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Foreword

It was a great pleasure to hold Go for Kogei 2023, a celebration of craft (kogei) in the Hokuriku region. On
behalf of the organizers, | would like to thank everyone who helped make the event a success.

Hokuriku’s numerous craft-producing regions are home to thriving traditions of technical artistry and
distinct philosophies grounded in object-making. In the past, the Sea of Japan coast served as a doorway
connecting Japan to the outside world. New techniques from the continent passed through Fukui and
were transmitted to the capital city of Kyoto. During the Edo period (1603-1867), the Maeda family invited
large numbers of artisans from Kyoto to foster craft techniques and promote local industry in the Kaga
domain, leaving a deep imprint on the cultures of present-day Ishikawa and Toyama Prefectures.
Hokuriku’s rich tapestry of craft culture is sustained by an active and dynamic exchange of people and
techniques that cannot be divided along the boundaries of contemporary prefectural borders.

The fourth iteration of Go for Kogei featured an exhibition and special events that attempted to approach
crafts from a new perspective by transcending the genres of craft, contemporary art, and art brut. What

makes something “craft” or “craft-like”? We hope that such questions will reveal new possibilities for the
world of kogei.

While previous iterations of Go for Kogei featured exhibition sites throughout the three prefectures of
Toyama, Ishikawa, and Fukui, this year’s exhibition focused on downtown Toyama, known as a City of
Water. We hope the exhibition, which took water as a central concept, helped visitors develop a deeper
appreciation of Toyama'’s history, cuisine, and regional character.

Go for Kogei strives to promote the development of a Hokuriku craft network in the prefectures of
Toyama, Ishikawa, and Fukui while highlighting the value of crafts in contemporary society. In 2024, a new
extension of the Hokuriku Shinkansen line will connect Kanazawa, Ishikawa Prefecture, and Tsuruga, Fukui
Prefecture. We hope to contribute to Hokuriku’s development by uniting the region and promoting its
unique appeal within the country and abroad.

In closing, | would like to offer my sincerest thanks to everyone who made Go for Kogei possible.

Ura Jun
Producer, Go for Kogei
Chair, NPO Syuto Kanazawa
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lwase Area

Saseki Sake Bar
Ou Sansan, Furukawa Haruo

Kobo Brew Pub
Sasaki Natsumi

Tajiri Honten Liquor Shop
Hirako Yuichi

Baba Family Residence
Sakurai Akira

Hokuriku Bank Iwase Branch
Hirako Yuichi

Shukyoraku Kuchiiwa Soba
Murayama Goro

Kotobukigura Store House
Hayama Yuki

Masuda Sake Brewery

Iwasaki Takahiro, Komuro Takahiro, Hayama Yuki,
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Nakajima Lock Area

@ Dentaku

Itagaki Hohzan, Kawakami Kenji, Kawabe Jusei,
Jomura Yoko, Cho Megumu, Masuda Sebastian,
Yokono Asuka

@ Nakajima Lock Control Room & Plaza

E@ANOY.EEEE Ueda Baron, Watanabe Yoshihiro
RKARIY) 7 Kansui Park Area
@ E LR XMEE @ Toyama Prefectural Museum of Art and Design
F—KRU—FHYET Audrey Gambier
@ EEMRKAE @ Fugan Canal Kansui Park
ARETF Kubo Hiroko
@ SREEME Rakusuitei Museum of Art
JH#—. £IBHE. RAEER. FES5EA Kawai Kazuhito, Kim Riyoo, Kuwata Takuro,
AHR. SNBSS Kondo Takahiro, Tsujimura Kai, Nomura Yuka
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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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TEEBRBERDAZ—MIRELD TS,

The Kansui Park Area is located in the heart of
Toyama and offers majestic views of the distant
Tateyama mountain range foregrounded by the
waters of the Fugan Canal. The area contains three
exhibition sites: the Rakusuitei Museum of Art,
which features works in clay; the Fugan Canal
Kansui Park, which features a large-scale outdoor
installation piece; and the Toyama Prefectural
Museum of Art and Design, which features
wearable works of soft sculpture. The Kansui Park
is the starting point for the exhibition. Visitors can
board tour boats bound for the Nakajima Lock and
Iwase Areas to embark on a journey down the canal.

Baly Mled Insuey
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T—hABKRE LO17E)ENHB. KAMU KANAZAWA. BHEEHIRIETS
MEICERDPIRBE I N TS,

Kubo Hiroko

Ever since studying sculpture in the United States, Kubo has been
interested in the artistic traditions of non-monotheistic cultures.
Referencing prehistoric art, folk art, and theories from the field of
cultural anthropology, she explores themes related to agriculture
and idols, creating works from everyday materials. The motifs for
her outdoor works, which have been exhibited throughout the
country at events like Rokko Meets Art and the Setouchi Triennale,
consist of fragmented body parts such as hands and feet. These
motifs pay homage to the specific labor and manufacturing
traditions of the regions where they are exhibited and represent
the coexistence and interrelation of people and nature since
ancient times. For the exhibition, Kubo has installed a new work
inspired by wolves in the waters of the canal running through
Kansui Park. As an ancestral relative of dogs, which adapted to
human society, the wolf represents a boundary between nature
and the artificial, the wild and civilization. Male and female wolves
raise cubs as a pair, and Kubo has positioned the mates
face-to-face, projecting an image of her own life onto the
installation. Inland from the canal, which flows into Toyama Bay,
the park offers a view of the Tateyama mountain range, where
the now-extinct Japanese wolf once roamed. The installation
presents viewers with a variety of deeply symbolic readings.

b. 1987 in Hiroshima Prefecture. Kubo received her MFA from Texas Christian
University in 2013. Her work has been exhibited at the Takamatsu
Contemporary Art Annual Vol. 10 (Takamatsu Art Museum, 2022) and the
Romantic Route 3 Art Festival (Taiwan, 2023). Kubo's past awards include the
Hiroshima Cultural Newcomer Prize (2022) and the Grand Prize at Rokko
Meets Art 2017. Her works are included in the collections of Kamu Kanazawa
and the Chishima Foundation for Creative Osaka.
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S U EEMBEE Toyama Prefectural Museum of Art and Design

Audrey Gambier

Gambier has a background in classical ballet. Inspired by her
experiences with acting and stage direction, she creates
humorous works that question the relationship between art and
the viewer. Her Soft Vases series, inspired by the pottery of
Kuwata Takuro, consist of wearable textiles in the shape of
ceramic vessels. Gambier has taken the bright colors, unusual
textures, and humorously improbable forms characteristic of
Kuwata'’s vessels and reimagined them as soft, light textiles that
can be entered into and moved about. Inside the textiles,
occupants can freely manipulate the shape of the vessels,
almost like a potter manipulating clay. The exhibition features 10
works by Gambier, including six new works, shown at the
Toyama Prefectural Museum of Art and Design.

b. 2004 in Caen, France. After encountering classical ballet at age 8, Gambier
became interested in creative expression using the human body and form. She
studied fine and visual arts in high school before pursuing her interest in
textiles and clothing at the Paris College of Art. She currently attends the
Paris-Cergy National Graduate School of Art. Her performances and installation
pieces explore juxtaposed perspectives such as life and performance,
audience and actor, furniture and clothing.

Soft Vases
2023
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RS EMBE Rakusuitei Museum of Art
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Kawai Kazuhito

Kawai's works encapsulate the duality of art and craft. While
his use of clay and jar-like forms seems to speak to the
tradition of pottery, his emphasis on expression and freedom
of form gives his pieces the qualities of sculpture. Kawai’s
polychromatic works evoke images of plastic toys and
artificially colored ice cream and confections. Although
trained as a potter, his background is in contemporary art,
and Kawai’s works are conceptual. The exhibition reconceives
Kawai’s creative process—from inspiration to finished work—
as a physical studio tour. Armed with a flashlight, visitors are
invited to enter a dark room and take a peek into the artist’s
head.

b. 1984 in Ibaraki Prefecture. Kawai graduated from London’s Chelsea College
of Arts with a BA (Hons) in fine art in 2007. He completed a second degree at
the Kasama College of Ceramic Art in 2018. His recent exhibitions include The
Fourth Dimension: To the Future of Vesseis (Mashiko Museum of Ceramic Art,
2022), the solo exhibition Hold Me Close, a Grain at a Time (Kotaro Nukaga,
Tokyo, 2022), and Foolish Fire (Newchild Gallery, Antwerp, 2023). His works

are included in the Takahashi Ryutaro Collection and the Loewe Art Collection.
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RS EMBE Rakusuitei Museum of Art
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Kim Riyoo

Kim is a ceramist and artist whose work encompasses sculpture
and tea bowls. He belongs to a cohort of ceramists inspired by
contemporary art and manga who emerged on the art scene in
the 2010s. His work is characterized by an aesthetic sensibility
that ignores genre and notions of artistic hierarchy in regard to
fine art, subculture, decorative art, and manga. His wicked,
one-eyed sculptures combine indigenous Jomon rope patterns,
the modern aesthetic of motorcycle engine cooling fins, and a
taste for fantasy reminiscent of fighting “mecha” anime. For the
exhibition, an installation featuring Kim'’s signature one-eyed
sculpture series, which he has continued to make throughout
his career, emerges in a storehouse display connecting light
and darkness.

b. 1980 in Osaka Prefecture. Kim completed an MFA at the Osaka University of
Arts in 2006. His recent exhibitions include Exchange and Experimentation: Toward
a New Generation of Ceramic Art (SCPP Museum of Contemporary Ceramic Art,
Shigaraki, 2019), No Man’s Land: The Future of Ceramic Art, the Unseen Beyond the
Horizon (Museum of Ceramic Art, Hyogo, 2021), and his solo exhibition Mizuchinochi
(Space Ohara, Tajimi, 2022). His works are included in the collections of the
Museum of Ceramic Art, Hyogo, and the Zojoji Temple Treasure Gallery (Tokyo).

BEVBANBRAE
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BB SEMBE Rakusuitei Museum of Art
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Kondo Takahiro

Kondo made his entry into the world of pottery when he was 25.
He is known for his original “silver mist” glaze, which gives the
appearance of shimmering water drops. Kondo studied
glasswork in Scotland, and many of his works combine
porcelain and glass. The 2011 earthquake, tsunami, and nuclear
disaster in northeast Japan caused Kondo to reflect on the
hubris of attempting to control nature within the artistic
process. In 2012, he began firing meditative figures cast from
his body. These figures commemorate the dead just as they
reflect the living. In recent years, Kondo has revisited vessels—
the origin of all ceramic art—and begun making large jars in
white porcelain. Kondo thinks of both his meditative human
figures and jars as “vessels.” Both are entities that consist of an
interior and exterior, are capable of holding water, and are
defined by chance.

b. 1958 in Kyoto Prefecture. Kondo graduated from the Kyoto City Industrial
Research Institute in 1986. He received an MFA from the Edinburgh College of Art
in 2003. His solo exhibitions include Surging Waves: A Special Exhibition in
Commemoration of the Tenth Anniversary of the Great East Japan Earthquake
(Izura Institute of Art & Culture, Ibaraki University, 2021), Making Waves (Joan B.
Mirviss Gallery, New York, 2022), and Condensation (Tokyo Gallery + BTAP, Tokyo,
2022). His works are included in the collections of the Metropolitan Museum of Art
(New York), the Minneapolis Institute of Art, and the Museum of Fine Arts, Boston.

Reduction—K&—
Reduction: Surging Waves
2017
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RS EMBE Rakusuitei Museum of Art
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1981 ELBREFN. 2001 FICEIFEMAZEPRARFEIEEE. 20024F(C
FIERER- BB HEICAI S, 2007 FEICL B R TR B EMRAZET SAFEDER
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T4 XHRIE (2018%) . 2021 FEA AR SE (20225F) EHH .

Kuwata Takuro

Kuwata is a ceramist and contemporary artist. A prominent
figure in the new generation of potters inspired by contemporary
art, manga, and subculture, Kuwata burst onto the scene in the
2010s, bringing a fresh perspective to the world of ceramics. His
unique, humorous works employ vibrant colors and distinctive
misshapen forms that have captivated domestic and
international audiences. While Kuwata’s works may seem simple
and naive, they are the result of a carefully calculated approach.
The exhibition features a vast collection of unfinished works—
the byproducts of Kuwata'’s creative process. By showcasing the
malformed and the incomplete, the installation turns sculptural
ideals on their head, challenging and redefining our notions of
beauty.

b. 1981 in Hiroshima Prefecture. After graduating from the Kyoto Saga
University of Arts in 2001, Kuwata began an apprenticeship under ceramist
Zaima Susumu in 2002. He graduated from the Tajimi City Pottery Design and
Technical Center in 2007. His recent exhibitions include Zungurimukkuri (Salon
94, New York, 2021) and Strange Clay: Ceramics in Contemporary Art
(Hayward Gallery, London, 2022). His past awards include special mention at the
2018 Loewe Craft Prize and the FY 2021 Japan Ceramics Society Award (2022).
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Nomura Yuka

Nomura uses earth as a medium, focusing on the essential
biological cycles of ingestion and excretion. Her works have a
performative aspect, encompassing not only the final extruded
earth, but also the act of extruding the earth, the mechanisms
and tools used, and the conditions surrounding its extrusion.
Her work is like a metaphor for worms tilling soil. Nomura's
installation for the exhibition, based on local research and set in
the garden of the Rakusuitei Museum of Art, uses excess soil
generated by Toyama Prefecture’s civil engineering works. The
area surrounding the Rakusuitei Museum of Art includes a
swath of land reclaimed from the former course of the Jinzu
river, portions of which were modified and filled in at the start of
the twentieth century. Nomura’s art, which is motivated by an
interest in the relationship between people and place, provides
fertile ground for reflecting on material cycles and regional history.

b. 1994 in Gifu Prefecture. Nomura graduated from the Kanazawa College of
Artin 2017 before going on to earn an MFA in sculpture from the Kyoto City
University of Arts (KCUA) in 2019. Her work has been exhibited at Rokko Meets
Art 2019 (Rokkosan Country House, Kobe), the 2022 KCUA Transmit Program
(KCUA Gallery, Kyoto), and the exhibition New Places: Changing Focus in
Hiroshima (Art Gallery Miyauchi, Hatsukaichi, 2023).

