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In today’s increasingly information-driven society, we find ourselves interacting more
and more with Al through computers and smartphones to carry out various tasks. Yet
human beings have, by nature, developed their senses, wisdom, and capacity to live
through experiences gained in connection with others.

Even when verbal communication proves difficult for some, they find ways to express
themselves through visual forms, conveying things that are hard to articulate in words
and sharing their unique sensibilities. Precisely because they face certain limitations,
their work often develops in unexpected ways; sustained periods of deep absorption
become the foundation through which each artist crystallizes a singular mode of ex-
pression.The expressions and works born in this way are often deeply connected to
the routines of daily life. Family environments, school experiences, familiar plants and
animals, materials close at hand, and relationships with others—all quietly breathe
beneath the surface of these creations. Expressions that resist being fixed in form
often come to be recognized only when received by others, reminding us that the
process itself is also one of connection and exchange.

This exhibition is guided by three key concepts: “Forms of Learning,” “Signs and
Awareness,” and “Sensing Beings”, and presents a range of unique visual forms that
emerge from the foundations of learning, records of expressions that are difficult to
contain in tangible form, and works created through a sensibility attuned to feeling
and perception.

Engaging quietly with each work, contemplating its background and allowing one’s
imagination to wander, can awaken dormant memories and sensations within the
viewer, offering an opportunity to see the world anew from a different perspective.
Through this exhibition, we hope to create a space for reflection on the value of sen-
sitivity and the importance of our connections with others and the world around us,
qualities that have become ever more essential in contemporary society.

Finally, we would like to express our heartfelt gratitude to everyone who kindly offered
their warm support in making this exhibition possible.
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Building on techniques learned in childhood,
developing a distinctive and independent artistic
practice

The basic skills and knowledge acquired in childhood as necessities for
living later become a solid foundation that supports one’s work. By per-
sistently repeating simple actions such as cutting paper, making dots,
applying color, and writing letters, the time invested accumulates as
proof of practice. From this process, a distinctive artistic development
emerges, giving rise to forms that are truly one of a kind.

Here, we introduce four artists: Morimoto Eri, who begins with the rou-
tine act of cutting paper and continues to create paintings and paper
sculptures through a systematic process; Katsunobu, who became
fascinated with color after learning the principles of paint mixing and
produces vivid color-field paintings by carefully and steadily drawing
his brush; Matsumoto Kunizo, whose lifelong engagement with kabuki
and noh, together with calligraphy learned both at care facilities and
on his own, has fused into a singular world of written forms; and Hirata
Yasuhiro, born into a family that ran a construction business, for whom
nails and hammers were familiar tools, and who would single-mindedly
continue hammering nails as if to steady his own mind.
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Hirata Yasuhiro (1984-)
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Hirata Yasuhiro was born into a family that ran a construction business, and from a young age he spent his
time watching his father at work in the carpentry shop. When he first began attending the art studio, he repeat-
edly painted sideways portraits of people as well as his father's work tools, such as caulking guns, nails, and
paint cans.

Hirata began creating cylindrical objects around 2004, a time of significant personal change, including his grad-
uation from the familiar environment of his special-needs school and the loss of his grandmother—the first time
he experienced the death of a close family member. This shift in his artistic focus was prompted when his father
happened to receive a paper tube from a business acquaintance.

Hirata drives countless nails into an unstable curved surface, placing them at regular intervals, and then draws
spirals or circles around them. According to him, he is recreating his favorite food, which is corn. Hammering
nails into the curved surface requires a high level of skill, a technique he mastered from a young age when he
became adept at using a hammer. He continuously strikes the nails with precision, working his way towards the
center of the cylinder. Hirata immersed himself in the creation of these “corn” objects for about ten years, and
after that, his practice continued at a relaxed pace, with him striking one or two nails per day.

Hirata resumed his intense focus on creating the “corn” sculptures around 2020, when the state of emergency
of the COVID-19 pandemic was declared. In recent years, he has incorporated a variety of nails, covering the
entire surface of the paper tubes so densely that it is almost completely covered.

From Hirata’s works, where nails are driven in single-mindedly, a profound spirituality emanates that can be felt
as either madness or prayer.
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E2HHZL
Corn on the cob, 2013
Iron nails, acrylic on paper tube

E3HHZL
Corn on the cob, 2013
Iron nails, acrylic on paper tube

E3HHZL
Corn on the cob, 2013
Colored steel nails, acrylic on paper tube
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Morimoto Eri (1978-)
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Morimoto Eri creates paintings and sculptures using a systematic method based on specific rules. It gives a
complex impression, as if emotions and sentiments have been eliminated, but in reality, it is a record of deeply
personal sensations and actions. The artist says that she is strongly drawn to fractal patterns, boundaries, and
net-like structures. She separates concrete sensations like humidity, the scent of the environment, and the joy
of looking at beautiful plants and landscapes, reconfiguring them into artwork through her unique filter.

The series of flat works titled contour map is based on landscapes that the artist found compelling. These land-
scapes are deconstructed into dots of various colors and sizes, and after calculating the dimensions, the artist
then places these dots on the canvas according to a predetermined plan, creating the final piece. The paired
“memo” serves as a manual documenting the production process (which the artist refers to as a “recipe”). It
details the number of dots for each color and the process of placing them, with each unit of the cross-shaped
pattern representing 100 dots. In this exhibition, we present recent works inspired by a sandy beach from an
area that is personally meaningful to the artist. Morimoto has been cutting paper into fine pieces with scissors
since the age of four or five, a practice she has continued as a lifelong pursuit for over forty years. The three-di-
mensional work Granite (Large) on view is an extension of this practice: following her own set of rules, she cuts
1x10 mm strips of paper and forms minuscule paper rings, which are then linked together like a chain to create
the piece.

The uniform placement of perfect circles mere millimeters apart, and the linking of countless tiny paper frag-
ments into exquisitely formed rings, demands a process and mastery of technique that defies imagination. The
artist describes this repetitive act by saying, “Though it brings physical pain, it is the mind that finds peace and
fulfillment.” The childhood experience of cutting paper, refined through many years of practice, has evolved into
the foundation of Morimoto’s artistic expression. Her works, born of exceptional craftsmanship and a gentle
rhythm, offer viewers both a sense of wonder and a completely new visual experience.
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granite (L), 2017

contour map # beach (TAl) I, 2024
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Katsunobu (1992-)
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Katsunobu creates abstract paintings of vivid color by building up multiple layers of oil paint. In 2006, when he
was 14 years old and a second-year junior high school student, he began attending an art class. There, after
mixing yellow and blue to make green, he was so astonished that he reportedly stared at the paint for some
time. That first experience with color mixing became the starting point for what has now been nearly twenty
years of painting color-field works in oil.

In the beginning, he created abstract paintings with beautifully textured surfaces featuring overlapping rect-
angles, but around 2017 he shifted to producing his border-themed works. In this series, he loads the brush
and pulls it downward; once he reaches the bottom edge of the canvas, he moves to the adjacent column and
again pulls the brush downward, repeating this process to build up layers of paint. When he has worked all the
way across the surface horizontally, he starts again from a slightly lower position on the canvas and repeats the
same process. The horizontal bands that appear as borders are actually formed by countless vertical strokes
laid side by side, and the layers of paint left on the edges and the drips that accumulate along the lower edge
evoke the process through which the works are made.

Having discovered color mixing and becoming captivated by color, Katsunobu has spent years pursuing the
landscapes of color he envisions. Each day he carefully blends his pigments and continues to build up layers of
paint. He works on multiple pieces at the same time, and it is said that completing a single work can take more
than a year.

Within this seemingly simple act lies the joy of working with color, the delicate and warm forms born from skilled
hands, a sense of substance that gives the work its presence, and the richness of time itself. What emerges
from this process are paintings that are truly one of a kind, created through Katsunobu's sincere dedication to
his own way of method.

15



Untitled, 2024

Untitled, 2024
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Matsumoto Kunizo (1962-)
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Matsumoto Kunizo creates works by densely layering his distinctive writing on items like calendars, notebooks,
and letters. The characters featured in his works are closely tied to the environment in which he grew up.
Among these, kanji characters such as “£” (dance), “88” (man), “&” (woman), “58” (demon), “X” (fire), and
“fn” (life) appear repeatedly. This style took shape from early kabuki-viewing experiences beginning at age
three, through calligraphy lessons at school and local facilities, and later through self-taught copywork using

the pamphlets he collected, all of which gradually formed his own unique world of characters.

The works written in brush and ink date from around 2000, when Matsumoto was in his middle years. As a
child, he often persuaded his father to take him to the Kabuki-za and the Bunraku Theater, where he eagerly
purchased catalogues at every visit. After he began attending Atelier Hiko, he spent one day each week on
what he called “excursions,” traveling to scenic sites throughout the Kansai region, always intent on collecting
flyers wherever he went. Immersing himself in this vast archive of printed materials, he repeatedly copied out
characters that caught his attention; in the process, the radicals within kanji became broken apart and reas-
sembled, gradually transforming into his own unique set of characters.

The works presented here, Noh Play Okina Is..., Finale: The Back Lane at Nagamachi, and Oubai-an Teahouse,
each convey his deep admiration for Noh, Kabuki, and the tea ceremony. The accompanying memo works
were created night after night at home after the sudden passing of his beloved father, during a period when he
immersed himself in writing as a way of filling the absence left behind.

When we interpret Matsumoto’s uniquely invented world of characters in relation to the paper he used, the den-
sity of the writing, and the period in which they were made, his life story begins to emerge.
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Daily acts of expression,
made accessible to sharing with others

What motivates someone to keep drawing and expressing without
intending to show the work to anyone? Is it a desire to hold on to
things that catch the eye, or simply the natural trace of continuing
one’s daily activity? Alongside the maker’s fundamental question of
why people draw pictures and create things, we also wish to consider
the perspective of the viewer: how personal records, made for one-
self, are received when they are discovered and shared by others.

