into crafts. Among the works exhibited at the Venice
Biennale in 2024, many were classified in the craftlike genre.
I guess that if you take craft artists and asked them to
explain those works, most would probably talk about the
materials and techniques, but in the exhibition, the works
were explained in a sociological and political context that
would seem to symbolize the current art scene. Such
explanations mean that the content changes completely
depending on the person who tells the story of those works,
but I think that the craftlike tendency is in contemporary
art as a trend.

Takayama: In relation to what Mr. Akimoto just mentioned,
the new creativity of craft artists has become more
prominent over the past four years, too. Young artists in
their 20s and 30s are beginning to place greater importance
on narrative rather than techniques and materials. There still
seems to be a border between contemporary art and crafts,
though they are close.

Akimoto: It is important in the expression to verbalize
your own work and production. However, you cannot
underestimate the materials, techniques, physicality,
and series of production processes utilizing them. These
elements, which are deeply connected to locality and place
as well, are neither interchangeable nor transferable. | think
contemporary art and crafts in which the various elements
are intricately intertwined will critically act in today’s world
where everything is computerized.

For this reason, | believe that critics like us should not
select either one from the concept and the materials and
techniques as mentioned earlier, but we need to face the
works while maintaining ambiguity and should introduce
them as a complex form through GFK’s practice.

