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Foreword

We are pleased to present the 20th MOT ANNUAL, an exhibition series held since
1999 to introduce the latest currents of contemporary art in Japan through the work
of emerging artists. This exhibition, MOT ANNUAL 2024: on the imagined terrain, fea-
tures the explorations of four artists who revisit the complexities of the world around
them, giving them form through distinctive perspectives and artistic practices.

Yuki Shimizu captures the ever-changing moment of terrain, like the ebb and flow
of a shoreline, and weaves fictional narratives that illuminate the contours of Japan.
Satoshi Kawata creates a mural inseparable from the surrounding architectural
space, delving into the structures and systems underpinning society. Ryohei Usui
reimagines anonymous, everyday objects and situations in glass, encouraging an
awareness of the familiar and often overlooked. Asami Shoji bridges the world within
her works and the real world through paintings that vividly evoke the physicality of
drawing and seeing. Through their respective approaches, these artists invite us to
question what forms the terrain around us and where it connects while opening path-
ways to the imagination. We hope this exhibition serves as an opportunity for every-
one to look beyond existing frameworks and boundaries, reflecting on a world where
everything is inextricably interconnected.

In closing, we would like to express our deepest gratitude to the participating artists
and everyone for their invaluable dedication and support to realize this exhibition.

Museum of Contemporary Art Tokyo
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The plates and artist statements are presented in the order of the exhibition,
by artist. The list of works in the appendix provides the artwork information.
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Passage of Meteorites

Drawing on the history of Dalian’s coastal area and Tokyo Bay, the
work, composed of landscape photographs, images of coastal
erosion caused by the ocean tides, and recitations, envisions a
fictional story surrounding a family of shellfish.

The Liaodong Peninsula, located in northeastern China, has an
undulating topography comprising of a series of low mountains and
hills, and its coastline is complex and anfractuous due to the effects
of erosion. Freshwater flows into the peninsula from the Yalu River
and the Liaohe River, making the water fertile and home to a large
number of plankton and benthic organisms, as well as various spe-
cies of fish, shrimp, and shellfish. The small fishing village seated on
its southern tip was successively ruled by different ethnic groups
amid the many outbreaks of war, eventually being transformed into
the large port city of Dalian.

The Liaodong Peninsula was a geopolitically important location,
especially from the nineteenth to twentieth centuries, due to it
largely protruding into the Yellow Sea and thus being in proximity
to the Korean Peninsula and Russia. After its victory in the Russo-
Japanese War, Japan acquired the lease of Dalian from the Russian
Empire, and using this territory as a foothold under its name of
Kwantung Leased Territory, exerted military control over the entire
province of Manchuria. This led to the establishment of the puppet
state of Manchuko.

Dalian's coastal area was developed as a health resort by the South
Manchuria Railway and has now evolved into a bayside resort with
an amusement park and luxury residences.

The Tokyo Bay area has a similar atmosphere, which is largely
influenced by a certain aesthetic cultivated under the rule of great
powers, but in both cases, the sea and people’s lives are inter-
twined to give rise to their own unique landscape.

The landscape continues to change according to its topographical
characteristics, accumulating the memories of the people who
have stood upon its ground, and emerges as an independent entity
that exists for no one in particular. The hustle and bustle of the
amusement park coalesces with the sounds of seagulls and the
waves, and the overlapping layers of time blur the color of the sand.
Rocks that rise to the surface of the sea become storytellers of
legends, and voices heard from here and there map out the con-
tours of the landscape.

Yuki Shimizu
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Narration Text for Passage of Meteorites

I am a descendant of the uminina family (a type of
conch shell that lives in Asia) and live in an apart-
ment overlooking Tokyo Bay. On Sunday mornings I
eat sandwiches on the terrace of a café, but not today,
because the beach smells terribly and I feel sick. A
large number of shellfish have died and are lined up
on the beach. This must be the nostalgic smell of the
hoshi-uminina.

Although uminina and hoshi-uminina look almost
identical, their life histories are very different.
Hoshi-uminina hatch from eggs in the mud in the
spring and spend the summer wandering the seas as
small floating creatures called veridigar larvae. In the
fall, they settle on the seafloor. Mortality rates are
high during the wandering season, and hypoxic water
masses in summer, which tend to occur especially in
urban areas, have caused many deaths in the family.
Even if you are lucky enough to reach the coast, if
there are not enough tidal flats, you will not be able
to settle and die.

However, because of their fragile larval stage,
Hoshi-uminina have spread throughout the world
and become powerful.

On the other hand, umininas do not have a veridical
larval stage and grow into shellfish at their birthplace.
They can therefore survive on extremely narrow
sandy beaches, even in poor conditions. Genetically
distinct groups have developed on different beaches,
creating their own life histories.

My ancestors originated on a beach at the tip of
the Liaodong Peninsula in China. There, the hoshi-
uminina group arrived on the Tsushima and Liman
Currents and expanded their influence throughout
the peninsula while incorporating the indigenous sea
ninja group.

Together the uminina and hoshi-uminina families
formed a single nation, but the ruler was always
elected by the royal family of the hoshi-uminina.
Because the hoshi-uminina family was believed to
have the blessings of the stars. The star means some-
thing shining, or wisdom.

It is said that the “Battle of White rock reef” is still
talked about among the hoshi-umininas.
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In the past, there was a beach called “White rock
reef” near the tip of the Liaodong Peninsula. It was a
bright and beautiful sea with many white rocks float-
ing on the surface of the sea. But one day, it suddenly
became so black that the bottom of the sea could not
be seen. Fish were blinded and hit the rocks, birds
made noise, and the sea area was in turmoil.

Large group of shark spirits, glowing blue, appeared
offshore and said, “This place is so beautiful, let’s
take it.”

The shark spirits caused great waves in the sea,
rising and falling higher than the mountains, as if the
bottom of the sea had been turned over. Fish were
attacked by the shark spirits one after another, but the
umininas were helpless.

There, the prince of the hoshi-uminina appeared and
ordered the umininas, “Drink as much seawater as
you can!” When the umininas drank the seawater at
once as ordered, the water quickly decreased, the
water level dropped, and the shark could not breathe.
The shark spirits rushed to the East China Sea, and
those that failed to escape dried up and died, and
were eaten by the sea cats.

Seeing that the shark spirit was gone, the prince of
the hoshi-uminina ordered the umininas to spit out
the water, for the uminina have a powerful filtration
system in their bodies that makes even the murkiest
water crystal clear when it is spit out. The sharks had
turned the water black, but as it passed through the
bodies of the umininas, it returned to its original color,
and the sea became bright and beautiful once again.
However, once the white rocks were dyed black, they
would never return. Since then, the beach has been
called “Black rock reef”.

This legend is passed down through the genera-
tions as a beautiful tale of the cooperation of the
hoshi-umininas and umininas in driving away for-
eign enemies, but it is probably a fiction created by a
descendant of the hoshi-uminina.

On the coast at the tip of the Liaodong Peninsula,
there is another story.

One day, when the prince of hoshi-uminina was
patrolling the seaside, he found a small unfamiliar
fish trembling in the tide pool.
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The prince asked, “Can’t you go home, little fish
girl? Don’t worry. God will send you home,” it
stopped being frightened and swam around, wag-
ging its head and tail. The prince took the fish in his
arms and moved it to the beach, but the fish showed
no sign of going anywhere and kept staring at the
prince. Her eyes twinkled like stars. The prince said,
“Are you hungry? Shall I give you a sanshu candy?”
the fish spun around again.

The prince went to see the fish girl every day, and
to amuse her, he floated fruits in the sea and planted
flowering trees on the shore. He planted cherry,
acacia, and apricot trees so that white petals would
fall on the shallows, and the fish would spin around
with delight.

The prince felt so good that he changed the names of
all the places on the coast to the names of flowers.
“Now you can remember the flowers when they are
not in bloom.”

Soon the flames of battle spread over the land, many
ships and war dead muddied the sea, and the berry-jar
larvae of hoshi-uminina almost died out. The royal
family of the hoshi-uminina rapidly lost power, but
the princes were too busy playing with fish to realize
that the uminina were plotting a rebellion.

The indigenous uminina groups have long been
responsible for coastal defense, protecting important
beaches while compensating for the weakness of the
hoshi-umininas, which declined during the Berry Jar
larval stage. In other words, they have had sufficient
headcount and military strength to rebel for hundreds
of years.

“I am the proud uminina of Hi bin!”

“I am a venerable Shahé uminina!”

The uminina began to take back the place names that
the prince had changed to flower names, and began
to use them as their own names. The prince was
puzzled, but he no longer had enough strength left to
change the name of the place again.

The umininas took the royalty of the hoshi-umininas
one by one into custody and locked them in a prison
of shells. The prince escaped with his fish, but was
eventually cornered in a tide pool and forced to
choose between death or eternal confinement.

At that moment, the fish girl whispered, “Let’s run

away with the ocean current.” Then the sea darkened
and a big wave arose. In the pitch-black sea, the fish
girl glowed blue and sparkled.

“She’s a shark spirit! The prince is a traitor!”

Then the umininas shouted, the fish girl swam around
and ran away. The prince, unable to float as he had in
his veliger larva, was tossed about by the giant wave
caused by the fish-girl and slammed onto the reef,
where he fainted.

“If you’re going to kill me, I'll call my people.”
Then the girl threatened the umininas, the sky
suddenly darkened like night. Soon, there was a
whistling sound of the wind, and a golden star fell
into the sea, evaporating the water and sinking to the
bottom of the sea. Countless stars rained down on
her as if she had cut a dam, and the girl didn’t know
which way to swim.

The umininas took refuge behind a rocky outcrop
and watched the situation closely. The girl collided
with a particularly large star and her body shattered,
melting into blue light and dissolving into the sea.

The hoshi-uminina family is blessed by the stars of
heaven. It had long been forgotten, but it was acti-
vated when the royal family was in mortal danger.
The battle was over, and peace returned to the sea.
They prayed to the stars and renamed the beach “Sea
of Stars.”

