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Foreword

Tokyo Arts and Space (TOKAS) has been supporting the activities of
artists, continuously and at various stages in their careers, through special
exhibitions, residencies, and other public exhibition programs. Launched in
2001, the “Emerging” series targets Japanese resident creators aged 35 or
younger, to offer selected artists opportunities to exhibit their works.

For “TOKAS-Emerging 2025,” four artists were chosen from a total
of 154 applications from across Japan. For a little more than half a year
following the final selection, the artists developed concepts, contents
and plans for their exhibitions through meetings and discussions with
each other and the TOKAS curators. After receiving advice and lectures
from specialists in the fields of lighting and installation, they worked out
exhibition setups and display methods that matched the concepts of their
works, and thus helped present the exhibits with enhanced effect.

The exhibitions took place for approximately one month starting in April
2025, with talk sessions on the opening day featuring the artists and members
of the examination committee, Fukumoto Takashi (Curator, The National
Museum of Art, Osaka) and Mori Keisuke (Curator, Chiba City Museum of
Art). Along with records of the exhibitions, this brochure contains reviews by
jury members, as well as information on the featured artists’ previous works.
We sincerely hope that their participation in this program will be helpful in
propelling the artists to the next level in their respective creative endeavors.

We would also like to express our deep gratitude to the artists and
everyone else who participated or otherwise contributed to this program,
for their cooperation.

Tokyo Arts and Space
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OKUMURA Minami
“Peach, Q-ushu (Air Raid), 32850 Days”
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Okumura Minami has been collecting and studying
handwritten texts as “traces of human life.” Themed around
the artist’s relationship to her 90-year-old grandfather, this
installation comprised two-dimensional works and videos
made based on her grandfather’s memories collected
through interviews, and Okumura’s own handwritten notes
taken when she was a young girl.

Her notes reflect the emotional and physical condition
of the artist as a child, and contain also the element of time
that she spent with her grandfather back in the day. Tracing
handwritings is for Okumura an operation of translating
aspects of time and memory into physical sensations in
the present, and through dismembering and reassembling
the writings, she highlights lines as traces of physical
movement with particular clarity.

Upon entering the exhibition room, the visitor stood in
front of an installation piece that comprised a canvas and
multiple other parts. Here the dismembered handwritings
turned into energetic lines, as the work unfolded while
mutually interfering with other objects, creating a space
that made the viewer feel the accumulation of time.

What this exhibition showcased is Okumura’s attempt
to visualize the time spent with her grandfather in a
tangible form that she can share in a new context, by
tracing accumulations of shapeless time and memories of
the past with her own body.
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(26248) 2624 Days 2025

NPEDE, ERADOEHFRT, HRAEHICHTS
A1 —%1T o7z,
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HROFEVZBEF DS FEBLEMLTOCRIAH 72,
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IC&oT, BieBoTHLIETEZE,

ENOABEZEMERD. ARKICEEOBEICLGER
DELEDLERBINGILT, ZZicArrHobhn
WKE2OTREVWHEEZRD,

Artist Statement

F—F4RP RF—FAT b

Back when | was in elementary school, for my summer holiday research
| once interviewed my grandfather about the war.

He told me that his birthday was the day before the air raid, and that he was
given a peach - a precious food at the time - for his birthday that he had stored
away carefully, only to find it burned the next morning after the air strikes.

Listening to those stories of someone who witnessed the air raid in 1945
at the age of 10, was for me an experience that helped me imagine the
little things that outline individual people’s private life against the larger
backdrop of a major war.

The notes that | had written down while listening to my grandfather
at the time, included misspellings and corrections, interspersed with
a number of totally irrelevant scribblings. All of them are traces that
document how | physically transferred my grandfather’s story onto the
pages of my notebook.

Trying to follow in a person’s footsteps by grasping those little details
and tracing them: The results of such efforts are captured in the things
that | paint, while at the same time, | feel that there might be more to
come up when the viewers change their position and point of view, and
the works unfold accordingly.
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(BEEHR:FEHOEDESDFE) Summer vacation research project: war stories from childhood 2025
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Curator,
The National Museum of Art, Osaka

B EREME EEARE

16

BERNEBEEEHEG WP, DIDLEESE
RZ5, BNEBE. #ICRE2THLH(ES
BHONI-AER, [RELICE( D ESNTHELE
Eaptfl,. BHEL. ZLTHDOKEEICE
BELTHEL L, BV ZE»OBRBERZ.
DHEFZFEAEBEADNZZEDRVALDINE
LEWICE. BNOES [v4o0L9—] %4
WEIF2Z0EBRE. BEOFICEEZMEITS
ALV,

bb5A. [db. Q5Lw>. 32850H ] LIKIT
Icnl:SEOBRTOEAKRLE. FREFHIFBIC
HlcoTCSRINI-DIE. ERAOBHMR L
LTHEI Lo ARADA > FZE2—T, HEEN
FELESTTENG. ZEBICOVWTOFRERKE
QAADLI-bTHF ICELHTWVD, HARICDH
SoliffE REICE-THEWE, BRZEbE
BT CLESTe—FALRBEICEODEES
DIEY—RE B ECHNAGESECRTHE
LI ELV ST /AXLDRETED. K
DEEEERETEDIIEE LD, BRIckDEN
. HRXHFED. ROBEHL. ZLTZOHERD
907% (£ #32850H) 2275, H571:HT
ARANCLoIBHPBELDENEEN LGS L
WO, BEICHADVMHALLER ST,

BEOEMICHEETDIIOLI-EEMEE. SL
HIDAVRFL—ar Vi nl-bTAELEN
5, B D 2EROEEE, BICRIHETLEH
DESICBISNIAEFREEEDOL TS5, £
NOICHEINDDEAEICTEIETO—ET. 1)
DN, ILARSNI-XFRIEOM R 5. L TE&
AZLTHIRDOHLILICHDIEHONTVS,

ZOERD. EBEITHEILEEHCERLTVD
DIFBALH T, EEICILE. HEMEAL DL
DILETF OG> TR 2BE4DRTR 7=5 14,
FURATOELN, BEOBEEDHE—m~EEo
FCITIML TV, RHRPBE LV, BITEER
BI-ODERIEF. SBTOXEHN DD, EED
RO NOEIOIBEEE Vo ZIEHSY
FITEBEIEV, AEOBHIE. #70—LLTR
RENBELDEREEICHRON, EDDIFHIRIC
BoTREHIFoNI-EEE. BiCRIFHIFOND
LW L1 OMTEETES 27255,

FIE{bsn, ER{bSn7z [46E painting] £U
SEMOHNEBICEIET S [4& picture] &, BRI
toT BAORFEORBARERMVWELTOD
BFOFERE, BT IR EHCILET, KEEIIC
BIELD S, SESELBEZIHNU LEHDE TV,

Okumura Minami makes paintings. More precisely, she
analyzes and disassembles notes and scribblings that
have been made to kill time rather than to show them
to someone, and reassembles the parts into her own
paintings. Those little letters and pictures that we scribble
down here and there within daily life, and that we rarely
revisit once they have done their part, Okumura picks
up as “micro-letters” in a creative act that is not unlike
listening to someone else’s voice.

