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Process for the Presence of “World = Sebai”

Daisuke Awata

(art critic and art anatomy)

‘The main critical comments regarding 7he Echo, discussed during and after
the exhibition, seem ro be summarized in art-critic Minoru Shimizu’s
analysis, written for Bijutsu Techo (March 2009): “conservatism full of déja
vu,” or “a narcissistic tackiness that lumps che responsibility for meaning
entirely on the viewers interpretation, as long as the works wear the uniform
of ‘contemporary art’,” and “although they are at pains to foster their
activity outside the gallery, once exhibited just like in the gallery, their works
display an unmistakable political naivety.”*' Considering the lack of con-
sciousness towards exhibitions prevailing amongst some artists, or their naive
approach to production, lacking in political or social awareness, then it
would seem as though such a critique is right on the mark. On the other
hand, Shimizu’s arguments contrasting the artists’ subjectivity with a unified
and fixed modern subjectivity that simply defies existing values and frame-
works—based on criteria such as “political sensitivity,” “youthful inde-
pendence = vitality,” and “inside versus outside” the gallery—reveals that he
rorally overlooks the changes that have occurred in the relationship between
subjectivity and arcworks amongst this generation.

In his critique, Shimizu compares The Fcho with the Yokohama
Triennale 2008, which was held around the same time. Indeed, it is un-
deniable that the exhibition was partly intended to signify a counterpoint to
the Yokohama Triennale. Regardless of the organizers’ intentions however, if
we consider 7he Echo merely as a counter to biennales and triennales, we end
up disregarding a third, alternative aspect which 7he Echo meant to present,
simplifying the exhibition into a dichotomy between “thesis and antithesis”;
merely a reversal of authority and structure. In fact, 7he Echo revealed some
key characteristics of roday’s young Japanese artists. One of those character-
istics—indexicality—seems to intersect with what Rosalind Krauss noted in
the work of some young American artists in the 1970s, as she wrote in Nores
on the Index (1976177).

The “index” is one of the signs logician Charles S. Peirce systematized,
in his system of “symbol, icon and index”; possessing “physical traces,” “im-
prints” and “clues.” Citing Pierce’s theory, Krauss particularly highlights the
indexicality of photographs, as transcriptions or physical vestiges. For ex-

ample, on the indexicality of the photogiaph she notes the following:

Every photograph is the 1esult of a physical imprint transferred by light reflec-
tions onto a sensitive suiface, The photograph is thus a type of icon, or visual
likeness, which bears an indexical relacionship ro its objecr. Its separation from
tiue icons s felr through the absoluteness of this physical genesis, one thar seems
to short—circuit or disallow thosc processes of schematization or symbolic inter-

vention thar operate within the graphic represencation of most paintings. *2

This manifests a kind of physical formation that has short-circuited, or
one which lacks the space for a process of systematic arrangement or
symbolic intervention. Associating the indexicality of the photograph with
the message sans code (message without a code) suggested by Roland Barthes,
Krauss perceives such indexicality in the works of postmodern artists. The
works she is referring to were exhibited in the exhibition Rooms in 1976,
P.S.1 (New York). In this, the first exhibition at this former public
elementary school, called P.S.1, 75 artists participated, including Gordon

Matta~Clark. Here, Krauss focuses on paintings by Lucio Pozzi, At first sight,

Pozzi’s work, a panel painted in different coloured sections, looks similar to
modernist paintings from the 1960s (Krauss refers to Ellsworth Kelly). While
modernist paintings form autonomous fields, detached from their “surround-
ings,” Pozzi’s paintings nestle themselves into the wall’s colourscheme,
which was already painted by the building. Here we can see a process that
rejects the intervention of symbolic meanings, in which the wall’s charac-
teristics migrate onto the surface of the painted panel. *3 Krauss says this
process works “to capture the presence of the building,” this is the indexi-
cality that we find in photographs. That is, unlike r960s modernist art, these

appear to be like “shifters” or “empty signs (i.e. message sans code).” *4

Each individual painting, that is, the very concept “painting,” unlike Kelly’s
paintings, cannot be referred to as that which conveys meaning, i.e. signifié (sig-
nified). Rather, paintings are understood, as ‘shifters,” or ‘empty signs’ (such as
words like “this”) thar are filled with meaning only when physically juxtaposed

with an external referent, or object. *3

In the work ac P.S.1, we are obviously dealing with an abnndoning of convention
(as stipulation), or more precisely the conversion of the pictorial and sculptur-

al codes into that of a photographic code-less message. *¢

Moreover, works that made a transition to the message without code,
initiate “a kind of cinematic narrative” or “a supplemental discourse” by
taking on a photographic relation of “quasi-tautological relationship between
signifier and signified (signifiant/signifié) ” *7 that is different from signifier
and signified. Under these circumstances, Krauss concludes by positioning

the works exhibited at P.S.1 as follows:

At P.S.1 the works T have been describing all urilize succession, Pozzi’s panels
occur at various points along the corridors and stairwells of the building. [...]
The “text” that accompanies the work is, then, the unfolding of the building’s
space which the successive parts of the works in question articulate into a kind
of cinemaric narrarive; and that narrative in turn becomes an explanatory sup-

plement o the works. *8

At last we can return to ke Fcho. Coincidently, it seems that “shifters”
or “empty signs” that Krauss noted can be found in the works of these artists,
which were created abouc thirty years after the Rooms exhibition at D.S.1.
Although the Zaim venue, similar to P.S.1, re-uses a space with a different
prior function, we do not see the process “to caprure the presence of the
building” in the works shown at The Echo. In their works, the intenrions of
assembling internal and self-organizing systems with “shifters” or “empty
signs” again come to the surface. One way to say this may be, [the Japanese
term] seka:.

Sekai, as is commonly known, relates to sekai-kei (sekai-type) scenarios,
often seen in recent anime, video-games and light novels in Japan. One
propensity of this kind of story is, first of all, the sense of an absence of

“society.” The sociologist Kensuke Suzuki points out that while no specific
authors nor stories of sekai-type are mentioned, the word sekai is still used
critically in social commentary, where the word is positioned as something
distinct from its usual meaning of “world,” which signifies “something
public.” *®

In the sekai aspect of The Echo perhaps what we see is the emergence
of something like an atelier space. These two spaces, exhibition and at-
elier—where a work is shown and whete a work is created—have long been

seen by artists as sequential, yet have been divided under the system of
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museums and exhibitions. *'® For some artists however, these two spaces, are

gradually becoming inseparable. In fact some of the works, racher than being

systems of painting or sculpture, appear as transcriptions of the “atelier-like

space,” like “shifters” or “empty signs.” In Akihiko Amano’s works for ex-

ample, we see two dimensional surfaces as ink drawings and three dimen-

sional works painted in red and black color, yet the division between them as

two or three dimensional occurs only consequentially, Rather, the dimension

of his works is interchangeable due to rheir shared “free-hand” elements; and

when exhibited alongside each other, they are positioned as variations of a
shifted displacement, while maintaining their shared “free-hand” identity.
Ichiro Isobe’s works also achieve something similar. Indexicality is especially
evident in his three-dimensional pieces such as a cluster of colored pencils
pointing radially outwards, and in his collage of a pistol’s trajectory bent into
a circle. In addition, we can see the “index finger” *!'! that Krauss noted
regarding Marcel Duchamp’s 7u m' (1918), as well as an atelier-like scene,
which could be regarded as “a panorama of the index.” The works of Satoshi
Ohno, at first seem like a series of portraits, a symbolic intervention, but
paintings and three-dimensional pieces completely cover the wall, floor and
ceiling, relegating the portraits into the background, and becoming a sekai
sequence, or in the artist words, a “primeval forest.”

On the other hand, aside from sekai, there are works that embrace this
complicated world phenomena, including natural phenomena, such as the
works of Kohei Nawa, Daisuke Ohba, and Kouichi Tabara, artists who
participated in the exhibition vivid material that T organized in 2008. This
includes drawings and three-dimensional figures generated by the effect of
gravity and chemical reactions (Nawa), paintings in which light-effects and
angles alter the appearance of the image (Ohba), and animations of ink
progressively running out (Tabata), in which the indexicality of the external
phenomena is being revealed. However, in these artists’ works, “world”
doesn’t exist a priori as “something public.” Like sekai, due to the direct
connection between “self” and “world” there is a kind of absence of the
concept of society. Between world and sekai, therefore, there is no dualistic
division but the two are approximately the same (=).

Yet, one thing to keep in mind is rthat the process of making a direct
connection between the “world” and “self (subjectivity)” continues to become
more diverse. Even considering the element of material, that process is
pluralized by the marterial’s physicality, as is evident in Nawa’s “one mate-
rial - one texture.” Marterial in this context is not a solid substance acting
against one unique subject bur rather has the possibility to function as an
interface, which loosens dualistic structures, such as “subject/object,” “sub-
stance/image,” and “idea/reality,” then opens to plural mediums through the
plastic parameter. *'? In fact, such a tendency coincidentally emerged in the
same way as the aggregates of dots in Nawa and Tabata’s works. Though the
two look alike at first glance, in Nawa's Dos-Vibration (2008) an image that
is usually imperceptible (a moiré effect) using the process of vibration is
opened to plural mediums with blurring boundaries between rhe substance
and the image (the video work embodies such a vibration with its sound). Yet,
in Tabata’s works, while the very process of unraveling the monitor’s world
of dots and colours is presented as a animation in RGB or CMYK (2008), the

process of unraveling lines is presented as some paintings in Sfragment and
track and trace. Moreover their works aren’t simply objectivizations of things
but take on differentiation and generation that the process of making a work
is linked to the process of making next works through the plasticity of
material. And, the construction of sclf-generating poiesis while practicing
these heteronomy systems shifes their works to the netwotk of positive

complex (i.e. quantitative expression) which makes for the “world” that was

pushed away outside of the recognition, in a manner different to sekai, which
develops a priori sequences.

The aspect of positive complex can be found in the works of Daisuke
Ohba and Furo Akiyoshi. Although they depict such landscape as forest and
room, the negative system of signifier and signified has receded. Rather, by
increasing this, the physical luster produced by the polarized light of pearls
{Ohba) or gold colored surfaces (Akiyoshi) scand our and are foregrounded,
and the continuity of this difference brings about a third, alternative aspect
that differs from signifier and signified.