Takai: Last of all, we have identified the significance that

GFK should provide, so | hope that will be useful in future
developments. Thank you for today.
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BRI HItEE YAX
R4 Artist Exhibition Venue fE@m%4 b Title Year =M Materials Size PR Collection
YY—F—- Sareena Sattapon 1-1 NLv (¥TH) Balen(ciaga) | belong: 2024 R E=—% Scaffolding, plastic bags YA XAE ERE Collection of
Yysry FAERY S Toyama Variable the artsit
=il
wmiLE— Matsuyama Tomokazu 1-1 FA=NX-F7 - Wheels of Fortune 2020 Z2FVLREE Stainless Steel H257xW400%xD105 K. T. & Collection of
TA—Far K. T.
1-1 KTW - FanF1—] Double Jeopardy! 2020 2TV Stainless Steel H238.9xW400%xD103.2 K. T. & Collection of
K. T.
1-1 All is Well Blue All is Well Blue 2024 FOENIFTFTVVY Octalumina fabric H250xW370xD245 TERE Collection of
the artsit
=+ E lwamura En 1-2 Neo Jomon: Yellow Mask Neo Jomon: Yellow Mask 2024 Ba. Fh3E Glazed ceramics H159xW83xD87 TERE Collection of
the artsit
1-2 Neo Jomon: Red Mask Neo Jomon: Red Mask 2024 Fa. FhE Glazed ceramics H117xW118xD79 ERR Collection of
the artsit
1-2 Neo Jomon: Green Mask Neo Jomon: Green Mask 2024 P, fhZE Glazed ceramics H90xW77xD73 ERE Collection of
the artsit
1-2 Green Faces Green Faces 2023 [N Glazed ceramics H69xW63xD49 TR Collection of
the artsit
1-2 Neo Jomon: Mask and Eyes  Neo Jomon: Mask and Eyes 2024 P8, fhEE Glazed ceramics H81xW81xD71 TERE Collection of
the artsit
1-2 Neo Jomon: Neo Jomon: 2024 9. fhE Glazed ceramics H58xW89xD64 TERE Collection of
Blue Moco-moco Blue Moco-moco the artsit
1-2 Neo Jomon: Blue Pot Neo Jomon: Blue Pot 2023 P, fhZE Glazed ceramics H43xW43xD41 ERE Collection of
the artsit
HA%MEE Sotome Haruka 1-3 Bondage Bondage 2020 B RW.TIRFYIF—> Lacquer, linen, plastic chain H70xW85xD65 1ERE Collection of
the artsit
1-7 (L) Charmed and Cursed 2023 N Lacquer, linen H198xW198xD90 1ERE Collection of
the artsit
HiAR= Kakinuma Koji 1-4 Sbml Breaking Through 2024 B 2R¥ VS 7—7 ERK Ink, masking tape, Y4 XAE ERE Collection of
drawing paper Variable the artsit
SAIZ Tatehana Noritaka 1-5 F1er Ty Descending Painting 2024 TOINHYy 2 FrvnR, Acrylic on canvas mounted on panel H160xW600 ERE Collection of
RAVT4T “ERER" “Unryu-zu” KRB/ FI the artsit
1-10 F1erTavy Descending Painting 2024 FTIINIZNTav_R{4vh Acrylic emulsion paint W720%xD1800 EAR Private
RAVT407 “ BER" “Unryu-zu” Collection
1-10 RE— E—ALRYa2—X Baby Heel-less Shoes 2022 HE BFE R IVRIVAFR, Dyed cowhide, pig suede, H17.5XW6.8xD12 ERE Collection of
EE77RF— glass crystal, metal fastener each the artsit
1-10 RE=—-E=ILRY2—-X Baby Heel-less Shoes 2021 45 BE, Rl Dyed cowhide, pig suede, H22.4xW6.8xD11.7 ERE Collection of
A—=TFAVITIVREANTT TR, coated glass crystal, metal fastener each the artsit
EEB77RF—
1-10 RE—-E=VLZX¥a—X Baby Heel-less Shoes 2022 FE RE RRLIVREZLAEFTR, Dyed cowhide, pig suede, H27.3xW7.3xD12.7 TERE Collection of
EB77RF— glass crystal, metal fastener each the artsit
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EBRRiS HIEE H4X
R4 Artist Exhibition Venue f{E@%4 b Title Year E2v Materials Size PR Collection
ERAE Tatehana Noritaka 1-10 E—IVLRYa2—X Heel-less Shoes 2023 E BFE R O-T172YX40  Dyed cowhide, pig suede, coated glass crystal, H31.3xW8.8xD19.8 TERE Collection of
HIR EB77RF— metal fastener each the artsit
1-10 E—VLRYa—X Heel-less Shoes 2018 FE RE LR IVRZLHETR, Dyed cowhide, pig suede, glass crystal, H42xW9.2xD22.5 ERE Collection of
EE77RF— metal fastener each the artsit
1-10 E—LRYa—X Heel-less Shoes 2019 FE BFE 2R O-T172YR420  Dyed cowhide, pig suede, coated glass crystal, H44.2xW10.4xD21.3 TERE Collection of
HIR EB77RF— metal fastener each the artsit
FEE—= Ino Ichizo 1-6 ALWbhODYHD (1F5%) Vehicle of Peace (boy) 2023 B RVRE, B, B, K. Lacquer, wood, sawdust clay, ground powder, H87xW35xD23 TERE Collection of
1Eihg. BEER abrasive powder, rice flour, resin, pigment the artsit
1-6 AVWbODYHLD (L) Vehicle of Peace (deer) 2020 ARVRE, BT, o8, BB, Lacquer, wood, sawdust clay, hemp cloth, ground H64xW43xD24 TERE Collection of
K. . BNl &5 powder, abrasive powder, rice flour, resin, pigment, the artsit
gold leaf
1-6 ALHhODYLD (BALDI) Vehicle of Peace (girl) 2017 ARV, B, ok, B, Lacquer, wood, sawdust clay, hemp cloth, ground H103xW50xD50 BAR Private
K. &5 powder, abrasive powder, rice flour, resin, gold leaf Collection
1-6 AVWbODYHLD (RT) Vehicle of Peace (cat) 2023 AR, o, B, K. Lacquer, wood, sawdust clay, ground powder, H34xW15xD23 ERR Collection of
