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Foreword

The “ACT (Artists Contemporary TOKAS)” exhibition
series introduces noteworthy efforts by up-and-
coming artists, focusing mainly on those who

have previously participated in other programs of
Tokyo Arts and Space (TOKAS). This fifth edition
featured three artists — Ebihara Yasushi, Samejima
Yui and Sudo Misa — who capture in their works
the presence of invisible things, and examine on
varying scales the relationships between the actual
things and our imagination of them.

Assembled by physical creation processes,

these artists’ works remind us of the curiosity,
fascination, fear, and other feelings that we
potentially harbor for things that are there but
invisible to us. At the same time, they strongly
evoke their creators’ efforts reaching out for those
temporally, spatially and spiritually remote things,
and manifesting in their works what they are
unable to grasp otherwise. The parts that each of
the artists brought to the table, attracted the hints
and indications that surround the things that we
see with our eyes; stressed that very presence of
the invisible; and inspired us to put it all together
and paint endless pictures in our mind.

We would like to express our heartfelt thanks to the
artists who participated in this exhibition, and to

everyone else who contributed to its realization.

Tokyo Arts and Space
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The so-called “ley lines” are lines that appear when
connecting ancient ruins at different places on a
map. As there is no scientific evidence for this theory
proposed by the British amateur archaeologist Alfred
Watkins, it is yet to be proven, and therefore remains
an “occultist” kind of subject.

In Watkins’s activities about 100 years ago, aiming

to demonstrate through those invisible lines the
connections between ancient relics, | felt some kind

of affinity with my own practice of creating artworks
by joining together fragments from multiple different
images and screens, which is why | chose this as a
central theme for my work.

The paintings exhibited here mainly consist of
depictions of things and occurrences that one can only
imagine from remaining fragments of information and
objects from times past, such as ancient ruins, tools
that are no longer used, or properties and traditions.
In the painting process, | substitute the missing pieces
in each work with images of familiar objects and

daily commodities — matters and motifs of a different
nature that | can actually touch or carry.

Furthermore, many of those paintings are shaped

in a way that suggests they have been cut out from
some other source, or contain completely blank or
“missing” parts. | would like people to look at them and
discover the things that exist between the individual
fragments, just like the connections between points
that are visualized by lines on a map.

In this day and age, we can easily obtain all kinds of
information, which sometimes makes us feel as if we
had actually seen things with our own eyes. However,
we can still only touch what is within the reach of our
hands, and only perceive matters fragmentarily. No
matter how much information we gather, we will never
get the entire picture, so in order to complete it, all
that we can do is use the facts and imagine what is
behind them.
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Samejima’s work mainly revolves around paintings
themed on connecting “visible things” and “invisible
things,” or visualizing boundaries between both.
“Invisible things” in this case refers to (the idea of)
things that we cannot see, but that humans have
believed to exist since ancient times. While asking
herself what it actually means to “believe,” the artist
explores in her creative work ways of using visual arts
as a means for expressing invisible things.

For her paintings of subjects that she cannot actually
touch, Samejima creates small three-dimensional
objects, to stimulate her imagination first. She calls
them “Yorishiro,” the Japanese word for “objects that
divine spirits reside in.” She then tries to capture

the spirits that dwell in those objects, and finally
translates her physical perception of them into two-
dimensional images. She states that she wants to

be honest in her paintings though, and depict things
she doesn’t know as vaguely as they appear to her,
and those that she actually sees and touches, with
additional accuracy. As a result, each of her works
contains depictions that are different in terms of
detailedness.