At this point there is also the element of their own body, which can be
understood as an interface that mediates dualistic structures that is analo-
gous to material. In Kei Takemura’s works, we see the process thar tran-
scribes memory of others, where the view with which division of self/others
gradually overlaps appears by incorporating her physicality through sewing
or performance. In Taro Izumi’s video works, the ser of coincidences which
occur physically as a result of his body’s intervention whilst “actually doing
it [some action, to see what happens]” (such as splattering paint from rubes
in imitation of a rocket lifting-off) reflects the third alternative aspect that
has emerged as a result of loosening the dichotomy berween physicalicy and
non-physicality, by using an immaterial medium: video.

As we have seen in this text, for the artists who participated in 7he Echo,
there is a transformation in the reality of “self (subjectivity)” and “works”
that is different from the dualistic formation of the modern self and works.
Indeed nowadays, in a society in which self continues becoming more and
more ubiquitous, there is no longer a unique singular self. Instead, perhaps
there is a shift to a process of presenting the empry self, by making manifest
the sekai or “world” surrounding that self. Therefore, these artists’ works also
are not reductive works born from a crystallization of ideas, rather they are
works of compound nerwork that reveal the process of displacement (they

could be considered as expanded works). This fact, nor at all incidental,
seemed ro be clearly demonstrated by a number of artists in 7he Echo exhi-
bition, who presented either an “atelier-like space” (i.e. sekai) or a complexity
of physical phenomena (i.e. “world”).
[Translated by Wakako Tezen]

“1. Minoru Shimizu, *“Nichijyo” to “Muimi” no Wana; Posuto Zero Nendai no Chukan
Houkoku' {The T'rap of “Everyday” and “Non-sense”: Interim Report of Post-Zero Gen-
rations), Bijutsu Techo, lssue 919, 2009, pp. 88-95. | *2. Rosalind Krauss, ‘Notes on the Index
Part 1" (1976), The Originality of the Avant-Garde and Other Modernist Myths, MI'T' Press,
Cambridge, Mass., 1986, p.163. | *3. Rosalind Krauss, ‘Notes on the Index Parc 2, (1977), The
Oviginality of the Avant-Garde and Other Modernist Myths, MIT Press, Cambridge, Mass.,
1986, pa7L. | *4. While the ‘presence of the building’ is physically apparent in the photog-
raphs, Krauss also points our that these woiks contain the ‘presence seen as past’, thac is, the
‘having-been-there’ that Roland Barches noted of phorographs. | *5, Resalind Krauss, ‘Notes
on the Index Part 2,” (1977}, The Originality of the Avant-Garde and Other Modernist Myths,
MIT Press, Cambridge, Mass., 1986, p.173. | *6. lbid,, p.zs. | “7. Ibid,, pa7s | *8. Ibid.,
pp75-176. | *9. Kensuke Suzuki, Webu Shakai no Shisow: ‘Henzai Swru Watashi' wo Dou
Thivie ka (Ideas in Web Society: How to live with the "Ubiquitous Self), Japan Broadcast
Publishing,, 2007, pp.225-226. | *10. ‘Land Arc’ was an artistic movement thar came ro
prominence in the 1960s, which aimed to criticize and overcome these systems, | *11
Rosalind Krauss, ‘Notes on the Index Parc 1,” ibid, p.16. | “12. For the idca of the ‘matcrial as
an interface’, which mediates factors under the condition of dualistic structures, refer to
Ikireirukoto no Kagaku Seimei, Ishiki no Material (Science of Being Alive, Material of Life and
Couscious), writeen by Yukio-Pegio Gunji, Kodansha, Kodansha Gendai Shinsho 1846, 2006,
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After the Gold Rush
Japan’s New Post-Bubble Art and Why it Matters

Adrian Favell
(Professor of Sociology, University of California, Los Angeles)

As far as the Western public is concerned, Japanese contemporary arr still

stands for all things kawaiiii! Recent shows in Barcelona, Los Angeles, and

Copenhagen, following others in Paris and New York, have offered further

samplings of new young Japanese art under this perennial heading.*! Japa-
nese contemporary art is seen as part of a globally successful Japanese pop

culture of anime, manga, toys, video games and street fashion, fitting com-

fortably with governmental policies promoting this same touristic image of
Japan to foreigners. It was, in fact, Japan’s former prime minister Taro Aso

who as foreign minister first trumpeted these policies about “cool Japan”
and “soft power”, holding out a friendly hand to the otz of Akihabara as

a “national wonder”,*2

This image of Japan is not at all the impression given by The Echo, a

fresh sampling of some of the best young Japanese artists now emerging on
the scene.*® In discussing contemporary art from Japan, there is a chronic
need to get beyond kawaii, anime, manga, otaku—and all that. For in many
ways what the West petceives as “Japan Now” is more accurately a reflec-
tion of the heady days of the breakthrough in the 1990s of the orzku gen-
eration—i.e., a vision of Japan ten years out of date. “Japan Next” — the
subtitle of 7he Echo — reveals an Japanese artistic sensibility and vision that
has completely broken with many of the characteristics of that older gen-
eration, and which also finds itself on a very different developmental arc to
the one that has drawn such enormous western economic capital in re-
cent years. Japan’s new art needs to be read and understood in a different
context.**

What you will not see in The Fcho is anything much that resembles the
kind of art that made some Japanese artists such a hot item on the world
market since the late 1990s. The most famous of these — Takashi Murakami,
Yoshitomo Nara, Mariko Mori, for example — made their names by a
winning combination of commercialism and national branding, all railored
to appeal to the orientalist conceptions of Japan prevalent in the West.
Much of this strategy is laid bare in Murakami’s angty and unrepentant The
Art Entrepreneurship Theory (2006), where he guides the young wannabe
ku-ri-ei-ta — who now pay up to 100,000 yen each to show their works as
hopefuls ac his twice yearly independent artfair Geisai — through the game
of selling Japaneseness to the West as contemporary art. The success of
Murakami, Nara and Mori also lies in how well they fitted into the wider
global trends of the 1990s. It is all post-Warhol, and post-Sherman art: big
installations, overwhelming videos, self-obsessed projections, all surface
and irony.

For sure, the visibility of these artists has given Japan a new and origi-
nal tourist appeal, and the neo-Tokyo dreamland it reflects does not
disappoint the not inconsiderable number of those first drawn to the city
by the images of Mori or Murakami as archetypal Japan. But there is a stark
contrast between this representation and the work and sensibility of the
next generation, ten years or so younger. The Echo artists were children of
the 70s and 80s, and only still students in the 1990s—they might have been
no more than 15 to 18 years old when the Japanese economic bubble burst
in 1992-3. As artists, then, they have matured in a very different world.
Their art is born of a Japan that has had to come to terms with relative

decline and grave doubts about its sustainable furure—in often painful

social and political terms these past 15 or so years. Murakami and company,
rather, grew up in a different Japan, on a dramaric development arc which
saw it ascend to the ranks of global cconomic power. Japan was becoming
a new source of modernity; an alternative Asian modernity, no less—cheir
art above all reflects these more confident years.

Japan’s anxiety today lies in large part because this development acc is
now over, while its neighbours are all on the rise. Japan was the archerype
for Asian modernity, but now people are looking elsewhere. If (non-west.
ern) art is driven by development — the argument goes - with Japan’s de-
velopment finished the future was Chinese. Chinese arists have in the last
few years abundantly shown that they can now do it bigger, better and
bolder than the Japanese. The Murakami philosophy indeed works better
in China with its vastly more favourably economics of space, production
and exhibition; a limitless national vernacular tradition, as well as the
whole question of post-communism, to draw on for imagery; and much
more governmental investment in the art infrastructure than ever there was
in Japan. An overwhelmingly larger wave of new Chinese artists, has Jeft
Japan depressed in the shadow of its resurgent neighbour,

Japan of course was the forerunner to the present Asian art boom. But
should it only be read in those terms? This leaves Japanese contemporary
art with no role to play, save as a handmaiden or go-between for the Chi-
nese century. But if art is only interesting on a developmental arc, the
problem is: you only develop once. This is not where Japan is today. There
is, therefore, a strong case to read Japanese contemporary art and society as
being on a very different, even opposed trajectory to China and the rest of
developing Asia. Unlike chese nations Japan is definitively post-develop-
ment, post bubble; it has finished absorbing the lessons of American and
European modernity, and now sits more as an alternative to both Western
and Asian (Chinese) modernity; it has more in common with the declining,
decadent welfare states of Europe, than the growth and power obsessed US.
Ies crisis of confidence, thercfore, may offer a much better guide to the
uncertainties and fragilities of the 215t century than the rampant, unsus-
tainable visions of globalisation that drove the 1980s and 1990s. And, since
September 2008, a structural economic crisis of deflationary property

values and credit crunched finance is no longer only Japan’s to suffer; the
whole world is now experiencing the same kind of economic conditions.

In chis respect, the 6os generation of Murakami and company — stuck
in a bubble mentality — look very dated. Several distinct trends are clear
among the more recent generation of younger artists featured at 7Zhe
Echo.** They have clearly broken with the dominant otaku/superflar stylings
of the previous generation, absorbing, reflecting and transforming global
influences in very new ways. Moreover, they point to a Japan coming to
terms with its post-development, post-bubble crisis—a position that might
now guide future post-national currents rather than just follow global
trends. What unites these artists is an emphasis on the quieter virtues of
method, craft and technique, and an aesthetic commitment to depth and
beauty racher than pop art’s celebration of trash, money, size and surface.
There is a rejection of the bubble’s big, brash, plastic art, as well as the
branding logics of egotistic self promotion and corporate sponsorship.
Moreover, these artists revel in an unfashionable emphasis on labour—with
work the individualised production of intense effort and detail, rather than
factory production lines. Japanese art is often criticised for its lack of

“theory”. But methods and technique can be just as articulate, and offers
perhaps a more authentic route to capitalise on Japanese aesthetics, with-
out the need to brand the work “Japanese” or invoke national archetypes.

A good place to start is the work of Kohei Nawa. The emphasis on
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methods and technique can certainly be seen in the systematic, experimental

art of sculptor Nawa, who is now on the brink of major international rec-

ognition. Nawa needs less introduction than others after a busy year in 2008,
with important shows in Barcelona, Zurich and China, following on from

success at Art Basel in 2007.*¢ Frustratingly, though, his work is still being

found under the kawaii heading favoured by western curators. They have

to yet to find a category for this kind of work, that is light years away from

Murakami’s flat plastic world. Nawa makes objects of startling finished

elegance and beaury, following an experimental methodology in media and

production. His crystal-like “pixcell” sculptures translate the logic of digi-

tal rechnology into physical art, transforming everyday objects acquired on
the internet. A similar process of “neutralisation” can be seen in the parallel

prism works. Perhaps even more impressive are the unpredictable, unworldly
sculptures he has devised using techniques with plaster, silicon or glue.
Importaatly, the “factory” like methods of his studio resemble more a labo-
ratory dedicated to the discovery of beauty in unique objects, rather than
the mass production favoured by his global forerunners.