10E. BERl &5 abrasive powder, rice flour, resin, pigment, gold leaf the artsit
£ 5% lwasaki Tsutomu 1-6 £ Persimmon 2022 1. & AR, Bk TRE. EkE Maple, lacquer, gofun, glue, water dried paint and H9xW14xD9 TERE Collection of
pigments the artsit
1-6 Bk Persimmon 2023 1. . . B kTR 58 Maple, lacquer, gofun, glue, water dried paint and H8XW15xD8 1ERE Collection of
pigments the artsit
1-6 23 Persimmon 2020 1. R, B KTRE, BicE Maple, lacquer, gofun, glue, water dried paint and H11xW18xD9.2 ERE Collection of
pigments the artsit
1-6 23 Persimmon 2024 1. & . Bk TRE. AR Maple, lacquer, gofun, glue, water dried paint and H15xW42xD10 R Collection of
pigments the artsit
watgs Isoya Hirofumi 1-8 TELig ERTIEE Flowers and Bees, 2018 BE AT HFRADKRM Honey, fishing lights, glass bottles H54xW36xD36 ERE Collection of
Translucent Archive the artsit
1-8 & 05 Activation 05 2023 Rin1 3 H (3500-2500 BCE). #5+  Ancient earthenware fragments $25 AR Private
from 3500-2500 BCE, clay Collection
1-8 &M 06 Activation 06 2023 RiD 13 F (3500-2500 BCE). #5+  Ancient earthenware fragments $25 AR Private
from 3500-2500 BCE, clay Collection
1-8 & 07 Activation 07 2024 FRisnt3E R (3500-2500 BCE). #+  Ancient earthenware fragments $25 TERE Collection of
from 3500-2500 BCE, clay the artsit
1-8 Mi-miEN Activating Anew 2023 FRiRn 13 (3500-2500 BCE). #5+  Ancient earthenware fragments H25xW25xD12.5 TR Collection of
from 3500-2500 BCE, clay the artsit
1-8 B Slow Fluid 2022- EIAVRTY N BICER Pigment print, painted frame H35.3xW26.6xD3 ERE Collection of
2024 the artsit
1-8 wBhER Auxiliary Line 2018 - ETANTY VM BEICER Pigment print, painted frame H163.6XW106.6xD4.9 ERE Collection of
2020 the artsit
1-8 IR Return 2022 - EIAV MYV BICEE Pigment print, painted frame H133.2xW96.2xD4.5 ERR Collection of
2024 the artsit
1-8 7 Keys 2023- ETAVNTYV M BICER Pigment print, painted frame H35.3xW25.7xD3 TERE Collection of
2024 the artsit
1-8 RZERENR Night of Palilalia 2017 - ETAV MY N BICER Pigment print, painted frame H35.3xW25xD3 YRR Collection of
2021 the artsit
1-8 KEL#E Big Picture 2012 - EIAVNTY VM BICER Pigment print, painted frame H163.6xXW106.6xD4.9 TERE Collection of
2020 the artsit
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R4 Artist Exhibition Venue f{E@%4 b Title Year E2v Materials Size PR Collection
B Isoya Hirofumi 1-8 IRE DR Line of Return 2022- EIAVRTY N BICER Pigment print, painted frame H35.3xW26.3xD3 ERE Collection of
2024 the artsit
EHER Sawada Kensho 1-8 WwWoBrtIARBE/ Return to Earth 2020 £ Iron HO.7x¢12; HO.7X¢16; 1ERE Collection of
HO0.7x¢18; H0.7x¢20; the artsit
HO0.7x¢22
Bk & Shakunaga Gaku 1-8 Aube fEAX Aube elliptic bowl! 2024 [E Ceramic H10.5xW36xD34 AR Private
Collection
1-8 AgexGen K Age x Gen bow! 2024 [3E Ceramic H13x¢39 B A& Private
Collection
1-8 Age X Age dish 2024 GE Ceramic H9%¢47.5 BB Private
Collection
1-8 Age xGen Kk Age x Gen bow! 2024 [E Ceramic H12x¢47.5 AR Private
Collection
1-8 Gen K Gen dish 2024 B34 Semi-porcelain H13.5x¢52 AR Private
Collection
SliFnE Toyama Kazuhiro 1-8 Biophilia; Ephemeral Vase IV Biophilia; Ephemeral Vase IV 2021 5 (E®) Patinated copper (niiro) H20xW20xD20 TERE Collection of
the artsit
1-8 Biophilia; Ephemeral Vase IV  Biophilia; Ephemeral Vase IV 2021 $R (BR1L) Patinated copper H20xW20xD20 TERR Collection of
the artsit
1-8 Biophilia; Ephemeral Vase Biophilia; Ephemeral Vase 2021 8 Copper H35xW20xD20 ERE Collection of
the artsit
1-8 Biophilia; Ephemeral Vase Biophilia; Ephemeral Vase 2021 A (FRdk) Patinated copper H35xW20xD20 ERE Collection of
the artsit
1-8 Biophilia; Ephemeral Vase Biophilia; Ephemeral Vase 2021 #R970 970 silver H35xW20%xD20 TERE Collection of
the artsit
1-8 Biophilia; Celestial Shaped  Biophilia; Celestial Shaped 2022 S Copper H20xW70xD70 R Collection of
Vessel Vessel the artsit
RHR= Yasuda Taizo 1-8 # Conclusion 2020 HIR Glass H28xW60xD60 AR Private
Collection
1-8 & Conclusion 2021 HIR Glass H16xW36xD36 fEAR Private
Collection
1-8 & Conclusion 2021 HIR Glass H26xW54%xD54 AR Private
Collection
Bk Ishiwata Yui 1-9 Tabula Rasa Tabula Rasa 2024 B.RATVLR Cotton, Stainless H350xW100xD100 ®IREWMIE  Collection of
KEFFRE Kanazawa
College Of Art
1-9 Vita Vita 2024 BB RTVLR Cotton, Bamboo, Straw, Stainless H400xW120xD120 1ERRE Collection of
the artsit
FARAF Akagi Akito H-1 BiARH T RE Roughly Carved Wooden 2024 7Y Japanese zelkova YA XAE TERE Collection of
Bowls Variable the artsit