Repetitive Activity in Toyama City
2023
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Tsujimura Kai

Tsujimura is prolific. The work of the ceramist is subject to the
whims of clay, fire, and the weather. It is by practicing daily,
Tsujimura says, that he can create works with the features and
crackle that he desires. Throughout the grounds of Tsujimura’s
workshop, where he established his kiln in 2000, vessels of
high-fired clay blend into the natural surroundings. Tsujimura
explains that they aren’t vulnerable to the weather. For the
exhibition, he is displaying Shigaraki jars, one of his most
common subjects. Tsujimura says he includes the jars in every
firing as a litmus for the temperature and progression of the
firing. The installation recreates the feel of Tsujimura’s workshop
by displaying scores of large Shigaraki jars. Each jar has unique
features characterized by warm, earthen tones that

evoke the powerful flames that fired them.

b. 1976 in Nara Prefecture. Tsujimura apprenticed under his father, ceramist
Tsujimura Shiro, beginning in 1994. In 2000, he built a kiln in Sakurai, Nara
Prefecture, and became independent. Ever since, he has continued to exhibit
widely. Tsujimura’s works are included in the collections of the Minneapolis
Institute of Art, the Philadelphia Museum of Art, and the Miho Museum.

{5 S
Large Jar
2000-
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The Nakajima Lock is located at the midpoint of the
Fugan Canal. The lock uses a Panama Canal-style
lock-gate system to connect waterways that differ in
height by 2.5 meters, making it possible for boats to sail
between them. In 1998, the lock became the first civil
engineering structure built after 1926 to be designated a
national Important Cultural Property. The area contains
three exhibition sites: the Nakajima Lock Control
Room, the adjacent lawned plaza, and the former
taxi company building known as Dentaku. Exhibited
artworks feature two-dimensional images, including
paintings, and derivative three-dimensional works.
Visitors can also enjoy large-scale installations visible
from aboard the Fugan Canal Suijo Line tour boat.
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Ueda Baron

Ueda is an illustrator and artist whose work appears in games,
publications, advertising, and on apparel. His corporate
collaborations have yielded numerous original characters.
Ueda'’s preference for computer-based graphic design began
during his time at vocational school. Unlike analog techniques
such as painting, digital designs can be easily redone at any
point—a quality that Ueda says gives him a sense of freedom.
At the same time, he is keenly aware of analog textures and
nuances. During the printing stage, Ueda employs layering
techniques and selects paper based on his desired texture.
Ueda’s original characters occupy a space that transcends
the confines of two-dimensional imagery, capturing the hearts
of gamers and readers.
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Stardust in the Dreams
2023

197T4FERMAEFEN 1996FICARIAZI2 =/ —2a>y7—FMEMER b. 1974 in Kyoto Prefecture. Ueda graduated from the Osaka Communication
ST I FHAUBAS AN —S 3y O— R EKE. 200051055 Arts College in 199(? W|th.a degreefn |Ilustrat|.on‘ He begf]an working as an
S AT YA S —HAS AN — A — b L TR, EEDELEE independent graphic designer and illustrator in 2000. His recent solo

7T Z Abe X < - exhibitions include Green Soul (2018), Eyes (2019), and Eyes on the Future and
[GREEN SOULJ (2018%) . [EANOVERETEYESIHRERE] Past (2022).
(2019%). [Yogibo Presents EFH/\NOV20@AE R4 5E—Eyes
on the Future and Past] (2022%F)&h 5 %.
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Watanabe Yoshihiro

Watanabe has been interested in bugs, animals, and all
manner of living creatures since early childhood. After
encountering paper cutting and folding around age ten, he
naturally began creating representations of animal life. The
exhibition features Watanabe'’s folded-leaf sculptures, or
“oriha,” which can be traced back to a single sawtooth oak
tree at the special needs school Watanabe attended when he
was 12. In November, Watanabe would collect the fallen
leaves and trim off the jagged edges. He would then fold
them by hand, without scissors or glue, blowing on the leaves
to adjust the moisture content. His inventive techniques have
allowed him to make elephants, tigers, sheep, giraffes,
monkeys, and more. Each sculpture offers a glimpse into a
miniature world with vibrant, intricate details that capture the
characteristics of its subject.

b. 1989 in Kumamoto Prefecture. Watanabe has been fascinated with living creatures
since childhood. He creates representations of animals in various materials. In his first
year of junior high school, Watanabe participated in Attitude 2002, the commemorative
grand opening exhibition of the Contemporary Art Museum, Kumamoto. He has
continued to exhibit since. His past exhibitions include the solo exhibition Animals
Brought to Life with Scissors (Hasami de inochi ga fukikomareru dobutsutachi;
+Plus Showroom, Tokyo, 2016) and the group exhibition Art as it is: Expressions
from the Obscure (University Art Museum, Tokyo University of the Arts, 2020).
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Cho Megumu

Cho was born into a Christian family and joined the faith in junior high.
He began his career as a mechanical draftsman, but grew
disenchanted with making blueprints for military weapons, and
abandoned the profession at age 26. Cho spent the rest of his career
working at social welfare facilities in Hiroshima Prefecture, where
he supported the expressive activities of people with disabilities. He
retired after being diagnosed with Parkinson’s disease at age 64. At
home, Cho began making pictures using everyday materials, painting
empty cardboard boxes instead of canvas, and making cardboard
picture frames. His works include paintings with original poetry about
his upbringing as a Christian, and images of plump, cherub-like
figures called Tenshi (“children of heaven”). Cho's Tenshi, which
were inspired by Doraemon, are depicted with crosses on their
heads and bells in both hands. Cho continued creating throughout
the last years of his life while suffering from malignant lymphoma.

b. 1942 in Hiroshima Prefecture. Cho spent his career working in social welfare
facilities, where he supported the expressive activities of people with disabilities.
After retiring in 2007, he began painting at home. Past exhibitions of his work
include Late-Bloomer Revolution! (Kushino Terrace, Hiroshima, 2016), Thailand
and Japan Art Brut: Figure of Unknown Beauty (Bangkok Art and Culture Center,
Thailand, 2019), and Art as It Is: Expressions from the Obscure (University Art
Museum, Tokyo University of the Arts, 2020). Cho passed away in 2020.
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ltagaki Hohzan

Since 2000, Itagaki has exclusively painted portraits of the
same woman. Although Itagaki’s subject passed away in the
1990s while in her late twenties, he only began painting her in
the 2000s, drawing on the latent images that lingered deep
within his awareness. The paintings have the air of an
epiphany or an act of self-salvation. ltagaki not only depicts
his subject in her twenties, as the artist knew her in life, but
also as he never knew her, in her childhood and middle years.
They form a kind of dialogue between the artist and the ghost
of the woman who inspired them. The exhibition features
works that offer a glimpse into the artist’s process, portraits of
the woman in multiple parts, and a selection of pieces
intended as posthumous work. Representative works, such as
his depiction of the woman trapped in a forest and as Sleeping
Beauty, take center stage. Itagaki describes the paintings as
expressions of love and contrition.

b. 1953 in Yamagata Prefecture. After graduating from Yamagata East High
School in 1973, Itagaki spent three years studying oil painting at a preparatory
school for art. He held multiple exhibitions in the 1980s. Since the 2000s,
Itagaki has focused on painting portraits in oil on canvas.

Once upon a Time
2002-2015
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Jomura Yoko

Jomura paints landscapes inspired by foreign films and
scenes removed from her everyday life. Beginning in 2018,
she started building original models of rooms to use as a basis
for her paintings, adding a further layer of imagination to her
work. The models are made of materials such as paper clay,
twigs, and images found online. Her works are characterized
by a unique brand of fantasy; although her subjects and
motifs are fictional, she paints them as if they are real. The
exhibition features an installation of new work by Jomura on
the second floor of the defunct taxi company building known
as Dentaku, which abruptly shuttered its operations during
the Covid-19 pandemic. Jomura'’s installation uses the
abandoned offices as a canvas, creating the impression of
stepping into a painting.

b. 1988 in Toyama Prefecture. Jomura received an MFA from the Kanazawa
College of Artin 2020. Her past solo exhibitions include Keywords: Vertical and
Horizontal (Tate to yoko no kiiwaado; Cafe & Gallery Musee, Kanazawa, 2023)
and Welcome, Goodbye (irasshai, sayonara; Kanazawa Art Gummi, 2022). Her
work was shown in the group exhibition Closed Room, Airy Window, Awkward
Montage (Civic Art Gallery Yada, Nagoya, 2022). Jomura received the
Excellence Award at the 5th Hoshino Coffee Art Contest (2020).
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Kawabe Jusei

Kawabe's installation recreates his atelier, featuring a series
of more than 200 caricatures of famous individuals. The
portraits include historical figures, politicians like Vladimir
Putin and Abe Shinzo, artists like Vincent van Gogh and
Kusama Yayoi, celebrities like Miwa Akihiro, athletes like
Ohtani Shohei, and fictional characters like Golgo 13. These
figures epitomize the times of Kawabe’s life, like snapshots of
contemporary society. He began his Headhunting series after
the Russian invasion of Ukraine, and his outrage over the
invasion continues to drive the project. The title of the series
is a nod to Kishida Ryusei (1891-1929), who playfully referred
to painting portraits of acquaintances as “headhunting.”

b. 1955 in Ehime Prefecture. Kawabe began studying oil painting on his own in 1968.
At age 17, he was diagnosed with juvenile unilateral muscular atrophy (Hirayama
disease), which weakened his hands. After completing his graduate degree at
Tama Art University in 1980, Kawabe held solo exhibitions while teaching art at high
school and working at the Ehime Museum of Art. In 2001, he founded Atelier
Soshinkyo, an NPO that supports the creative activities of people with disabilities.
Since retiring in 2015, he has held numerous solo exhibitions. In 2022, he started
painting Headhunting 200+ People, a caricature series of famous individuals.
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Kawakami Kenji

Kawakami’s compositions exude a primal, robust air of vitality.
His powerful strokes seem to be in defiance of the physical
disabilities of his body, and the multilayered brushwork endows
the canvas with emotion. His themes include abandoned cat
revenge stories, bloody pro-wrestler scenes, depictions of his
favorite action superheroes from childhood, and people from his
everyday life, including friends and the staff of the Kibo no Sono
care home. His works contain monsters, ghouls, and ghosts,
intertwining real events with memory. The resulting scenes are
frightful and urgent, yet somehow humorous—perhaps
reflecting Kawakami’s character. The color palette is vivid,
befitting the brushwork, and contrasting hues of red, blue, and
yellow vie for attention on the canvas. Because of his
memorable presence at the easel, he was affectionally known by
the nickname “master painter Kawakami” at Kibo no Sono.

b. 1953 in Mie Prefecture. Kawakami began creating pictures at home around
age 11. He started attending the Kibo no Sono (“Garden of Hope”) care home in
1997 when he was 43 and took up oil painting in 2000. Past exhibitions of his
work include Kawakami Kenji (Matsusaka City Cultural Asset Center, 2004) and
group exhibitions such as Art as it Is: Expressions from the Obscure

(University Art Museum, Tokyo University of the Arts, 2020) and The Garden
of Hope (Tokushima Modern Art Museum, 2023). Kawakami received the
Excellence Award at the 63rd Mie Prefectural Exhibition. He passed away in 2022.

FHAL—01
Kikaider 01
K58 Unfinished




E£7% | Top Left
AFAY>TZval
inazuman Flash!
2021

+%# | Top Right
FIoT-HPR—H-!
Change Zaborger!
2021

T | Bottom
A
Bioody Yuuya
2017

£ | Top
WCHsh>F F—E—
Bullied Kid Keepy
2013

T | Bottom

AY LHDLEBET
{samu vs. the Eel Monster
2018



TR Dentaku

BHENAFv>

BHRENZAFr & BAREDO [KAWAIN(HTAA) DILFr—]
DE—ANE.DPOMFRICEH/ZT —T 1 APELTHSN. 19955
PORBERRICEHLTEL TOXENERERBFLER
BET.7—MI TR T7yar® I axXe# il Toi<
=74 ANELTEFEZRO>TVWD RERFRZ2—T 7R
L. SHICERMICER. ARTIEK RO T v 7 A+
(DI HE—=2T—) | EBTBATTIVIRBERIBRY | EFE S
NBTRI—REOBREFHFICHIRESE. Ry T T BB
PHT.PI2XyE—IRENBHFREDIUHL,

1970 FEREEN, —1—I—V7EE. 1990FER KRB RAEMICE DD,
FRABIC. P —EHwEHO [PONPONPON]IMVEfM. [KAWAII
MONSTER CAFE| 707 1—2A%. E&{ERIC[Colorful Rebellion—Seventh
Nightmare—] (Z2—3—%. ¥4 73.2014%). [Yes, Kawaii Is Art] (R0,
ABRAF. 20214). FRITN—TRIC[THE RSABAR] (BR7—VFv3—%
FHKE. 20174) EHDHB.

Masuda Sebastian

Masuda is an artist and visionary known for bringing kawaii
(“cute”) culture to the world. His unique background and
sense of color make him a distinct figure within the art scene,
and his work stands at the intersection of art, fashion, and
entertainment. Recently, Masuda moved from Harajuku—his
base of operations since 1995—to New York, where he
engages with increasingly international audiences. For the
exhibition, Masuda has created a colorful tower installation
titled Polychromatic Skin (Gender Tower) in the parking lot of
the former taxi company building known as Dentaku. The Pop
art-style tower is cute, colorful, and imbued with a strong
message.

b. 1970 in Chiba Prefecture, Masuda currently lives in New York. He has been
involved with theatre and contemporary art since the 1990s. Masuda was the
art director for Kyary Pamyu Pamyu'’s music video Pon Pon Pon and produced
the Kawaii Monster Cafe in Harajuku. His past solo exhibitions include Colorfuf
Rebellion—Seventh Nightmare (New York/Miami, 2014) and Yes, Kawaii is Art
(Tokyo/Osaka, 2021). His work was included in the traveling exhibition The

Doraemon Exhibition (Mori Arts Center Gallery and elsewhere since 2017).
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BEAXY Dentaku

REFAEE

HEH L REQRRPHEEZMADRR THFEICEOTERRT %,
REEDTENECZERL. BREZFALTEDLSICENE
FVBATWKDODPPT—YTHB. A LEEF—TICLIER
& RFEDRICERIBI LEFNIIEDEOPITTHEHL /.
BEDQDAT—IWVEBAIRERALERIRIC. —DDRARELT
BIBTDIENTELDOIRRICKD. ZORIC. HREDHE
BHhEBLIICBRELLABRDPRERGEZH<E DTSR,
AR TSI L) — A0 RENA=6R%. BEEICH T BiL
LeicBE L TREL L. BiRELEDLDIRANO -V ERE
ZEOPICHZELIDBARELER. BREATIYDEALED
T MRE BB OHMERDOFHD LW HHMICELOND.

