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YaMADA Sanae

HROBB LBV AEDEICELTHH T FREITFRI NS & &z D K
FEoHmThHY, FRFCROLFHOFITHH L, TNRIMHVDEIS, LEH
NCDOARZLEREED LIckEETHE, ScntEnctTthdhd, COHM
DEEFCBIECY, ES5R>TERDAA—VRIBFINFEHABENTRS
PICONWT, FAEHIEERBLTE 2T T2,

RERICECEDD L NBAEFHZRETELE, HIcTHRED BT LR
HBLWHTIRENEDS, FARBENALEZOVL LY LT 2, ZhRBECEC S
B hHdbHr KO BELICH, AL LTI OS2 R TLREES,
Kook, ZoREEREZMYLCL T, FA2EDLSE
BoOANxCHTTHPNTRERTTHS,

In places where people live next to the threat of nature, what we call “nor-
mal times” exist between past disasters and the next environmental shift.
This very moment is one of those “normal times” for me and us on this
unstable island nation. Through my artistic practice, I contemplate what
happens during these interim periods, and consider how images of threat
are shared and passed down.

When we imagine the large-scale phenomena that may occur in
the future, the possibility that such uncertainty could befall anyone po-
sitions me as one potential party among others. I believe this awareness

secures a place from which I can stand alongside the immeasurable disasters

that have already taken place—not as a distant observer, but as a neighbor.

Based on the uncertainty and shared experiences, reflecting on disasters
should be open to those, including myself, who have not personally experi-

enced a disaster.

7mu74— Profile

19874ERBIRA T, HEH LM RICIES) . 20124 )R ER R EBERMMAER T ¥4 v HBE T, =
REEAIC "1b neru M "Fr A, (OAG Art Center Kobey 2025), "[UHWEER +R7407, (BR
LA - IR — BRFL &SN AR BERS. 2023) 'TOKAS-Emerging 2022 A Fire on My Palm., (F—
Fa—7—Y TV FAX=2KM), "The Pioneers, (€= 7=y F¥7V—, BE, 2020), ZDfhDOIEBC "5
14 IR B REE 2024plus, (EDM (re/noma))y "Minikino Film Week 8, Bali International Short Film
Festival, (NUy A¥FAS T, 2022) 2L EARBIKR - ZEIC 2024FFEHE - HFFEFE~OIIK, (KM EIE
AN PERBERREEME. 2025), A A=Y T3 —F L« TzRAT4 L2018, /Ifx—h,

Born in Gunma in 1987. Lives and works in Tokyo. Graduated with an MFA in Design from Tokyo University
of the Arts in 2012.

Recent exhibitions: “Tunnel (Art Event Produced by neru),” OAG Art Center Kobe, 2025, “Topophilia,” To-
mioka City Museum / Fukuzawa Ichiro Memorial Gallery, Gunma, 2023, “TOKAS-Emerging 2022 ‘A Fire
on My Palm’,” Tokyo Arts and Space Hongo, “The Pioneers,” VIENTO ARTS GALLERY, Gunma, 2020.
Other activities: “The 14th MAEBASHI MEDIA FESTIVAL 2024 plus,” re/noma, “Minikino Film Week 8,
Bali International Short Film Festival,” Bali, Indonesia, 2022. Recent grant/award: “Contemporary Art Re-

search Grant,” Toshiaki Ogasawara Memorial Foundation, 2025, “Image Forum Festival 2018,” Nominated.
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HD €74, 77—, $UvF NAFFRVAN - BT, FUVR IVRMATAT
HD video, color, sound Multichannel video, sound, mixed media

34°00” A—7/ Loop, 1:56'00”

2026 # A X[ % Dimension variable
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Support: Toshiaki Ogasawara Memorial Foundation
*Map data from OpenStreetMap / Open Database License
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(Choreography for Unpredictability) https://openstreetmap.org/copyright
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4K video, color, sound
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Support: Toshiaki Ogasawara Memorial Foundation
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HD video, color, sound
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ECHTHELZS AR RE LR >Twd, %
hEEsc. Ac@EawnfrofmnrbRo
DTRENRDESTH 5,
3HDOEREFCHOLSIC, HIDBEA~LHFEST
wlciickoT, HEDLEMEEHLA,ICL
Thnolco WE, FAeBBEE TR
FIERHERN APAA R ICL>THEZ T
KO- THEY, Z2CTELSZDD, REET
b DELL DG EBAZDifEFE T b
ATWE—HICHEE R\, RPN AKRH, 11
HofEmErzhbr @ esce T, ik
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1. PPy —X B RE b B BEER
FIHISCE L 20074E, 165 —,
5% Gilles Deleuze, Différence et Répétition
(Presses Universitaires de France, 1968)
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Multi-layered Underground Realm