Here we introduce Katsuyama Naoto, who was so driven to draw that
even in environments without art materials he continued expressing
his imagined worlds, peeling the wallpaper of his room with his sa-
liva, along with photographs of the murals that remain because this
act was respected; Nakane Kyoko, who for more than ten years has
maintained the daily practice of meticulously cutting up milk-carton
logos, barcodes, and ingredient labels and layering them in transpar-
ent cases, documented through record photographs; and Takada Mal,
who, guided by the question “Why do people draw, show, and look at
drawings?”, explores “pictures as events,” in which private lines and
written marks transform through encounters with others.
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Katsuyama Naoto (2006-)
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Katsuyama Naoto’s wall drawings originated when he was in the fifth or sixth grade of elementary school,
during a period of isolation while recovering from influenza. Even without art materials at hand, he continued to
draw with determination, using a method he devised himself: moistening the wallpaper with saliva so that he
could peel it away.

Although tearing the wallpaper could easily have been regarded as property damage, the staff recognized it
as an essential form of expression for him and responded sympathetically. After he later gained access to art
materials, he began drawing the same motifs in pen over the areas where the wallpaper had been removed.
Even now, in 2025, traces of these actions remain in three or four rooms at Kumi Gakuen, despite his having
left the facility.

Katsuyama would also put the torn wallpaper into his mouth, chew it like gum, and then throw it onto the ceiling
so it would stick. Looking up, one sees countless bits of paper scattered across the ceiling, like a star-filled sky.

Shut away in his private room, he continued peeling away the wallpaper and drawing murals on the walls, as

well as sticking chewed bits of paper onto the ceiling. These acts were not done for anyone to see; they were
forms of expression nurtured in solitude, complete in themselves. Yet it was through the attentive eyes of his

caregivers that this practice was recognized, leading to its introduction to the world today.

What thoughts filled his mind as he sat surrounded by his favorite motifs, gazing up at the ceiling? The traces
Katsuyama left behind invite viewers into a rich realm of imagination.

AXZEORHFADEREE
Documentation photo of the ceiling at Kumi Gakuen
Taken on November 10, 2025
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AXFEOEEOEHRETE
Documentation photo of the wall at Kumi Gakuen
Taken on November 10, 2025

MEM SN TRFICAEUMF TSR T KT
Chewed pieces of paper affixed to the ceiling
Year Unknown

AXFEOBREORETE
Documentation photo of the wall at Kumi Gakuen
Taken on November 10, 2025

AEFEOBREORFETE
Documentation photo of the wall at Kumi Gakuen
Taken on November 10, 2025
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Nakane Kyoko (1984-)
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Nakane Kyoko has, since around 2014, been cutting milk cartons into small pieces with scissors and stacking
those fragments inside plastic storage cases. She slowly cuts out printed product logos, ingredient lists, nutri-
tion facts, graphics, characters, barcodes, and more, carefully placing each piece one by one and meticulously
arranging them within each case. Because the paper fragments are not adhered to one another, they are fragile
and easily disturbed by vibration. Toward the bottom and along the sides of the cases, they collapse like an
avalanche, forming organic, stratified layers. The continuously accumulating pieces subtly change day by day,
revealing a complex surface texture. Occasionally, letters are cut out one by one and lined up along barcode
lines, which becomes a striking visual highlight of her work.

This action, which cannot be preserved as a tangible object, has continued for over ten years as far as we can
confirm, during which support staff and exhibition organizers have periodically documented it.

The documenting photographs on display at this time show approximately nine months of change, from March
to December 2025.

FRE T

Nakane Kyoko
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LS WA
Milk carton, 2014- in progress
Documentation photo taken on March 11, 2025

B AV
Milk carton, 2014- in progress
Documentation photo taken on October 23, 2025

LAY
Milk carton, 2014- in progress
Documentation photo taken on December 4, 2025
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Takada Mal (1987-)
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Takada Mal centers her practice on a fundamental question: “Why do humans still feel compelled to create
drawings, show drawings, and look at drawings?” She leads a painting review group and actively pursues this
inquiry through group exhibitions and dialogue-based projects with fellow contemporary artists.

“In exploring the primal impulses and desires that drive humans toward painting, | approach ‘painting’ not as

a physical or material form, but as an event that unfolds between people. Through practice, | consider what
happens within deeply personal acts of depiction and description, and within their transmission and misreading
in public settings. While the discourse surrounding ‘painting’ continually shifts, the act of painting itself remains
endlessly and profoundly private. Precisely because it is private, it possesses both fragility and strength. | con-
tinue to engage with paintings that are born—and broken—through encounters with others.”

—Artist Statement

In this exhibition, Takada presents two bodies of work. The first is the Wall Drawings series, in which small
pencil sketches, drawn in her diary as records of everyday moments when her “eyes met” something or when
she “shared a moment in time” with it, are expanded into murals. In these works, the drawings rise into being
within a public space, transform into images as perceived by the viewer, and ultimately contain within them the
process of their own disappearance. The second is the Be born while broken (a word full of mistakes) series,

in which lines that waver between legibility and illegibility resemble strings of text, highlighting the very act of
drawing/writing itself.

By engaging with “painting as an event,” in which the sketches and not-quite-words that once belonged solely
to a private diary are transformed through encounters with others, we are prompted to rethink how we share
space and time, and how those experiences take shape as memory.

Chhehs5%Fhs (HE-7-5%)4.3.2
Be born while broken (a word full of mistakes) 4, 3, 2, 2024

Chhins5%5hs (HE-7-5%)1
Be born while broken (a word full of mistakes) 1, 2024
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Colors and forms guided by touch gradually come
together into primal, instinctive images

Strange, unfamiliar forms may be created through ways that do not
rely on language. One such way is making art by focusing on the
body and sense of touch, where the painter responds directly to the
surface through the movement of the brush or fingers, and the image
emerges from that physical interaction.

Here we introduce Saito Aya, who manipulates paint directly with her
fingers and palms to create primal paintings that seem to transcend
personal memory and experience, and Oe Masahiko, whose work
evolved from dynamic depictions of animals into a more focused
expression: paintings in which a blue circle emerges against a yellow
field, a shift prompted by a particular turning point in his life.
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KAILIEEZ

Oe Masahiko (1965-)

KIERBRIVAEEBEVDRBERATETh HOEHLPSESFFFRLDD [KEHIE] PEREE
BOHRDICHNEL 12@ PSS H UMK (ERAER) OREREICE, BREFRFEERICITIHAF
BREM (AT OZRBEHE | H FEE—K(BXER-BEE) DHENGR1E-EECEEHZH TR
SBE BNAREBEDHETHEVELE, TR BHRO [KRTHEFVOHIADTRIIE ]| EVIHE
VEEWICEIZFEON, P MDEFERX 2V 7P RKERIRRERP BRI LN, 1995FIC [PV H
BRI EFRBEMERPRIVIAE2—DEIRBPEDGHMT. £-EEOREPHEI T, 30F L LAEE
I TERLE,

MEOERICIE. BEVSIEFVICESLEBT2EHMHA LN TOVET, RIRTKRBICHELY, EHE
PICEBEERDCET. BIMBDERRETDEEELMBEITL, PHTRIDERIZ. EEZHFE
EFTHOEZLPOFFDENSBLUSEEVERT, REIIERY LD FMEDHOEENSD LD
BRBANEBOTVEET, ZUT2023FE1ANHIHREE 2 2BIC. HEVEROPRICTFVALIZF
PIAMBEOEVRENERRAL. RESZOIU-XEH/HERITITOET, EEFVThEGEDEYE
PUFEEY) BEZDOHDHAREL TP DL e EHEDIIBIRENERELTVET,

KBTI B> —-ZD%IAIE(2009-2020FEH) . RED (R I) (2022). ZLT(EW3) (2023-
2025) B RLEY, FREBZAL T, RICEVREICHESVETAZXIOAEDRRICHATY
FEREThEZVTT,

¥1 20283F7MNIVCHO=ZHRET. P IX N7 T4 AMDE EICEB [UPPALACE ~BRERIEL BN ER | B REShEL, KO DORET—
TAAMS KIIOFESHAO “B—HRECSRA” TREBEETLIEF 2D ERY, KIIDEREB—RICFEVALZOEREFTEGTEIMREINE
ZLEEVVET, ZORRICE. ARICHESNS, BB THERCKINREZRALRBEERER (BY KR 2R T[EVWS—] LiFETIEN
HYEL,

Oe Masahiko was born with Down syndrome and a severe heart condition. From an early age, drawing, some-
thing he could enjoy while seated, naturally became the center of his daily life. From age twelve, he attended
painting classes taught by artist Imai Norio, and after graduating from a special-needs school, he traveled six
hours round-trip once a week to study at the Mizunoki Art Class in Kameoka, Kyoto, under the late Nishigaki
Chuichi (nihonga painter and educator), learning under excellent mentors. Later, drawn by his mother’s strong
wish to create a studio for people with disabilities in Osaka, dedicated art staff, former classmates, and mentors
came together, leading to the establishment of Atelier Hiko in 1995. In that space, which in recent years has at-
tracted young artists and creators, and also at his own kitchen table and study desk at home, he has continued
creating for more than thirty years.

In his early works, Oe filled the canvas with charming, energetic animals. He boldly sketched their forms in
charcoal and layered colors with expressive brushwork, capturing their vitality as if directly transferring it onto
the surface. Over time, he began switching the brush between his right and left hands, painting with strokes
that showed no sign of physical fatigue. His paint grew thicker, and his work shifted toward an approach that
seemed to play with the material itself. Then, following an event in January 2023, his work developed into
highly abstract paintings featuring a blue circle floating at the center of a yellow field, a series he continues to
produce today. In his recent works, the paint builds up to such an extent that the very surface appears to grow
outward, arriving at paintings that resemble living, growing organisms.

In this exhibition, we present late works from the animal series (around 2009-2020), the yellow Cat (2022), and
the Yellow paintings (2023-2025). Through tracing the evolution of these works, we hope you will gain a sense
of the creative wellspring that has sustained Oe's long engagement with painting.

