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When the tortoise stretches its front paws to the stone,

as in Euyu of Nefus..
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In Arthur C. Clarke’s Childhood’s End, the action of a camera observing the earth from an alien spacecraft is compared to that of a bird
swooping down on its prey. As | read, in my mind the image of birds of prey descending from the heavens that | had seen somewhere
(probably on TV) overlapped with those of the ubiquitous surveillance cameras hanging from the ceiling all around us. When | am reading, |
can let the words flow right past me, but later, when | vaguely think back on it, | sometimes wonder if | formed the right images in my mind.
It is as if a short-circuit occurs when | encounter something out of this world, something | have never seen, something that must actually
be a speculation on things much farther away. Since the object in question is “a camera on an alien spacecraft,” my image of it could not be
constructed from such familiar sources. It had to be something unfamiliar, comprising movements and forms beyond human knowledge. Just
when | was walking along the Kamo River in Kyoto thinking about this, right nearby | saw a man having the crepe he was eating stolen by a
kite (a bird of prey). The bird’s deliberate series of movements and back-and-forth fine-tuning of its direction, as it set its sights on the prey, were
completely different from my mental image of swooping down from the sky. It was movement so beyond my imagination that | felt my mental
image had been destroyed.

When the movements of things described in words in a novel are abstract and hard to visualize, the writer sometimes compares them to
more recognizable things, as in this case where the action of an unfamiliar device in science fiction is compared with the behavior of a
familiar animal. In everyday life, we perceive “movement” in concrete terms as the “motion” of things. For example, the spinning of wheels is
what propels a car, and the movement of joints is what makes arms bend. When reading, we try to grasp movement that has been described
metaphorically in the text, and reinterpret it as purely abstract movement. In doing so we endeavor to speculate on things alien in nature by

translating movement that has been described metaphorically for clarity’s sake back into its unknown alien form.

STATEMENT 5
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Unwinding Suu-Rods

E—%—. MDF. 7JVX, $k. Yz XEF b, Arduino
Motor, MDF, aluminum, iron, Jesmonite, Arduino
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“And then, in Doc Labyrinth’s vision, he saw the score come burrowing out, like some buried mole.”
Philip K. Dick, “The Preserving Machine,” The Magazine of Fantasy and Science Fiction, June (1953), p.74.

In a flat acrylic case, which is about 7 cm thick and resembles an insect specimen cabinet, I can vaguely see brownish clumps
moving around. The brown clumps are displacing the brown soil that fills the case with their bodies, changing the shape of the
tunnel. As the soil is pushed aside, the space becomes a tunnel, which is like a sliding puzzle. The clear visibility of the case caked
with sticky soil makes me see it as “their movement and that of the soil” rather than “their own movement.”
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Kususu, Can't See Any More

E—%—, MDF. 7JV3 $k. Y1 AEF (b JLETO-FK
Motor, MDF, aluminum, iron, Jesmonite, urethane cord
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“There were figures moving below, and the camera swooped down upon them like a bird of prey.”
Arthur C. Clarke, Childhood’s End, Pan Books Ltd, 1956, p.160.

Two mating birds are flying even higher in the sky than the other birds. I twist my body and zoom the lens to catch them as they
fly in a circle in the distance. They look like black dots, and as I get used to their movement, they become like pieces of dust on
the lens. When I see them on the screen, gliding on the wind without flapping their wings, I grow confused, as if the sky in the
background is moving and they are staying still.
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An Earthen Partition, Yie Understands
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Motor, MDF, aluminum, iron, rubber tube, Arduino
2022

“Its pink whiskers had folded in like the tentacles on a sea anemone.”

(€Y7 DRIFAY XY F 27 DMF DL IZAHIANEGFELNTVELT, |
Margaret Neeley St. Clair, “Marriage Manual” Change the sky and the other stories, Ace Books, 1974.

——=HVy kY b VT REBOFB[E 205 u D EDFITOED DI B ORR, ¥4 SFIUE. 19804F, p.56. 15-164T
. ) . . < e N B . N Touching a tentacle with my finger, I can feel it cling to me. The tentacles that my finger touches are pulled inward, whereas those my finger does not reach
z S B N -k N Mz 7> \ > z N
IFAHRESNTHD L, EXy Lo DI LR Do ST ECDRRNLFISHFRLOND L, FRO UL LR VHEFTMFE QL FXWITON T2, are still undulating in the waves. The bundles of tentacles are divided into several blocks, each with its own jurisdiction. When I trace my finger evenly over
fF ORI 7T a7 HBIZBDBNTNT, ZRNENDEEDD LR FANAUIETEEL LR TOMFE LG AL THFDIINAL L 572, ZO—HDOE) them, all the tentacles retract and curl up like dumplings. The series of movements is dull to behold, but the sensation of the tentacles pulling back when I

SIFHTED IR LD TH oA Z LIS NI L ED, fRF 35| o DR DR 15D,

first touched them lingers in my fingers.
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“[the] gloved hand fluttered and probed like a stuck horsefly
in the center of the black web.”