The paintings in the “Yobitsugi” series, which her
exhibition here was centered around, are again
vehicles for suggesting the presence of invisible
things, characterized by fragmentary images with
different (hi)stories combined within single images.
Yobitsugi is a technique of repairing broken vessels
by inserting pieces from other vessels using lacquer
mixed with gold, to revive them as new vessels

in a patchwork style. Rather than restoring their
original designs, the “new” vessels contain parts with
completely different patterns or shapes, and it is
this very unevenness and unexpectedness that adds
a special kind of appeal. This concept corresponds

exactly with the irregularly shaped canvases that
Samejima utilizes, and the blank, unpainted spaces one
can find in her paintings. For the works she presented
at this exhibition, Samejima referred to the so-called
“ley lines” — straight lines that, according to a certain
archaeologist, appear when connecting ancient

ruins and other historical architecture on a map. The
paintings contain depictions of subjects of totally
different origins, such as the remains of Pompeii,

or the Pharaohs of ancient Egypt. Again, all these
different pieces are interconnected at some point to
make up one large painting. In the pair of works that
are both titled Yobitsugi (memento/blue), for example,
one inspired the creation of the other, so that both

are connected through the same idea. The shape of
the unpainted area in Yobitsugi (The Old Straight
Track), and that of the canvas of Vobitsugi (Ship of
Atlantis) that was displayed next to it, were made to
fit together like pieces of a puzzle. Samejima creates
situations that suggest that there may be something
more to come, and leaves room for imagination, which
is exactly where she attempts to summon up the
things that are not being depicted.

This exhibition included the first three-dimensional
works that Samejima had made in a while, inspired by
her desire to somehow pay respect to the pieces that
inevitably fall by the wayside in the process of creative
work. She cut up paintings that she had started but
then abandoned, joined them together, and fixed the
lump with beeswax, to create the Mummy of a Dead
Painting by a process based on actual mummification
techniques. Giving shape to paintings that remained
unborn, and breathing new life into organs that have
died their individual deaths, by someone else’s intention
— this view of life and death runs as an undercurrent
through Samejima’s artistic work, and in this sense,
each of her creative acts is an offered prayer.
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My exhibition starts with an observation of the Milky
Way galaxy in which we live. After thinking about the
vast galactic system that our eyes cannot see, in the
dark setting, visitors explore planets that are millions
of kilometers away from the Earth. They travel around
the striped Jupiter, wrapped in a thick layer of clouds,
and the chunks of ice and fragments of stars that make
up the rings of Saturn, before eventually landing on the
red hot Sun. The idea behind this setup was to create
an environment for visitors to get closer to the celestial
bodies while standing down here on the earth, and
rediscover the presence, the characteristic features,
and the beautiful designs of those bodies up there.

Based on data from the National Astronomical
Observatory’s orbiting solar observatory “Hinode,”
astronomical observation data from the NASA, and
interviews with researchers, the works on display were
made by punching holes into sheets of paper using pins.
These operations cause irregularities on the paper, and
slits and undulations that remain on the reverse side of
the holes. During the making of the new work Sun,
| learned about the 11-year cycle of the Sun’s activity,
and that such phenomena as solar flare and corona loops
make its surface anything but calm. | tried to express
that energy by punching the holes with additional,
almost destructive vigor.

[lluminating the works emphasizes the corrugated
quality of their surfaces, and | hope that this roughness
will stimulate the visitors’ senses, and encourage them
to try and imagine the textures of outer space.
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Sudo used to make oil paintings when she was a
student, but the more her interest in light developed
from there, the more she felt attracted to working
with actual light sources rather than paint. She began
to study materials and techniques, and eventually
arrived at her current technique of creating images
by punching holes into sheets of paper. At some point,
inspired by her interest in all things related to space,
she looked at astronomical photographs shot with the
NASA’s space telescope, and in the process, learned
that those colorful sceneries of outer space were in
fact images made by scientists, by coloring invisible
ultraviolet, infrared, X-rays or electric waves. Her
realization that “reality not only consists of the word
as we see it” triggered a fundamental change in her
perception of things, which in turn inspired her to
focus in her artistic work on creating connections to
the realms of the invisible.

Suspended from the ceiling in the small white room
that opened the exhibition, was a picture of the Milky
Way, created by drilling countless holes into a large
sheet of paper. In Blind, the light shining through
these holes gave birth to a scenery that evoked

the mysterious scope of a vast universe behind it.
However, the visitor could walk around the work, and
inspect the paper and the marks that remain on the
reverse side as a side effect of punching holes.

