


In 2009, sculptor Kohei Nawa founded Sandwich in Fushimi, Kyoto. Sandwich is

a studio for Nawa’s creative work and a creative platform where creators of various
genres and media, staff, and students from different backgrounds gather from around
the world. Sandwich stands in the rural landscape of Mukaijima, slightly apart from
the urban area of Kyoto, and close to where the Katsura and Kizu Rivers join the

Uji River, which flows right next to the studio, becoming the Yodo River. At the
confluence of the three rivers, there used to be a huge wetland called Oguraike, and

it is said that the present Mukaijima area began as a small island there. From ancient
to modern times, when waterways were the primary means of transportation, Fushimi
was a vital transportation hub connecting Kyoto and Nara, attracting people from
different regions to work or to trade. In ancient times, Fushimi was noted as an artery
for transporting goods to the capital, Heijo-kyo. Later, it became the site for a villa
for the Heian aristocrats and a royal residence for the cloistered emperor.

In later ages, Toyotomi Hideyoshi built Fushimi Castle, which prospered as a cultural
and economic center where craftsmen and merchants gathered and as a scenic spot
with the moon and peach blossoms reflecting on the water. The place where Sandwich
is located already had the memory of being a creative platform throughout its history.
Sandwich is where all kinds of phenomena mix and mingle, and new things continue

to be created through unexpected encounters.

In Sandwich, times and spaces are always intertwining and colliding with each other.
While the silicone oil bubbles in Biomatrix slowly emerge and disappear, the surfaces
of 3D models are being transformed, modeling the data from 77ans. While the glue
that holds the transparent spheres of PixCell in place cures, the ink of Direction
slowly runs and drips. As VESSEL performers leave trails in a pond of potato starch, a
computer-controlled ultraviolet laser strokes acrylic panels, and the Blue Seed images
rise to the surface. Things are born and disappear, disappear and revive again. The
past and the future are constantly simulated here, and the sparks of creation fly at

the intersection between them. From staff members working at the studio for more
than ten years to students who have come for a short-time residency, all are involved
in Sandwich’s projects. Parts of artworks produced at traditional workshops in Kyoto
are being brought to the studio and shipped overseas at daybreak. The studio, where
people, things, and events collide with each other as they pass by, is like a skin that
continues to mediate the unending exchange of materials—a place of sensation that
rises every time a stimulus rushes through, from inside to outside and from outside to
inside. Sandwich itself is a vast skin, a massive cell; it embodies Nawa’s imagination
and a space in which information and matter continue to flow. Sandwich exists on
the edge—between inside and outside, professionals and students, traditional crafts
and new technology, the known and the unknown, the past and the future. Who
could possibly capture the whole picture?

The sun rises, the moon appears, and the sun rises again. Sandwich’s activities are
dispersed into every moment of such calm repetition. What kind of day would unfold

when you brought them together to look at what is happening?
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How do you make a Sandwich?

An essay on Kohei Nawa’s studios

Brett Littman

To get to Kohei Nawa’s creative platform, called Sandwich, in the outskirts of Kyoto, you need to
take a 24-minute train ride from central Kyoto on the Kintetsu-Kyoto line to the Momoyamagoryo-
Mae Station in Kannonji-Cho in the Fushimi ward.

This suburb of Kyoto sits between the Uji and Katsura Rivers and is probably best known for sake
production and as the location of both the Fushimi Inari Shrine, with its long procession of vermillion
torii gates that wind through a forested mountain path and the Manpuku-ji Temple, in nearby Uji
City, the historical center of the Obaku Buddhist sect, located on the aptly named, Mt. Obaku.

Once you arrive at the train station, you need to take a taxi to get to the main buildings that make
up Sandwich. The short ten-minute drive is pleasant enough, you pass over the Uji River on a bridge,
and then you take a sharp turn onto a service road that runs along the side of the river, where the
surroundings get much more depopulated. You then pass through a “greenbelt” with modest homes
surrounded by small farms, rice paddies and a group of one and two-storey warehouse buildings,
most likely used for light industry, crop storage, or food product manufacturing.

If it is your first visit to see Kohei Nawa, your taxi will most likely take you to a repurposed Sandwich
making factory, from which the eponymous name of the building and the whole studio practice comes
from. The building is a nondescript steel-framed two-storey factory with a gable roof made of folded
plates that nicely conceals the many workshops, rooms, and wonders you will find inside. Typical of
Japanese hospitality, Nawa himself, will probably meet you in the parking area in front of the building

to greet you and welcome you inside.
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Nawa, whose first public exhibition was in 2000, when he was a Ph.D. candidate in Fine Art and
Sculpture at the Kyoto City University of Arts, started his career working out of a studio in his
grandmother’s house in Osaka. He then moved to Kyoto in 2003, where he was able to secure a
small private studio in the Yodo neighborhood. Over the next couple of years, as his projects and
ambitions grew and his understanding of his own practice, which I would describe as an aesthetics
grounded in experimentation, was refined, he realized that he would need a much larger space to

foster the kinds of conditions necessary to pursue his vision of how he wanted to create.

Today, the Sandwich operation comprises three studio buildings in Fushimi in Kyoto, an international
residency program, and a Drawing Room (DR) in Daikanyama in Tokyo. Spread across these sites and
projects are more than 40 production staffs, technical staffs, 3D modelers, computer programmers,
architects, designers, studio managers, residents and interns. Sandwich also extends outward beyond its
own bricks and mortar operations to an extensive network of Japanese and international collaborators,
including engineers, fabricators, 3D modelers and printers, casters, riggers, and framers, as well as
local Kyoto-based studios specializing in traditional craftmanship - making its physical footprint much

larger than just measurable square meters.

The origins of Sandwich in Kyoto start with the repurposed Sandwich making factory building
leased and populated by Nawa and his team in 2009. The Annex, which came on-line in 2016, a
building one can reach in five minutes walking down the road, is a defunct onigiri (Japanese Rice
Balls) factory. The most recent addition, called Maxima, a very large open warchouse building
about ten minutes away by car from Sandwich and The Annex, was leased in 2021 and is still being
renovated — with completion of the building slated for 2024. Each of these buildings has its own
unique purposes and activities, which, when overlapped and coordinated together, give Nawa a very
expansive, multilayered, and open way to work while at the same time affords him and his team
specific purpose built spaces to assemble, draw, experiment, research, rehearse, store, photograph,
consolidate and mock-up large scale art, architectural, scenography, and interior design ideas.
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When you enter the first floor of the old Sandwich factory building from the parking lot, you enter
into an open area where crates are being stored, and you see a staircase made of steel plate and concrete
leading to the second floor. A little further to the left, there is an area separated from the main
space by hazmat-like-plastic sheeting. This is where Nawa’s team assembles his PixCell’s, which
are probably among his most critically and commercially recognized projects and have been in
continuous production since 2002. Open the entrance door of this workshop, one is immediately
overwhelmed by the smell of hot glue. After recovering from this olfactory experience, you see
studio assistants in respirators sitting or standing at workbenches gluing various-sized transparent
spheres to taxidermy animals, industrially produced objects like telephones, TVs, and violins.

As you walk past the workbenches at the far end of the PixCel/ workshop, you see gray labeled
plastic boxes on shelves containing dozens of different-sized transparent spheres necessary to make
these artworks. At a workbench in front of these shelves are the managers of this production area
supervise to ensure that the right-sized spheres can be properly distributed to the workers and
then adhered to the variety of objects in the correct pattern. These operations are the result of a

combination of careful preparation and incremental adjustments.

On my last visit in April 2023, Nawa showed me a hallway to the far right of the PixCel/ workshop,
where several new and surprising works were awaiting completion. These works, which utilized
groupings of vintage furniture and other specific objects like tarot cards, and toys - make up
complex mise-en-scenes. They really stood out to me and seemed to represent a new direction for
Nawa in relation to the PixCell series - as they were much more grounded in his own personal
narrative and history and his dreams. He described them to me as being part of his recent interest
and exploration of surrealism. They did invoke the feeling of Salvador Dali and Meret Oppenheim’s
sculptures for the 21st century.
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After exiting the PixCell workshop, to the right of the main entrance is a narrow hallway formed by the
plastic wall separation; there is a wooden table with small sculptural prototypes and small works laid out.
On the wall opposite this table and in the large atrium space beyond this narrow hallway hang Nawa’s
Direction paintings and his photographic series Moment Photography. When 1 visited, I was also able to
see UV print prototypes of works such as Rzy and Lens. On the bottom of these white walls, one notices
black paint splatters and lines, which is the residue of the specially manufactured ink for the Direction
works, that is dripped onto the canvases rotated at a 15-degree angle to trace the effects of gravity. This
15-degree rotation has also found expression in the Sandwich logo — printed on the studio jackets and
t-shirts that the workers wear and is represented by a slash mark like this: /Sandwich. The 15-degree
angle also has one other manifestation in this building, which I will come back to.

Leaving the first floor, you walk up the staircase which opens to a large column-free open office
space. In front of you are long tables with hundreds of material studies, architectural models, sculpture
prototypes, personal objects, collections of toys, and other ephemera, a kind of personal Wunderkammer
where Nawa and his team can collect inspiration. To the right and behind the tables are banks of
computers, where the Sandwich teams of 3D modelers, computer programmers, architects, designers,
studio managers, residents and interns work. The two times I have been to this building, the second
floor has been very busy with group meetings rotating through the space and more than ten people
working at their computer stations on various aspects of Sandwich’s production. On the far wall to
the left is the architectural application from the Direction paintings I mentioned before, a built-to-spec
custom bookcase made to fit under the gable roof, filled with books on shelves slanted at a 15-degree
angle. Over the past 14 years, Nawa has produced physically and digitally many bodies of work from
this studio, including Scum, Villus, Grid, VIA-Wall, Manifold, Trans, Biota (Fauna/Flora), Ether, Force,
White Deer, Kohtei, Transfer, Fu / Rai, DIVA, and Tornscape as well as all of the architectural and
interior projects as well. This building is truly the control center of Sandwich, and new projects for the
future are still being developed and worked on by the physical and digital studios housed here.
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The Annex, Nawa’s second studio, is also a simple two-storey industrial building and is smaller
than the first studio building. The addition of The Annex to the physical footprint of Sandwich was
motivated by the need to have a rehearsal space in 2016 for Nawa’s ongoing collaborations with the
Belgian and French choreographer and dancer Damien Jalet. Over time, The Annex has grown to
accommodate other activities like a materials laboratory, a place to house equipment for production
and experimentation and a space for drawing, painting, lectures, welding, and resin work to prepare
taxidermy for the PixCell’s. Nawa has also used The Annex to produce many other unique and
serial works, including Particle, Foam, Biomatrix, Swell, Throne, Plotter, Fog, Moment, Dune, Blue
Seed, and White Code.
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When you enter The Annex, you will see a special well-ventilated plastic room for finishing various
3D works. Inside and outside of the room on the ground floor, you will find studio assistants working
on a variety of projects, like affixing spherical velvet parts to Rhythm (Velvet) or attaching large
transparent balls to works from the series Cel/ System. On my last visit, on the second floor, I met a
female intern studying materials at her university in France. She was working with a Japanese studio
assistant, documenting and recording various material reactions related to Nawa’s Black Field series.
Spread out over a large table were small square canvases covered in oil-saturated paint in myriad states
of curing, puckering, and cracking. Like in a scientific laboratory, post-it notes are affixed to each
canvas indicating the exact ratio of paint and oil, the duration the canvas has been exposed to the air,
and a list of other notes about the curing process. On the right side of this second floor, there were
hanging canvas tarps covered in oil and paint, which were used to catch the ink that dripped during
the production of the Dune series. There are also archival mood and project boards from the Jalet
collaborations stored here, and some whiteboards with notes about projects or ongoing experiments.
One nice aspect of the second floor at The Annex is that it has a ribbon of the window facing out to
the service road by the river, so one can see the mountains in the distance and also watch the cars go
by at eye level. One of Nawa’s assistants also told me she had seen out of this window monks pass by
on foot on the road when it was snowing on their way to the Manpuku-ji Temple — which to me, was

a perfectly beautiful image of Haiku.
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Jumping in a car from The Annex, you drive back through the farms and factory buildings for about
ten minutes to reach the newest addition to the Sandwich operation, Maxima. This new building

is a very long football field-sized light gray painted steel-framed warehouse shed that shares a corner
of the property with an art shipping company (who actually tipped Nawa off to this space being
available!). Maxima immediately reminded me of the buildings that make up Donald Judd’s studio/
home and his Chinati Foundation in Marfa, TX. As Sandwich has grown both staff-wise, project-
wise, and square meter-wise, the scale and complexity of its production have also expanded. Today,
Sandwich projects include major outdoor sculptures, buildings, store interiors, complex engineered
site-specific installations, and set design. When Maxima is completed, it will be the site where Nawa
and his team can do full-scale mock-ups and layouts of exhibitions, interior design and architectural
ideas, and site-specific installations. As well, large sculptures and site-specific works can be fabricated
and tested here. It will also double as an art storage site, a place for packing and shipping, and will

have a dedicated space for photographing and documenting work.

Today, Maxima is half finished with a couple of works and large crates scattered around here and
there. One thing that did stand out was a small mock-up of Nawa’s Biomatrix installation, with all of
the air tubes and wires exposed, which I had seen in its completed form in 2019 in Tokyo at SCAI
THE BATHHOUSE. Nawa was able to turn it on, and my wife immediately wanted to poke a stick
into the silicone oil surface to deform the bubbles and then watch them reform into an almost perfect
cellular grid. This simple physical process, dictated and controlled by the material and air nozzles, is
mesmerizing. I know that Nawa is thinking about large-scale fountains and water works, and I could
imagine that in the future, Maxima would be the site for testing and refining these types of projects -

with plenty of room to spare.
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The DR in Tokyo is a modest office space with a kitchenette and terrace. It is run by a small team

responsible for project management of photographs and drawings, materials research, architectural

projects, development of digital programming for projects like 7rans-A/E, Ray, and Lens, production
of books of Nawa’s work and art books, and writing and editing texts.

