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on the imagined terrain

In recent years, it has become increasingly difficult to maintain a sense
of being “here and now”. With the development of communication
technologies and transportation, we are constantly exposed to an
overwhelming amount of information and can easily move anywhere,
amplifying this challenge. In such a world, re-examining what forms the
terrain around us and where it connects can help to bring awareness
to the space our bodies occupy and serve as a means to explore the
direction we ought to take.

The term “shima / L ¥ / B, meaning “island” in Japanese, appears
in the Japanese version of the exhibition subtitle “Z5&<MDL %" and
reflects the intention to redefine the geographical conditions of Japan,
a nation composed of islands, where the four featured artists live. It
speculates on this archipelago in the northwestern Pacific, not as an
“isolated terrain” floating in the ocean, separated from other lands, but
as part of an “open terrain”, an uplifted land surface that emerged at
sea through tectonic movements and is connected to other continents
and islands at the ocean’s depth. This alternative perspective, which
searches for and finds invisible connections beneath the water, makes
us look beyond conventional frameworks and boundaries, allowing us
to imagine a world where everything is inextricably interconnected.
The works of the artists in this exhibition are also open to broader con-
texts and relationships, starting with the terrain around them. Through
their respective approaches, they capture and depict the world, con-
fronting the multiplicity and complexity of both their surroundings
and their own selves. Their works function as devices that encourage
viewers to actively find meaning through their individual perspectives,
sensations, and experiences, transcending the artists' interpretations
and intentions and thus fostering diverse ways of seeing and feeling.
After World War I, the Japanese people rebuilt from the ruins and
embarked on a path towards happiness and prosperity, driven by
capitalistic and materialistic development. However, since the 1990s,
Japan has found itself in a persistent state of economic stagnation and
decline. Within these linear narratives, the conflicts and ambivalent
struggles arising from multiple intertwined factors are often over-
looked and left unresolved. Consequently, this exhibition addresses
the challenge of engaging with the complexity of an entangled world,
alongside artists who revisit the myriad things and situations sur-
rounding them, giving them form through individual perspectives and
artistic practices.
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Passage of Meteorites

Drawing on the history of Dalian’s coastal area and Tokyo Bay, the
work, composed of landscape photographs, images of coastal erosion
caused by the ocean tides, and recitations, envisions a fictional story
surrounding a family of shellfish.

The Liaodong Peninsula, located in northeastern China, has an undulat-
ing topography comprising of a series of low mountains and hills, and
its coastline is complex and anfractuous due to the effects of erosion.
Freshwater flows into the peninsula from the Yalu River and the Liaohe
River, making the water fertile and home to a large number of plankton
and benthic organisms, as well as various species of fish, shrimp, and
shellfish. The small fishing village seated on its southern tip was suc-
cessively ruled by different ethnic groups amid the many outbreaks of
war, eventually being transformed into the large port city of Dalian.

The Liaodong Peninsula was a geopolitically important location, espe-
cially from the nineteenth to twentieth centuries, due to it largely pro-
truding into the Yellow Sea and thus being in proximity to the Korean
Peninsula and Russia. After its victory in the Russo-Japanese War,
Japan acquired the lease of Dalian from the Russian Empire, and using
this territory as a foothold under its name of Kwantung Leased Territory,
exerted military control over the entire province of Manchuria. This led
to the establishment of the puppet state of Manchuko.

Dalian's coastal area was developed as a health resort by the South
Manchuria Railway and has now evolved into a bayside resort with an
amusement park and luxury residences.

The Tokyo Bay area has a similar atmosphere, which is largely influ-
enced by a certain aesthetic cultivated under the rule of great powers,
but in both cases, the sea and people’s lives are intertwined to give rise
to their own unique landscape.

The landscape continues to change according to its topographical
characteristics, accumulating the memories of the people who have
stood upon its ground, and emerges as an independent entity that
exists for no one in particular. The hustle and bustle of the amusement
park coalesces with the sounds of seagulls and the waves, and the
overlapping layers of time blur the color of the sand. Rocks that rise to
the surface of the sea become storytellers of legends, and voices heard
from here and there map out the contours of the landscape.

Yuki Shimizu

Yuki Shimizu

Yuki Shimizu (b. 1984) creates stories by weaving together pho-
tographs and text based on her research of local history and
folklore related to waterside. In recent years, she has turned her
attention to ambiguous places such as seashores which change
from moment to next due to waves and tides, attempting to cap-
ture the contours of the post-modern Japan in which she herself
stands through the creation of fictional narratives.

