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Tokyo Arts and Space (TOKAS) has been supporting the activities of creators through
open calls for artwork submissions, exhibitions, overseas residencies, and other
programs timed with the respective participants’ careers. “Emerging” is an exhibition
program that was launched in 2001 with the aim to offer promising young creators
opportunities to show their works. Originally limited to artists selected for the “Tokyo
Wonder Wall (TWW)” program, after the discontinuation of TWW, from 2019 on the
program is open to entries from any Japanese resident creator aged 35 or below, under
the new name "TOKAS-Emerging.”

For “TOKAS-Emerging 2019” we received entries from 137 (individual or groups
of) artists from all parts of Japan. After a screening of portfolios and subsequent
interviews, six artists were eventually chosen to participate. Their works were
presented in the form of solo exhibitions held over two separate periods between July
and September 2019, showcasing the results of their respective ambitious endeavors
in both research and practical creative work. Their participation in “TOKAS-Emerging”
has certainly helped take these artists’ careers to the next level, and we look forward to
seeing them gear up for their increasingly varied and spirited future activities.

Tokyo Arts and Space



TANIZAKI Momoko
“lonely girl already time”
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{lovers and objects as outsiders in the bedroom) 2019

Left: (lonely girl ® > #5f5) lonely girl already time 2018 Right: {on the leopard print bed) 2019

Many of the paintings that were exhibited here contained one or two human figures each in
some kind of indoor space. While there were some that pleased with brilliant colors, my overall
impression was that they radiate a somewhat dull atmosphere. The reason for this must be related
to the objects depicted in the paintings: people puffing languidly on cigarettes, cigarette butts
piling up on an ashtray, or something that’s supposedly a monitor, broadcasting a martial arts
match with no spectators. All of the human figures that appear in these paintings wear something
like spectacles or perhaps sunglasses, which makes it impossible for the viewer to read their
expressions. With a few exceptions, the sceneries reflected in their glasses are totally different
from the environments they are placed in, so it seems that the reflections project those people’s
ideas and recollections rather than the sceneries before their eyes. In addition, the drops of paint
that are scattered across the canvases look as if they were tears these people are crying. In other
words, to me the paintings seemed to be interpretable as illustrations of the painted characters’
(or the artist’s own?) mental state. However, according to Tanizaki, the drops of paint are not
supposed to represent tears, but they are results of her creative attempts to dissolve the painted
objects’ contours. In any case, the drops of paint stickily crawl or smoothly slide across the
canvas, according to the paint’s viscosity and the laws of gravitation, to level the indoor spaces
and the introspective sceneries reflected in the glasses into continuous surfaces. While creating a
sensation of unity on the picture planes, this adds at once a notion of complexity.

If I were to make some kind of critical remark, I'd close with the comment that | feel a little
bit doubtful regarding the effect of arranging objects in order to relativize painted and real-life
environments. That’s also because such strategies have already been accomplished to some extent
in paintings, and above that, they can also be refined through the creation of paintings alone.

MASUDA Tomohiro (Curator, The National Museum of Modern Art, Tokyo)
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BlEtkF | TANIZAKI Momoko
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EZRESS(IC[LIGHT SESSION OF TWO ARTISTS [PIE 314]) (ON MAY FOURTH.3R%.2019). [SUNDAY GROUP SHOW ]
(SUNDAY. 55, 2018). [ Studio exhibition 2018] (SATOSHI OHNO STUDIO. |Li#Y) . S2HEEEI[FACE 2019 #B1R ¥ v /¥
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Born in Tokyo in 1991. Lives and works in Tokyo. Graduated with an MFA from Tokyo Zokei University in 2016.