Since 2009, Sandwich has run an international residency program for students, young artists, and
architects. So far, participants have come from South Korea, Thailand, Bangladesh, the United States,
France, Mexico, Sweden, Norway, Germany, Brazil, and other countries. These residents get first-

hand experience working with the Sandwich teams on various projects and are able to both learn

and act as collaborators to make, research, and program. The residents also can stay at HOTEL
ANTEROOM KYOTO, a hotel whose art direction was done by Sandwich, or in a housing complex at
the NISHINOYAMA HOUSE in Kyoto designed by Kazuyo Sejima, from architecture firm SANAA.
Nawa, although very grounded in Japan and Japanese aesthetics, is a global artist at this point in his
career. These residency programs and his work abroad allow him to expand his own horizons and bring
ideas in from other cultures and places. Over time, he has built an international team of people to work
at Sandwich, and since knowing him and visiting the studios, I have met and interfaced with many
employees from all over the world and from all walks of life who have come to work with him and
experience life in Kyoto.
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A natural outgrowth of Kohei Nawa’s long-term deep integration and interaction with the Kyoto art
scene, through basing his practice here and his professorships, lectures, and critic residencies at the
many art schools in Kyoto, has produced a number of Kyoto-based art direction projects by Sandwich.
In addition, Nawa has also formed a curatorial unit called “Oni Daimyo.” Oni Daimyo is made up

of Kohei Nawa, Kengo Kito, and Daisuke Ohba, fellow artists who are also professors with Nawa at
Kyoto University of the Arts. The goal of these activities is to nurture and mentor young artists and
local talent from the Kyoto art university system. Sandwich and Oni Daimyo has art directed several
projects, which have offered exhibition opportunities to emerging artists in hotel, commercial, or
retail settings. Starting with the HOTEL ANTEROOM KYOTO project in 2011, Sandwich was able
to install over 200 works of art by 70 artists in the guest rooms and public spaces and added a special
studio room in the hotel to support Kyoto-based art residencies for local, national, and international
artists. Several other HOTEL ANTEROOM projects in Naha and Seoul have been built following
the same blueprint laid out by the group. One of the more interesting commercial projects Sandwich
has done is the design of the STARBUCKS COFFEE shop at the KYOTO BAL department store,
which is a busy, well-organized, and interesting space — unlike their counterparts in Europe or the US.
The proposed design of this STARBUCKS by Sandwich, was based on the concept of a “collaborative
studio by young artists.” The program includes rotating exhibitions of young emerging artists on the
walls or countertops — and all of it can be negotiated for purchase with the artists through Sandwich.
The retail counter and large tables were designed by Sandwich, and the chairs, coffee tables, and

other furniture are antiques they selected. All of the fixtures have the appearance of being in an art
studio environment, so much so that they appear mismatched to the commercial space. This is one
the busiest and most trafficked STARBUCKS in Kyoto and is always full of young people working,
socializing, or reading. Sandwich and Oni Daimyo have also worked with galleries, food stores, and
art lounges to create spaces that can holistically integrate art alongside other activities and continue to
be generative and supportive of the arts community in Kyoto and Japan as a whole.
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As one can see, Kohei Nawa’s idea of making a Sandwich is to merge mind, philosophy, vision, and
real estate to create a studio program that is generous, supportive, collaborative, and expansive. As
someone who has been in the art world for almost 30 years, I rarely have come across an artist who is
thinking and doing across so many platforms. The full integration of collaboration, experimentation,
interwoven teams exploring and developing new projects, and an international outlook and fabrication
network point to a new future for art production in the post-modern world — which is very different
than the model of the single artist toiling away in their studio alone. The output of Sandwich is
mindboggling; each time I visit or talk with Nawa, I am astounded by how much he is achieving and
the increasing scale and complexity of the projects he is able to do through the studio system he has
developed. As well, Nawa’s commitment to multi-disciplinarity gives him the opportunity to explore so
many mediums and seamlessly harness craft, technology, and Al to further his vision of what art means
to him and expand our understanding of how art can weave together tradition and our increasingly
technological world. Nawa’s Sandwich is an exciting and innovative project and one that should be
studied in the future for the many lessons that can be learned from it, as they will have a deep impact
on beyond the individual, on businesses and society in the future.
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Sandwich: Framing of the Cell and the City

Koichiro Osaka

Nestled beside the serene promenade lining the banks of the Uji
River, Sandwich emerges both as a production studio and as a
nexus for art practitioners. With over 20 full-time members,
trainees and international visitors, Sandwich serves as a vibrant

hub for artistic exchange, equipped with a communal kitchen and
residency facilities. It is a platform for artistic experimentation

and production, where multiple projects unfold and transpire
concurrently—ranging from public art commissions, architectural
and spatial designs tailored for corporate and residential spaces, to
skill development for their new work. A glimpse inside the studio
reveals a set of professionals engrossed in their tasks, evoking the
ambiance of both a craftsman’s workshop and a global corporate lab
dedicated to innovative product development. Since its inception in
2009, Sandwich’s trajectory has been guided through the realization
of art projects by its director, sculptor Kohei Nawa. Once a project
blueprint is presented, it is shared among a diverse assembly of
members—including architects, software developers, and experts
from various technical fields. This preliminary draft undergoes
iterative prototyping, fostering a collaborative dialogue before
finalization. The decision-making process at Sandwich prioritizes
perceptual evaluations of the medium and the intrinsic character of
proposed materials, a task facilitated by the collective expertise of
its members. This essay aims to shed light on the pivoral role that
Sandwich plays in Nawa’s artistic journey, with a focus on his quest
for a tangible experience where the materials are captured through
the tactile dimension of visual perception. Straddling the spheres
of sculpture, architecture, design, and fashion, while embedding its
distinctive sculptural paradigms onto urban landscapes, the modus
operandi of Sandwich is shaped by the collective expertise of its
affiliates.

In contemporary art discourse, the emphasis on the materiality and
agency of the body has garnered increasing recognition in recent
years. This draws particular attention to Nawa’s body of work,
often distanced from contextual criticism that regards the body as

a product of social construction and accentuates a semiotic reading
of representation. Instead, Nawa has shown a sustained affect and
interest in the material properties of sculpture as a nexus to bodily
perception. A seminal thinker in the New Materialism discourse,
Elizabeth Grosz reevaluates the inherent agency ascribed to both
corporeal and material entities, elucidating a pluralistic interplay
between cultural and biological dimensions. In her book Chaos,
Territory and Art: Deleuze and the Framing of the Earth', Grosz draws
from Gilles Deleuze and posits that art begins within the animal,
and that it produces and amplifies sensation through materiality,
serving as a direct stimulus to the bodily senses, thereby intensifying
the body. It is so that art emerges from an uncontrollable chaos due
to excess, and establishes territorialization and framing by extracting
qualities such as rhythm and texture. Grosz argues, “If art frames
chaos in order to extract from it the materials and energies, the
territory and subjects it requires to embody sensation, then science
grids chaos, placing over chaos a network of coordinates, a plane

of reference, in order to extract variables, formulae, probabilities, a
mode of comfort and order, a form of predictability, in the world.”?
According to Grosz, art extracts sensations while philosophy extracts

concepts from chaos, and science extracts physical laws.

What Sandwich’s extensive experiments anticipate is a moment that

captures the intrinsic property of the material, while simultaneously

abstracting the physical laws governing motion, the underlying
concept of the work, and the associated perceived sensations. In
Force (2015-), black silicone oil descends vertically, evoking the
presence of rainfall. The thread-like oil is seamlessly dispensed
from nozzles in controlled quantities, conjuring the illusion of a
solid sculpture. This effect emerges from meticulous experiments in
which the viscosity of the silicone oil was minutely modulated and
dripped consistently from a height. The objective was to pinpoint
the exact threshold where the oil, when circulated, would maintain
a stable behavior. Bringing the artwork to life—or achieving the
“monumentalization of sensation” —necessitates specific physical
conditions that dictate the motion’s trajectory. Considerable effort is
devoted to “gridding chaos,” crafting a network of coordinates, and
refining the material’s behavior within predetermined parameters.
These seemingly conflicting impulses—one to control material
properties and another to liberate and express material behavior—
have characterized Nawa’s work since the early stages of his career.
His dedication is evident in his pursuit to devise mechanisms

for unpredictable events. For Nawa and his team at Sandwich,
navigating the tense interplay between natural laws, concepts, and

sensations in fluid motion has been a complex endeavor.

Let us now consider Water Cell (2007-). In this work, a cubic
sculpture is showcased wherein globules of water slowly descend into
a tank filled with oil. This composition capitalizes on the differing
surface tensions of silicone oil and water. The viscosity of the
silicone oil is calibrated nearly identically to water’s specific gravity.

Consequently, the water droplets experience a downward motion



due to microgravity, all while displaying an upward buoyancy. The
droplets are dispersed in a randomized manner through nozzles,
leading to the formation of spontancous patterns. Similarly, in
Biomatrix (2018-), one observes the electro-mechanical modulation
of material movement. Within this installation, air bubbles, referred
to as “cells” in Nawa’s lexicon, are systematically produced, creating
a matrix configuration on a liquid surface composed of silicone oil
mixed with metallic particles and pigments. These bubbles, which
emerge and vanish in sequence, evoke a biological process where cells
autonomously regenerate and degenerate (apoptosis). This ostensibly
spontaneous movement is, in fact, orchestrated by computational
algorithms. However, it would be premature to interpret such
deliberate randomness as a mere allegory for lifelike actributes or an
imitation of nature. Rather, it is only when a system, designed to
generate physical phenomena, allows for unpredictable fluctuations
in the material’s behavior, that the interplay between the “cell”
concept of the work and the physio-sensory resonances become fully

tangible and can be reproduced in motion.

The relationship between material properties and their incidental
behaviors has grown increasingly complex, especially in light of
advancements in Al-driven image generation and digital simulations.
A prime illustration of this intricate evolution is Tornscape (2019-,
programmed by Ryo Shiraki with a soundscape by Marihiko Hara),
which stands out as one of the more ethereal video installations

in Nawa’s oeuvre. The installation presents a dynamic tableau of
particulate interactions resembling liquid waves, all set within a
virtual landscape that surrounds the exhibition space. Anchored in
empirical and physical data, this visualization modulates parameters
such as the particles’ mass and friction coefficient, and is continuously
generated through a specified algorithm. In tandem, Nawa’s
consistent methodology crafts visuals that juxtapose macroscopic
perspectives—reminiscent of atmospheric and cloud patterns observed
from meteorological satellites—with microscopic phenomena, such as
the motion of droplets and microorganisms. Nawa’s artistic approach
relies on the unpredictable recurrence of consciously crafted visuals,
with generative processes that remain obscured. This methodology
resonates in the Blue Seed series (2020-), where UV lasers interact
with acrylic mediums coated in UV-sensitive pigments. The result

is a dance of organically-shaped blue silhouettes evoking plant seeds
and embryos, transient by nature, and fading within tens of seconds.
These evanescent depictions evolve, never replicating or repeating

a previous form. Consequently, the artist’s mandate pivots towards
the design of such mechanisms that facilitate serendipitous visual

manifestations.

Nawa’s conception of the “cell” as the smallest constituent unit of
his work emerged during his engagement with his drawing series.
Began in 1998 while Nawa was studying at the Royal College of
Art in London, UK, this series uses photographs taken by electron
microscopes to depict cellular tissue and its division, which later
evolved into the B.P.D. series (1999-), drawn with a ball-point pen.
Nawa’s interpretations of cells, melding lines, dots, and organic
shapes through varying mediums and techniques, alternate between
ordered and stochastic patterns, anticipating his subsequent works.
Within human anatomy alone, there are approximately 270 distinct
cellular phenotypes when demarcated by function. Nawa’s ocuvre
recurrently engages with morphologies of diverse cellular archetypes,

from the amoeboid contours of slime molds to the dendritic sprawl of

neurons. His engagement with cellular motifs spans over two decades,
showcased in pieces such as Cazalyst (2001-), drawn directly on the
wall with a glue gun, and the more recent Blue Seed (2020-). In time-
based installations, notably Biomatrix and Foam (2013-), in which
small bubbles cluster together to form a larger structure, Nawa’s
attention is focused on representing the cell’s life cycle rather than
simply illustrating its outlines. This perspective is informed by his
detailed studies of moving cellular structures. Central to Nawa’s
artistic practice is an unwavering commitment to multidimentional
observation of nature within defined spatial-temporal coordinates.
This approach encompasses a reflective and speculative exploration
in the entanglement between the observer and the observed, as
well as the evolving perceptual paradigms shaped by the media

technologies of the contemporary era.

The critical interplay between the object and the observer, and their
entangled relationship, is foregrounded in a suite of works focused
on the treatment of object surfaces. The PixCell series (2002-)
stands as a testament in this regard. In this series, transparent glass
spheres of various dimensions cover objects found and procured
from online auctions, such as taxidermied animals. These spheres
embody compound optical lenses. They encapsulate a collective
visual experience, translating pixelated interpretations of nature
through digital screens. Several other series follow a similar
trajectory. For instance, Villus (2009-) showcases objects whose
exteriors are manipulated and covered with polyurethane foam. The
Trans series (2010-) delves into the application of varied effects
upon the surface of 3D-scanned polygons. A subsequent addition to
this oeuvre, Trans-A/E (2022) derives from the figures of a human
male and female engraved on the Pioneer plaque. The technical
team at Sandwich used generative Al in order to transmute the
figures into three-dimensional forms and morphed their exterior.
These works coincided with the evolution of various technologies
and media, from the democratization of the internet at the end of
the 1990s, when Nawa began his career as an artist, to smartphones
and social media in the 2000s, as well as artificial image generation
using deep learning since the late 2010s. The artist’s work highlights
surface processing. It reveals how the viewer’s eyes—their movement
and speed in relation to the object—are conditioned by surrounding
visuals and the delivering media. In other words, the distortion

of the eyeball, prompted by the influx of new images and media
technology, is materially translated as the idiosyncratic variation of

the object’s surface.