However, the umininas never again passed power
to the hoshi-umininas, and the prince spent half a
century in a prison of shells, where he seems to have
died just recently.

I walked along the narrow man-made beach and
gazed at the murky sea. Many tourists stood on the
beach looking somewhere. Often the water here turns
black like ink, but the people don’t care much. Today
the sea is dark again, but I guess it doesn’t affect
people because only shellfish die.

A sparkling blue light appears on the horizon and
approaches us. It is the spirit of a shark.

This beach is their favorite because it is so active.
The shark spirit twirls happily, drowning the small
fish and choking the shellfish.
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Trees, plants, and billboards along the roadside, as well as people
walking, cars, motorcycles, and bicycles that follow the signs,
and row after row of similar buildings and houses—it is the same
organized scenery found anywhere in Japan that serves to sup-
port peaceful daily life. We are able to live a stable and affluent
life thanks to a society that has been built over a long period of
time, and as we busily go about our day-to-day, we tend not to be
caught up with the occasional sense of injustice we may feel, or
the differences between us and those around us. One wonders if
that is really the case. Since moving to the area of Kyoto along the
coast of the Sea of Japan a few years ago, | have been spending
more and more time alone and the internet has become my sole
means of learning about world events. However, by simply being
exposed to information regarding what is happening across the
globe, | find myself comparing the imbalance of the world far away
with my own stable lifestyle. It is something that inspires me to
think about the everyday.

| am currently working on the production of a mural. Over a decade
has passed since | first encountered the traditional fresco tech-
nique that became a source of inspiration. It is a curious technique
that involves applying dry-powder pigment mixed with water to
freshly laid lime plaster so that the painting becomes an integral
part of the wall. Lime plaster, which serves as the foundation, is an
unstable material to paint with as it is affected by the surrounding
environment. At the same time, however, it allows me to engage
in a dialogue with the space. This dialogue is what gives rise to a
material presence and projects a physical sensation onto the wall.
When my work becomes one with the space, it is no longer a mere
architectural decoration but that which evokes a strong connection
with society.

Signs pointing to places far away, the lost items of someone or
another, slopes constructed to match the natural geographical
features and the weeds growing in the gaps between them, all
add depth to the otherwise flat landscape. What it reflects is the
boundary between the stability of everyday life and the imbalance
of the world. | wish to capture the moment of the present so that
my day-to-day life does not become a mere routine or repetition of
the mundane.

Satoshi Kawata
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Whether | am traveling or not, | always find myself collecting
stones. If | find one that looks good, I'll take it home and use it as
a paperweight. While they may be small, since | use them to hold
down the pages of books or to weigh down sheets of paper, they
need to be at least the size of the palm of my hand.

| also carry stones back home with me from abroad. | often hes-
itate at first when collecting stones while traveling because they
make my luggage heavier. Nevertheless, if | come across what
| feel is the perfect stone, | carry it home with me, even if it may
mean slipping it in-between my clothing. (Mimi Hachikai, The
Stone that Pulls in the Sky, Hakusuisha Publishing Co. Ltd., 2007)

| walk around picking up stones, block pieces, and so forth in the
same way. At times | preserve the scenery that | cannot take home
with me in my memory or through photographs. While there are
occasions where | simply collect stones based on interest or habit
alone, there are moments when my motives are slightly less pure,
with the production of my work being an incentive.

(...) The accumulation of solid time is what draws me to stones. It
is delightful to imagine that decades or centuries from now, these
stones that were once used as paperweights will be lying on a riv-
erbank or in a field, basking in the light of the sun. When | hold the
stone in my hand, my body heat is transferred to it, and it warms
up quickly. | believe that this in essence is the nature of stones.
| take the stone, which will one day return to the wind and rain,
placing it against my brow to cool my head. (Ibid.)

From the standpoint of its origin, glass may also be considered
stone. Like the stones used in my work, | imagine containers made

of glass lying on the ground.

Ryohei Usui
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For example, if | were to paint a mountain, | would like to paint the
nature of its existence, rather than exactly as it appears. | want the
brushstrokes to manifest as the mountain ridges, and the heaps of
paint to represent the rugged surface of the rocks themselves. For
a period of one year from 2022, | lived in Georgia, a small country
situated between the Caucasus Mountains to the north and south.
| walked around the mountains, tracing their shapes with both
my hands and feet. Suddenly, | realized that the word “Caucasus”
was not a mere symbol that leaded me to imagine this majestic
mountain range of a foreign country. Rather, it also evoked within
me its low-growing alpine plants, the springs and herds of cattle
and sheep that gathered there, and the climate and air quality that
changed with the increase in altitude. This is what | was inspired to
depict, as it were.

Through painting, | have attempted to somehow grasp the com-
plexity of this world. Painting is a unique language in which even
opposing values and meanings are allowed to equally exist. It is
a language that is capable of rich narratives and communication
without needs for a beginning or end, or even any sequence of
meanings or relationships. To paint is to give form to what cannot
be seen, to imagine sounds that cannot be heard, and to appeal to
the cutaneous senses regardless of not being able to touch them.
| feel that the physical movement of painting is an activity that
invites and guides such things onto the canvas. A painter could
perhaps be likened to a shepherd.

Asami Shoji
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On the imagined terrain

Ai Kusumoto

The “MOT Annual” is a series of group exhibitions that revisits the fundamental question
of how a contemporary art museum located in Tokyo can engage with society and art of
the present age, and since its inauguration in 1999, it has introduced new expressions
from a variety of perspectives in response to changing circumstances. The 20th edition
of this exhibition focuses on attempts to shed light on what shapes the reality of our own
bodies, the surroundings in which we ground ourselves and where it connects to, as we
live in an age where we have born witness to a series of events that have shaken the very
foundations of our society, leading to a reassessment of conventional norms and systems
while deepening conflicts and divisions between people of different backgrounds.

Drawing boundaries between me/us and them and reinforcing awareness of those
boundaries is more easily accepted in situations of crisis or anxiety, when social and
individual vulnerabilities are laid bare. This can be seen not only in historical examples,
but in all aspects of our daily lives today. Although it is true that we are individual beings,
different from each other, we cannot live in complete isolation from the outside world
and other beings. We all inevitably interact with others and the time/space outside of us,
and it is within these interactions that we accumulate experiences and perceptions and
construct meaning.

Such might bring to mind an island terrain. An island is regarded as a piece of land
surrounded by the ocean and isolated from the outside world. Historically, however,
people have traveled between islands and continents via sea, engaging in trade, and at
times intervening with violence. In lieu of this, islands could be seen not as an “isolated
terrain” floating in the ocean, separated from other lands, but as part of an “open terrain,”
an uplifted land surface that emerged at sea through tectonic movements and is con-
nected to other continents and islands at the ocean’s depth. This perspective enables
us to look beyond conventional frameworks, boundaries, and differences, allowing us to
explore the structural and essential continuity that lies inherently beneath us.

One of the initial ideas in planning this exhibition was to present a place where mean-
ings overlap in multiple layers and boundaries are constantly negotiated, as a reflection
of our very reality, which is in essence a complex interplay of all things. This exhibition is
therefore not organized around a single theme or tendency. What is characteristic of the
works of the artists in this exhibition is that, while starting with the terrain around them,
they also open to broader contexts and relationships. Their works, which embody this
reality through unparalleled perspectives and techniques, invite viewers to imagine a
“someday, somewhere” beyond the “here and now” that includes the body and its sur-
roundings.

The spatial composition of this show is also inspired by the island as an open terrain.
Rather than completely separating the galleries by artist or juxtaposing the works of
several artists in the same space, the aim was to create an environment that is loosely
divided by walls and structures, where light, sound, and air movements intersect, allow-
ing viewers to trace the space of each artist's work. Taking into account my experience
of such setting; | wish to take this opportunity to analyze the manifestations of the artists’
attempts and what forms the basis of each.

Yuki Shimizu attempts to approach reality, which is formed by a series of moments, and
examine its representation (or irrepresentability), through the creation of narratives
that interweave photographs and text. Her work is characterized by the use of straight
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photography to capture her subjects in an immediate manner, combined with poetry
and prose based on the history and folklore of the location in which the photographs
are taken, as well as her own experiences, to construct narratives in which reality and
fiction coalesce.

Such endeavor can already be seen in Shimizu's early work, White Sands (2012),
which is inspired by her visit to the sand dunes of New Mexico in the United States.
Shimizu extensively researched the natural and modern history of the region, having
learned that there had once used to be a lake there, that it was also the site in which the
world's first nuclear test “Trinity” was conducted, and that today it is a national park with
the largest U.S. military facility located beside it. However, she does not directly address
these issues, nor does she attempt to photograph the spectacular views of the sand
dunes. Instead, she presents the reality of the elusive landscape through photographs
of ripples on the dark surface of the water, dead branches swaying in the wind, museum
displays of taxidermy and skeletal specimens, and a short story based on a dream she
had during her visit.

In 2021, Shimizu was given the opportunity to present an exhibition at the Former
Kamiya Denbei Inage Villa. Her experience of visiting Aisin-Gioro Pujie’s Former Residence
on this occasion had inspired her to produce the work Passage of Meteorites, which is
featured in this exhibition. This is the residence where imperial prince Pujie (the younger
brother of Puyi, the last Emperor of China and Emperor of Manchukuo who reigned during
the Qing dynasty) had lived with his Japanese wife Hiro Saga for about six months in 1937,
shortly after their marriage. The photograph presented at the beginning of this work (p. 10)
was taken in a Western-style room facing the garden.