*1 In 2023, at the row of three townhouses next to Atelier Hiko, the exhibition UPPALACE: A Palace of Leisure and Creation was held as a col-
laboration between the atelier members and visiting artists. It is said that a turning point in Oe’s work came when an artist who had traveled
from Oita stayed and worked just on the other side of the wall from Oe’s workspace; from that moment, Oe’s paintings suddenly shifted into
abstract works composed of blue circles set against yellow backgrounds. Before this shift, there had been a moment captured in a large pho-
tographic work shown in the same exhibition (photographed by Ohtake Yosuke), in which Oe, painting a cat in yellow, pointed and said “kiiro”
(“yellow”).
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HEOKX
An Okinawan Dog, 2020

E1AY)
Yellow, 2023
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Saito Aya (1981-)

BERE EOIXNX—PRABTEBNGIGEEZEELET, FIEOT—YPEF—T7230TH. &
ZIES<EEST [RIIUIEE TR BV ES, HELVES | EXZET EEICIE. BXATROIILI VA,
BXEBEV-ARERE. EMPEYOMTF. @REPREFEERELOEIMAEIFHRBICERSh. ELTS
BEAA—IDLEDPVET, FEAZSMIFT. ESHBEAVEY S (BICTIVUILGE 8 8E /L3
CELHRA) . ELFTES LIELISIEEREERF - THEEREVD. BEMOBRVEXEIAVShET,

EEPEFNBE LT WMOFERARPCNETICHS > TELHREORAE LYY BELDBMEEHFICR
HEh FEFEEELTREGEZBVTVALIICRAEY, TOEHEIRIC, AAOREPREREE
BLEAL, 2R THIROBEY . READEFZENLTEHEANLEHENTVILOLIICERELGNET,

AETHE HELTES R, MEMOEV ERERCBRLTOET. AENEHL 0BRSS LER
tBE. BrEEPCMESERGAL T FRRORESAICETHE® RSPV TULET AT
FOTT,

Saito Aya creates emotive paintings brimming with vital energy. When asked about the themes or motifs in her
work, she doesn’t say much, simply replying, “It really isn’t something | can put into words, | just want to draw.”
On the canvas, silhouettes of faces and dolls, sensory organs such as eyes and ears, plant and animal-like
tentacles, and forms reminiscent of cells or spores are composed organically, creating a rich and varied field

of imagery. Her working process is also distinctive: while she mainly uses oil paint (occasionally combined with
acrylic, ink, pencil, or crayon), she does not rely solely on brushes, but often applies the paint directly with her
fingertips and palms, a highly physical method of painting.

The landscapes of the place where the artist was born and raised, along with the accumulation of experiences
she has encountered throughout her life, seem to be deeply etched into her sensibility and body, guiding the
paper and paint through her fingertips. At the same time, her brushmarks evoke something that transcends per-
sonal memory and experience, and at times it can seem as if the very pulse of the earth is emerging onto the
canvas through her body as its conduit.

The works for this exhibition were selected from a small number of highly abstract pieces. By creating distance
from the concrete meanings of recognizable forms, we hope viewers will sense the pulse and breath that reside
within Saito Aya’s paintings through their rich colors and complex brushwork.
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Saito Aya

fERE fERE 3] ERE
Untitled, 2024 Untitled, 2025 Untitled, 2016 Untitled, 2024
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e %

Artist

1%

Titile

E3v R

Materials

Year

Size (HxWxD)cm

8
3 6

7

1P,

Hirata Yasuhiro

E3652L

Corn on the cob

H|EICOOLAYXET, HT—ET. Fv /N R4T,
RN Bkt

Chrome-plated nails, colored steel nails,
canvas tacks, glue, dye on paper tube
2015

¢9.7x114.1cm

E3H5BL
Corn on the cob
WEICHT—ET. 7UVUIVRE

Colored steel nails, acrylic on paper tube

2013
¢17.2x46.7cm

E53HBZL

Corn on the cob

EEICIRET, 7VUIVERE

Iron nails, acrylic on paper tube
2013

¢17.4x46.3cm

E365ZL
Corn on the cob

WEICERIT, ¥y NRE[ v—h— PUVUILKRE

Brass nails, canvas tacks, marker,
acrylic on paper tube

2011

$9.1X68.7cm

E365ZL

Corn on the cob

WECERIT. HF—ET. v —h— KR,
TIVIVIRE

Brass nails, colored steel nails, marker, glue,

acrylic on paper tube
2021
$9.5%66.5cm

385U

Corn on the cob

HEICHRIT, hF—4T. v—H—. KR,
g5t 7UUIIRE

Brass nails, colored steel nails, marker, glue,

dye, acrylic on paper tube
2021
$9.2X67cm

56520

Corn on the cob

B CHRET. X v N RET. HERET. v —H—.
ZR TR

Iron nails, canvas tacks, brass nails, marker,

varnish, acrylic on paper tube
2011
$9.1x69cm

E5H5ZL

Corn on the cob

IREICHERET. HF—5T. RN, Jht,
7IVIVIgE

Brass nails, colored steel nails, glue, dye,

acrylic on paper tube
2021
$9.8%x66.2cm

E5H5ZL
Corn on the cob
B ICERIT. 74T, ¥t 7UUIVIRE

Brass nails, colored steel nails, dye, acrylic

on paper tube
2022
¢13.4x80cm

36520

Corn on the cob

MEECERET, 7UUIVIRE

Iron nails, acrylic on paper tube
2013

¢13.5x44.3cm

2 HARAH

Morimoto Eri

contour map # beach (TAl) |
INZIVTERA. 77V E (194,200 dots)
Acrylic on cotton cloth covered panel
(194,200 dots)

2024

73x73cm

contour map # beach (TAl) I-memo
HICINE, iR

Pencil on paper, frame

2024

73x73cm

contour map # beach (TAI) Il
INZIVICHRAE. 7278 E (160,900 dots)
Acrylic on cotton cloth covered panel
(160,900 dots)

2024

73x73cm

contour map # beach (TAl) lll-memo
fridiet A N =5

Pencil on paper, frame

2024

73x73cm

A (X)

granite (L)

BHRR7EOHEH (47,8668 6,838#0)
Paper rings in seven monochrome tones
(47,866 pieces / 6,838 sets)

2017

Dimensions variable (total length 12,150cm)

3 PODXR
Katsunobu

Untitled

Fr NI
Qil on canvas
2024
25.3x33.8cm

Untitled
FrNRITHEF
Oil on canvas
2024
24.8x33.5cm

Untitled
EROZAV i}
Oil on canvas
2024
25%33.5cm

Untitled

Fa NI
Qil on canvas
2025
24.8x33.7cm

4R =

Matsumoto Kunizo

BERDH(L

Noh Play Okina Is...
i b

Qil on paper

2000
38.2x54.1cm

KEERITEDS

Finale: The Back Lane at Nagamachi
|ICHT—127Y

Colored ink on paper

Circa 2000

38.4x54.5cm

HiGRE

Oubai-an Tea House
IR

Ink on paper

Circa 2000
38.4x54.4cm

A

Untitled
i 92

Ink on paper
2004
14.9x10.4cm

#ERE

Untitled

il 2

Ink on paper
2004
14.9x10.4cm

A

Untitled
fi 92

Ink on paper
2004
14.9%10.4cm

Untitled
i e 92

Ink on paper
2004
14.9%10.4cm

5 Wi s
Katsuyama Naoto

AXFEDNEENTHETH
Documentation photo of the wall
at Kumi Gakuen
20214%£10H208#E®

Taken on October 20, 2021
photo: art space co-jin

AXRFEOEEDLHZETE
Documentation photo of the wall
at Kumi Gakuen
2025%11A108&%

Taken on November 10, 2025

AXFEOKRFALEENILHTH (£85)
Documentation photo of the ceiling and wall
at Kumi Gakuen (8 works)
2025%118108#&®

Taken on November 10, 2025

SN TRIFICRENF TSN TORE
Chewed pieces of paper affixed
to the ceiling

PEIfE N7

Paper (chewed by artist)

Year unknown

Various sizes (29 pieces)

Acrylic case: 13.5x43%x31cm

6 A
Nakane Kyoko

H3NvY

Milk carton

L5 HE, 2025F3811HE®
Documentation photo taken on
March 11, 2025

2014~ in progress

L WA/

Milk carton

fRIR5H. 2025510A23R&%
Documentation photo taken on
October 23, 2025

2014~ in progress

3Ny

Milk carton

IG5 R, 2025%F12A4HE
Documentation photo taken on
December 4, 2025

2014-in progress

7 EH= v
Takada Mal

ChhEhs>Ehs (BE-7-E%)1

Be born while broken

(a word full of mistakes) 1
EZ—ILo—MI7IVILIRE, BB,
JLEBIEREER. K

Acrylic, animal glue, polyurethane resin
adhesive on plastic sheet, wood

2024

50x36x10cm

ChhEhs5Ehs (BE-7-E%)4

Be born while broken

(a word full of mistakes) 4
EZ—IY—MI7IVILRE. B,
JLEBIEREER. K

Acrylic, animal glue, polyurethane resin
adhesive on plastic sheet, wood

2024

25x18x5cm

Chhhs5Ehs (ME-7-5%)3

Be born while broken

(a word full of mistakes) 3
EZ—Io—MI7IUILRE, B,
JLA AR REER. K

Acrylic, animal glue, polyurethane resin
adhesive on plastic sheet, wood

2024

25x18x5cm

Chhhs5Ehs (ME-7-5%)2

Be born while broken

(a word full of mistakes) 2
EZ—ILy—NMIT VIV E., B,

LA BERERR. K

Acrylic, animal glue, polyurethane resin
adhesive on plastic sheet, wood

2024

25x18x5cm

HLR HDR L ADRH
Inside Dance, Dance, Dance
BIZTST7Ab

Graphite on wall

2026

240%x270x50cm

8 KiLIEZ
Oe Masahiko

Sdrduly]

White Owl/

TIVIVIRE, Kix, Fv¥2 /N R
Acrylic, charcoal on canvas
2009

72.6x60.6cm

HRBOX

An Okinawan Dog
TYOVIIRE, KiK., v /8
Acrylic, charcoal on canvas
2020

61X73cm

hl

Cat

TOVIVIRE, Kik, v /8
Acrylic, charcoal on canvas
2022

72.6x60.6cm

Private collection

%)

Yellow

TR, Kk, Fv2 /8
Acrylic, charcoal on canvas
2023

61x73cm

10

Yellow

TIIIIRE, Rix, Fv2 N R
Acrylic, charcoal on canvas
2023

62x73.5cm

10

Yellow

TIVIVIRE, Rix. Fv2 /N R
Acrylic, charcoal on canvas
2023

60.6x45.7cm

9 PR
Saito Aya

Fiiav:)

Untitled

ISR, TIUINRE
Qil, acrylic on paper
2024

135.5x95cm

Fiiav:)

Untitled

ST, TUUIVRE
Qil, acrylic on paper
2016

135.5%X90cm

HRE

Untitled

H|ISHmF, TUVIVRE
Qil, acrylic on paper
2025

135.5x95¢cm

Fiiav:)

Untitled

HISHE. TUVIVRE
Oil, acrylic on paper
2024

135.5x82cm

a7
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'f/F % HI% & Biography

T,

1984 F KIRAFEF N, KIRFFFE(E
1998 & 4 (145%) ST TV IICHEV REDHFIEDON—ZTHIEEITS

fa=

2022%F [HANAIvZBER#17 FHRIAMEE]
Calo Bookshop and Cafe. B

EEDTN-TR

2025% Artto Live B [7— et TEDT ]
KBR-BEE T 1EX v 5YU—WEST. XBR
[Exploring I—A&EICEI<EMDOHF5—]
ANRASNH-FT o B5

20245 [XFEDDEHV] PRIV -ERYD=FRE. KR

2023%F [UPPALACE ~REBIE-BDER~]
FNIIVC-ERYDZHRE. KR

20215 74— T—r7x 74551 [Super-Rough)
(FaL—4—#f L) SoHo. Za—3—7. 7xU%

Hirata Yasuhiro

1984 Born and lives in Osaka
1998 Began attending Atelier Hiko as a junior high school student (age 14),
currently works there once a week.