Beyond technical input, Sandwich appears to have been a driving
catalyst in transitioning Nawa’s sculptures from the confines of
the museum’s white cube to the broader urban landscape. Public
sculptures, produced at Sandwich, have been placed in the streets
of various geographies. For instance, there is the 25-meter-high
Ether (Equality) situated on the island of Segans in the Seine River,
France (2023). Another is Manifold (2013), an imposing sculptural
monument in Cheonan, Seoul, elucidating themes of “information,
matter, and energy.” In addition, a pavilion in the precincts of
Shinsho-ji Temple in Fukuyama, Hiroshima Prefecture, titled
Kohtei (2016, architects: Lee Yoshitaka and Yuichi Kodai), serves
as an intersection between architecture and public sculpture. While
Sandwich’s technical acumen was undeniably foundational, their
role in amplifying the scope and hastening the maturation of these

projects cannot be understated. Idea exchanges predominantly

lean on tangible prototyping as a mode of communication over
linguistic articulation. This collaborative progress, shared and
disseminated among team members, may cause misunderstandings
and resultant delays. Nevertheless, it remains crucial that this mode
of communication and the domain it inhabits, which underscores
tactile interactions, is collaboratively forged. Ultimately, this domain
of communication is presented for the viewer’s engagement and

interpretation.

In this light, Nawa’s exploration of the boundary between matter
and life appears less aligned with animism—which breathes life
into inert objects. Instead, he secks to articulate and broaden a
communicative domain grounded in sensory stimulation—one
that predates and transcends the binaries of life versus matter and
the synthetic versus the organic. Referring to the concept of the
“monumentalization of sensation” introduced earlier in this essay,
this domain is intrinsically tied to the body’s kinetic potentialities.
It is a dimension that preempts the bifurcation between subject
and object, acting on “what the subject shares in common with
animal life.” Within museums or urban landscapes, sculptures
emerge unexpectedly, and the viewer confronts them /like an
animal. The creative process of Nawa and Sandwich is indicative
that engagements with such sculptural forms shouldn’t be reduced
to representational interpretations. They first and foremost call
for a direct sensory encounter with the materials’ innate qualities.
The viewer stands as a pair of eyes in specific spatial-temporal
coordinates, poised at an upright human’s height in a horizontal
plane of the urban realm, sensing a whirlwind of energy and
potential underneath. The viewers “touch” the material with their
gaze, entering a communicative domain where physical sensations
are ignited, shared, and conveyed with one another. This seems to
point to the possibility: all life forms and artifacts observed in the
Sandwich studio should indeed have their own agency within the

material domain.

Noto:

1. Elizabeth Grosz (2008). Chaos, Territory and Art: Deleuze and the Framing of the Earth.
New York: Columbia University Press.

2. Ibid., p.61.

3. Ibid., p.4 (see footnote 3).

4. Ibid., p.71.
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Memories of Sandwich

Prabda Yoon

When I visited Sandwich for the first time nearly 15 years ago,
Nawa-san and his team had just recently started to use it as a
studio. The converted two-storey factory, formerly a sandwich
manufacturer, was still bare and minimally equipped. The ground
floor was used mainly to create Nawa-san’s sculptures and store
tools, while the second floor functioned as a kitchen and workshop
space. By that time, even though I was already quite familiar with
Japan from my involvement in various activities since the early
2000s, I had yet to truly experience “spending time” in Japan like a
local until Nawa-san invited me to participate in collaborations at
Sandwich regularly from 2009. This was also the time and place I

started to feel closer to the Japanese art community.

It was late autumn when I began to commute to Sandwich from
central Kyoto almost every morning. The surfaces of bare concrete
and wood at Sandwich were cool to the touch. The building

stands by a narrow riverside road, along a row of mostly residential
homes and farmland on the other side. Sandwich’s settings and
surroundings made me feel like I was really going there to work

at a Japanese factory in a rural town. I would get off the train at
Kangetsukyo Station, hop on one of the bicycles provided for the
Sandwich staff, and ride for about ten minutes, crossing the Uji
River, to get to the studio. I don’t know if the current Sandwich
staff still does this, but in those days, everyone would gather around
before work for a quick (and very easy) exercise session. At first, this
made me feel a bit awkward because I wasn’t used to it (and because
I didn’t speak Japanese), but gradually I started to appreciate the
routine. It made my presence there less of an outsider and more of a

team player.

When most of the second floor was still bare, I could use it as a set
for a short film project, or maybe it was more of a film workshop in
collaboration with some Sandwich staffers and students from Kyoto
University of the Arts. The working title of the film was “King”
because it was our leading actor’s nickname. Fujisaki Ryoichi, the
technical director at the time, was overseeing most of the works at
Sandwich, yet he was kind enough to take on the film’s lead role

in his little spare time. The main crew consisted of one Japanese

and two foreign master students: Japanese painter Yoshida Saori,
Peruvian documentary filmmaker Jimena Mora, and South Korean
ceramics artist Kim Jungmin. The project was decided and organized
quickly, almost like an impromprtu experiment. The story was about
a sculptor, King, who lived a solitary life in a secluded area, and a
mysterious girl, played by a student nicknamed Peko, who came into
his life and changed him. Even though the film was left unfinished
in the end, the experience was valuable. As with many individuals

I met through Nawa-san and Sandwich, I have kept in touch with

some of The King Project collaborators ever since.

After that initial autumn, I had the opportunity to visit Sandwich at
different intervals between 2009 to 2011. In addition to gathering
information for my research, I also participated in more workshops
with students and went on project-related trips with Nawa-san

and the Sandwich team. I was able to experience some of Japan’s
contemporary art and creative communities with incredible intimacy.
For example, at the legendary Dance Hakushu in Yamanashi, I was
given the opportunity to conduct a private interview with Tanaka
Min. Another special occasion was when I performed with Nawa-

san at a live drawing session for his solo exhibition at the Museum

of Contemporary Art Tokyo (SYNTHESIS). In association with
Sandwich, I have made numerous meaningful encounters and lasting

friendships.

For some time, my small publishing house in Bangkok, Typhoon
Studio, was a place for Thai creatives to apply for residency at
Sandwich. We received many applications from art students; young
Thai creatives have always been drawn to Japan and Japanese artistic
sensibilities, and this program gave them a unique chance to gain
intimate experience with an authentic Japanese art environment

not easily reached by most people. Some of those participants went
on to become prominent figures in their fields, and, from what I
understand, many of them have very fond memories of their time
living and working with Sandwich staffers and other foreign artists
in residence. Nawa-san has told me many times in conversations
that connecting with the global art communities was important for
him and that he thought it was crucial for young Japanese artists as
well. Encouraging artists and students to broaden their perspectives
through foreign networks is among the functions Nawa-san wanted
Sandwich to have, and I think he has succeeded in that mission over

the years.

Not long after the Tohoku tsunami disaster, I went with Nawa-san
and colleagues to some of the most devastated areas, when most of
the wreckage had not yet been dealt with properly. We saw ruined
homes, large ships stuck in the streets as if dropped from the sky,
scattered debris everywhere, and nightmarish scenes that were all
too disturbingly real. In the places we visited, looking out from the
tiny car with Nawa-san behind the wheel, we didn’t see anyone else

around for miles. It was like driving through a complete wasteland,



a set for a post-apocalyptic movie. We were speechless almost
throughout the entire journey, perhaps because the experience was
more intense than our thoughts could process, but it left a lasting
impression on me, as did my experiences during a similar trip in
southern Thailand after the 2004 Indian Ocean tsunami. Such
massive natural disasters affect all human beings, and, as difficult
as it may be, as artists, we must ask ourselves what it means to
witness such events and how to process them. That trip to Tohoku
was shocking yet special. It left such complicated impressions and

feelings that I'm still not done contemplating them.

There was a long hiatus, and I didn’t have a chance to visit
Sandwich, though Nawa-san and I still managed to keep in touch
and meet in various locations occasionally. When I returned in
2019, I was amazed at how different the place had become. From
the outside, of course, it looked very familiar, but when I stepped in
and went up to the second floor, what I saw bore little resemblance
to the empty and cold industrial set I used in my short film a
decade ago. Sandwich had grown into a vibrant creative collective,
and Nawa-san’s works expanded into multiple artistic spheres.

At first, I couldn’t help but feel slightly nostalgic for the former,
simpler Sandwich I had the pleasure to engage with in the early
days. However, I quickly realized how impressive it was that Nawa-
san nurtured it into this exciting multidisciplinary site. There was
now an additional building only steps away from the first space,
and I was told another house in the area was being renovated into a

creative hub. Sandwich had multiplied along the way.

The COVID-19 pandemic struck the world in early 2020. That
was when Nawa-san and I started to discuss new collaborations. I
visited Sandwich and returned to Bangkok just weeks before we all
experienced arguably the most widespread crisis in recent memory.
Inevitably, all projects were either postponed or canceled. I was
lucky to have been able to continue working while staying at home,
but any collaborations outside of the country were impossible.
Many of us took overseas travels for granted for so long that such a

condition was unimaginable.

In 2022, Japan was one of the first places I visited after the
regulations on COVID-19 were relaxed, and I was able to reconnect
with Nawa-san and Sandwich again. The early post-pandemic period
had a rather strange vibe; people were still highly cautious, and
outdoor life did not feel completely normal, with many rules and

precautions for social gatherings.

But Sandwich was still Sandwich. When I went there for a meeting
with Nawa-san for the first time since the pandemic, it felt as if the
hiatus never happened. The staff was busy, and the place was full

of life. I saw many new faces—of course, I hardly knew the team
anymore since most of the members I met in the early days had
moved on—but the atmosphere had not changed. A group of young
foreign architecture students had just arrived for the residency
program, and they were excited to finally meet Nawa-san. Sandwich
was still in constant motion, a place for collective creation and

discovery that extended its radius far beyond Kyoto and Japan.

June 2023

Prabda Yoon

Prabda Yoon is a Thai artist who writes and works in various media. He gained prominence
as the author who popularized postmodern narrative techniques in contemporary Thai
literature. He is the author of multiple short-story collections, novels and screenplays and
has translated The Catcher in the Rye, A Clockwork Orange and Lolita into Thai.He has
written and directed feature films, as well as produced TV series. His books and writings
have been translated to other languages, such as English, Japanese, Chinese, and Italian.
Prabda won the S.E.A. Write Award for his story collection, Kwam Na Ja Pen, in 2002. In
2021, he was awarded the Fukuoka Art and Culture Prize.
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Seeking a world that rises up beyond stepping into the unknown

Interview with Damien Jalet

Tell us about your experience of collaboration with Sandwich. How

working with a creative platform like Sandwich is different from

collaborations and performance productions in Europe?

I see Sandwich as an experimental laboratory where people with
different areas of expertise can mix and mingle. That is the most
fundamental difference. Working in theaters and companies in
Europe, whether in Germany, France, or Spain, is done according to
a very clear and straightforward protocol. Whether it’s a stage design
or costumes, a plan is drawn up based on a certain idea, which is
then realized by theater’s production unit. Myriad interactions
occur there, but they do not directly influence the final plan; an
artist, who can be 1000 miles away send the plan through the mail,
and the team builds it accordingly. Often, the artist’s only work

in the theater is to give final advice on set finishing. There is no

real connection between the artist and the workshop, so there’s no
room for the experiments. This is because the theater is not a place
for experimentation. Theaters and platforms work in a chain, with
several projects going on simultaneously. Production there is a
rational process consistent with the expertise of all people involved.
So, even if you were to work on a project with an experimental
element, it would be rather chaotic due to a lack of experience,

motivation, and, above all, time allocated for the team.

At Sandwich, on the other hand, we are always in dialogue.
Moreover, we could always move quickly to experiment on
something. For example, I said, “I would like to have my feet to
stick to the ground.” In the afternoon, there’s already a construction
being completed to exercise that idea. Or if I say, “Let’s try
something with a big piece of ice,” - and there would a giant piece
of ice in the studio the next day. Everyone at Sandwich creates an
environment where experiments can take place immediately, and an
idea is always ready to be put into action. It has helped us to trigger
our imagination, to push it to the limits. Our collaborative projects,
VESSEL, Mist and Planet [wanderer], were all created through

long stages of experimentation and the workshop mechanisms that
made them possible. The goal was to connect ideas carefully with
one’s perceived reality. To look at the various elements that make
up reality, including compositions of different chemicals and the
laws of physics, and to find what can be done within their limits.
Sandwich has expertise in this regard, which is one of the reasons I

like working with Kohei.

Whenever I enter Sandwich’s studio, I see staff members gluing
transparent spheres onto various objects, such as taxidermy, to create
PixCell. It appears to be an established and constant process, but I
imagine there must have been countless trials and errors to get there.
They put their ideas and intuition against the laws of the real world
and check the differences. And that leads to creation. I like that

spirit very much.

Looking back, for me, creating art is always about experimenting
with new things, stepping into the unknown, and challenging the
gap between reality and one’s own mind. I think that’s why working
at Sandwich was a significantly different and unique process

compared to my work with other artists.

How does the process begin? What is the starting point for a

collaboration to ignite? Where do you find inspiration and a

foundation for future experimentation?

The process begins with the ideas we bring to the table and ignite

a conversation. We always start with the seed of an idea we want

to explore, and the process proceeds by becoming absorbed. In the
case of Planet [wanderer], for example, we began the project by
looking up the etymology of the word “planet” that Kohei brought
to us. Planet comes from to Greek work “Planomae” which means
“to wander.” That was the point where various ideas were born and
took shape. For example, the first idea I came up with was related
to “reeds.” We are barely able to exist because of our connection

to this planet, and at the same time, we are constantly being swept
away by the unpredictable changes of nature. The human figure,
rooted to the earth, continually being swept away by nature and
then rising again, is reminiscent of a reed. In Kojiki', the world in
which we humans live is called “Ashihara-no-Nakatsukuni?,” and

I wanted to express this metaphor physically, so I began to explore
the idea of a connection between the dancer’s feet and the ground.
This developed through a series of experiments in reality. To create
a system using potato starch and liquid to attach the dancer’s feet to
the ground, it was necessary to understand the exact composition of
the ingredients. If there was too much liquid, it would not solidify
and defy gravity; if the potato starch was too dense, it would not
move at all. And just by using different types of liquid to dissolve
the potato starch, the hardness would change capriciously. So only
when you find the perfect balance of substances you can create

something that fits within the range of feasibility of your idea.

