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Statement | TAKEMASA Tomoko

I am drawn to images and words that emerge not from myself but from elsewhere, and to things and phenomena that come into being through

relationships with others.

As | move through different environments in daily life and spend time with a variety of people, the self, even as the body remains present, begins
to feel diluted and takes on an uncertain, shifting quality. Through interactions with others, the self is always changing and flowing. The same
holds true for those around us. If either the self or the world were to vanish, the other would lose all definition, and the two may exist only through

their continual interdependence.

This sense of the diffused self stirs curiosity and awe toward others, and elicits the question: What am I? It reveals the self as something mutable,

formed through an ongoing series of relationships.

This work is organized around narratives about photographs by three people and images worn away by water.

As these narratives and photographs unfold, they gradually occupy the space, creating points of connection to unfamiliar pasts and memories
and offering openings through which we approach images that remain out of view.

They also create the possibility of meeting distant others who never directly cross our paths, and the work becomes an act that reveals the fragile

structure of perception and existence while disrupting the boundaries between subject and object, visible and invisible, memory and presence.
Fragments of narratives and images altered by water keep flowing, shifting shape without ever settling into fixed meaning.
Some things enter our awareness without intention while others pass by without forming meaning, yet their accumulation and blurring unsettles

personal memory and perception and slightly upsets the balance of the world we experience as a landscape.

We continue moving through an uncertain present while living with the full weight of our own minds and bodies. There is no unchanging self. The

self is not a fixed subject but an ongoing process of coming into being within a chain of relationships.

This work is an effort to explore what brings each of us into being as a person, what allows our contours to take shape, and what causes them to

dissolve within that continual process of becoming.
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Five videos are projected from both sides of
the screens, canceling each other’s images. The
footage consists of recordings of three narrators
and scenes capturing photographs provided by
them being soaked in water—moments where
the emergence and disappearance of images
occur simultaneously. The voices emanating
from the three narratives sometimes overlap,
forming layers of sound that lose their meaning
and gently fill the space. The uncertain images
projected, the muddled narratives, and the
viewer’s own shadow reflected there intersect—
an attempt to explore, within this obscurity,
triggers that stir individual memory and
perception.
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Photo materials provided / Interviewees: OYAMA Emi, SHIIGI Shizune, TANAKA Ikuyo
Audio post-production: FUJIGUCHI Ryota




(ZOBNMIEFATT )
Is This Vessel Me?

MUK, Bk

Video, light rail, cloth

YA XE]ZE, BHOBIEDI T
Dimension variable, multiple video loops
2025

BREMRGEBUF LURE, #AKE, bt
BE BEOFK

Photo materials provided / Interviewees: OYAMA Emi, SHIIGI Shizune, TANAKA lkuyo
Audio post-production: FUJIGUCHI Ryota

8 OPEN SITE 10

TAKEMASA TOMOKO

(Fill with void)

Video
2104
2025

EBUF LFE, HEARKE, AhERE
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The silent moments that arrive before a
conversation begins or when it reaches a pause.
These are ambiguous instants, shrouded in
uncertainty—are they gazing at something, or
perhaps seeing nothing at all? By isolating and
editing such stillness, the work weaves a sense of
anticipation filled with emptiness.
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Two photographs printed on plain paper with
an inkjet printer are overlaid on a lightbox, and
the process of their transformation is filmed as
they are touched with wet hands. The visible
landscape changes its mode of appearance
through the act of touching. While this may
appear at first glance to be an act of encountering
the image, it is simultaneously a physical
washing away of ink—and thus, potentially, an
erasure of the image. Furthermore, as the water
continues to spread, the image cannot remain
still. An attempt to document the fleeting forms
that emerge between these contradictory actions.