Selected Solo Exhibitions

2022 Capacious Exhibition#17: Yasuhiro Hirata Solo Exhibition,
Calo Bookshop and Cafe, Osaka

Selected Group Exhibitions

2025 Art to Live Exhibition: Empowering Society Through Art,

Gallery WEST, EXPO 2025, Osaka

Exploring Il—Fragments of Art in Everyday Life—,

Spiral Garden, Tokyo
2024 Relationship with Letters,

Atelier Hiko and the Three Traditional Japanese Row Houses, Osaka
2023 Uppalace ~The Palace of Leisure and Creation~,

Atelier Hiko and the Three Traditional Japanese Row Houses, Osaka
2021 Outsider Art Fair's Special Exhibition: Super-Rough,

Guest curated by Takashi Murakami, SoHo, New York, U.S.A.

PrAHE A

1978 FXRIFEE N, KERAFTE(E
2003 RBMHIAEMAFE A FREMARFHEIEERET

EHER

2024% [contour map # -from the beginning-|
XoIV—YIXT7A1T7— b K&

2022% [#HA#RF Bl Y/¥v5YU— kB (F 2010, 2007)

20204 [7zEzEDBE] L F¥vTU— KR

20045 [V94F7UH L 58] KF=AiTEE. ZRiB

2002% [HHFDLE] Gallery 16, =48

FHIN-TR

2025% [Exploring I—AEICRI<EMDHF5—]
ANRAINVH-FT 2 RE

2024% [Here and There and Back Again, Japanese Art
1964 - 2024] Nicolas Krupp Gallery. /A —tJb, 21X

20234 [ABSTRACTION -#&E DR A
FyIU—YvXT7(>7—b EE

2012% [7—PEY=vyYvol.2 WK 21| EEHILEWE. &

2008%F [VOCAR2008 BRAXMODBLE—HLVTFEDIER-E—]
LEFOHREME. RE

20034 [#F7—bh7=27JL2003 Grip the Gap]
#ET7—IELy R E— EE

Morimoto Eri

1978 Born and lives in Osaka
2003 MA, Master's course, Department of Painting,
Graduate School of Arts, Kyoto City University of Arts

Solo Exhibitions

2024 Contour Map# -from the beginning-,
Gallery Yamaki Fine Art, Hyogo
2022 Eri Morimoto, SAl Gallery, Osaka (also 2010 and 2007)
2020 Conversion by Example, SAl Gallery, Osaka
2004 CRITERIUM 58, Art Tower Mito, Ibaraki
2002 The Time of Blooming, Gallery 16, Kyoto

Selected Group Exhibitions
2025 Exploring Il—Fragments of Art in Everyday Life—, Spiral Garden, Tokyo
2024 Here and There and Back Again, Japanese Art 1964 — 2024,
Nicolas Krupp Gallery, Basel, Switzerland
2023 ABSTRACTION -The Possibilities of Painting-,
Gallery Yamaki Fine Art, Hyogo
2012 Art Picnic vol.2 breathing art,
Ashiya City Museum of Art and History, Hyogo
2008 VOCA 2008 -The Vision of Contemporary Art-,
The Ueno Royal Museum, Tokyo
2003 Kobe Art Annual 2003 Grip the Gap, Kobe Art Village Center, Hyogo

NOD R

1992 F KIRFFEF N, KERAFTE(E
2006FRFE (14) DEZICERMHAEISENILDHS

BE

2022% [P ODOXE|/MUBEXRFvIU-KEM ERE

2018% Gallery Ami Kanoko. xB& (F 20174, 20164F)

EFDTN-TR’

2025% Artto Live B [7— e TEHLT]
KBR-BAFE 5 8% +5)— WEST. XBR
[7or 14 —T—bDF5MHE - westerly winds from osaka -|
RINRFTES V. ®RE

2017F HRAIvZBESH#06 [Hi7H [ZEDY] ERATVDHDIE,
FCELTIR[AD2] hpELNEW]

KBRAFILIZ FBXALEM 42— enoco. KR

20165 [InEsE =ILBExE B Gallery Ami Kanoko. kB
[LIFE ART 2016 - Art by ripehouse Artists -]
BEEXvZYU—CASO. XBR
[MY WAY YOUR WAY ~1TiHdhh5& #bh§ 1T &~]
BEAKXEEAX v /N EE

2015% [Spirits /Z17 NI ZDE FEESLE ripehouse Artists]
(BELT—PRa—TI 7 LEO-KRFALND a2 42— BR
[ - BEEXWIRE]

BERAESMERE. FMNE. ARAET. 85

2013% [1Xx—YDIIL%EY - The marks of sparks -]
Gallery H.O.T. xR

2011#% [LIFE ART B #=&#&¥+>"Y—CASO. Xk

Katsunobu

1992 Born and lives in Osaka
2006 Began attending art class as a junior high school student (age 14)

Solo Exhibitions

2022 Katsunobu, Tomio Koyama Gallery Tennoz, Tokyo
2018 Gallery Ami Kanoko, Osaka (also 2017 and 2016)

Selected Group Exhibitions
2025 Art to Live Exhibition: Empowering Society Through Art,
Gallery WEST, Expo 2025, Osaka
Outsider Art Directions: Westerly Winds from Osaka,
Fukagawa Tokyo Modan Kan, Tokyo
2017 capacious Exhibition #06: What you call “special” maight be what | call
“usual”. , Enokojima Art, Culture and Creative Center [enoco], Osaka
2016 Kaji Hidetaka / Takayama Katsunobu, Gallery Ami Kanoko, Osaka
LIFE ART 2016 - Art by ripehouse Atrtists,
Contemporary Art Space Osaka (CASO), Osaka
MY WAY YOUR WAY: You’ll Understand If You Go; Go Without
Hesitation, Ryukoku University, Seta Campus, Shiga
2015 Spirits / The Wind of ripehouse: The Wonderful ripehouse Atrtists,
Kurayoshi Art Museum Mushin / Yonago Convention Center, Tottori
Korea-China-Japan: Artists with Disabilities,
Seogwipo Art Exhibition Hall, Seogwipo, Jeju Island, South Korea
2013 The Beginning of Images: The marks of sparks, Gallery H.O.T, Osaka
2011 LIFE ART, Contemporary Art Space Osaka (CASO), Osaka
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A =

1962 F KIRAFEEN. KERAFE(E

1985 FHELNXFEEENHRELD
1988%F~2016FEXRRDFEHIBEE FTD
19955 7R IVIICEMES

fBE

2007#% Galerie Susanne Zander. 7V K1Y
[BEXF | MRS TFEHA. R

2004% [B&EXF|/MEHEFEBEM BR

EEDTIN-TR

2025% [Art Brut. The privacy of a collection. The Decharme
donation to the Centre Pompidou J
Grand Palais. /3, 75> X
Art to Live B [7—haH 2 TEDLT]
KBR-BAFE T % +5Y— WEST. kBR
[Exploring Il — BEICEIEMDH15]
ANRAINH—=F o B5

20245 [XFEEDOEHV] TRIIVOI-EHYDZHREE. KR

2022% [Do the Write Thing: read between the lines #3]
Christian Berst. /3, 75> X

2021%F [LA—X WWEEFDIXFLE]
RRHESARBEIF IV KRR

20204 [Scrivere Disegnando: When Language Seeks Its Other]
Centre d’Art Contemporain, ¥a1%—7, 212X

2018#% [Do the Write Thing: read between the lines #2]
Christian Berst. /¥, 752X

2016-20174 [The Museum of Everything Exhibition #7]
Museum of Old and New Art, #X¥ =7, #—2Zr5U7

2015% [Art Brut Live: Collection abcd / Bruno Decharmel
DOX Center for Contemporary Art. 7Z/\, 3

2014-20154% [Art Brut Live: Collection abcd / Bruno Decharmel
La Maison Rouge. /3, 7522

NF)yy-aLyay
ROERY— -t 22— (TF2R) / T=Ib-TUayb- ALY 32 (R1R)
Ye32—-ITLAT-TTVI LT (AFXUZR)

Matsumoto Kunizo

1962 Born and lives in Osaka

1985 Writing characters became part of his daily routine
1988-2016 Helped out at his family's Chinese restaurant
1995 Started attending Atelier Hiko

Solo Exhibitions

2007 Galerie Susanne Zander, Cologne, Germany
Obsessed with Letters, Yukiko Koide Presents, Tokyo

2004 Obsessed with Letters, Yukiko Koide Presents, Tokyo

Recent Group Exhibitions
2025 Art Brut. The privacy of a collection. The Decharme donation to the
Centre Pompidou, Grand Palais, Paris, France
Art to Live Exhibition: Empowering Society Through Art,
Gallery WEST, EXPO 2025, Osaka
Exploring Il—Fragments of Art in Everyday Life—,
Spiral Garden, Tokyo
2024 Relationship with Letters,
Atelier Hiko and the Three Traditional Japanese Row Houses, Osaka
2022 Do the Write Thing: read between the lines #3,
Christian Berst, Paris, France
2021 Letters -Tangling Unraveling-, Tokyo Shibuya Koen-dori Gallery, Tokyo
2020 Scrivere Disegnando, When language Seeks Its Other,
Centre d’Art Contemporain, Geneva, Switzerland
2018 Do the Write Thing: read between the lines #2,
Christian Berst, Paris, France
2016-2017 The Museum of Everything Exhibition #7,
Museum of Old and New Art, Tasmania, Australia
2015 Art Brut Live: Collection abcd / Bruno Decharme,
DOX Center for Contemporary Art, Prague, Czech Republic
2014-2015 Art Brut Live: Collection abcd / Bruno Decharme,
La Maison Rouge, Paris, France