H-1 AEHE Crates for lacquerware 2024 BAi&. KIE. BAICH T TOAE, Crates from the Meiji, Taisho, and Showa eras; YA XAE 1ERE Collection of
BAHE. ZIB AN, EAM era bowls (jidaiwan), square dishes with chiseled Variable the artsit
grooves, rough-grain round dishes
H-1 RS 2IEHKIE Wajima Lacquer Pitchers 2024 TYEit. R EBH Japanese zelkova, lacquer, metallic powder H25%¢12 YRR Collection of
with Maki-e the artsit
KAHkF Otani Momoko H-1 ik Lotus and Butterfly 2024 TOUNH Y2 KENRF L acrylic paint, wood panel H306x230%xD3.6 TERE Collection of
the artsit
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EBRRiS HIEE H4X
R4 Artist Exhibition Venue f{E@%4 b Title Year E2v Materials Size PR Collection
MREEX Takemata Yuichi & Oniki Koichiro H-2 obi ¥z7 obi chair 2024 Z2FVLR Stainless steel H61.7xW51.3xD51.9 TERE Collection of
RARZ—EB the artsit
H-2 obi ¥1FF=71 obi side table 2024 RATVLZR Stainless steel H48xW32xD32 ERE Collection of
the artsit
H-2 KT# Light Box 2021 HiR. ATV A LED Brass, stainless steel, LED H14.8XW10.5XD1.8 1ERE Collection of
the artsit
ZiRsEA+AHNAEE  Miura Shiro & Oi Kotaro (Oi Factory), H-3 [EEN Kai-Ki 2018 KTV RF—IiNA4T Wood, acrylic, steel pipe H67xW12xD12 ERR Collection of
(X#).ZAE. Sankaku-ya, Air Frame H98%@27.2 the artsit
AIR FRAME
ZIHEEA+HIER Miura Shiro & Muramatsu Masaharu H-3 51 Kai-Sou 2018 TV R Solid aluminum H122.5XW96xD36 TERE Collection of
(M.Produce) (M.Produce) the artsit
ZiEEE+PIIRL Miura Shiro & Nakagawa Shuji H-3 [EIE- R e Kai-Tou Assembly Bathtub 2020 -1 Sawara cypress H62xW140xD70 TERE Collection of
(PNAIE) (Nakagawa Mokkougei) the artsit
H-3 Ei% RAsEE—R Kai-Tou Bathing implements 2020 R ¥ SHEhisiE: SE5E Pail: Japanese umbrella-pine; Wash basin: Japanese H64xW31xD24 ERR Collection of
ARE  AFEEBENT SR umbrella-pine; Soap stand: Kiso Valley cypress; (FaY41X) the artsit
Ei R Stool: Japanese umbrella-pine; Box: Fir
H-3 Ei% FKEE—R Kai-Tou Handwashing 2020 FABE. OLeL BYHE. BYR/ Basin for handwashing with dipper, paper towel H37xW80xD45 YRR Collection of
implements B IAE®EZV0F) box, wastebasket; Stand: Kiso Valley cypress (FEHAX) the artsit
ZESEAHNERIT Miura Shiro & Konishi Tadayuki H-3 EltF Kai-Ro 2019 FiR BIBAK B B BOTFHR Pillar: Japanese cypress, cedar scaffold poles; Walls, YA XAE TERR Collection of
(MEIHERE).BEE  (Konishi Construction), Okada (MERY) /KH*: 2 (BIHIR) / sliding doors: Torinokogami (a variety of Japanese paper); Variable the artsit
(REEZRBRERSE) Tadashi (Bishodo Okada Mountings) R (1B 42 (BIBIR) Bk (2B%): & Ceiling: Japanese cedar scaffold boards; Floor (1st floor):
Japanese cedar scaffold boards; Floor (2nd floor):
Tatami mats
ZHEBtERE Miura Shiro & Kado Koh (Kamisoe) H-3 B4 Kai-Shi 2019 FER Decorated paper (karakami) YA XAE R Collection of
(DH) Variable the artsit
ZIHEEA+HIER Miura Shiro & Muramatsu Masaharu H-3 [El/E & Kai-Sou lori 2019 TIIEEM, 7/YIVIR,LED, %, k&  Solid aluminum, acrylic plates, LED, cloth, crystal H284xW291xD291 ERE Collection of
(M.Produce). (M.Produce), Ueno Kazuhiro (Nuno) the artsit
LB (NUNO)
ZHEB+TE—% Miura Shiro & Shimomoto Kazuho H-3 BT IREE—R Kai-Chiku Set of bamboo tea 2020 EEM E/MERER . EVVIFY Box for implements: Chestnut; Bamboo tea H45.5XxW27.5xD15.5 1ERE Collection of
(f7&). EERRIK (Taketo), Okabe Souta (Common Mfg.) implements implements: Moso bamboo (FEYAX) the artsit
(REFJRFREFRAIEY)
SRR+ TA—& Miura Shiro & Shimomoto Kazuho (Taketo), H-3 EfT  fTERER Kai-Chiku Bamboo lights 2020 EIVIFY Moso bamboo YA XAE ERE Collection of
(ff&). REYR (=4)®) Harada Hisashi (Sangensyoku Inc.) Variable the artsit
SHEA+FIERSE Miura Shiro & Usami Toru (Cazahana), H-3 El& Kai-Seki 2020 g AR TIVIE Mineral, wood, aluminum foil H30.3xW45.5xD15 1ERE Collection of
(Cazahana). Yamamoto Masaiji (Yamamoto) the artsit
WA= (Y=E)
RS Yagi Takahiro H-4 E-35) Tin Tea Caddies 1914- AL Tin H19.7x¢9.2 1ERE Collection of
the artsit
H-4 HRERTIERE World-Traveling Tea Caddies 2024 B Video YA ZXAE ERE Collection of
Variable the artsit
H-4 Recreate Caddy Recreate Caddy 2016- HRORH,.TVF Brass, copper, tin H14.6x¢9.2 TERE Collection of
2024 the artsit
N&E Kawai Masaru H-5 BARDESR M Sliced Wood Plate 2024 = Cedar W20xD12.5 YERR Collection of
the artsit
H-5 FaRE Hakozen 2024 = Cedar H18xW32xD32 TERR Collection of
the artsit
H-5 HIRFRY Glass Desk 2024 AR Cypress, glass H72xW180xD80 YRR Collection of
the artsit
H-5 AR Paper Shelf 2023 R, ERNK Cedar, sawara cypress, paper H167xW84xD39 YERR Collection of
the artsit