Although we rarely consider materials as a starting point for the
production process, we like to challenge the possibilities of human
perception. In the workshop for Planet [wanderer], we experimented
with various materials, one of which, silicon carbide sand, became

a symbolic material for the work. We played with the sand and
observed what kind of poetics developed from it. How does the sand
affect the dancer’s movements? What does the sand feel like when
the body is confronted to it? These experiments and observations
lead to discoveries. I do not intend to reduce things to the material,
but it embodies the ideas we want to share. Only when we see

the real-life reaction to an idea we can understand how to make

it happen, and it can lead to new ideas or drive us to refine those

ideas. In other words, it’s like the chicken and the egg. Until we



enter this phase of experimentation and research, we have no idea
what the outcome will be. That is why we must constantly observe
reality. Ideas grow slowly in reality, occasionally confronting us with
unexpected discoveries. And eventually, at some point, something
comes along that would be satisfying enough. Think of plants, for
example. A planted seed grows only when temperature, minerals,
and other conditions are met, and at some point, it reveals itself.
Ideas also need to be planted and nourished in reality and given a lot
of attention. And it is only when the myriad parameters of the real
world come together in harmony that the work takes shape. So, you
don’t know what will happen until you plant the idea in reality. But
once the work takes its form, it begins to stir, becoming a physical

catalyst to provoke questions in people’s minds.

Thus, beyond a collaboration that begins with an idea and a
conversation, there is always a dialogue with reality. It is stimulating
but sometimes really painstaking. But it is wonderful and exciting
to work with artists from different backgrounds like Kohei. Because
through collaboration, we can keep rediscovering each other’s
strengths. There are many things about working with dancers

that Kohei could never have imagined that would have influenced
his way of thinking. And it is the same for me. Kohei has been
pursuing the technical requirements to realize his work and has
conducted technical and scientific research for many years. I like his
rigorous and scientific mindset. But at the same time, he has a very
experimental mindset and pushes me toward the unknown that no

one else will do. This duality is what makes him unique.

What working in the context of Kyoto means to you? How has it

affected you and the performance you create with Nawa?

In a broader sense, I feel a very strong connection with Japan. I

first came to Japan in 2004, and came back around 24 times, I

also experienced the earthquake of March 2011. This has certainly
changed my relationship with the world and with Japan. It has
deepened my perception of the country and made me want to spend
more time here. Japan is a very culturally layered country, some of
which keep living for thousands of years. I am fascinated by how this
Japanese culture has survived over time and what ideas are expressed
in it. Having spent my childhood and adolescence in 70s to the 90s
Europe, Japan was a progressive place for me to explore the future
in a very particular way. As a child, manga such as Akira strongly
influenced me. But when I came to Japan, I was immediately
fascinated by its history, religious rituals, and very particular way

of looking at life, which is radically different from the West. In the
West, everything starts with “I” and moves outward, and the “I”

is the starting point from which one tries to change the world. In

Japan, this is reversed; the collective comes first, then the individual.

The year of 2013, the year after the earthquake, was a year of crazy
synchronicities that brought me, Japan, and Kohei together. I
visited Japan that year because the stage piece L 7TMAGE, in which I
participated as a dancer, was invited to the Aichi Triennale. Kohei’s
installation work Foam, which I saw there, was shocking. It was both
organic and constructive, and although it was a sculpture, it was

also moving - in other words, it looked like a sculptural movement.

A huge mass of bubbles created a landscape filled with light. It was

like a stage design, and I was struck by how it looked. I immediately
sensed that I had something to explore with him. We seemed to
express ourselves in very different ways, but at the same time, we
shared a common obsession - organic, spiritual, and conceptual.
Kohei’s work often ties together different kinds of ideas. And while
they are executed according to a specific spiritual method, they also
have a will toward organicity. In other words, he deconstructs and

reconstructs the organic.

In Japan, animism and other ancient things still live on. On the
other hand, Japan is also at the forefront of technology, and some
things are incredibly advanced. These extremes are exciting and
unique to Japan. And Kohei also has a vision that captures both
extremes of the past and the future. His work includes advanced
technology and the very old, which is also true of the works we have
created. They are stripped of their timelessness, creating a world that
appears both pre-civilization and post-civilization. For example, we
used a recording of the Golden Record, a message to extraterrestrial
intelligence aboard the exoplanet probe Voyager, launched in 1977.
In other words, our work is connected to the records drifting in the
galaxy’s outer reaches. On the other hand, the gagaku music® used in
Planet [wanderer] utilizes some of the world’s oldest instruments of
its kind. I feel that the nature of this intricate yet united connection
between the future and the past was fostered through my time spent

in Japan and in dialogue with Kohei.

Among other places, Kyoto is like the core of Japan for me and

is strongly connected to the vast amount of culture and spiritual
practice that has accumulated throughout history. In this sense,
Kyoto represents our work well. Because our work is a play with
time. One of our tasks is to explore our relationship with gravity,
which is intricately related to our perception of time. Therefore, for
us, time is a material for sculpture. If you see the performances of
VESSEL, Mist, and Planet [wanderer], you will feel time in a very
specific way. For example, VESSEL is meditative and, at the same
time, full of tension, drawing the viewer into a very special sense

of time. The images in Mist have a unique time flow that, at first
glance, appears to be in slow motion, due to the speed of the dancers
in relationship to the one of the fog , but no post production effect

was applied on the original footage.

Spending time in Kyoto, one feels the warmth of the unique
ecosystem. The rich climate produces many things, including
nature’s bounty of vegetables and tea, making a wonderful quality
of life. Winters are frigid, and summers are sweltering. I have been
creating throughout those seasons. I like to go outside Sandwich
and see the river and the mountains. While working on VESSEL,

I was surprised to learn that a mythical place actually exists about
three or four kilometers from Sandwich. Landscapes influence the
people who live there and change their ideas and beliefs. It creates
myths. We are never isolated; we exist in the landscape. And its
form changes the way we think and live. And, of course, the way
we create. | always believe that what I experience and see influences
how I create. That is why I love creating in Kyoto with Kohei. The
ideas I have explored with Kohei may not come to me in the same

way elsewhere.

Is the dialogue with the landscape spreading outside of Kyoto?

Outside of Kyoto, for example, in Ishinomaki and Inujima, the
landscape has had a significant impact on us. So, I intend to expand
our work beyond Kyoto. The workshops in Ishinomaki were
especially important for Planet [wanderer]. Seeing the trees pulled out
but still clinging to the rocks with their roots amid the devastation
caused by the earthquake and tsunami was a strong shock for me.

It clearly captured our reality. I had a gut feeling that we were
clinging to life like the roots of a tree while the stormy sea was taking
everything with it. Another time, one day on the beach, about ten
years after the disaster, I found a television set carried by the ocean
currents. Weathered rapidly in the sea, the TV looked like a modern-
day fossil. I think these experiences had a great influence on the
overall work of Planet [wanderer]. VESSEL also reflects my research
on Miyako Island, Okinawa, as well as my thoughts on Shugendo?,
the Japanese mountain asceticism that I was practicing at the time. In
Shugendo, a mountain is a sanctuary, a tomb, and, at the same time,
a mother. On Miyako Island, the island was the object of people’s
faith. The white, raised stage set of VESSEL is overlaid with multiple
motifs such as a tomb, female genitalia, a boat, and an island, and the
sound heard at the end of the piece is a recording of the voice of a
Yuta® worshipping the sun on Miyako Island. Fog, the central motif
of Mist, is also significant in Japan. Mountains shrouded in clouds
and fog are symbols of the Japanese landscape, and in Shintoism, fog

is regarded as the breath of the gods.

Thus, our work is influenced by the various landscapes of Japan and
the myths that have emerged from them. At the same time, there is
always a scientific element present. I believe that the arts, including
the stage, are where seemingly opposing concepts, such as myth
and science, can be brought together. This is where the concept of
cosmology is essential. Cosmology is not only a term to explain the
world’s creation from a mythological perspective but also to explain
the theory of relativity, the movement of light, and the creation of
planets and galaxies. In other words, there is a free space connecting
the world created by the gods in seven days and the universe
expanding over ten billion years. And that is where our work takes

place.

Do you have any visions for the future? Do you have any visions for

future projects with Sandwich that you would like to envision or

explore?

It has been ten years since I met Kohei in 2013, and I am happy to
see that the works I have created with him through dialogue and
experimentation are still touring worldwide. In 2023, VESSEL will
be performed at the Festival Grec de Barcelona in Barcelona in

July, and Planet [wanderer] will be performed again in Charleroi,
Belgium, in October. Mist has also been shown many times around
the world. I am very happy to have created something that has stood
the test of time, exists, and is etched in people’s consciousness.
However, I consider my collaboration with him to be a never-ending
quest. Currently, we are launching a new project in Fukuoka. It is

a different space from the large-scale theaters we have been working
with, and the work needs to form a more intimate relationship

with the audience. I look forward to seeing how we can find these

perspectives and make them align.

I would like to continue my dialogue with Kohei. This is because the
relationship we have been exploring with the organic is an extremely
modern theme. Until the modern era, humans thought they could
control nature and extract an inexhaustible supply of what they
needed. In recent years, however, we have been forced to rethink
our relationship with the uncontrollable, such as climate change and
infectious diseases such as COVID-19. Just now, I was reading a
news story about killer whales attacking ships in the Mediterranean
- one killer whale taught other killer whales how to attack ships. It
was revenge against their brethren who had been harmed by humans.
I felt chat this revenge was the ultimate statement of will a one by
nature. At the same time, I found more fascinating the fact that I
have been saying that a phenomenon can only stand on the exquisite
balance of its myriad components. That very fragile balance is
seriously endangered by our civilizational activities. Civilization is
like a thin layer of ice covering the earth. It is a very delicate thing,
barely created by balancing environmental and physical parameters.
Therefore, all of our works show the beauty and fragility of life its
constant shifting and shifting forms. We must always remember that
synchronicity is what creates the miracle of life. This is why I feel the
need for people and art to connect and share perspectives. Connecting

people’s senses and materials is an effective way to do this.

The works created with Kohei brought to light our deep roots
in both myth and matter. Through my work, I have reaffirmed

that many things that makeup us are derived from non-human



sources and that the boundary between humans and non-humans
is extremely thin, perhaps even spiritual. And as Al technology
moves toward singularity, that boundary is beginning to blur even
more. We are beginning to see that some of the qualities that we
humans have long thought were exclusive to us are actually present
in artificial intelligence. We may now be somewhere between
animals and machines. In addition, today, we are in a transitional
period in which various existing frames are being dismantled due
to accelerated technological development. The collaboration with
Kohei will be meaningful as an artistic attempt to explore this

situation.

Your practice seems to be trying to find something in between

through the unstable relationships between concepts that sometimes

overlap and sometimes collide, such as animal and man and

machine, myth, and science. Is this attitude also connected to your

approach to collaboration, where different people collide with each

other to create one thing?

Being half French and half Belgian, I already felt that my identity
was not entirely one from the beginning. This is true of the arts,

but dance, in particular, always emerges from confrontation

and attention to it. But I like to explore the boundaries between
opposites. Boundaries are a very interesting and enigmatic realm

of things. Where is the moment when one thing transforms into
another? Why do we suddenly appear, why are we here, and when
do we disappear? These are questions worth asking throughout our
lives, but finding the tools and places to answer them is difficult.
That’s why I like working with people like Kohei, who have a
particular approach - a variety of ways to explore different limits and
express creativity. Of course, that requires courage to step outside
of familiar territory. But I believe that true artists are those who are
constantly questioning and stepping into the unknown. And the best
way to do that is through collaboration. Collaboration pushes you
out of your existing patterns. Humans unconsciously seek stability,
and no matter how determined I am to do something radically
different from what I have done before, there are limits. That is why
I try to put myself in places I have never been before. Kohei says to
me, “This is too similar to what I did before,” I say to Kohei, “This
is your signature approach, but there must be a different way.” We
nudge each other to see things from different perspectives than we

are used to.

Of course, collaboration is not always a good thing. For example,
cultural differences can sometimes be uncomfortable, not to
mention the efficiency of the process. But there is something beyond
efficiency that we need to explore. It is an exciting experience

to be forced away from patterns and their efficiencies and into a
place where we constantly need to develop new tools to survive.
Life is always about understanding your situation and adapting
by developing ways to survive in it. And the important thing to
remember is that we are very quick to adapt. Life is shaped by
habits, and habits are shaped by the context of your environment.
So, by diving into a different environment, we have unlimited

life possibilities. It is that infinity that I am trying to explore with
Kohei. It is definitely a process of consciousness transformation in

the best sense of the word. So I hope this relationship will continue.

1. Japanese chronicle of myths and legends and historical events. It is also the oldest extant
book in Japan.

2. One of the worlds in Japanese mythology. Located between Takamagahara, the world
of the gods in the clouds of the sky, and Yomi, the world of the dead underground, it
is said to refer to the earthly world inhabited by the living. The literal meaning is “the
central land where the field of reeds spreads out.”

3. A type of Japanese classical music established around the 10th century. It is used in
court music and dances.

4. A uniquely Japanese religious practice born from an ancient Shinto mountain worship
and a mix of elements of Buddhism and other religions. Practitioners go into sacred
mountains in various regions and undergo rigorous ascetic training. They are called
Shugenja or Yamabushi.