Recent exhibitions: “LIGHT SESSION OF TWO ARTISTS [PIE-314]," ON MAY FOURTHTokyo, 2019, “SUNDAY GROUP
SHOW,” SUNDAY, Tokyo, ) Studio exhibition 2018, SATOSHI OHNO STUDIO, Yamanashi. Regent awards: “FACE
2019 Sompo Japan Nippaﬁn Award,” Jury Prize (HORIMotoaki), “TokyoWender Wall 2016,” TokyoWonder Wall Prize.
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| 'am consciously giving shape to the myriad trifling matters that | feel around me as part

of my-daily life. By adding an aspect of movement to my works, my intention is to cause
and communicate changes in their perpetually moving spaces and boundaries through the

juxtaposition of elements of light, shadow, sound and air.
"‘|,E__ngram" is a. word that is said to be derived from the English term “engrave,” and that
was coined to refer'to the physical/scientific transformations in the brain that are maintained

in the process of memorizing certain events.

Whenever | experience something that moves or fulfills me, | want to keep that moment
in my memory, complete with the surrounding air. In order to imprint the things my senses
tell me as they are; | keep my eyes and ears wide open. However at some point, every one
of those “moments” turns into a memory, and the more time passes, those supposedly vivid
memories gradually fade and become vague.
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{perception) 2019

{engrave) 2019

Sunada divides the mechanisms of human memory — a matter that is yet to be fully elucidated
- into the aspects of perceiving, engraving, distorting, accumulating and forgetting, which
she respectively expresses by way of three-dimensional works. What I'd like to focus on here
especially are the elements of motion and sound. All of these works incorporate motors, and
repeatedly perform certain movements. While such mechanisms may look slightly anachronistic
in this day and age, to me they felt like appropriate means of representing memories as
matters that are generally referred to in the past tense. In perception (2019) and engrave (2019),
the exhibition venue was filled with sounds of iron pieces hitting each other, and of a stylus
scratching the surface of a disk. These sounds reverberated and echoed through the room
as if being accumulated at one place, and this very sensation reminded me of the quality of
memories as things that can never precede their facts. This is how in Sunada’s works, forms
and materials are related to the subject matter in an inevitable kind of way.

When viewing the works at this exhibition in order, the visitor traces the cyclic mechanism
of memory, from perception to forgetting, which makes one feel like interpreting the entire
exhibition space as one large apparatus. However regarding the works on display, it is
certainly reasonable to look at each of them as an individually functioning work of art. Being
very aware of that, the artist explains that she decided to create multiple works with different
individual functions, because incorporating the five aspects related to memory that she chose
to base her work on into one single piece was just too difficult. That makes perfect sense to
me, but | guess I’'m not the only one who expects from her nonetheless that she will sooner or
later come up with a work — or a set of works — in which the exhibition space itself functions as
a memory storage device.

MASUDA Tomohiro (Curator, The National Museum of Modern Art, Tokyo)



(distortion) 2019 {accumulation) 2019 (oblivion) 2019

{engrave) (&84 detail) 2019




(accumulation) (&84 detail) 2019

ODAWARA Nodoka
culpting / Overcoming Modernity”
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Born in Tokyo in 1989. Lives and works in Tokyo. Graduated with a BA from Musashino Art University in 2012. Works as
an art unit “ritmico” from 2009.

Recent exhibitions: “Intersection,” Gallery58, Tokyo, 2018, “TOKYO artcrossing BERLIN,” Haus Schwarzenberg neurotitan,
Berlin, 2015. Recent award and grant: Grants for Overseas Study by Young Artists, The Pola Art Foundation, 2019,
“Aesthetica Art Prize 2018 [Longlist Selected, York, United Kingdom.
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What caught the visitor’s eye first upon entering the exhibition venue was a set of questions
lettered in English onto the wall. “Do you visit any monuments?” Questions like this were used
by the General Headquarters after the war when investigating into the effects on the Japanese
society of figures of soldiers and other public sculptures during the war.