Next was a dark room with black walls, in which
Jupiter and the three-part Safurn were put up to

look as if floating in the darkness of outer space.
Presented here were only the reverse sides of the
respective paper sheets. As a result of Jupiter’s fast
rotation speed, there are strong winds on its surface,
which again cause the formation of clouds in a striped
pattern around it. In her own Jupiter, it seemed that
Sudo expressed even details like those differently
thick layers of clouds, through the undulation of the
paper, and the density of the holes she punched into
it. Looking next at the works that depict Saturn from

three different angles, felt like being on an expedition
around the stars. The rings of Saturn consist of scraps
of ice and chunks of rock, the sizes of which are said
to range from almost invisibly small specks of dust,

to pieces of several meters in diameter. The artist
explains how, in order to convey that extremely large
scale on single sheets of paper, she went about her
work in a self-composed manner and with certain
regularity, in a way like an ascetic monk.

Completely different from the previous exhibition
spaces, the one that marked the last point on the
interplanetary journey was dominated by the color
red. Sun emerged on a suspended sheet of red paper,
in a setting illuminated by red light. Different from the
other works, this one was made in a rather rough style,
by punching holes with varying intensity, using a larger
pin. The tears and big holes in the paper appeared

like sunspots, and when looking at it from different
directions, depending on the angle of illumination,

the sun seemed to be producing heat and moving.

The artist interviewed Okamoto Joten, who conducts
research about the sun at The National Astronomical
Observatory and at JAXA, and her newly gained
understanding of the mechanisms at work, including
the effects of magnetic fields and observation points,
further stimulated Sudo’s imagination. The result

was an exhibition that made us once again feel the
presence and the energy of the sun, as a thing that we
cannot look at directly.

When observed superficially, these works captivate
the viewer with their beautiful lights and designs. The
protrusions on the reverse sides, however, remain as
visible traces of the raw and concentrated manual
operation of punching holes into paper with sharp
tools, to the effect that viewers may feel their skin
crawl. Using paper and light, Sudo creates her own
universes in order to shorten the vast distance to

the stars, and inspire us to imagine them in a tactile
manner.
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| painted the mother that gives birth in the movie “The
Elephant Man.” It is the scene that refers to the birth
of the movie’s protagonist, a man with congenital
malformations. Painting the scene then inspired me to
paint a field of sunflowers in Ukraine, as featured in the
movie “Sunflower.”

Images from movies — things that exist beyond time
and national borders — resonate with each other, and
scenes from certain movies connect to others from
entirely different genres. By taking fractions of those
scenes and painting them onto canvases, | feel that |
liberated them from the stories and timelines of their
respective movies. They are at once clearly charged
with hints at the scenes before and after, and with
someone’s intent. Isolated and stirred up, the images
resonate between the real and the made-up world,
between the perspective of the creator and my own, and
become increasingly shaky as they connect with the
viewer’s memory.
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Ebihara has been fascinated by movies from a young
age. This interest is strongly reflected also in his own
works, such as the “Macaulay Culkin” series themed
on the boy actor who once enjoyed instant fame, or the
“dress” series in which Ebihara paints pretty dresses
worn by actresses. These works amaze with a stylistic
variety that sometimes make it hard to believe that
they were all made by the same artist, however what
remains consist is the focus on the phenomenon of
mass consumption behind the scenes of the glamorous
show biz.

The paintings in the “NOISE” series that he unveiled
this time, Ebihara has been working on continuously
since he was in his early twenties, inspired by the
effect of scanning lines that appear when temporarily
pausing video tapes, making the distorted picture look
as if temporally stretched. He started off by painting
the faces of movie stars as instantly captured on the
screen, with delicate horizontal brush strokes, but as
such freeze frames are no longer distorted now that
movies are all digital, his work nowadays involves
modifying the painted images with his own “video
tape” effect.