While the theme for the exhibition focuses on
the connection between people and the land,
all three participating artists, through different
perspectives, ultimately direct their attention
deep into the subterranean realm.

Akahane Fumiaki, who has long worked
with themes drawn from below the earth, fea-
tures a world dominated by fungi and slime
molds, presenting the underground realm—
where non-human beings interact, and teem-
ing life unfolds— as a possible alternative to
the environment in which we belong. Through
her work, Kukita Akane explores the relation-
ship between nature and humans as reflected
in forms of ornamentation. For this exhibition,
she extends her view down to the “roots,” and
creates works to depict a more essential and
spiritual form of connection using motifs from
Buddhist altar ornamentation. Yamada Sanae
presents her central work through video, and
examines natural phenomena labeled as “dis-
asters” from multiple dimensions, shifting her
perspective from the surface of the land we live
on, through the soil, and into the depths of the
Earth.

The practices of these three artists,
which can be likened to a descent into the depths
of the earth, are grounded in the idea that the
reality we live in is not a one-dimensional, uni-
fied whole that can be fully grasped through ra-
tional thought. The philosopher Gilles Deleuze
characterizes this world as something “properly
chaotic,”® in which “difference” and “repeti-
tion”—that cannot be reduced to identity—are
continuously generated and displaced. In living
our lives, we inevitably rely on various frame-
works: nations, companies, schools, families,
and other communities to which we belong,
as well as categories such as occupation, social

IwaDARE Natsuki
Tokyo Arts and Space

status, gender, and religion—definitions con-
structed to maintain social order. Yet such sys-
tems of meaning are ultimately partial, shaped
by modern values and ways of thinking. When
this surface layer of meaning is peeled back,
what emerges is a multi-layered world that is
chaotic and resistant to clear categorization. It
is toward this underlying “chaos” that the three
artists extend their reach, delving into deeper
strata in an attempt to apprehend it.

When asked why he is fascinated by the
subterranean world, Akahane replied, “Because
there is no gravity.” For Akahane, gravity does
not signify physical weight, but rather the pres-
sure of authority embedded within social struc-
tures—forms of oppression he encountered
from an early age, growing up in a conservative
local community. Within the soil in which he
spends time during his everyday life, Akahane
discovers the possibility of freedom. He begins
to imagine another world—one without any
absolute center—in which animals, plants, and
fungi coexist while fully exerting their energies.
His works extend tendrils, sprout hair, expose
openings, and give form to themselves freely
within realms ungoverned by order or regula-
tion. They operate beyond the cognitive mech-
anisms through which we assign meaning, in-
stead inspiring our primordial senses directly.
At such moments, we find ourselves standing
at the threshold of what Akahane calls the “na-
ked world”: a world laid bare, where all layers of
interpretation and imposed meaning have been
stripped away.

Kukita reveals and loosens existing
institutional frameworks by extracting orna-
mentation—elements initially intended to ac-
company specific objects—from their original
contexts. In the first part of the exhibition, Or-

nament Line and Generation and Regeneration
series present reassembled plant motifs drawn
from the decorative patterns found on Japanese
coins and banknotes. Here, currency—often un-
derstood as a symbol of the nation—is released
from its political connotations and allowed to
unfold as an artwork. In her new works, Organ-
ic Industrial Cell: Natto and Organic Industrial
Cell: Salad tray, which employ disposable food
trays, containers produced by a consumer soci-
ety are detached from the cycle of consumption
and spread across the gallery walls as repetitive
patterns, as if acquiring a life of their own. Mov-
ing further into the space, viewers encounter a
deconstructed Buddhist altar and fragments of
ornamentation radiating outward, emanating
a solemn and monumental presence. The work
stems from Kukita’s research on Buddhist altars
in Niigata Prefecture, where she became inter-
ested in the relative freedom of the decorative
form of these structures that, while grounded in
tradition, allow for variation and invention. By
extracting ornamental elements from the Bud-
dhist altar—a customary object within a spe-
cific religious context—and multiplying them,
Kukita seeks to connect with what lies at the
“root” of stylized ornamentation: a sense of rev-
erence toward the deceased and toward nature.