What exactly do the Japanese people see in a sculpture? In order to answer this question,
Odawara has been studying modern sculpture. Showcased at this exhibition, some of her
studies reveal quite interesting facts. One is that, according to a survey conducted by the
GHQ immediately after the war, many Japanese at the time didn’t show much interest in
public sculptures. Another fact is that peace statues was the first female nude public sculpture
installed for permanent display in Japan after the war, at the location in Miyakezaka, Tokyo,
where an equestrian statue of Terauchi Masatake used to stand. There are two ironical points
here that I'd like to stress. Public sculptures have always embodied social ideals as envisioned
by the respective establishment. In that sense, the first ironical truth is that the statue of a male
equestrian that was supposed to lift fighting spirits during the war, and the statue of nude females
as a symbol for peace, both share the same intent. The pedestal on which the female nude
sculpture in Miyakezaka sits is in fact basically the same as the one that was used before the
war — the second point of irony, considering that many Japanese weren’t particularly interested
in sculptures that supposedly lift fighting spirits. What exactly is a (public) sculpture for then?
Crossing the boundaries of time, the question asked at the beginning of this exhibition still
unsparingly rings in our ears today.

Installed in the exhibition space in the back were three sculpted heads made of plaster.
Visitors were allowed to touch them, and when | tried and put my hand on the plaster figures, |
could directly feel the narrow cheeks and the coquettishly beautiful noses, and at the same time |
could also imagine the artist’s joy when sculpting them. However once | had proceeded through
the exhibition as described above, it was impossible for me to innocently devote myself to that
fetishistic kind of fascination. Such divided feelings probably correspond with the feelings that
Odawara herself has in her position as an artist and a researcher at the same time.

MASUDA Tomohiro (Curator, The National Museum of Modern Art, Tokyo)
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NEED EDRIELIN], MR 10, 2018. ODAWARA Nodoka (Ed.), SCULPTURE 1, topofil, 2018.
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DAWARA Nodoka
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in Miyagi in 1985. Lives and works in Tokyo. Graduated with a PhD from University of Tsukuba in 2015.

ecent exhibitions: “Aichi Triennale 2019,” “STATUMANIA,” ARTZONE, Kyoto, 2017. Recent publication: (ed.)
SCULPTURE 1: Japanese sculpture During the World War I, the Blank Ages / For the beginning of Japanese sculpture,
topofil, 2018. Recent award: “The 12th Gunma Biennale for Young Artists,” Second Prize, 2015.
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(1 1a) Section/perspective 2019

Ashikawa combines various “things imagined from, or as extensions of, reality” into complex
images that she presents in the form of drawings. Featured at this exhibition were works
themed around the venue of the TOKAS building itself, along with scenes and landscapes in
the building’s direct environment. These included works painted onto both sides of sheets of
paper, inspired especially by the windows at the exhibition space on the first floor, and the
ambiguous notion of back and front that are reversed when walking in and out of a building, or
in other words, seeing it from the inside or from the outside. Typically for an artist specializing
in two-dimensional works, Ashikawa has been exploring possibilities of spatially expanding
such “superficial operations,” and in this sense, she composed her exhibition this time in a
very spatial way by positioning her works at various heights, including directly on the floor.

Superficially, the paintings contain manga-like elements woven into realistically depicted
sceneries, which adds a sense of multilayered weight to the plain surface of each work. From
her own unique point of view, Ashikawa first cuts up scenes and events that she witnessed
herself optically or acoustically at different times and places, before eventually putting those
fragments together into individual sceneries. Even though her works are based on concrete
locations and sceneries, one may understand them as very subjectively created images of
multiple fragmented memories from different time phases.

The title “Out of range” refers to “moments in which the relationship between a scenery
and the observing subject is reversed.” What Ashikawa aims to depict are sceneries in which,
triggered by some cause or other, things she hadn’t been aware of suddenly transform into
things that demand her attention.