Set in Xinghai Bay in Dalian, China, and Tokyo Bay in Japan, Passage of Meteorites
is a story in which reality and fantasy intersect in the estuary where the river meets the
ocean. Images emerge in a dark space that recreates the nighttime ocean glistening
under the light of the stars, while a voice reciting a piece of text is heard throughout
accompanied by the sounds of bustle and crashing waves. The photographs taken
during her research in Dalian, Lushun, and Chungchun document scenes such as the red
tide on the water’s edge, the black rocky coastline, aged buildings and skyscrapers, and
the Museum of the Imperial Palace of Manchukuo. The creation of visual depth through
the reflection of the glass surface, and the composition of the subject being far from the
center with people and buildings place at the edge of the frame, evokes the gaze of the
artist who sees the world as multilayered and peripheral.

Meanwhile, the photographs of the coastal areas from Tokyo to Chiba were taken
using film whose photosensitive layer had been damaged by being immersed in Dalian’s
seawater, thereby physically connecting the two seas and exposing the countless
moments that precipitate in the substratum of memory. The woman'’s voice narrates a
short story (p.29, 30) based on the legend of a meteorite fall from which the place name
“Hoshi-ga-Ura” (literally meaning “Star Beach” in Japanese) was derived, wherein the
rise and fall of a fictional species of shellfish calls to mind the history of the possession
and development of the area. In addition, the various names given to the place are pro-
jected onto the floor, appearing and disappearing in a circle to suggest changes and
transitions in rule.

Shimizu mentions that in producing this work she had attempted to depict “landscapes
of a land that belonged to no one." The land known as “Xinghai Bay” under the current

regime has been a place where countless people have lived since ancient times, creating
their own stories, and exercising their power. However, none of them were able to stay
there or continue to dominate. The traces of these people remain in the land, engraved in
ruins and legends, decaying and disappearing as time goes by, and now appear before
our eyes as a cohesive and integrated landscape. Shimizu likens the terrain in which all
these things accumulate while in a constant state of transience to a passage, and by
bringing together photographs, voices, and fragments of sound, depicts a landscape
that cannot be occupied by anyone.

According to Shimizu, she “uses the structure of fiction not to manipulate reality as one
wishes, but to see reality more clearly.” While photography was originally associated with
the desire to understand the world more accurately and to preserve fleeting moments
forever, photographs and videos have now become a means of distorting reality, and
their veracity and reliability are under great scrutiny. Nevertheless, Shimizu turns her
camera towards the series of moments that are impossible to capture in their entirety,
and by giving them the form of fiction, attempts to reexamine and express what appears
before her eyes an imagination that extends far beyond the constraints of reality.

Shimizu’s gaze is reminiscent of science fiction, as a creative genre that confronts the
various problems we face by depicting and unknown world that transcends the bound-
aries of reality. The following passage about science fiction novels by J. G. Ballard, an
English novelist who was born in the Shanghai International Settlement in China, who
spent the Asia-Pacific War in an internment camp established by the Imperial Japanese
Army, appears to overlap with the landscapes that Shimizu pursues. “The first true s-f
story, and one | intend to write myself if no one else will, is about a man with amnesia
lying on a beach and looking at a rusty bicycle wheel, trying to work out the absolute
essence of the relationship between them."?

Satoshi Kawata explores the visible and invisible structures and mechanisms that
underpin the foundations of society, as well as the changes that take place within them,
through the production, deinstallation and relocation of murals paintings that primarily
use the fresco technique. Kawata studied the classical technique of fresco in mural
painting class while a student at university, and in addition to exhibiting his work in gal-
leries and art museums, has also created murals in various locations including an ele-
mentary school, city hall, and accommodation facility. In the process, he has confronted
questions of how this artistic practice that takes place within public space can facilitate
connections with society and the community and reinterpret the context of the place,
while at the same time experimenting with methods to safely and robustly decorate
parts of buildings. For this reason, along with his mural painting, this exhibition displays
some of his research on the materials and structures of his work (p. 62, 63).

The work GOLDEN TIME, presented on this occasion, is a fresco mural that, with the
exception of some processes, was created solely by hands of the artist on site in the
exhibition space. The main characteristic of his technique is the process in which a layer
of plaster made from a mixture of slaked lime, sand, and water is applied to the wall,
and then painted over with water-soluble pigments before the lime plaster dries out
completely. This causes a chemical change on the surface as the plaster reacts with the
carbon dioxide in the air, resulting in the pigments becoming assimilated into the paint.
The overwhelmingly vivid colors of this work, which seem to emanate from within the
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walls, are the outcome of the impregnation of pigments into the plaster. Within the con-
straint of having to quickly apply the paint before the lime plaster dries out completely,
Kawata moves his trowel and brush freely, as if to act in concert with the moisture-laden
wall, imbuing it with a rich array of textures and dynamic colors.

Of the roughly two-month production period, Kawata covered the entire walls measur-
ing 6.5 meters high by 50 meters long with paintings in just two weeks.2 He planned the
extent of the work to be done each day based on a rough sketch, then applied plaster to
that specific area referred to as “giornata,” a term originating from the Italian word “giorno”
which means “a day's work,” and proceeded to paint. As a result, the boundaries of the
giornarta manifest in the form of subtle bumps and dips in the plaster on the mural, which
is painted with reddish-brown and blue pigments. The work is divided into two layers
with the first layer covering the entire wall, while the second layer, painted with yellow,
green, and red pigments, was built up and constructed day by day over the course of the
exhibition period, sensing the movement and flow of the entire space, including the artist
himself and the visitors to the museum.

What Kawata depicts are landscapes observed in places that exist between urban
and rural areas. Signs and billboards along main roads, roadside stores and houses, and
power lines and pylons supplying electricity from power plants overlap with the trees
and weeds that grow naturally in the gaps between manmade structures, the traces
of people passing by, as well as elements unique to the site. Such landscapes are not
only deeply connected to the memories and sensibilities of Kawata, who grew up in a
suburban commuter town and now lives in a depopulated area, but are also that which
are familiar to many people living in Japan today. Rather than realistically reproducing
reality, Kawata attempts to engage the viewer's memory and senses by fragmenting and
reconfiguring landscapes and replacing them with semi-representational motifs.

Since the late 1950s, such standard postwar Japanese landscapes have spread
throughout the nation against the backdrop of an inclination to control nature and
implement development through science and technology, and in recent years they have
become increasingly homogenized under the influence of global consumer culture. The
title GOLDEN TIME refers to “momento d'oro (the golden moment),” which in the context
of the fresco technique, describes the state of the plaster when it is almost dry and is
considered easiest to paint on. At the same time, it suggests a duality between the mag-
ical time symbolized by television (“Golden Time" being an English word coined in Japan
for the term “Prime Time"), which became widespread as a form of home entertainment
during Japan'’s period of rapid economic growth, and the reality that remained hidden in
the shadows of that glorious era.

Kawata first became interested in murals as a child when he was playing with friends
on the banks of a local river and saw a mural painted with aerosol spray paint. This for-
mative experience, rather than igniting an admiration for the culture of street writing,
drew his attention to the mural's existence as a part of its surroundings, including the
riverside park, the concrete bridge, the sunset reflected on the river's surface, and the
flora and fauna that inhabit the area. This idea of recognizing murals as part of the place
is also present in this work. Unlike portable paintings (tableaus), fresco murals are phys-
ically inseparable from the place in which they are created and exhibited due to being
painted directly on the walls that provide the structural support for the building, and the
plaster on the wall chemically bonding with the pigments as it dries.

Kawata states, “Once a mural is integrated fully into the architecture, it attains its pur-
pose as a form of artistic expression. | do not believe, however, that this is something to
view.”3 Since the image in this mural spreads across one’s entire field of view, it imparts
upon the viewer the sensation of being inside the work, rather than simply viewing it
as an object. The viewer moves their gaze and body guided by the shapes and colors
painted on the wall, and their relationship with the image is reestablished each time
in correspondence to changes in the distance from the wall or the viewing angle. In
this respect, what Kawata does is more than simply paint a mural. Through his murals,
Kawata presents the entire space, including the surface of the wall and the viewer, as a
work of art, and seeks to depict an environment that evokes a vivid experience.

Since 2012, Ryohei Usui has engaged in the production of a series titled “PET (Portrait of
Encountered Things)" in which he captures everyday situations and scenes by meticu-
lously recreating plastic industrial products in the form of glass sculptures and combin-
ing them with existing objects that we often come across. Presented in this exhibition are
reinterpretations of materials that serve to temporarily divide and occupy public spaces,
such as blue tarp that appears to be covering something, temporary construction site
enclosures, and fences, along with pebbles, concrete blocks, and other objects that have
changed shape over time and constitute the scenes that we observe in our immediate
surroundings.

As we go about our daily lives, we at times experience moments when something sud-
denly catches our attention. For Usui, it is always such moments that serve as an impetus
for his artistic practice. Usui's painting, ODENTO (a portmanteau of the words “oden,” a
Japanese hotpot consisting of several ingredients such as boiled eggs and processed
fishcakes simmered in a soy-sauce based dashi broth, and “bento,” a Japanese-style
home-packed meal), shown at his first solo exhibition in 20083, is a detailed and faith-
ful depiction of a photograph of a lunchbox with oden as its sole side dish, which had
caught his attention while browsing through a magazine article from the 1980s about
junior high school students’ packed lunches, and also draws inspiration from Yuichi
Takahashi's work Tofu (1877, collection of Kotohira Shrine). The photograph was neither
something that he had sought out with a specific purpose, nor was it anything that had
any special meaning, yet for some reason he could not take his eyes off of it. It is by
affirming this passive experience of encountering rather than finding, and by picking up
those moments and preserving them by means of photographs, memories, and physical
fragments, that Usui attempts to give form to such sensations that cannot be verbalized.