Yamada has long approached natural
phenomena from multiple perspectives, but in
this exhibition, her interest in “layers"—both
in geological and societal contexts—is particu-
larly pronounced. In her central video work,
Creep Beneath the Earth, images alternate be-
tween scenes of everyday life on the surface
of the earth, differences in social and ground
conditions between Tokyo’s elevated areas and
low-lying districts, folk beliefs surrounding the
occurrence of earthquakes, and olivine min-
erals formed through the Earth’s internal dy-
namics. Earthquakes and volcanic eruptions
are, in themselves, inevitable natural phenom-

ena within the Earth’s cycles. It is only when

they result in human damage that they come
to be called “disasters.” Such disasters tend to
cause greater harm in low-lying downtown ar-
eas, exposing disparities that are rooted in the
differences in ground conditions across resi-
dential zones. Representations of jishin-mushi
(earthquake creature) and the namazu catfish in
Japanese folklore can thus be understood as at-
tempts to grasp incomprehensible natural forc-
es and to project the inescapable hardships they
bring into symbolic form. Olivine, by contrast,
shines deep underground, entirely indifferent to
such human frameworks of meaning. Through
this juxtaposition, Yamada’s video reveals how
societies and cultures have continually assigned
meaning to natural phenomena, subtly shifting
our perspective away from a human-centered
view of the world. One extended shot shows
alone woman repeatedly performing evacuation
drills. The quiet “suspended stillness” that per-
meates this long take carries tension that feels
on the verge of collapse, as if the scene were be-
ing observed from a non-human perspective.

Through their respective descents into
the depths of the earth, the three artists reveal
the multi-layered nature of reality. The place in
which we live today is shaped and sustained by
various institutional frameworks, and what we
feel, see, and hear within it is often only a partial
view, filtered through existing systems of value.
By dissolving these frameworks, the works of
Akahane, Kukita, and Yamada open up a range
of possibilities, bringing into view “a world laid
bare.” To receive this world in all its chaotic yet
liberating openness—or to continue thinking
through it—is to be drawn toward a more fun-
damental, primordial connection with the land
itself. Even amid the growing turmoil of contem-
porary society, this encounter invites us to return
to the awareness that we are still of 7he land.

1. Gilles Deleuze, Difference and Repetition, trans. by Paul Patton
(Columbia University Press, 1995), p. 57.

32



JLEI

e NBE TN A —LTRBT 250 - AOIHR R ES R WA ESHECB T3 HILDIEICH 7.

e TUT4—NE T —TAA D IRBE DD 57 2025F 10 R RO EHICH L D E MRE - TER L 72,

o VEEMBERO TeY s MG BERKR T TR,

o VRIS V54 TS DA X IR DI ICRTIRL 72

o BELWEHE TREXA ) (2% 8l SGERF L S O 270, 254 cETlinEEhsbo
BT AW Lo T, REAACHBESEEINDD O RMMEL AL 7co HADRE 2%, #iii2
L BT R BUS R R B I B W C IR ERE IR 2 B L 720

Explanatory Notes

* When listing full names, they are listed in the appropriate order for each language, except when specific
request state otherwise.

* Artist profiles are current as of October 2025, and are edited and composed based on documents provided
by the artists.

* Titles of artworks are given in italics. Quotation marks are used for exhibition and project titles.

* Information on the artworks listed in the following order: title of work, medium and size, year of production.

* Information about exhibitions is written in order of: Exhibition title, venue, city, prefecture/country, year of
holding However, in cases where the exhibition title includes the name of the city it is held in, the city name
is not listed with the other items. Also, if the year of the exhibition was held is included in the exhibition title,

the year is omitted from the list of items. For exhibitions in Japan the names of prefectures are omitted when

the city is a prefectural capital or prefecture status city.
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