TAKEHISA Yuu (Senior Curator, Contemporary Art Center, Art Tower Mito)
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MIYASAKA Naoki

“Three Spaces”
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Born in 1994 in Shizuoka. Lives and works in Tokyo. Enrolled in a PhD in Production of Art in Musashino Art University.
Recent exhibitions: “Shell Art Award Exhibition 2018,” The National Art Center, Tokyo, “The 19th ‘1_WALL" Graphics
Exhibition,” Guardian Garden, Tokyo, 2018. Recent Awards: “Art Award Tokyo Marunouchi 2019,” a.a.tm.2019 Mitsubishi
Estate Co.,Ltd. Prize, “Musashino Art University Degree Show 2019” Second prize, “AOMORI TRIENNALE 2017, Classical
Department,” Second prize, “The 42nd Annual Exhibition of the Japan Society of Printmaking,” Purchase Prize, 2017.
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| have been studying concepts of space as something that appears in different ways
depending on the methods of our perception. In the essay the smooth shift of perception that |
wrote in 2015, | presented a theory for smoothly transforming the observer’s contemplation. In
recent years, | have been creating works in which | apply the theory discussed in the essay to
my presumption of other people’s sen ns. With support from the Fondation Le Corbusier
and Institut francgais, | am presently ducting research related to the Modulor system.
Through works in which | apply the or’'s sequence of measurements to individual body
dimensions, | adapt the Modulor & eived by Le Corbusier, to the recognition of other
people’s physical perception.

B A EEEA H 5 N EFASRE
Grant: Nomura Foundati
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(3 spaces central 25mm) 2019

(3 spaces angular 25mm) 2019

The title “Three Spaces” refers to the way the exhibition space is literally divided into three
separate spaces using two pairs of temporary partition walls that are in fact the actual
artworks. Placed within them are three sculptures, each based on a different “space” motif.
While one tends to think of a room that people or things can reside in when hearing the word
“space,” what Miyasaka focuses on is a type of space that is at once a room and a void. For
example, Surspace 2 (2019), one of the works incorporating walls, consists of three elements:
one pair of walls, a camera filming the space between these walls from straight above, and a
monitor showing the images recorded by the camera in real-time. The pair of walls is in fact
arranged on the premise that it is actually a single wall, as the camera is fixed in a central
position to capture the scenery below and create the impression of a hollow space between
the walls according to the angle of view. That empty space is minutely displayed on the
monitor, making this a work that visualizes a void in both a sculptural and filmic style.

In another work made of walls, titled Angle mort 2 (2019), the artist depicts walls that one
normally draws as rectangles in a trapezoidal shape, and thereby creates a scheme in which
the blind spots on the diagonal lines of both walls are eliminated, so that people who stand
on each corner of the walls’ diagonal lines are not hidden but visible to each other. The artist
uses a CAD system to capture the spaces known as “blind spots” that walls normally involve,
and creates wall designs that incorporate those parts. Each of the works that were on display
here can be considered as a practice around the visual perception of a space as a void, and
an attempt to give a form to such a space.

TAKEHISA Yuu (Senior Curator, Contemporary Art Center, Art Tower Mito)






Angle mort 2) (&84 detail) 2019

HOJO Tomoko

“Sotto Voce”
LENF [FE0Z2HT]

ZiREH | MIYASAKA Naoki
1985 F FERE T N, TERF £ /¥ £ B IS 7ET . 201 6F R B A AT E T ZSS I S BT e =iz b pRIs S LR 1

B[ Shift-Shoft] (F7— KE L + > 2 — KB /Midnight Museum. REi2018)S [ Tips (ReEf=1ire =2\
2018). [Exercise for Death] (ARTZONE. 5#8. 2017) . BiAkFE (= [ B A =i 1 L BRI S T Sl SR DA SR (S50 9 2 Bk
ZATAEBIRR (2017) 6