This is of course also how the works in this exhibition,
for which the artist chose the title “Peach, Q-ushu (Air
Raid), 32850 Days,” were done. They are based on
interviews that Okumura had made with her grandfather
as a summer holiday study project when she was in
elementary school. At the time, she asked her grandfather
about his experience of the air raid on Numazu, Shizuoka,
and took notes on pieces of paper. What her grandfather
told her, were stories about life during wartime, including
such things as being given a peach for his birthday, but then
not being able to eat the carefully treasured fruit because
it was burned in the attack. It is certainly the mixture of
such real-life episodes and various noise in the form of
writing mistakes, crossed-out parts and scribblings on
the paper, that fuels Okumura’s creativity. After all, it
is a complicated procedure through which the artist
revisits and summarizes her own summaries of what her
grandfather had told her when she was a child, now that
she is an adult person, and her grandfather is 90 years
(which amounts to 32,850 days) old.

In this exhibition, this potential multilayered quality of
handwritings made in the past was visualized in the form

of an installation. One of the works combined a rectangular
painting on a wall, with numerous oddly shaped picture
fragments suspended from the ceiling in front of it, looking
as if jumping out at the viewer. Painted on them were
parts of originally handwritten notes, and these fragmental
paintings of cut-out and enlarged letters were scattered
in all directions from the painting on the wall into the
exhibition space.

It is quite clear that the artist is very conscious about
this work as being a painting. To the viewer who stands in
front of it, the pieces only fit together when the work as a
whole is looked at from a certain point of view. Only then,
the scattered fragments, all connected by nylon strings,
converge in the rectangular painting in the back. Elements
that create the illusion of depth, such as oblique lines
and color variations, quite naturally add to the complexity
of the layered structure of the original notes, including
also creases, folds, and accidental traces of ink. Similar
characteristics could also be observed in the other works
that were displayed as individual paintings. Especially
in those where some of the painted lines were cut out,
the artist introduced a whole new dimension through the
resulting shadow plays on the walls behind the works.

The “pictures” that are ubiquitous outside of the
framework of institutionalized and historically organized
“painting” as an art form, are for Okumura a suitable means
for questioning the necessity of her work. Her own act of
painting is an act of visualizing all the different layers that
potentially exist within a painted picture.
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Oil on canvas
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Qil on canvas
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Oil on panel

652 X 500 mm
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Oil on canvas
277 X 158 mm
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2nd year of Reiwa, 1 January, 128-72
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Qil on canvas
277 X 158 mm
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2025
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Oil on canvas

455 X 380 mm
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2025
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Qil on canvas
410 X 318 mm
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Question

2025

Fr U NRISHE
Qil on canvas
1303 X 970 mm

€2624R)
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Oil on panel
455 X 530 mm
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2025
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Qil on canvas
803 X 1000 mm

(EnEiciFrn)

Who did you run away with?

2025

Fr U NRISHE
Qil on canvas
318 X 410 mm
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Summer vacation research project: war stories from childhood

2025
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Video
13°49”
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Grandpa’s story (questions and stories)
2025

HEINIAE

Framed notes

450 X 620 mm
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He ran and ran away
2025

Fy U NRITHE

Qil on canvas

158 X 277 mm
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Built a simple house and came back
2025

FrYNRTHF AFRAER—F

Qil on canvas, board

420 X 297 mm
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Cooperation: SHIGA Kota, TOTSUKA Mizuki

BNEBE

OKUMURA Minami

https://minamiokumura.studio.site/

1999F AR ETI, REIBEURICTFE,

Born in Shizuoka in 1999. Lives and works in Tokyo.

HRBINAY A RENMARRHEL R IRRREE, Enrolled in a PhD in Fine Arts from Tokyo University of the Arts.
FLERES 20244 [P.O.N.D. 2024 SIDE BY SIDE /&%&D&S. K535, ] (PARCO MUSEUM TOKYO., )
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2019
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%3 BUG Art Award €3S774FUXF
SHSEELHEREESS
FREFEEBRLFAERSEIOSSL (IS5 FAY . 4FY7)
RBPEEAIHE IV T (59— RF % 655
THIEERARE—BESZS

“P.0.N.D.2024 SIDE BY SIDE,” PARCO MUSEUM TOKYO, Tokyo
“Micro-letter,” Kameido Art Center, Tokyo
“Tokyo University of the Arts The 72nd Graduation Works Exhibitions,” Tokyo University of the Arts, Tokyo

The 3rd BUG Art Award Semi-Finalist

2024 UENO GEIYU Award Scholarship

Ishibashi Foundation - GEIDAI Oil-Painting Department/Traveling Scholarship (France, Germany, Italy)
Kuma Foundation 6th term of Creator Scholarship

2019 KUME KEIICHIRO Award Scholarship
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Recent Works

X FRBISFERICEL S, Introductions are written by the artist.

{Perspective structures of Palimpsest )

2024
FvYARISHF Oil on canvas
YA XAZ Dimensions variable

ObDEEECEOOREDIRFERRCHIFSNIcAYRIL—2a>, ZEHDFEFER
HRORBHOIREIIHRTICNAU TR OBREREERHL, SESEREFEBEDL
BB INGREO AR EHAT,

| was inspired to make this work by account books from the traditional dried fish shop
my family is running. Filled with business-related records and children’s scribblings
at the same time, these pages looked to me like palimpsests, which | attempted to
translate into an installation of paintings in which | reassembled various traces and
structures of handwritings.

% MEFA Photo: MATSUO Ujin

{Painting series_drooping )

2024
ARE/RRWVISHEFE Oil on wood panel
910 X 727 mm

HEICHTZNSEENODLEEINIEH (=3(70L5—) & EROBEE LOBRIEIC
Lo TrL—S YT LG BIRBEIDORICA L. FUyEY I LEDHMRNERP T/ av e
bic. BRICERLTWS,

This painting incorporates all kinds of little notes (“micro letters”) written down for
various purposes within everyday life, which | traced and copied from multiple media,
and configured into a rectangular picture with abstract methods and elements, such as
dripping among others.

{ Clipping drawing series )

2023
#RI<HF Oil on paper
#AXAZE Dimensions variable

IREL/-EMEBEESELEBRTILLARIC, XIFHRLLIEA OYDRELREDHEE
BE~NO770—FbRKICHAFEREE, EREIEAPFroNRCHEBEINATOE,
AA=T LEWIB FOZEEFBRLTLC

This series represents a unique approach on a structural level, with paintings
created by copying and recombining various collected handwritings, while at once
cutting out parts from the support. Writings accumulate on pieces of paper and
canvas, and travel back and forth between the imagined and the physical space.

{Drawing as a structure )

2023
SUARAT47 Mixed media
Y4 XA Z Dimensions variable

ERNEREHOERET VIV ETBERL. ZHICERALILAYRIL—a>, X
B VHSNCEP RS BN LEBELEAHL BEZFRIRRZHOLA—VE
BOROOROFMICLELDERRTES,

For this work | recombined digitalized writings with certain historical backgrounds,
before outputting and translating them into a spatial installation. Consisting of writings
clipped out from the support material, the work’s multi-layered structure encourages
the viewer to look at it from different angles, and discover new combinations of lines
from the connections between the individual parts.