Nawa’s massive Scum sculpture — the most impressive piece at the
Mori Museum’s retrospective of Japanese contemporary art in 2007
Roppongi Crossing 2 — was selected by influential curator Noi Sawaragi to
show alongside a characteristic electric colour work by The Echo’s co-producer
Kengo Kito, which was also seen at the Hermes building in Ginza.*” Their
highly visible pairing at the centre of the show, and the nod towards older
Japanese influences — such as veteran Enoki Chu — was an important step
beyond the “neo-pop” obsessions that Sawaragi and others had established
as the dominant idiom of Japanese contemporary art.*® Both Nawa and
Kito will talk about how Murakami’s art entrepreneurship theories have
influenced their DIY attitude to art organisation, while clearly rejecting his
artistic methods, stylings and themes. This generation has certainly had to
learn to make things happen for itself—7he Echo was an artist organised
show. Secondly, with the absence of much infrastructure for moving from
art school to art career, The Echo generation has also been helped by a great-
cr emphasis recently in Japan for nurturing young ralent—several of the
artists discussed here have been introduced by the small, independent
organisation, Magical Art Room, featured as emerging artists at Tokyo
Wonder Site, or have been selected as part of reviews of young artists at the
National Art Centre (NACT) or Tokyo Museum of Contemporary Art
(MOT). Thirdly, commercial galieries themselves have taken on the role of
museums nurturing talent and financing art where governmental and
public assistance has been missing: with the vastly important roles of
figures such as Masami Shiraishi, Atsuko Koyanagi, Sueo Mizuma, and
Tomio Koyama, now being supplemented by the energetic efforts of a new
generation of gallerists, mainly women, who initially worked with the older
galleries—for example, Yuko Yamamoto, Rika Fujiki at Mujinto Produc-
tions, or ArataniUrano.

The point of Kito’s work is, again, to use simple, material objects from
the everyday world of consumption, usually working with colour, texture
and space to create a new, unique visual moment. His wotk can be both
sculpture/installation, as at The Echo and Tokyo Wonder Site in 2006, or
in alternate versions of his style in abstract coloured paintings, such as
work collected at the Toyota Municipal Museum of Art. Ac his most effec-
tive, the effects are startling, peculiar, and yet clegant and direct—for
example, his signature room of coloured hanging plastic hoops, that is part
playground, part vision of solidified space. He can also work big, as the
waterworks installation for MOT’s “Public 'Space' Project” in 2007

showed.*?

A contrast perhaps can be drawn here with the much discussed
aesthetic of “micropop”, launched in 2007 in the show curated by Midori
Matsui at Art Tower Miro.*'® There are obviously connections and affin-
ities with The Echo. We are talking about the same genecation, and indeed
one artist seen in Yokohama, Taro Izumi was part of Micropop, with his
humourous and surreal reflections on the role of the viewer in the art work.
The emphasis on everyday found objects and personal reflection on con-
temporary realities is a shared feature, But where they diffet is in the ab-
sence of the kind of psychological trauma, and in the valorisation of private,
amateur, throwaway work that Matsui finds so important. Matsui
fetichises teenage bedroom art in a very similar way to Murakami in Tokyo
Girls Bravo (2002), alighting on some of the very same artists. She also
valorises the simple home made aesthetics made famous by Nara—who is
the godfather of micropop. Where micropop is casual and easily reproducible
in book and t-shire form, Kito and Nawa, rather, make elaborate, polished
and expensive looking art out of materials that might never otherwise be
thought of in an art context. The West so far has been happier to consume
the former, particularly when laced with a vision of decadent teenage
neo-Tokyo delights.

For sure, there were echo’s of Micropop in the Yokohama show. A
room shared by Tomoko Yamaguchi and Kae Masuda offered versions of
Japan’s characteristic figurative girls’ art, and the room featuring Takehiko
Hoshino and Takeshi Masada hinted at the kind of psychological inner
visions that have haunted much of Micropop. One can even recognise
clements of kawaii in the work of Koichi Enomoto and Sumito Sakakibara
also shown at Zaim. Some of these works would not have looked out of
place at Mito, and they would fit well with the famous “psychological”
collections of Satoshi Okada — the most active figure behind the Magical
Art Room — or Ryutaro Takahashi, whose parallel collection of contempo-
rary Japanese artists, Neoteny, went on the road in Japan in the autumn of
2008.*!1 But on the whole, 7he Echo says something different: these are not
introverted, troubled teenage visionaries, but confident, connected, well-
networked, maturing artists, able to engage in a contemporary Japanese and
global context rather than seeking refuge in the private, alienated worlds
found by Marsui.

Marsui’s essays, alongside Murakami’s curation, have made the obses-
sions and introversions of Tokyo girls famous worldwide.*'* Yet it is
striking how litcle their formulations, that emphasise social withdrawal and
abnormality, relate to the most visible women artists connected to 7he Echo
group. A case in point is the work of two slightly older and more estab-
lished women artists — Ruriko Murayama and Midori Mitamura — not
shown at Zaim, but closely linked with these artists, and showing at the
same time.

In Murayama’s work you see the familiar paraphernalia of girls cul-
ture — needlework, Aowers, fashion models — transformed into striking
objects of useless beauty, such as the floral mannequins that steal the show
in the last room of the Neoteny exhibition. She points forward towards The
Echo’s aesthetic in the way she takes found everyday objects, that mighe
otherwise be junk, and transforms them through craft and composition.
Murayama is an artist, based in the northern city of Akita, working fac
from the clamour of girls consumerism — the dynamo of Tokyo street life
in Shibuya or Omotesando — yet there is nothing rustic or provincial about
this work. Rather, it is an overwhelming passion of physical craftwork,
wielded with an intuitive sense of wonder that translates, for example, into

the 700 piece stitched colour tapestry that dominated the Fuchu Biennale

show True Colours at the end of 2008.*'3
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The installation work of Midori Mitamura is another pointer — work
that could also be seen during the Yokohama Triennale at Creative Space
9oo1 in Sakuragicho station.*’ Mitamuia creates rooms full of found
objects, souvenirs and everyday poetry that aim to create fragile, ephemeral
moments of mood and ambience. Some of this work is inspired by travel,

some by engagement in place. Her month long “knitting” residency in
Sumida, shown at the end of 2007 at the Contemporary Art Factory, made
a quiet but eloquent plea for community and neighbourhood preservation
ac a time when the Tokyo city government is gearing up o wipe away half
of the ward in the name of a new, brutal television tower and corporate
urban development. Mitamura points the way to how The Echo artists are
concerned both with representing a new ease with travel and experience
and worldly engagement: there is lircle of the angst or resentment of west-
ern power you see in Murakami’s generation, And, as with Murayama, the
everyday and banal, is transformed into moments of beauty, albeit fleeting.

The subtle aesthetic touch sounds and feels classically Japanese, but
there is nothing nostalgic or backwards looking about the art of 7he Echo
group. You see this particularly in the artists working, as with Nawa, with
the translation of new technology into art. The stack black and white video
work by Go Watanabe and Kouichi Tabata turns minimalist animation
into hypnotic fine art. As with other artists on show, you feel the influence
of compurer technology — the ever present light from video screens, the
digital composition techniques of pixcell art — within the works chemselves,
Contrast this to Kaikai Kiki. Murakami’s generation, still struggling o
master the impact of photoshop, YouTube and scanning technology, in fact
gave in to Walter Benjamin’s gloomy predictions about art in the age of
mechanical reproduction.*'® If you can’c beat rechnology — which gives
anybody the power to reproduce infinicely, and the ability to make art with
no talent — then, they said, you should just use it to mass produce plastic,
flat art. Bur in 7he Echo the artists have mastered the machinery, once again
turning back to the creation of unique, non-reproducible works, which use
technology now as its basic medium. Tabata and Daisuke Ohba, with his
abstract silver and gold tableaux, join Nawa in turning the techniques of
digitalisation into fnished art objects reaching for something sublime.
There is a new abstraction here at work, which again is showing some of the
experimental possibilities of technological art, that is far from the superflat
vision of art as media-saturated pop culture.

For sure, the question of Japaneseness haunts this show, as it will always
haunts group shows of quote-unquate “Japanese artists. We are Japan, it
says, and this is Japan, but the show refuses to indulge in touristic branding.
When you ralk to these artists they in fact see themselves as unproblem-
atically “post-national”. ‘They have travelled widely, East and West; they
have experienced London, New York, Beijing or Saigon. But none of it
makes them feel like making points about Japanese power in relation to a
dominant West, invoking the War, hiding behind anti-colonial slogans, or
trading in orientalist archetypes. We are thankfully spared tea ceremonies,
zen gardens, ikebana, manga, anime, love hotels, callisthenics, and cosplay
in The Echo. Nevertheless — and here is where the haunting can be found —
there is a return to the source, after cravel and worldly experience, that
suggests how these artists are drawing on Japanese resources in the way
they work, particularly the emphasis on fine art, craft and refined detail.

Satoru Aoyama’s work is an ideal exemplar of this work. An artist
educated in the age of the YBAs in London, Aoyama has, like Murayama,
embraced the most unfashionable craft of all — needlework — to make work
that trades in understatement, uniqueness, and the illustration of a consist-

ent method. Aoyama’s craft is another take on technology and production,

| -

only this time with much older industrial echoes, as we are drawn to look
once and look again at his minutely rextured fabrics, that evoke both
industrial age routines and computer age digital reproduction. Sometimes
he works in a naturalistic idiom, with digital echoes executed in fabric of
photographic cityscapes or portraits — such as his work in the Neoteny col-
lection — and sometimes — as in the striking darkrooms of 7he Echo, and ar
Are Flower in the Autumn of 2008*'6 — with minimalist abstraction. Also
in Akasaka, a dramatic black curtain splashed with gold paint by Aoyama -
that, of course turns out to the handiwork of a craftsman with a thousand
stitches in thread — for a while adorned the entrance of the famous under-
ground art bar, Zraumaris, run by the journalist Chie Sumiyoshi. Aoyama’s
work awaits a curatorial consciousness able to understand the conceptual
leap forward, as well as the self-contained economy of the production
process.