In her latest work Passage of Meteorites, set in Xinghai Bay (orig-
inally established by the South Manchuria Railway Company in
1909 as “Hoshi-ga-Ura") in Dalian, China, and Tokyo Bay in Japan,
reality and fantasy intersect in the estuary where the river meets
the ocean. Images emerge in a dark space that recreates the
nighttime ocean glistening under the light of the stars, while a
voice reciting a piece of text sounds throughout. The narrative is a
short story inspired by the legend of a meteorite fall from which the
place name “Hoshi-ga-Ura" (literally meaning “Star Beach” in Jap-
anese) was derived, wherein the rise and fall of a fictional species
calls to mind the history of the possession and development of the
area. While the photographs that observe and capture the Dalian
landscape as it is bear traces of this history, the photographs of
the coastal areas from Tokyo to Chiba were taken using film whose
photosensitive layer had been damaged by being immersed in
Dalian’s seawater, thereby connecting the two seas and expos-
ing the countless moments that precipitate in the substratum of
memory. Just as the crashing waves wash over the sand on the
shore, the experience of seeing is also fleeting and vanishes in
an instant, and it is precisely for this reason that Shimizu's work,
which attempts to give form to this experience, evoke an imagina-
tion that extends far beyond the constraints of reality.
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Trees, plants, and billboards along the roadside, as well as people
walking, cars, motorcycles, and bicycles that follow the signs, and row
after row of similar buildings and houses—it is the same organized
scenery found anywhere in Japan that serves to support peaceful daily
life. We are able to live a stable and affluent life thanks to a society that
has been built over a long period of time, and as we busily go about our
day-to-day, we tend not to be caught up with the occasional sense of
injustice we may feel, or the differences between us and those around
us. One wonders if that is really the case. Since moving to the area of
Kyoto along the coast of the Sea of Japan a few years ago, | have been
spending more and more time alone and the internet has become my
sole means of learning about world events. However, by simply being
exposed to information regarding what is happening across the globe,
| find myself comparing the imbalance of the world far away with my
own stable lifestyle. It is something that inspires me to think about the
everyday.

| am currently working on the production of a mural. Over a decade has
passed since | first encountered the traditional fresco technique that
became a source of inspiration. It is a curious technique that involves
applying dry-powder pigment mixed with water to freshly laid lime
plaster so that the painting becomes an integral part of the wall. Lime
plaster, which serves as the foundation, is an unstable material to paint
with as it is affected by the surrounding environment. At the same time,
however, it allows me to engage in a dialogue with the space. This dia-
logue is what gives rise to a material presence and projects a physical
sensation onto the wall. When my work becomes one with the space,
it is no longer a mere architectural decoration but that which evokes a
strong connection with society.

Signs pointing to places far away, the lost items of someone or another,
slopes constructed to match the natural geographical features and the
weeds growing in the gaps between them, all add depth to the other-
wise flat landscape. What it reflects is the boundary between the sta-
bility of everyday life and the imbalance of the world. | wish to capture
the moment of the present so that my day-to-day life does not become
a mere routine or repetition of the mundane.

Satoshi Kawata
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Satoshi Kawata

Satoshi Kawata (b.1987) explores the structures and systems
that support the foundations of Japanese society, as well their
transitions, through the production, deinstallation, and relocation
of mural paintings using traditional fresco techniques. Frescos
are painted on existing walls through the application of lime plas-
ter and water-soluble pigments, and unlike portable paintings
(tableaus), are physically inseparable from the place in which
they are created. Within the constraint of having to quickly apply
the paint before the lime plaster dries out completely, Kawata
moves his trowel and brush freely, as if to act in concert with the
moisture-laden wall, imbuing it with a rich array of textures and
dynamic colors.

Kawata depicts landscapes observed in places that exist
between urban and rural areas. Signs and billboards along main
roads, roadside stores and houses, and power lines and pylons
supplying electricity from power plants overlap with the traces
of people passing by as well as elements unique to the site, frag-
menting and reconfiguring the landscape. These semi-figurative
motifs stir the viewer's senses and deeply appeal to memory
and imagination. Since the late 1950s, such standard postwar
Japanese landscapes have spread throughout the nation against
the backdrop of an inclination to control nature and implement
development through science and technology. In recent years,
these landscapes have become increasingly homogenized under
the influence of global consumer culture. The title Golden Time
suggests a duality between the magical time symbolized by
television (“Golden Time” being an English word coined in Japan
for the term “Prime Time"), which became widespread as a form
of home entertainment during Japan’s period of rapid economic
growth, and the reality that remained hidden in the shadows of
that glorious era.
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Whether | am traveling or not, | always find myself collecting
stones. If | find one that looks good, I'll take it home and use it as
a paperweight. While they may be small, since | use them to hold
down the pages of books or to weigh down sheets of paper, they
need to be at least the size of the palm of my hand.

| also carry stones back home with me from abroad. | often hes-
itate at first when collecting stones while traveling because they
make my luggage heavier. Nevertheless, if | come across what
| feel is the perfect stone, | carry it home with me, even if it may
mean slipping it in-between my clothing.