#EBET T Photo: TOMITA Ryohei
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NOMURA Yuka

“Glowing Mountain”
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BREERLTVETD,
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INSD—EDERICE>T. BRIEHTE
DO BEELVS AMOBRORT—IVEI£2D
ICBRTERSNTCELBRDIRIVF—L. 2
DR THFEINOOLALOEREBRTSIA
DEH MBI EEAHNORIBLELT,

Through large works made from such materials as clay,
wood and paper, Nomura Yuka explores transformations
that occur in nature, along with the underlying energy.
Having developed an interest in the texture of coal, and
in traces of time accumulated and lives spent, here she
presented an installation that revolved all around coal
mines as a central theme.

Set up in the center of the exhibition space was a
somewhat organically shaped sculpture with a peculiar
sense of presence as if it were a living organism. It
consisted of drawings based on stories that Nomura heard
during her research at the sites of former coal mines,
made with actual coal. The drawings were mounted in
wooden frames and assembled into a three-dimensional
object reconstructing a mine shaft - a gateway for coal
and the human activity of chasing after it. The work at
large reflects the time that people have spent living in coal
mines, places that were once prospering but then fell into
decline as times changed.

Also on display was a work themed on the Taishu
horse that symbolizes the abuse of work force at mines,
and a video showing images of sun showers, together
suggesting the contradicting notions of glorious industrial
developments since modern times, and what had to be
sacrificed for that.

Through these works, Nomura expressed the energy
of nature that has been formed over thousands, even
millions of years, far beyond the scale of human life, and
the efforts of us humans striving for prosperity while at
nature’s mercy, from a bird’s-eye view kind of perspective.
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26

Fascinated by the mysterious luster of coal, | conducted
research at former coal mines in Hokkaido, Kyushu and Ube
(Yamaguchi), and made a number of drawings using actual
coal while seeking clues in poems and songs that the coal
miners used to compose in between their work.

These drawings are shown at this exhibition, together with
a sculpture shaped like and inspired by the image of an
underground mine shaft, made by joining multiple drawings
together. Also exhibited is a work themed on the Taishu
horse that was once abused for transporting coal at mines
in Kyushu.

The bright and dark sides of the coal industry that has
brought prosperity and laid the foundation for present-day
Japan as a vast energy resource, the contrast of dark tunnels
and glorious fortune, is like a sun shower. These works were
made while following the traces and the stories of those
who were chasing down coal in past times, and reflecting on
things like humankind, nature, being alive, and the time that
passes in the process.
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Nomura Yuka’s artistic practice has been mainly revolving
around research into the historical and geographical
features of places across Japan where she has repeatedly
participated in residency programs. In her creative work,
she focuses on the invisible “forces” that are latent in the
realm of nature, animals and plants, and human society,
as something that she is particularly interested in, and
attempts to visually express them on a scale far beyond
that of the human body. Resulting from her relentlessly
continued operations - very much a form of labor - are
large-scale installations placed in outdoor settings provided
by the earth itself. Considering the fact that the “Glowing
Mountain” exhibition was again a display of works based on
research conducted at different regions that share certain
geological characteristics, it can be understood first and
foremost as a continuation of that practice.

“Glowing Mountain,” at once the title of a work that
played a central part here, hints at coal mines that the
artist chose as a central motif for this exhibition. When she
happened to see coal in Kyushu in 2023, Nomura sensed in
its luster a quality of something that is at once a mineral and
a living organism, which inspired her to travel around several
former coal mines in Kyushu, Yamaguchi and Hokkaido.
For Glowing Mountain, which occupied the central area
of the venue, she used actual coal as a drawing material
for manifesting the images of various sceneries, relics and
records she took home from her tour around former mining
sites, which were then released into the exhibition space
as parts of a three-dimensional work. Also from its history
as an energy resource, coal — a plant that fossilized in the
ground - is one element that embodies the enormous force
that the artist has been referring to. Supported by timber

just like a mining tunnel, Glowing Mountain looks like a
wriggling living being that raises its head. Being somewhat
a materialization of what was originally a hollow space, a
long dark tunnel deep down in the ground, it represents an
attempt at reversing the state of things in reality, to shed
light on the histories of coal mines that have been falling
into oblivion since the industrial restructuring after World
War Il.

Set up in a corner, as if overlooking the exhibition space,
was Mountain Silver Grass. Nomura made this work from
construction materials, plants, and other items collected
during a residency on Tsushima Island in the Genkai-nada
Sea at Kyushu, as a memorial dedicated to the Taishu Horse
that had been bred in the area for a long time. In Tears on
a Sunny Day, a video filmed with a camera attached to
an actual horse’s head, we see sceneries with raindrops
glittering in the sunlight, which perfectly mirror the bright
and dark sides of the Taishu Horse that had been abused for
hard work in coal mines, and thereby rendered a significant
service to the mining industry. For Nomura, who continues
to spend certain amounts of time at certain places, to
create works in the form of site-specific “diggings” in the
respective local soil, this exhibition must have been an
opportunity to summarize the experiences and memories
that she has picked up at multiple locations up to this
point. That way of structuring works by combining multiple
different elements, is deeply linked to the fact that the coal
and the mines that were chosen as central motifs this time,
are all parts of the Earth, while at once emphasizing the
meaning of including Mountain Silver Grass, a work made
on Tsushima Island, in this exhibition.
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ERUYRE List of Works

(HB)

Glowing Mountain
2025

AR, K. A, EEH

Coal, Japanese paper, wood, glue

1000 X 3000 X 4000 mm

(lhoE)

Mountain Silver Grass

2025

AHF. EL B K. AR EEFH

Wood, silver grass, straw, Japanese paper, thread, glue

1650 X 2000 X 400 mm

(IEH<E)

Glistening Hill

2025

BE. . EEH

Coal, Japanese paper, glue
400 X 1200 X 300 mm

(€X1=1)}

One Day |

2025

AR MK, #EA

Coal, Japanese paper, glue
1120 X 1210 mm

(H3AI)

One Day Il

2025

AR, O, EEA

Coal, Japanese paper, glue
1120 X 1430 mm
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(EHNT-B5RI)

Buried Time

2025

AR, K. EHEH

Coal, Japanese paper, glue
150 X 350 X 200 mm

(RKm)

Tears on a Sunny Day
2025

BR 15

Video

2'20”

Wh: PHHARTCIE - RETLELDOBYE

Bh AR A EEA B E

Cooperation: Ube Coal Museum/Greenery, Flowers and Sculpture Museum
Support: Matsuura Art Foundation

HNEE

NOMURA Yuka

https://www.yukanomura.net/

1994F KRB REFN, REF/ZHRRICTFDH,

Born in Gifu in 1994. Lives and works in Kyoto.