Usui later produced the “Forgotten Liquid” photograph series (p. 66, 72, 75, 79), in
which traces of events and the presence of people are evoked through plastic bottles,
glass bottles, and cans left in street corners. Snapshots taken with his camera and
iPhone capture images of these discarded containers, which seem to have spilled out of
urban life. On a number of occasions, | have seen the artist abruptly stop on the street to
quickly take a picture, and while their sudden behavior left me perplexed, | was at once
reminded of the many things | tend to overlook as | go about my day-to-day. The plastic
bottles on the street seen in the work are not so much a symbol of the excessive con-
sumer culture of contemporary society, but rather seem to quietly question the extent to
which our perception and consciousness can resist a world designed to constantly steal
our attention.
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As an extension of this, “PET (Portrait of Encountered Things)" attempts to con-
front our sensation towards undifferentiated experiences that cannot be immediately
explained. For this exhibition, Usui tentatively constructed an open landscape. Rather
than replicating actual situations or scenes, he takes “something that is simply there,”
detached from their original context and relationships, and placed them in spaces
where the backgrounds and margins have been left with scope for interpretation. Such
landscapes could be regarded as anonymous portraits in the sense that they are not
tied to a specific individual or subject. However, this unspecified nature at the same
time harbors the possibility for it to be attributed to anyone. For this reason, the land-
scapes that Usui creates evoke countless scenes that someone has seen before, and
may see in the future, thereby enabling each viewer to project their own gaze and narra-
tive onto the work.

Another thing that is often mentioned about “PET (Portrait of Encountered Things)" is
the skillful craftsmanship of the glass sculptures. The process involves firing a plaster
mold and glass at high temperatures, then filling the mold with glass. After slow cooling,
the mold is broken to remove the glass which is then repeatedly polished to a finish. The
three-dimensional glass objects with their serene texture, and which possesses both
strength and fragility, are refined through this method, which requires much time, effort,
and skill. By replacing plastic with glass, Usui indeed seeks to explore the very existence
of things and our perception of them. To refer to Martin Heidegger's fundamental ontology,
the glass sculpture “discloses the existence” of the world and things beyond the inherent
function and meaning defined by the shape of the plastic container, or in other words
the “Zuhandenheit” (the ready-to-hand), and encourages us to take a fresh look at familiar
objects.*

Usui's work, which rather than regarding what's within one’s field of vision as a known
fact, reexamines what is in front of one’s eyes and asks the question, “What if the plastic
bottles on the street were made of glass?” This also resonates with the concept of “defa-
miliarization” (osteanenie) advocated by Russian formalist Viktor Shklovsky. Shklovsky
explains as follows, “Art exists that one may recover the sensation of life; it exists to make
one feel things, to make the stone stony. The purpose of art is to impart the sensation of
things as they are perceived and not as they are known. The technique of art is to make
objects “unfamiliar to make forms difficult”® Usui's work, as a means of “recovering
the sensation of life,” can expand our senses and thoughts about reality by resisting the
automated perceptions that we experience in our everyday lives, and for this reason,
could be regarded as a creative practice.

Asami Shoji explores painting as a place of exchange where the act of painting and the
act of seeing, the inside and outside of the body, image and touches of the brush, self
and other, and so forth, are mediated in a multilayered manner. Shoji states that “paint-
ings are the experience of expanding the body through the brush and opening it up to
something beyond the physical” As exemplified by these words, she has continued
to experiment with how to express through the painting, the limitless images that had
already existed within her prior to her commencing her work. Without a preparatory
sketch or subject matter, the image is brought out and transformed amidst the act of
intuitively moving the brush, layering the paint, and wiping it away. Shoji delves into the
painting with her body devoid of all substance, and by proceeding to paint as if swimming

freely with the current, eventually brings the painting to fulfillment. The works derive
their title from the date on which the artist put down her brush; that is to say, the day on
which the painting is entrusted from the painting body to the viewing body.

Shoji, who studied copperplate printing at university, wished to directly express the
rawness of the lines engraved on the plate without going through processes such as
corrosion or transfer, and while producing works with a focus on lines, began to search
for a support that could withstand the forces of her physical involvement. It was around
2016 that she began painting on acrylic panels that had been given a translucent finish
by creating fine scratches on the surface with sandpaper. In many cases, such as the
24.9.6 (p. 112), the reverse side of the painted surface serves as the front of the work. As
a result, the colors are preserved in all their vibrant luster likewise to reverse glass paint-
ings, which originated from traditional religious icons, and the viewer’s image is reflected
upon the flat surface, intersecting with the painting, creating a profound sense of depth.
Since 2023, she has also used canvases that have been applied with thick undercoats.
All her paintings are painted on a hard support, and the distinctive materiality of the
paint and brushstrokes—the bleeds of thinly diluted oil paint, traces of rubbing with a
brush or piece of cloth, and the bustling array of fine lines—appear to contest with the
painted figures.

Shoji placed the “experience of painting” at the core of this exhibition, which was
made up of three rooms. 21.3.4 (p. 92) was displayed on the front wall of the first small
room, and the myriads of birds and rustling flora depicted in the painting go beyond
the visual to evoke a certain air of tactility as well as other sensations. Exhibited in the
large room that follows, are four large paintings and one smaller work, in which life-size
translucent figures lie in the wilderness against a backdrop of mountains, watersides,
and forests, with their long arms outstretched, bodies huddled together, gazing blankly
outwards into the world outside of the painting. As we shift our gaze to the beams near
the skylight we find painted a single black bird, either flying away from or trying to enter
the painting 24.9.27 (p. 94-95), which also depicts a black bird. The boundary between
the world of the work and reality is thus dissolved and loosely connected, encouraging
the viewer to step inside the painting.

In the final room, video works are exhibited alongside a number of small paintings in
which strange creatures such as monsters and apparitions intermingle with birds and
animals. These three video works, which are made in collaboration with Riyo Nemeth
(p. 104-105, 4, 10, 20) do not follow the production of paintings on a linear timeline until
their completion. Instead, something appears to emerge from amidst the mixed paint
and brushstrokes, only to disappear and partially transition. Occasionally, a close-up
shot of a hand holding a brush comes into frame, causing Shoji's own body to overlap
with the body depicted in the painting. What these videos visualize is the multilayered
passage of time that Shoji experiences during the production of her work, and also the
time we experience when we view paintings.

For Shoji, her own work is “her body itself” and not only the body as depicted, but
all images including birds and mountains, continue to arise beneath her skin. Shoji
mentions this feeling having been born from her experience of iliness as a student. She
states that during her year-long treatment, as she observed her physical condition on
a daily basis and felt as if parts of her body were not her own, various images began to
circulate within her. And just as Shoji had temporarily surrendered her body to iliness
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and medical treatment, she offers her paintings, that is, her own body, to all viewers.

This concept of the body is similar to Emmanuel Levinas' discussion of the “face” in
his book Totality and Infinity (1961). Levinas states, “the face speaks to me and thereby
invites me to a relation incommensurate with a power exercised, be it enjoyment or
knowledge."® According to Levinas, the “face” of others is an ethical “call” that “speaks to
one" by stripping away all externality, and rejecting the self-contained totality that could
obliterate the individuality of the subject. As such, beyond the relationship of subject/
object or dominator/dominated, one has an infinite responsibility to respond to the calls
of others. Levinas also articulates that the “face” of others is bare and vulnerable because
it is completely open to one. In light of this, Shoji's act of revealing her inner self which
harbors an inherent vulnerability, as well as offering her body to the viewer through her
paintings, is in essence a visual “call” The question thus lies in how viewers respond to
this. The reason why Shoji's paintings evoke a sense of anxiety and fear in the viewer
along with the feast and grace of the mythical world, is not because they depict some-
thing that could inflict harm, but because they bring to mind the vulnerability, fragility,
and powerlessness towards others that we all possess deep within us.

Having traversed the exhibition as per the route outlined in this text, one arrives at a
certain room. What quietly awaits there for viewers it has yet to encounter, is the work
Island of Happiness (p.116), painted around 1924 by Yasuo Kuniyoshi (1889-1953).

Kuniyoshi immigrated to the United States as a migrant worker in his teens, where
his talent for painting was discovered, and eventually came to be recognized as one of
America's leading painters from the interwar period through to the post-World War I
period. Island of Happiness was painted by Kuniyoshi in his mid-thirties and is an early
example of the nude motif that would appear frequently in his later paintings. The influ-
ence of American folk art can be seen in the distorted depiction of the figure and the
composition in which objects further away are painted in the foreground. During this
period, Kuniyoshi spent his summers making work in Ogunquit, a seaside town on the
east coast, where he engaged with the subject of “the sea and woman.” The depiction
of white waves crashing against the ground where the woman lies with her eyes closed
indicates that the location is an island. The tree that appears to grow from her abdomen,
the shells, and the rocks with their fissures and crevices symbolize life and sex, while the
dark sea surrounding the island provides a stark contrast to “happiness.”

Kuniyoshi's life coincided with a period of turbulent upheaval in American society,
including the anti-Asian immigration movement, the Great Depression, World War Il, and
McCarthyism. In 1924, when this work was produced, a law banning immigration from
Japan was enacted, obstructing Kuniyoshi from attaining citizenship. Despite being placed
in a difficult position as an “enemy alien” after the attack on Pearl Harbor in 1941, Kuniyoshi
believed in freedom and equality, and devoted himself to social activities advocating for
the rights and improved status of artists. He states that “Art is universal because people
are universal,” and although his works hardly contain any direct references to the society
of the time, at the root of his creations has always been a critical gaze that looks at the
complexities of reality.” The subtitle of this exhibition derives from the title of this work
in the belief that the four participating artists share a similar perspective to Kuniyoshi in
the context of the present day,

Incidentally, an island terrain that has continued to capture the human imagination is

Utopia. This word, which at once can refer to an ideal society/state or something unreal-
istic, is the name of a fictional island nation that appears in the book Utopia (1516) by the
English lawyer, judge, and social philosopher Sir Thomas More. It is a coined word that
harbors both the Greek meaning of “good place” (eu-topos) and “nowhere” (ou-topos).
More than five hundred years have passed since this work, which depicts the social
system of a fictional island nation against the backdrop of British colonialism during
the Age of Discovery, and we now live in a post-utopian world in an era when almost all
unexplored lands have disappeared from the surface of the earth. According to Fredric
Jameson, this is a situation in which the illusion of progress promised by modernity has
collapsed, and it is no longer possible to believe that human history is moving toward a
bright future.8

| myself have always been skeptical of utopian theories. The reason for this is that
many of them are based on the assumption that humans are unconditionally righteous
and beautiful beings, and because the optimization of an ideal society often involves
selection, which can lead to structural violence such as the oppression, exclusion, and
control of those deemed unfit or different. Nevertheless, the actuality of re-contemplating
utopia without resorting to cynicism and in light of the reality in which various conflicts
and disputes are intertwined, has not yet been completely lost. In this exhibition, the
four artists place themselves in an immeasurable and indivisible reality, turn their eyes
to their surroundings and the terrain that extends beneath them, and using their senses
and perceptions as a starting point, speculate a world far beyond. In other words, it is
an attempt to open the view before our eyes towards variability by depicting other real-
ities within reality itself through the utopian imagination of envisioning places that are
“nowhere to be found.” So long as such explorations continue, utopia will also continue
to exist as an open terrain.