Neal Stephenson,

The diamond age: Or, AYoung Lady’s Illustrated Primer, first edition,
Bantam Dell, 2003, p.58.

Imagining how often spiders catch their prey, I would say it
is rare to come across such a scene. No matter how much

I tried, I couldn’t find the moment of prey getting caught
in a web. If you search onYouTube, you’ll find videos of
bees being captured. The bee bounces on the elastic thread,
and at the same time its movements are absorbed. At first
the bee’s legs and wings are moving slightly, but gradually
they become entangled with the thread. The processes are
abstracted into simple movements like abdominal exercises
of the thorax and abdomen.
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(BEDEDDIREZLS)
Kneading Wires Inside the Walls

LCDE=%. 74, 7>7. MDF, FRP,

JIXEF A, 7ILI, k. Raspberry Pi.

MEAR (== ZF— G XA TEAR-TAD[ L] ] RIIEE)

LCD monitor, radio, amplifier, MDF, FRP,

Jesmonite, aluminum, iron, Raspberry Pi,

Book: Neal Stephenson, The diamond age: Or, A Young Lady'’s lllustrated Primer,
Hayakawa Publishing Corporation

2022

(BHHETHD)
Leaking Out and Glowing

LCDE=%. 5¥%. 7>7. MDF. FRP.

JIREF I, TILZ, $k. Raspberry Pi.
NER(Z—HLyh ML TIEINSHNELRIZOEDDIR], U4 SFXE)
LCD monitor, radio, amplifier, MDF, FRP,

Jesmonite, aluminum, iron, Raspberry Pi,

Book: Margaret Neeley St. Clair, Change the sky and the other stories, Sanrio
2022
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Restlessly Pricking the Moon

LCDE®=%. Y%, 7>7. MDF. FRP.

JIXEF AR, TILE, $k. Raspberry Pi.
MNEAR(7—4—C- o5 EMOLDY ] RRAITH)
LCD monitor, radio, amplifier, MDF, FRP,

Jesmonite, aluminum, iron, Raspberry Pi,

Book: Arthur C. Clarke, Childhood'’s End, Tokyo Sogensha
2022

(HENEVE)
A High Sound of Clay

LCDE=%. 5¥%. 7>7. MDF. FRP.

JIXEF AR, TILZ, $k Raspberry Pi.

XER (T4 T K-Fro 7 [HEICHVET ], B)IIEE)

LCD monitor, radio, amplifier, MDF, FRP,

Jesmonite, aluminum, iron, Raspberry Pi,

Book: Philip K. Dick, The Commuter, Hayakawa Publishing Corporation
2022

KOBAYASHI MUKU

-—-F"

PLATES 17



B0 OW 3>

Ay

g [11]]

O

MEERHY [0 O —] =\ /YN — | /=S = — = | )|-|+]- iy ’ ﬁ%ﬂg‘ﬂé{ﬁ

IINARDIERICIECH THE-7-DIE, HI8FEFILD, Zhid, h—F3—T =Y T URAR=ZP —F3—T4—H%1
NEo7-tE, E/ARE T OV T L 0PEN SITEDRIFIZH=S. TOKYO EXPERIMENTAL FESTIVAL D9EIBICHWT
INRDBRBEED ThhNI=EZNTEF o7 (M—Fa—T 4 —H A KB 2014F12A6H—2015F1H180), Fhld. BEEEEL
TUIVMORERLEEEE L., BEDEBE,SELKEEINZDIE, RIOEEVDAREL-BEHEMWICES. LD
BEHTEOODSEVEIEE, ThICHEIBTDREED YIR AL REL =222 DT AT T 1207