5. Traditional shaman of Okinawa and Kagoshima Amami Islands. As a rule, only women.

Damien Jalet

Choreographer / Dancer / Teacher

French-Belgian award winning choreographer and dancer working internationally. Damien
Jalet often works across disciplines such as visual art, music, cinema, theatre and fashion in
a constant search to reinvent the boundaries of dance. Through the years he has developed
significant collaborations with high profile artists such as Kohei Nawa, Marina Abramovic,
Antony Gormley, Paul Thomas Anderson, Madonna, Ryuichi Sakamoto, Jim Hodges, Thom
Yorke, Luca Guadagnino, Sidi Larbi Cherkaoui, Aimilios Arapoglou, Jean-Paul Lespagnard,
Iris Van Herpen, Erna Omarsdottir, JR, Arthur Nauzyciel, Christian Fennesz and many
others. Besides his own creations, he has commissioned works for some of the most
renowned dance companies worldwide including Les Ballets C. de la B., Sasha Waltz and
Guests, Chunky Move, Eastman, NYDC, Hessiches Staatballet, Paris Opera Ballet, Scottish
Dance Theatre, NDT1, Gothenburg Dance Company, and many more. Jalet was conferred
the Chevalier de I'Ordre des Arts et des Lettres by the French government in 2013.
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My thoughts for the Studio Book

A sheep standing alone on an asphalt-paved road. That was the scene displayed on the top page
of the auction site I opened for the first time after I got an Internet connection at home. I was a
graduate student back then. The sheep looked like taxidermy; it was delivered to my place a few
days after I pressed the “Bid” button. As I unpacked it in the cramped kitchen, the thick scent of
the beast leaked out. A part of the unfamiliar scenery as it was captured by someone’s camera and
composed of pixels was right there in my hands, material and tangible. At that time, it felt very
peculiar and made a strange impression on me. PixCell series, which uses taxidermy, a motif that
conveys reality in its skin, started with this sheep.

(experiments with the series started with real mandarin oranges at home and then with cabbage).

The birth of Dolly the cloned sheep, the launch of The Human Genome Project, and the spread
of the Internet - the technological innovations of the 1990s and 2000s made people realize the
smooth connection between life, matter, and information. My interest in “cell” grew steadily, and
during those days, I constantly searched for motifs for my work on auction websites. One of the
most frequently listed taxidermy items was a deer. While deer have been worshipped as messengers
of the gods in Japan since ancient times and appear in many works of art, in reality, this animal
often comes as a target for extermination as vermin due to their increased number. This complex

background behind this motif intrigued me.

After completing my graduate studies, I wondered where I could work as an artist. In 2005, I stayed
in New York under the Japan-United States Arts Program of the Asian Cultural Council (ACC).
During this stay, I had the opportunity to visit the Chelsea apartment of Louise Bourgeois, a sculptor,
and to have her look at my portfolio. After reviewing the portfolio, she pointed to a page and said,
“This work is good. You should continue.” This work was PixCell-Deer. The sharpness of her eyes
made me instinctively feel there was no need to explain my thoughts on deer. This event gave me
the courage to move forward.

Artists need time to engage with other creators and receive stimulation as much as they need to delve
into their own inner selves in solitude. I have positioned Sandwich as a creative platform where
countless people come and depart rather than just a private studio. I have visited studios all over the
world, but Sandwich stands out for its uniqueness. People of various ages, nationalities, and fields

of expertise gather here daily, combining a high degree of freedom with the energy to direct it. The
result is a dynamic movement that thoroughly traverses the fields of contemporary art, architecture,

design, performance, art direction, and other creative disciplines.

I love the unique flow of time in Kyoto. The atmosphere is relaxed and calm, surrounded by nature
and history, and the space is filled with a sense of calmness that leads to many cultural and artistic
possibilities. It is an essential part of my creative process, and Sandwich is a kind of work that
thoroughly concentrates and refines that unique time. The daily practice at Sandwich and the time
spent there is itself an artistic activity within the city and aimed at the city; everyone involved,
including the staff and students, are performers, so to speak.

Works of art sometimes remain beyond centuries or even decades, transmitting the thoughts and
textures entrusted by the artist to future generations. Therefore, it can be said that the sculptor is
sculpting the time itself that lies beyond the material. Creating work at Sandwich is genuinely a
sculptural act. From the birth of this studio to the present, we have all been constantly thinking,
experimenting, and moving, and that memory is forever engraved in every piece of work that has
departed and traveled from Sandwich all over the world.
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Villus-Mannequin#1 (Boy) (in progress) Scum (installation view) Untitled (unfinished)

Untitled Direction#179, Direction#182 (in progress) Catalyst (Sandwich)

2004 2010 Pace Gallery, Palo Alto, 2018
acrylic on paper charcoal on wall

31x317 | 7979 cm 105 x 236" | 267 x 600 cm

Trans-Ren (Bump) (in progress) White Deer (Taipei) (in progress) Trans-Yujin (Stroke)

Rhythm#5 (Velvet) Plotter#21 (in progress) Untitled

2021 2004 2012

mixed media ball-point pen, printed plywood mixed media

39x29” | 99 x 74 cm 18 x 18” | 45 x 45 cm 72 x 189" | 183 x 47 cm
PixCell-Vulture PixCell-Deer#38 Dot-Synthesis (in progress) Ho / Oh (installation view) Dune#15 Blue Seed

2022 2014 Meiji Shrine, 2020 2020 2022

mixed media mixed media paint on canvas mixed media

67 x 63" | 169 x 161 cm 53 x 54 x 18" | 134 x 138 x 46 cm 81 x79" | 207 x 200 cm 25x 51" | 65x 130 cm
White Pulse (in progress) Foam (in progress) PixCell_Saturation#4 (installation view) Black Field#9 Gush#18 (in progress) Dot-Synthesis (in progress)

2022

Museum of Contemporary Art Tokyo, 2011
oil and resin on canvas

64 x 51”7 | 162 x 130 cm

PixCell-Leopard.eXe (in progress) Scum-Compulsion (installation view) Scum (unfinished) Moment#59 (in progress) Biomatrix (installation view) Untitled
Mori Art Museum, 2007 SCAI THE BATHHOUSE, 2018 2004
acrylic on paper

31x31" | 79%x79 cm




Untitled Ray (2022:11:09 01:26) Ray (2022:11:10 19:48)

1992 2022 2022

pencil on paper UV inkjet print on acrylic panel UV inkjet print on acrylic panel

10 x 14” | 24 x 35 cm 24 x 43" | 62 x 110 cm 43 x 24" | 110 x 62 cm

Lens Metamorphosis Garden (installation view) Moment Photography (2022 01_35mm_film_color#6)
2022 GINZA SIX, 2021 2022

UV inkjet print on acrylic panel

Lambda C-Print on Super Glossy Paper
43 x24 | 110 x 62 cm

(FUJICOLOR Professional Paper CLP
PROLASER 2 EC)
28 x40” | 71 x 103 cm

Starbucks Coffee, Kyoto BAL Seed (installation view) Moment Photography (installation view)
2019 (THISIS) SHIZEN, 2020 SCAI PARK, 2021
PixCell / Moment Photography (installation view) Biota (Fauna/Flora) (in progress) Biota (Fauna/Flora) (in progress)

Pace Gallery, Palo Alto, 2022

Biota (Fauna/Flora) (in progress) Biota (Fauna/Flora) (installation view) Biota (Fauna/Flora) (installation view)

Inujima Art House Project, F-Art House, 2013 Inujima Art House Project, F-Art House, 2013

Ether#26
2016
aluminum and paint

330 x 40 x 40" | 839 x 102 x 102 cm

Force (installation view)
ZKM | Karlsruhe, 2016
© ZKM

3D image of Manifold (in progress)

3D image of Throne (a_boy) (in progress)

3D image of Throne (in progress)

Ether (Equality) (installation view)

Seguin Island, Boulogne-Billancourt, France

Manifold (installation view)
Arario Sculpture Garden, 2013

3D image of Trans (in progress)

3D image of Throne (in progress)

Throne

2018

mixed media

409 x 189 x 130" | 1040 x 480 x 330 cm

© Pyramide du Louvre, arch. I. M. Pei, musée du

Louvre

Ether (Equality) (installation view)
Seguin Island, Boulogne-Billancourt, France, 2023

Manifold (installation view)

Arario Sculpture Garden, 2013

3D image of Throne (a_boy) (in progress)

3D image of Throne (in progress)

PixCell_Saturation#4 (in progress)



Planet [wanderer] Moment#7 Mist (in progress)

Towada Art Center, 2022 Biomatrix (W) (installation view) PixCell-Deer#52 (installation view)
Towada Art Center, 2022 Museum of Hunting and Nature, 2018 2021 2014
acrylic on paper
34 x 44" | 87 x 112 cm
White Deer (Oshika) KOHTEI KOHTEI Mist Mist Tornscape (installation view)
2017 2016 2016 2022 2022 SCAI THE BATHHOUSE, 2021
installation: Kohei Nawa | Sandwich with WOW dancer: Min Tanaka

mixed media
249 x 177 x 172" | 633 x 449 x 438 cm sound: Marihiko Hara
© Reborn-Art Festival 2017

cooperation: Madada Inc.

Planet [wanderer] (in progress) VESSEL (in progress) VESSEL (in progress) Tornscape (installation view) COMME des GARCONS 2012 S/S, Paris, France COMME des GARCONS 2012 S/S, Paris, France
SCAI THE BATHHOUSE, 2021
dancer: Min Tanaka
cooperation: Madada Inc.
VESSEL Particle-AJMMNN#1 (Black SiC), Planet [wanderer] (in progress) ANREALAGE 2017-2018 A/W Collection ANREALAGE 2017-2018 A/W Collection Fu / Rai (Installation view)
2015 Particle-AJMMNN#2 (Black SiC) (in progress) “ROLL” “ROLL” CONRAD OSAKA, 2017
2016 2016
© ANREALAGE © ANREALAGE
Planet [wanderer] (in progress) Planet [wanderer] (in progress) Planet [wanderer] (in progress) White Deer (Oshika) Flame Throne
artwork: Hitoshi Nomura, Analemma-Slit: The 2017 2019 2018
Sun, Ishinomaki, 2019 mixed media mixed media mixed media
© Hitoshi Nomura 249 x 177 x 172" | 633 x 449 x 438 cm dimensions variable 409 x 189 x 130" | 1040 x 480 x 330 cm
© Reborn-Art Festival 2017 © Reborn-Art Festival 2019 © Pyramide du Louvre, arch. I. M. Pei, musée du

Louvre




KOHEI NAWA BIOGRAPHY

1975 Born in Osaka. Based in Kyoto, Japan
Professor at Kyoto University of the Arts
Director of Sandwich Inc.

[EDUCATION]

2003 Kyoto City University of Arts, Ph.D. Fine Art Sculpture
1999  Royal College of Art, Sculpture course, exchange program
1998  Kyoto City University of Arts, B.A. Fine Art Sculpture

[SOLO EXHIBITIONS]

2023
Project, Gallery Nomart, Osaka, Japan

2022

Focus, RICOH ART GALLERY, Tokyo, Japan

Decode, Arario Galley, Shanghai, China

Aether, Pace Gallery, New York, USA

Generative Interface, Towada Art Center, Aomori, Japan
PixCell_Moment, Pace Gallery, Palo Alto, USA

Fountain, Ginza Tsutaya Books GINZA ATRIUM, Tokyo, Japan
Esquisse, Gallery Nomart, Osaka, Japan

2021

TORNSCAPE, SCAI THE BATHHOUSE, Tokyo, Japan
MOMENT, SCAI PARK, Tokyo, Japan

Wandering, Taka Ishii Gallery Photography / Film, Tokyo, Japan
Metamorphosis Garden, GINZA SIX, Tokyo, Japan

2020

Oracle, GYRE GALLERY, Tokyo, Japan

Special exhibition for 100th anniversary of its enthronement of Meiji Jingu, Meiji Jingu,
Tokyo, Japan

2019

Recent Works, Pace Gallery, Hong Kong, China

D_E_M, rin art association, Gunma, Japan

Foam, 21st Century Museum of Contemporary Art, Kanazawa, Japan

VESSEL, Arario Galley Seoul | Ryse Hotel, Seoul, South Korea

Throne—Louvre Pyramid—, Ginza Tsutaya Books GINZA ATRIUM, Tokyo, Japan

2018

Biomatrix, SCAI THE BATHHOUSE, Tokyo, Japan
Element-Black, Gallery Nomart, Osaka, Japan

PixCell-Deer, Museum of Hunting and Nature, Paris, France
Throne, Louvre Museum, Paris, France

Throne, Gallery Vera Munro, Hamburg, Germany
Trans-figure, Pace Gallery, Palo Alto, USA

2017
VESSEL, Arario Galley, Shanghai, China
ESPUMA, Japan House, Sao Paulo, Brazil

2015

MOVEMENT, Arario Galley, Shanghai, China
FORCE, Pace Gallery, London, UK

FORCE, SCAI THE BATHHOUSE, Tokyo, Japan

2013

KOHEI NAWA | SANDWICH-CREATIVE PLATFORMFOR CONTEMPORARY ART,
EYE OF GYRE, Tokyo, Japan

SCULPTURE GARDEN, Kirishima Open-Air Museum, Kagoshima, Japan

Manifold Document, Arario Galley, Cheonan, South Korea

garden, Gallery Nomart, Osaka, Japan

Direction | TRAUMARIS, TRAUMARIS | SPACE, Tokyo, Japan

2012
TRANS | SANDWICH, Hankyu Umeda Gallery, Osaka, Japan
TRANS, ARARIO GALLERY, Cheonan and Seoul, South Korea

2011
GRID-Synthesis, B Gallery, Tokyo, Japan
SYNTHESIS, Museum of Contemporary Art Tokyo, Tokyo, Japan

2010
Synthesis, SCAl THE BATHHOUSE, Tokyo, Japan

2009

Transcode, Gallery Nomart, Osaka, Japan

L_B_S, Ginza Maison Hermes Forum, Tokyo, Japan
CELL, Gallery Vera Munro, Hamburg, Germany