Born'in 1985 in Chiba. Lives and works in Kyoto and Paris. Graduated with a FADSIRSDepaftment ofinter-Media Art,
Graduate School of Fine Arts from Tokyo University of the Arts. Recent exhibitions: FShift:Shoft, ™ Kobe Art Village Center,
Hyogo / Midnight Museum, Kyoto, 2018, “Tips,” Kyoto Art Center, 2018, “Exercisétfor Death, "ARTZONE, Kyoto, 2017-
Recent grants: Yoshino Gypsum Art Foundation, 2018, Nomura Foundation Grants forfArts & Culture, 2017:
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What do you think of when hearing the name “Yoko Ono” ?
John Lennon’s wife? A witch? An Oriental mystery? A person of endless rumors? A woman of
countless affairs? A mother who abandoned her child? A rich person? A celebrity? An artist?
Last year | did an exhibition themed around Yoko Ono in London. Prior to that exhibition,
| knew almost nothing about Yoko Ono. When her name incidentally flashed across my mind
during the conception phase, | instantly said “No,” but | guess that, on a subliminal level, that
response came from a part in me that had been perceiving her based on some of the above
preconceptions.
Where exactly did that verdict come from that | passed so unhesitatingly at the time, and
who is responsible for that? This is a question that I’'m asking myself, and at the same time |
think it may also be a question that concerns everyone who is familiar with Yoko Ono’s name.
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(HrELVEEZ) Loud Whisper 2019

Hojo’s work is generally themed around “voices (of women) that have been muted
throughout history” and events that haven’t been documented. Here she focuses on Yoko
Ono as a person who embodies both of these aspects. Yoko Ono’s text from Painting To
Be Constructed In Your Head is a multi-panel display of an account written by Ono herself
in Japanese and English in 1995, in response to critical, or rather, abusive comments after
Ono’s one-day-only exhibition and performance at Sogetsu Kaikan in 1962. Keeping her own
originality as an artist to the minimum, Hojo objectively showcases a factual situation that was
caused by obvious discrepancies in terms of style and quantity of the respective descriptions,
depending on its language and targeted readership. One may see it as a “museum kind of
approach from a curator’s point of view” so to speak. Made with a similar are the collages
Loud Whisper (2019) and Silent Shout (2019), in which the artist researched publications
stored at libraries, and accumulated adjectives used by other people to describe Yoko Ono,
divided into critical and supportive ones. It is thus a work that was shaped by the results of
the artist’s inspection. / am Listening to You (2018/2019), based on an audio recording of a
three-hour interview with John Lennon and Ono, highlights the voice of Yoko Ono as the wife
that is largely reticent compared to her husband, and keeps chiming in with his remarks. In
this work the artist lets the viewer relive the shock that she experienced herself when hearing
the interview.

What Hojo addresses through these works is certainly not the eventful life of the woman
Yoko Ono, but the discriminating male chauvinism at the time that reduced women to such
stereotypes as “wife” or “mother.” In addition to this, she asks questions about the current
state of affairs, directed to us who witness her works in this day and age.

TAKEHISA Yuu (Senior Curator, Contemporary Art Center, Art Tower Mito)



[EDHTHEHAILT B4 (1995) & 1) #/-—2OXE (8% detail)
Yoko Ono’s text from PAINTING TO BE CONSTRUCTED IN YOUR HEAD (1995)

(Listen to Yourself. (A5 B & £K<,)) 2019
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ALEHMF | HOJO Tomoko

1988 F BB L & ho HFH & WA iEE, 20165 A FOXMAZOL Ko HLy T 47232245 —-23 7,
FERBRC[HBEEL I > F— L2019 (BBRINLAXHMAE). [Lost and Found] (Kotolna, 313V =, ZA/N%7,2018).
[Unfinished Descriptions] (Hundred Years Gallery, 0> K>, 2018) . BIREEIC[ 7 ST > A F 250 H2 I —2—F—
7-7x08-2y 71(2019) [K— 5 EMREIH BFZMRDESNMEICKH T 5818 (2017)

Born in 1988 in Aichi. Works in Tokyo. Graduated with an MA in London College of Communication from the University of
the Arts London.