The painted faces of famous actors and actresses are
temporarily disconnected from their situations and
roles in the respective movies, and stir the viewer’s
imagination as to what may lurk in the shadows

of those far and untouchable heroes’ lives. When |
expressed my own opinion during the production
process, that apparently had a refreshing and
somewhat arousing effect on the artist, as he realized
that he was trying to depict things that he was
unable to grasp. From there, as his brushwork was

liberated from the stereotype in the previous “NOISE”
works that were based on horizontal strokes only, his
style became much more dynamic, with vigorously
expansive strokes. Rather than capturing moments,
now it seems to be more like visualizing the passage
of time, in a way that has a greater emotional impact
on the viewer. Furthermore, subjects are no longer
limited to faces, but now encompass also sceneries
and others.

The series of 17 new works that were arranged at the
venue, originated from Ebihara’s painting of a face of a
woman who gives birth under pain. Her distorted face
reminded him of the people who currently suffer during
the war in Ukraine, which then inspired him to paint a
field of sunflowers. The sea of lambent sunflowers in
that painting then looked to him like a scenery after
artillery shelling, and the series finally culminates in
the act of presenting a ring to a sad looking woman,
according to the idea to express though the work that
there is still love in moments of despair, and there

is still hope for a better future. So rather than the
original stories of movies, Ebihara scanned the movies
for motifs that he felt like painting, to ultimately
create new stories together with his audience.

The variety of paintings at the exhibition, based on
movies from different genres, reflects at once also the
diversity of Ebihara’s creative work itself, unfolding

in a variety of series. Rather than adhering to one
particular style, in order to paint what he wants to
paint, Ebihara skillfully switches between different
styles - just like an actor who slips into different roles,
or a playwright who plots his stories by interweaving
other people’s memories.
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EHZEEIZINONIO ART WAVE AWARD 2021 ~9 > 7«1 7 8F17 571 NONIO & (2021) & &,

Bornin Kyoto in 1988. Lives and works in Kyoto.

Graduated with a BA in Printmaking from Kyoto Seika University in 2010.

Recent exhibitions: “The Layer, the layer,” The Third Gallery Aya, Osaka, 2022, “Blue Period Exhibition / BLUE ART COLLABORATION,”
Terada Warehouse, Tokyo, 2022, “Emerging Artist Exhibition,” Ginza Tsutaya Bookstore GINZA ATRIUM, Tokyo,2021, “TWS-Emerging
2013 ‘pipe dream’,” Tokyo Wonder Site Hongo.

Recent awards: “NONIO ART WAVE AWARD 2021,” GRAND-PRIX, NONIO Award, 2021.

https://yuisamejima.com/

BEmEE? | SUDO Misa

1982 F4E £, HER £ L= ICTEE,

2007 EBERFRERHUEZMERBRAREELEMNBEEBIET,

FHRESICHEY W CEAB](SYP GALLERY. R®R. 2022). [ED7 MU I ( ¥+ T U —%kE
studio study/ ¥ &EMMIEFR. & L /2 £, 2020). [SUPER OPEN STUDIO[HRD D& & 7-1)]]
(STUDIO ISSEI.®=. 2019) .[TWS-Emerging 2015[7 4+ — I A HZ—]](b—Fa—-7>&—-%1
rEBR) B E,

Bornin 1982. Lives and works in Saitama.

Graduated with an MA in Art Education from SAITAMA University in 2007.

Recent exhibitions: “The stars that go around,” SYP GALLERY, Tokyo, 2022, “Art Studio on a Star,” Gallery Saikousha, studio study/
Saikousha Institute of Art, Saitama, 2020, SUPER OPEN STUDIO “Nora no Tsukiatari,” STUDIO ISSEI, Tokyo, 2019, “TWS-Emerging
2015 ‘False color’,” Tokyo Wonder Site Shibuya.

https://www.misasudo.art/

#BEE 15 | EBIHARA Yasushi

1976 ERMBLE T ho RIBE & HLAITIEE), 2001 EREBM AR KFRIET

FHEEBESRIC[Here and there] (Wada Fine Arts. &R, 2023).[£EBICHH T | FERIDAKEMNE. &
RIET A REMHiRE. 2021). [Garden—fRfE % 5 % % Z & ] (KEN NAKAHASHI, 5 3. 2021). [Colors]
(Wada Fine Arts. &, 2021) & &,

FHSEEIC[GEISAI#10JGIANT ROBOTE (2010). [T7 VAT - X =22 JAL TR 458 (2006),

Borniin Ibaraki in 1976. Lives and works in Ibaraki.