HRAHREGE MUFE, HEARHE, AR
Photo materials provided: OYAMA Emi, SHIIGI Shizune, TANAKA Ikuyo
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Photographs printed on plain paper with an
inkjet printer are overlaid in pairs on a lightbox
and gradually moistened. These are the paper
fragments that remain after filming a video work
shot from a fixed position. The ink flows away
while leaving clinging afterimages. The two
overlaid photographs appear to blend together
in the video, but in reality they do not fuse—
instead maintaining a relationship in which they
faintly transfer traces of each other.
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A dance performance by Oyama, who also collaborated on this work, providing narration and photographic materials, took place at the exhibition venue
for “Is This Vessel Me?”

In the exhibition space, Oyama’s recorded image and visuals created from photographs she provided are projected on the screen,

while her voice narrating about these photographs resonates through the space.

Her physical body entering the actual space during the event becomes an alien element—the sole presence carrying the “now’ as an object to be viewed—
creating a landscape born from the tension between itself and the images of what has passed.

MUKE | 8HEPOISHETHEIBEFLLTERT 3, OYAMA Emi | Active as a rhythmic gymnast from
18LN AL T URF) 4% — IREARELTEE TS, ages 8 to 18. Working as a contemporary dancer and
2010FELWIRF R, MUSER. ZEREPLICELESE choreographer since age 18. Since 2010, participating

. N 8 i in Nibroll, ti t k
RETENibroll KX 1> #2H—ELTEM, BN, fghy oo 2 ma dancer in Nibroll presenting stage works

e . centered on choreographers, video artists, and musicians.
NI BHHE,

Performed in numerous productions both domestically and
internationally.
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TAKEMASA TOMOKO

The real is never beautiful.
—$Yean-Paul Sartre

How do images come into being, and how do they fade
from view? Takemasa Tomoko's practice centers on what
might be called an ecology of images. This concern has
shaped the core of her work, extending from her early
painting phase, devoted to the deconstruction of that
medium, to her recent moving image phase marked by
engagement with photography and video.

During her painting phase, which continued
into 2016, Takemasa was engaged in dismantling and
reconstructing painting itself, effectively subjecting the
medium to an overhaul. She excavated the surfaces of
earlier works and produced dotted tracings of vestigial
images, or colored the wood grain on canvas stretcher
bars with colored pencils. Her hand and eye were
consistently guided by a fundamental skepticism toward
painting as an established medium. In contrast to the
countless painters who unquestioningly reproduce
images aligned with their own tastes within the
accepted framework of painting, Takemasa broke down
that framework, examined its elements one by one, and
reassembled them into works that asked the viewer:
can this still be a painting? Even if those philosophical
gestures gave the works a forceful physical presence, in
retrospect that physicality was less consequential than
their intimate engagement with the ecology of images
itself. In works in which she deliberately erased images
painted on the surface and traced what remained,
Takemasa's extraordinary dedication to the act of seizing
images before they melt away and ultimately vanish is
clearly evident. This disappearance of images, like the
gradual fading of the faces of the dead into oblivion,

did not stem from Takemasa'’s personal narrative but
addressed a universal issue we all share.

Even in her moving image phase after 2017,
although her methods have changed, Takemasa's
fundamental concerns remain entirely unchanged. She
wets two photographs printed on standard photocopy
paper on a light box, and records on video the process
through which the figures and backgrounds in the
photographs gradually come into view as their colors
deepen. Images emerging from an indistinct plane,
gradually taking on color and shape, seem to mirror the
process of recollection unfolding in our minds. In recent
years, Takemasa has taken further steps, layering sound
onto the moving image. In /s This Vessel Me?, the stories
told by the interviewees are clearly personal. However,
because the photographs that elicit these narratives
are often not visible within the frame, and because
image and sound do not necessarily align precisely but
seem to scatter and refract independently, viewers are
forced to imagine what they cannot see. What sorts
of photographs are the subjects looking at, and what
images prompt them to speak of nostalgia, regret, or
release? While the interviewees recall familiar images
while looking at photographs, we viewers of the moving
image are led to imagine the unfamiliar and never-seen.