Public Collection

Musée National d’Art Moderne - Centre Pompidou (France) / Collection de
I’Art Brut (Switzerland) / The Museum of Everything (U.K.)
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Katsuyama Naoto

2006 Born and lives in Saitama

2009-2025 Lived at Kumi Gakuen, a welfare-based residential facility for
children with disabilities, from the age of 3 to 18

2025 Currently engages in daytime artistic practice at Kawaguchi Taiyo no le

Group Exhibitions
2021 The Symbiosis Art Festival: Going on a Trip, Getting Ready,
Kyoto City Museum of Art Annex, Kyoto
12th Saitama Prefectural Art Exhibition for Artists with Disabilities:
LOOK ART ME!!, The Museum of Modern Art, Saitama
2020 Under a Sky Full of Stars, the Raw Gems of Creativity Also Shine:
Changing, Transforming, an Expanding World,
Tokyo Shibuya Koen-dori Gallery, Tokyo
Gaze Radio in Geigeki, Tokyo Metropolitan Theatre, Gallery 2, Tokyo
2019 10th Saitama Prefecture Art Exhibition for Artists with Disabilities: knock
art 10 Art Has No Weight Class, The Museum of Modern Art, Saitama
2018 9th Saitama Prefectural Art Exhibition for Artists with Disabilities: Sonic
Boom, HeHe, Sonic City, Saitama
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Nakane Kyoko

1984 Born and Lives in Osaka

2008 Began attending Work Center Toyonaka

2014- Continues to work on cutting milk cartons into small pieces and layering
them inside plastic storage cases

Group Exhibitions
2025 Art to Live Exhibition: Empowering Society Through Art,
Gallery WEST, EXPO 2025, Osaka
2024 Repeat and Accumulate 2 Sense of Wonder,
Enokojima Art, Culture and Creative Center,
Osaka Prefecture [enoco],Osaka
2019 The Symbiosis Art Festival: DOUBLES,
Kyoto Institute, Library and Archives, Kyoto
2017 capacious Exhibition #06: What you call “special” maight be
what I call “usual”.,
Enokojima Art, Culture and Creative Center,
Osaka Prefecture [enoco],Osaka
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Takada Mal

1987 Born in Kanagawa, currently lives in Osaka

2009 Japan Women'’s University, Faculty of Arts and Letters, Department of
History, Major in Religious Studies

2012-2015 Completed multiple courses at Bigakko

2024 MA, Master's course, Department of Qil Painting, Graduate School of
Arts, Kyoto City University of Arts

Solo Exhibitions

2025 Yesterday, | Was Drawn by Someone. Morning Sun,, nau, Shizuoka
When diaries become letters What's born is you The giant you never
knew is a friend, VOU, Kyoto

2024 This flower, dahlia, Dahlia, DAHLIA, NADiff Window Gallery, Tokyo

2023 Advancing Lines, Morning Greetings, JITSUZAISEI, Osaka

2022 The Prayers are in Their Usual Form Today, soko station 146, Tokyo
| Keep Praying in a Language | Don’t Know,

NAD:iff Window Gallery, Tokyo

Recent Group Exhibitions
2026 New Mutation #6 Where the Tremor Goes, Kyoto Art Center, Kyoto
2024 Window Gallery in Marunouchi — from AATM vol.2,
Gyoko-dori Underground Gallery, Tokyo
Art Rhizome KYOTO 2024 — Kyoto Wander: A Transient Journey to the
Everlasting, Kyoto City Hall Annex, Kyoto
Related Program for the Centenary Exhibition Commemorating the 100th
Anniversary of Shiraga Kazuo’s Birth: Jogyo Zanmai, A-LAB, Hyogo

Publications

2024 Co-authored with Takada Mal and Endo Yusuke, .xyz/provoked,
paper company
Edited volume, Prayers as Lines Moving Forward, Morning Greetings of
the Same Shape as Today, KAIGA-reviewing strata

2022 Edited volume, Unforgettable Stories of Paintings:
KAIGA Reviewing Session 2020-2021, KAIGA-reviewing strata

2020 Edited volume, Painter of the 21st Century, The Initial Impulse of a
Testament: KAIGA Reviewing Session 2018, KAIGA-reviewing strata
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Oe Masahiko

1965 Born and lives in Osaka

1978-1982 Attended the Dainenbutsu-ji Atelier

1991-1997 Attended the Mizunoki Art Class once a week

1995- Began working at Atelier Hiko, where he has continued to produce
works actively

Solo Exhibitions
2014 Oe Masahiko Exhibition, Nanakumo, Kyoto
2009 Oe Masahiko: Animal Paintings, Gallery horizont, Kyoto (also 2005)
2004 Oe Masahiko: ZOO-GRAPHIC Book Publication Commemorative
Exhibition, Colon Books, Nagoya
Oe Masahiko: ZOO-GRAPHIC,
Osaka Prefectural Contemporary Art Center, Osaka

Selected Group Exhibitions
2025 Kunisaki Peninsula Arts and Culture Festival,
Kunisaki Peninsula Memory Museum (former Kunimi Youth Hostel), Oita
PARALLEL UPPALACE: Playing With New Friends, or Perhaps a Mirage,
The Three Traditional Japanese Row Houses, Osaka
2024 The Symbiosis Art Festival: What Are You Doing Now?,
Kyoto City Museum of Art Annex, Kyoto
Relationship with Letters,
The Three Traditional Japanese Row Houses, Osaka
Beyond Yellow Yellow: Oe Masahiko & Ohtake Yosuke,
The Three Traditional Japanese Row Houses, Osaka
2023 UPPALACE: A Palace of Leisure and Creation,
The Three Traditional Japanese Row Houses, Osaka
2016 TORA, Gallery ten, Chiba
2015 Stillness and Motion: Mitoma Osamu & Oe Masahiko, Gallery ten, Chiba
2011 Daily Writing, Daily Drawing: Matsumoto Kunizo & Oe Masahiko,
Amane-do Gallery, Osaka
The Museum of Everything Exhibition #4, London, UK
2003 DOWN TO ART: Artists with Down Syndrome,
Sumida Riverside Hall Gallery, Tokyo
2001 Super Pure Exhibition 2001,
Yokohama Civic Art Gallery and other venues, Kanagawa
1999 Art to Revitalize— Able Art '99,
Tokyo Metropolitan Art Museum, Tokyo

Public Collection
The Museum of Everything (U.K.)
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Saito Aya

1981 Born in Tokyo, currently lives in Kanagawa
2003 Graduated from Joshibi University of Art and Design, Department of
Western Painting

Solo Exhibitions

2025 Wandering Paintings: Saito Aya, Galerie Miyawaki, Kyoto
A Woman on a Certain Day, iTohen Gallery Books Coffee, Osaka

2024 Saito Aya: The Artwork-Naming Project — Reading Paintings: Do Titles
Matter?, Nagai Gallery, Tokyo

2022 Saito Aya 2022, Kyotoba, Kyoto

2021 Nike Curators Selection #5: Saito Aya, Galleria Nike, Suginami Campus,
Joshibi University of Art and Design, Tokyo

2015 Saito Aya: 2003-2015,
Yokohama Civic Art Gallery Azamino, Kanagawa

Group Exhibitions

2025 Joshibi University of Art and Design 125th Anniversary Exhibition:
Cultivated Talents from Meiji to Reiwa, Nihombashi Mitsukoshi, Tokyo

2022 Collection 2022 — Autumn / Winter: Tanaka Tsuneko Collection,
The Museum of Modern Art, Wakayama
Saito Aya & Nakayashiki Tomonari: Walking — Time That Cultivates the
Memories of Wandering, Galerie Miyawaki, Kyoto

2021 Saito Aya & Nakayashiki Tomonari: Walking — The Intersection of
Sensation and Thought,
Musashino Art University, Takanodai Campus, Tokyo

2018 The Takahashi Collection: Faces and Abstraction,
Kiyoharu Art Colony, Yamanashi

2009 Daido Moriyama: Record - on the road collaboration with 8 creators,
Epson Imaging Gallery epSITE, Tokyo

Awards
2008 Color Imaging Contest — Katsui Mitsuo Award
2005 25th Graphic Art Hitotsubo Exhibition — Grand Prize
2004 1st Foil Magazine Award - Grand Prize
GEISAI 5 - Nara Yoshitomo Award

Public Collection

Joshibi Art Museum, Joshibi University of Art and Design /
Takahashi Ryutaro Collection / The Museum of Modern Art, Wakayama
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Receiving Fragments

Otsuki Akimi Curator, Ashiya City Museum of Art & History

The Art to Live exhibition, Exploring Illl—Fragments of Art
Born from Encounters—, was held on the first floor of the Osaka
Metro Hommachi Building, located in Osaka’s business district.
Directly connected to a subway station, the high-rise complex
houses shops, offices, and a luxury hotel, and serves as a thor-
oughfare for large numbers of people each day. The venue, the
first-floor entrance hall, is an open, glass-walled space facing
Midosuji Avenue. Characterized by its bright atmosphere and
abundant natural light, the hall offers a sense of transparency
and accessibility. As tenants and visitors passed through the
space, some encountered the exhibition unexpectedly, paus-
ing to view the works. The decision to stage the exhibition in a
commercial building situated in one of Osaka’s prime locations
likely reflects the organizers’ desire to expand opportunities for
encounter beyond dedicated art audiences, reaching those who
come to the area as part of their everyday routines.

This exhibition forms part of a project that seeks to present
outstanding works by artists with disabilities in a comprehen-
sive manner, alongside the work of contemporary artists active
today. In an age marked by the rapid improvement of advanced
information technologies, we increasingly entrust our sense of
security to the efficiencies offered by Al, and tend to distance
ourselves from direct relationships between people and with our
immediate surroundings. By sounding a note of caution against
such tendencies, and by exhibiting works by artists with disabil-
ities in juxtaposition with those of contemporary practitioners,
this exhibition distinguishes itself from other contemporary art
shows.