2008

PixCell, Pékin Fine Arts, Beijing, China

TORSO, Nomart project space cube & loft, Osaka, Japan

The poetry of bizarre, The Joan Mir Foundation, Barcelona, Spain

2007
PixCell, Terimonti Gallery, Milan, Italy

2006
AIR, Nomart project space cube & loft, Osaka, Japan
GUSH, SCAI THE BATHHOUSE, Tokyo, Japan

2005
Drawings, studio J, Osaka, Japan

2004
Catalyst, Nomart project space cube & loft, Osaka, Japan
0409.Science Fiction—, INAX GALLERY 2, Tokyo, Japan

2003

CELL-osmosis, UPLINK GALLERY, Tokyo, Japan
PixCell, studio J, Osaka, Japan

PixCell, Nomart project space cube & loft, Osaka, Japan

2002
Kyoto Art Map, Gallery Maronie, Kyoto, Japan
CELL, Nomart Editions / Project Space cube & loft, Osaka, Japan

2001
Art Synapse 2001, Gallery Maronie, Kyoto, Japan

2000
ANIMAZUMO, Gallery Sowaka, Kyoto, Japan

[GROUP EXHIBITIONS]

2023

Data is the New Oil, THE REFERENCE, Seoul, South Korea

SUMMER FESTIVAL from the Taguchi Art Collection, Kagoshima City Museum of
Art, Kagoshima, Japan

Rolling the gray muds of dream, Mtk Contemporary Art, Kyoto, Japan

Art in Love with Design ) Design Envious of Art, Nakanoshima Museum of Art, Osaka,
Japan

MOT Collection: Membrane of the Time / Breathing, Museum of Contemporary Art
Tokyo, Tokyo, Japan

TAGUKORE: Dunno A Thing Abour Art (But I Like It), Kadokawa Culture Museum,

Saitama, Japan

2022

Christian Dior: Designer of Dreams, Museum of Contemporary Art Tokyo, Tokyo,
Japan

The trace of Hakushu—What'’s Art Camp Hakushu?, Ichihara Lakeside Museum, Chiba,
Japan

Since 1989 NOMART, Ginza Tsutaya Books GINZA ATRIUM, Tokyo, Japan
MAM Collection 015: Welcome to the Fairyland, Mori Art Museum, Tokyo, Japan
OKETA COLLECTION “Mariage: From Antiques to Contemporary Art,” WHAT
MUSEUM, Tokyo, Japan

N/World, MtK Contemporary Art, Kyoto, Japan

Range of the Senses: What It Means to “Experience” Today, National Museum of Art, Osaka,

Japan

2021

Treasure 1, Gallery Nomart, Osaka, Japan

Living in symbiosis with Forest and Water, Nagano Prefectural Art Museum, Nagano,
Japan

Reborn-Art Festival 2021-22, Miyagi, Japan

NO SIDE, Nihonbashi Mitsukoshi Main Store, Contemporary gallery, Tokyo, Japan
Next World—Taguchi Art CollectionxIwaki City Art Museum, Iwaki City Art Museum,
Fukushima, Japan

Kiinseido, Meiji Jingu, Tokyo, Japan

TAIYO, MtK Contemporary Art, Kyoto, Japan

2020

Self Portrait, Gallery Nomart, Osaka, Japan

250 Years of Kyoto Art Masterpieces, Kyoto City KYOCERA Museum of Art, Kyoto, Japan
OKETA COLLECTION: A NEW DECADE, Spiral Garden, Tokyo, Japan

Cherish, your imagination, Museum of Contemporary Art Tokyo, Tokyo, Japan
Chewing Gum IV, Pace Gallery, Hong Kong, China

Animals in Art, ARKEN Museum of Modern Art, Ishej, Denmark

Meiji Jingu Forest Festival of Art: Tenkukaikatsu, Meiji Jingu, Tokyo, Japan

SCAI 30th Anniversary Exhibition, SCAI PARK, Tokyo, Japan

The 32th Kyoto Art Culture Award Exhibition, The Museum of Kyoto, Kyoto, Japan

2019

Miracle, Gallery Nomart, Osaka, Japan

Globe as a Palette; Contemporary Art from The Taguchi Art Collection, Sapporo Art Museum,
Hokkaido, Japan

SHITSURAI-The Arrangement of Contemporary Arts by Hideki Murayama, Art Gallery
X at Takashimaya Nihombashi, Tokyo, Japan

raison d’etre, GUM OMOTESANDO, Tokyo, Japan

Globe as a Palette; Contemporary Art from The Taguchi Art Collection, Hakodate Museum
of Art, Hokkaido / Japan

Takahashi Collection, Tsuruoka Art Forum, Yamagata, Japan

Throughout Time: The Sense of Beauty, Nijo-jo Castle, Kyoto, Japan

Reborn-Art Festival 2019, Miyagi, Japan

Takahashi Collection, Tsuruoka Art Forum, Yamagata, Japan

Globe as a Palette; Contemporary Ar[ﬁom The Taguc/ai Art Collection, Kushiro Art
Museum, Hokkaido, Japan

Conversations: Contemporary Asian Art, Hermitage Museum & Gardens, Norfolk, USA
The Life of Animals in Japanese Art, The National Gallery of Art, Washington, D.C.,
USA

Globe as a Palette; Contemporary Art from The Taguchi Art Collection, Hokkaido
Obihiro Museum of Art, Hokkaido, Japan

Tokyo Independent 2019, Tokyo University of the Arts, Tokyo, Japan

Wuzhen International Contemporary Art Exhibition, Wuzhen, China

Weavers of Worlds—A Century of Flux in Japanese Modern | Contemporary Art—, Museum
of Contemporary Art Tokyo, Tokyo, Japan

2018

Buddha’s Life, Path to the Present, The New Church Amsterdam, Amsterdam, Netherlands
COMPLEX~edition & multiple, Gallery Nomart, Osaka, Japan

FUKAMI, a dive into Japanese aesthetics, Hotel Salomon de Rothschild, Paris, France
All Stars, Gallery Nomart, Osaka, Japan

2017

GLOBAL NEW ART-The Essence of Taguchi Art Collection, WOODONE MUSEUM
OF ART, Hiroshima, Japan

Japanorama. A new vision on art since 1970, Centre Pompidou-Metz, Metz, France
Reborn-Art Festival 2017, Miyagi, Japan

TAKAHASHI COLLECTION Mindfulness 2017, Yamagata Museum of Art, Yamagata,
Japan

Voice Of Asia, Arario Galley, Shanghai, China

2016

Setouchi Triennale 2016: Inujima Art House Project, F-Art House, Okayama, Japan
Aichi Triennale 2016: The column project, Trans-dimensional Photos: Images in the Future
Tense, Aichi, Japan

New Sensorium—Exiting from Failures of Modernization—, ZKM, Karlsruhe, Germany
Commemorating 400 years of Rinpa—The Advent of Rinpa—Touring the “Rinpa Code” of
the Pre-Modern / Modern / Contemporary, Kyoto Municipal Museum of Art, Kyoto, Japan

2015

Jahresgaben 2015: Art—Can, Gallery Nomart, Osaka, Japan

COSMOS / INTIME-La collection Takahashi, Japanese Cultural Center in Paris, Paris,
France

Kokufu'’s work and colleagues, ARTCOURT Gallery, Osaka, Japan

THE HOSOMI COLLECTION AND THE CONTEMPORARY ARTISTS OF KYOTO,
Hosomi Museum, Kyoto, Japan

TAKAHASHI COLLECTION Mirror Neuron, Tokyo Opera City Art Gallery, Tokyo,
Japan

Taguchi Hiroshi Art Collection A Walk around the Contemporary Art World after Paradigm
Shift, The Museum of Fine Arts Gifu, Gifu, Japan

Prudential Eye Awards 2015, Art Science Museum, Singapore

Visual Deception I1: Into the Future, Nagoya City Art Museum, Aichi, Japan

2014

M Home: Living in Space RedStar Macalline Art Project, Ullens Center for Contemporary
Art, Beijing, China

THE MIRROR-Hold the Mirror up to nature—, Nagoya Chamber of Commerce & Industry
Hall, Tokyo, Japan

NOMART 25th Anniversary Event vol.3 FACTORY HOUSE, Gallery Nomart, Osaka,
Japan

NOMART 25th Anniversary Event vol.2 Speaking Sculpture, Gallery Nomart, Osaka,
Japan

Beyond and Between, Leeum, Samsung Museum of Art, Seoul, South Korea

Appetizing Art: When Art Meets Food, Yokosuka Museum of Art, Kanagawa, Japan
Visual Deception II: Into the Future, Bunkamura The Museum, Tokyo, Japan

Museum of Art in Waao!! exciting Artax Craft Exhibition, Urasoe City Museum of Art,
Okinawa, Japan

NOMART 25th Anniversary Event vol.1 Favorite Books, Gallery Nomart, Osaka, Japan
mission [SPACExART]—beyond cosmologies, Museum of Contemporary Art Tokyo,
Tokyo, Japan

ULTRAxANTEROOM exhibition, HOTEL ANTEROOM KYOTO, Kyoto, Japan
Making Links: 25 years, SCAl THE BATHHOUSE, Tokyo, Japan

2013
AICHI TRIENNALE 2013, Aichi, Japan
Inujima Art House Project, F-Art House, Okayama, Japan

2012

Parallel Japanese Worlds, A4 Contemporary Arts Center, Chengdu, China
PEKE 1, Talk Session and Exhibition, Gallery Nomart, Osaka, Japan
LADY DIOR AS SEEN BY, DIOR GINZA, Tokyo, Japan

2011

BOX, Gallery Nomart, Osaka, Japan

Artists with Arario 2011, Part 1, Arario Galley, Seoul, South Korea
Beyond, SCAI THE BATHHOUSE, Tokyo, Japan

Glasstress 2011, Palazzo Cavalli-Franchetti, Venice, Italy
SPIRITUTAINMENT, 100 Tonson Gallery, Bangkok, Thailand
Bye Bye Kitty, JAPAN SOCIETY, New York, USA

2010

Trans—Cool TOKYO: Contemporary Japanese Art from MOT Collection, Singapore Art
Museum, Singapore

NIPPON ART NEXT, Kyoto University of Art and Design University. Tohoku
University of Art and Design, Gaien Campus, Tokyo, Japan

CITY2.0-The Evolutionary Theory of Contemporary City on the WEB Generation, EYE
OF GYRE, Tokyo, Japan

14th Asian Art Biennale Bangladesh 2010, Dhaka, Bangladesh

Living in Evolution, Busan Biennale 2010, Busan, South Korea

PRODUCT, Gallery Nomart, Osaka, Japan

Trans—Cool TOKYO: Contemporary Japanese Art from MOT Collection, Bangkok Art
and Culture Centre, Bangkok, Thailand

Franks-Suss Collection, Saatchi Gallery, London, UK

Great New Wave: Contemporary Art from Japan, Art Gallery of Greater Victoria, British
Columbia, Canada

2009

Animamix Biennial-Visial Attract and Attack, Museum of Contemporary Art Taipei,
Taipei, Taiwan

Hitoshi Nomura: View From Space, From Here On..., ARTCOURT Gallery, Osaka, Japan
The 6th Asia Pacific Triennial of Contemporary Art, Queensland Art Gallery | Gallery
of Modern Art, Queensland, Australia

WAR & ART IV-Terror and Simulacrum of Beauty—, Kyoto University of Art and
Design, Galerie Aube, Kyoto, Japan

From Home to the Museum: Tanaka Tsuneko Collection, The Museum of Modern Art,
Wakayama, Wakayama, Japan

neoteny japan, Takahashi Collection, The Ueno Royal Museum, Tokyo, Japan
Reborn, Gallery Nomart, Osaka, Japan

MOT Field of Dreams, Museum of Contemporary Art Tokyo, Tokyo, Japan

VOCA 2009, The Ueno Royal Museum, Tokyo, Japan

2008

Black State, studio ], Osaka, Japan

The Echo, ZAIM, Kanagawa, Japan

Parallel World, Museum of Contemporary Art Tokyo, Tokyo, Japan

JAPANESE GROUP SHOW SENJIRU-NFUSION, Kashya Hildebrand, Zurich,
Switzerland

Great New Wave: Contemporary Art from Japan, Art Gallery of Hamilton, Ontario,
Canada

Vivid Material, Tokyo University of Arts, Tokyo, Japan

2007

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

ArtScope 2005/2006, DaimlerChrysler Contemporary, Berlin, Germany

2006

Material: White Book, Nomart project space cube & loft, Osaka, Japan

A MUSE LAND 2007 Beautiful Dreamer, Hokkaido Museum of Modern Art, Hokkaido,
Japan

Smooth Sailing for BEARING NSK Bearing Art Exhibition, Spiral Garden, Tokyo, Japan
Banquet: A Feast for the Senses, USC Pacific Asia Museum, Pasadena, USA

Art Scope 2005/2006, Hara Museum, Tokyo, Japan

Collection of Hara Museum, Hara Museum ARK, Gunma, Japan

Hybridity: The Evolution of Spaces and Spaces in 21st Century Art, 21¢ Museum Hotels,
Louisville, USA

2005

Valencia Biennial-Agua sin ti no soy, Valencia, Spain

Nimbi and Penumbrae, Dumbo Arts Center, New York, USA

ISCP open weekend, ISCP Studio, New York, USA

Visualize—The history and the futurescape of visual media, Tokyo Photographic Art
Museum, Tokyo, Japan

Diverse Ways of Happiness—Japan Art Program Exhibition, EXPO 2005 Aichi Global
Common 2, Aichi, Japan

Diverse Ways of Happiness—Proposal Drawing Exhibition, Spiral, Tokyo, Japan



2004

Jahres Gaben, Nomart project space cube & loft, Osaka, Japan

Have We Mer?, Japan Foundation Forum, Tokyo, Japan

Hi-energy field, Tamada Projects Art Space, Tokyo, Japan

Cafe in Mito 2004, Art Tower Mito—Art Tower Mito Contemporary Art Gallery, Ibaraki,
Japan