The interviewees' narratives are all intriguing,
but the true strength of /s This Vessel Me? lies less in
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the substance of these narratives than in form. What
matters most is not the personal stories themselves, but
the fact that Takemasa has devised a way for viewers
to experience the process of image recollection that
elicited those stories. In this respect, the work is close,
for example, to Konoike Tomoko's Storytelling Table
Runner, which likewise renders the stories of others
visible and shareable through images. However, while
that work presents images as concrete narratives,
Takemasa focuses on the act of recollection itself. The
issue is not what the image is, but how it is brought into
being. Because her practice is focused on form and
method, Takemasa could be described as an image
formalist, yet given the unparalleled intensity of her
approach, she may more aptly be regarded as an image
fundamentalist.

Edmund Husserl described the experience
of images mediated by paintings and pictures as
“image-consciousness,” which he divided into three
components: the “image-thing,” the “image-object,” and
the “image-subject.” The image-thing is the physical
object we perceive, such as the canvas in the case of
a painting. The image-object is the person or scene
depicted on that object. The image-subject, in turn, is
the person or scene that exists outside the painting
and is indicated by the depiction. When this framework
is applied to /s This Vessel Me?, the interviewees'
experiences correspond to the image-subject, while
the figures in the photographs that document those
experiences function as the image-object. The image-
thing might also be understood as the individual
photographs that draw out the interviewees’ narratives.
However, what viewers actually perceive are the
photographs and moving images that document the
interviewees as they speak, and it is the moving images
that are most appropriately considered the image-thing.
While the world is full of undistinguished painters that
remain confined to the image-object, and while artists
working under the banner of socially engaged art seek
a direct, real-world jump toward the image-subject,
Takemasa stands out for retaining a firm footing in the
image-thing while pursuing an imaginative leap toward
both the image-object and the image-subject. Across all
forms of art, material shaped through hand and gaze has
always served to widen the scope of human imagination.
In this light, Takemasa Tomoko can be understood as
an image fundamentalist whose practice remains firmly
grounded in art's most enduring concerns.

FUKUZUMI Ren | Art critic. Author of Today's Marginal Art published
by BankART1929 in 2008. He is currently Associate Professor in the
Graduate School of Akita University of Art.
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Takemasa Tomoko produces works grounded
in photographic imagery. Photography
ostensibly documents specific things, yet

itis also an inherently ambiguous medium.
By pushing these images toward further
dissolution, her practice explores the
instability of the relationship between image
and meaning.

Her method is distinctive. She prints
photographs on standard photocopy paper
using an inkjet printer, layers two different
images, places them face down on a light box,
pours water over them, and records, from a
fixed viewpoint, the way the images gradually
come into view as their colors deepen. This
body of work has unfolded over time through
sustained, hands-on experimentation. As
the images gradually encroach on one
another, becoming increasingly complex
and abstract, her inquiry extends into the
mechanics of seeing and the perception
of images, eventually giving rise to imagery
that resists easy reading. The video works
trace these evolutions as they unfold, while
the photographic works capture a single,
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fleeting state—approaches that could be
seen as diametric opposites. At the same
time, this process serves as a way of tracing
the contours of a self that remains fluid and
continually in flux, an unstable “I."

In this exhibition, titled “Is This Vessel
Me?", Takemasa shifts her focus decisively
from the literal image of the “I" that has long
preoccupied her toward others’ narratives
of the self. At the core of the exhibition are
photographic and video works that rework
photographs provided by three collaborators,
Oyama Emi, Shiigi Shizune, and Tanaka
Ikuyo. Alongside these are three video
interviews in which the collaborators, looking
at photographs to which they feel a personal
attachment, speak about the memories they
evoke.

Vernacular photographs serve as a kind
of proof of past events for those who were
present, but they are also a medium in which
details such as who, what, when, and where
must be supplied by the memories of those
involved. This is because the image itself lacks
identifying information and remains inherently

abstract. Meanwhile, memory is even more
ambiguous than images, and is rewritten each
time a photograph is viewed.