(translated by Kei Benger)

1 J.G. Ballard, “Which Way to Inner Space?” in New Worlds, no. 118,1962, pp. 2-3, 116-7.

2 In this exhibition, the mural is a temporary installation, not a permanent one. A moisture-control sheet
and plywood backing were placed on the existing wall. The installation was carried out by the artist and
the setup team from HIGURE 17-15cas.

3 Satoshi Kawata, “When It Becomes Art," in Kawata Satoshi: Techne for the Public, exh. cat., Kyoto: Kyoto
City KYOCERA Museum of Art, 2024, p. 4.

4 Regarding M. Heidegger's concept of “Zuhandenheit” (the ready-to-hand), | referred to the Japanese
translation of the original. The following English editions are available: Martin Heidegger, trans. Joan
Stambaugh, Being and Time, New York: State University of New York Press, 2022, and Martin Heidegger,
trans. David Farrell Krell, “The Origin of the Work of Art," in Martin Heidegger: The Basic Writings, New
York: Harper Collins, 2008, pp. 143-212.

5 Victor Shklovsky, trans. L. T. Lemon & M. J. Reis “Art as Technique,” in Russian Formalist criticism: Four
essays, Nebraska: University of Nebraska Press, 1965, pp. 3-24.

6 Emmanuel Levinas, trans. Alphonso Lingis, Totality and infinity: an essay on exteriority, Pittsburgh,
Pennsylvania: Duguesne University Press, 1969, p. 198.

7 Yasuo Kuniyoshi, “Universality in Art," in The League Quarterly, Vol. 20, no. 3 (Spring 1949), p. 6.
Regarding F. Jameson's concept of “Post Utopia’, | referred to the Japanese translation of the original. The
following original edition is available: Fredric Jameson, Archaeologies of the Future: The Desire Called
Utopia and Other Science Fictions, New York: Verso, 2007.
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Notes:

The biographical entries of each artist include the year and city
of birth, the current city of residence as of March 2025, selected
solo exhibitions, selected group exhibitions, awards, and other
activities. The exhibition history is arranged by the exhibition title,
venue, city, and country in reverse chronological order.
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Yuki Shimizu
Born 1984 in Chiba, lives in Chiba.

Selected Solo Exhibitions

2024

2023

2022

2021
2019

2018
2016
2014

2012

Surfacing, PGI, Tokyo, Japan

Shore, PURPLE, Kyoyto, Japan

Fall asleep or in to the sea, PURPLE, Kyoto, Japan

The River of Resurrection, A'holic, Tokyo / Stuidio 35 minutes, Tokyo, Japan
Half Dreaming Glass, PGl, Tokyo, Japan

Mare Cognitum, entrance gallery at Chiba City Museum of Art, Chiba, Japan
Empty park, PGl, Tokyo, Japan

Birthday beach, nap gallery, Tokyo, Japan

Birthday beach, tide/pool, Chiba, Japan

To the underground, Nikon Salon, Tokyo, Japan

Dear my phantom, Kanzan Gallery, Tokyo, Japan

Killing bear, Nikon Salon, Tokyo, Japan

mayim mayim, UNDO, Tokyo, Japan

mayim mayim, NEW ACCIDENT, Ishikawa, Japan

whitesands, Guardian Garden, Tokyo, Japan

Selected Group Exhibitions

2022

2021

2017

2015
2014
2013
2012
2011

TOKYO DIALOGUE, T3 PHOTO FESTIVAL, TODA BUILDING, Tokyo, Japan

Summer Vacation at Certain Art Museum, Chiba City Museum of Art, Chiba, Chiba, Japan

CHIBA FOTO, Chiba City, Chiba, Japan

Hundred yeards glass, Chiba City Gallery Inage, Chiba, Japan
Nakanojo Biennale, Nakanojo, Gunma, Japan

Creative Coast Inage, Chiba City Gallery Inage, Chiba, Japan
Nakanojo Biennale, Nakanojo, Gunma, Japan

Nishine-Nale 2014, Nagaishi Nishine, Yamagata, Japan

INDEPENDENT LIGHT vol.3, Higashikawa International Photo Festival, Higashikawa Bunka Gallery, Hokkaido, Japan

INDEPENDENT LIGHT vol.1, Shinjuku Ophthalmologist Gallery, Tokyo, Japan
The 5th 1_Wall photography exhibition, Guardian Garden, Tokyo, Japan

Awards

2018
2016
20M

The 17th R-18 literary Award of Shinchosha
The 18th Jun Miki Award
Grand Prize, the The 5th Photography, 1_Wall

Publications

2023

2022
2019

Shore, AKAAKA
EEHTE(CERS, KADOKAWA
LB O D#F, Shueisha
ZZEEDKDIFED, Shinchosha
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EX) EHICER) RBHUZMAZEF +5—@KCUA (REB)
[EEHLDFE] 7—ba—rF+S5Y— (KR)

2019 [HELEBN.FETEAIFI1> FYF +5Y—TStandAlone] (F#)

2018 [4f (f8])] A4 Art Museum (EZ#B. HE)
[Open Room] 7—bta—+rF+>U— (KBR)

2017 [HY > 72| BEEBEILIF (BA)

EFRIN-TR

2024 [Osaka Art and Design 2024 | XERE B2 (KER)
2023 [k L] HH)IERF—ILF+SU— )
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2020 [TOKYO MIDTOWN AWARD 2020 | 8RR Iv F&v> 754 Bl (ER)
[SUBJECT/OBJECT| ANTEROOM Gallery 9.5 (7R #B)
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Satoshi Kawata

Born 1987 in Osaka, lives Kyoto.

Selected Solo Exhibitions

2024
2023

2022

2019
2018

2017

Techne for the Public, The Triangle, Kyoto City KYOCERA Museum of Art, Kyoto, Japan

still moving final: Utsushi no Manazashi, Kyoto City University of Arts Art Gallery @KCUA, Kyoto / Entrance Hall of
KCUA Art Gallery and Museum, Kyoto City University of Arts New campus, Kyoto, Japan

Utsushi no Manazashi: With Works from the Collection of the KCUA Art Museum / Satoshi Kawata, Hako Irie, Shime
Hayashi, Hiroshi Iwai, Hisashi Iwakura, Akira Kinoshita, Michio Miyamoto, Kyoto City University of Arts Art Gallery
@KCUA, Kyoto, Japan

A Letter from A Far, ARTCOURT Gallery, Osaka, Japan

Surely Sunny, StandAlone, Kyoto, Japan

% (f8]) , A4 Art Museum, Chengdu, China

Open Room, ARTCOURT Gallery, Osaka, Japan

Sudden Death, 3th floor, Tatsuya Building, Aichi, Japan

Selected Group Exhibitions

2024 Osaka Art and Design 2024, Takashimaya Osaka, Osaka, Japan
2023 AJl/ DOKORO, Kanagawa Kenmin Hall Gallery, Kanagawa, Japan
Taro Okamoto Dreams of Art, The Museum of Contemporary Ceramic Art, The Shigaraki Ceramic Cultural Park,
Shiga, Japan
2022 The Glory (of phenomenon): Act i, TEZUKAYAMA GALLERY, Osaka, Japan
The Fragments of Homo Faber -the Future of Humans and Crafting-, Aichi Prefectural Ceramic Museum, Aichi, Japan
2021  Kyoto Art for Tomorrow 2021, The Museum of Kyoto, Kyoto, Japan
Slow Culture, Kyoto City University of Arts Art Gallery @KCUA, Kyoto, Japan
2020 TOKYO MIDTOWN AWARD 2020, Plaza B1, Tokyo Midtown, Tokyo, Japan
SUBJECT/OBJECT, ANTEROOM Gallery 9.5, Kyoto, Japan
The 8th Sapporo Odori 500m Underground Walkway Gallery Award, Sapporo Odori 500m Underground Walkway
Gallery, Hokkaido, Japan
2019 CELEBRATION -Japanese-Polish Contemporary Art Exhibition-, Rohm Theater Kyoto, Kyoto, Japan, University of
Arts in Poznan, Poland, etc.,
2018 15 Years, ARTCOURT Gallery, Osaka, Japan
VOCA 2018, The Ueno Royal Museum, Tokyo, Japan
city and synergism 2018, 5F, the former Tamaya Building, Aichi, Japan
Walking in Textiles - Contemporary Art in Ichinomiya, Ichinomiya City office main buildin, Aichi, Japan
2017 ROKKO MEETS ART 2017, Rokkosan Hotel, Hyogo, Japan
city and synergism, ALA Artist in Residence Exhibition, ALA (Art Lab Aichi) Chojamachi, Aichi, Japan
2016 Artists in FAS 2016 Winners Exhibition, Fujisawa City Art Space, Kanagawa, Japan
ROKKO MEETS ART 2016, Rokko International Musical Box Museum, Hyogo, Japan
2015 1 floor 2015: Taigan ni Otoshi-ana (Pitfalls on the opposite shore), Kobe Art Village Center, Hyogo, Japan
HYPERTONIC AGE, Kyoto Art Center, Kyoto, Japan
Kyoto Sento Art Festival 2015, Tamano-yu, Kyoto, Japan
2012 Colors of KCUA 2012, Kyoto City University of Arts Art Gallery @KCUA, Kyoto, Japan
Awards
2025 Grand Prize, the 2nd KOJI KINUTANI ART AWARD
Incentive Prize, the 43rd Kyoto Prefectural Culture Prize by Kyoto Prefecture
2020 Semi Grand Prize, the TOKYO MIDTOWN AWARD 2020
Grand Prize, the 8th Sapporo Odori 500m Underground Walkway Gallery Award
2019 Awarded, the Best Young Artist Award by City of Kyoto
2016  Grand Prize, the ROKKO MEETS ART 2016 Competition