The exhibition was structured around three key themes:
“Forms of Learning,” “Signs and Awareness,” and “Sensing Be-
ings.” What struck me as particularly important was its refusal
to reduce the works to interpretations based merely on “attri-
butes” or “characteristics.” Rather than simplifying the artworks
in this way, the exhibition foregrounded the contexts in which
each artist creates, by engaging with the backgrounds of their
practices and the various environments in which their work un-
folds, including the home, school, and studio. It explored how
the works emerge through these relationships and how they
are subsequently received. In doing so, the exhibition sought to
shed light on the process itself.

This perspective is also connected to the way the project
situates itself within a continuity of time. Launched in 2019, the
series has continued to renew its curatorial approach as it tra-
verses different moments and venues. One senses the organiz-
ers’ determination to nurture its central questions and to keep
thinking through them over time.

Works by nine artists were on view: Oe Masahiko, Katsuno-
bu, Katsuyama Naoto, Saito Aya, Takada Mal, Nakane Kyoko,
Hirata Yasuhiro, Matsumoto Kunizo, and Morimoto Eri. Guided
by the keywords of each chapter, the works created a gentle
rhythm within the space, an interplay between pieces that un-
folded gradually as one moved through the exhibition.

Among the works presented under the theme “Signs and
Awareness,” the photographs and video documenting Kat-
suyama’s creative process left a particularly strong impression.
Katsuyama'’s practice unfolds through a sequence of actions:

he moistens the wallpaper of a room with his saliva and peels
it away, using the traces left behind to create wall drawings;

he then chews the stripped wallpaper like gum, shapes it, and
throws it onto the ceiling, where it adheres. These records,
which capture the site itself transforming into an installation,
dissolved the boundary between artwork and archive. At the
same time, they provided an essential point of entry into the
context of his expression, allowing the viewer to grasp the pro-
cess through which the work comes into being.

By contrast, Nakane Kyoko’s work consists of logos,
barcodes, and other printed text cut from milk cartons with
scissors and carefully arranged piece by piece inside a case.
Because the fragments are not affixed, their overlapping con-
figuration shifts from day to day. For this reason, it is through
documentation by support staff and those around her that the
act itself is brought into focus as a work. Amid the difficulty of
preserving the form of an action, this practice offers a response
to the question of how such expressions might be received and
sustained over time.

While viewing these works, | was reminded of the four-pan-
el comic Yd-mei (Famous) included in Kgjien by Aihara Koji .
The story portrays a greengrocer’s wife who, though possess-
ing the talent to make a Nobel Prize—level discovery were she
to become a physicist, never encounters the opportunity to
pursue that path and continues her life running the shop. When
| first read this comic, it prompted me to reflect on the condi-
tions necessary for talent to flourish, and on the uncertainty of
encounters that might be described as chance. In this exhibi-
tion, the reason Katsuyama’s and Nakane’s actions came to
be received as forms of expression surely lies in the sustained
attention of supporters and those around them, who recognized
and continued to look closely at their daily practices over time. |
feel deep respect for that fact, and at the same time found my-
self imagining how many other forms of expression may exist
that have not yet come to light.

It is only through the attentive gaze of those who earnest-
ly observe these actions, document them together with the
artists, and receive them with care that their expressions come
to emerge as works of art. From this perspective, might these
practices not also be understood as a form of collaboration, an
approach to production in which the artist and those around
them together shape the work as a shared act?

Drawing on my own past experience”, | had long felt a cer-
tain hesitation about having an exhibition in which the expres-
sions of people with disabilities are placed alongside the works
of contemporary artists within the same space. One major rea-
son lay in the question of how we understand the relationship
between maker and work. Once situated within the environment
of an exhibition, a work is viewed by many people; it can evoke
not only subtle emotions and moments of inspiration, but at
times even negative feelings. When an expression, having left
the hands of its maker, enters the lives of viewers and becomes
woven into their individual narratives, how does the maker
receive that reality? This was the point that continued to trouble
me. For that very reason, | always carried, deep within me, the
question of whether a person with a disability fully understands

and consents to the act of releasing their work into the world

of their own will. Is being seen by many people truly a good
thing for that individual? When an expression that emerged as
an extension of an act that felt natural, or perhaps unavoidable,
to the maker is presented as a “work” under the guidance of
those around them, what does the maker feel, and how do they
experience that transformation?

Such thoughts continued to circle in my mind. And yet,
what stood before me in the exhibition space were expres-
sions that unmistakably stirred the hearts of viewers. As many
people encountered them, moments arose in which a range
of emotions were brought into being. Might not that very fact
possess the power to nudge the contours of what we call “art”
slightly outward? Rather, | found myself feeling that we must be
cautious about drawing boundary lines between the works of
artists with disabilities and those of professional artists based
solely on differences in background.

The word “boundary” carries a particular resonance for me.
Ten years ago, at the Ashiya City Museum of Art and History,
| organized Morimoto’s workshop Touching the Ambiguous
Boundary (Line)— Grinding Sesame — . Participants were given
nothing more than a mortar, a pestle, and whole sesame seeds,
and asked simply to keep grinding. The seeds became ground
sesame, and then gradually transformed into sesame paste. As
one traced the process of change through sight, smell, and the
sensation in the hands, the question arose: at what point, and
where, does it become “something else”? The boundary is elu-
sive. The seven colors of the rainbow, too, resist precise demar-
cation within their gradations. Even the names of certain fish
change as they mature, though growth itself is continuous. This
workshop, born from Morimoto’s seemingly simple question,
appeared modest at first glance, yet it was profoundly layered,
touching on the very foundations of how we perceive the world.

Those participants who continued grinding for more than
two hours must have clearly felt, in their hands, the moment
when the resistance of the pestle suddenly grew lighter. It was
a bodily realization of transition, more certain than explana-
tion could ever be. To perceive the world, | came to feel, is not
merely to rely on someone else’s words, but to grasp it through
one’s own embodied experience. And perhaps, as | learned
from Morimoto, a boundary is nothing more than a shifting
awareness that trembles within relationships.

Human beings accumulate experience through their rela-
tionships with those around them, continually renewing their
understanding through the senses and the body. The act of
trying to know another’s practice is akin to walking alongside
the course of their life. When the phrases “outstanding works
by people with disabilities” and “the work of contemporary
artists” are placed side by side, something like a boundary
long embedded within society comes into view. Yet rather than
allowing our gaze to be captured by that dividing line, | would
prefer to listen closely to the emotions and thoughts that arise
in the presence of the works themselves. What this project
ultimately proposed, it seems to me, was a practice that
acknowledges the existence of boundaries while continuing to

unsettle them, sustaining a state in which those lines are kept
in motion rather than fixed in place.

The word “fragments” in the exhibition’s title felt to me like
small seeds handed over within that very state of fluctuation.
How one chooses to nurture the seeds one has received is,
perhaps, a question entrusted to each viewer. Even now, after
leaving the exhibition behind, | find my thoughts drifting toward
where they might take root and what they may yet become.

™1
Aihara Koji, Kojien, 3rd ed. (Shogakukan, 1989), p. 227.

*2

The author curated and organized the exhibition series Art Picnic at the Ash-
iya City Museum of Art & History from 2011 to 2013. In 2011, with planning
cooperation from Tanpopo-No-Ye Foundation, the exhibition introduced works
by artists with physical, intellectual, and psychosocial disabilities. In 2012 and
20183, it presented works by contemporary artists, self-taught practitioners,
and creators identified as having disabilities.
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Subtly Loosening Labels—Demythologizing and Fairness in the
Expression of People with Disabilities

Yamada So  Assistant Curator, Shiga Museum of Art

Viewed in formal terms, the Exploring Ill—Fragments of
Art Born from Encounters— exhibition (hereafter, Exploring Ill)
can be described as a comprehensive presentation of works
by makers primarily affiliated with disability support institutions
alongside works by contemporary artists.

One of the catalysts for presenting artists with disabili-
ties and contemporary artists on ostensibly equal footing can
be found in Parallel Visions: Modern Artists and Outsider Art,
held in 1992 at the Los Angeles County Museum of Art. After
traveling to Madrid and Basel, the exhibition was presented in
1993 at the Setagaya Art Museum. By placing masterpieces of
modern art alongside works of Outsider Art, the exhibition pro-
posed a “parallel vision” that relativized the canon of art history.
In Japan, it played a formative role in creating the conditions for
the reception of Art Brut and Outsider Art.

The Borderless Art Museum NO-MA (hereafter, NO-MA),
which opened in 2004 in Omihachiman, Shiga Prefecture, has
likewise pursued a similar format. (The author served as a
curator at the museum from 2017 to 2022.) NO-MA articulates
its concept as “presenting, without distinction, a wide range of
expressions, including works created by people with disabilities
and contemporary art” (quoted from the museum’s website).
Operated by a social welfare corporation, the museum’s initia-
tive may be understood as grounded in the ideal of realizing
an inclusive society in which people live together beyond the
presence or absence of disability. This model has also been ad-
opted by museums established after NO-MA that are similarly
rooted in welfare institutions, such as the Tomonotsu Museum
in Hiroshima Prefecture and the Hajimari Art Center in Fukushi-
ma Prefecture. Today, it has become a recognizable “template”
within the intersecting field of welfare and the arts.

Formally speaking, Exploring Ill may also be said to stand
within the same lineage. However, the impression | received
upon viewing the exhibition was somewhat different from those
earlier examples. For in exhibitions that adopt this model, one
often finds emphasized either a critical stance that seeks to
relativize the institutions of art, or a didactic framework aligned
with social welfare. Here, by contrast, such elements were strik-
ingly absent from the foreground.

To begin with, it seemed unlikely that a visitor arriving at
the exhibition without prior knowledge would readily realize,
on their own, that artists with disabilities were included among
the participants. This reticence was evident, for example, in
the wording of the organizers’ introductory remarks. The term
“disabled person” does not appear there even once. Instead,
the artists are described in highly careful terms as “individuals
who, even if verbal communication may be difficult, express
themselves through visual form, conveying phenomena that are
hard to articulate in words and presenting sensory experience.”
Only by reading the individual artist profiles closely would a
viewer infer that several of the exhibiting artists have some form
of disability.