Here; I touch upon the most important lesson from 7he Echo. The
1990s bubble mencality, heady with globalisation, looked for big art, with
a throwaway aesthetic, wrapped up and made in plastic. 7he Echo genera-
tion is rather looking to use what it finds, and especially to renovare and
make something beautiful out of sustainable materials. This comes together
in the work of Kei Takemura, who joined 7he Echo group from her scudio
in Berlin, and had been seen recently also at Tokyo Wonder Site and ar
NACT in 2008.%17 Again, like Mitamura, hers is installation and perfor-
mance work reflecting travel, souvenirs, friends and bits and pieces along
the way. It is a methodology seen also, in a different way, in the psycho-
analytic explorations expressed as the extraordinary overflow of studio
work-in-progress at The Echo by Satoshi Ohno, Takemura herself might
make art out of an old Ikea bed, some borrowed clothes, old postage
packaging, or a memory of some friends’ karaoke that she will sing again to
onlookers in the gallery. But it is in her characteristic sketched and trans-
lucent rapestries that we see the simple method of stitchwork and drawing
coming together, renovating these discarded materials into something new
and uncanny. Her premonitions of an earthquake remind her and us of
Tokyo and Japan, even while the familiar objects sitting around are global
objects and reminiscences of Berlin. Again, this is an economical and
sustainable art that avoids the self-indulgence that the bubble mentality so
encouraged, while reaching for a transcendent aestheric affect.

Here I think lies the punchline. Andy Warhol raught the world 1o
equare art with mass production, and to think of successful arc basically as
junk thac makes money. Money cver since has been the only evaluation of
contemporary art that counts, alongside its ability ro finance ever bigger,
bolder, brighter objects of distraction. The global art world has become
dominated by the big selfscatements of a Jeff Koons or a Damian Hirst,
and this cleatly is how we get to a Murakami today. The power of a single
idea, and its execution on a phenomenal scale in plastic, produced 15
million dollars for Murakami’s My Lonesome Cowboy in the summer of
2008. Or think of the Hirst diamond skull from the same year: it rakes a
massive investment to produce an even more massive result.

I'am proposing a different aesthetic here. A principle of patsimony.
Of course, this might be said to have its own echoes in classically Japanese
notions—such as the concept of mortainai. Bue it has universal resonance
too. Aesthetic value and economic value are not the same thing, and a more
impressive art might in fact be one that can create value out of nextto-
nothing, That is, an art made from the found materials, tools and methods
that artists have to hand in their everyday context, rather than big
corporate investment and ever more elaborate factory production lines.

This might be a more sustainable vision for contemporary art.
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It is not hard to see why this is an important vision, or one being made
at just the right time. Two days after The Echo opened, Damian Hirst sold
works at Sotheby’s for record prices that marked the end and apogee of the
latest globa! art bubble. The very next day, the collapse of Lehman Brothers
bank signalled the onset of a disastrous financial crisis thar has plunged the
global economy into an economic downturn and depression that may last
years. All of what is happening today in the global economy is very familiar
to Japan, which has been living with a similar economic situation since the
early 1990s. The art market was, like property and finance, booming every-
where, but as with these other commodities it is not true they will always
go up; there is now a crash, and there will be a re-evaluation of contempo-
rary art. With it, a lot of the big plastic installation arc will end up in the
rubbish skip. Artists attuned to this new, fragile, uncertain world we are
moving into will make a very different kind of art. After the gold rush, we
might want to look at the kind of artists shown at The Echo to restore our

faith in what can be done in contemporary art.

*1. i.e Kawaii! Japan Today, programme of five solo shows by emerging Japancse artists,
Fundacié Joan Miré, Batcelona, 21 Sep 2007-20 Jul 2008; Just Love Me (Kawaii .I{ill_r),
Royal/T, Culver City, LA, 12 Apr—25 Aug 2008; and Manga! Japanske Billeder, Loulsllanu
Museum of Modern Art, Fumblebzk, Copenhagen, 8 Oct 2008-8 Feb 2009, The paradigm
inAuencial curated shows, i.c., Kawaii! Vacances

was undoubredly set by Takashi Murakami’
A'é1¢, Fondation Cartier, Paris, 2002, and Little Boy: The Arts of Japan's Exploding Subculture,
Japan Society, New York, 200s. | *2. See specch by Foreign Minister, Taro Aso, ‘A ne\\./ look
ar cultural diplomacy: a call to Japan’s cultural practitioners', 28 Apr 2006, The po.len[lal fot
a new policy focus in Japan was first identified by Doug McGray, ‘Japan’s gross na(lonaj cool’,
Foreign Policy, May/June 2002 | *3. The Echo, Zaim, Yokohama, 13 Sep—s Oct 2008 %4 An‘
alternative 1cading of new dircctions in Japanese contemporary arc is offered by former Mori
Art Museum Dircctor, David Elliott, “The zombie, thc alien, the hybrid and the mask: late
Showa anxieties in Heisei att’, essay for opening of Off the Rails, Mizuma and One Gallery,
Beijing, 26 Apr-24 Aug 2008. Elliott is currently planning a new sampling of c.omcmpomry
Japanese art for Japan Society, New York, scheduled 2011, entitled Bye Bye Kirgy!t! Bftwe:l’n
Heaven and Hell in Japanese Contemporary Ave. | 5, Many of these same artists are featured in
the Bijutsu Techo special, ‘The Japanese Artists File’, vol.60, no.909, July 2008 |*6 YbePoetjy
of Bizarre, Fundacié Joan Mire, Barcelona, 30 May—20 Jul 2008; PixCell: (PRIS_]W)' Pckin
Fine Arss, Beijing, 7 Sep-30 Nov 2008. Nawa also recently curated his own samphl?g of new
young artists from Kyoro in a show in Zurich: Senjivu — Infusion, Galerie Kashya Hildebrand,
12 Jun—16 Aug 2008. | *7. Roppongi Crossing 2007: Future Beats in fapanese Contemporary Aft,
Mori Art Museum, Tokyo, 13 Oct 2007-14 Jan 2008. | *8. Refering back to Noi Sawaragi’s
influential articles on ‘Neo-pop’, i.e. Bijutsu Techo, vol.44, no. 651, Mar 1992: pp.86-98, and
the show he curated at the Contemporary Art Gallery, Art Tower Mito, Ground Zero Japan,
Mito, 1999. | *9. Starburst Galaxy, MOT x Bloomberg, Museum of Contemporary Ar['l."okyo,
Tokyo, 2 Jun 200720 Jan 2008; Kengo Kito + Kouichi Tabata: TWS Emerging Artists on
Mezzanine o4 + 05, Tokyo Wonder Site Shibuya, Tokyo, 17 Mar-12 Apr 2006 | *10. The Door
into Summer: The Age of Micropop, Contemporary Are Gallery, Arc Tower Mito, Mito, 3
Feb—6 May 2007. | *L1. Neoteny Japan, Sapporo Museum of Modern Arr, Sapporo, 22 Nov
2008-25 Jan 2009, also seen at Kirishima Open Air Museum, Kagoshima, 18 Jul-15 Sep zoo!?
and Ueno Royal Museum, Tokyo, 20 May—15 Jul 2009. | *12. For cxample, Midori Matsui,
‘Beyond the pleasure room to a chaotic street: transformations of cute subculture in the art of
the Japanese nincties’, in Little Boy (2005), pp.209-239 | *13. True Colours: The qth Fuchu
Biennale, Fuchu Art Museum, Fuchu, 15 Nov 2008t Feb 2009. | *14 Midovi Mitamura @
Yokobama, Creative Space 9001, Yokohama, 13 Sep-30 Nov 2008; Mukoujima Are I’mje‘m.
Contemporary Art Factory, Sumida, Tokyo, 20 Oct—28 Oct 2007 | *15. Walter Benjamin,
“The work of art in the age of mechanical reproduction’ (193s) in [Huminations, trans, Harry
Zohn, ed. Hannah Arendc (London: Jonathan Cape, 1970), pp.219-254 | 16, Akasaka Art
Flower 08, Akasaka Sakas, Tokyo, 10 Sep-13 Oct 2008. | *17. Apart @ Pare: TWS Emerging
Avtists on Mezzanine 14, Tokyo Wonder Site Shibuya, Tokyo, 28 fun-31 Aug 2008
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Starting Point
Haruka Ito

I was not able to write a text just after The Echo. We need some time to take
objective consideration of what is happening right in front of us, However,
despite the time that has passed, I still think 7he Echo is a movement thar
never stops being present. That's why I was urged to write down here what
happened chen.

The Echo started at a café in Ginza. [ got a phone call from Daisuke
Ohba. He told me that he and Kengo Kito wanted to see me. Myself,
Ohba, Kiro and Ichiro Isobe, an artist Kito brought with him, talked
enthusiastically about the exhibition of works by artists of the same gen-
eration. After this meeting, we occasionally talked to each other on the
phone about the exhibition. We were like, ‘T want to have him in the
exhibition. Whar do you think?’... ‘I think we should let her in.” Satoru
Aoyama joined in soon after our first meeting, Consequently, the four
artists became the directors of the exhibition. We met frequently and
talked a lot about the meaning of the expression in the present world.
Sometimes Ai Matusda, who was involved as a manager, Daisuke Awata,
the critic, Hajime Nariai and Kenji Kubora, curators, and Keita Arisawa,
the collector joined in. How can we make this exhibition seem natural for
us? How do we want this exhibition to be? We discussed this a lot. Having
been to the venue many times, we fought together from cthe beginning. [
found ir a certain kind of crusade, One day, Aoyama pointed out that the
process itself—one person bringing another person into the project and
the ripples spreading out like an echo—was the main issue of this exhi-
bition. That’s how the title The Echo was decided. The The Echo artists
weren’t selected in accordance with a concept that described the whole
exhibition, bur, rather, like a network, the artists were selected spontane-
ously via the inspiration of other artists.

As we organized the show, there were some discoveries. Both Kei
Takemura and Satoru Aoyama traced the images found in other people’s
memories or magazines by sewing, cither by hand or by sewing machine.
Their process had common characteristics. On the contrary, some finished
works of Kohei Nawa and Kouichi Tabata also have similarities. In theit
work, dots of C (cyan), M (magenta), Y (yellow), K (black) move. Tabata
drew numerous dots by pen, and turned these drawings into animarion.
Nawa shook the canvas filled with many dots by putting a sensor in it.
Their works are exhibited in the same room, confronting each other. It was
a unique experience.

Isobe and Akihiko Amano decided to share a room in the course of
discussion. I think both of them deal with concept such as system and frame.
Basically, the core part of Isobe’s work is to shift viewers' viewpoints
through two forms; the whole and a part. Amano, on the contrary, takes
advantage of the power which is generated from coolness. These similarities
were found because their works were exhibited in the same room at The Echo.