Hi-energy field, KPO Kirin Plaza, Osaka, Japan

sotto, Kyoto Art Center, Kyoto, Japan

Multiples, Nomart Editions / project space cube & loft, Osaka, Japan
OSAKA -ART- KALEIDOSCOPE, OSAKA 04, CASO, Osaka, Japan
Premonition-S, Gallery Sowaka, Kyoto, Japan

WINTER SHOW, SCAI THE BATHHOUSE, Tokyo, Japan

2003

KIRIN ART AWARD 2003 Osaka, KPO Kirin Plaza, Osaka, Japan

Take Art Collection, Spiral, Tokyo, Japan

KIRIN ART AWARD 2003 Tokyo, Hillside Forum, Tokyo, Japan

Art Court Frontier 2003, ARTCOURT Gallery, Osaka, Japan

OMAMORI, Gallery Maronie, Kyoto, Japan

trans, Kyoto Art Center, Kyoto, Japan

Selected Artists in Kyoto (Grand Prix), The Museum of Kyoto, Kyoto, Japan

2002
Art in CASO, CASO, Osaka, Japan

2001

boomerang art project Report, Gallery Sowaka, Kyoto, Japan

Saw You—boomerang art project, GAK, Bremen, Germany

NOMART 01, CASO, Osaka, Japan

Nomart Projects 2001, Image and Materiality, Nomart Edition / project space, Osaka,
Japan

2000

FEED BACK, Gallery Sowaka, Kyoto, Japan

boomerang art project 2000-2001, Kyoto Art Center, Kyoto, Japan
Wool in Wool IWATE, Koiwai Farm, Iwate, Japan

Art Synapse 2000, Gallery Maronie, Kyoto, Japan

boomerang art project, First Throw, Galerie Weissraum, Kyoto, Japan

1999
OSMOSIS, Gulbenkian Gallery, Royal College of Art, London, UK

[PROJECTS]

2023

Planet [wanderer], Charleroi danse Les Ecuries, Charleroi, Belgium
VESSEL, Mercat de les Flors, Barcelona, Spain

VESSEL, Festspielhaus Bregenz, Bregenz, Austria

2022

Mist, Kwai Tsing Theatre, Hong Kong, China

Mist, Rabozaal-Internationaal Theater Amsterdam, Amsterdam, Netherlands
Mist, Amare, Den Haag, Netherlands

Mist, CINEMA MASSIMO, Turin, Italy

VESSEL, Teatro Fonderie Limone, Turin, Italy

Mist, Osterreichisches Filmmuseum, Vienna, Austria

Mist, Online broadcasts (January 6th-8th, 2022)

2021

Planet [wanderer], Opéra de Rouen Normandie, Rouen, France

Planet [wanderer], Internationaal Theater Amsterdam, Amsterdam, Netherlands
Planet [wanderer], Théatre National de Chaillot, Paris, France

2020
VESSEL, Théatre National de Chaillot, Paris, France

2019

VESSEL, Cloud Gate Theater, Taipei, Taiwan

VESSEL, Dunstan Playhouse, Adelaide Festival Centre, Adelaide, Australia
VESSEL, International Theater Amsterdam, Amsterdam, Netherlands
VESSEL, Théatre National de Bretagne, Rennes, France

VESSEL, Sadler’s Wells Theatre, London, UK

VESSEL, La Monnaie, Bruxelles / Kingdom of Belgium

2018
VESSEL, Heath Ledger Theatre, Perth, Australia

2017
VESSEL, Yokohama Red Brick Warehouse, Yokohama, Japan

2016

VESSEL, Inujima, Okayama, Japan

KOHTEI, Shinshoji Zen Museum and Gardens, Hiroshima, Japan
VESSEL, ROHM Theatre Kyoto, Kyoto, Japan

2015
VESSEL, Creative Center Osaka, Osaka, Japan

[PUBLIC COLLECTIONS]

Arario Sculpture Garden, Cheonan, South Korea
Benesse Holdings, Inc., Okayama, Japan

Conrad Osaka, Osaka, Japan

Daimler Art Collection, Berlin, Germany
Franks-Suss Collection, London, UK

Ginza Tsutaya Books, Tokyo, Japan

Hara Museum, Tokyo, Japan

JAPIGOZZI Collection, New York, USA

Long Museum, Shanghai, China

Metropolitan Museum of Art, New York, USA
Mori Art Museum, Tokyo, Japan

Museum of Contemporary Art Tokyo, Tokyo, Japan
National Gallery of Victoria, Melbourne, Australia
Queensland Art Gallery | Gallery of Modern Art, Australia
Shin-Marunouchi Building, Tokyo, Japan
Takamatsu City Museum of Art, Kagawa, Japan
Takenaka Corporation, Tokyo, Japan

The Art Foundation, Kentucky, USA

The Ritz-Carlton Kyoto, Kyoto, Japan

The Sovereign Art Foundation, Hong Kong, China
Tokyo Garden Terrace Kioicho, Tokyo, Japan
Tokyo Midtown, Tokyo, Japan

Toyota Art Collection, Aichi, Japan

Toyosu Front, Tokyo, Japan

Daimaru Shinsaibashi Store, Osaka, Japan

Grand Hyatt at SFO, San Francisco, USA
ShinPuhKan, Kyoto, Japan

HAT Kobe, Nagisa Park, Kobe, Japan, Kobe, Japan
Museum on Echigo—Tsumari, Niigata, Japan
E.SUN Commercial Bank ltd., Taipei, Taiwan
Naoshima Ryokan ROKA, Kagawa, Japan

Wuhan Mixc, Wuhan, China

COMICO ART MUSEUM YUEFUIN, Oita, Japan

Hauts-de-Seine, France

[AWARDS]

2017
Distinguished Service, Kyoto Prefecture Cultural Award 2017

2011
Kyoto New Artist Award 2011

2010
First Prize, 14th Asian Art Biennale Bangladesh 2010

2008
Jury’s Prize, Roppongi Crossing 2007, Mori Museum

2007
Encouragement Prize, Kyoto Prefecture Cultural Award 2006

2006
Art Scope 2005/2006, DaimlerChrysler Foundation in Japan, residency in Berlin,

Germany

2005
Kyoto City Art Cultural Special Promotion
Japan-United States Arts Program, Asian Cultural Council, residency in New York, USA

2004

Sakuya Konohana Prize [Contemporary Art Section]

2003

Umehara Prize, Doctoral Degree Dissertation“Aesthetics and Surface Skin—a
Methodology in Contemporary Sculpture,” Encouragement Prize

Kirin Art Award 2003

First Prize, Selected Artists in Kyoto 2003

1998
Encouragement Prize, “Boy and the Sacred Beast,” Kyoto City University of Arts,
Exhibition

HAISEY W

1975 KBiAFh  mUERERE
TR S R A B %
Sandwich Inc. 3245

[EDUCATION]

2003 HUMBT VL SN R AR R A BE ST AT e R 1L (B J0)) AR
WA LAE T (6, 55 1 %) IS

1999 3R F M BE (Royal College of Art, Sculpture course) 25 %

1998 HUHRI 3 22485 R 27 Sl <7 WSS AT R I %) 80 B 2 S

[SOLO EXHIBITIONS]

2023
[Project] ¥+x7V—/= (KH)

2022

[Focus] RICOH ART GALLERY (H(3%)

[Decode] Arario Galley (I.ifi, HilEl)

[Aether] Pace Gallery (=2—3—2, 72U%)

(AR 225 | AT B SEA i (5 %)
[PixCell_Moment] Pace Gallery (/Xa7 Lk, 72U%)
[Fountain| # & E#HE GINZA ATRIUM ()
[Esquisse] ¥F¥7)—/<) (KH)

2021

[TORNSCAPE] AAAHF/NANT A (HL)

[MOMENT | AHA78—2 (H5T)

[Wandering] 5% - A ¥4 ¥xF)— 7407 F74— [ 74V 5 ()
[ Metamorphosis Garden (Z#®JE) | GINZA SIX (H5)

2020
[Oracle] GYRE GALLERY (3%()
[HIR AN SO H AR 5% R R RR | IR e CRost)

2019

[Recent Works | Pace Gallery (i, i)

[D_E_M] rin art association (#f:1)

[Foam| 4xiR21 HALIEMAE (60

[VESSELJ Arario Galley Seoul | Ryse Hotel (V)b )
[Throne—Louvre Pyramid—] §UE J5 & #)5 GINZA ATRIUM (3 50)

2018

[Biomatrix] AHA HF/NZNT A ()

[Element-Black] ¥+¥5U—/ <NV (KB)

[PixCell-Deer| Museum of Hunting and Nature (#/$U, 77> 2)
[Throne] Louvre Museum (/%1), 75> &)

[ Throne| Gallery Vera Munro (1> 7)Vv7, FA)

[ Trans-figure] Pace Gallery (/X077 Vb, 72Y7)

2017
[VESSEL] Arario Galley (_Lifi, 1)
[ESPUMA | Yx/8v - A" Z (F¥8va, 759))

2015

[MOVEMENT ] Arario Galley (i, lE)
[FORCE] Pace Gallery (m> k>, £ F1)2)
[FORCE] A#AHF/NANT A (HET)

2013

[KOHEI NAWA|SANDWICH-CREATIVE PLATFORM FOR
CONTEMPORARY ARTJ EYE OF GYRE (#x%)
[SCULPTURE GARDEN/ #E7 -t (EWEE)

[ Manifold Document] Arario Galley (Fa7->, )

[garden] ¥+FU—/<) (KBRK)

[Direction | TRAUMARIS] TRAUMARIS | SPACE (#51)

2012
[TRANS | SANDWICH ] &5 72Fv7)— (KB
[TRANS ] Arario Galley (F=a)>/ vov, i)

2011
[ GRID-Synthesis] B ¥+v7U— (Hx50)
[ty A ] FRAR B EAM ()

2010
[ Synthesis ] 24 #3272 (H50)

2009

[Transcode| ¥¥7)— < (KK

[L_B_S] $EEAY YTV ART+—F 1 (HH)
[CELLJ Gallery Vera Munro (/¥ 7Vvz7, 1)

2008

[PixCell] Pékin Fine Arts (dbxt. HlE)

[TORSOJ /=W 7avzsbAR—2 Fa—7&u7h (KK)

[The poetry of bizarre] The Joan Miré Foundation (»Sbtmd, A~_A{ )

2007
[PixCelll ITerimonti Gallery (377, 451)7)

2006
[AIR] /=) - 7OV bAR—A Fa—7&a7b (KPK)
[GUSH ] AHAHF N2 T2 (FH)

2005
[Drawings] studio J (CKB)

2004
[Catalyst] /< - 7YV IPANR—Z  Fa—7&u7b (KK)
[ AR FER- 0409 - A4 X747 av -] INAX 51— 2 (HH)

2003

[CELL-osmosis| 77V 7 - ¥Fx 71— (H i)
[PixCell] studio J (KBR)

[PixCell] /¥NVZF1vay | Favzsh - Ax—=2 (KK)

2002
[Kyoto Art Map, “ZHIR PR Fro)—~vu=x (5#)
[CELL] /~VxF4vay | 7avzsh - Ax—A (KK)

2001
[Art Synapse 2001 “%HMIR TR | FrI)—~vo=x (5H#)

2000
[T=<ZXE] FxI)—2bh (5H)

[GROUP EXHIBITIONS]

2023

[Data is the New Oil] THE REFERENCE (V>7V, &)

[H7xA 57 F7—bavrvarg] BRIESRIER B Em e (ERE)
[Rolling the gray muds of dream | Mtk Contemporary Art (5{#8)

[FHA NBLIeT =2 O 7 = MBI L7274 > | RBCrh oz B e fi (KRB
[MOTavzvar #lFi§5% / Breathing &< A0 | HRHRBLACSEM A (50
[37av BRT7—MabrbAihl AIRETFI2—T7 4 (BE)

2022

[ZVAF %> - T4t =, FOrFa) ] WEIBBACEME R

B -FUNBLE [7 = s 7EIMN ] L3772 o720% ] i EHRESE 4 i (F-38)

[Since 1989 NOMART-7—74 A L5 - | $UE H43H)E GINZA ATRIUM (3 50)
[MAM 2Lz 22015 AIBENEH T2 HEMEE (R0

[OKETA COLLECTION [Mariage —# #2537 —+~] | WHAT MUSEUM ({30)
[N/World| MtK Contemporary Art (5L#)

SO 4. TR 2] Lv)yZ ] EEEEEME ()

2021

[Treasure 1] ¥¥7V— <) (KI)

[FRERKEAED | RIS MR (JREF)

[Reborn-Art Festival 2021-22] (&%)

[J—%AF] HRGEZBANE 207 oK ) —Fr5)— (B5T)

[Next World =& 2545 57 F - 7—habryarxb i LM | v &l 7 S i
(i 55)

[ SR B — P4 SR 2 RO~ D725 | G E ()

[ KB ] MtK Contemporary Art (5{#5)

2020

[Self Portrait] ¥+¥7)—/= (KK)

[ R OIAM 250 4EDEF | 5O 57 Ml (5UH)

[OKETA COLLECTION: A NEW DECADE] A8 IV —7 > ()
[BERITAr%, AT RSN (50

[Chewing Gum IV Pace Gallery (&, r[x)

[Animals in Arc/ ARKEN Museum of Modern Art (£ 244, 7> <—7)
[HE O ZAPLES A oA WA ZIR “R2E2M ] DlaaeE G
[SCAI 30th Anniversary Exhibition] SCAI PARK (33()
[UERSEAN SCAL B 5 32 M2 H R e | nOMSCAL i ()

2019
[Miracle| ¥¥5)—/< (KIK)



[ERARD Ly b~5 7 F - 7—babrvay~ | FBEEMOREME (JbiEg)

[BUCSEM OEAL A IR O FALT— | HAM & B R S.C. AR SE4#7 i X (R 50)
[raison d" etre] GUM £Z38 (H30)

[ERARDISLyb~3 7 F - 7—=haLr var~ | bl v w3 (i)
[Effarrvavig 7—-ro5288 ] H7—t7+—724 (LK)
[FfR 5 EORME | ek (5THF)