Recent exhibitions: “The Gunma Biennale for Young Artists 2019,” The Museum of Modern Art Gunma, “Lost and Found,”
Kotolfa, Kosice, Slovakia, 2018, “Unfinished Descriptions,” Hundred Years Gallery, London, 2018. Recent grants: New
York Fellowship, Asian Cultural Council, 2019, Grants for Overseas Study by Young Artists, The Pola Art Foundation,
2017.
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PART.1

*—7=>%+- =% | Opening Talk

2019. 7. 20 (Sat) 16:30-18:00

72 HERfRE (RREDARENEE FEMRE)

Guest: MASUDA Tomohiro (Curator, The National Museum of Modern Art, Tokyo)

22y TICEBFX v T —- =7
Gallery talk by TOKAS staff
2019. 8. 10 (Sat) 15:00-15:30

MREDEDL k=714 X2 N8H15H]
Talk event “8. 15" by ODAWARA Nodoka
2019. 8. 15 (Thu) 17:00-19:00
TAMNEEBS(T—71XHh)

Guest: MAJIMA Tatsuo (Artist)

NEEDE D h—7 14 N> h[August)

Talk event “August” by ODAWARA Nodoka
2019. 8. 18 (Sun) 17:00-19:00

4R AR O A A (BEEER)

Guest: NAKAYAMA Hifumi (Critic)

PART.2

*—7=>%+ k=% | Opening Talk

2019. 8. 31 (Sat) 16:30-18:00

TR A A KFEAMRERAEN > 4 — EEF=8)

Guest: TAKEHISA Yuu (Senior Curator, Contemporary Art Center, Art Tower Mito)

22y TICEBFX I )—-F=7
Gallery talk by TOKAS staff
2019. 9. 21 (Sat) 15:00-15:30

PART.1

AUFPEF TANIZAKI MOMOKO

1. on the leopard print bed
2019

T 7 I F v 2N
Oil, acrylic on canvas
606 x 500 mm

2. lonely girl & 5 BxfE
lonely girl already time
2018

ST 7 ST
Oil, acrylic on panel
2570 x 1830 mm

3. GOOD NIGHT
2019

HFL X v N
Oil on canvas
220 x 237 mm

MHEHBAZE SUNADA YURIKA

1. perception

2019

% E—52—

Steel, motor

1200 x 2100 x 200 mm

2. engrave

2019

k. E—4—

Steel, motor

2200 x 2200 x 2200 mm

INEABEDOED ODAWARA NODC

1. Do you visit any monuments?
2019

12932y TV N TIYN
Ink-jet print, acrylic

# 1 XB]Z  Demension variable
[XHR#HL Source of image:GHQ
SCAPX# CIE(C)06762-3

2. (FATEFSR)

‘Equestrian Statue of Marshal Terauchi”
2019

Z2—FR) L XFLLR R

Tarpaulin, stainless steel, string

900 x 600 mm

BARREHL 1 923 FRATIZIE A &

Source of image: Postcard (1923)

3. Do you visit any monuments? /
Why? Why not? / Was a close relative
killed during the war?

2019

RAXHZ—  Poster

4. lovers and objects as outsiders in
the bedroom

2019

ST 7 I F v ISR

Qil, acrylic on canvas

1910 x 2702 mm

5. Dating plan A
2018

LT T VI ISR I
Qil, acrylic on panel
652 x 803 mm

6. After falling in love
2019

FL X v N

Oil on canvas

336 x 245 mm

3. distortion

2019

2FULR L MR E-%—
Stainless steel, lens, resin, motor
1200 x 1200 x 800 mm

4. accumulation

2019

E—H2—.K

Steel, motor, water
1800 x 1000 x 1000 mm

KA

4. FRDK /-5

Women of Peace

2019

1299y TV TI)IL
Ink-jet print, acrylic

143 x 157 mm

BORR sl : [FFN#RI11953F6 A 11 B fF
Source of image: Heiwa Shimbun
(1953, June 11)