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Venue ARV BhEER FfEENR - HREE AR Title Related Artist Dates, Hours, and other Notes Details
1-4 GO FOR K%GEI HBR= ¥5f110:00-17:00 PHEEEDHRBELFRDIEERE - DRAICT, MBRZHIFFHMNT (S)ake Tellséin? with  Kakinuma Koji Hours: 10:00 a.m.-5:00 p.m. At Saseki, a shop directly operated by Masuda Sake Brewery, an
FYTFLEREOT N N - riginal Go for ; . e . . .
IS ER ﬁz “ ;;E ﬁ AV SFABEOTHEEEFRTEZIRY MEEHLE, B Kogei Sake Cups :z's':‘mnz“::‘c‘zys event was held where visitors could experience sake tasting with
EASEE RO EEY —E ZAThNTOBERICIE. FEOME : orlg.;.ma! sall(e cups bearlrlg aGo fc?r Kogei logo created by Kaklhumé
S AER. FIBEESER LS. FEOEIE5GO FOR Koji. His pieces were displayed in the shop where the Masuizumi
A to a8 L0, fmia O - brand sake varieties were regularly offered as samples. Visitors,
KOGEIORIAY BEOTHBEEEAT, while appreciating Kakinuma’s pieces, enjoyed sake from cups
with his original logo.
1-5 SESAEX SESAE BRI (11:00-18:00 257 be—ILEEERT - KOBO Brew PubdJERIC, gE281Z 0 (E)nr;Sbite "I\'latehell(na Hours: 11:00 a.m.-6:00 p.m. Tatehana Noritaka’s new work, Descending Painting “Unryu-zu”
KOBO B Pub S e . — N _ N _ xhibition: oritaka . ; - — .
ERER rew Fu LRE AN L T (FARYFAVI_RAV T4V BER") £ BiR, KAOETF Tatehana Noritaka Cost: Menu price was exhibited inside the Kobo Brew Pub craft beer brewery. His
N N - s = - . t vibrant, colorful painting is about 6 meters wide and hung on a
HEBINAEEICENT SN BIER6m OB Y BH LR EES K
{ﬁfi’iﬂ’] SEE ?_I' . ?i:mﬁm i Kobo Brew Pub wall featuring wooden lattices, which attracted the attention of
B BEIERE—RICE—LERLE A4 DRES| VT, visitors enjoying their beer with snacks.
1-11 B &Ex a R H%Fa‘:lq;:gg-;g:gg\ ARV T2 RETIREBIE- €7y RXF F/TICT, (E)nr;sbitte lwamura En Hours: 251(;80 a.m.;g:gg p.m., At Piatto Suzuki Cinque, a restaurant specializing in authentic
7k X% Fr7T :00-22: s gy o = - - . - . xhibition: 00 p-m.~10:08 p.m. Italian cuisine, Iwamura En’s artworks were exhibited. Two of his
ERER PB | AR, 2~ BARIR, T 7E ¢ EHBORRERT. EACE BELEBRTARICASME IF""ile‘;ﬂtTourSauElTkiat Holidays: Mondays, artworks were’ installed at eye level inside the restaur.ant These
B Ak KZHEREREL. EALSRAZEXERAICRBINAER Ginque 2nd and 4th Sundays, . v ) ' ’
- s a:her days aé_ " along with other works of art installed in the Japanese garden that
ELHILRETIADBERLEYL, © 9wner s discretion could be seen from the inside, delighted the eyes of the guests
Cost: Menu price
at the table.
1-12, z")—ﬂ-(m#-;/a:ﬁ‘/ H—F—- EE\??}%LEEI(%;)ZB%(E:::EE) NETEF--R) - EUBEEEI /NN 7+——LEY, . 7—T1 Balen (ciaga) Sareena Sattapon Dates: gep:emger g; Residents of Ishikawa and Toyama prefectures, who were
NLy (7H Yy xRy . - | Belong: Toyama eptember 28, .
1-1 ACaSY B BP9 15:00-15:45 RPEHITNT A=V REERR, BRLEZEEAITAETIE perfor,ﬁanc’é October 5, ga_lthered tr_mrough an open ca}l for this event, perf.ormed along
NIF—T VR (&E45%) Yo R R DRBTHERADRIESEICIBEY MROLBED Art by Sareena October 19 with the artist. The starting point was Iwase Omachi Park, where
215 | EHART A E~ o e e - oS Sattapon Time: 3:00 p.m.-3:45 p.m. the performance began with the folk music of Thailand, which is
BLBREZE #1008 D /8y 7 ZEIFTOKEIED TThN, RELBZEILERE g‘;pgg;}brm;"r:gé) Sattapon’s home country, and where performers then made
kAR EHEFTRNAYTHRIBICRIEINT LT, KiFHIZTHIZ00m % Venue: Iwase Omachi Park to abstract movements and unfolded about 100 bags. In front of
BENTE2—ED/NNT7+—T REEBILIICEELT. %x&"pa Port Observation  the Toyama Port Observation Deck, the end point of the performance,
Admission: the bags were hung on the scaffold. Visitors appreciated the
mission: Free ) . .
series of movements in the performance and followed it for about
300 meters.
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Venue ARV BAEER R - R EE nE Title Related Artist Dates, Hours, and other Notes Details
H-2 ﬁlﬁg')?b’éi‘&& gﬁi%; EIE\?(})EJ}%E"EEI(:(I:E)I)- S MRBEBLRARZ—BRICLIFEORENBRENStayo T, I(\:lletal IMeets Sake: 'gaokenlza}(a Yt:lichi Dates: fSundaslys andbholi1dfys Complimentary sake was offered at Tayo, which exhibited new
AbBEHSDEWNE —EBB 2 . . . — . omplimentary niki Koichiro rom September 14— . Lo S s s
B 115:00-16:30 SBEFWEEAER. SN CREINZ [EENHBZESL] #&Y Standing Bar October 20 furniture by Takemata Yuichi and Oniki Koichiro. Brass sake cups
N = o - \ *Sep. 15, Sep. 16, Sep. 22, i
et JT RS>, BRI S RRROTEBAL, Sop 35 Sop 25 o0 & crafted by Takemata were usedto serve complimentary sake so
D - a3 2= ke | Oct. 13, Oct. 14, Oct. 20