1987 FEMBETN, 201 SFICE MBI EMAFE KA BEATMFTEHE L ATH
RIBHERRE RS ZET . TREARIC[HAZEDE] (See Saw gallery + hibit.
2018%) . [fE&ATA ] (GALLERY ZERO. 2022%) EHH 2. THRIIN—TR
(CTSTILL ALIVE EF=EMSEH V52022 | (EMAXEAEE. 2022%F) . [HA
EMDARIT322021-2022 | (HEHEHEMEE. 2021-2022F) FHDH 5.

Yokono Asuka

Yokono's oil paintings present imaginary landscapes and
scenes touched by her unique perspective. She investigates
the unreliability of sight, attempting to overcome it through
painting. Her series featuring dams was inspired by a visit to
the Kurobe dam in her university days. When confronted with
the dam’s extraordinary size, Yokono realized she was unable
to take in its entirety. She tried imagining the dam by patching
together different perspectives, an experience that led to her
current landscape paintings. The exhibition features six works
from her dam series, including one new work. The works are
not hung on walls but displayed as standing pieces, allowing
visitors to physically experience Yokono's art—a world of
perspective-tracing strokes, large paintings that place the
viewer within the work, and landscapes that integrate natural
and artificial objects.

b. 1987 in Aichi Prefecture. Yokono received an MFA in oil painting and
woodcut from the Aichi University of the Arts in 2013. Her past solo exhibitions
include Combination (Kumiawase; See Saw Gallery + Hibit, Nagoya, 2018) and
Flowers and Lighthouses (Gallery Zero, Osaka, 2022). Her work was shown at
the 2022 Aichi Triennale “Still Alive” (Aichi Prefectural Museum of Art) and
Position 2021-2022: Nagoya Contemporary Art Exhibition (Nagoya City Art
Museum).
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The Iwase district, located at the terminus of the
Fugan Canal, is known for its beautiful historic
buildings. Iwase thrived as a port-of-call on the
Kitamaebune sea route, which connected Hokkaido
to Osaka between the seventeenth and nineteenth
centuries. The area contains eight exhibition sites,
including the Masuda Sake Brewery and the former
residence of the wealthy Baba family, which was one
of the Hokuriku region’s five most prominent shipping
merchants. Contemporary art installations enliven the
nineteenth-century buildings along the old Hokkoku
Kaido highway, transforming the cityscape where
shipping merchants once kept their residences.
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PEEEIE A Saseki Sake Bar
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1980F T+ DS 1990FERBFICHIT T BEEMEREVWSIEL
ZALIREEED L TRPERVER LD T+ —<vh&5IAL T,
TNZEBHRT BDEDICHIEL TE e BREME. A XY E.
REHA)1—YaY EZRTMBRERF. EXZXLDOERT
RPEBRVERERENGEZ TERL TE, TOE. KRIEHRH
R T.2005F KB UHIfEER®BLE. ThETDT4—Y
DX LEYRER A& IS, BRIR. 226 BRFOERD MO, KV
BRIC.EMMEL TORRERZRRL TS, AROFTOA>
AZL =23 RAUBERYPEL TOFEDBNEF. KUBESH
BYHREL T BECZEROPTERT 2EMERDT. 545
KEREHA TV,

1955 FERLEFN, 1982EICRREMAFAZREMNARIMELREZE
ET AEFEOERBERICHER] (HIGURE 17-15 cas. 2022%) . [Awakening
1981-2012] (GALLERY KTO.2022%). [®5bh ] (AR T3> X,
20195) EDH %, REEEL T ABE (RREMAZEML MBI TR RE
MREXZEGIE. 1980%F) b 2. KRILEBFERIIERDPINEIN TN S,

Furukawa Haruo

Between the early 1980s and late 1990s, Furukawa explored
color and form, alluding to the essential format of modernist
painting. During this period, he investigated the core elements
of modernist representation: color and form, image and
material, two-dimensional illusion and three-dimensional
space. Following a hiatus, he resumed his artistic endeavors
in 2005. In these later works, Furukawa attempts to explore
the potential of three-dimensional objects in a more organic
way, integrating elements such as environment, space, and
time into his practice of formalism. He continues to
experiment, investigating the physical appeal of objects in
landscape-based installations and seeking to create works
with broader physicality that engage with time and space.

b. 1955 in Chiba Prefecture. Furukawa graduated with an MFA from the Tokyo
National University of Fine Arts and Music in 1982. His recent solo exhibitions
include Light and Air (Hikari to ki; Higure 17-15 Cas, Tokyo, 2022), Awakening
1981-2012 (Gallery Kto, Tokyo, 2022), and Manifestation (Araware; Ningyo-cho
Vision’s, Tokyo, 2019). He received the Ohashi Award for his graduation project
(Faculty of Oil Painting, Printmaking Lab; 1980). His works are included in the
collection of Mobara Hokuryo High School.
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PEEENE BF R  Masuda Sake Brewery and
WHEBEEE F&

Kotobukigura Store House

Iy

ZILIIEERTHY  EROSRERZBE P T ZXEW 2R R
DPEMEDEBHTT LUV ZAMBLEETALEZHBT
LTEe. KMPEFICRREDHD EFIE. TOMBEOHFZ
REBRIEMANERRALTWD, BODPHSROBIREL THRWOTEL
RFZET—2ELLT. BERBOKRETU > 2—THEXL. Thz
TIWIRICET T 5, KMICKESICRAD HDHBRHS. KU
HHREDPHETREOEER A AR — 320 8ICL T EIL
DFEMEDHINDYBOMAZ. BEOAT —ILBETIIKRER
ZERANERBAL TV ARTIZZOEMZEST. EFRICERZIES
BARBEOET #EEEDBEROAERFEZELDIER T,

1961 FIEBER4EFh. TRMERICTA Pattern Odyssey YUKI HAYAMARE |
(RS2, 20074) . TYUKI HAYAMA BEAUTY OF LIFE] (Joseph Carini
Carpets. 7XUH.20165F) EHH 5. TRV I—TRICITIERFKIR] (&R
21 HHAEEATRR. 20125) . [BAANOREL=ARBIISHBREHEER]
(EBE R EME. 2018F) EHH 5. £R2 1T HREMRBICEMDPINEEINT
W3,

Hayama Yuki

Hayama is a ceramist who specializes in intricate overglaze
decorations. His unique, highly detailed style reinterprets
traditional patterns through the lens of manga and anime. The
large porcelain dishes and jars that epitomize his mastery of
meticulous overglaze expressions are among his most famous
pieces. In recent years, Hayama has begun converting
designs into large architectural murals. By digitizing his
original overglaze patterns, Hayama uses a high-resolution
large-format printer to enlarge the designs and transfer them
onto aluminum panels. This process frees him from the
technical size restraints of porcelain, enabling him to create
expansive murals and installations that fill entire spaces with
his unique narrative world. For the exhibition, Hayama has
decorated a large door at the Masuda Sake Brewery, which
enshrines images of dragons within its walls.

b. 1961 in Saga Prefecture. Hayama'’s past solo exhibitions include A Pattern
Odyssey (Spiral, Tokyo, 2007) and Beauty of Life (Joseph Carini Carpets, New
York, 2016). His past group exhibitions include Art Crafting Towards the Future
(21st Century Museum of Contemporary Art, Kanazawa, 2012) and Forward
Stroke (Saga Prefectural Art Museum, 2018). His works are included in the
collection of the 21st Century Museum of Contemporary Art, Kanazawa.
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WHEEE EFHF SR  Masuda Sake Brewery
JLBESRIT B#XJE Hokuriku Bank Iwase Branch

BE BRAE Tajiri Honten Liquor Shop

FFi—

FFE EREGOEBERECMAICHTIHMBFOR ST OEAH
BIEGRRESNAGEPR A EFIET 5. —R.ICEPH T BN
LEDPDEDIBR.ZNTOWTHIVHRERTDERED. TD
ERICHHERNDORELIZ. BSDEZRBRLDOD.BRR
ABHRESOME. ZhoOFYREEEFICOVTEIFENS,
—HBTIEODRV. BIROBEPERDHY . T AT IR
RROZDICEENTVS. KR T ERHKICZSERNE
REOHBREZERL TR T AV ENERRICEREZILD
AH KREOHA HEFTFOMFEYEIREICL TV HRD
BAROFICEFOREPHAUNELATNTOE RREZEZ
TERTHIEFEMES.

1982F I BEEN, 2006FICTAVTILRY - ALY -FT-7—hDIGE
BWEEE. EFEDFHERIC [FFH— X BEXIEMEEIL V32 inheritance,
metamorphosis, rebirth [EE. ZF. 4] | REXILENEE. 20224F) .
[THE NATURE] (The Modern Institute, Aird's Lane Bricks Space.
1F¥UR.2023%F)ENH B, Long Museum. Lisser Art Museum (The
VandenBroek Foundation) FICE@RDINEIN TS,

Hirako Yuichi

Hirako creates paintings and sculptures that effortlessly
reflect his everyday sensibilities and unique worldview. While
his works seem lively, easygoing, and cheerful on the surface,
they are characterized by a gaze that interrogates the curious
relationship between the environment, social issues, and the
artist’s own life. His works defy easy interpretation, containing
twists, refractions, and a considerable dystopian streak. For
the exhibition, Hirako has installed works in the beautifully
framed windows of traditional buildings in the historical Iwase
district, turning the local cityscape into a mechanism for his
own narratives. His paintings and sculptures punctuate the
landscape, creating a space where reality and fantasy
intermingle.

b. 1982 in Okayama Prefecture. Hirako completed a BFA in painting at the
Wimbledon College of Arts in 2006. His recent solo exhibitions include
Inheritance, Metamorphosis, Rebirth (Nerima Art Museum, Tokyo, 2022) and
The Nature (Modern Institute, Glasgow, 2023). His works are included in the
collections of the Long Museum (Shanghai) and the Lisser Art Museum (Lisse).
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HEEENE BF SR  Masuda Sake Brewery

aRER

BB WISV 2F N XERDER. ST —7EDERH
Do TEOVRREDWET BTV DORTHESNIFRIER.
XEADFBEFRNTHFRZIL-V% RIEBNZAR&MDP AT -
ZEATCHORREBZR>THIRL . ZNIZRFICHIBNTTSH 5.
BRROEHR. AT —IOEBEE REAX—JICEDDBMEE
T—7IcLTW%, KR TRRL7= (Out of Disorder (Layer and
Folding)) . BASIBICIRILF—DRATO<ERFZERLE
ERTHD. BRBPORXTHICESHEOMEAEEICEHN.
FDEISREIRCPHKBHIKEISIEIA TS, HEDPDIEND
ROELERKOXADEFIEAREL TVEDPDORSTHB.

1975F LB R4EFEN. 2003F LTI AFEEMHMTRL 2005FICTIV
INTALYDF T T—hKEBREET . ERARIC [ Takahiro lwasaki: In Focus]
(FPPF7IVIT4. 7AVAH.20165) [EETRIVIXF7-EIVF—LEE
EiR BT hE F] (DATYORERNBARE. 127, 2017F) EHH .
FARZEFEIC. FEOSEEMNRIERIFAEH AL (20185F) . &HI YV EME
(2023F) EDHB. T4 7N FELEMEE. £R21 HHZEMEZICIERDINE
ThTW3,

Iwasaki Takahiro

lwasaki creates detailed, ephemeral landscapes from items
such as toothbrushes, towels, bookmarks, and duct tape.
Familiar everyday objects change scale, producing miniature
scenes: string pylons stand atop piles of towels, and
bookmarks are transformed into construction cranes. At
times, his work extends into fantasy. lwasaki’s art explores
issues of visual imagery, such as shifts in perspective and
changes in scale. His work for the exhibition, Out of Disorder
(Layer and Folding), represents the flow of energy across the
Japanese archipelago. Powerlines and steel pylons extend
over a geological cross-section stretching from the Sea of
Japan to the Pacific Ocean. The frailty of modern civilization
stands in juxtaposition with the long history of the earth’s
geological formations.

b. 1975 in Hiroshima Prefecture. Iwasaki earned a PhD in art from Hiroshima
City University in 2003 and an MFA from the Edinburgh College of Art in 2005.
His past solo exhibitions include Takahiro iwasaki: In Focus (Asia Society
Museum, New York, 2015) and Turned Upside Down, it's a Forest (57th Venice
Biennale, 2017). He is a recipient of the 68th MEXT New Artist Award (2018)
and the Takashimaya Art Award (2023). His works are included in the
collections of the National Gallery of Victoria (Melbourne) and the 21st Century
Museum of Contemporary Art, Kanazawa.




Out of Disorder (Layer and Folding)
2018
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WHAEEE &35S  Masuda Sake Brewery

OA0%2A-k0

JLOOFLAERIG. FDTYTEDLSIBBNA X—I& KD,
ZDEOBEREFHELZDIEFHROEDHSHHLATEALT XX
PTAF LT DOHERLERAANZWVDS. ALOOANS[E—RLX]
IV NIV R- T — | EDLFDED B, THIC
MBOHAMEITUTAD5LE | 2EAHET DI I LO0HM
NIEKBED7EDS, FHBRICIEGEFICEBMIIBAHY.
BAOLEEBD T/, ZAHPILOICED DKYNDEB%E
Bl T ok, "D<KB" EVLWSEEEDEON [MEL]£aLO
FEATWS. AR TIE. 2L0ODPZB8 ETEAHUERZLRARR
DORZIAVH. BRBEOEEZITOHAABDOERZ SR .

1985 ERRMEFN, 201 1 FICHRREMAZAZBEMMARRME LR
BWAHEREET. ERERELT[Vortex] GREBEEENE GINZA ATRIUM.
2019%). [WHITE HOLE] (THE ANZAI GALLERY.2021%5) &% %,
FHRIN—-TRELT. [MASKS] (Diesel Art Gallery.2016%).
[JUXTAPOZ CLUBHOUSE] (SUPERCHIEF GALLERY.7XU#.
2018F)EHH 5.