Selected Commission Works

2023
2018
2016

Takara Standard Co., Ltd. Kyoto branch, Kyoto
Asia Herb Association, Benchasiri Park Shop, Bangkok, Thailand
The University President Room, Kyoto City University of Arts, Kyoto
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[Pocket full of sparks  Zh(L/h&L DIz, ETHKAEL, ] kudan house ()

[Cool invitations 11] XYZ collective ()

[BREOMERRE IF -WAOIEILRAT7—E T BABEMNE RN

[RRAVEH The Final | EA B R4 > 3> (BR)

[Four Elements 2024 Winter| EAET A4 0> 3> (BR)

[BAEZFEEE| &L | BE(ER)

[T-HOUSE New Balance presents art installation ANOTHER DIAGRAM ] T-HOUSE New Balance ()
[ <3 07— 32020 | 3% R 3L EATEE (B )

[CADAN Showcase 04 FE = 1K (form/at) | CADANTE BT ()
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[Now Japan; Exhibition with 37 contemporary Japanese artists ] Kunsthal KAJE (7 X)L AT+ =)L b, 5> H)
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[# ] Lucie Fontaine Space (JL'< - 74> 7> Tokyo satellite) (BR)
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[Art for Tomorrow ] F—F3—T7>Z—H 1A (ER)

[LOVE]REBWiAZY F (ER)

[NEW WORLD | island (F£)

[RBF140F S presents £ AD/IF+1] ANPONTAN (ER)

[FEIke T F—L | sH#HE. BIKE ER)

[EoARITEAHEBE] PRAZT— I+ +5)—C-RJ7TT (RR)

Ryohei Usui
Born 1983 in Shizuoka, lives in Tokyo.

Selected Solo Exhibitions

2022
2020
2016
2015
2012
2009
2008
2007
2003

Still life on the street, MUJIN-TO Production, Tokyo, Japan

Solid, State, Survivor, MUJIN-TO Production, Tokyo, Japan

Objects on a table, UTRECHT, Tokyo, Japan

Temporary things, MUJIN-TO Production, Tokyo, Japan

PET (Portrait of Encountered Things), MUJIN-TO Production, Tokyo, Japan
encounter, MUJIN-TO Production, Tokyo, Japan

Flying goza mat, MUJIN-TO Production, Tokyo, Japan

Sunday Remains, MUJIN-TO Production, Tokyo, Japan

Stolen Diary, Yasu gallery, Tokyo, Japan

Selected Group Exhibitions

2025

2024

2023

2020

2019

2018

2017

2016

2015

2014

2013

2012

2011
2010

2005

2002

Pocket full of sparks, kudan house, Tokyo, Japan

Cool invitations 11, XYZ collective, Tokyo, Japan

Captivated by Detail: Edo and Meiji Era Craft to Contemporary Art, Yokosuka Museum of Art, Kanagawa, Japan
Onsen Confidential - The Final!!, MUJIN-TO Production, Tokyo, Japan

Four Elements 2024 Winter, MUJIN-TO Production, Tokyo, Japan

The Constitution of JAPAN, AOYAMA | MEGURO, Tokyo, Japan

T-HOUSE New Balance presents art installation ANOTHER DIAGRAM, T-HOUSE New Balance, Tokyo, Japan
Megururi Art Shizuoka 2020, Shizuoka Prefectural Museum of Art, Shizuoka, Japan

CADAN Showcase 04 form/at, CADAN Yurakucho, Tokyo, Japan

SETTAI STYLE: From Edo Chic to Tokyo Modern, Museum of Modern Ceramic Art, Gifu, Japan / Yamaguchi
Prefectural Art Museum, Yamaguchi, Japan / Mitsui Memorial Museum, Tokyo, Japan / The Suiboku Museum, Toyama
Triple Traveler's tea ceremony: Three persons exhibition by Yosuke Bandai, Yu Nishimura, Ryohei Usui, The Nezu
Museum, Tokyo, Japan

ZINE House, (marunouchi) HOUSE, Tokyo, Japan

Amazing Craftsmanship! From Meiji Kogei to Contemporary Art, Mitsui Memorial Museum, Tokyo, Japan / Museum
of Modern Ceramic Art, Gifu, Japan / Yamaguchi Prefectural Art Museum, Yamaguchi, Japan / The Suiboku Museum,
Toyama, Japan / Abeno Harukas Art Museum, Osaka, Japan

Spring Fever, KOMAGOME Soko, Tokyo, Japan

Sylvanian Families Biennale 2017, XYZ collective, Tokyo, Japan

Contemporary tales from the province IV - Susaki artist in residence, Susaki Machikado Gallery, Kochi, Japan
Assembridge Nagoya 2016: Panorama Garden - Discovering Signs in an Alternative Ecosystem, Former dormitory
of the customs of Port of Nagoya, Aichi, Japan

Contemporary tales from the province Il - Susaki artist in residence, Susaki Machikado Gallery, Kochi, Japan
by the mountain path, White Rainbow gallery, London, UK

Open Theatre 2015 Totsuzen Museum, Kanagawa Arts Theatre, Kanagawa, Japan

Fujinoyama Biennale, around Fuji, Fujinomiya and Shizuoka, Shizuoka, Japan

Goldfish, P!, NY, USA

VOCA; The Vision of Contemporary Art 2014, The Ueno Royal Museum, Tokyo, Japan

Now Japan; Exhibition with 37 contemporary Japanese artists, Kunsthal KAdE, Amersfoort, The Netherlands
Why not live for Art? Il - 9 collectors reveal their treasures, Tokyo Opera City Art Gallery, Tokyo, Japan

Spring, Lucie Fontaine satellite space, Tokyo, Japan

Musubijutsu, Museum of Art Shizuoka, Shizuoka, Japan

Something Overlooked, Sendai mediatheque, Tokyo, Japan

Montblanc Young Artist Patronage in Japan 2012, MONTBLANC Ginza, Tokyo, Japan

RYUGU IS OVER!!, Ryugu Bijyutsu Ryokan, Kanagawa, Japan

Art for Tomorrow, Tokyo Wonder Site, Tokyo, Japan

LOVE, Daikanyama i Studio, Tokyo, Japan

NEW WORLD, island, Chiba, Japan

The Group 1965 presents - Seven Small Samurai plus 1, ANPONTAN, Tokyo, Japan

Nishiogi Biennale, Makoto Aida's house, Nishiogikubo, Tokyo, Japan

Makoto Aida solo exhibition, (guest) Chukyo University Art Gallery C-Square, Aichi, Japan
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[Elizabeth Glaessner, Asami Shoji, Oda Iselin Sgnderland | Frangois Ghebaly (=2—3—2, 74U %)

[ACT (Artists Contemporary TOKAS) Vol.7 BHEFEDHE| b—Fa—T—Y T FAR—ZAEH (ER)

[BABRKEMLE  SFERBIL I 3> | RREBRAEMNE BR)
[BE£ZEMEILETERRBENE (T8

R RKE¥ The Final | XYZcollective (%)

[Body, Love, Gender | Gana Art Center (YL, 8H)

[Gestures of Resistance | A.l. Gallery with Linseed Project (A k> 1FU =)

RS | )| iRy R AN K BRSEATER (#3%)11). RFITH L EMEE (I5A). ABKEEMEE (1BF). BTILAT EMAE (Fi8).

EmmBHETRAENE (FH)

[BAE®%] AOYAMA | MEGURO (ER)

[50%) | soda (R#B). B HEMELR2023,  EREPEEEME (ER)
[EnE7=5]Obscure (FeV ¥a—T7)

[%E ] TOH (ER)

[f&E D W A | SOMPOZEMTEE (HR)

[BankART Station: AIR2021] BankART Station (f#123)I])

[OADHIR—9ADT—F 1 A Hikarie Contemporary Art Eye vol13 ] & 41 £ 8/CUBE1,2,3 (RR)
[$1-#E&THHEEF T | akibatamabi21 (BER)

[Mondi Paralleli Asami Shoji e Toshinori] Atelier Controsegno (:KvY#—U, 142U7)
[Direct Access Method-7KiR i D Z=4ff | #RBEHAR TR > 2— (/)
[MREREER A" NEHT7—P2ARy b+ —2F (ER)

[ASPECTS2011] RSS University Gallery, F x> <1 EILEMTEE (Fx>=1, 21)

[ Creative Education | Silpakorn University Gallery (+<>35, 24)

[V EARVTKORIHEID ERBE+F/IIERE] F+5)—QER)