At NO-MA, where | was formerly employed, it was likewise
a general principle to refrain from explicitly stating whether in-
dividual artists had disabilities. However, at that institution, the
very concept of “borderless” that defined the museum, as well
as its very existence, could be said to have already eloquently

conveyed an inclusive message premised on the presence of
artists with disabilities.

By contrast, the Exploring Ill exhibition appears to push even
that underlying premise decisively into the background, refraining
from making any overt claims about messages associated with
disability. Despite the fact that more than half of the participating
artists are creators with disabilities, the exhibition deliberately
dilutes that information. What kind of landscape, then, was it
seeking to bring into view through this curatorial choice?

Deconstructing the Myths Surrounding the Art of People
with Disabilities—Learning as the Central Theme

As noted earlier, although the Exploring Il exhibition incor-
porates the element of the artists’ disabilities, it deliberately
pushes that aspect into the background. What this restrained
curatorial approach offers may well be a shrewd critical per-
spective on the images of “self-taught” or “solitary” artists that
discourses surrounding the art of people with disabilities, as well
as adjacent categories such as Art Brut and Outsider Art, have
so often reproduced in relation to artists’ personal attributes.

In this country, the gaze directed toward “artists with
disabilities” has, from the postwar period to the present, been
deeply imbued with romanticism. A historic example is the im-
age of Yamashita Kiyoshi, who achieved nationwide popularity
as the “wandering genius painter.” While Yamashita represents
only one typical case, it is worth recalling that what is now
referred to as savant syndrome was once labeled “idiot savant,”
suggesting that there has long existed a cultural tendency to
separate persons with extraordinary abilities from mainstream
society by casting them as “exceptional geniuses.” Layered
onto this foundation, | would argue, was the term Art Brut,
which rapidly gained currency in Japan from the 2010s onward,
further reinforcing and fixing such images.

Originally proposed by the French artist Jean Dubuffet, Art
Brut referred to forms of expression produced by creators un-
tainted by the mechanisms of “culture,” such as established art
education, trends, or the market. In Japan, however, the term
came to be received as something almost inseparable from
artistic practices by people with disabilities (due to space con-
straints, this essay cannot delve further into that discussion). As
a result, characteristics frequently attributed to Art Brut, such
as “distance from professional training” or “an internal im-
pulse”, served to reinforce the label of an “inviolable solitude”
attached to artists with disabilities. One might argue that this,
in turn, accelerated their mythologization as privileged or even
transcendent beings, as though they belonged to some realm
“on the other side.”

Given this background, it is striking that one of the exhibi-
tion’s key concepts is “learning.” In the section titled “Forms of
Learning,” four artists are introduced: Morimoto Eri, Katsunobu,
Matsumoto Kunizo, and Hirata Yasuhiro. What connects them
are the processes of responding to others and to their envi-
ronment, such as the acquisition of techniques and principles.
Here, instead of the dramatic fiction of the “solitary genius,” the
exhibition matter-of-factly presents a perspective that reconsid-

ers each work as the crystallization of having noticed something
and learned from it.

If one looks closely at the actual history, it is not the case
that artistic expression by people with disabilities has existed
without forms of artistic learning alongside it. A representative
example can be found at the Kyoto-based support facility Mizu-
noki, where, from the time of its establishment in 1964, the Jap-
anese-style painter Nishigaki Chuichi led painting classes.
Through experimentation with materials and dialogue-based
explorations of expression, practices of learning were sustained
there for several decades. Nishigaki later went on to help found
Atelier Hiko in Osaka. The fact that Oe Masahiko and Matsumo-
to Kunizo, both of whom have been active at this facility, are in-
cluded in the present exhibition may be understood as drawing
renewed attention to a lineage of learning that has often been
rendered invisible in previous discourses.

Alternatively, from a different perspective, we must also at-
tend to the dangers inherent in discourses that distance people
with disabilities from learning. In Japan, there was once a period
when individuals with severe disabilities were exempted from
compulsory education and effectively excluded from public edu-
cational institutions on the grounds of their impairments. Recall-
ing this history, in which many people with disabilities were not
institutionally guaranteed access to education, the exhibition’s
effort to reconnect them to the cultural continuum of learning in
artistic expression can be understood as deeply significant.

Fair Curation and Its Development into the Art Market

At first glance, the Exploring Ill exhibition presents itself
with an air of remarkable restraint. Yet beneath this subdued
appearance, one senses a shrewdly conscious effort to dis-
mantle the myths that have long clung to the art of people with
disabilities. In such a myth-dismantling approach, how are the
works to be viewed? Walking through the venue, one is struck
by the way creators working in welfare facilities and contempo-
rary artists seem to resonate with one another purely as works,
with the “noise” of personal attributes stripped away.

In particular, the pairing of Saito Aya and Oe Masahiko was
breathtaking. The undulating energy emanating from their works
eloquently testified to the inevitability of their being placed in
the same space. This was not a juxtaposition designed to have
their respective attributes complement one another; rather, the
works resonated as independent expressions. Such an exhibi-
tion, which allows one to sense the “autonomy of the artwork,”
is made possible precisely because the narrative of “disability”
has been carefully pushed into the background through curato-
rial decisions, and the works are treated with fairness.

If I may venture slightly beyond the immediate scope of the
discussion, one cannot help but hope that this curatorial fair-
ness will also permeate the sphere in which artworks by people
with disabilities are bought and sold. The reason is that capa-
cious, a co-organizer of the present exhibition, was originally
founded with the aim of connecting artistic practices by people
with disabilities to the contemporary art market as the core of
its activities. The organization has continued to present booths

at domestic art fairs, seeking to open up channels that link
welfare contexts with the contemporary art market.

In recent years, opportunities to encounter prints and repro-
ductions of works by artists with disabilities in public spaces
have clearly increased, often through CSR (Corporate Social
Responsibility) initiatives and government-led public projects.
Fashion items and everyday goods bearing transferred images
of their works have also become commonplace in urban set-
tings. Yet while such surface-level forms of consumption contin-
ue to expand, opportunities for original works to be bought and
sold on the same footing as contemporary art remain extremely
limited. Even at art fairs and similar venues, one rarely encoun-
ters works by artists with disabilities. In this sense, a substan-
tive division based on personal attributes persists—an “unfair”
situation, so to speak.

The fact that an organization seeking to connect such prac-
tices to the art market has conceived an exhibition that conveys
such a strong sense of fairness is encouraging. It invites hope
that this same sincerity will extend further, toward preventing
unfair structures within the art market and the unjust exploita-
tion of artists, and toward building forms of evaluation within
the market that are both appropriate and equitable.

The Exploring Il exhibition did not strike one as a show that
loudly proclaims a forceful message. Yet its carefully measured
approach, evident throughout, succeeded in freeing artists from
the labels of personal attributes and presenting them to view-
ers simply as artists in their own right. One can only hope that
the sense of fairness manifested in this exhibition will continue
seamlessly into the sphere of economic activity of the buying and
selling of artworks and remain consistently upheld there as well.
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Lives that Salvage Contemporary Art

Yamamoto Hiroki Cultural Studies Scholar / Associate Professor, Jissen Women’s University

The Korean philosopher Ko Byung-kwon has long taught
people with a wide range of disabilities at Nodeul Night School
for the Disabled, a place of learning that resists discrimination
against people with disabilities. Based on this experience, he
wrote Mokumoku (silently) (2018), which bears the subtitle “A
Philosophy That Walks Together with Unheard Voices.” Through
his time at Nodeul, Ko came to discover a path not toward
“maturation through philosophy,” but toward the maturation of
philosophy itself. As he puts it: “How childish and rude must
the great figures of knowledge, who prided themselves on
being teachers of life, have been when standing before peo-
ple with intellectual disabilities. While claiming adulthood for
themselves, how many people have they driven into intellectual
disability?""”

This exhibition, Exploring Ill—Fragments of Art Born from
Encounters— (hereafter referred to as “the exhibition”), is
positioned as part of the Contemporary Art Promotion Project
by Artists with Disabilities. In recent years, contemporary art
seems to have come to recognize the saving of minority lives as
one of its important missions. Artistic practice possesses the
power to cast light on those who have been excluded from so-
ciety and whose value has long been diminished. This has been
demonstrated by numerous artists. Free from the conventional
binary opposition of “able-bodied” versus “disabled,” this ex-
hibition reconsiders the expressions of people with disabilities
within the framework of contemporary art. In doing so, it fully
demonstrates the possibilities of such curatorial approaches.

However, in this exhibition, the expressions of people with
disabilities, including their creativity and their very lives, are not
merely saved by contemporary art. On the contrary, they save
contemporary art itself. Confronted with the practices of the
artists participating in this exhibition, contemporary art is forced
to expose how, to borrow Ko’s words, “childish and rude” its
own domain has been. | myself must engage in serious self-re-
flection. How narrowly | (and we) have conceived creativity,
expression, production, and representation in our engagement
with art. The supposedly “mature” world of contemporary art,
which “prides itself on being adult,” is compelled by this exhibi-
tion to dismantle and reconstruct its own “common sense” and
“assumptions.” Below, | will examine this in concrete terms.

First, concepts such as “diversity” and “coexistence” come
to mind. Within the field of contemporary art, these terms al-
ready fall within the realm of common sense. There is little room
to question their significance, at least as far as | am concerned.
In principle, respecting social diversity and seeking ways to co-
exist with others are indispensable practices. However, it is also
true that a certain sense of wariness has spread in response to
their overuse, not only within the art world but across society as
a whole. This wariness itself is a healthy one, and it is import-
ant to ask what lies at its root. It likely arises from the feeling
that “diversity” and “coexistence” have come to function not
as premises that should be recognized, but as goals that are
meant to be pursued.

While acknowledging the social significance of “coexis-
tence,” the philosopher Hoshino Futoshi expresses the follow-
ing sense of unease regarding its substance.

(...) we can never truly be “alone.” For that reason, coexis-
tence is not so much a lofty ideal as it is an inescapable re-
ality that we cannot resist. This is why language that treats
coexistence itself as a goal to be pursued inevitably carries
with it a certain sense of discomfort®.

There is not a single practice in this exhibition that seeks
social “inclusion” as its primary, explicit aim. The prayer-like,
almost manic repetitions of Hirata Yasuhiro, Nakane Kyoko, and
Katsuyama Naoto ask only to be acknowledged as what they
are: something that simply exists there as part of their ordinary,
everyday lives.