The works of Satoshi Ohno and Taro Izumi weren’t exhibited in the
same toom, but I noticed that they had something in common. For example,
in one of Ohno’s works, the arrist himself and a figure that represent the
world were playing together on a seesaw. Izumi has shot a video that traps
a viewer into the video. Ohno measures the distance between the world
and himself by painting, and Izumi, by the video work,

The digital images and the images of the game that are found in the

works of Nawa and Tabata also characterize the works of Takeshi Masada,

Takehiko Hoshino, Koichi Enomoto, and Go Watanabe. The works of

Masada and Enomoto express the feel of the game screen of a family com-
puter, and the computer avatar is one of the main subjects Hoshino deals
with. In Watanabe’s video work, I found a CG girl fell over like a piece of
paper. Ohba’s paintings, too, are deeply related to the screen, He deals with
light that is born out of a relarionship. You may find chis sensitive treat-
ment of light in Futo Akiyoshi’s works as well.

The world has become too diversified to describe their generation by
one word, but they do hold something in common, For example, we
recognize information and memory through images and then input this
into our brain. However, this doesn’t necessarily mean that we understand
them. We keep on going, making sure if we should absorb what we have
recognized. That's how we measure the distance between the world and
ourselves, We began to live like this, because anywhere in the world has
become accessible through the Internet regardless of actual border. Anyone
can send his/her message through YouTube, which makes us confuse what
is real and what is not. Our way of thinking and preference can be influ-
enced by those factors. Let’s think about Amazon. They check our record
of the products we have purchased and their category. Calculating from
our record and linking one product to another, sometimes they introduce
us to a product that appears, at first sight, to belong to a complerely differ-
ent genre. We tend to think abour how to link ourselves to the resc of the
world. We don’t have to belong to one group. Maybe it’s a good idea to be
fluid sometimes, finding your place in various groups. The way to sense
light has changed. Light chat The Echo artists perceive is not a natural one,
but the light of a screen. Kitaro Nishida positioned both the imaginary
experience and the real experience as “direct experience.” Impressionists
would paint natural light, but Japanese young artists paint light of the
screen as natural light.

Kito was the first artist who sensibly perceived something from light
and the floating feeling that was prevalent among today’s Japanese society.
He expressed these feelings into artworks. His various works include: a
hula-hoop work consisting of hoops spinning around off-balance; a work
of colorful threads tied together and spread like a network; an installation
work (though he says he created this work as a painting) made by various
rools used just as paints; and a huge wall painting in which hoses are woven,
which seems to be a wonderful dripping. Kito often uses materials like
lam¢ and gold. In his new work, he painted Horescent pink color on a
homunculus, buried a soccer ball into its back, and covered it with crystals.
Kito says this figure is the goal of human beings. Especially now that
Michael Jackson died, this work’s presence is enhanced.

The Echo has the distinction of not being curated by anyone. lts works
were impartially exhibited. It was a phenomenon. Each part of the exhi-
bition did not look in the same direction. It was a real battleground. I even
felt the tension of the artists during the installation. They all tried to figure
out a way to live together as if rivals in a camp. 7he Echo has been criticized
for being too white-cube-ish. But the artists did not intend to blame the
system like that. Like athletes, knowing the rules, they jusc wanted to
figure out how to fight a fair game. I think they took an attitude filled with
enthusiasm.

We tried to hold roundtable discussions every week. How should we
interpret their work exhibited there? How should we handle them? Those

are tasks left for us all.

Let’s et started now! Discuss Art and let it challenge us!

[Translated by Chisato Yamashira]
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The Potential in 7he Echo
Ai Matsuda

Ifart is an attempt to relive a new system using the body as a starting point, I
wonder if the task of the contemporary viewers is not to reach its goal but to
witness its generative process, throw their bodies into it, and change rogether
with it.

The Echo is an exhibition organized by artists who gathered together of
their own will. These artists conceived the show, produced their works, and
organized the whole affair. Needless to say, many other people contributed to
the project at the administrative office. Without the cooperation of 7he Six
and the helping hands of students, the exhibition would not have been
realized, *!

Obviously, however, the exhibition did not happen overnight. It was
preceded by the activities of Kengo Kirto, who played a central role, as well as
a loose networking among some artists that included Satoru Aoyama, Ichiro
Isobe, and Daisuke Ohba, In 2007, a year before The Echo, a small exhibition
was held at a café and a university gallery in Nagoya. Entitled something as if
we do, it was also conceived by artists, organized with no specific theme, and
sited at everyday spaces in our lives (i.e., a café and a university gallery) in an
attempt to “do something we can do” and generate modest encounters.*?
Since the mid-1990s, the artist-led programs have been organized at dot, an art
space in Nagoya founded by Takaaki Izumi, Go Watanabe, and Kito. Begin-
ning with Nagoya, these artists have expanded their activities to Kyoto, Osaka,
Tokyo, and other Japanese cities, then to cities abroad. In their global ex-
changes, they have transformed geographical distances into occasions of new
encounters. Thus, they have lightheartedly formed links to the external world.

Haruka Ito has been involved with many art projects as well as artists.
She made a concrete contribution to this project with her mobility. Together
with Kito, she served as a co-director of the exhibition. Already as a student,
she had seen the exhibitions of many arcists active in Kyoto, including Kohei
Nawa and Kiro. She ran with them, so to speak, as she undertook the role as
art manager and producer. Like scattered stars that form a constellation in the
sky, many individuals are separated spatially and temporally but connected by

their encounters converging at this exhibicion.

The Echo did not uphold any single theme yet managed to present a loose
connection as a whole, opening itself to multifarious interpretations and in-
voking diverse reactions. This is surely an achievement in and of itself. It is not
casy to grasp the entirety of the exhibition, as it also encompassed the discus-
sions during the roundrable talks held every Sunday, the fissures among the
artists, and the presence of the viewers who freely developed and exchanged
their interpretations regardless of the artists’ circumstances. However, a cer-
tain serenity permeated the venue, pregnant with the expectation of an un-
known change that many works might bring about when sharing the same
time and space, the modest hope for a new relationship that might be dis-
covered when we encounter art.

Kei Takemura aspires to retrieve the relationship with the others in her
close circle by restoring overlapping and lagging memories, the memory of the
time lived by herself and them, and that which has been damaged. She uses
drawing and embroidery to create landscapes in which she incorporate a
variety of materials from Germany (where she resides) and Japan onto
multilayered translucent fabrics. She sometimes deploys performance to
incorporate her own body in her work to make multiple textures permeate in

and resonate with the present time and space that we exist in. She thus
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engenders a modest “jolt.”

The painting by Kounosuke Kawakami brings about a similar “jole” by
merging multiple materials and realizing multilayered landscapes. The
materiality of sand that covers the pictorial surface links the images and the
real world, like the newspaper and the wallpaper in the Cubist papier collés,
By juxtaposing flat motifs, which appear as though they were pasted on, he
collapses the distance, stirs the déja-vu sight of ruins and the unseen sight of
uareality, and directly appeals to the viewer’s bodily sense. In Kito’s sculpture,
placed in the same room as Kawakami’s work, the way its materiality is
revealed is also unusual, His object, consisting of numerous crystals ﬂowing
out of a soccer ball, signifies a human body. Its semitransparent body is
physically torn apart, transfigured, and scatrering into the world. Crysral
contains weight and solidity, while revealing many facets and radiating soft
beams as the light passes through it. Entitled splitting skull, the human body
as a bursting crystal contains the potential for change yet remains in this world
for a moment, evoking the state of our bodies that resolve into all the flows in
hature,

While revealing formless flucruation, Kae Masuda’s painting arrests a
certain moment, a certain memory within the fow of time. Her painting
visually recalls yet actually differs from that of Monet. If the Impressionist
artempted to capture the visible reality that altered over time, Masuda makes
us understand that our sense of reality—or reality itself—undergoes a con-
stant fluctuation, melting the border of reality and imagination. Therein,
cities, humans, landscapes, and even stories, melt together and float over the
surface of this world. In contrast, Tomoko Yamaguchi expresses such invisible

“connections” as the distance from others and the layering of body tempera-
tures through painting the intimate figures of young girls and animals with
acrylic in a refreshingly transparent manner. Her images—young, limpid, and
vulnerable—resonate with Masuda’s painting displayed in the same room.

Shifting from system to system and undergoing constant changes may
perhaps be tantamount to staying within the same system. This thought oc-
curred to me while secing Isobe’s installation that consists of numerous arrows
and small pieces of papers, as well as such indexical objects as phorographs,
architecture plans, faces, and monograms. Taken together, the playful assem-
blage of these elements forms a perpetually running circuit. However, if the
meaning is permanently forwarded and we can never catch any one meaning,
all that the viewer can do is to throw herself into the fow and literally witness

the intensity thus generated.

In 7he Echo, the self and the other are revealed in the stace in which che author,
the work, and the viewer all melt together. Art historian Dario Gamboni
discusses the interpretation of a work of art as an event in which the author’s
intent, the work’s formal characteristics, its materials, and the viewer’s
consciousness develop with ambiguity and indeterminacy.*> The author’s
intent and the viewer’s interpretation potentially exist in an inseparable state,
This is an issue that necessarily arises when we consider the production and
reception of art as a dynamic process involving the body of both the author
and che viewer,

In the act of seeing, the viewer becomes inseparable from the formation
of the work. In Kouichi Tabata’s animation, the subjects manifest themselves
in fragmentary outlines, making it difficult to capture their whole images, If
the viewer stops and sces them for a certain period of time, the fragments
might barely coalesce into the image of, say, a candy or a dragonfly. The
fragmented and staggered animation images find a counterpart in his painting,
in which staggered images of a finch repeat the modest motion of conden-

sation and dispersion. The viewer will sense the subtle oscillation of images in

his painting and video, as she sharpens her bodily sense.

A dynamic installation of Saroshi Ohno, which awakens our bodily sense,
merges the images of ancient motherhood and deep forests, leading us to feel
the pulsation of primitive life. The splitting and multiplying self-portrait
infilerates the pulsation of soil laid on the gallery floor, the air that fills the
monographic photograph of a forest, the in-between spaces of drawn trees,
and the swaying of the prism thar encompasses the hope for light. It is as
though the artist himself recapitulated and relived the multiplicity of the
world that flows at a varying speed.