SH2EERETEXLE =iTHAE

FACE2019 257U

f—Fz3—T>H—Y4—)L2015 +—Fa—T E—UF—LE
F—EEA=MPRZTVIKE FEBEE

NRIF—2VR

2023
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Asami Shoji

Born in 1988 in Fukushima, lives in Tokyo

Selected Solo Exhibitions

2024
2023
2022
2021

2019
2018
2017

2016

2014

October, Much Ado About Nothing, Semiose, Paris, France

A Stranger’s Tales, Independent Art Fair with LINSEED, New York, US

a Gait Without Foot, gallery21yo-j, Tokyo, Japan

From Tbilisi with love, DECAMERON, Tokyo, Japan

September,2021, gallery21yo-j, Tokyo, Japan

Unknown Image Series no.8 #3 To the hundred-eyed bird, void+, Tokyo, Japan
Tomorrow's Unseen Mythologies, gallery21yo-j, Tokyo, Japan

Diagram of the Mud, Cale, Tokyo, Japan

a painter in the theater, gallery21yo-j, Tokyo, Japan

during a night, TWS Shibuya, Tokyo, Japan

Kinuburui, Ogallery, Tokyo, Japan

Tokyo Wonder Wall 2015, Tokyo Metropolitan Government Office, Tokyo, Japan
Desert, bone, sound, softness, Sakura gllery, Tokyo

Selected Group Exhibitions

2025

2024

2023

2022

2021
2020
2016
2015
2013
2012
20M

Elizabeth Glaessner, Asami Shoji, Oda Iselin S@nderland, Frangois Ghebaly, New York, US

ACT (Artists Contemporary TOKAS) Vol. 7 PLURAL BODY/IES, Tokyo Arts and Space Hongo, Tokyo, Japan

A Personal View of Japanese Contemporary Art: Takahashi Ryutaro Collection, Museum of Contemporary Art Tokyo,
Tokyo, Japan

Hyakunengo Art Festival, Sanmu City History and Folklore Museum, Chiba, Japan

Onsen Confidential - The Final!!, LINSEED in collaboration with XYZ collective, Tokyo, Japan

Body, Love, Gender, Gana Art Center, Seoul, Korea

Gestures of Resistance, A.l. Gallery with Linseed Projects, London, UK

Yearning for Vision, Taro Okamoto Museum of Art, Kanagawa, Japan / Ashikaga Museum of Art, Tochigi, Japan /
Kurume City Art Museum, Fukuoka, Japan / Kuma Museum of Art, Ehime, Japan / Hekinan City Tatsukichi Fuji
Museum of Contemporary Art, Aichi, Japan

The Constitution of Japan, AOYAMA | MEGURO, Tokyo, Japan

50 seconds, soda, Kyoto / Yebisu International Festival for Art & Alternative Visions 2023 Tokyo, Tokyo Photographic
Art Museum, Japan

Eyes of the wind Vol.1, Obscura, Tbilisi, Georgia

DISAPPOINTMENT, TOH, Tokyo, Japan

The Way of Paintings, SOMPO Museum, Tokyo, Japan

BankART Station : AIR2021, BankART Station, Kanagawa, Japan

9 eyes-9 artists Hikarie Contemporary Art Eye vol.13, Shibuya Hikarie, Tokyo, Japan

1 will write again after | got up, akibatamabi21, Tokyo, Japan

Mondi Paralleli Asami shoji e Toshinori Tanuma, Atelier, Controsegno, Italy

Direct Access Method, Sagami Lake Civic Cente, Kanagawa, Japan

a human being, Koganei Art Spot chateau 2F, Tokyo, Japan

ASPECTS 2011, RSS University Gallery / Chiangmai National Museum, Chiangmai, Thailand

Creative Education, Silpakorn University Gallery, Bangkok, Thailand

Asami Shoji + Mayumi Harukawa, gallery Q, Tokyo, Japan

Awards

2020
2019
2015
201

Gotoh Cultural Award, Fine Arts Division, Sponsored by The Tokyu Foundation
Grand Prix, FACE2019, Sponsored by SOMPO Museum

TOKYO WONDER WALL Prize, TOKYO WONDER WALL Competition 2015
Jury’s Special Prize, the 1st Miyamoto Saburo Award for Original Sketch

Performance

2023

Performance at Haraki 3563 30 (Thilisi, Georgia), 18 February 2023. Animation and Music live with Heavenphetamine.
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HkEE

EFEREARE
2024
FERGEHXNE
21.2X26.5

p.10

2R

2024

T—=AANWETA T b
72.8 X103

p. 11

RRERES

2024

35MMARSA T4V Ls
a5 v—7)
pp.12-13

BREBEAR
2024
FERGHXENE
19.3X24.3

p.16

WEBF

2024
HERGEHXNE
19.3X24.3

p.19

|RBEERMNT

2024

T—=AANWETA T b
72.8 X103

p.20 &£

BinE2EEYR

2024

T—=AANIWETA T b
72.8 X103

p.21%E

2R

2024
T=HARIWETA P TY b
72.8 X103

p.22 E

EB0E

2024
T—=AANIWETA T b
72.8 X103

p.22°F

B [ 35 A

2024

FT=HARIETA N TY b
72.8 X103

p.23 t

FAl N T35 Bk it

2024
F=HARIWETANTY b
72.8 X103

p.23°F

b=y NS

2024

T—=AANNWETA T b
72.8 X103

p.26 £

EES

2024

T=NASWETA N TY b
72.8 X103

p.26 F

|HEH AT

2024

F=HARIETA N TY b
72.8 X103

p.31E

HREGEERX

2024
F=HARIWETANTY b
72.8 X103

p.31F

KERFR

2024

B fs

55428 (L—7)
pp. 36-37

E D[R

2024

F—F4F A REL— 5>
124339% ()L—7)
FL—ar iR

pp. 27-30

NBAE

=T ML
2024-25

AR}, SRR

650 X #5000
pp-42-49

=M/ BE
2012-24
YA XA ZE
pp. 62-63

RRETAEERINORZSFTO
HERS

2022

BR%

10318 (v —7)

B - LES

BREAR 1 2024512 B13H 20255
2A9H

p.62 B

RREBRAEMEE TORIECER
2025
R
1043448 (v—>)
BE - RE  BHER
BRHAR 1 20254 2A11E-3A30H

I2LDEAIL (XERRE
ZPSyR)

2022-23

EBRL B

300 X550

p.63%&

BHHRF

&% (from the series ‘Forgotten
Liquid")

2017/24

SLETY b

16.7 X12.5

p.66

Mirror

2024

N—=TI5— HZR
66 X130 X48

p. 67

B®E

2024

BEEER. AR
140 X108 X 39
p.70

FEDK (from the series
‘Forgotten Liquid’)
2016/24

SLETY b

41.6 X 28.2

p.72

il (from the series ‘Forgotten
Liquid’)

2020/24

Aoz TV

93X70

p-75

Cart

2024

AFULRABOIY HASR
95X 60X 25

p.76 &£

Frosch

2024

EERD., B AR
79X82X73
p.76 &

Untitled (aluminium)
2024

TIVI AR

47 X112 X90.5

p.77k

HiEs (ER)

2024

Fr—rRACF EZ—)Lif,
Rt7—7. A5 =
82X25X25

p.78

FRTEAREA (from the series
‘Forgotten liquid’)

2024

SLETY b

12.5X16.5

p.79

EBROa KT ar

2024

EIRAL—F A, ArIU—FTAYVI,
H5=

37X280X70

pp. 80-81

Gravel

2024

EIILZIL BB, A5
16 X33X24.5

p.82 t

Isle

2024

A, KM= AR
175 X15X 20

p.827F

TI——}

2024

TI——h K# HZR
175X 530 X 210

pp. 84-85

Fence

2024

xR, aAryU—b BA, R1E.
AR

184 X 785 X 70

pp. 86-87

Light (pallet)

2024

AR ALy, A IU—bTAYI,
RAAZRE, ISR

YA XA]E

p- 89

EFE

21.3.4

2021

S, TOUIR, TJL—A
60 X50X4

p.92

24.8.18

2024

HE. HTTFR
27.8X22.5X2
p.93 %

24.9.27

2024

BE, HTTR
12X194.5X 3.5
pp. 94-95

2410.28

2024

HE. AT TR
194 X130.5X 3.5
p-98

2410.4

2024

M. AT R
182 X228 X6
p.101

2412.6

2024

HE. HTTR
194 X392 X 3.5
pp.102-103
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24118 24.8.7 2410.25-2
2024 2024 2024
b EN P M. TOVILKRY IR M. TIULRY IR
16.56X 27.8 X 2 26.5X19X2.3 23.2X28X2.3
p.104-105 1 p.104-105 6 p.104-105 12
24911 24.5.28 2411.9
2024 2024 2024
b E N P HE. A TTR ¥, hTTR
45.8X38.3X2.2 517X 73.5X25 16.3X23 X2
p.104-105 2 p.104-105 7, p. 106 p.104-105 13
24.9.5 24.9.24 24.9.25
2024 2024 2024
b:E N P SR, hTTFR B, hTTR
23X16 X2 16.3X 27.8 X2 16.3X23 X2
p.104-105 3 p.104-105 8 p.104-105 14
2410.25-2 24.810 241113
2024 2024 2024
3 SME, hTTR M. hT TR
#1605 (JL—7) 305X 217X 2 37X52X2
Mtk : 2423 p.104-105 9 p.104-105 15
p.104-105 4
2410.25-1 23.12.29
2410.25-1 2024 2023
2024 BRf& M. hT TR
M. TIVILRY IR #6049 ()L—7) 21.3X15 X2
26.5X19Xx2.3 R - Z AU p.104-105 16
p.104-105 5 p.104-105 10
24.819
24.912 2024
2024 M. hTTR
. TIUIRY IR 425X30.2X2.2
48.3X51.3%X4.8 p.104-105 17
p.104-105 11
p.104-105
[22]

il

20
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19.9.3

2019

WM. TIUILRY IR
26.5X37.3X37
p.104-10518,p.109 T

24.415

2024

W AT TR
18.3X14.2 X2
p.104-105 19

2410.8

2024

R

#6045 ()L—7)

fRf& : 24213
p.104-105 20, p. 107

2410.8

2024

W AT TR
33.5X19.5X1.8
p.104-105 21

24.8.27

2024

ME, hTTR
15X21.5X2
p.104-105 22

24.8.26

2024

W, AT TFR
18.3X14.3 X2
p.108 &

241114

2024

W hT TR
18.3X14.5X2
p.108 &

24.9.23

2024

W, hUFR
30X 425X2.2
p.109 E

24111

2024

HE. AT TR
915X 655X 3
p. 1M &

24.9.6
2024

BT, FIULIR, oL —L4

108 X 71X 4.2
p. 112

24.8.13

2024

ME. A TTFR
73X103.5X3
p. 113

24125

2024

HE, BASA
pp. 114-115

E & R

EREOE
19248

ME, HTTR
61.0X76.2
HR#BRAEMER
p.116
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List of Works