Graduated with an MFA from Tokyo University of Arts in 2001.

Recent exhibitions: “Here and there,” Wada Fine Arts, Tokyo, 2023, “Handsome Men They Are,” The Museum of Modern Art, Saitama /
The Shimane Arts Center, 2021, “garden,” KEN NAKAHASHI, Tokyo, 2021, “Colors” Wada Fine Arts, Tokyo, 2021.

Recent awards: “GEISAI#10,” GIANT ROBOT Award, 2010, “Epson Color Imaging Contest,” Special Award, 2006.
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BEWL SAMEJIMA Yui

(FEURE (Z>DHOHEE)) p.6top
Yobitsugi (reconciliation of two forces)
2022

INFICF v ISR GEF. T 7 U
Oiland acrylic on canvas, panel

# 4 X'®IZ Dimension variable

{1F U4 & (memento/blue)) p.8
Yobitsugi (memento/blue)

2022

INRIVICIRAARFL T 7 UL
Oiland acrylic on canvas, panel

830 x 630 mm

(MU' & (memento/blue)) p.9
Yobitsugi (memento/blue)

2022

INXIVICHRTR. R T O U
Qil and acrylic on cotton, panel

2440 % 1220 mm

UESHIMA COLLECTION

JAmEE7>  SUDO Misa

{Blind (The cluster Westerlund 2
inthe Milky Way)) p.16

2021

#& Paper (stardream -FS)

580 x 910 mm

(Jupiter) p.18bottom
2022

#% Paper (stardream -FS)
720 x 1020 mm

#BER 3  EBIHARA Yasushi

birth) p.26

2022

ER AV It
Oil on canvas

1167 X 1167 mm each

{Rocking chair)

2022

F v L NXTHF
Oil on canvas

7271 x 606 mm
(Explosion)

2023

F v L NXTHF
Oil on canvas

1455 X 1455 mmeach

(B@) p.6 bottom right
Castle of Sands and Spirits
2023

ER N

Wood, sand, clay

4 X'B]Z Dimension variable

(FURE (HOEHRE))

Yobitsugi (The Old Straight Track)
2022

INZWACFR v NIRRT 7 )
Oil'and acrylic on canvas, panel

#  X'®]ZE Dimension variable

(IeDARTFE) p.6bottom left

Mummy of a Dead Painting

2022

HEE e F v PNR TN GE
3

0ld tool, wire, canvas, acrylic, oil, beeswax

# A X'®]ZE Dimension variable

{Saturn) pp.14-15

2021
& Paper (stardream -FS)
720 x 1020 mm

2020 p.18top
#& Paper (stardream -FS)
720 x 1020 mm

2023
& Paper (gmund cotton)
700 900 mm

{Hands)

2023

ER AV
Oil on canvas

445 x 380 mm

910 x 910 mm

{sunflower) p.30top
2023

ERPZAv P
Oilon canvas

2213 X 2213 mm each

List of Works

(FOBE (T LT 2T 1 20M))
Yobitsugi (Ship of Atlantis)

2022

INFIVCF v ISR GEFS. T I U
Oiland acrylic on canvas, panel
9301180 mm

(BEZZONE)

All the Deities on the Seafloor

2023

INFIVICH v SN2 GEF. T 7 UL
Oiland acrylic on canvas, panel

221 % 22Tmm

(FRUMEHTRE S XA))
Yobitsugi (Lights and Sinuhe)

2022

IR H v 2N EFS T 7 I
Qil and acrylic on canvas, panel

460 x 520 mm

{Sun) pp.20-21

2023

#& Paper (curiousmatter DésiréeRed)
700 % 1000 mm

B A

Cooperation: OKAMOTO Joten

{Crying woman)
2022

X v NS
Oil on canvas

910 x 910 mm each

{sing) p.31

2019

ER AV ;]
Oil on canvas

333 x 333 mmeach

BhRMNE
Cooperation: SUGIHARA Shuji
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