5. (FRDER)

‘Peace statues”

2019

2—K) > XF LR R
Tarpaulin, stainless steel, string
1200 x 1800 mm

R B

Photo: NISHIZAWA Satoshi

6. 2 - B BAK

Love / intellect / motivation
2019

A& Plaster

#1 XB]Z  Demension variable

')A b

7.2010.5.29 | believe
2018

T I X v N
Qil, acrylic on canvas
1620 x 1300 mm

8. heart breaker

2019

HIAE-X REDT T
Glass beads, secondhand lamp
300 x 100 x 100 mm

9. B=HELTDAT VI b
objects as outsiders

2019

SURMAT4T

Mixed media

4 XB[ZE Demension variable

5. oblivion

2019

HATX E—H2—
Steel, glass, motor
1700 x 700 x 700 mm

7. (FMOBR)BRER

Unveiling of ‘the Peace Statues”
2019

Z—FRKYL ZAFLL X MR

Tarpaulin, stainless, string

900 x 600 mm

BhR sl BiE100FELRERERRIE
E—OOF$:1901-2001 ) B3&. 2001
FATIE

Source of image: Dentst 100-nenshi
Henshu linkai (Ed.), Dentsd
100-nenshi: 1901-2001, Dentsa,
2001, p.171

8. /NARD & rim %N —2 A D,
EIEORZ ZOEDHELDIE L E YA
rKRZ7 1)L

ODAWARA Nodoka (Ed.),

SCULPTURE 1: Japanese sculpture

During the World War II, the Blank

Ages / For the beginning of Japanese

sculpture, topofil

2018



PART.2

ENIEZE ASHIKAWA MIZUKI

1. Groundzero
2019

Y NT ST HERE
Lithograph on paper
1050 x 1400 mm

2.990
Section/perspective
2019

U NT 5T R
Lithograph on paper
890 x 1120 mm

3. KL & B AR
Limit and counting
2019

U NT ST HEE
Lithograph on paper
710 x 895 mm

4. EH

Frequency

2019

YU NT T T HER
Lithograph on paper
PRI
Demension variable

5. BFRAICONTT
About singularity point1
2019

Y NI T T HEE
Lithograph on paper
890 x 1210 mm

6. BHRAICDOWVNT2
About singularity point2
2019

Y KNT ST HR
Lithograph on paper
890 x 1270 mm

7 HEREICOVWT3
About singularity point3
2019

U NT ST ER
Lithograph on paper
890 x 600 mm

8. BHRAICDOW\T4
About singularity point4
2019

Y KNTS T HER
Lithograph on paper
475 x 542 mm

9. BFRAICDVTE

About singularity point5

2019

U NI T T R
Lithograph on paper
540 x 680 mm

10. B

Escapel

2018

YU NT ST HER
Lithograph on paper
600 x 860 mm

11. B2

Escape2

2018

U NT ST HR
Lithograph on paper
600 x 860 mm

12, B3

Escape3

2018

U NI T T R
Lithograph on paper
600 x 860 mm

13. 85 T
Trace/after

2019

Y NT ST ER
Lithograph on paper
193 x 142 mm

14, @FE LR
underdog

2019

YU KNT ST HR
Lithograph on paper
220 x 180 mm

15. DA

Sand castle1

2019

U RNTZ T HR
Lithograph on paper
240 x 215 mm

16. D2

Sand castle2

2019

Y KNT ST HEE
Lithograph on paper
195 x 260 mm

17. hospis D74

Whereabouts of hospis

2019

U NI T T R
Lithograph on paper
185 x 185 mm

18. [HEW

No way

2019

U NT T T R
Lithograph on paper
135 x 185 mm

19. &h i

Forgot

2019

U NTZ T HR
Lithograph on paper
125 x 170 mm