Notes:

The list of works includes detailed
information of all exhibited works in the
following order: title, year of production,
medium, dimensions (height, width, depth,
in cm) or duration, credit information

etc., along with the corresponding page
number. Each work is in the collection of
the artist unless otherwise specified.
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Yuki Shimizu

The Last Emperor’s Brother's
Newlywed House

2024

chromogenic print

21.2 x 26.5

p.10

Heishijiao

2024

archival pigment print
72.8 x 103

p.-1

Tokyo Bay Scenery
2024

35mm slide film
approx. 4 min., loop
pp.-12-13

Odaiba Marine Park
2024

chromogenic print
19.3x 24.3

p.16

Inage Coast
2024
chromogenic print
19.3x24.3

p-19

The Site of Kwantung
Prefectural Office
2024

archival pigment print
72.8 x103

p- 20 left

The Puppet Manchuria Palace
Museum

2024

archival pigment print

72.8 x 103

p- 21right

Heishijiao

2024

archival pigment print
72.8 x 103

p. 22 above

Xinghai Park

2024

archival pigment print
72.8 x 103

p- 22 below

Around the Victory Square
2024

archival pigment print

72.8 x 103

p. 23 above

Opium Factory Site
2024

archival pigment print
72.8 x 103

p. 23 below

Xinghai Park

2024

archival pigment print
72.8 x 103

p. 26 above

Bangchui Dao
2024

archival pigment print
72.8 x103

p. 26 below

Japanese Town Ruins
2024

archival pigment print
72.8 x 103

p. 31 above

Qingniwagiao Subdistrict
2024

archival pigment print

72.8 x 103

p. 31 below

Dalian Scenery
2024

video

5min. 42 sec., loop
pp. 36-37

Passage of Meteorites
2024

audio installation

12 min. 39 sec., loop
Narration: Midori Nakamura
pp. 27-30

Satoshi Kawata

GOLDEN TIME
2024-25

pigment on plaster
650 x approx. 5000
pp. 42-49

Material / Structure
2012-24

reference material
dimension variable
pp. 62-63

Production at the studio in
Kumihama-cho, Kyotango City
2022

video

10 min. 01 sec., loop

Filmed and edited by Tatsuki
Katayama

Screening period: 13 Dec. 2024 -
9 Feb. 2025

p. 62 back

Production documentation at
the Museum of Contemporary
Art Tokyo

2025

video

10 min. 44 sec., loop

Filmed and edited by Masanobu
Nishino

Screening period: 11 Feb. - 30 Mar.
2025

Utsushi no manazashi:
Admonitions of the Instructress
to the Court Ladies
(Admonitions scroll), Strappo
2022-23

pigment on plaster

300 x 550

p. 63 right

Ryohei Usui

Wan Chai (from the series
‘Forgotten Liquid’)

2017/24

lambda print

16.7 x 12.5

p.66

Mirror

2024

traffic mirror, glass
66 x 130 x 48
p.67

On the road

2024

imitation transformer, glass
140 x 108 x 39

p.70

Unoki (from the series
‘Forgotten Liquid’)
2016/24

lambda print

416 x 28.2

p.72

Kouyama (from the series
‘Forgotten Liquid’)
2020/24

Inkjet print

93 x 70

p.75

Cart

2024

stainless steel cart, glass
95 x 60 x 25

p. 76 left

Frosch

2024

dustpan, broom, glass
79 x 82 x 73

p. 76 right

Untitled (aluminium)
2024

aluminium, glass

47 x 112 x 90.5

p. 77 left

Bollard (Boundary)

2024

bollard, plastic rope, reflective tape,
glass

82 x 25 x 25

p.78

Location unknown (from the
series ‘Forgotten Liquid’)
2024

lambda print

125 x16.5

p.79

Composition on the roof
2024

corrugated slate, stone, concrete
block, glass

37 %280 x 70

pp. 80-81

Gravel

2024

mortar, gravel, glass
16 x 33 x 24.5

p. 82 above

Isle

2024

stone, bottle cage, glass
17.5 x 15 x 20

p. 82 below

Blue tarp

2024

blue tarp, wood, glass
175 x 530 x 210

pp. 84-85

Fence

2024

fence, concrete, crushed stone,
silver foil, glass

184 x 785 x 70

pp. 86-87

Light (pallet)

2024

wooden pallet, concrete block,
lighting equipment, glass
dimension variable

p- 89

Asami Shoji

21.34

2021

oil on acrylic sheet with frame
60 x50x%4

p- 92

24.8.18

2024

oil on canvas
278 x225x2
p- 93 right

24.9.27

2024

oil on canvas
112 x 194.5 x 3.5
pp. 94-95

24.10.28

2024

oil on canvas
194 x 130.5 x 3.5
p.98

24.104
2024

oil on canvas
182 x 228 x 6
p. 101

24.12.6

2024

oil on canvas
194 x 392 x 3.5
pp.102-103
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24118

2024

oil on canvas
16.56 x 27.8 x 2
p.104-1051

24.9.11

2024

oil on canvas
45.8 x 38.3 x 2.2
p.104-105 2

24.9.5
2024

oil on canvas
23 x16 x 2
p.104-1053

24.10.25-2

2024

video

approx. 60 min., loop
Video by Riyo Nemeth
p.104-1054

24.10.25-1
2024

oil on acrylic box
26.5x19x23
p.104-1055

24.8.7

2024

oil on acrylic box
26.5x19x23
p.104-105 6

p.104-105

24.5.28

2024

oil on canvas

517 x 735 x 25
p.104-105 7, p. 106

24.9.24
2024

oil on canvas
16.3 x 27.8 x 2
p-104-105 8

24.8.10

2024

oil on canvas
30.5x21.7x 2
p.104-1059

24.10.25-1

2024

video

approx. 60 min., loop
Video by Riyo Nemeth
p.104-10510

24.9.12

2024

oil on acrylic box
48.3x51.3x4.8
p.104-105 11

24.10.25-2
2024

oil on acrylic box
23.2x28x 2.3
p.104-105 12

24.11.9
2024

oil on canvas
16.3 x 23 x 2
p.104-105 13

24.9.25
2024

oil on canvas
16.3 x 23 x 2
p.104-10514

24.11.13
2024

oil on canvas
37 x52x2
p.104-105 15

23.12.29
2023

oil on canvas
21.3 x15x 2
p.104-105 16

24.8.19

2024

oil on canvas
425 x30.2x2.2
p.104-10517

19.9.3

2019

oil on acrylic box

26.5 x 37.3 x 3.7
p.104-105 18, p. 109 below

20
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24.4.15

2024

oil on canvas
18.3x14.2x 2
p.104-105 19

24.10.8

2024

video

approx. 60 min., loop
Video by Riyo Nemeth
p.104-105 20, p. 107

24.10.8

2024

oil on canvas
33.5%x19.5x1.8
p.104-105 21

24.8.27
2024

oil on canvas
15 x 215 x 2
p.104-105 22

24.8.26
2024

oil on canvas
18.3x14.3 x 2
p. 108 left

24.11.14

2024

oil on canvas
18.3x14.5x 2
p. 108 right

24.9.23

2024

oil on canvas
30x425x22
p.109 above

24,111

2024

oil on canvas
91.5x655%x3
p. 111 left

24.9.6
2024

oil on acrylic sheet with iron frame

108 x 71 x 4.2
p. 112

24.8.13

2024

oil on canvas
73 x103.5%x 3
p.113

2412.5

2024

oil on window
pp. 114-115

Yasuo Kuniyoshi

Island of Happiness

c.1924

oil on canvas

61.0 x 76.2

Collection: Museum of Contemporary
Art Tokyo

p.116
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Exhibition

MOT ANNUAL 2024 on the imagined terrain

Dates: 14 December 2024 - 30 March 2025

Venue: Museum of Contemporary Art Tokyo, Exhibition Gallery 3F
Organized by Museum of Contemporary Art Tokyo

operated by Tokyo Metropolitan Foundation for History and Culture

Artist:

Yuki Shimizu
Satoshi Kawata
Ryohei Usui
Asami Shoji

Curator:
Ai Kusumoto (Museum of Contemporary Art Tokyo)

Exhibition Staff:
Kasumi Yamaki (Museum of Contemporary Art Tokyo)

Press Officer:

Chiako Kudo

Yurano Uchibori

Satoko Inaba

Miyabi Otsuka

(Museum of Contemporary Art Tokyo)

Construction and Installation:
HIGURE 17-15cas

Lighting:
Light Meister Co., Ltd.

Transportation and Handling:
SANKYU INC.
Daida Art Handling

Art Directed and Designed by
Kenta Shibano

Learning Programs

Dialogue with Artists
Venue: Museum of Contemporary Art Tokyo, B2F Auditorium

22 December 2024
Asami Shoji x Asa Ito

4 January 2025
Ryohei Usui x Keniji Ide x Yu Nishimura

11 January 2025
Yuki Shimizu x Kazumichi Hashimoto

18 January 2025
Saroshi Kawata x Jun Aoki

Inclusive Art Conversation

2 March 2025

Venue: Museum of Contemporary Art Tokyo, Exhibition Gallery 2F
Facilitator: Art and Sign Language Project from ABLE ART JAPAN
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