BESE. BB V-EBHEOESERLIELVEEICERZIIEZAN, BAADZ DN EHIBEOEREIIRLS,
KRELHDIB VY, BHOK/NSELELEEEMD BRIRERBICRTEL TS, ThHDEBE IRFITSSIOHICENE. ZTh
ICHESTHINDEZD ., BBROPIEEEDIEEER ST AREEZADIPERIE, £ LALETIIR
BDTH2, BKEZHPESLVWRIANA TV 1EZDENE, ZLTZNHEIN S, ThIFH IR T—hDOXFRTHESZSN
ZITIRHBL. KB ZILIZT 4 IWUIHERED FR V. LU, ZILAEERIECDIERDFDLEAID, IADIERIZ+ 5
(2 (ZnIEEEREBLTUEVEVY) EFI THBL . RADFHAENLAIEORICE->TUED, IMKIIBEDERE 12727
B|IIBTFETHHEVIY, FEREFBRLTHNE, TNSDFTITEZDZEEN, EILTHRICHPEREZZONTLED
D7z

ZDINHDIEREFBALIEATE S, BICHPPBEVRETOEVEVOTHEY KD, ZNISERBEDERICD
WTELEREBSELWDS, HBWVE, RSB PREIZEELHIT L. EVDZEDPBLNEVLD | ZOVDZETHEVNESD,
BEAL, ITYI SRR EIITBREL TV A PDIILA TIOR3, (FROHEELZAIELTH, ThHIE
HICHRETRLETOBDODHIFRELELV, ZDE. IMKIZZILEF XTI BARTHLEDEB (L HATET (R TL
1EHAEDE T ERBFD—EEBTLEDN D, ThEMIKREL TIERICHAA NI, BIEICHES TRy FH AUFED
DETHEBINEBILZY), BRERZETHLWRAETR-THY, 7TV OEMBICEMER LB FORALLDICESTL
B0 LD ATV EBEETIRAT VT 7ILE-T HATE AT ERALEBETIELIEI TV BDIF—BL T3,

SMEOOPEN SITETORER[BIE =1 7D ADISIHIRERICOIETEICHY) . IMAIIIERDSRRIE%F#
SML. ZDET, ZhoEEDTILRE2L—2a  ELTERRLTWS, fERIBAZS-DDERLIOERIATVT, U
EDBARDBHZR—TU DI NIZIRETERINDZFAZIIDISIGDDFAEHY), ZThillE. NEIERBTA AT ERSR
P ZNTRMBEL TV D, HIVEDH LWOBDLILEBHEMS . RIE)4E (18EAE) . HIENEERIELEETT
WBEWDHDT, fFTIIANIE, BREED. (FERIEEBAANDIE, RICEDNAZERWI /T LYS, BBRT—TILDOKE
R, ZLT F=TIDi=b AN 2E T, TRTOBICRAZERD/IMOBERGEBEICL>THANSNTVWS, 4808
EEM DB 4B DX A XV ICEDPNZIRETEDPN=RDFDHZXZEmDSD—NEEF—TIZHIFEEh T3,
Zhid. [H3D0ENEH ., FIOEFNELDDEIEXIFIZSNTHE | TWSE58—X ThD, /I\Hhid. ZhEBERL.
XARVIEEBINI-TARTLATIE, ZO—NHLSBIEINZEDEMIGEL TRFELIZDDHBIN DD, ZOBYKDZL
DOBAHEORZIA=T DFEICES> T —RLET ZA=23> DEINHE-TVD, ZILFEPSMEIN B EE, S5
MM DEIZELTRL—ZL TV,

NENDVEDIE, [P TEVWVIEDEDEARIIRNDWETIDLOIREEZ | EHD, 2HLAXEIE. EFRICIERE
(CAA—VENBREBEIIAESTLHEL HEIFETHEDNEOVDBDEAIL, ZhiZERMTIEEEL ZLDBEEER
ARIEINTUED?ZAD, IMRIE, Z2ICHATEBL VD, XELSh oA A=ID, BIELTERICZNEELR-TWS
PIFHBEBEVD . ThIIEEICIEBZERHEBLEVESD, Zhid, IMOIERICHUT, (ERZDEHDICDNTERRL
£2ETBE —RICHRICHBENEBRLESTLEIDTIRBEWDEDLRZZEHDE, ZOULBIERIEEEDP AL, IMERIEH D H
KENDREINAELEDS, SV BRASHPOBH REINDHEEEEMTIEBEFIET S, ZThoIE, T30
DEIEEEEICL->TREINBDEF TS,

OPENSITE 7 KOBAYASHI MUKU

s | NIOUIN WOVYNVLYH | $Y40p0 s,;mIn| IyseAeqoy| Jo Alljiqequiosapu) ay L

10!