Komuro Takahiro

Komuro’s sculptures appear to be made of light, soft vinyl. His
work is inspired by the toy figurines and American comics he
has loved since childhood. Komuro talks about “the Turtles”
(Teenage Mutant Ninja Turtles), “Batman,” and
“Transformers.” The unique sculptural realism of his
characters is a testament to his technical mastery. As a child,
Komuro lived near a metalworking factory, and he used to
watch the artisans at work. This experience eventually led to
an interest in object-making. To Komuro, creation is a sacred
act. For the exhibition, an installation featuring four of his
giant imaginary wooden dragons dominates part of a sake
brewery.

b. 1985 in Tokyo. Komuro received an MFA in sculpture from the Tokyo
University of the Arts in 2011. His past solo exhibitions include Vortex (Ginza
Tsutaya Books, Tokyo, 2019) and White Hole (Anzai Gallery, Tokyo, 2021). His
past group exhibitions include Masks (Diesel Art Gallery, Tokyo, 2016) and the
2018 Juxtapoz Clubhouse (Superchief Gallery, Miami).
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BEEELCBUVD FE Shukyoraku Kuchiiwa Soba

L TEBRR

Hilld. FUOMRREREE IV ANIN- TRy T—FETFTVV RO
JILIPRELEEGIATLOECHEBILEEEEEZED
ABEH A —PRA IV A EERICISA L EBZHRRADS
BEPETAAAZL—23>  NT+—< > AE&RIL<HIE
LTV RROBRIEREL T RBDPSF v NA%HY £,
FZICTHAEMA. EBICRO—C VI &K 7O A& ER T
BPS REBIIERBEDPREL TO<EDIGEED HD. /N1T7
BRICHBIT 2 ABOREEEIIFAAZBOEDS, KO—1> T D
FLOWHERAZAMINZRALTWS, ARTIIERMXICH D
HO2DDE T MIIBEEA > TAITAVT - THFAZAILR
S HRERSFRENEEBRENDS . BENLEBERIEEND
BERBEORMEER .

1983FERREEEN. 201 SFEICHREMAZ K ZIREMMARHE LR IARE
EMEBOHE (BEE) ARBAEZET  EFEDELERICPainting Folding)
(Takuro Someya Contemporary Art, 2022%) . xR JIN—TRIC[HBR
HEEEMS] (B3R5, 2019, 2022%) . [ICC 7=217)2022 £akdHD
7251 INTTAYR—032 =245 —23a>t>R2—.20225)EHH 5. RRH
BAEMEE. VAL E=L 7TV MIERDPINEEA TUVS,

Murayama Goro

Murayama's art applies the concept of autopoiesis, a theory of
the self-organization and homeostasis of living systems
proposed by the Chilean neuroscientists Humberto Maturana
and Francisco Varela. Murayama creates everything from
paintings and video installations to performance pieces,
approaching works with an ecological perspective. He is known
for his “textile paintings,” in which he gradually weaves canvas
from hemp strings, adds a coating, and then draws on the
canvas, engaging in a continuous process that produces a
growing artwork structure. His work takes a novel approach to
drawing while questioning the role of human creativity in an age
of high technology. For the exhibition, Murayama presents a
mixed display of textile paintings, informatic textiles, and
biological materials in two historic storehouses located in the
lwase district. The installation explores the potential of painterly
expression arising from organically generated systems.

b. 1983 in Tokyo. Murayama received a PhD in oil painting from the Tokyo
University of the Arts in 2015. His solo exhibitions include Painting Foiding
(Takuro Someya Contemporary Art, Tokyo, 2022). His recent group exhibitions
include the Setouchi Triennale (Ogijima, 2019 & 2022) and ICC Annual 2022:
Life/Likeness (NTT Intercommunication Center, Tokyo, 2022). His works are
included in the collections of the Museum of Contemporary Art Tokyo and the
Kunsthalle Bielefeld (Germany).
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PEEENE WA Saseki Sake Bar

033

O33N &I ¥DBEZELRMICERALTVS. AEXTIIL
HEDOIBICEST. FREW THRBINTELFERFET
H%. EVINTRFESEREDIFIFETOBMAMIE. KREEIC
BULSHEFREXATVREWD, ERFIFEOEHKIL. T T
ATHIFEERBEZRFOEROHBICRRDHY . EEN
PE2DDXADHTEO>TELILICERAT B tFmlEREs
PEERFBHRBIERZRDEVDIT—IDHE TFARAIP
BRI A2 AR —2 a2 &FIfELTWS. KR Tl BN EBA%
BABBICEBOXDGREEZRY. HEEEPBDHIET.EEREP
RENDZENRZ, ZH LA THRRTEDRREL D,

1993FMEX TN EFN. 201 SFICHEY TN KEEMAREFEE. 2023F
ICEREMIBERFAFRTIETREMI—AZIET . BE. AAERR TR
BEREICERE. TLRERICIHE—-O033-YULING LINZAEI (Z—b
N—2A5].2022%F) . [T52022] (FREXME. 2022F) FNHD. TH
BELT.KANABIZUIA 74782022 FEETHIIELF BEEEERE
HPHB.

Ou Sansan

Ou Sansan (styled “033") uses sheep intestines as her
primary medium. In Ou’s native Inner Mongolia, sheep are
familiar animals tied to the region’s nomadic herding culture.
Animal products from sheep and other livestock are used for
food, clothing, and shelter, making up a vital part of the
region’s resources. No part of the animal is wasted. Ou’s
artistic practice is rooted in her dual identity as a Mongol with
Chinese citizenship and her experience of growing up in two
cultures. She creates textiles, sculptures, and installations
that explore ambiguous boundaries, working with concepts
such as inside and outside, life and death. Her work for the
exhibition features a hanging installation of countless sheep
intestines in a corridor connecting the inside and outside of
a building. By passing through the corridor, visitors can
experience the dualities of life/death and inside/outside.

b. 1993 in Inner Mongolia. Ou graduated from Inner Mongolia University’s
College of Arts in 2015. In 2023, she completed graduate coursework in
textiles at the Kanazawa College of Art, where she is currently pursuing a
doctorate degree in sculpture. Her past exhibitions include Reincarnation
(Rinne; Art Base Ishibiki, Kanazawa, 2022) and Kogei 2022 (Setsuryosha
Museum of Art, Niigata). She received a 2022 Kanabi Creative Award (Guest
Juror Special Award) for her graduation project.
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E1ESR Baba Family Residence

rFH 8

BHIIRGICHRE. ZOB T —EIN 2L T aE#H TNhETIE
BEZ\E T COEBZHEIHESFEZZRAV TV D HRE
BICAPVWESZETLIR/ONEWVWITUTA—%ZBKT 7D
ICRISTORIEZITORDICE D, ZhdWL DD HERIGE O FI7E
FHEITHY. [BEEIDBRREOGEADTHE. ZLDERIKD
BERIEA—EILEFF O NAZEWTEDORIORARZHNTE .
BIEPHELITOELL O/ [ERDFE] HITBIRET 5. SE
DEGRIE IED [RAXILFMRE] D—DICKRASNZEDER
B [BHBR] ERBEL. SPRIHSBHBRICHE. RIS
A7 TOL SKBPFRICHFEIRRE. 2070126
FREEAD BBOTETEREMP. EEOMFLEZH T,
HELBREASDHEREEL TIRALOET B,

1996 F RERLEFN, 2022F ICRREMITZARZAZREM IEMERMEL
RERESLUAB I—AZIET . BT RAZRREMERHE LR RS HE
REAFICERE. TRRESIC.ERISHOVWZICT] (LIGHT HOUSE
GALLERY.2023%) . [M#RAF—ALMORR——O==] (WHETELRE
ERE NEET LS. 2022F) FHH5. REEELT. 7—hFU2ET
2022F 4 H (2022F) Fh b .

Sakurai Akira

Sakurai paints from direct observation. While he previously
used photo references, his desire to capture the reality of his
subjects led him to begin painting on-site, where he could set
up an easel and confront his subject matter directly. This
practice can be seen as a rediscovery of modern painting and
realism. Over the years, many Impressionist painters have
hefted easel and canvas to paint landscapes in open air.
Sakurai’s reevaluation of realism comes at a time when it has
fallen out of style. For the exhibition, Sakurai has set up his
easel in the former residence of the Baba family. The
residence, once home to one of the Hokuriku region’s five
most prominent Kitamaebune shipping merchants, is a
national Tangible Cultural Property. Sakurai will continue to
paint throughout the exhibition, adding a performative aspect
to his installation. By observing the changing state of the
venue and engaging in dialogue with others, he will attempt to
physically process a diverse field of information.

b. 1996 in Hyogo Prefecture. In 2022, Sakurai completed his MFA coursework
in oil painting at the Kanazawa College of Art, where he is currently a doctoral
candidate. His past exhibitions include the solo exhibition At Uminoie (Uminoie
ni te; Light House Gallery, Tokyo, 2023) and Uchinada Struggle: Memories of
Wind and Sand 2022 (Uchinada toso: Kaze to suna no kioku 2022; Uchinada
Museum of History and Folklore). He won the Art Olympia Student Prize in
2022.
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KOBO Brew Pub
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TEZRF RIASMIMARETEREZZT. ROVEZHO/OEE
DESBKBEBZRZBARABOFETHONTW ., 2. HETXY
AOEZYELTHI W EVWSBVDRRTHY . SEIFEN
TRANEERRNOENET —<IC LIS ) —ANEDLDH B [AD
READIDICEHRBEZY THOTHRVDTIRELDIEND
ZADHE. BEYMPREAGHPHELIERAMOEY D]
ETVDOV R BE-MRATINKEVWS AP ZRKL TS,
AERTIENEOREICEOTHALZRMEM U D2 | HFIE
LEEBRAPR NERPRRLTZIVREORBORT A A—V.
FLINRDOFRERT L. [EMELTOANEFEDHK] Z
TRICT B SSEDRIEHRDARERTES.

1999 EF BAFh, 2023 F ICHLEM TRIXZEM AL FRE S ZMT 58T
ELRBEET  ERMERIC L (L) 135 (FE) A ] CRERFEE. 2023%F) . &
JIL—T7RIZTKUMA experiment vol. 9lpneuma8& <] ] (/v #EF+Z')—.
2023%) . [P.O.N.D. 2023 Dialogue/ # L W&, Hi&>. 1 (PARCO MUSEUM
TOKYO) EHH 5. THEEL T . EBRIN IV F—LE81F EFEEE (XE)
(2021%). 7—h7T—Kbh—Fa3—H DA 2023 KFTHMFE (2023%F) HdH B,

Sasaki Natsumi

Sasaki attended the Tohoku University of Art & Design, where
she studied nihonga (Japanese-style painting) and began
painting nihonga-style portraits of herself with long, rabbit-
like ears. These portraits reflect Sasaki’s long-held desire to
be a different lifeform and are a precursor to the works
introduced here. She is driven by the thought, “If only people
could be as diverse as alien lifeforms.” Her work revolves
around Rinjin (lit. “neighbor”), a mysterious being that
combines the qualities of humans, animals, plants, and bugs,
and a figure named N, who conducts archaeological research
surrounding Rinjin. The exhibition features zoological
specimens by Rinjin that N has discovered, a ceramic body
suit of terracotta that N developed, and N’s notes. The
installation immerses the viewer in Sasaki’s creative world,
which is devoted to the “liberation of humans as lifeforms.”

b. 1999 in Iwate Prefecture. Sasaki completed an MFA at the Tohoku University
of Art & Design in 2023. Her past exhibitions include the solo exhibition Out of
the Soil (Tarohei Gallery, Tokyo, 2023) and group exhibitions such as Pneuma
(Kuma Gallery, Tokyo, 2023) and P.O.N.D. 2023 (Parco Museum Tokyo).
Sasaki won the Hoshino Shingo Prize (Grand Prize) at the 8th Triennial
Competition in Toyohashi (2021) and a Juror’ s Award from Yabumae Tomoko
at the 2023 Art Award Tokyo Marunouchi.
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An Overview of the Go for Kogei 2023 Exhibition: Material
Imagination and Etiological Narrative—Material, Data, Fantasy

Akimoto Yuji

Executive Director
Go For Kogei Special Exhibition Curator

Exhibition Overview

The term “material imagination,” seen in the title of this year’s
exhibition, refers to Water and Dreams: An Essay on the
Imagination of Matter by Gaston Bachelard (1884~1962), a
French philosopher of science. In the essay, Bachelard uses
the concept of material imagination to theorize about a
poetics of material. He explores the symbolic meaning of
water in human culture and psychology, delving into fantasy
and individuality within subjective awareness. By picking up
common unconscious images, Bachelard paints a picture of
the imagination as it stems from matter. Taking the material
imagination as a key concept, this exhibition seeks to create
a narrative that explores the poetics of art and the shared
images that underpin all individual expression.

Such a perspective requires that we approach the
exhibited works as reflections of the creator’s life, and their
creative process as acts that tell their unique narrative. The
term “etiology,” also seen in the title, was inspired by the
illustrated legends (illuminated manuscripts known as engi
emaki) that tell the origin and history of temples or shrines.
These legends are incredible and fantastic, at times almost
childish, yet depict visions too unique to wave off as pure
fiction. The individual worlds of the artists featured in this
exhibition are similarly incredible and fanciful. Their works
are like corridors that connect the mundane and the
extraordinary.

The exhibition, which introduces works by 26 artists
spanning the genres of craft (kogei), contemporary art, and
art brut, takes place in Toyama, the City of Water. Viewers
can travel by boat between the event’s three exhibition
areas, located along the five-kilometer stretch of the Fugan
Canal, which connects downtown Toyama to the bay. The
exhibition furthers Go for Kogei’s project of presenting
site-specific installations in regionally symbolic destinations.
By setting the exhibition along a historic, functioning urban
canal, the exhibition encourages viewers to generate internal
landscapes that poetically and philosophically link artworks
with their exhibition sites. Underpinned by Bachelard’s
concept of material imagination, the exhibition introduces
works in a diverse range of mediums, such as paint, canvas,
clay, textile, and metal, that reflect the lives of their creators.

Kansui Park Area
(Fugan Canal Kansui Park, Toyama Prefectural Museum
of Art and Design, Rakusuitei Museum of Art)

The first area consists of works exhibited in the Rakusuitei
Museum of Art, the Toyama Prefectural Museum of Art and
Design, and the recently renovated Fugan Canal Kansui Park,
a ten-minute walk from Toyama Station. The Kansui Park,
which marks the start of the Fugan Canal (completed in
1935), has recently undergone redevelopment. Kubo Hiroko’s
work, Mountain Dogs, sits atop the waters near Starbucks,
where a tributary flows into the canal. Kubo has used plastic
construction mesh to create a male-female pair of
now-extinct Japanese wolves, the existence of which
connects civilization and the wild through the mediation of
water. Nearby, Audrey Gambier has placed a series of
wearable, soft sculptures on the third floor of the Toyama
Prefectural Museum of Art and Design. The sculptures are
inspired by ceramicist Kuwata Takuro’s idiosyncratic forms.
By reimagining Kuwata'’s creations as wearable textiles,
Gambier has transformed them from visual objects into
interactive works for subjective engagement.