EREDLITRRLCEHLRELAR, #ETRLTITE Time: 3:00 p.m.—4:30 p.m. more realistically. In addition, cold sake, whose taste could be

= & :

BEIIALDORBDO—BILEST, Cost: Free enhanced by the metal drinkware, was selected. It gave a good
break to visitors who strolled the Higashiyama area to appreciate
the event.

H-3 E;AI;;’):7I~ =B+ KAI 82T, ERTREHAhE]ISRITLE: [GTFRE | (VA DAL D) En-ll((ai I;roject’s g/ligraKShili;o . Inspired by medieval tea gatherings (rinkan chanoyu) that were
—HTFEE— EKAI . - . - . inkan Soji n-Kai Projec . . . , o
Snsrsh HOERINE-EE [HTFEE | (WADAZIL) 2HE, EH oM popular in the mlddle_of the f|ft"eenth century, J.apan s tralelonaI

IZh T EHOBYEDYICAELETRAREIIIE F) 2#elLr tea culture event at Rinkan Soji was held at Kai-Hanare. This tea

EEE AR CAEOBERITS (. REETEELE (1) ceremony banquet, which was centered around tea and prepared

=l BX Ll RER N to match the changing seasons from summer to autumn, entertained

BREIBE [E] LIBBETRBFEL L, guests with three parts: “Pine,” which offered bathing and dining,