[001] 481ua) UonEeOIUNWW

CONTRIBUTION

Eight years have passed since | first encountered the works of Kobayashi Muku. This was at Kobayashi’'s
exhibition (at Tokyo Wonder Site Hongo, December 6, 2014 - January 18, 2015), which was held at the 9th edition of Tokyo
Experimental Festival (the predecessor of OPEN SITE) when Tokyo Arts and Space was still called Tokyo Wonder
Site. In my role as a juror, | assessed Kobayashi's exhibition plan beforehand. What drew my attention from the
initial screening stage was the idea of a sound installation, in which simple automated devices with the textures
of hand-crafted wood move in an unpredictable manner and generate noises.

The venue was dotted with several automatic devices of various sizes, none large, all featuring designs
in subdued colors that were not too assertive, thus delivering an impression different from that of mechanical
automata. These devices occasionally moved slightly, and the accompanying sounds they produced captured
viewers' attention amid the silence. Sometimes they would start to move energetically, and then quiet down
once more. The somehow charming appearance of the moving objects, their movements, and the noises that
accompany them--these could all be considered in the context of sound art, a field in which Kobayashi is well
versed. But were sonic elements central to the piece? Kobayashi's works are visual enough (though they do not
assert themselves so strongly), and their handcrafted aspect is also intriguing. Kobayashi describes his works as “just
existing,” but when you experience them, you cannot help but be fascinated by these objects and their behavior.

Even after describing Kobayashi's art in this way, | am left with the feeling that something has not been
fully explained. This may be because the artist himself does not say much about what he does, or it may be that
we should simply enjoy the colors, forms, and movements of his works, but then neither of these explanations
seems adequate. Even if one endeavors to trace the contours of the objects, which seem to mimic something
elegant and well-designed in terms of form and color, it is unclear whether one has accurately described the
subject. Kobayashi subsequently combined sculpture-like kinetic wood devices with cameras and displays, and
he has been attempting new innovations each time he presents them, such as filming a part of the work itself and
incorporating the video into that same work, or activating an external electrical device by having the movement of
the work trigger a switch. However, he consistently continues to use objects, movements, and additional features
to create machines that are, not to put too fine a point on it, useless.

For his exhibition at OPEN SITE, “When the tortoise stretches its front paws to the stone, as in Euyu
of Nefus...,” Kobayashi clarified points of reference for his works and incorporated them in the form of an
installation. The work is composed of two main elements, one of them a set of four kiosk-like units in which
books are displayed opened to certain pages, each accompanied by a small LCD display and an LCD monitor.
The other consists of, as before, four automated machines (one in a separate room) that continuously repeat certain
actions. Not only the works but also every visible element of the show is controlled by Kobayashi's meticulous
design, from the yellow linoleum on the floor to the bundling of the power cables and the cables’ degree of
slackness. The behavior of the four machines is inspired by a sentence from a novel, which is one of the open
books in the four kiosks. This sentence seems to “describe the movement of one object in comparison to the
movement of another specific object.” Kobayashi states this explicitly, and a display installed in the kiosk shows
a video depicting something evoked by the sentence, but many parts of the video appear to be made with
the rotoscoping method of superimposing animation on live-action footage. Movements extracted from this
operation are further traced as the motions of machines.

One of the sentences reads, “[the] gloved hand fluttered and probed like a stuck horsefly in the center
of the black web.” Such sentences need not necessarily be specifically and precisely imagined: it is enough to
convey a certain mood, and in many cases the viewer will skip over them without much awareness. Kobayashi
deliberately focuses on this point. There is no way of knowing whether an image expressed in text is truly
captured accurately, but this probably does not affect the narrative. Something similar can be said of Kobayashi's
work, which somehow seems to lose its appeal immediately if one tries to describe the work itself. Repeatedly
carrying out a translation-like process, Kobayashi begins with texts that describe certain events, and creates
devices that mimic these events again in some form. These devices then wait for their movements to be
expressed in words once more.
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A Short Essay for the Talk | KOBAYASHI Muku