2019 FE A H L= MAF AFPREMARRFEAERET Graduated with an MFA in Sculpture from Kyoto City University of Arts in 2019.

FERES

FLRIFHE

FLRERE

Recent Exhibitions

Recent Activity

Recent Awards

2024%

20234

20234

2024%
20194

2024

2023

2023

2024
2019

[HEHEKE=MR v TU7] (EHHKE/ EROR. RIF)

[MEABRI—Y7—12024 beyond] (AR B ILEYE. #F)

[JEPET =D %28 GO FOR KOGEI 2023 YMEMWEKRH EYBOFRE—<TITN, T—F, T7rsI—]
(BR=£1i78E. =)

KASHIMA 2023 BEPPU ARTIST IN RESIDENCE (BEP.Lab. X4")

HEANBI—Y-F7—12024 beyond (HFHRE)
20185 K F#MHUEMAFMELE (RESHE

“CHANDELIER Nakarai Tosui Kan Art Fest.,” Nakarai Tosui Kan/Miyatani House, Nagasaki
“Rokko Meets Art 2024 beyond,” Rokko Alpine Botanical Garden, Kobe

“GO FOR KOGEI 2023: Material Imagination and Etiological Narrative —Material, Data, Fantasy,”
Rakusui-tei Museum of Art, Toyama

KASHIMA 2023 BEPPU ARTIST IN RESIDENCE, BEP.Lab, Oita

Rokko Meets Art 2024 beyond, Mayor of Kobe Award
Annual Exhibition 2018 Kyoto City University of Arts, Alumni Award
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Recent Works

Introductions are written by the artist.

(RHLEDEE) My Planet

2024

ARLOL, #E, K EYEOE, A1, %, Ei& 07

Soil at Mt. Rokko, clay, water, grass, wood, cloth, straw rope, macrame rope
H4XAZE Dimensions variable

EXGIANF—ZBORALBE TS, HIRO B OHVWOIREDDHDHELETNIE, ZALRKCIESS, MiBEOBEEE
BUOBKIRFICER. AH. . 8. LICL2200BERFS. EHCEAM. £YMOWSCLIPRLTOCREERLT.
Assuming there exists something like the “breath of the earth” that stores and releases tremendous amounts of
energy, it probably looks like this. Comparing the operation of moving faults to that of opening seeds, | made two
structures using wood, fabric, rope and earth, to visualize their decomposition due to forces of gravity, weather, and
the interference of animals.

Bh: BEAKRRY. $RAFF#B Cooperation: KURODA Daisuke, SAKAMOTO Kai
IREART Photo: KURODA Daisuke

{WiA$5Z< ) Mountains Move

2023

HAT T EBHRTERLEY Y R—, BEH, HLT—T, FIUR, R=FiR

Cardboard collected in Hatsukaichi and Hiroshima City, packing materials, packing tape, corrugated wall, plywood
Y4 XAZE Dimensions variable

55 SUKOHBTANCHMLIEAROLHE, BOELERS 3B CLBITRINGT LRI EBEBI, &
R—NEBEICHDESOI LA ENAE. JIOEABRTXNF—LER. ABMOERICOVWTORRERALT, K
BTHEMLTHIELT,

This work was inspired by the phenomenon of land formation at a river mouth, resulting from the repeated dredging
of large amounts of deposited gravel in the process of tatara (furnace) iron making. By cutting open a solid body

made by wrapping up multiple layers of cardboard, | aimed to express the enormous energy of a river, the circulation
of sand through water, and human activity. The work is based on various research conducted in Hiroshima.

SERIFTTIRBRE LD Image is excerpted from the recorded video. 1#%75:7—F¥+3U—S¥YF Cooperation: ART GALLERY miyauchi
% BEAARY Video: KURODA Daisuke

{Repetitive Activity in Toyama City)

2023

BITROTHCHEZL, #B)IloK, B, £BE L8, % AFE. Sy VI b GAEYvoX, #l FLE toft T3 AL 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

H#AXAZ Dimensions variable

TELHEV vy F PR ELMAG DY IEKBICLEMLIAL, DLTOBLETILT. ZOLDEHICESTES
BROIEBIEIIXDRICBEIL TV, K B AL AROEROBRIBLEEAERICOVT,

| built a device by combining a concrete pipe, a hydraulic jack and a cart, which | fed with earth that was then slowly
pressed out on the opposite side. Pushed back by the weight of the earth, the entire thing, including the device | was
sitting on, moved like a worm. The work suggests such recurring daily activities as cooking, eating and excretion.

Bh RELBERARE. REBR. ARAEE. REARRYT, BHFRE. KERD

Cooperation: Nagasaki Doseki Co., Ltd., ATAKA Haruka, FUJII Akari, KAWAHARA Takuya, KURODA Daisuke, YONEMOTO Risa
m5 REARY Photo: KURODA Daisuke

(Db HHEEZTLTHES) A turtle looked out of the pond and dived

2022

Mt EoL. B R RDF. AML FREL bofi K R—VE RO, a—7 23y 7 BRE, FE R 7oUVTU

Clay, garden soil, twig, string, papier mache, wood, gunny sack, mortar tub, water, pail, bowl, rope, shovel, water mister, gloves, embroidery, and acrylic print
H#4XAIZ Dimensions variable

BRIHEATWIRDEFRICH o TBICDOVTDIER, [l 0B 2MELZORMEAA—T LT, EDO L. T
B, REREEBRD O, BEALIKGEEEA LIS, ZOESPEREHRT DL ICHRFEE I L. ZORIEZE LT,
This work was inspired by a pond near the house where | used to live. Based on my idea of stories of “ponds” and the
periods of time they involve, | collected soil from the garden, and withered leaves and sticks at the pond, which | painted
and put together into one big spherical object. The work at large includes traces of rolling the sphere in order to examine its
weight and texture.

0 RILEESE. RARRT NEHMAL. JINAE. SHEH
Cooperation: ADACHI Yusuke, BEPPU Mitsutaka, KOIWAI Rintaro, KURODA Daisuke, YOSHIURA Kai
@5 KM J& Photo: KORODA Takeru
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TAKAHASHI Naohiro

“The Infrastructure Hu/Man and the 3Cs”
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BHROTAEML, ENICLZEKRPREED
ZIcB L EEYIRBELE. FETHA
MTREIOEREB. BETREANEE
AaEFELELT,

ERZELESNELANE—REROEEY DL
STEH, IKRZLEELDERCIEIELER
HEHLEbE THEINI-OFFIED AE
BATHEIEN D HNDET, HEIEREAT
BHTWBINLDRELIE., BELTRRYH
REEHRMICTIZEDSTRETHD, ML OH
ELIAY TS PATLOMEERBLTVWE
T —HATCEFDODARTH 2R IEHUE—F
T—IRBHEFWMOBFANRILIIC. BHED
—EBrEABE R, BENTCBATCHES Y
THEHN PRCBE- EERMEOKE,LTF
FEiR-BAETRICLTVELEVWRET,

BERIOISIBANOBEOHIFETA>
7Jba—/IV]EMLAYTSDERFIC
Lo TYBHLEEEON AL LEEDFEF TR
BLEETFERDIENARGICRoT:—H T &
PE. RECHEELLLTHBEINGBF, X
LBRICEOLENBIETELSNBATOE
TEILDWTERL, RALEWIERZLBLT
KR THOTELT,

42

Takahashi Naohiro has been interested in the variability
of the human body, and in how meanings and
perceptions change accordingly. For this exhibition,
he made collapsible human sculptures, inspired by
collapsible furniture.