Next, let us consider the concept of “visual pleasure” as
theorized by Laura Mulvey. In her epoch-making essay Vi-
sual Pleasure and Narrative Cinema (1985), Mulvey, drawing
on insights from psychoanalysis, argues that “cinema further
intensifies its focus on woman as image, on her ‘to-be-looked-
at-ness,’ and devises ways for this ‘looked-at-ness’ to become
spectacle itself.® She demonstrates that the pleasures of pop-
ular culture are not necessarily “popular” in any neutral sense,
but are instead structured to align with the psychic organization
of heterosexual men, thereby enabling men to consume images
of women as nothing more than erotic objects.

As Mulvey made clear, the patriarchal ideology dominant
in many cultures fixes women as “images to be looked at”
(objects) and men as the “bearers of the look” (subjects) within
the pleasures offered by works of cinema, art, and literature
in those cultural spheres. This exhibition, however, is suffused
with what might be called a “de-normativized” form of visual
pleasure. The layered accumulations of color and line that Oe
Masahiko, Katsunobu, and Saito Aya depict in their tableaux
inscribe traces of pleasures they quietly enjoy in a space de-
tached from attributes such as gender, sexuality, or ethnicity.
They point to sites of pleasure that are not tuned to make only
particular individuals, often members of the dominant majority,
feel comfortable.

Finally, | would like to turn to the “language” through which
we speak about contemporary art, as well as the language spo-
ken within it. Many art historians and cultural researchers have
woven narratives intended to “draw out” the expressions of
people with disabilities. Hokari Minoru, a historian of Aboriginal
history, cautions that within the tradition of historiography that
seeks to “draw out” Indigenous myths and memories, the pow-
er relations between the “researcher who respectfully draws
out” and the “Aborigine who is respectfully drawn out” often
remain intact™. We, too, as art historians and cultural research-
ers, must ask ourselves whether, within such paternalistic
perspectives, we have likewise preserved our power relations
with people with disabilities intact.

Following Hokari’s insight, what matters is not to seek ways
of “including” the expressions of people with disabilities within
the normative discourses of contemporary art. Rather, it is to
let the multiple narratives revealed by such expressions reso-
nate at the same time, even when they appear at first glance
to be contradictory or in conflict, and in doing so to destabilize
those normative frameworks themselves. The diverse formal
“languages” embedded in the works of Takada Maru, Matsu-
moto Kunizo, and Morimoto Eri expand the vocabulary through
which contemporary art is discussed and dramatically multi-
ply the terms that circulate within its field. The vocabularies
they employ are at times academic, at times sensory; at times
textual, at times iconographic; and at times none of these. This
“language,” understood in its broadest possible sense, holds a
dizzying sense of infinity.

| served as a moderator at the Art to Live International
Symposium held in 2024, where | listened to Koide Yukiko,
Tom di Maria, and Hosaka Kenijiro, figures who have long been
deeply engaged with forms of artistic expression that have not
belonged to the “mainstream” of the art world, including the
work of people with disabilities. Through their words, | came to
experience the pleasure of having the “common sense” | had
acquired within the field of contemporary art dismantled.
Rather than focusing on how they themselves might contribute
to the expressions of people with disabilities, each spoke about
how much they had learned from those expressions. Likewise,
instead of asking how contemporary art could contribute to
such work, they emphasized how much contemporary art itself
stands to learn from it. Now, | feel that | understand what they
meant, at least more clearly than | did before.

*1

Ko Byung-kwon, Mokumoku (silently): A Philosophy That Walks Together with
Unheard Voices, Japanese translation by Kagemoto Takeshi, Akashi Shoten,
2023. p. 38.

2
Hoshino Futoshi, Shokkakuron (On Parasitism). Kodansha, 2023, p.7.

*3
Laura Mulvey, Visual Pleasure and Narrative Cinema, trans. Ayako Saito, Ima-
go, vol. 3, no. 12, Seidosha, 1992, p. 52.

*4
Hokari Minoru, Radical Oral History: Historical Practice among Indigenous
Australian Aborigines, Iwanami Shoten, 2018, p. 251.
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Associated Event Report:

“Improvised Music Workshop”“What Is the Beauty That Emerges from A Place”?”

Nakawaki Kenji Associate Professor, Department of Arts Planning, Osaka University of Arts / Director, Ba to Koto LAB

January 24 (Sat), 2026 10:00-11:00 Participants: 22
Workshop Guest: Suzuki Jun (Keyboard Player, Composer)

Event Coordinator / Facilitator: Nakawaki Kenji Coordinator: Suzuki Kasumi (APCA)

First, one defining feature of this exhibition lies in its decision to
present works in parallel, questioning the very act of drawing a line
based on the presence or absence of disability, and approaching the
exhibition from a perspective that seeks to eliminate separation. How-
ever, it would be difficult to say that this exhibition was making “art”
about works or exhibitions centered on the issue of disability itself.
Rather, by employing the methods of curation and exhibition-mak-
ing, it seemed to confront, with sincerity, the question of how we, as
human beings, exist and what kind of beings we are. Alternatively,
it could be said that the exhibition advanced the hypothesis that,
regardless of circumstance, people exist equally within relationships
and live through their mutual engagement with one another.

This impression arose from a moment when, upon receiving a
consultation from the exhibition’s organizer, the Japan Association
for the Promotion of Contemporary Art, regarding a related program,
they candidly voiced a lingering sense of uncertainty, saying, “We
have worked with dialogic viewing and gallery talks, but perhaps
there is another approach.” Looking back, this unease seems to have
stemmed from a discomfort with the privileging of language, of logical
thinking, and with a didactic stance that seeks to promote under-
standing of the artworks.

In response to that sentiment, the related event was conceived
with the aim of taking as its fundamental premise the people present
in front of us and whatever might arise from that particular place. This
may have been a long preamble, but it explains why Suzuki Jun was
chosen. As his profile states, “a keyboard player devoted to groove
and timbre; a composer,” he responds to the people present, and it is
precisely from this responsiveness that his commitment to the groove
that emerges is born. He is an artist who works meticulously to create
an environment in which participants gradually tune themselves to
sound, their ears opening as they do so.

Preparation is carried out with meticulous care, encompassing
everything from sound resonance and lighting to the placement of
chairs and tools, with each detail tested repeatedly through trial and
error. Arbitrary elements and overt staging are eliminated, while subtle
prompts that gently spark curiosity are distributed throughout the
space, encouraging participants to instinctively pick something up
or produce a sound. At the same time, the freedom not to participate
is fully preserved. This process of creating the environment takes
two full hours. As for the program’s structure, while an initial flow is
established, multiple points for dynamic change and branching are
deliberately built in. Suzuki never uses music as a means of guidance
or incitement. Rather, as a musician, he incorporates a wide range of
devices and structures in order to generate the groove of the moment
itself. From my perspective as a specialist in workshops and facilita-
tion, it is evident that, while the overall framework follows a familiar
structure, his acute sensitivity to on-site responses and his precise
anticipation of subsequent developments enable the creation of a
space in which participants, sound, and the self resonate together.
Although described as an “improvised music workshop,” Suzuki’s
practice is grounded in meticulous preparation, careful attentiveness,
and quiet responsiveness, all of which merit close attention.

At the beginning of the program, following a brief greeting from
Suzuki Jun, participants are handed an object (or perhaps an instru-
ment?) made simply of a hanger with a piece of string attached. They
are asked to place the string against their ear and to let the dangling
hanger touch metal or other hard surfaces. The resulting vibrations
expand within the listener’s ear only and are perceived as unexpect-
ed sounds. Though imperceptible to those watching, the sound is
experienced intimately by each participant, offering the pleasure of
a sonic encounter that feels singular and personal. This prepares the

mindset of “there is music that only | can hear, and today | will savor
it.” Next, participants clap their hands and focus on the relationship
between the body and sound, observing how variations in palm shape
and clapping technique produce sounds from high to low. Through
sound, their senses gradually open toward introspective thought,
bodily awareness, and spatial perception, in a process that might be
described as “tuning.”

Before long, participants begin walking through the exhibition
space carrying instruments brought by Suzuki, along with sound-pro-
ducing objects made from modified everyday items and pieces of
folk craft. As they move about, they place each object on one of the
scattered chairs, guided by an intuitive sense that “this instrument
feels right here.” The resulting experience of viewing the exhibition
is strikingly unusual. Shapes, colors, and textures evoke a vague but
compelling sense that “this sound seems to belong here,” allowing
participants to engage with the works through a mode of perception
in which sound stimulates the visual imagination. Afterward, every-
one gathers together. One by one, participants move through the
exhibition space and sound only the instruments they feel drawn to
play among those that have been placed. They may play all of them
or just a few; they may take as much time as they wish. Until their
turn comes, each person simply watches and listens. This moment
felt like the true highlight of the program. Parents or support workers
sometimes accompany children or participants, but clear instructions
were given that they should refrain from any intervention. This ensured
that each participant’s relationship with the works was protected, and
transformed the time into one charged with a quiet tension, where the
mutual responsiveness between people and objects could be atten-
tively observed. Transcending differences of age or disability, each
participant appeared as an individual human being, with their thoughts
and feelings vividly suggested through their actions. In witnessing
this, it was impossible not to sense a certain kind of beauty.

Watching the situation closely, Suzuki occasionally plays melo-
dies or ambient tones. At times, moments emerge in which the entire
space seems to be engaged in a single jam session; at other times,
it becomes a freely dispersed and self-directed soundscape. As this
unfolds, everyone begins to spend time in the exhibition space in their
own way. Some participants even dance while playing their instru-
ments.

Toward the end, participants are asked to return the instruments
that had been scattered throughout the space, and are invited to
enjoy a period of free interaction with sound, described as a “sound
sandbox.” By this point, the distinction between Suzuki as musician
and the participants as viewers has completely dissolved. Several
people gather around and begin playing the keyboard Suzuki himself
had been using, while others continue to handle various instruments
without pause. At these moments, Suzuki does nothing more than
smile. According to him, “everything that has happened so far exists
for these five or ten minutes.” It was a program possessing that de-
gree of precision.

Finally, the exhibition bears the subtitle Fragments of Art Born
from Encounters. What arises from relationships is not only the work
itself, but also the experience of viewing, the related programs, and
each of us as individuals. While the phrase “fragments of art” is used,
one could just as well locate artistic value in the act of relationship
itself. If just that much were understood, | would be happy.
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