When | board the Shinkansen bullet train, | always
pass through a cavernous, glass-walled empty space.
| suppose it seems empty, despite the floor being
thronged with people, because my gaze is somehow
drawn to the vast space overhead. In a space like this
at the train station, | saw a vermilion object in the upper
right-hand corner. It appeared to be about six meters
high, with thick pipe-like legs supporting the upper
structure. From a distance it appears to have three
legs, but on closer inspection one of the legs seems to
bend in space and split into two parts, which penetrate
directly into the ground. Above the legs rises a long,
vertical O-shaped pipe, to which plate-like objects
with a smoothly undulating center are symmetrically
attached. The undulating plates are stacked vertically
like tiles, and seem to float in space in an orderly
fashion. While the glossy legs keenly reflect the
surrounding light, the curving plates are covered
with small protrusions and have a matte materiality.
Perhaps because of its thin form, the sculpture strikes
us simultaneously from both directions with its weighty
texture and its immaterial lightness.* Right after the
New Year, the central ticket gate was bustling with
people. While | looked out of the corner my eye at this
object, which could be described as alien, there was
no halting the movement of the crowd, and |, another
face in the crowd, was still being sucked inexorably
toward the ticket gate.

As | boarded the Shinkansen | remembered
these words, from a past discussion: “| believe that
simply by describing sculptures in the park and so forth
with clarity, you can create a different kind of writing.”

*Sculpture “Shukomai” by Kiyomizu Kyubei, installed at Kyoto Station.
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There is a factory near my house. While it is a factory,
it does not have a roof or exterior walls, and there are
no signs of people going in or out. Pairs of columns,
each several meters in diameter and several dozen
meters high, stand side by side at intervals, giving them
an appearance similar to towers. A distinctive feature
is that each pair of towers is connected at the top by
a thick wire, and a huge, silver sphere is suspended in
the middle. Upon closer inspection, one sees that the
spheres are slowly rotating. | know neither the principle
nor the purpose of this mechanism. At first glance it
seems to be a work of art, a sacred building, or some
kind of historic structure, but there are no explanatory
signs nearby, so it is evidently none of these things.
Nearby residents simply call it a factory. The rotation
of the spheres must be generating electricity or
some other form of energy, and even if it is not, it
must contribute to some form of production. If a huge
building with moving parts is deliberately built and
maintained, it must have some intention or purpose,
and if it is connected to production, it can be called a
factory. That is why it goes by this name.

The factory is located near the center of
town, and can be seen from just about anywhere in.
Residents on bicycles are sure to pass it on their way to
work, to school, or to the supermarket. | found it odd at
first, but strangely enough, the factory blended in with
the cityscape, and the residents were accustomed to
it. No one paid it any mind. The day | moved here from
Tokyo, | asked someone walking nearby about the
factory, and he said it had been there all his life and he
had never once thought about what it was. After that,
| tried to stop thinking about the factory. And finally |
succeeded: recently, | have been able to stop thinking
about the factory. However, yesterday when | saw
Kobayashi Muku’s exhibit titled “When the tortoise
stretches its front paws to the stone, as in Euyu of
Nefus...,” | remembered the factory for the first time in
a while. | decided to have a look at it when | got back
to the nearby station, but when | left the station, oddly
enough, no such factory was anywhere to be found.
Bewildered, | thought about it for a while, and came to
the conclusion that surely my memory of it had been
false from the beginning.

HIGUCHI Kyosuke

Science fiction writer. Higuchi Kyosuke’s science fiction novel
[ # i& 3= F [(Structure Elements) won the top prize in the fifth
Hayakawa SF Contest. His [ 3K (& FBIT26D TR E<BIETZHD
T & % |(The Future Is Not Predicted, It Is Created) received top
honors at the Yaesu Book Awards. He wrote and edited [ £ & &%
3] [Abnormal Treatise], which was a top Japanese science fiction
bestseller in 2022. Other books include [ T X T&bH A &R K ] (All
Nameless Futures), [[R%B3 /=% %% B 3] (Dreaming With Eyes
Open), and [47EDENS ] (Impressions of Daily Life). He is the Chief
Sci-Fi Officer of Anon.inc, and editor of that company’s webzine
anon press.
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KOBAYASHI Muku

Born in Tokyo in 1992.
Graduated with an MFA in Information Design from Tama Art University in 2017,

and with an MFA in Sculpture from Kyoto City University of Arts in 2019.