At first sight, the sculptures lined up in the exhibition
space looked like deformed living creatures, but a
closer look revealed that they were in fact patchworked
sculptures of human bodies, made by combining
different individual works and various elements. Metal
fittings at the joints make it possible to disassemble
these sculptures for rather efficient exhibition and
transport - hinting at a key feature in the developed
infrastructural systems that we have today. Also for us
living human beings, developments in transportation,
communication and medical technologies, among
others, have made it possible to expand or disassemble
our bodies so to speak, recombine its parts, or make
them function at remote places, as exemplified by things
like telework or transplant surgery.

Takahashi chose “Infrastructure Hu/Man” as a
name for this new model of the human body, to discuss
the situation of improved infrastructures making
life convenient and comfortable without physical
interaction, while on the downside, the human body
is being consumed as a number, a quantity, a role or a
function, and individual existence is threatened by the
flood of information that surrounds us. The sculptures
are vehicles for him to communicate his doubts and
questions in this respect.
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i TIBT(Cut)] EVWSTTHICIK. BEITSH%E
[E#M(Carry)| WEEICL. - FloRED S
(Combine)| ATEEICT 2B HDEEZTWD, ffl
ZEMESNI- B ORI/ ERELTCERSA, BN
2ZLETHLDRICIEE T LV 7LD IC, FhTzB L
ZE.BE. EE. TAINF—LRELLPRFED
AR ZHEBREBECT. ZO[320ClIcH4HEN
TWd, TREIHPNRERFLTEIE, 2L
FlSNIFICHRIZETHH 5,

[4>T7Fcca—/=r]EiE. ZTNBA2T5I2EoT
SHRO—ERRHEVEEL. LRI DIAENEA
MBEOHVETHZ, LI L. ZhEEHIFECH—
HICHITEIRIEERATVS, BELELAMEE
ICEABBNGHDOEEDHL, ZOBRICHEVTHRIL
LTWBDBIE, [AvT75ka—/3 V]| iE. YRTA
ILLZ2BCRENDKEFL BACRE~NDAERED
DHOLETEAE ZREEZORRELIEICAR
DEVHICHVELOEZEERHEITHOTH D,

Artist Statement

F—F4RP RF—FAT b

| define “cutting” as an operation that alters things in a way
that they can be “carried” and then “combined” with other
things. The meat of animals, for example, is cut and carried to
us as food products, which we eat and thus combine with our
own bodies. We are surrounded by the three “C” on a daily
basis, in fundamental human social and economic activities
such as transportation, communication, medical care and
energy generation. For me, this also means turning things
into consumer products, and ultimately, facing myself being
turned into a consumer product as well.

“The Infrastructure Hu/Man” represents the human body as
a body with variable parts and functions that, as an effect
of the above-mentioned infrastructures, are being cut off or
expanded. At the same time, it also highlights the aspect of
violence against human identity that this involves. As a matter
of fact, we continue to produce non-human things, and that
scheme is what our existence is based on. “The Infrastructure
Hu/Man” wavers between dependence on self-preservation
through systems, and the possibilities of self-loss. This
exhibition focuses on this unstable balance as an opportunity
for examining the present state of humankind.
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(SBHK) Refrigerated Body Zone 2025
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(E23) Consecration 2024

(FHDTXH>) Mannequin in the Underworld 2024
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% (BELEF) Chariots and chairs 2025 #H:(Z3|) Consecration 2024
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Review

rea—

MORI Keisuke

& B

Curator,
Chiba City Museum of Art

FEDEME =8
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EEEEICRRECEINACOARE K. B
ALTIFGENLDERE MM T EmELE
B BREMICHBLHNRESI TV, fib
HOEEEZ T, FAT U T4T4DELERITBA
FIANDEDR. BRI 51T 2N BBEOER I
T2, L. GEEEESROAEHICERL
T ANEREZE—BLTHIIEL TS, RETIE. 37
BERLRITSNTCELEEDER L. BES
DEAIVIZHB3DDC— [EIHT (Cut) ], [EH
(Carry) . [{&& (Combine) ] — ®F—< Db
LENSNBRIFOMR LEoT2,

KREDBPBRHPEE. FybLuno/ic& B T4
Fa—TREM. EEOERKO—EBTHoIFH
BEDSNTBIELE. AU AR TABERIR
IERSNIEM LT, 207Va5—2a/
GEIEICBWTERSN-BHOMA{LE, BE
RO &N BRI, (ERHDEAEETH
BTLETCRROBEOMZERBEMZONDEVSEF]
Bk, BB, RB. RLINIBEHEAHO S
BFH, Jo—nN)E—ravickBani-RmRics
WCIFEMELRDI B LEFRCERS TS, (EF)
DOEICEDNFoNI-TLFa—T %, fkiROF
HLEZEF—JLI(BELRTF) ICANDE
BoxsT77— k. BRBOELAERIERD FHE

DEBTHD, o bOHRE I ZEARIC
RRLTWBILETRB T S22, ZOERIEMRE
EBVWT (ARER) bE-AROTMRE AL
T3, FOHBIC SN/ BB EKTLR. SHIC
FEEMOEICHBEINI B OBEARL, RO
HEThzitiEED LIOHEILHA. ZLT
EBMOEREZNT EHDETVS,

FEELMRFE. (EMHE. BEELETERINS
SRBENOEROFHHLED . BT L
BEOMEELIFOGhE EEM EIcERSAK
L EDXEIN GBI Ic BV TBRSNES, L
L. EEDERICEEICHLNZDIE, WoZD
HIALEEOMA bt THB, ZZTRESNED
F. ABD7—F4 AL b—7THEREINT ]
EAB] THd. AHLEHOMBNEEETEZD
BRLEGER. BREZEGNIoN/GELSR
HogHTHZLEVWR, BBOERIGBREROBE
BRI RICHoT. BRBHRELEK T B EREY
- DIEMSELDIC, HRTEN L ET RICEH
THEIHRCHERIEZOREEHBRMA T THA
BHONDIEIELELDTIDD, Bih DIRERNGESIC
LoT B ErERDN - ZNbE. ARKE
BRLHS T2 & LT, S22 BEEOH
ZORELLBIREBIEZIFTVS,

Four wooden sculptures were placed in the exhibition
space with their backs facing the walls. Standing
individually and independently, the distinctively frontal
and vertical nature of these works filled the exhibition
space with a calm and peaceful atmosphere. Inspired
by his interest in the human being and its identity that
continues to sway under the influence of others, and the
effects of external environments that an artist is aware
of when creating a sculpture, Takahashi Naohiro has
been dedicating his work consistently to human-shaped
sculptures with a special focus on the variability of the
body. This exhibition was for him a welcome opportunity
to showcase his most recent creative efforts under the
keywords “cut,” “carry” and “combine” - the “3 Cs” in
the title.