The Rakusuitei Museum of Art is located ten minutes
on foot from the prefectural museum. It features works in
clay by Kawai Kazuhito, Kim Riyoo, Kuwata Takuro, Kondo
Takahiro, Tsujimura Kai, and Nomura Yuka. All six have
established distinct visual grammars that vary significantly
from typical ceramic work. The Rakusuitei is a unique private
museum consisting of a residence with teahouse-style
architecture (sukiya-zukuri), a Japanese garden, and a
Western-style facade. The museum entrance has been filled
with Tsujimura’s large, unglazed jars of high-fired stoneware.
Each jar has distinct features, and they crowd the entrance
like a group of people. Unlike viewing a single jar, the
installation produces a dynamic effect akin to seeing the
generative process behind the ceramics, an interaction of
human hands, fire, and clay. Next, Kondo’s installation
features a line of moon jars and seated, meditative figures
cast from his own body in response to the 2011 Great East
Japan Earthquake. The line of figures extends beyond the
bounds of the building and into the garden. By alternating the
human figures with jars, Kondo transposes the same meaning
onto both objects. In the hallway beyond, Kuwata has
covered the wooden flooring between the garden and the
tatami room with an installation of 3,000 incomplete or
broken works. The sight evokes a strange and colorful kiln
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discard pile. From here, visitors pass through several rooms
to enter the garden, one of which offers a view of Nomura’s
earth work. The large clumps of dirt exhibited in the garden
are long and cylindrical and form a trail leading to a concrete
pipe and a handmade apparatus for producing the extruded
earth. Nomura spent several days leading up to the exhibition
manufacturing clumps of soil. The strange lumps of earth
stand out in the Japanese garden. The manual process of
kneading the soil and shaping it into a mass is evocative of
primitive interactions between the earth and humans.
Entering the garden, viewers come to a storehouse. Inside,
Kim has exhibited tower-like objets in white and in gold. They
are reminiscent of totem poles, boundary deities (Dosojin), or
perhaps statues of indigenous gods, but also share qualities
with the giant “mecha” robots seen in anime. Returning to the
museum entrance, visitors can climb the stairs and see
Kawai’s works on the second floor. His installation
incorporates personal belongings such as a bed, makeup
products, and clothes, simultaneously presenting viewers
with a look at his art and his private life. Kawai performatively
projects an image of himself while laying bare parts of his life,
demonstrating a sensibility reminiscent of Youtubers.

Nakajima Lock Area
(Nakajima Lock, Dentaku)

From the Kansui Park Area, visitors can travel by boat down
the canal, walk, or ride the trolley. The Nakajima Lock Area is
located around thirty minutes away. Unlike the recently
renovated Kansui Park Area, the Nakajima Lock, which was
constructed along with the excavation of the Fugan Canal,
retains the atmosphere of the early Showa era (1926-1989).
The Nakajima Lock control room and plaza feature works by
Ueda Baron and Watanabe Yoshihiro. Watanabe’s “oriha”
folded-leaf animals, arranged in natural lighting, amaze
viewers with their intricate forms made entirely from fallen
leaves. Ueda Baron’s mural, inspired by Toyama Bay, depicts
local marine life, such as crabs and fish, alongside
mythological monsters and deities. The mural is visible to
passersby on the nearby road and exhibitiongoers traveling
by boat as they move up and down inside the Nakajima Lock.
Several minutes from the lock is a disused taxi building
known as Dentaku, which went out of business during the
Covid-19 pandemic and features works by seven artists:
Itagaki Hohzan, Kawakami Kenji, Kawabe Jusei, Jomura Yoko,
Cho Megumu, Masuda Sebastian, and Yokono Asuka. Aside
from Masuda’s three-dimensional installation, this site
primarily features painted works. The garage where taxis
were once parked has been converted into a gallery with
works by Itagaki, Kawakami, and Kawabe. Itagaki’s
installation features a collection of oil paintings from the last
decade. They portray a single woman, not only as she was in
life, but as the artist imagines her, continuing to grow and
transform after death. The next artist, Kawakami, passed
away in 2022. Kawakami’s paintings are like scenes from a
horror show and depict action superheroes, pro wrestlers,

and friends. The installation features several of his large,
representative pieces alongside his actual painting tools and
unfinished work. Finally, Kawabe’s installation features
portraits of famous individuals from the twentieth- and
twenty-first centuries. Inspired by Putin’s invasion of Ukraine,
the portraits are an explosion of anger and resignation, by
turns satirical and humorous.

Nearby, Masuda’s tower of colorful plastic toys
dominates the center of the parking lot. Inside the Dentaku
building, paintings by Yokono and Cho fill the ground floor,
while Jomura has created an installation on the second floor
in the president’s office and conference room. Yokono's
paintings of the Kurobe Dam, rendered predominantly in blue
tones, exude a strange, fantastic air. Cho’s lively and
humorous religious paintings feature Doraemon-inspired
cherubic figures called Tenshi (“children of heaven”). Cho
passed away in 2020, but his pictures continue to exert a
vibrant appeal. Climbing to the second floor, viewers find
Jomura’s installation and paintings in the president’s office
and conference room. Jomura'’s paintings depict physical
models of her own making, undergoing a curious translation
process that creates a whole new world. The paintings
overlap with and echo reality, amplifying the strangeness.
Despite differences in direction, the works of the artists
featured at Dentaku possess mysterious, fantastic qualities.
They are reminiscent of the labyrinthine, floating nature of
fantastic art in the internet age.

lwase Area

(Masuda Sake Brewery, Kotobukigura Store House,
Hokuriku Bank lwase Branch, Shukyoraku Kuchiiwa Soba,
Baba Family Residence, Kobo Brew Pub,

Tajiri Honten Liquor Shop, Saseki Sake Bar)

From the Nakajima Lock Area, exhibitiongoers can take the
trolley to the lwase Area, which flourished as a port of call on
the Kitamaebune sea routes in the nineteenth century. The
district’s historical cityscape attests to this legacy. Eight
venues in the lwase Area feature installations by nine artists:
lwasaki Takahiro, Komuro Takahiro, Hayama Yuki, Hirako
Yuichi, Murayama Goro, Sakurai Akira, Sasaki Natsumi, Ou
Sansan (033), and Furukawa Haruo. Many of the works are
defined by an active dialog with the history and spatial
qualities of their respective exhibition sites. Although the
works span a variety of formats, including painting,
three-dimensional objects, and installations, these
interactions between artwork and place are the highlight of
the Iwase Area.

Visitors come first to Hayama Yuki’s doors, located on
the exterior of the Masuda Sake Brewery, one of the Iwase
district’s most central structures. The original image is a
20-centimeter work of blue-and-white ware depicting a
meticulously brushed dragon rendered in blue underglaze
(zaffer). Hayama has used special technology to enlarge the
image and create a full-scale mural, a process made possible

by Hayama’s extraordinary technical artistry. Despite being
enlarged so many times, the picture retains its power. The
work will remain on the sake brewery as a permanent fixture.
A large dish by Hayama with a dragon design is also
exhibited in the brewery’s Kotobukigura storehouse, where
aged sake is kept. The entrance to the inner storehouse is
decorated with an old plaster relief picture of a dragon, and
Hayama'’s plate stands opposite the relief. Incidentally,
dragons are guardians thought to ward against fires. The
dragon can be seen on various objects associated with the
Masuda Sake Brewery, including vintage wrapping paper
from the Taisho era (1912-1926), and has remained a beloved
motif for generations.

Returning to the building where Hayama’s doors
stand, Komuro and lwasaki have prepared installations within
the main brewery. The main brewery building, which will
continue operations throughout the exhibition, houses
brewing tanks, an area for product shipments, and an office.
To be accurate, we asked the brewery to let us exhibit works
within areas of operation. Visitors must pass by moving
forklifts and workers, entering the active brewery to reach
the exhibited works. Komuro’s works are located in the back
of the building among the brewing tanks. He has installed a
line of four dragons with spread wings running parallel with
the tanks, borrowing the space until the start of the new
brewing season in mid-November. Meanwhile, Iwasaki has
created an installation in the low-ceilinged storage loft above
the brewing tanks, just over Komuro’s works. The installation
combines everyday items such as cloth, cotton swabs, and
string to create a mountain landscape divided by pylons and
powerlines. The landscape, rendered entirely in black,
nullifies the utility of the items that compose it, transforming
them into details that vividly realize Iwasaki’s vision.

Outside, Hirako has installed oil paintings in the
windows, doors, and on the brewery’s roof. The installation
frames Hirako’s fantastical world within a real landscape,
reimagining the building’s white plaster window- and
doorframes as picture frames, while the painting installed on
the roof evokes sake brewing with an image of a bottle and
rice. Hirako has also installed three-dimensional works in
locations such as the sitting area at the entrance of the
Horkuriku Bank, creating additional extraordinary spaces.
Elsewhere, two storehouses stand side-by-side a little way
off the main road. Inside, Murayama has exhibited two
different visions of paintings created by Al and humans.
Although dissimilar in form, both paintings consist of a
“painted” surface on a woven support structure that serves
as a canvas. Sakurai, another artist focused on painting, has
devoted himself to creating on-site works in the former Baba
family residence, a designated cultural property that
belonged to a power family of shipping merchants. He began
creating paintings on-location before the start of the
exhibition and will continue producing works throughout its
duration. Sakurai is a realist who paints from life. Nowadays,
few artists carry around their materials and paint in this
manner. Sakurai’s serious engagement with the practice is
paradoxically refreshing. Elsewhere, in a neighboring
building, Sasaki has created an exhibit in a brewpub

renovated from a large storehouse-style residence. Sasaki’s
installation revolves around the field notes of a researcher
investigating an imaginary being known as Rinjin (lit.
“neighbor”). The details and characterization of Rinjin form
the centerpiece of the installation.

Walking past Hirako’s small, tree-headed wooden
sculpture at the Tajiri Honten Liquor Shop, visitors arrive at
the Saseki Sake Bar, behind which are installations by Ou
Sansan (styled “033") and Furukawa. Ou'’s installation in the
corridor between Saseki and a neighboring Italian restaurant
utilizes sheep intestines. Countless strings of intestines hang
from the corridor ceiling. From afar, they look like strands of
fiber, so viewers are unlikely to realize the material is an
animal product unless they get up close. Visitors passing
through the corridor walk through the curtains of dangling
strands. Finally, we come to Furukawa, who has installed five
three-dimensional structures in the inner garden. Furukawa
has arranged works in blue and red under the open sky and
another set of works in metallic gray in the shade under an
awning, addressing two major concerns of modern science:
light and matter. Light and matter are also important themes
for art that impressionists and other contemporary artists
explored throughout the twentieth century.

With this, we’ve touched on all 26 of the participating artists.
Each pursues distinct themes and modes of expression, but
all are contemporary creators. Their work is personal, but at
the same time something we can share. Contemporary art
only has meaning when we understand the creative process
as time that fosters human experience—the manifestation of
which is art—and frame an artist’s expressive activities not
as specialized artistic acts but as value shared by viewers
within society. This year’s exhibition positions water as a
medium that connects viewers with the exhibited works. In
cultures throughout the world, water is a symbol of life,
purity, creativity, transformation, and the unconscious.
Guided by concepts such as material imagination and water,
the exhibition invites viewers to move between fantasy and
reality by visiting the exhibited works, engaging in
introspection, and interacting with the external world they
encounter. | hope that the exhibition will act as a door to
experiencing not only the exhibited artworks but also the rich
field of symbolic meaning in the world around us.
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The Etiology of Place and Artwork

Kawai Toshio

Clinical Psychologist, Jungian Analyst

Place and Artwork

This year’s exhibition did an outstanding job of producing
vibrant new relationships between the artworks and the
locations where they were exhibited. In the case of most
exhibitions, which tend to be held in history or art museums,
the exhibited works do not have a special relationship with
the exhibition space. Of course, exhibitions featuring works
from famous museums such as the Uffizi Gallery or the Louvre
bear institutional associations. However, in their original
forms, these works would have been tied to specific places of
their own. For example, in Japan, the statue of Yakushi Nyorai
(Sk. Bhaisajyaguru; National Treasure) in the collection of the
Nara National Museum was originally located at the Nyakuoji
Shrine in Higashiyama, Kyoto. No matter how beautiful a
Buddhist statue may be or what aura it may produce, the icon
was intended as an object of devotion at a specific temple—
separating it from this topos or context deprives it of its true
significance. The same can be said of craft objects, which
derive meaning from actual use in tea rooms or as
decorations in specific estates. Modern museums sever such
relationships between object and topos, relegating their
original narratives to the vicarious explanations of catalogues
and text panels.

Of course, the works for this year’s exhibition did not
originally exist in the places where they are exhibited. And |
would have wanted Tsujimura Kai’s large jars to be dug into
the garden rather than lined up. However, care has been
taken so that each work engages its surroundings, producing
a richly interactive relationship. For example, Hirako Yuichi
utilizes the Iwase historical district’s original architecture by
installing paintings in the white plaster window frames of
traditional buildings. These paintings not only blend in with
the scenery of the town but also add new accents. Kubo
Hiroko’s blue Mountain Dogs, installed in the Fugan Canal
Kansui Park, look like they could have wandered to the
water’s edge for a drink. The works exhibited on the second
floor of the now-disused taxi company building Dentaku are
installed among old furnishing and decorations, making it
difficult to distinguish between the displayed items and the
rooms’ original contents. By installing works in mundane or
disused spaces, a fascinating relationship arises from the
interaction of work, field, and viewer that generates new
narratives and connotations. These dramatically transcend
the author’s personal story to encompass universal and
private meanings.