In works by some artists, the surface quality and materiality of painting
and video are related to the body of the author and the viewer. Futo Akiyoshi
paints interior spaces with nobody in them, as well as their fragmentary views.
The space, calibrated through the subtle differentiation of its gold hues,
communicates not depth but flatness. Constructed by orderly, homogenous
brushstrokes, the surface embraces a sense of transparency yet the interior
scene recedes behind the tactile materiality of the painterly skin. The intensity
and brilliance generated at the margins of such a restrained texture can also be
observed in Daisuke Ohba’s painting. His painting, which is executed with a
unique pigmenc that emits a dull lighe, allows us to see the subtle manifesta-
tion of colors as the light shifts and changes. Here, too, we can see the state of
the pictorial space generated inseparably from the viewer's bodily sense.

The painting and video by Kohei Nawa allows the fluid perception to
emerge within the projection of tiny oscillating dots. It may recall the
Neo-Impressionist principle that color dots are visually merged within the eye.
In fact, in his video work, multilayered images that violently vibrate in the
dark synchronize with our hearts’ beating, causing our dermal cells to stir.

Satoru Aoyama’s embroidery most honestly expresses the materiality thac
resides on the surface of the images. His images, literally hanging midair,
induce the sense of déja vu, which neutralizes their intensity. Such emotions
as surprise, pain, and fear, that would ordinatily accompany these images
recede to the background in a slight nostalgia. Due to the luminous ma-
teriality of his threads, we perceive the images as parricles of light Aoating on
the surface.

We cannot touch the world of animation and other moving images. Still,
as an extension of our consciousness—in fact, of reality irself—it is closely
connected to our bodily sense and the environment surrounding them, Go
Watanabe’s computer-generated animation is modeled after a real girl. Her
collapsing body—limply bent or dismantled piece by piece—lacks any sense

of reality. Still, when we notice a subtle swaying of her skirt or an ambience of
the video that exudes the trace of the body temperature, the tangible world of
reality and che intangible world of the video merge within our bodily sense.

In the painting of Takeshi Masada, his vivid palette and singular
brushstrokes that vary in size and form transform the scenes in movies and TV
into something real while maintaining the unreality of video. The artist has
pursued the possibility of the impactful images. Likewise, Takehiko Hoshino’s
painting keeps a small hope for communication with others, as he captures the
distortion, fear, and sometimes invisible violence, hidden in the consciousness,
while revealing a sense of distance, typically found in video. The intimacy of
Hiraki Sawa’s video lies in the quiet convergence of the real closed system (a
room’s interior) and the experience of an open exterior (an airport). We can
sec in an airplane that freely fiies inside the house the expansion of conscious-
ness toward the exterior. The same intimacy is seen in Flow, an animation by
Sumito Sakakibara, in which the life of a young girl rotates like the changing
seasons, enveloped in light music and soft color.

Koichi Enomoto reconstructs the reality immersed in the video-game

sensibility as a painting. Departing from the conventional narrative worldview

and the dry world in which girls linger,

he instead develops his images as a

chaotic ensemble. What is the real? Such a question no longer makes sense,
The space constructed by bongos, collaged images, and leaning wood planks
functions as a site for free association. The world concocted by Akihiko
Amano also triggers the chain reaction of free images, stimulating the viewer’s
imagination. His juxtaposition of porno images and machines evokes the
visual and conscious relationship between the body and the machine and the
connection with desire, yet in real life constitures a three-dimensional object

with formless torsions.

It is easy to see an institutional critique—say, the resistance to the existing
system—in The Echo. However, it was not our intention to have this exhi-
bition embody a criticism or a statement or the firm presence of “I” in the
world. Whar, then, was The Echo? This became a topic of our discussions
during the exhibition-related roundtable talks. As saliently expressed in the
words of Kito, “This project sought to add an alternative to the present
exhibition system. It was faithful to the artists” urgent desire to show their
work together in the same exhibition now. By organizing this exhibition, we
wanted to present the state of a new generation of Japanese artists.”*4

Kito and others searched a site where they could present the muldiplicity
of expressions by Japanese contemporary artists who do not fit one specific
category of contemporary art in Japan. Everyday and non-everyday, histories
and stories/discourses, modern and postmodern, the self and the body. When
the boundaries of the system defined by these binaries are dismantled or
muddied, even the solid boundary of individuality can become ambiguous.
Under such a condition, these artists neither withdraw nor take recourse to
cynicism; rather they proactively connect to the past history and the present
society, while reexamining the relationship with others and the state of the self.
This exploration results in an attempt to take one’s body as a starting point
and formulate, diverge from, and intersect with multiple systems. During the
exhibition period, 7he Echo underwent changes and renewals so that it could
connect with the outside world. As ripples generated between the artists,
between the authors and the viewers spread and reverberated, the exhibition
became a movement that kept generating itself, with even the boundary of its
exterior and interior ambiguously melting and merging. Just as Taro Izumi
deploys his own body as a medium in order to separate the states of self, other,
and the exterior of self, and yet live all of them as inseparable,

Chocolate wrappers placed on the windowsill of Zaim by Takaaki Izumi
connect us to an unknown landscape. The potential power hidden in these
gold-colored papers will continue ro live in many shapes after the exhibition is
now over. They will become invisible ripples, bringing about new encounters
in the future and compelling numerous small revolutions.

[Translated by Reiko Tomii]

1. The Six is the tide of the exhibition conceived and organized by students of arc
universities since 2007 to show the present stace of “art students in Japan,” by focusing on

“arc festivals” (geijutsusai held at art schools). The organizing collective, which also assumes
The Six as its name, is a co-organizer of our project and we have reccived generous assistance
from them. | *2. ‘The exhibition something as if we do was first held at Parlwr, café in Nagoya
on March 30-June 2, 2007. Tt was later reconfiguced and showed at Project Gallery [clas] of
Institute of Liberal Arts and Sciences at Nagoya University on June 11-22, 2007. I partic-
ipated in the latter project, | *3. Dario Gamboni, Potential Images: Ambiguity and Indeter-
minacy in Modern Art, trans. Mark Treharne (London: Reaktion Books, London, 2002). |
*4. Kengo Kiro, " The Echo: Japan Next” (review), Ble 23 (January 2009; Nagoya University
of Arcs, Art & Design Center),
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FHUUE  Satoru Aoyama

{Glitter Pieces #1-11, 13)

2008 4
FYLRAFMCAIY v b BART
i

#1:17.4%23,2cm, #2: 21.7%X21.0cm,
#3:21.5%26.9cm, #4: 21.9 X 21.0cm,
#5:25.9X21.5cm, #6: 25.9% 21.3¢cm,
#7:20.5%23.4cm, #8: 17.8 % 15.9cm,
#9:25.6%x22.1cm, #10: 24,2 X 23.4cm,
#11: 21,1 X29.6cm, #13: 18.5%23.3cm

Glitter Pieces #1—11, 13

2008

Embroidery with merallic and black
thread on polyester

#1:17.4 x 23.2 cm, #2: 21.7 x 21.0 cm,

#3: 21,5 x 26.9 cm, #4: 21.9 x 21.0 cm,
#5:25.9 x 21,5 cm, #6: 25.9 x 21.3 cm,
#7:20.5 x 23.4 cm, #8:17.8 x 15.9 cm,
#9:25.6 x 22.1 cm, #10: 24.2 X 23.4 cm,
#111 211 x 29,6 cm, #13: 18,5 x 23.3 cm
Courresy of the artist and Mizuma Art

Gallery

{Glitter Pieces #12)

2008 4F
RYIZAFWZATY v s HERET
ol

28.5%27.4cm

Glitter Pieces #12

2008

Embroidery with metallic and black
thread on polyester

28,5 x 27.4 cm

Courtesy of the artist and Mizuma Arc

Gallery

TEBA  Futo Akiyoshi

{Room)

2008 4%

ik, #rv72
53.0X40.9cm

Room

2008

Oil on canvas

53.0 X 40.9 cm

Courtesy of TARO NASU

{Room)
2008 41

¥, #rvra
% 40.9%31.8cm 2 MMl

Room

2008

Oil on canvas

Ser of 2, 40.9 x 31.8 cm each
Courtesy of TARO NASU

{Room})

2008 4%

F, Hror=

% 40.9%31.8cm 2 ATAL

Room

2008

Qil on canvas

Ser of 2, 40.9 x 31.8 cm each
Courresy of TARO NASU

{Lost (Room) 1)
2008 4

W, Hror2
45.5%53.0cm

Lost (Room) 1l

2008

Oil on canvas

455 x 53.0 cm

Courresy of TARO NASU

{Room)

2008 4

g, o7 A
37.9%45,5cm

Room

2008

QOil on canvas

37.9 X 45,5 cm

Courtesy of TARO NASU

{Room)

200841

g, #rwr R
45,5%33.3cm

Room

2008

Oil on canvas

45.5 % 33.3 em

Courtesy of TARO NASU

REZE  Akihiko Amano

{LSM)

2008 4F

B, BBy, Ay R
130.0%95.0cm

LSM
2008
India ink, colored ink on canvas

30,0 x 95.0 cm

(LSM)

2008 4
BEA Yo, hveTa
91.0 X 70.0cm

LSM

2008
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Colored ink on canvas

91.0 x 70.0 cm

CUNREAR OB E)

2008 4

W 7o BB s, ArgT R
91.0X70.0cm

Study of Naoki Komuro
2008
Paper, acrylic and colored ink on canvas

91.0 x 70.0 cm

[€:3"9)

2008 4
RIANAFAT
52.0 X 68.0cm

Untitled
2008
Mixed media

52.0 x 68.0 cm

(g

2008 4
IZANATAT
52.0%68.0cm

Untitled
2008
Mixed media

52.0 x 68.0 cm

[AVA-D

2008 41
APy b TIVE, K
29.7x21.0em

Bafironzu
Inkjet print on paper

29.7 X 20.0 cm

{A_a)

2008 4F

Aoy V)b, M
%29.7%21.0cm 6 AL

Aa
[nkjet print on paper

Set of 6, 29.7 x 21,0 cm cach

(Henaiy

2008 4
IVAMAFAT
230.0%150.0 X 150.0cm

Untitled
2008
Mixed media

230.0 X [50.0 x 150.0 cm

SR Takaaki Izumi

(T 34%)

2008 4F

TR W, - F, BiEAFOT—N
60.0 X 60.0% 50.0cm

Garbage bag
2008
Garbage bag, light bulbs, electric cords,

polystyrene foam

..