The “human bodies” shown here were made from all
kinds of materials other than wood: parts of furniture,
metal fittings such as hinges and nuts, rubber tubes
and construction materials, and hands cast in resin
(taken from other people’s works). It is a bricolage-
like creative process that is all about the fragmentation
of the body, and its reconfiguration with additional
mass-produced materials. The resulting works are
collapsible and thus easy and cheap to transport
from one exhibition venue to the next, and above this
practical feature, they strongly remind us of how, in this
age of globalization, human body parts may become
equivalent to products that are made, distributed and
replaced. The rubber tubes attached to the back of the
work Consecration, or metaphors for movement as in
the “wheelbarrow exercise” that Chariots and chairs

embodies, hint at the fact that Takahashi’s sculptures
are accumulations of multiple body parts, while at once
artificially representing human society at large. With
this understanding in mind, Refrigerated Body Zone can
be interpreted in the same way. The use of vertical and
horizontal lines in this statue, and also the incorporation
of construction materials as used for making walls, are
elements that express the history of division of land,
government and resistance in the artist’s hometown in
Hokkaido.

Takahashi’s ongoing interest in the structure of
language, incorporating elements such as subject,
predicate, adjective and conjunctive word, may be
attributed to the similarity between phrases and human
bodies where each part — here on a vertical axis - has
its own specific function. However, in his most recent
works, the severe fragmentation of the body appears
increasingly severe, which leads us to the “cyborg”
that the artist also mentioned in his talk session at the
exhibition. A peculiar thing somewhere between human
and machine, the image of the cyborg has been used to
symbolize senseless violence and dedication to fight,
and in this sense, Takahashi’s works can certainly also be
interpreted in relation to the chaotic global situation with
perpetual conflicts fueled by division and opposition as
a result of today’s information society and the increasing
complexity of information networks. Applied to the
structure of contemporary society, and as a kind of
“infrastructure” thereof, these temporary assemblies of
individual parts encourage the contemporary audience to
view and interpret them in multifarious ways.
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ERUYRE List of Works

(FEHDZZH>)

Mannequin in the Underworld

2024

AR 2B. BE AAITRYE

Wood, metal, hinges, parts of assembled bed
1780 X 820 X 400 mm

(%2 1~9}

Refrigerated Body Zone

2025

R TADVIR AT VLRI Fyb, Dydvr—, BHE I REFAb

Wood, calcium silicate board, stainless steel screws, nuts, washers, hinges, jesmonite
1890 X 550 X 415 mm

(BELHF)

Chariots and chairs

2025

RRAFVLRRY, Fyb, Tysv—, BE

Wood, stainless steel screws, nuts, washers, hinges
1065 X 410 X 1310 mm

C2230)

Consecration

2024

K. BHE. ToFa—7
Wood, hinges, rubber tube
1860 X 450 X 400 mm

B FEIBEB
Cooperation: NISHIJIMA Natsuumi
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TAKAHASHI Naohiro

https://www.instagram.com/na0Ohiro_takahashi/

1991 b BEEEN, BRI B EZW R ICSEED, Born in Hokkaido in 1991. Lives and works in Kanagawa.
2020 FE SR EMI = RS ASPEL L EARRE Earned his PhD in Arts and Crafts studies from Kanazawa
£MIEHRRELNHFET (BLS0E). Collage of Art.

FERESR 20224 [AGAIN-ST w—Y /Y= BEHOEM LM | (RRETFEMAFENME. R

Recent Exhibitions

Recent Awards

2021 E [BHEBTEECTYF—12021] (HEERMAEREMEE)
201 7F [7—F77—Fb—Fa3—HOR2017] (FIRREN, BRR)

20194 KANABIZUTAF47E 2019 Z¥ & T &I/ (RRE)
20164 KANABIZUITAF47E 2016 ZZ¥£ £ T $I{ESBFI (2RE)

2022 “AGAIN-ST Roots/Tools: Sculpture’s imaginary materials and teaching materials,” Musashino Art University Museum, Tokyo
2021 “Gunma Biennale for Young Artists 2021,” Gunma Museum of Modern Art
2017 “Art Award Tokyo Marunouchi 2017,” New Tokyo Building, Tokyo

2019 KANABI Creative Award 2019, President’s Award, Graduation and Completion Works Category
2016 KANABI Creative Award 2016, President’s Award, Graduation and Completion Works Category
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Recent Works

X FRBISFERICEL S, Introductions are written by the artist.

(KAWL 3HEE) Great Dedication

2022
K. AE Wood, plaster
H#AXAZE Dimensions variable

BN e 2B 0D, SOICZNAGRDTORBORICKION TS, RZITKK,
SNV KZICE> THRILLTWA AR, 75D [AILLTVS] EVWS EBICE
Mz FH T 5,

A collapsed human-shaped figure is supported by another one, which is again supported
at the bottom by a lump of plaster. Being based on elements of support that are barely
visible and may go unnoticed, the work inspires the viewer to question our perception of
“being independent.”

&% #0145 KX Photo: YANAGIBA Masaru

(¥ R) Standing on the balls of the feet

2022
K. AFYLR&E, Fx—> Wood, stainless steel fittings, chains
HAXAIZ Dimensions variable

[ED]EVWSZEBRAMICL>THRBINRELERT DD ELTRDNDS, LOLEFIZE
DEISFE FOMAICOCEVIRARELREELTWS, ENNQEHELMBOMICHEN
SABOHNLSERITLTVS,

The human ability to stand upright has been referred to as a blessing and an expression
of stability. This work, however, is a figure in an unstable position with its hands on the

ground and feet up in the air. It describes the situation of humans between resisting and
liberating themselves from gravity.

#&: EABF Photo: UEDA Yoko

(3DD3D%ETS) Pretend to be a pretender

2021-2022
RicEF. KA—2Z Painting on wood, hose
#AXAZE Dimensions variable

ROUNIBOANFROLIBEELILAER, ZERBELEFvS579—LAMDAZEVD
BRRSEZMVD TS5, R—RICLoTERESNGEVWR—XIE, ELONs AHERPREOR
BHSEBRLELTVS,

Looking like a puppet whose threads have been cut, this work addresses the unsteadiness
of human behavior and character. With body parts loosely connected by rubber tubes, the
figure symbolizes our uncertainty as we go through life “acting as humans.”

#¥: LAEBF Photo: UEDA Yoko

{E—FIT) On the beach

2021

AICEFX. o—7 Painting on wood, ropes

470 X 3000 X 3000 mm

A—7DERVNREEZRE. BBV THEBRINIAT P hbBREHFER. BRYD
L5 BHOLVICELR MK %E525, HELME. RIGLEASADELD. [ARE
BR] LEALERVHITZ,

Consisting of a variable arrangement of rope, and various objects made from found things,
this work appears like flotsam that presents itself differently each time one looks at it.
Through a juxtaposition of contradicting elements, such as “self” and “other,” restraint and
freedom, it attempts to define the meaning of “free will.”
[BEFECTYF—12021 ) BERIGEKEME

“Gunma Biennale for Young Artists 2021,” Gunma Museum of Modern Art

8 ABEfH (Lo.cul.p studio) Photo: KIGURE Shinya (Lo.cul.p studio)
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IZAWA Marie

“Forms of Living Beings, Forms of the Environment”
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AFRROERELZEIOHEEETITT
BEBMEETOHERIUGOERICEADL
SHEEYLEBL. B lVwicZzo &
ZIRCAGEL ICHEINBZILET, BHHDHE
EEEDHIFTVET,

HZEFrONREWSFIR SN/ RHBAD
FTORMEEKRTZBIET. REICBBL
RFEIEWSIT—ICERAEHTILIICRD
L7, MELARZESMORECRIELLT,
BEIKRICHFZIRISSESENMEYC. B
BRZEREVSIAEBOPTRFELLED DD
BELFDAEVEDIFZAMOKETIC. BIE
DRDHTHEPEOHRICOVTERERER
VBT HEO IO LR EERTVET,

KETIE, H2U0LEOOBREOHDLS ZH
KEFTRESAE LBV DBRE &
BAICBED DL LMAEED AL, BHD
BHEH SRS KEGE%E P OICEEEBR
LELT, FREEHLVWSILICAEI»ED
RReBHL. A—EELECRLBIRT—V
DEF—T%RESEEHILET, REANLER
FTOEBPRADENCLoTELTSG
EFBREEOHLELT,

Partly inspired by things like Edo Period(1603-1868)
paintings on folding screens, 1zawa Marie’s works are
impressive paintings in which human figures and other
creatures are painted in a way that they seem to be
cramming their bodies into the frames.