EKAIZAY b B# (108128 (1) En-Kai Project’s Date: October 12 Ba_mboo’. which served tea and sweets, and “Flowering Plants,
—HTFES— B5R9(11:00-15:00 f{;pkayp Soji: Time: 11:00 a.m.=3:00 p.m. during which guests were served tea.
ine
#4(30,000M Cost: 30,000 yen
B F R Capacity: 5 guests
EE5% Reservation required
EKAIZ7ayzsb B2/9814H () En-Kai Project’s Date: September 14
—MTFEE— T E5E910:00-11:30 Bénkag Soji: Time: 10:00 a.m.-11:30 a.m.
#14/10,000M amboo Cost: 10,000 yen
BEIFHH Capacity: 6 guests
EE6% Reservation required
ZEKAIZaYzs b B#R9(10:00-16:30 En-Kai Project’s Hours: 10:00 a.m.-4:30 p.m.
—hFEE— = (B#EA816:00) Rinkan Soji: (Last entry 4:00 p.m.)
kB [98148 (1) Flowering Plants Holidays: September 14
10:00-12:00. from 10:00 a.m.—
10A128 (&) 12:00 p.m.;
AR 2 5] October 12
Cost: Free
H-6 g&*m%ﬂ#m» < gigﬁ; B$R9111:00-15:00 1% kanazawaDF v F - BEA=Z2—I2T JIABDOESR é Unique Dinirtlg gé}rwaikMas?ru Hours: 11:00 a.m.-3:00 p.m. Si Zhi Tang Kanazawa served selected items from its lunch and café
REZEAMED L, X xperience wi sukamoto ; . . . . .
ARYpIAZ2— :;;‘&E A (BAROEFERM) ICKkZRBRHEToF A—F—DIRAER® Sliced Wood Plate  Yoshiki g°":’a“f'nwe‘:_”95days menus on Sliced Wood Plates by Kawai Masaru. After discussions
§ s = s at Si Zhi Tang ost: Menu price with the owner, Tsukamoto Yoshiki, and the chef, Taiwanese tea leaves

Y7t ORFDOER. BEALICREEFOREDENOBET ’ ' ’

* a j: " o i = .= . Kanazawa and dried sweets were served on Sliced Wood Plates. Visitors were

%‘_Dﬁ-—aﬂ’“ fEViboER M, %'\47 )—Z_’T—Z_SKLO asked to throw the used plates into a box placed in the Sklo gallery

IKERBIN-fEOPIC, KIBEBED [18T2] TAZITIZL space, allowing them time to think about natural circulation.

T, BRAOBEBRALBVLEE3RAZIBILE,

H-7 Bﬁﬂ.’.ﬁ@%éé]"&f:&)t AV N3 B5R110:00-16:30 INSPICE kanazawalElNCERET3R/SA RN Y V5L E ?pi(t:_e AI’G)FI:Ia Yagi Takahiro Hours: 10:00 a.m.—4:30 p.m. An event was held at Inspice Kanazawa where visitors could
RINLZADEY _ _ asting Using ; . . . . .

g o &8 \ iﬂg DEEIZAN. ZOBEYH10BEETFARTFAV T CEBARVF Kaikado's Tea Holidays: Wednesdays experience the aroma of about 10 different spice samples, which

| Caddies Cost: Free were stored in Kaikado's tea caddies and sold at the store. Visitors

R, KFERBFVOEVLEZELULLLIC, [EROSWVWRE
DORIIEASHICE S0 L SZHERLT=,

enjoyed the differences in scent and experienced delightful
feelings by the highly airtight canisters’ seamless ease of use.
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Venue ARV BEER MR- HiREER [k Title Related Artist Dates, Hours, and other Notes Details

H-8 ﬁ1h§®%ﬁ;ib.§:‘ NS Al gglgl ?§>(J§)s'e1| ZEI (1;)8 BERSFAL—ICTHF—F—T B, BLEDOFRFICA->Fa— g« C|3urta}ted " Yagi Takahiro Dates: ge;t)t%mb% 1240—1 7,20-23,  Kissa Glider sponsored a collaborative event with Kaikado to allow
TRE—=TEHYD - IR _ _ _ . N . election o ctober 18- s .
F4—&aA—k— 10A18H (&)-20H (B) E—EXHRDORELTART4V I TERAF7KL—Yavaex Coffee and Hours: 8:00 .m.~6:00 p.m. V'S_'t°r5 ,t° sample Fhe coffee beaf‘s and ."ea 'e_a}’es stored in

B¥R/8:00-18:00 M, RIBERRGOEVOMELLICEYFIBEEL-LETRYY S ;z?kitj%rgd in *Closed at 3:00 p.m. Kaikado’s tea caddies when ordering a drink. Visitors selected
*2501()4?5(%())”’7* BBAE Tea Caddies on September 14 their drinks after savoring the scent of coffee beans and tea leaves

Rodia <o Cost: Menu price iovi i ; , ies.