60.0 x 60.0 x 50.0 cm
Courtesy of TARO NASU

(= 34%)

2008 4F

T MR 2N, A Fo—
50.0%50.0 X 40.0cm

Garbage bag

2008

Garbage bag, light bulbs, electric cords,
polystyrene foam

50.0 x §0.0 X 40.0 cm

Courresy of TARO NASU

(& R—)
Cardboard

2008 4%

BAR—n
90.0%80.0%15.0cm

Cardboard

2008

Cardboard

90,0 x 80.0 x 15,0 cm

Courtesy of TARO NASU

(FvFE—=w)

2008 4F
BAR—-n

70.0%80.0x10.0cm

Cardboard

2008

Cardboard

70.0 x 80.0 x 10,0 cm

Courtesy of TARO NASU

{(74v¥a)

2008 4

FA vV aN—8— f
#25.0%16.0%12.0cm 3 44l

Tissue

2008

Painr on cissue paper box

Set of 3, 25.0 x 16.0 x 12.0 cm each
Courtesy of TARO NASU

()

2008 4
TN, BES K
35.0%x35.0cm

Untitled

2008

Acrylic on paper bag with board
35.0 x 35.0 cm

Courresy of TARO NASU

(€3]

2008 4

F 3T — b DA
FAXE

Untitled

2008

Chocolate wrapper
Dimensions variable

Courtesy of TARO NASU

KRS Taro Tzumi

(E1%E (0809,56))
2008 4

DVD

24068

Chinese Cabbage (0809.56)
2008

DVD

2 min. 6 sec

Courtesy of hiromiyoshii

(A5 —44 1+ (0809.57))
2008 4F

DVD

50 #

Star Gate (0809.57)
2008

DVD

50 sec.

Courresy of hiromiyoshii

(74 D
2006 ¢
DVD

35 3%

Lime at the Bottom of the Lake
2006

DVD

3 min. 3 sec.

Courresy of hiromiyoshii

{e )
2008 4F
DVD
1588

Leech
2008
DvVD
t min. 8 scc

Courtesy of hiromiyoshii

(AAF>7)
2006 4E
DVD

S 4238

Making
2006

DVD

5 min. 23 sec.

Courtesy of hiromiyoshii

(74T F)
2007 4
DVD,
15 6#

Finland
2007

DVD, bottle
© min. 6 sec

Courtesy of hiromiyoshii

(4 (ZAIM) )

2008 4

EFth AT, 5477 4— FHifh
FLEEZS—, T3 WY, MM
4 XL

Untitled (ZAIM)

2008

Video camera, live feed image, television
monitor, aluminum shelving material, duscer
Dimensions variable

Courtesy of hiromiyoshii

BE#E—HR  Ichiro Isobe

(€]
2008 4
ITANATAT
AR V—Say

Untitled
2008
Mixed media installation

Courtesy of YAMAMOTO GENDAI

#AH— Koichi Enomoto

(=2 1)

2008 4F

g, 2virA
145.5%112.4 X 6.2cm

Peace!

2008

Qil on canvas

145.5 % [12.4 x 6.2 cm

Courtesy of hiromiyoshii

(Vaz=—p{hrknT)
2008 4F

g, #rdrA
33.5%24,0%2.0cm

Don't cry Johnny
2008

Oil on canvas

33.5 X 24,0 x 2.0 cm

Courtesy of hiromiyoshii

{(REN)

2008

g, hrvTA
162.0%130,0 % 3.0cm

Shima-building

2008

Oil on canvas

162.0 x 130.0 X 3.0 cm

Courtesy of hiromiyoshii

{0803823-xxxx)
2008 4E

¥, HhrorA
145.5%112.4%X6.2cm

0803823-xxxx%

2008

Oil on canvas

145.5 x 112.4 X 6.2 cm

Courtesy of hiromiyoshii

€125 V]
2008 4F
ilF, 73w
33,5X24.0cm

Untitled

2008

QOil on panel
33.5 X 24.0 cm

Courtesy of hiromiyoshii

[(€:3:V]

2008 F

m¥, nrIr A
117.0x91.0 X 6.0cm

Untitled

2008

Oil on canvas

7.0 X 9.0 X 6.0 cm

Courtesy of hiromiyoshii

{THE ECHO)
2008 41
~v, 8K
25.5%18.2cm

The Echo
2008

Pen on paper
25.5 x 18,2 cm

Courtesy of hiromiyoshii

(PN

2008 4
~v, K
25.5%18.2cm

Doggy, my Love
2008

Pen on paper
25.5 % 18.2 cm

Courtesy of hiromiyoshii

{wah-box)
2008 4
STVANATAT
G4 A4

wah-box

2008

Mixed media
Dimensions variable

Courtesy of hiromiyoshii

(GAME )
2008 4
DVD
V=7

Game-Shoi
2008
DVD loop

Courtesy of hiromiyoshii

KUFE A Satoshi Ohno

(Primeval Forest as Macernal)
2008 4

ITVAMATAT

A VA L—Yar

Primeval Forest as Maternal
2008
Mixed media installation

Courtesy of Tomio Koyama Gallery

NEEAA Daisuke Ohba

{UROBOROS (woods))
2008 4

TN, A5, ROl
220.0 X 180.0cm

UROBOROS (woods)

2008

Acrylic on cotton cloth and pancl
220.0 x 180.0 cm

Courtesy of magical, ARTROOM,
SCAI THE BATHHOUSE

{UROBOROS (woods))
2008 4

TN, KA, SRV
220.0%180.0cm

UROBOROS (woods)

2008

Acrylic on cotton cloth and panel
220.0 x 180.0 cm

Courtesy of magical, ARTROOM,
SCAl THE BATHHOUSE

{UROBOROS (spectrum))
20084

TN, #A, SR
180.0x 180.0cm

UROBOROS (spectrum)

2008

Acrylic on cotron cloth and panel
180.0 x 180.0 cm

Courtesy of magical, ARTROOM,
SCAI THE BATHHOUSE

{UROBOROS (spectrum))}
2008 4

TyUN, Rl SE N
180.0 % 180.0cm

UROBOROS (specirum)

2008

Acrylic on cotton cloth and panel
180.0 x 180,0 cm

Courtesy of magical, ARTROOM,
SCAT THE BATHHOUSE

Mtz Kounosuke Kawakami

{Resort Horel 2)

2007 4F

SYANAFAT, AvT7 A
80.0% 100.0cm

PN

Resort Hotel 2

2007

Mixed media on canvas
80.0 x 100.0 cm

Private collection

{Resort 3)

2007 ¢
IVANAFAT, AT TA
135.0 x 180.0m

LGNS
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2003 Mm7EAVNIY-EIVy—L [ZREWOEI o] U3 v HRYCERME,
Vav, 757A
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2005 W3SV Y YT - KXV —L [RIEMOTE] 7V A NEBEdEE,
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HiE b x>+ —12005 [7—MH—A 2 (AFEHEOKkRE) ]
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2006 ML &R SHIREFME M
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ZH
2002 A—-Ab-ArF—FyaFrH
2006  FYNNVERRE

Hiraki Sawa

Born in Ishikawa, Japan in 1977. M.F.A., Sculpture, Slade School of Fine Are, University
College London in 2003, Lives and works in London.

Selected Solo Exhibitions
2006 Hivaki Sawa, National Museum of Victoria, Melbourne, Australia

2008 Hiraki Sawa, Hako, Centro de Arce Caja de Burgos (CAB), Burgos, Spain

Selected Group Exhibitions
2003 7e Biennale d'Ars Contemporain de Lyon, “Clest arrivé demain,”
Musée d’Are Contemporain de Lyon, Lyon, France
2004 The Encounters in the 215t Century: Polyphony—Emerging Resonances,
215t Century Museum, Ishikawa
2005 The 3rd Valencia Biennial, “Thoughts of a fish in the deep sea,”
Convento dcl Carmen, Valencia, Spain
YOKOHAMA 2005: International Triennale of Contemporary Art,
“Art Circus: Jumping from the Ordinary,” Yamashita Pier and others,
Yokohama City, Kanagawa, Japan
2006 Enjoyable house, Aichi Prefe IM of Arr, Aichi, Japan
The 4th Seoul International Media Art Biennale (Media_City Seon! 2006), “Dual Realities,”
Seoul Museum of Art, Seoul
2007 Beantiful New World: C iporary Visual Culiure from Japan, Long March Space,
Inter Arts Center, TOKYO GALLERY + BTAP, Beijing / Guangdong Museum
of Act Guangzhou, China
2008 Avrist File 2008: The NACT Annual Show of Contemporary Art,
The Narional Art Center, Tokyo
The Echo, ZAIM, Kanagawa

Award
002 East International Award
2006 Decibel Award for Artists

s

1975 FRFHERICA: N B, 2000 F 4 — 5 LHIRFM REATIEDN, 1 v
WARFLAIEEE (2003 4F % C)o 2002 SEMSTEM A F NP R LWTFEAHE TR
W HAET o 2004 4£ALIFERRAIMMER (2007 £FT), N v EHKF
o AW VAETE,

By (i)

2002 (@AY Y TV 2w T—iliiZTITY 2y T —ilh 157, vy v
2004 [HERBHROEDIC|ISH - A4 FrT)—, FH

2006 [May Lenter?] F¥I)—TVLZ7H Y FF - F~T, X))y

2007 TixahTbl sh -4V 4F¥59—, Wi

LN —TR
2006  #15MHY F=— - ¥Yx 4+ —L [Zones of Contact]

T—b - FxIN—-F7 - Za—H$TATz— X, YF=—
2007  [Cycle and Recycle | ZHIR G EMAM, FHl

[NIT-Thread] Koroska Gallery of Fine Arts,

AU 2= - FIFY, AANRZT

90 Biography

2008 [7—F4AF - 77402008 — BAOMRAS ] BELLFHEMA, YO
[THE ECHO/ ZAIM, #%)I

2009  BUtEA DR [VOCA & 2009 — Hi LW FiE DR~ 6 |
(VOCA Rt LW oRIHAL Hel
[Sticch by Stitch A7 v F - N4 » AF v F $r&RTii< b L]
WOTARHE R AR, R

Kei Takemura

Born in Tokyo, Japan in 1975. Received Grants Overseas Study by Young Arists from Pola
Art Foundation in 2000. Received Deurscher Akademischer Austausch Dienst (DAAD})
Scholarship in 2000-03. Completed Graduate Course at Tokyo University of the Arts
(M.F.A.) in 2002. Parricipared in the Japanese Government Overseas Study Program for
Artists provided by the Agency for Cultural Affairs (Berlin) in 2004~07. Graduated from
Berlin Art Academy in 2004, Lives and works in Berlin