In the process of pursuing her art within the limited
frameworks of canvases, “adaption and repulsion” has
gradually crystallized for Izawa as a central theme that
she focuses on in each of her works. Understanding
her paintings as environments that are inhabited by
various creatures, she overlaps sceneries of animals
and plants that physically adapt to severe environmental
conditions, or the behavior of people rebelling yet at
once affiliating within the structures of their working or
learning environments, with her own creative process
that involves repeated trial-and-error regarding the
effects of lines and shapes within the picture frame.

Rather than focusing on depictions of specific
environments, the works here reflected a viewpoint from
the outside, overlooking different environments at the
same time. The exhibition space was thus made up of
mainly large paintings that consist of multiple parts. By
taking into consideration also the position of the visitor
representing an even further detached point of view, and
combining motifs on quite different scales within one
single picture, Izawa created paintings that are to be
experienced in various ways depending on the viewpoint
and the distance from which one looks at them.
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In my attempts to express “things that can only exist in paintings,”
| continue to focus on powerful shapes that emerge as results of
struggling within given frameworks, and create paintings themed on
“adaption and repulsion.”

My large-format works include all kinds of “environments”: places on
the ground where small creatures live; the underground where giants
sleep; the interiors of those giants’ bodies; the framework of the
painting itself that contains all of these things...

When looking at these paintings from the viewpoint of the environment
that is everything outside of them, big shapes and small shapes
correlate in a way that either one of them becomes invisible as soon
as the viewer focuses on the respective other one. But after all, they
all coexist within the same frame while adapting to or rebelling against
each other. By including in the paintings traces of the transformations
that result from both reactions - adaptation and repulsion - the
relationships between present and previous shapes are also revealed.

Humans are creatures that live within various “environments” that we
are part of, such as our family, our workplace, or society at large. For
me, the acts of making or viewing paintings are tantamount to observing
the environments that | personally surround myself with in real life.

(EADHLAE) The Giants Stir 2025 #84) Detail
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(EADZLBE) The Giants Stir 2025 #B4) Detail
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(E7%3H4) Days That Overlap 2025

(%88) Hibernation 2024
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At the time people are born, the world is already there.
That is why, as a fledgling newbie on the earth, we have
to internalize the various established common rules,
such as language for example. It is often understood
as “growing up” when we learn to adapt to a given
environment, and furthermore, it is considered as a basic
requirement for human life.

lzawa Marie understands a painting as an
environment. Almost like in an aquarium, multifarious
creatures coexist within the rectangular frame of a
painting. However, the given environments in Izawa’s
paintings are cramped and uncomfortable, as suggested
also through titles like Apartment or Hibernation that she
has given the works exhibited here. Depicted, among
others, are “giants” in obviously cramped situations
crouching or bending their bodies, and various small
creatures living around them, all interfering with each
other while at once appearing totally indifferent. It’s just
the same as with the gazillions of bacteria that are living
in our bodies and on our skins.

Nevertheless, while occupying the largest portions
of the spaces in the frames, the “giants” come across
with a rather weak sense of presence. The closer one
moves up to the paintings to inspect them carefully, the
more one becomes unaware of the giants’ existence.
While this is probably related to the difference in scale
compared to the microorganisms around them, it is
an effect that is primarily accelerated by the lines that
|Izawa paints. By mixing into these settings of variously
tangled individual silhouettes also lines that not even
outline any kind of shape, the artist obscures and in a

way dissolves the order of all the things that inhabit
each of these environments. As colors - those of
the lines themselves, and those of the areas defined
by crossing lines - are all different, the relationships
between figures and backgrounds necessarily keep
changing.

This is how Izawa approaches the canvases she
works with, to gradually establish environments
through the operations of her hands. The scenery may
be likened to the process of living beings adapting
themselves to the environments they are placed
in, whereas sometimes that adaptation is in fact a
stifling kind of procedure. This is even more true
when the environment looks rather uncomfortable
to begin with. That is why the giants, in all their
crampedness and uncomfortableness, have to rebel
against those environments, and lzawa has to assist
them with their struggles. The environments, the
giants’ “habitat,” used to be single canvases, but in
the creative process they have been divided, or new
ones have been added, until the works arrived at their
present shapes. It may be difficult to change a given
environment at one sweep, but what is important is
that one continues to rebel against it nonetheless,
and try to do something. The five panels that make
up this work have been enlarged to a size that made
it impossible to put them all on one wall, as a result
of which they now “stir” in a narrow space, and who
knows, maybe they will be able to expand much
further in the future?
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ERUYRE List of Works

(FrR—b)
Apartment

2024
FrNRCTIYIV
Acrylic on canvas
380 X 455 X 37 mm

(EADELZE)

The Giants Stir

2025
FrONRICTIYIV
Acrylic on canvas
1660 X 6400 X 37 mm

(B )

Narrow

2024

Fr U NRICFIYINV
Acrylic on canvas
380 X 455 X 37 mm

0 8IE
Cooperation: MAEDA Jun
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(Ex3A%)

Days That Overlap
2025
FrYNRIZTIYIV
Acrylic on canvas
640 X 1170 X 37 mm

(EEZEIRCA)

Person Hugging Their Knees
2023

FrNRIZTIYIV

Acrylic on canvas

443 X 1010 X 37 mm

(&ZE)

Hibernation

2024
FrUNRIZFIYIV
Acrylic on canvas
862 X 1950 X 37mm

HEFRER
IZAWA Marie

https://www.marieizawa.com/

1992F 43N, RERHES, RREHBzHRICED, Born in 1992, raised in Hyogo. Lives and works in Tokyo.

2017 FRMHURMAZARZREMAREMEERET .

FERESR

EFLREE
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Recent Exhibitions

Recent Award

2024 [£DHIZWVWB A (spaceffiffs. RH)
2022 [EADILBERDZLIEY | (spacefifie. RF)
20214 [EMIcBE CONT-EA] (spacelifs. HHR)

20175 RBHWIAEMAZE ERE (KZRTRE)
2024 “The Person Underground,” Space KUSHIGATA, Tokyo

2022 “The Fossil of a Giant and the Strangler Fig,” Space KUSHIGATA, Tokyo
2021 “A Giant Raised by Plants,” Space KUSHIGATA, Tokyo

2017 Kyoto City University of Arts Exhibition, Graduate School Mayor’s Award

Graduated with an MFA in Painting from Kyoto City University of Arts in 2017.
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Recent Works

X FRBISFERICEL S, Introductions are written by the artist.