B | RER as well as enjoying the ease of using Kaikado's tea caddies
H-9 EEEwiob'c'g'\’z» aﬁﬂﬂg B¥R9(10:30-17:00 EEEONEEZ2BSMEEMA7z - NIEAZRICT . EE-REIC Noto Chestnut Akagi Akito, ~ Hours: 10:30 a.m.-5:00p.m. Waguri Shiratsuyu is a café specializing in Japanese chestnut
EERDELT T REE kA gﬁ%;ggg TE#E23FABEELHELIEEDS2bic. HMEESDF(7- Eﬁ“&?ﬂﬁ;gﬁgfg Takemata Yuichi  gost: Eﬁ]r(ijzhlgi‘ \12%500%?1“, confections that uses locally sourced Noto chestnuts. At this café,

- = s 3 - L ’ i
TA—SERATCOBEDEY 75412, RIBHREREHL acquerware two type.s of Mont Blanc were served. or_u a Iacc.q.uer dish handc.rafted
- _ - a - by Akagi Akito, whose workshop is in Wajima, Noto, Ishikawa
THIfFSNI5ob D Lic, RORMTRIESWIAREN TRE Prefecture, accompanied by a knife and fork created by Takemata
BEYT FVICEBEIT o1 Yuichi. Watching the rich, flavorful Mont Blanc topped with chestnut
cream, visitors thoroughly savored the cake on alacquer dish made
of chestnut wood.
H-10 zgﬁvvké/\.ta;% KRB B#2(10A13H (A) FRtEZEDRKBHE - NKEREZBMELT. hvye—PKEE T:yMthmlr Haa_d Yagi Takahiro Date: October 13 A hands-on workshop was held with Yagi Takahiro, the sixth
DFEMEa—k— -00-15° . N N at Metalworkin : . q- _a. : . . -
ELET—rvavT R [15:00-18:00. AWEAYSFLORMESETET—5 2y T &R, hy7 While Drinking Times: g P aro0 b generational head of Kaikado, as the instructor where participants
A > Coff ith : .m.—6: .m. . .

¥£5,000M VM BF.RARTLEFEHBLIBELLSML, EELESM Kgikzlebwner Cost: 5,000 yen could produce an orlglna}l copper plate using hamr.ners a}nd
T I BETEOE. AKHENTKaikado 7Ly FOa—b—2 Yagi Takahiro Reservation required wooden molds. The participants were of all ages, including

- ~ i ~- - - . . . .
SES5EMRE. 148110 N % e e Each session was limited to five couples, parents and children, and friends. Once finished, the
EHITVEE BDSVEREOREIN RN, groups, one plate per group. plates were used to serve sweets. The participants enjoyed the
sweets with Kaikado’s blended coffee brewed by Yagi over friendly

conversation.

Extra ;&i%)%ﬁ)\ CSHEBSA A B H#[10A208 (A) [HROEAA] ELT20FEUEIChEYEEOHMHEZK-TES :;laturttegikg with _IFawkai Matsaru &  Date: October 20 Hiking through Tsubata’s Shichikuro area with Miura Yutaka, a
;iwé%a’);éﬁ BR93) IR £ ﬁf,; } QES:)EE:‘S;B SEBrrbic REEEETYTANE. HET—F4 M TH Mci’lrjer: YulthIaki vf,‘éh?u??° 0 ':Ime. 98(:]0 :_.:1.—1 ?r.oobp.tm. y forest guide with over two decades of experience studying Japan’s

= i _ - — Explori ace: Shichikuro, Tsubata-machi, i i i i i
AR Bl BELRREMES U208, SHOBRKRE LR the Cycles of Kahoku-gun, woodlands. Approximately 20 people, including Kawai Masaru
% 12,000/ RSBl ST, [EE | #5—2 &L, TAI% kanazawa Tsubata’s Forests Ishikawa Prefecture and Tsukamoto Yoshiki, the artists exhibiting their works, walked
P e oL ¢ = e *A N Cost: 2,000yen through the Satoyama area and listened to Miura with interest.
£820% TERLENED (BRAROERIL) 20TV T72HEMETS Reservation required Since one of the workshop’s themes was the cycles, Kawai's
RAEDFEE|E XD T IIBH, BARICELT-, No. of Participants: 20 Sliced Wood Plate used at Si Zhi Tang Kanazawa was buried in

the soil of a clear space, guided by Tsukamoto, who was from this
area, to be returned to nature.
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