If we consider the museum in Western culture, we find
that objects are conceived as individual entities that exist
independently of the buildings where they are housed or the

world beyond. This is a modern paradigm that forms a sharp
contrast with the premodern world, where works of art and
craft were inseparable from place or context, such as sacred
spaces and ritual use. This conceptualization mirrors the
separation of the modern individual from community or
nature. In Japanese garden design, there is a traditional
concept known as “borrowed scenery” (shakkei), in which
background landscapes are intentionally incorporated into the
garden, blurring distinctions between “inside” and “outside.”
The garden of Kyoto’s Shugakuin Rikyu imperial villa, which
features a view of Mount Hie, is one such example. At Go for
Kogei, artwork and field blend together in a similar way,
creating rich, ambiguous narratives. Unfortunately, it is
impossible to return to premodern times and experience a
world where objects and artworks remain rooted in their
native place and context. Still, | feel that endeavors to
overcome the paradigms of modernity are becoming more
common. Go for Kogei's endeavor to establish a relationship
between artwork and place, and to revitalize place through art
seems to be on the right track.

Time and Bodies in Motion

The Go for Kogei exhibition requires viewers to travel to
multiple venues; experiencing it in its entirety is a full day’s
work. Much like in Michael Ende’s fantasy novel Momo, in the
contemporary age, our time is condensed and stolen. If we
want to see a certain work of art, it is possible to do so
instantly by searching the internet. Recently, as data
becomes more refined, it is even possible to view images in
3D, from multiple angles. We no longer need to visit a
museum to see the works on display. Originally, the museum
eliminated the need to spend time traveling to individual
objects by gathering them in one place. Now, that time has
been further elided. As the philosopher Washida Kiyokazu (b.
1949) once phrased it in a private exchange, “contemporary
art museums have become garages.” In other words, art
museums have become nothing more than storehouses for
art; their functions surrounding exhibiting works and
attracting visitors are no longer important.

In the case of Go for Kogei, however, viewers must
spend time traveling from one townscape to another, from
house to garage to sake brewery. And this movement is not
only horizontal. The inclusion of vertical movement in the
climbing waters of the Nakajima Lock is both witty and
symbolic. Naturally, more time and effort are required than if
the works had been gathered in one place. But it is possible to

spend time moving through the city, enjoying the changing
scenery of parks and mountains, being surprised by the
sudden appearance of installation works, taking a break at a
cafe, or even indulging in a sake tasting. Depending on the
weather, you may or may not see the Tateyama mountain
range looming in the distance. It all comes down to
serendipity and chance—unrepeatable meetings, or ichigo
ichie, as they say in the tea ceremony. The act of moving your
body and spending time to view the artworks is almost like a
pilgrimage of the heart.

It is not only the viewers that are in motion—the works
move as well. Sakurai Akira’s installation involves stationing
himself in the former Baba Family Residence and continuing
to paint throughout the exhibition. Unlike usual exhibitions,
which feature finished works, the artwork in Go for Kogei
moves through time as well.

Inner Space

It seems to me that—much like tea rooms and gardens—the
microcosm is an aspect of Japanese traditional culture. The
psychological space of the heart (kokoro) is a microcosm that,
unlike the Western concept of “inner space,” is not entirely
closed off. As a psychoanalyst, | can’t help but draw a parallel
with sandplay therapy, which is also a microcosm and a
psychological space. Sandplay therapy is a therapeutic
method that uses a box of sand (“sandtray”) with blue walls.
Patients can create landscapes by placing miniature objects,
digging rivers or oceans, or making mountains from mounds
of sand. The result is not always a landscape; sometimes
patients produce something more like contemporary art
objects. This year’s exhibition seems to invite viewers to
experience a number of intriguing inner spaces. Just as a
finished sandtray is not merely a psychological projection or
creative work, but something that paradoxically transforms
the mind of the creator—this exhibition moves the hearts and
bodies of its viewers.

The experience of viewing Murayama Goro’s textile
painting, located in the attic of an old storehouse in the lwase
district, is like being sucked into a strange spacetime. Ou
Sansan'’s installation, which features countless strands of
sheep intestines draped from the ceiling of a passageway,
envelopes viewers in a space of lurid yet dazzling beauty. For
both works, not just form but also materiality plays a crucial
role.

Audrey Gambier’s Soft Vases, located at the Toyama
Prefectural Museum of Art and Design, consists of wearable
bag-like outfits with exteriors in the likeness of Kuwata
Takuro’s ceramics, which are characterized by their signature
protrusions. These soft, bag-like sculptures allow viewers to
literally enter an inner space. Most intriguingly, when worn,
the openings that would function as an inner space, defining
the vessel or vase, become protrusions. The worlds of inside
and outside are inversed.

While entering Gambier’s works obscures the outside,
Yokono Asuka'’s paintings of Kurobe Dam brilliantly express

the intersection of interior and exterior. Normally, paintings
are understood as depicting a subject from an external
viewpoint. Both the canvas and the subject are outside of the
painter. But Yokono'’s depictions of the dam do not seem to
be from an external perspective. The subtle undulations of the
dam create the impression that the viewer is inside the dam,
inside the painting.

These experiences of inner space have the power to
impact viewers and generate new narratives. Watanabe
Yoshihiro’s world of intricately formed leaf animals has the
feel of an actual sandtray scene. The leaf animals, which
seem like they could come alive at any second, pull the viewer
into a strange world. | found myself wishing | could add a few
to my own collection of sandplay therapy objects.

The Cute and the Scary

Recently, Japanese “cute” culture is making waves overseas,
particularly in France. Similarly, kawaii, or cute things, seem to
be especially prominent in this year’s exhibition. But there’s
more to it than meets the eye.

While Itagaki Hohzan'’s paintings—all of which depict
the same woman—feature cuteish themes like Sleeping
Beauty, they have a creepy, unnerving effect as well.
Throughout the exhibition, seemingly-cute works repeatedly
reveal unsettling undertones, while seemingly-scary works
turn out to be somehow cute. For example, Komuro Takahiro’s
dragons, exhibited in a sake brewery, are more cute or
humorous than scary. Conversely, Cho Megumu’s cherubic
pictures of Tenshi seem to be cute yet are somehow
unsettling. Viewing the exhibition, it seemed to me that other
installations were also characterized by this intersection of
the cute and the scary.

Profile

Born 1957. Kawai is a clinical psychologist and Jungian
analyst. He completed a master’s program at the Kyoto
University Graduate School of Education before earning his
Ph.D. from Zurich University. He has held positions at Konan
University (associate professor), the Kyoto University
Graduate School of Education (professor), and the Kyoto
University Kokoro Research Center (professor, director). He
currently serves as the director of the Kokoro Research
Institute Kyoto. His publications include Yungu—Tamashii no
riariti [Jung—The Reality of the Soul] (lwanami Gendai Bunko:
2015), Shinri ryohoka ga mita Nihon no kokoro [The Japanese
Heart as Seen by a Psychotherapist] (Minerva Shobo: 2020),
Bessatsu NHK 100-pun de meicho: Shuchu kogi Kawai Hayao
[NHK Special Edition Masterpieces in 100-minutes: Intensive
Lecture on Kawai Hayao] (NHK: 2021), Jiosaikoroji
[Geopsychology] (Sogensha: 2022), and Yume to kokoro no koso
[The Ancient Layers of Dreams and the Heart] (Sogensha: 2023).
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Works by Cho Megumu are in the collection of the artist's family; works by Kawakami Kenji are in the collection

of the NPO Kibo no Sono (“Garden of Hope”) care home. All other works are the collection of the artist.

mIZKABE T 7 Kansui Park Area

{EZR4% [ Artist eGR4 N/ Title HIVESE/ Year 5%# / Materials H#1 X/Size
HXWXDcm
AREF PEVH 2023 . TIAFVIAYTa 320x450%100
Kubo Hiroko Mountain Dogs Steel, plastic netting 350%500%100
A—KU—-HYEI  Soft Vases 2023 iR, Xyl . TN X145 —. YA XETE
Audrey Gambier X&)y T, EZ—b. NIy b (105248)
Wadding, mesh foam, cloth, felt, mylar, Dimensions
metallic fabric, vinyl fabric, velvet variable
(10 pieces)
JIIE: 33 The Castle 2023 tI3IvYy 29%x24 %24
Kawai Kazuhito Ceramic
RBHE 2023 SUANXTAT YA X%
Omotesando Mixed media Dimensions
variable
AXl)—- 1= 2023 SUANATAT PEPIES
Mary Jane TRIEREECIVAZL—Y3 > Dimensions
Mixed media variable
Installation including the following work.
BEORENT 2023 tI3Ivy 56X43X43
Memories of Paris Ceramic
SWEET 39 BLUES 2023 RYANATAT B A X[
TRERESTAVAZL—Y3 > Dimensions
Mixed media variable
Installation including the following work.
Heart on Wave 2023 tIIvy 58x43%X43
Ceramic
2B 2023 SUANATA4T YA Xe]%E
Backstage TRIERESCIVAZL—Y3 > Dimensions
Mixed media variable
Installation including the following works.
EFHROTZUF 2022 I3IvYy 64x31x44
King’s Brunch Ceramic
The Fourth Sex 2022 tIIvy 40%x27%x37
Ceramic
IV MNJALNL—R 2023 tI3Ivy 57X38X38
Electrical Parade Ceramic
INT B A AR 2023 IIvy 13X11% 1
Paradise Ginga Ceramic
SERXTARX 2023 tIIvy 23X23X%X20
Cinema Rise Ceramic
HFIRZE 2023 SUAMT4T 18X10%10
Crimson Goddess Mixed media
2IEF BEREUBAINERAE 2022 vIIvYy 160X 80 %55
Kim Riyoo Biue Ow! Novice with Rosette Crown Ceramic
and Engraved Patterns
BIRFARZIAE (M) 2023 tIIvYy 140 %X 45% 45
Immaculate Novice with Engraved Ceramic
Patterns (Ungyo)
AETAARKIAE (FEY) 2023 t73Iv7y 140X 45X 45
Immaculate Novice with Engraved Ceramic
Patterns (Agyo)
BEFREBRIIAE 2023 tIIvy 180 % 80 % 80
The Eye that Stares into the Void: Radiant Ceramic

Gold Novice with Engraved Patterns

EERSA Reduction—K&1— 2017 TR SRIA A RHFS 85X65X%X45
Kondo Takahiro Reduction: Surging Waves Marbleized porcelain with “silver mist”
glaze
B AE 2019 firer 52%75%65
Large White Porcelain Jar Porcelain
Reduction/ U& o> 3> 2014 B4, KuEEHRE 85X67X53
Reduction Raku clay, pit fired at Tenkawa
Daibenzaitensha Shrine, Nara
BREAE 2020 T 56 X $61.5
Large White Porcelain Jar Porcelain
Reduction/ Y& a> 2014 Rites. SREFR 85X65x45
Reduction Porcelain with “silver mist” glaze
B AE 2018 Rit2s 59%x ®60
Large White Porcelain Jar Porcelain
Reduction/ Y& o> 3> 2014 FEL. RE (XAXE). BRKM 90X70x50
Reduction Iga clay with natural ash glaze, fired in
an anagama (single-chamber woodfire
kiln) at Tenkawamura
SHEER EiRlE 2023 Fage YA XAE
Kuwata Takuro Minoyaki Stoneware Dimensions
variable
HFHHE Repetitive Activity in Toyama City 2023 EUTAOISETH KL, #@)I DK, YA X0JZE
Nomura Yuka B, IER I8 % B8E. JvIJ Dimensions
NIV RCHED vy F# FL bOB. variable
7. KM B
Soil from construction sites in Toyama
City, water from the Jinzu River, straw,
sandbags, concrete pipe, iron, platform
trolley, lashing belt, hydraulic jack, hoe,
gloves, mortar tub, plastic winnowing
basket, wood, video
TR BETE 2000- FE. KA 72RE&
Tsujimura Kai Large Jar Stoneware with natural ash glaze # 55X 45x45
approx. 55X 45
X45
ea. (72 pieces)
mhEREFIT!)7 Nakajima Lock Area
EEANOY ZBLIDER 2023 FILIFEEY—N A>T PVCI— Db, 300%1307
Ueda Baron Stardust in the Dreams 7ILIEEIR %150
Aluminum vapor deposited sheet, ink,
PVC sheet, aluminum composite sheet
B EM HIEOEYD 2012- ¥ YA X%
Wanatabe Yoshihiro Oriha Folded-Leaf Animais 2022 Leaves Dimensions
variable
RE J=2F v NI RFONY KRNIV 2014 FEICERZ 44x31x11.5
Cho Megumu JEE Color on cardboard box
Green Chapel: Tenshi’s Handbell
Performance
A A7 FEICER 40x27x%10
Untitled Unknown Color on cardboard box
RKFENY RN —-XTREEF] 2015 FEICER 50.5%33.5
Tenshi and the Handbell Series: Color on cardboard box X7.5

Moon and Prince
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RE
Cho Megumu

KFENY RN Y—X THWA] 2015 FEICEF 27%x26%X4.5
Tenshi and the Handbell Series: Color on cardboard box
White Moon
KFENY RN —=X 2015 FRICEF 29X 42.5X85
[N RNILO#EE | Color on cardboard box
Tenshi and the Handbell Series:
Handbell Practice
KFD/NY RN E—E4LEERIC 2014 FEICER 26.5%X37%10
Eies) Color on cardboard box
Tenshi’s Handbell: Praying Before
the Red Sea like Moses
il TER FEICER 47X32X7.5
Untitled Unknown Color on cardboard box
i3] 2016 FEICER 26x19.5%X8.5
Untitled Color on cardboard box
ERFERTFE 2013 FEICER 52.5%33.5
Holy Mother and Tenshi’s Group Color on cardboard box X1
R TR FEICER 44X31%x9.5
Untitled Unknown Color on cardboard box
KFENY RN =X 2015 HICER 42.5X29X7.5
[>>roor4X] Color on cardboard box
Tenshi and the Handbell Series:
Synchronize
JILNSRF - TIb— 2014 FBICEF 47 X28X13
Ultra Tenshi: Blue Color on cardboard box
KFDEE 2016 FEICER 21.5%27.5
Tenshi’s Paradise Color on cardboard box X9.5
XKFDATYT 2014 FEICER 35%25%10
Tenshi’s Steps Color on cardboard box
BIRTEV A 2015 FHICEFS 34.5X25x%8.5
Dancing on the Sandy Beach Color on cardboard box
JIVNFIRFLY K BZEAENES 2014 FEICER 36.5%26.5
Ultra Tenshi: Red—Enku A Returns Color on cardboard box X9.5
to Space
A ARER FEICER 20X20%X6
Untitled Unknown Color on cardboard box
TBEXRF 2016 FEICER 28X45.5x%10
Flower and Tenshi Color on cardboard box
EH. IVDEIAN—FE— 2014 FEICERS 33.5%28X%5
Now, to Mother’s Place—Birth Color on cardboard box
BFE 2015 FEICER 35X25%9
Disciples Color on cardboard box
1 AL 2016 ICER 50X 36X%X9.5
Standing Alone Color on cardboard box
REDBREBZRDORFD/N\> KNIV 2014 FEICER 35X56X7.5
Tenshi’s Handbell Celebrating the Color on cardboard box
Last Supper
ERE EF FEICER 50.5%98.5%11
Untitled Unknown Color on cardboard box
KEDOFHDFEL BE—12 ADKRFE— AER FICER 48X 39X6
When the Gates of Heaven Unknown Color on cardboard box
Open—12 Angels
i3] TER FHICEFS YA XA ZE
Untitled Unknown Color on cardboard box (7=48)
Dimensions
variable
(7 pieces)
KFENY RN =X [EH 725 2016 FEICER 58.5X385
Tenshi and the Handbell Series: Let’s Go Color on cardboard box X6.5