(Z=EDESH) A Collective of Fantasies

2025
F ¥ NRICFZYIV Acrylic on canvas
410 X 530 X 37mm

[TOKAS-Emerging 2025] B RER(EADZLEE) LAFIEADAX—
VOBEDI1D, RELERLAIBLET TRLEF—7EHE. BELZRHTV

This is one of the initial studies based on the “giant” image that inspired The
Giants Stir, a work shown at the “TOKAS-Emerging 2025.” | gradually developed

the concept by repeatedly painting the same motif while at the same time
working on a larger work.

(HMfRERERTS) Resonating with Earth’s Veins

2024
Fv>NRIZFZYI Acrylic on canvas
563 X 1810 X 37mm

2024 ELD  [EREEZ L2 [NEEF—T7ORDICHERS] ZLICHELTL
B, AEVIBWEF—7& HMRNGHDHEESIKRRELE RONIEDES
ZET. B ELDBFHEREMOREEES,

Since around 2024, | have been trying to “increase the degree of concreteness”
and “focus on human figures as central motifs” in my works. From the clash
between the powerful human motif and abstract yet eye-catching lines, both
elements emerge while radiating their own respective sense of presence.

(EADILELEBRDIZLIEY) Fossils of Giants and Strangler Figs

2022
F¥>/NRICFZYIV Acrylic on canvas
2065 X 8470 X 37mm

HOBRICESFOTESL, RO TTOMAEROLTLEIZLLH S [ROBLOK] L
EA. ALoEN0 SE] EWOSRALREOHRICEL. FEVICEELHoTHEED
BT eI ER,

This work depicts the interaction between a “Strangler Figs” — a type of tree that
grows by wrapping its branches around other trees while in some cases its own trunk
eventually dies, giants, and other creatures, all of which exist together in one “painting”
environment.

(BAIBEZORICEGCHEORITIAL2 (HEWV, 8%, KiL5))
Lovers and the People with Missing Pieces in Their Heads

2017
F¥>NRICFZYIV Acrylic on canvas
2210 X 13080 X 37mm

AREETIZTELREHICEDBALMPOER, HIFEELERZFORRERMALLA
5 ARICIRDBEISN B LS ICHIEDEATULKD I, KELIMERLEOTROBHEEZ TV,
This is one of my early works in which | explored the unique possibilities of large-format
paintings. The fact that the creator is somewhat swayed by a work while switching back

and forth between the artist’s and the viewer’s position during the painting process, is in
my view one aspect that makes large paintings so fascinating.
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[TOKAS-Emerging 2025 1B S N4 2 D
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TEILORKRE, FEEXMBOERLOKRRICE
WTWE LT, HEFBZORIEFEBPERICON
TCRLTEMTRETZ2HDOTRHEVWI LT -T
WD HZZE MOHBRERDO T L LY THEE

ICEML. BRZSVICDOVWTEDIVWEELI TV
é. HICERLTWE L7z, SEIDEmergings™fl
FILBLTERALORROBBEATH 272D 5
W IcHZORBDNEE L TWDLIICERLTVET,

SEHOHEER CREDIoTZENEBICOWTE
KWIZo7-DIE, FTH5EDLELLEED<T v M
LRAATWIZZETT 15D D1IYAXD~T v Mk
AFETLIRIEIONBIZEDYAXET, 50T
CBDHORETH A, TLEYTENDLEICER
BELT. EROAX -V MOERPEERICHE
LTWELT, EICREOR. BHHLIVOBRCER
EICERT REEEICHEIAERLEMICOVWTERD
ICEBLTWELT, &FPDORNO IO LS GHE]
MEBREBDPSEDEMergingd TR EED EIF
TWEDICBVWETY,

EREEEDOR RIS LRI LB REDER
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BARZETREL GLATEILTERVWAEAILAE
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BFTHRZIN—0FET ER2ZE] EHELDHT
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NR=YZTEICMALIERERS LG L
F2DIBEAEELILIZA. FATHREICE
EHBETERIC. ZH0DBH/MRU B LI LR
BERZELI,
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The four artists that were chosen for “TOKAS-Emerging
2025” had one thing in common. All of them saw this
program as a chance for their further development,
engaged in a lively exchange of ideas, and actively
participated in the preliminary meetings. They listened
carefully to the respective other artists’ presentations
explaining their works, took feedback from the curators
and instructions from the lighting advisor very seriously,
asked questions, and made suggestions. During the
installation of their works, each of them walked back
and forth between their own and the other exhibitions,
to observe the operations underway and pick up some
expert knowledge and technical hints.

From the time of her application, the meaning
of her exhibition at TOKAS was for Izawa Marie a
central topic in her discussions with the curators and
the other artists. For the very reason that she is well
aware of the fact that her artistic practice and the
things she creates are never complete as individual
artworks, Izawa continued to ask questions during the

Observations from the sideline

other artists’ presentations, so that together they may
find ways to make the exhibition at large even better.
There was significantly more exchange between the
participating artists this time compared to previous
Emerging programs, and this was obviously inspired
by Izawa’s attitude and approach to her exhibition.

Okumura Minami, the youngest of the four artists,
particularly impressed with a miniature model of her
exhibition that she had made and brought along to the
preliminary meeting. She could barely carry the 15:1
scale model in her arms, so it must have been quite
troublesome to bring it all the way to the venue, where
she placed it on a table for her presentation to share
her concrete ideas for the exhibition with the other
artists and curators. She came early in the morning
every day for the setup of her exhibits, and eagerly
inquired about techniques and technical matters to the
professional installation team. It was the curious and
forward-looking mindset of the youngest artist that set
the general mood for Emerging this time.

While Takahashi Naohiro’s exhibition was a simple
matter of showing wooden sculptures carved with
solid technical skill, the way he explained the concept
behind his work was so complicated that it took some
time and discussion to digest. Explaining one’s own
works isn’t something that is easy for anyone, and
there are certainly also aspects that are important
but that cannot be communicated through words.
Takahashi brought new images and texts that he had
prepared for each meeting, and he patiently took all
the questions that the curators and the other artists
would throw at him. | greatly respect Takahashi for
running through the whole thing up to the light-footed
conclusion of his talk session, without giving up his
plan of “communicating his ideas.”

For Nomura Yuka, who has been creating mainly
site-specific works during art festivals and residencies,
this solo exhibition at an indoor venue was a new
kind of experience. For each meeting she traveled to
Tokyo from Kyoto where she is based, and the way

she assembled her large works in the exhibition space
quietly and all by herself reflected well her uniquely
tough and stoic nature as an artist. She needed some
time to put all the parts together that were carried
into the venue one by one, and observing her in her
serious deliberation felt like getting one’s own back
straightened up.

Rather than presenting “solo exhibitions by
individual artists,” “TOKAS-Emerging 2025” was a great
success as an occasion where such frameworks were
suspended thanks to the honest and positive attitude
of the participating artists, all of whom were eager to
improve themselves through the inspiration they took
from one another.

IWADARE Natsuki
(Tokyo Arts and Space)
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