In her opening talk, Takemasa spoke
about how, through her work as an educator,
which she continues alongside her studio
practice, she comes into contact with many
others on a daily basis. She explained that
the more seriously she engages with them,
the more she senses herself being reshaped,
independent of her own will. An interest in this
malleability of the self's contours underlies
her work. It also inspired her to record the act
of tracing memory through images, and for
making her subjects’ actions and narration
part of that process.

In this exhibition, three types of work are
installed so that they interact and intermingle
with one another.

In the first-floor gallery, two freestanding
screens are placed slightly askew, with their
projected images diagonally obstructing the
space. Photographic works appear at intervals
along the walls, and moving inward along
the wall before turning back leads to a dead
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Where the Contours of the Self Dissolve: Experiential Attractions, Evolving Fragments

KOBAYASHI Haruo | open SITE 10 Jury member

end facing the windows. At certain moments,
the gap between the two screens offers a
partial view of the space just traversed, an
experience that echoes that of turning a street
corner. At the same time, the lightweight
steel supports of the screens plainly indicate
the structure and layout of the exhibition and
direct the viewer's path, giving the installation
the feel of a fabricated street within a museum
setting. In contrast to this clear structural
frame, the water-blurred images and the
elusive narratives accompanying them remain
indistinct, and the layout is such that they
cannot be experienced in isolation.

The images projected onto both sides
of the screens overlap left and right as well
as front and back. As daylight streams in
through the windows, it reshapes the space
over the course of the day, even encroaching
on the photographic works on the walls, so
that there is no fixed point on which to focus.
The three voices are always played back
simultaneously, and the directionality of the
dispersed speakers causes the narration
to break into individual sentences. These

ESSAY

sentences emerge unexpectedly, overlap,

or slip past one another. All information is
scattered into fragments, and wherever one
turns there seems to be the hint of meaning,
yet nothing fully connects, producing a
sensation like losing one'’s sense of direction
on an unfamiliar street.

Beneath the window at the dead end is
an L-shaped shelf, on which a large number of
pale-colored sheets of paper are neatly folded
and stacked. These sheets were printed
and then stripped of their images. On close
examination, one finds faint traces of imagery
still linger on the washed-out surfaces of the
paper.

| heard the artist explain that “the
images on the two sheets of paper aren’t
actually breaking down or blending together.
If you separate the sheets, each image is still
exactly where it was. The images projected
from both sides are the same, they're just
separate layers existing at the same time." |
subsequently realized that none of the works
contain inseparable mixtures of images. They
have neither broken down nor broken apart.

Look closely, and you find that each element
simply occupies the position it has been given.
This installation is shaped not only

by those who provided the photographs

but also by a range of collaborators whose
contributions come into play at specific points,
including Ohta Haruka, who designed and
built the display structures, and Fujiguchi
Ryota, who refined and balanced the

sound. Through these collaborations, the
relationships among the various elements
are carefully calibrated. The perception of the
individual elements as broken or fragmented
may reflect the viewer's own urge to impose
coherence through interpretation. Indeed, the
work can be experienced as something that
deflects such interpretive pressure, offering
instead experiential attractions with image
fragments that simply exist and evolve in the
spaces they occupy.

KOBAYASHI Haruo | Director of blanClass, artist. Born

in Kanagawa in 1968. Director of B-semi from 2001 to
2004. He founded blanClass in 2009 and has organised
numerous live events as a platform for disseminating art.

His current activities center on archive management,
external art projects, etc.
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Video, light rail, cloth
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Photo: ABURANO Junpei
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Installation view at “lAMNOWHERE,” U-Style Building, Aomori, 2025

Photo materials provided / Interviewees: FUKUNAGA Nobuko, KUROTAKI Nodoka, HIRAOKA Koki
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Installation view at “lAMNOWHERE,” U-Style Building, Aomori, 2025
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Installation view at “lAMNOWHERE,” U-Style Building, Aomori, 2025

(Hand on image)
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Paper, ink, water
297210 mm
2024-2025