(Mimi Hachikai, The Stone that Pulls in the Sky, Hakusuisha Pub-
lishing Co. Ltd., 2007)

| walk around picking up stones, block pieces, and so forth in the same
way. At times | preserve the scenery that | cannot take home with me
in my memory or through photographs. While there are occasions
where | simply collect stones based on interest or habit alone, there are
moments when my motives are slightly less pure, with the production
of my work being an incentive.

(...) The accumulation of solid time is what draws me to stones. It
is delightful to imagine that decades or centuries from now, these
stones that were once used as paperweights will be lying on a riv-
erbank or in a field, basking in the light of the sun. When | hold the
stone in my hand, my body heat is transferred to it, and it warms
up quickly. | believe that this in essence is the nature of stones.
| take the stone, which will one day return to the wind and rain,
placing it against my brow to cool my head. (Ibid.)

From the standpoint of its origin, glass may also be considered stone.
Like the stones used in my work, | imagine containers made of glass

lying on the ground.

Ryohei Usui
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Ryohei Usui

Ryohei Usui (b.1983) has engaged in the production of a series
titled “PET (Portrait of Encountered Things)" in which he meticu-
lously recreates everyday plastic industrial products in the form
of glass sculptures and juxtaposes them with existing objects, in
doing so giving rise to fictitious, anonymous landscapes.
Presented in this exhibition are reinterpretations of materials
that serve to temporarily divide and occupy public spaces, such
as blue tarp that appears to be covering something, temporary
construction site enclosures, and fences, along with stones, con-
crete blocks, and other objects that have changed shape over
time and constitute the scenes that we observe in our immediate
surroundings. These are an extension of the “Forgotten Liquid”
photograph series, in which traces of events and the presence of
people are evoked through plastic bottles left in street corners. In
each of these works, the artist affirms the passive experience of
“unexpected encounters” in everyday life, and by bringing focus
to trivial objects together with their surrounding environment
through a holistic perspective, highlight what lies in the backdrop
and margins.

Plastic products, which are consumed in large quantities on a
daily basis, are replaced with glass, thereby detaching them from
their original function and meaning, and enabling them to exist
as “something that is simply there.” Guided by the serene texture
of glass, which possesses both strength and fragility, the work
encourages us to take a fresh look at familiar objects and things
that come into our field of vision, asking us “what does it mean for
something to exist?”
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For example, if | were to paint a mountain, | would like to paint the
nature of its existence, rather than exactly as it appears. | want the
brushstrokes to manifest as the mountain ridges, and the heaps of
paint to represent the rugged surface of the rocks themselves. For
a period of one year from 2022, | lived in Georgia, a small country
situated between the Caucasus Mountains to the north and south. |
walked around the mountains, tracing their shapes with both my hands
and feet. Suddenly, | realized that the word “Caucasus” was not a mere
symbol that leaded me to imagine this majestic mountain range of a
foreign country. Rather, it also evoked within me its low-growing alpine
plants, the springs and herds of cattle and sheep that gathered there,
and the climate and air quality that changed with the increase in alti-
tude. This is what | was inspired to depict, as it were.

Through painting, | have attempted to somehow grasp the complexity
of this world. Painting is a unique language in which even opposing
values and meanings are allowed to equally exist. It is a language that
is capable of rich narratives and communication without needs for a
beginning or end, or even any sequence of meanings or relationships.
To paint is to give form to what cannot be seen, to imagine sounds that
cannot be heard, and to appeal to the cutaneous senses regardless
of not being able to touch them. | feel that the physical movement
of painting is an activity that invites and guides such things onto the
canvas. A painter could perhaps be likened to a shepherd.

Asami Shoji
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Asami Shoji

Asami Shoji (b.1988) continues in her attempt to connect the world
inside and outside her works through paintings that bring into sharp
focus the physicality tied to the acts of painting and seeing. Shoji,
who studied copperplate printing at university, has been using
semitransparent acrylic panels as supports since 2016, repeatedly
applying paint, scratching it, and wiping it away to create unique
paintings characterized by their bustling array of lines and brush-
strokes. Since last year, she has also started working with canvas in
pursuit of richer, more eloquent expressions.

Shoji states that “paintings are the experience of expanding the
body through the brush and opening it up to something beyond the
physical.” As exemplified by these words, her paintings depict her
own “inner field,” conveying that which is usually hidden beneath
the skin and cannot be seen yet pulsates and circulates throughout
the body with much certainty. The paintings feature an intermingling
of presences such as birds, animals, monsters, and apparitions, and
their translucent bodies reminiscent of X-ray images, are often seen
with their long arms outstretched. These gestures not only create a
visual flow across the entire painting but also dissolve the bound-
aries between the work and the space in which it is placed, encour-
aging the viewer to venture inside the painting.

The works derive their title from the date on which the artist put
down her brush, and like a diary, they record the events, experiences
and feelings of the day. The image of the strange creatures huddled
against the backdrop of the mountains symbolizes the real world
where opposing entities exist side by side, while also evoking a devi-
ation from the norms and restrictions that one is expected to abide
by in such a world.
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