Selected Solo Exhibitions

2002 Restawrierung in Berlin, Brisselerstrasse 15, Berlin
2004 for dearest You, Taka Ishii Gallery, Tokyo

2006 May I enter?, Galerie Alexandra Saheb, Berlin

2007 even if we're not together, Taka Ishii Gallery, Tokyo

Selected Group Exhibitons
2006 Isth Biennale of Sydney, “Zones of Contact,”
Art Gallery of New Sourh Wales and others, Sydney, Australia
2007 Cycle and Recycle, Aichi Prefectural Museum of Art, Aichi, Japan
NIT-Thread, Koroska Gallery of Fine Aits, Slovenj Gradec, Slovenia
2008 Artist File 2008: The NACT Annual Show of Contemporary Art,
The National Art Center, Tokyo
The Echo, ZAIM, Kanagawa, Japan
2009 “VOCA” 2009: The Vision of Contemporary Art (VOCA Encouragement Prize),
The Ueno Royal Museum, Tokyo
Stitch by Stitch, Traces I made with Needle and Thread,
Tokyo Metropolitan Teien Art Museum, Tokyo

T i i —
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2007  [Kouichi Tabara Selected Works] CCP BULGH L ¥ 5 —,
AWERNY, F=AbFVT
[no lemon, no melon| ¥+ 5V —/Mll, AT

FoTN-TR
2005  {)en rével N7 4 ZHUCKAME, /5
2006 [ Trial Balloons] # 27 4 —V ¥ & L & YL, v+, AR4 ¥
TRUARE + Il —] F—F3—7 5914 ME%, Kl
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Kouichi Tabara

Born in Tochigi, Japan in 1979. M.F.A,, Oil Painring, Graduate School of Fine Arts, Tokyo
University of the Arts in 2006. Lives and works in Tokyo.

Selected Solo Exhibitions
2007 Kouichi Tabara Selected Works, Centre for Contemporary Phatography,
Melbourne, Australia

10 lemon, no melon, Gallery Koyanagi, Tokyo

Selecred Group Exhibitions

2005 /'en réve, Fondation Cartier pour |'art contemporain, Paris

2006 Trial Balloons, Musco de Arte Contemporéneo de Castilla y Leén, Spain
Kengo Kito + Kouichi Tabata, Tokyo Wonder Site Shibuya, Tokyo

2007 something as if we do, Cafe Parlwr / Nagoya University Project Gallery [clas),

Aichi, Japan

Video Art Night: More than nature, Japan Society, New York
2008 vivid material, Tokyo University of the Arcs, Tokyo

The Echo, ZAIM, Kanagawa, Japan

BEAMING ARTS #oor, International Gallery Beams, Tokyo
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2002 [CELL] /=NVIF4vay/7adzs b A=A, KR
2006 [GUSHJ SCAI THE BATHHOUSE, Wi

2008  [The poetry of bizzarre| Fundacié Joan Miré, /Shta3, 2 ~A
2009 (LB Sl AV YTNVAXSKET+—F A4, Wi

Enrv—TE

2004 [Hi-energy field KEU®&] KPO ¥V Y7 IH¥RKR, KK

2005 - HERET—h7ES 5 ATERONLD)
ERMEAFES o —y - TEY 2, EH
HAMNL YT - KTV F— L [FiEADME] A AV RIEHER,
NLryT, ALY
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Kohei Nawa

Born in Osaka, Japan in 1975. Ph.D., Sculprure Courese, Graduate School, Kyoto City
University of Arts in 2003, Studied in New York under the Asian Cultural Council Subsidy
in 2005. Stayed in Berlin to participate in “Arr Scope,” Culture and Art Support Program by
DaimlerChrysler Foundaion in Japan in 2006. Lives and works in Osaka and Kyoto, Japan.

Selected Solo Exhibitions

2002 CELL, Nomart Edition / Project Space, Osaka

2006 GUSH, SCAI THE BATHHOUSE, Tokyo

2008 The poetry of bizarre, Fundacié Joan Miré, Barcelona, Spain
2009 L_B_S, Maison Hermés 8th Floor Le Forum, Tokyo

Selected Group Exhibitions

2004 Hi-energy field Osaka, KPO KIRIN PLAZA, Osaka

200§ Art Program for the World EXPO 2005 Aichi Japan, "Diverse Ways of Happiness,”
Global Common 2, Nagakute Area, Aichi, Japan
The 3rd Valencia Biennial, “Thoughis of a fish in the deep sea,” Convento del Carmen,
Valencia, Spain

2006 Art Scope 2005 / 2006, Hara Museum of Contemporary Art, Tokyo /
DaimlerChrysler Contemporary, Berlin

2007 Roppongi Crossing 2007: Future Beats in Japanese Contemporary Art,
Mori Art Museum, Tokyo

2008 vivid material, Tokyo University of the Arcs, Tokyo
PARALLEL WORLDS an Exhibition by Hugues Reip,
Museum of Contemporary Arc Tokyo, Tokyo
The Echo, ZAIM, Kanagawa, Japan
BEAMING ARTS #ooz, International Gallery Beams, Tokyo
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2008  [My Heart And The Real World] magical, ARTROOM. 84
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1999 Ty T—% >y | Bl A —7 450 20 SANE, R

2002 [Error) #7—%7 ¥, &l

2004  [Conran Show] WA % ¥+, FHI

2005  [Volcanus T.P.R. U8 Projects] %1t
[ TN — BB OR»725 ] RAFUXLORL, Fh

2007  [ERFDGRNS ] BLACK CHAMBER (%A1 ARERL), K
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['WORM HOLE episode 9] magical, ARTROOM, HIX

2008 [THE ECHOJ ZAIM. %l

2009 [$< b JOBAN-KASHIWA 7o ¥ =2 b
TSCA Kashiwa {AH N &5, T-3E

Takehiko Hoshino

Born in Aichi, Japan in 1976. Graduated from the Department of Oil Painting, Aichi Prefec-

tural University of Fine Arts and Music (B.F.A.) in 2000. Live and works in Saitama, Japan.

Selected Solo Exhibition
2008 My Heart And The Real World, magical, ARTROOM, Tokyo

Selected Group Exhibitions

1999 Let’s Go Young, Garden Pier, Port of Nagoya, Aichi

2002 Error, canolfan, Aichi

2004 Conran Show, Okada Studio, Aichi

2005 Voleanus T.P.R. U8 Projects, Nagoya Zokei University of Art & Design, Aichi
Azakai he—Airo no Katachi, NAGAKUTE Culwural Cenrer and others, Aichi

2007 Hyougensha Kekki Shukai, BLACK CHAMBER, Osaka, Japan
something as if we do, Cafe Parlwr / Nagoya University Project Gallery [clas], Aichi
WORM HOLE episode 9, magical, ARTROOM, Tokyo

2008 The Echo, ZAIM, Kanagawa, Japan

2009 WAKUWAKU JOBAN — KASHIWA PROJECT,
TSCA Kashiwa and others in Kashiwa City, Chiba, Japan
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1977 FERBIFIZA 15, 20005FOA YV - ALy Y- FT - T—F (WY FY)
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2001 [H@ORY] /JxrvzF4var/Fadzs b Ax=X, KK
2007  [New Paintings] 737+ U= A - F7 - T— b, B

2009 [New Works] 737« 7—22Z 47 7— b, WK
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[Pracrically Sublime) Els Hanappe Underground, 774, ¥U¥7
2007 [H—blL—b+tv¥ay@NADIFl 77497 - Fx 59—, KKl
[R—FL—bty¥a ] KEHRNEHNE KR
2008 [THE ECHOJl ZAIM, fli#)Il
Hi & LoJ Kaikai Kiki Gallery, }3T
2009  [Re: Membering —Next of Japan—| Doosan Gallery,
Alternative Space Loop, ¥ 7V

Takeshi Masada

Born in Osaka, Japan in 1977. Exchange student at Royal College of Art, London in 2000,
M.F.A., Painting Course, Graduate School of Art, Kyoto City University of Arts in 2003.
Live and works in Osaka

Selected Solo Exhibitions

2001 Tuakeshi Masada, Nomart Edition / Project Space, Osaka

2007 Takeshi Masada: New Paintings, WAKO WORKS OF ART, Tokyo
2009 Takeshi Masada: New Works, WAKO WORKS OF ART, Tokyo

Selecred Group Exhibitions

2005 Japanese Artists’ Recent Works, WAKO WORKS OF ART, Tokyo
Robert Platr & Takeshi Masada: Practically Sublime,
Els Hanappe Underground, Achens, Greece
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[Exhibition]
The Echo: An Exhibition of Young Japanese Artists

Period: September 13-October 5, 2008
Venue: ZAIM Annex 3F & 4F
Organized by The £eho Commitee
Co-organized by The Six

Organized under the auspices of Yokohama Arts Foundation

Supported by The Nomura Culrural Foundation

Sponsored by agnés b., Shiseido Company, Limited, and Nakagawa Chemical Inc
Cooperation with ZAIM, Nagoya University of Arts,

Victor Company of Japan, Limited (JVC), and Hiroshi Taguchi

With the special cooperation of Keita Arisawa

Direcrors: Satoru Aoyama, [chiro Isobe, Daisuke Ohba, Kengo Kito
Producers: Haruka Ito, Kengo Kito
Adminiscration: Haruka lto, Ai Matsuda, Kayoko Yuki

Logo Design: Namaiki
Art Direction: TYMOTE

[Caralogue]
The Echo: An Exhibition of Young fapanese Ariists

Edited by Ai Matsuda

Editorial consulration by Reiko Tomii

Edicorial and producrion assistance by Yasuko Ono, Yumiko Nonaka,
Matthew Pelowski, Tomomi Maeda, Kayoko Yuki

Text: Daisuke Awata (arc critic and art anatomy)

Adrian Favell (Professor of Sociology, University of California, Los Angeles)
Haruka lto

Ai Matsuda

Translated by Wakako Tezen (pp.66—67)

Reiko Tomii (pp.8o—8t, p.94)

Yumiko Nonaka (pp.68-71)

Pamela Miki (p.14)

Chisato Yamashita (p.17, pp.68-71, p.77)

Photo by Keizo Kioku

Designed by Kent Titaka (TYMOTE)

Princed and bound in Japan by Sakae Printing Co., Ltd.

Published by Satoshi Okada
Firsc Published in Japan, January 9, 2010 by magical, ARTROOM
NADiff A/P/A/R/T 3F 1-18—4 Ebisu, Shibuya-ku, Tokyo, 150~0013 Japan
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