Solo Exhibition

2022

2020

2019

2018

2017

2016

2014

“When the Tortoise Stretches its Front Paws to the Stone, as in Euyu of Nefus...,” Tokyo Arts and Space Hongo
“Nu Fo Finu Feni Fa,” Gallery N Kanda Branch, Tokyo
“Under35 2022," BankART KAIKO, Yokohama

“Ne wo Mi ni Mine ni Me wone,” TAKU SOMETANI GALLERY, Tokyo
“Shoal N,” gallery N, Aichi

“Sotetsu totetsumonaku nami (Cycad, inordinate ordinary),” galerie16, Kyoto

“Pool no Wa ni Wani (Alligator in the swimming pool of circle),” gallery N, Aichi

“Pass for low,"” galerie16, Kyoto

“emergencies! 032 ‘Moru to Noru Sou’,” NTT InterCommunication Center [ICC], Tokyo
“Pun suru Pooco,” Oriental Design Gallery, Hiroshima

“Yoko toka Shita toka,” Tokyo Wonder Site Hongo

Group Exhibition

2022

2021

2020

2019

2018

2017

2016

2015

“For Sailing,” Hall Keiryu, Kyoto
“Japan Media Arts Festival in Nagoya,” Maker's Pier, Aichi
“Repetition and Peace - | Repeat | Day After Day.,” Borderless Art Museum NO-MA, Shiga

“UMEKOIJI MEETINGS vol. 00,” KAGANHOTEL / Kyoto Makers Garage
“Strange Hole Face,” biscuit gallery, Tokyo
“New Mutation #4 Aki KOJIMA, Muku KOBAYASHI,” Kyoto Art Center

“ART CONTAINER,” GINZA SIX, Tokyo

“The Allelopathy of the Wasteland,” MITSUKOSHI CONTEMPORARY GALLERY, Tokyo
“3331 ART FAIR 2020," 3331 Arts Chiyoda, Tokyo

“Kyoto Art for Tomorrow2020,” The Museum of Kyoto

“Machines with a Heat again,” BankART Station, Yokohama

“FLYING WUNDERKUMER," toberu, Kyoto

“Movie gummi X,” Kanazawa Artgummi, Ishikawa

“Always moving somewhere,” Chi-Ka-Ho (Sapporo Ekimae-dori Underground Walkway,) Hokkaido
“Sign and Presence,” A-Lab, Hyogo

“Art Award Tokyo Marunouchi 2019,” Shin Marunouchi Building, Tokyo

“TO SELF BUILD,” BnA Alter Museum SCG, Kyoto

“Physique Toss,” akibatamabi21, Tokyo

“ARTISTS' FAIR KYOTO 2019,” Kyoto Shimbun Former Printing Plant

“The World of Loop Animation,” Nakano ZERO, Tokyo

“Purple-ism in Purple Town,” Purplume Art School, Kanagawa

“DAI CHOKOKU FAIR,” Sujin Primary School, Kyoto

“Healthcare of Museum Affiliated with Parplume,” Umezu Kaikan, Ibaraki
“pefu03,” pefu, Osaka

“Parplume University -Fantasia from top to end,” Gallery Toritachi-no-ie, Tottori
“Syuudan_tenji,” Coop Kitakagaya & Chidoribunka space B, Osaka

“Go for Love Girl - Parplume University and Kosoga of Yoichi Umetsu,” WATARI-UM, Tokyo
“Mu nejiranai,” honkbooks, Tokyo

“Optical Facade of Parplume,” gallery N, Aichi

“Da Da*Da! Hacking Art x Life,” Goethe Institute Tokyo

“Open Call for Art Project Ideas 2015,” The Former Bank of Japan, Hiroshima Branch, Hiroshima
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KOBAYASHI Muku “When the tortoise stretches its front paws to the stone, as in Euyu of Nefus..."
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Production Cooperation
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Printing
Published by
Published on

2022/12/10 (Sat) - 2023/1/22 (Sun)
Tokyo Arts and Space Hongo
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The Higashiyama Artists Placement Service (HAPS)
TOKISATO Mitsuru, MOTOYAMA Yukari

SUPER FACTORY Co., Ltd.

KOBAYASHI Muku, HATANAKA Minoru, HIGUCHI Kyosuke

KISHIMOTO Mai

OSHIMA Ayako, SUGIHARA Shun (TOKAS)

TAKAHASHI Keniji

Christopher STEPHENS

TERAI Keiji

Sanei Printery Co., Ltd.

Tokyo Arts and Space, Museum of Contemporary Art Tokyo, Tokyo Metropolitan Foundation for History and Culture
March 28, 2023

https://www.tokyoartsandspace.jp/

©2023 Tokyo Arts and Space, Museum of Contemporary Art Tokyo, Tokyo Metropolitan Foundation for History and Culture