REZL Self-Portrait 2018 R, FY N 53%x45
Itagaki Hohzan Oil on canvas
HtEH 2018~ R FYUNR 24x33
Work in Progress Oil on canvas
Midnight 2010 R, FY N 23X16
Oil on canvas
Prince and Princess 2017 HF. Fr R 53X 46
Oil on canvas
Hello, My Honey 2012 HF. Fr N 48%x33
Oil on canvas
She is Here 2014 HF. FY N 90x 43
Oil on canvas
Sleeping Beauty 2018 HF. FYUNR 80x100
Oil on canvas
Once upon a Time 2002- HF. Fr R 117 %91
2015 Oil on canvas
Bathing 2017 HF. FYNR 41X 32
Oil on canvas
Watch Out for the Bad Wolf! 2020 HF. Fv N 40%77
Oil on canvas
Summerdays 2017 R, FYNR 27 %22
Oil on canvas
e 2018~ WMFZ. FrNA 100 %100
Work in Progress Oil on canvas
HIEH 2018- HF. Fv A 91%61
Work in Progress Oil on canvas
HIEHR 2018- HF. FY N 73%61
Work in Progress Oil on canvas
EMNEETF WAREERE 2023 ERPCZAV.N ::} 162x130
Jomura Yoko Trees and Garage Qil on canvas
HYDEWBHTESE 2023 Fr N, B 130%194
Appreciated, Auspicious Oil on canvas
HL—o 2022 R ZAV. N 53X62
Garage Oil on canvas
ABDED 2023 R ZAV N 112%X162
Waiting for the Sun Oil on canvas
£X1 2019 E RO ZAV. N ;P 33X53
Overcast 1 Oil on canvas
REFF) 2023 FYUNR, HF 24x33
Celestial Hunting Oil on canvas
EX2 2019 R ZAV. N 33%X53
Overcast 2 Oil on canvas
1R 2023 wmE. #EK. ATH 50X50%160
Imitation Tree Futon, newspaper, artificial moss
F_RI—T127 2023 F v N, HF 24%33
Second Meeting Oil on canvas
SR A6 B HHW 200 KA 2022- R, 7OV Fv AR NIV, p. 136 B8R
Kawabe Jusei Headhunting 200+ People 2023 >FER. K. NZVik See p. 136
Oil, acrylic, canvas, panel, basswood
plywood, Japanese paper, plywood
I =974 AFAIY - TIval 2021 WMF. FrNA F100 &
Kawakami Kenji Inazuman Flash! Oil on canvas 162.1X130.3
FIoo YR—H—! 2021 HF. FYNR F100 &
Change Zaborger! QOil on canvas 162.1X130.3
nweHsoh-F F—E— 2013 HF. FY R F100 &
Bullied Kid Keepy Oil on canvas 130.3%X162.1
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Rinjin Specimen 1ll—Open

Dye and pigment on leather

TR if— Lost in Thought / Toyama 2023 ARENZI. 7OV 131%x790.5
Hirako Yuichi Wood panel, acrylic paint 112.5X147.5
107X168.5
112%x94
74X65.5
209%249
243 X241
Wooden Wood 39 2023 A 7oV UEPCIES
Wood, acrylic paint (2 =48)
Dimensions
variable
(2 pieces)
Wooden Wood 14 2023 X 7oV 84.8%X345
Wood, acrylic paint X19
BIEER Out of Disorder (Layer and Folding) 2018 . R TL—Lb, TAv— S5RfE &
lwasaki Takahiro Cloth, thread, frame, wire 160X 220X%X18
160X220X%X18
ea. (5 pieces)
mPNuP-5;ln] Dog Dragon 2023 K(#H) e 149.1X117
Komuro Takahiro Pigment on wood X70
Savage Dragon 2023 A(HE)ICEE 149.1x117
Pigment on wood X70
Bat Dragon 2023 K(#)IcEe 149X 117X 68
Pigment on wood
Demonic Dragon 2023 A () ICFE 150%117
Pigment on wood X70.5
HFILERR BB 28E <BFIC> 2016 BofRIcTIU vy 180% 180X 45
Murayama Goro Self-Organized Painting [Excessively] Acrylic on woven hemp string
TERAERT [E - 8] 2023 #B. JvH— Nl 3 Rff
Robust Informational Textile Silk, jacquard weave £ 150X 90
[Yeliow/Purple] 50x90
ea. (3 pieces)
B - £H4ER - ZIFTUZ. A aAOF KRS YA X%
Shells/Biological Material (BBA) - BEABTHERDPERLER Dimensions
(VaoFao79 ) EELRE) variable
Oliva porphyria, Cymbiola imperialis
(purchased), and shells collected by
the artist on Amami Oshima Island
(Tapes literatus, etc.)
033 Inner 2023 37 YA XAE
Ou sansan Sheep intestines Dimensions
variable
B BERE#H<TIOIIIN 2023
Sakurai Akira Painting the Baba Family Residence
S ERDH VOOV A=Y 2023 P, #. Ean 190X 65 % 40
Sasaki Natsumi Rinjin Suit terracotta, leather, pigment
Bt N KOF:E 2023 1> 29%20.5
Memoirs of Dr. N Ink on paper 29X 20.5
40% 27
25.5X18
25.5%X18
D222V ORR [+ (£)] 2023 R 2. AL b 320%210
Rinjin Specimen I—Earth Dye and pigment on leather
D222 OARIN R (TA)] 2023 . 4R R fth 320%212
Rinjin Specimen ll—Heaven Dye and pigment on leather
D22 OFARMIE (ALY ] 2023 . 4R R fth 330x%230

JI R oty 2l 2017 HF. FYIONA F100 &
Kawakami Kenji Bloody Yuuya Oil on canvas 130.3X162.1
HEDPITITERD DD 2012 HF. FrNA F100 &
Who Will Eat the Zebra Oil on canvas 130.3X162.1
A Y LX DR EBT 2018 HF. Y NR F100 &
Isamu vs. the Eel Monster Oil on canvas 130.3%X162.1
FHA4E—01 KT W, FrYONR F30 &
Kikaider 01 Unfinished Oil on canvas 91x72.7
HBHENAF v Polychromatic Skin-Gender Tower- 2023 RUVARNATAT 575X $158.5
Masuda Sebastian #1tpE Mixed media
Polychromatic Skin—Gender Tower
#Hokuriku
BHAEAE Hole 2014 B, FYUNR 162x130.3
Yokono Asuka Oil on canvas
Landscape 2013 HF. FrNR 194%130.3
Oil on canvas
Curve 2014 R, FYONR 181.8 X291
Oil on canvas
2023 D& Is 2023 HF. Y NR 194 X388
Dam, 2023 Oil on canvas
Somewhere 2012 HE. FYNR 97 X162
Oil on canvas
=912 2013 HF. FrNR 91X116.7
Tunne! Oil on canvas
BEFET!) ) Iwase Area
E=lIbi EFDONE 2015 . AT AMH. ERL K. 182X165X 60
Furukawa Haruo Burning Noon KU T AT IVERE
Fabric, glass fiber, pigment, wood,
polyester resin
FHROER 2015 . AT AMME. B, K. 182 % 165X 60
Fiery Afternoon KU T AT IR
Fabric, glass fiber, pigment, wood,
polyester resin
ROE L& 1993 e FIIZULH. 7OV X, 162X 118X 53
Agony of Existence RUIATIVEIE. HIGE
Fabric, aluminum powder, bronze
powder, polyester resin, oil paint
TR I 1987 . ZIVIZULH. 70V XH. 232%125%95
incarnation I ARUITRAFIVERE. HigE
Fabric, aluminum powder, bronze
powder, polyester resin, oil paint
ZH 1987 . ZPILIZU LM, 7OV X8, 210X95%x93
incarnation RUITATIVEIRE. hicE
Fabric, aluminum powder, bronze
powder, polyester resin, oil paint
EILHH WE 2023 TILIEEIR 2R
Hayama Yuki Ssangyong Alminium board #%330%330
330%330
ea. (2 panels)
BERRETXA 2010 FEREER 12.6X ®47
Large Dish with Design of Emperor Ceramic

Long Sun
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GO FOR KOGEI 2023 EE> >

Supported by =2UFJ7404F>>vIL-JIL—7F

HEF: 2023F10A21H(1)13:00-18:00 =% ELERSFHR2EZ BN

L [7-heIREKDEE]

SHE (BUTAFEN-2) BMER:824 F571BM%E: 30314

NEZYAL - 2BV F (BIUTHZ AEAERER) . Kang Jaeyoung (2023FMITRE IV F—LEMEE) (BE).
Chen Hungyi (L&M= MAZER) (B78). LW (M+ TY A REE—R-FaL—&—) (FH)
EFL—2—: %L (GO FOR KOGEI #&81&-Fa1L—%—)

i BRZRER

BEEDQT7—hETIREZHSHDRRIZN L EZLLTHY . v IlD
BiE . Tho&RBLET7 I TAEXLES. TLUTHRENR
FRELRE. 7 M IEZKDFRBITEREICEOITD KR
PULTRIA—NLY =2 TEHTIMEEPF 1L —5—
5P T—hEIEPRNTTHRE-FTREMEFEL. EEHICHRE
EEBHEME. [ZHAC THFHL W] [EReLEE] [EAD
FATUTATAI NIV RAFIaF I RSV ADINFr—]
REDF—T—RNERABHERDT.

THRILVF

BEWUTAHSAEMELERIAN
—HREBRDA AT EZRIHBT S

EWTIEERIC[HZADEHEPE| 2B TW5. BIUFHTZ
EMBIRIREDEHRNATEHIAT—PORRZTMLRES
BLUTHRICHBN T B%EEHEO>TS, BT TIZ2018F L5
SEIC—EEBRASRIEWUWASAKRER]|ZHRELTVD. KAAE
RISERICE I BHIAT - OERZRA . TORRICERT S
ZEEEMICLTHEY . BEEBRERNNDH AT —FDOFFRP
RAEMARREETHRIN. RESRBEUNHSAEMET
RESIhTVS,

FEPMEH T A, TV T T—IEAFATEREDELIEHL
DoHB. REHTAT7 —bDERLEIE. ENE5DRKRFEESFKR
EREVRDOREEHMAADERLILEDS. ThELOREZ
EHRLTWB I EEDHFAT—IOBEMEL T, 1950FLIREIZ
A AEERFMELIABER D ERE D7D 2000FEHS
HEDTIRIWDFELHY . HZAEERDREMD—FRELT
B ANBRAEMNERPRNTE L,

2018FICKEEZE L/ £sa Bjork d (Shield ) (2018) I
HSAERG. YUV NERAEDE I ERTHS. RYTIFONE
N=hRTI=IDFEWHZADEIRZENBEFEELL HHED
BRIGER<HBEYICRU T AT —2 &L T R DBEEBE
TRAE—D—ELTORBEL P/ I SN/, 20215
ICKEEZEL/tEAARIED (Subtle Intimacy) (2019) i&.
R 2REFTEIHEMELTHZRAEZESATEMTH B tELKIE
BNIBFORBVHICHENERBRY . The 7 ARICKAT

BT 2. EMOHFEEOREPBVERERBELR>THT A
IZIRN B, IREEZEL/Anna Mlasowsky DfEf {Chorus of
One) (2018) IEBED 5L AT AERERICDIFD/INTA—T A
ZUEREREERTIERICEDNET SRR TXVHDOI—
ZVTRDRELIEASATH S,

HADHIAT7 I DRFOREEICIRALDDS . ZDIRY B
RBOFEEEEZRBU T I 2EELBREBRO>TVS. MEHEOT
AZAT—hEEDREKTRNTBOD. TADHBILUTHTA
EMEDOEFETOHLY . RETOHB.

Kang Jaeyoung

[EYOMBE—INLA T T DWEEES
2023 EMIEE I F—L O#EHREDHDIC]

[2023BMIEEIYF—L]1DTF—7Z[EHOHR] L7,
SHICE T RHRALRTO—NIEREPREOBEIEAB SO
FRICEDOEDT. SROOSNBH L LEMIE. KWL ERTE
B THRERICHEDDPRITNIIESBVWEEL. ARDF—T—K
ICT4% &% (Biophilia) | z2#8(f/7z. RES TRREDIZT D
BMREADDT—ICHEL TN 1DBED[E2a—YZ X L%
Bx /=4 ®E (Biophilia, Beyond Humanism) | Tldo > 7 A%
DEBTHHAEREZMEANBOEREE[EREIZHEICERTS
ABEL. 2DBED [ AFH. BRAYE DR SLHEEF & XK
(Meme & Cultural Contexts) | Tl&. 777 MIBREADEH.
EMARIMLAFETHY . ZOVZTRDOEEEMEICDONT BE

ERFEERKZDHEEDOE TRBICHMT HIETHD/2. 3D
BOIF. BE.BHM. 72RILDONAT )Y REIEFRER
(Hybrid & New Craftmanship) ] TIEZZD#HLWIZTb
NIy TDOHIFERBN FEERICEBZIEDY B DML
FIRICDVWTHE DT RS, AIGESD . FITED /=8 D3l
BEZLTERBICOVW T RYFREDKSICRIBATHLD
EBAOD.ADED[EEBENELESDEZHDOIEROERK
(Upcycling & EC (EcologicalCorrectness)) ] TiE7v 7
YAIINDEREBN . ERELZHEI EBFPWRELSZEK
TREVFR. JO-—NVE-av EHBEERICHL TREZ
V3PAL.HD—DDED I DHYFERLTWVS,
BEOBRTETIE [EHZOMTHRIEFE (Net of Biophilia
and the Future) J&@BL. EBRA. ZLTHE T OB ORRFR
PARE.VTZTNDEDORENRDOEPVEEREBLTHET S
el
HBIZTROREEAVTIDIUNTHFAELTEDRT
W5, bDPEENDBIRIEFERRDTIRBVESDID, £ie.
FEDGIRICBEVTE T MR TRDEI T TNMIMARSHROD
TRBEWEBID TeEDRESPHEDHRABEI I F—IC
DVWTHBETHWEICENEENTHS.