PAST WORKS

A duo exhibition was organised with the
architect-based artist Ohta Haruka in a three-
story building located in the center of Aomori
City. Kurotaki Nodoka, Aomori-based architect,
was involved in planning and operations, and
Nishikawa Yu in public relations. This will

continue as an ongoing project.
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AREZ2L—3> BOY A XDKRZL— B Installation view at “Drawing with different eyes,” Arai Associates, Tokyo, 2023
Installation BO size poster video Photo materials provided: TANAKA NAGAMINE Ryosuke

YA X 0% 1030%X1456 mm

Dimension variable 8'64”
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Photo: MANIWA Yuki Photo: ITO Hisaya
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Installation view at “UNKNOWN," Arai Associates, Tokyo, 2023
Photo materials provided: TONG Xin, TAKEMASA Hatsuyo
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Photo: ITO Hisaya
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Installation view at “UNKNOWN," Arai Associates, Tokyo, 2023 Installation view at “Drawing with different eyes,” Arai Associates, Tokyo, 2023
Photo materials provided: TONG Xin, TAKEMASA Hatsuyo Photo materials provided: TANAKA NAGAMINE Ryosuke
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[AMNOWHERE|IB1—Z &IV EIL, FFHF (TN —TE)

TUNKNOWN Arai Associates. = ({EE)

[Drawing with different eyes | Arai Associates. = ({EE)

LY7o 2B E [ always wish you good luck] (Land-ing Page £LTE0).
Artplug Yeonsu. 1ZJ1I. &E(JIV—TE)

[BsR D E | Arai Associates. R (BE)

[RAM PRACTICE 2021 R RE4iT K% MER M TR EHRE(TIV—TE)
[l am remembering why we are thinking about it |[J# &/, RER (V)L —TE)
[shadow play | Arai Associates. R (fEE)

[POWER GAMES | HIGURE 17-15cas. KR (J/L.—TE)

[vinyl house | Arai Associates. R (VL —TE)

SUPER OPEN STUDIO[TELEPORTATION | 77— b5 R¥E 7,

STUDIO ISSEI. LUCKY HAPPY STUDIO. #Zs)I[(ZIV—T)

[ LD ] awai art center. A4, RF(VIL-TR)

[This sentence makes no sense. | FXILEER. = (ER)

[It is mere guesswork | Maebashi Works. #i#5({ER)

https://tomokotakemasa.com
Instagram @tomokotakemasa

Takemasa Tomoko produces work grounded in the narratives and photographs of
others, centering her practice on the question of what defines the self as an individ-
ual within society. She explores the manifestation of uncertainty using a technique
in which printed matter is wetted on a light source and photographed as images

emerge and vanish.

Major exhibitions

2025 “IAMNOWHERE" U-Style Building, Aomori [Group]

2023 “UNKNOWN" Arai Associates, Tokyo [Solo]

2023 “Drawing with different eyes” Arai Associates, Tokyo [Solo]

2022 Residency Exhibition “| always wish you good luck” (Participated as
Land-ing Page), Artplug Yeonsu, Incheon, Korea [Group]

2021 “Neighbor’s Garden” Arai Associates, Tokyo [Solo]

2021 “RAM PRACTICE 2021" Tokyo University of the Arts Yokohama Campus
[Group]

2019 “l am remembering why we are thinking about it” Zuiunan, Kyoto [Group]

2019 “shadow play” Arai Associates, Tokyo [Solo]

2019 “POWER GAMES" HIGURE 17-15cas, Tokyo [Group]

2018 “vinyl house” Arai Associates, Tokyo [Group]

2018 SUPER OPEN STUDIO “TELEPORTATION" Art Laboratory Hashimoto,
STUDIO ISSEI, LUCKY HAPPY STUDIO, Kanagawa [Group]

2017 “Bottom of the Dam” awai art center, Matsumoto, Nagano [Group]

2016 “This sentence makes no sense.” Akiyama Gallery, Tokyo [Solo]

2015 “Itis mere guesswork” Maebashi Works, Maebashi [Solo]
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TAKEMASA Tomoko “Is This Vessel Me?”
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