20. £%h/-H

The day of birth
2018

U NI T T R
Lithograph on paper
130 x 170 mm

21. 80K

Melting dog

2018

YU NT ST HER
Lithograph on paper
110 x 160 mm

22. /&I Hh>
Burning orange
2018

DRV PN-: i3
Lithograph on paper
205 x 205 mm

28. FiD=2—2X
Past news

2018

U NTZ T HR
Lithograph on paper
175 x 180 mm

24. ANT D — L
Ghost game

2018

Y NTS T HER
Lithograph on paper
160 x 170 mm

25, HE1FK

Run away, with water
2018

U NI T T ER
Lithograph on paper
145 x 150 mm

26. Flash

2017

U NTZ T HE
Lithograph on paper
116.5 x 210 mm

27. NEHTEZE
Small things

2018

U NT T R
Lithograph on paper
210 x 250 mm

28. Sunny?

2018

U NT T T MR
Lithograph on paper
230 x 323 mm

29. 1 702
IBUTSUO2

2017

U NI T T R
Lithograph on paper
155 x 217 mm

30. 7h B

Break

2019

/24T ER
Monotype on paper
80 x 50 mm

31. 8%

ary

2019

U NT T T R
Lithograph on paper
720 x 510 mm

EIREB MIVASAKA NAOKI

1. 3 spaces straight 50mm
2019

SURRATAT

Mixed media

200 x 469 x 200 mm

2. 3 spaces central 25mm
2019

RURRATAT

Mixed media

161 x 185 x 218 mm

JELEEF HOJO TOMOKO

1. [EOFTHEAL TR L) /-3 —
AOXE

Yoko Ono's text from PAINTING TO BE
CONSTRUCTED IN YOUR HEAD
(1995)

ISRV M T F R B

Panel, paper, text

#1 XB]Z Demension variable

2. B LDBED (EA 5N 3)%NY
Some (possible) leftovers of imaginary
paintings

2019

AF.T7 7 VIARLED F1 b BIz#Z
E-H—BR TIXF v 7H SRIN
MR 7~

Wooden box, acrylic plate, LED light,
bone conduction speaker, sound source,
plastic bag, superabsorbent polymer
220x170x 100 mm 2' 20"

2-a. &N 7= D
SOMOKE PAINTING
Yy F

Cloth, match

3. Angle mort 2

2019

IURMATAT

Mixed media

#1 XB]Z Demension variable

4. Surspace 2

2019

IYRMATAT

Mixed media

#1 XB]Z Demension variable

2-b. AD 7= D&
PAINTING FOR THE WIND
.12

Cotton, seed

2-c. BORTHHA 72T 34 D1
PAINTING TO BE CONSTRUCTED IN
YOUR HEAD (1)

BR R T LR EE

White rice, slime, wing, hair

2-d. FHEETI

PAINTING TO LET THE EVENING
LIGHT GO THROUGH

ER. ROBM

Phtograph, insect legs

2. ik L TH B4

PAINTING TO ENLAGE AND SEE
7. REREE

Cloth, magnifying glass

2. DR THALT 34 ZD3
PAINTING TO BE CONSTRUCTED IN
YOUR HEAD (3)

TI3RXFy ¥t

Plastic clay

fE@' 2 b

5. 3 spaces angular 25mm
2019

IYRMATAT

Mixed media

258 x 117 x 218 mm

3. D ELVEZ

Loud Whisper

2019

#. 7L —L  Paper, flame
594 x 841 mm

4. Bhr LUy

Silent Shout

2019

#. 7L — /L Paper, flame
594 x 841 mm

5. Listen to Yourself. (B2 B & &5 <)
2019

AFE AR B2 T X R b

Wooden box, cotton, earplugs, text
1 XB]Z  Demension variable

6. | am Listening to You
2018/2019
ZE-H— BR
Speakers, sound source
16' 00"
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