Chen Hungyi
BEXLDZHREEANVTAOFA - T—b. T

BEONZERT S L TERRER LOHRENSDOHSB.
FTREROXL. ELTHA SV ADRA Va1, ZL THERE
PORKHAEDPSORE. ZLTHADFTATICEDHE. ELT
1949FLIEDBENAICKBIHEDEITOND.

ARUBRC. 1640FICA TV XAD KM, HEF. F5HAN
BAVRRITONZETEREZRRURAARLE . KON
KXITHEYTA—ZRHERALDY. CNIFRETIZREDRFE
mEBDTWNDS, 1895FICHADHIA T ERY. S0FRKm L,
BARBEEBICE TERLHEES A /o TRIERHRAVGEE
FDHDERASHICLGERIED/=HDEREDHZL T<NZE
Thd. BAADBYZEPANRFE . BYFE HEFE BR
RPBEESENICHEL, TNICK>TRHRDATREICEY
ERACEFTREICLIEDTIRBVDEEZD, HiF. TORADERM
R=B1F20-30RDEFE27. BEDIEHDS5,000EDNS 5.
3.500FE DV TIFERBETICLIZZEM LD DTS,

BN AEIPRBICEAERLGHEBIINEEYEE. ZLTXXAE
ZH/6L7elETH B BNAIUERERICHIMLAE AL
SRR ZERIL. 1963FEEFNDIACEL T M= EYEEIZFA
EEDHEDBDODP HRODEDEDH. BIFPREHHDH &L

BOTETLS,
EEDBABRICKOTXILAERBMICHBRENTWBEREIC
BOWT. REBEREOXILEZEADHIC. RIEROELHIERP
EEREABNT B RAPH DR ICHDHEMZFRLIERP. SR
A ETF T ZBYDPROARICERNEZLEDS . 2D
DEDEFEDDHVE . BHREEZADFE. TOHEPRIE. Fit
PRELEAEVREITTOKZEIBRSBRVIEDPRZ TS,

#wLu<z
M+ OBRE-RT7T7HOORETHA. ITE]

M+DILT2 3> OFEEFROITHBNT 2. HEEICIE[EMI [T
SBHE| WK D3DDF—LHHY. ZOIDOEEHEERTT S
ERDBEIRVNEVNDIEBAUCHEDE ERIREZH I HROTUVS,
KRROLHIRXA YA THD FBICED TR VYAV EER
THY DB BT AV EBEF—LOERTIE RF >
ISTRNRYAVHBEDRARIZTAELTRA BEF—LD
BRTRIEBIRYDORA > OEDY) EMF — LAIFEREAR R
TRAD N DDEREVNAALBRRDPSORDIEICE>THRE
XA (T2 2T INAINFv—) b >ERWVRB TIRA B L% B
LTW3., ZhidEMER M+]ICERAHSR B, [Museum
and morel EWVDIEKRTH B, £/ FE. 7IT7 . EADHSERIC
DR T T SE54aL 7> azBELTVWS. NIV A
FT2aF I "IV ADNFr—EVWDIBEKRTIE201 #c LU (357651
MLV FIZERAD I DEPHEBHEVPEEIR1950FRI(C
FAVANDD L b TIpE76L720DTHY KIETAUH
BADPKATXAEETHB. £z WHTICHPIESORIETTThY
TALN=F I 72EEL TWZIERIURHRIC T 4> 52 RTIE
FINT7- FTINNDPAEEESTHY TALN=F7Z8ELT
WT.ZNEBZENINTADNAT DAY TALIN—=F 7
2R T T EZNBEETFICAREMZEDPL TEESLEZRE
HOMERBDEEEZIOND,

BADER TR, SENELZNAA—KERIZBARDERAL R
BIEDIVIATAETACDBDPO TV T U H—RA N TH Dz,
£ BREMHANTIVHRICFEDF2FTB[E LR ORRZER
ZIL02arTEEORBM+OEITHS. REDPHEL VEEZRE
ZINE TE DI BAEL TBBLEETHAIL T TNEBAD
REEOEDFTHD,

ZDLEWHEHROHRABRXILZDRIFTEZIDBEIC[IT TR
120DF—T—RTHY. LKRZEDDLVZXELT. EMTHS
EEZD,
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Go for Kogei 2023 International Symposium:
Talking about Art and Kogei supported by Mitsubishi UFJ Financial Group

Date: Saturday, October 21, 2023, from 1:00 p.m. to 6:00 p.m.

Participants: 82  Online Participants: 3,031

Venue: Toyama International Conference Center, 2F Multi-Purpose Room (1-2 Otemachi, Toyama, Toyama Prefecture)

Panelists: Tsuchida Ruriko (Director, Toyama Glass Art Museum; Japan), Kang Jaeyoung (Artistic Director, 2023 Cheongju Craft
Biennale; South Korea), Chen Hungyi (Professor, Tainan National University of the Arts; Taiwan), Yokoyama Ikko (Lead Curator of Design
and Architecture, M+; Hong Kong) Moderator: Akimoto Yuji (Go for Kogei Executive Director/Curator; Japan)

Format: Japanese and English with consecutive interpretation

The environment surrounding art and crafts (kogei) has
undergone rapid changes in recent years. Discussions
concerning the proximity and intersection of these concepts and
the relationship of art and crafts to both activist movements and
structural issues have become especially salient. In this
symposium, internationally active researchers and curators
deepened the discussion by reconsidering the challenges and
possibilities that art and crafts entail, touching on key concepts
such as “diversification,” “new spirit,” “history and indigeneity,”
“personal identity,” “transnationalism,” and “transculturalism.”

Tsuchida Ruriko
“The Toyama Glass Art Museum and International Competition
—Stimulating Glass Art around the World and in Japan”

The city of Toyama officially promotes itself as a City of Glass. It
is the role of the Toyama Glass Art Museum to recognize,
exhibit, and introduce expression in contemporary glass, an
increasingly diversified field. In 2018, the city established the
Toyama International Glass Exhibition, an international
competition held every three years. The open-call exhibition,
which aims to both capture and contribute to global trends in
glass art, is held at the Toyama Glass Art Museum, where it is
judged by glass art experts and contemporary art critics active
on the domestic and international stage.

Many glass techniques, such as casting, blowing, and
lampwork, can be traced to antiquity. Contemporary glass artists
develop these techniques in unique ways or combine them to
realize their personal visions. From the 1950s onward, glass art
has tended to focus on three-dimensional objects made
primarily of glass. However, around the year 2000, in response
to the increasing digitization of society, creators began
producing works of contemporary art that incorporate glass as a
medium.

The 2018 Grand Prize-winning work Shield Ii (2018) by
AEsa Bjork combines glass with video and sound. The work was
recognized for its use of suspended, wafer-thin sheets of pate
de verre, beautiful in their own right, which functioned as both a
screen for projecting faint and enigmatic images of human
bodies and as a speaker for replaying sounds associated with
brainwaves. The 2021 Grand Prize-winning work Subtle Intimacy
(2019) by Sasaki Rui interprets glass as a medium for preserving
vestiges. Sasaki gathers botanical samples as records of the
places she visits. Later, she places the plants between two

panes of glass and fires them. The plants leave vestiges of their
existence as white marks and bubbles within the fused glass.
The Silver Prize-winning work from the same year, Chorus of One
(2018) by Anna Mlasowsky, is a video performance featuring a
cloak of glass scales. The scales consist of a special glass
developed by Corning Inc. for use in bullet-proof body armor.

The Toyama International Glass Exhibition is an invaluable
opportunity for charting the latest developments in glass art and
exploring new expressive possibilities. How do we define glass
art, and what should be shown at exhibitions? It is the Toyama
Glass Art Museum’ s mission and responsibility to grapple with
these questions.

Kang Jaeyoung
“The Geography of Objets—Living in the Net of Biophilia:
Focusing on the Discourse of the 2023 Cheongju Craft Biennale”

The theme of the 2023 Cheongju Craft Biennale was “The
Geography of Objets.” The various global challenges and climate
crises we face today are the result of anthropocentrism. The era
calls for a new spirit grounded in a broader, higher sense of
ethics. For this reason, we chose “biophilia” as a keyword for the
biennale’s main exhibition, which introduced contemporary
trends in craft according to four themes. For the first, “Biophilia,
Beyond Humanism,” we considered the relationship between
natural materials and human artifice, framing conventional
approaches to craft within the context of biophilia. For the
second, “Meme and Cultural Contexts,” we delved into the past,
present, and future of craft, taking a comprehensive view to
better explore craft’'s potential as a practice that balances
nature, human endeavor, and art. For the third, “Hybrid and New
Craftsmanship,” we introduced new approaches to

craftsmanship, questioning the positioning of digital
technologies and machines capable of replacing the hand and
its tools. We questioned how creators will incorporate new
approaches, techniques, and technologies for manufacturing,
including Al. For the fourth, “Upcycling and Ecological
Correctness,” we introduced existing upcycling initiatives.
Artisans pursuing ecological correctness in line with biophilia
have begun to rebel against globalization and consumerism and
are already demonstrating new approaches to object-making.

In the exhibition’s final room, titled the “Net of Biophilia
and the Future,” visitors were able to view exhibited works and
experience the constructive nature of crafts, including the
interrelationship and essence of life, nature, matter, and
material.

| believe that the essence of crafts is intelligent design.
The process by which objects are made is of crucial importance.
Furthermore, in Eastern traditions, all art originally belonged
within the category of craft. We hope that this exhibition offered
viewers the opportunity to reconsider various hierarchies that
characterize the societies in which we live.

Chen Hungyi
“Métissage of Taiwanese Culture and Indigenous Art and
Crafts”

Five key historical factors are important for understanding
Taiwanese culture. First, the culture of the indigenous people,
which is the primary culture of the island. Second, exploitation
under the Dutch East India Company. Third, Chinese influences
since the end of the Ming Dynasty. Fourth, the influence of
Japanese colonial rule. And finally, the influence of Chiang
Kai-shek since 1949.

The Dutch arrived in Taiwan in 1624, during the Age of
Discovery. At that time, the Dutch explored and exploited
Taiwan just as they had done in Batavia, Indonesia. They
exported local products (e.g., deerskins) and introduced new
objects of international trade as part of the Grand Exchange,
including mangoes from Indonesia, which are now a Taiwanese
specialty but originally were not an indigenous agricultural
product. Later, in 1895, Taiwan came under Japanese rule,
which lasted for 50 years. Japan had a significant influence on
Taiwan. It clarified the island’s epistemological structure and laid
the foundations for modernization. Japanese naturalists,
anthropologists, botanists, geologists, and architects conducted
comprehensive surveys of Taiwan. We believe that this made
epistemology possible and enabled modernization. At the time,
most of these Japanese experts were young, in their 20s-30s.
Of the 5,000 species of plants in Taiwan, 3,500 have scientific
names based on the Japanese language.

An important legacy of Chiang Kai-shek’s influence on
Taiwan can be seen in the National Palace Museum (NPM) and
the introduction of literati painting. Chiang Kai-shek initiated a
major cultural shift in response to China’s Cultural Revolution.
For me, as someone born in 1963, there was a question of
whether the Palace Museum belonged to us or an outside
culture. | can no longer tell whether the NPM belongs to Taiwan
or a foreign country.

To consider the unique culture of Taiwan, which is
multilayered due to the accumulation of history, | would like to
introduce the production of artworks and lifestyles among
Taiwan'’s indigenous people. By considering works that utilize
found materials such as driftwood and the structure of
indigenous villages, which consist of rock-slab buildings
arranged in concentric circles, producing a spatial formation that
extends and combines with the surrounding forest and nature,
we can see that our true way of life involves a continuous fusion
and intertwining of the body, the thinking hand, geography,
environment, and material.

Yokoyama lkko
“The Vantage Point of M+: Design and Crafts from an East
Asian Perspective”

| would like to talk primarily about the M+ collection today. The
museum has three teams: Visual Arts, Design and Architecture,
and Moving Images. Our acquisitions follow the principle that the
best works cut across these three disciplines. A quintessential
example of this is neon signage. Neon signs are objects of
special significance in Hong Kong. The Design and Architecture
team, which | belong to, approaches neon signs from the
perspective of neon craft and typography for sign systems,
while the Moving Images team focuses on the role of neon light
in Hong Kong's cinema, and the Visual Arts team considers neon
signs within the context of art history. By approaching the same
objects from multiple perspectives, we attempt to situate them
within a broader conception of visual culture. This stance is
reflected in the museum’s naming, M+ (“museum and more”).
The M+ collection also attempts to connect Hong Kong, Asia,
and the world. There are many excellent examples of
transnational or transcultural objects, especially from the
twentieth century onward. For instance, the vibrant colors and
designs of Thai silk were brought about by an American
businessman named Jim Thompson in the 1950s; Thai silk
represents a cultural industry that was actually supported by
American capital. In the years before World War Il, the Japanese
designer Kidokoro Ubunji developed a cantilever chair made of
bamboo. Around the same time, Alvar Aalto in Finland created a
cantilever chair using birch wood. Most likely, both Kidokoro and
Aalto saw the Bauhaus tubular steel cantilever chair and, using
locally available materials, attempted to produce designs that
would epitomize their own cultures.

Among our collection of Japanese objects, we recently
acquired a work by the ceramicist Yagi Kazuo (1918-1979), who
acted as an anchor point connecting a wide variety of Japanese
avant-garde creatives. M+ is also proud to count the interior of
the Kiyotomo sushi bar, designed by Kuramata Shiro in the late
1980s, among our collection. Commercial spaces are rarely
preserved and the acquisition was made possible by the skilled
workers who disassembled the interior, transported it to Hong
Kong, and reassembled it on-site.

| believe that “craft” is a keyword for thinking about the
world’s diverse cultures and an effective lens for insightful
examination.
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