[Reborn-Art Festival 2019 (&3%)

[EifaLyyvavig 7—ro05sSE ] @7 —r7+—724 (L)
[ERKD/SLyb~5 7T - 7—babrar~ | AGilElE 7ol 22 i (L)

[ Conversations: Contemporary Asian Art| Hermitage Museum & Gardens (/ —7+—2,
T AV

[The Life of Animals in Japanese Art] The National Gallery of Art (73> +>D.C.,
T AN)T)

[ERIEDISVb~8 7 F - T—baLriar~ | deifp i s M i (eiiEiE)
[HEA Y74 RYF Vb ] RO #A R (50

['Wuzhen International Contemporary Art Exhibition] (F#i, H)
[HEOHATF725 BT HHAOEBICTEAN — | RGTHEBUCSEAM AT R5T)

2018

[Buddha’s Life, Path to the Present] The New Church Amsterdam (7 AAF V5 4,
T

[COMPLEX —edition & multiple| Fx7U—/< (KHK)
[EEAN—HARDFEE A RO T Hotel Salomon de Rothschild (759, 75 %)
[AllStars] ¥¥5)—/< (KK)

2017

[GLOBAL NEW ART #2F - 7—baLryarOTye Yy AR | oo RT v FEAlifE (R E)
[Japanorama. A new vision on art since 1970 ] Centre Pompidou-Metz (YA, 77> Z)
[VAR=27 =k 7z AF4750) 2017 ) (HHK)

[WfEaLrvay - <A VF7VAZ 2017 ] WM (L)

[Voice Of Asial Arario Galley (Iifi, ")

2016

[ PYEIBR 2540 4% 2016 K& [R7ay=2sb ] F & (i)

[HWBEN) LY F—1L2016: FLTRY b “DIVATARAY Yay—A A=V DOREHE" | (FH)
[New Sensorium—Exiting from Failures of Modernization—| ZKM (#—VAV—x, K1)
[HRIR 400 7Lz —BRIRBEER — 20 it - 2048 - B [BRIRT—F] 28 ->TJ B Eair e (G#k)

2015

[Jahresgaben 2015 : Art-Can| ¥¥7)—/< ) (KK)

[COSMOS / INTIME ~HM#%&2 54 -G aLravig | »NIHAR LS 00, 790 A)
(BB O FL 225 ] 7—ha—bFr5)— (KK)

[HRIRDU G 4E &4 — M aL 2 v ar Lo BURIEMER ) MRS M i (RUHB)
[FfEavryvavlg 37— =a—uy ] BREARIVTAT7T = Fv7)— (H)

[#r7Feny - 7—habryay 5540070 TETSHSEM T — 5 1 ik 5 05 2407 A

(1 1)

[Prudential Eye Awards 2015] 7—Mf A TR+ 32—=I 74 (YA K—L)

[72ZZLAE1I Into the Future] %@ 4068 (5% 40)

2014

[M Home: Living in Space RedStar Macalline Art Project] Ullens Center for
Contempo-rary Art (L3, HIE)

['THE MIRROR-Hold the Mirror up to nature—) %@ L& ()
[NOMART 25 F4Eit&1 <>t vol.3 FACTORY HOUSE| ¥v7)— < (KKK)
[NOMART 25 J4iL &4 <> vol.2 Speaking Sculpture ] F¥J)—/~< v (KK
[Leeum B 10 JE4FFL &M : & ] Leeum, Samsung Museum of Art (V)b ##[5)
[BuLwr—h geEfomav ] BA W (&I

[Bunkamura25 JEAERE R M0 725 LA 1T #1L§ 572E L4 | Bunkamura % - 32—Y7 4
(Fm0)

[EMEBEThb BN —bIDLT =T 7h= ] iR H B (M)

[NOMART 25 F4it&A <> vol.1 Favorite Books (59 #® “Favorite”) | ¥¥77—
PPN Y

[Iyay [FHxEWN] aAET0Y—%2B2 T RGN (H50)
[ULTRAXANTEROOM exhibition] 7k 7> 7)v—2 5CH (504)

[Making Links: 25 years] AA4 %3272 (H3)

2013
[HWBM) T+ —12013] (F5H)
[k €70y ] F & (Fil)

2012

[Parallel Japanese Worlds] A4 Contemporary Arts Center (Hi#F, Hi)
[PEKE 1, Talk Session and Exhibition| ¥+351)— /<) (KK)

[LADY DIOR AS SEEN BY 714 — Ll (H30)

2011

[BOX] Fx5)-/<n (KBK)

[Artists with Arario 2011, Part 1] ARARIO GALLERY SEOUL (Vv i)
[Beyond] A4 H/SANT A (HH)

['Glasstress 2011] Palazzo Cavalli-Franchetti (X=2Z, 15Y7)
[SPIRITUTAINMENT ] 100 Tonson Gallery (/>az, #4)

[Bye Bye Kitty] Japan Society (=x—3—2, 721)7%)

2010
[ Trans—Cool TOKYO: Contemporary Japanese Art from MOT 225> ] Singapore
Art Museum (¥ ¥ HK—)V)

[NIPPON ART NEXT | 5Uf35 T8 2 K27 - Bb =l TR K Ahgti v o8z (G0
[CITY2.0-The Evolutionary Theory of Contemporary City on the WEB Generation |
EYE OF GYRE (3U3%)

[ 14 W7YT7y - T—b-ExyF =L - Ny7I757va 2010 (Fvh, N0FI57a)
[#IlilEx>F—1 2010: Living in Evolution| (%11, # )

[PRODUCT] ¥¥7)—/= (KW)

[ Trans—Cool TOKYO : Contemporary Japanese Art from MOT L7 5> | Bangkok
Art and Culture Centre (/3327 ¥1)

[Franks—Suss L7 a> g | Saacchi Gallery (B R, £ FYR)

[ Great New Wave : Contemporary Art from Japan] Art Gallery of Greater Victoria
(FVF4vy2aur 7, HF4)

2009

[Animamix Biennial-Visual Attract and Attack | Museum of Contemporary Art, Taipei
(Bie. &)

[HFA A~ BAERL R  View From Space, From Here On-+| 7—Fa—F¥+v7)— (K
(%6 | 797 - 78374y - M)+ — | Queensland Art Gallery|Gallery of Modern Art
(DA =Y XFVE, A =A+F)T)

[ A0 IV - R OBME LI — | BB ETB =R Fov) -+ —7 (5HE)
THEPLEM A HHIET-aLrvar | fkol B mam e (k)
[AAF=— - Jx Y @iGarryary] EHoFEME (H5)

[Reborn| Fv 71— <) (KKK

[MOT THR2% | SBUCSEME (R0

[VOCA & 2009 —#H LW FHOMERH -] EFOFRFEMA G0

2008

[Black State] studio ] (Kk)

[The Echo ] ZAIM (f#7:)11)

[3FLIV - T —VF ) UEoD S | BT B SEM AT (R 50)

[JAPANESE GROUP SHOW SENJIRU-INFUSION J Kashya Hildebrand
(Fa—Vvk, A[R)

[ Great New Wave: Contemporary Art from Japan] Art Gallery of Hamilton (4>%U%,
HF)

(47498 - =TTV ] RO R A A 5 el 2F 7)o Oftst)

2007
[RARZGYS 7 2007 REANOIRE) | HRIEMEE (R0
[7—F+22—=72005/2006] DaimlerChrysler Contemporary (<L1)>, F{)

2006

[FEH A I3V TaY b AR=A Fa—T7 &T7F (KR)

[A MUSE LAND 2007 ¥2—747) - K== — —Zp50 B0 | AL il# 3T R340 i
(At 58)

[ [Smooth Sailing for BEARING) NSK X7V 77 —Mg | 284 F0VH =7 (HHD)
[Banquet: A Feast for the Senses] USC Paccific Asia Museum (7$4 75, 72)7%)
[7—=b-23—=72005/2006] FEEMEH ()

[EEMME ALy vavE ]| NFI2—VT2a7—7 (HE)

[Hydridity: The Evolution of Spaces and Spaces in 21st Century Art] 21c Museum
Hotels VAL, 7 A7)

2005

[5 3NV T - L) —L “Aguasin ti no soy” | (NLY I 7, ARAY)

[Nimbi and Penumbrae] Dumbo Arts Center (=2 —3—2, 7X1)%)

[ISCP open weekend ] ISCP Studio (=2—3—2, 7xU%)

[ (5] €927V —WR - AL KRR | R G B (Bn0)

[% - IR T — 70798 EHEores" ] BMTHMEATFEYZO— 00 - 3E22 (FH)
(% WK =N 7ar I8 "FERONE” TaR—F VR Y TR ] A F0 (Of50)

2004

[Jahres Gaben] /=) - 7BV 27 PAR—=Z F2—7 & 7h (KIK)

[Have We Met? —RLAISRE ] FEEAZHIEET+—F 24 ()
[Hi-energy field B5UR | <% 70y =7 b7 —PAR—=Z (H5)

[A7x A2 KF 20041 KA BUCEMRFv7)— (KIK)
[Hi-energy field KXWz | KPO ¥V 774 (KB)

[sotto] HABZEMi £y — (GLHB)

[Multiples] /< VT 743ay/7ayxsb - AR=2 Fa—7&u7t (KB
[RBR - 7—=F - HLARFAT—T “OSAKA 04" | {78 F x5 — - CASO (KBK)
[Premonition-S| ¥ —Zbh (5U#F)

[WINTER SHOW | 244 #NANT A (H5)

2003

[F1)>7—=b77—=F 2003 Osaka] KPO ¥V 754 (KBK)
['Take Art Collection] A784 )V (i)
[F9)>7—=1F77—F 2003 Tokyo| L AFAKT7+—F 24 (H50)
[Art Court Frontier 2003 ] 7—hra—=FF¥¥5)— (KWK)
[OMAMORI k] ¥xJ)—~vu=x (5#k)

[trans] HURR2EMT £ 8 — (5UHK)

[ BRI Al 25 B Bl s | s Se AL i i ()

2002
[Artin CASO/J il Fv71)— - CASO (KFK)

2001

[boomerang art project M5 | Fv7)—Zbh (5THE)
['Saw You-boomerang art project] GAK (7L —x>, F{ )
[NOMARTO1 ] i3 F+vZ7)— - CASO (KHR)

[V 7ayxsh 2001, A A=JEWEYE ] /<~ VT 1vay [ 7avosh - A=A (KH)

2000

[FEED BACK] ¥%x7V—%hh (5(#)

boomerang art project 2000-2001 ] HTHRZEA 4> % — (5THK)
[Wool in Wool IWATE | /N k¥ FEIXRE (5F)

[Art Synapse 2000 ] ¥x7)—~u=x (5#k)

[boomerang art project, First Throw| #LY L« 74 2572 (5L4F)

1999
[OSMOSIS] 3EE £ M B Gulbenkian Gallery (¥, £ F1)2)

[PROJECTS]

2023

[Planet [wanderer] | Charleroi danse Les Ecuries (3% ay, ~L¥F—)
[VESSELJ Mercat de les Flors (#V)btad, 21 )

[VESSEL/ Festspielhaus Bregenz (7L >, +—AM)7)

2022

[Mist] Kwai Tsing Theatre (%%, HE)

[Mist| Rabozaal - Internationaal Theater Amsterdam (7 AATVF A, +5%)
[Mist] Amare (7 - =27, +5%)

[Mist] CINEMA MASSIMO (b)), 459)7)

[VESSEL] Teatro Fonderie Limone (F)./, £%1)7)

[Mist] Osterreichisches Filmmuseum (74—>, +—2ZM)7)

[Mist] +»F4 > LW (202241 H6-8H)

2021

[Planet [wanderer] ] Opéra de Rouen Normandie (V—7>, 79~ %)

[Planet [wanderer] | Internationaal Theater Amsterdam (7AAT WV L | +505)
[Planet [wanderer]] Théatre National de Chaillot (/XV), 75> %)

2020
[VESSEL]J Théatre National de Chaillot (X9, 75> Z)

2019

[VESSEL]J Cloud Gate Theater (&b, &%)

[VESSELJ Dunstan Playhouse, Adelaide Festival Centre (77 L —F, +—A}5Y7)
[VESSEL] International Theater Amsterdam (7 AAF VT L, F5V%)

[VESSEL/ Théatre National de Bretagne (L¥ %, 79> 2)

[VESSEL] Sadler’s Wells Theatre (@K, £V 2)

[VESSEL]J La Monnaie (7 ayt)l, NLF—)

2018
[VESSEL/J Heath Ledger Theatre (/$—2, *—AF57)

2017
[VESSEL | HifearL > 77 i (Biue)

2016

[VESSEL] K& (Ril)

[DREE ] s MiEEDI2—IT A (K E)
[VESSEL| u—2A3 7% —5i# (5L#B)

2015
[VESSEL] ZVxA 747> =KW (KP)

[PUBLIC COLLECTIONS]

T=bTrvF=vary (Fyyyx—, 7AVh)

Arario Sculpture Garden (FaJ >, W)

MR &P LB IE G0

S R ()

Queensland Art Gallery | Gallery of Modern Art (24— X5 K, ¥ —=AMY7T)
arFyRRB (KB

The Sovereign Art Foundation (%%, i)
By - A=V HE (RHR)

JAPIGOZZI Collection (=2—3—2, 72AU%)
e (R)

Daimler Art Collection (N>, FA7)
AR T M A (11D

WA =7 27T AR G 50)

FOT AR B E A A (ORO)

R IYRE Y (F50)

mTas (H)

raFT—baLrvar (FH)

National Gallery of Victoria (AVFENV> | F—=AFF)T)
J5 e B (HO0)

Franks-Suss Collection (B¥ K>, £ F1)2)

Benesse Holdings, Inc. (i)

Metropolitan Museum of Art (=2—3—2, 7XU7)

EME O

Long Museum (_Eif, [E)

KAC ARG (KB

Grand Hyatt at SFO (#¥77>¥ 23, 7AU7)
P s (5LHR)

Fepi L E IR Ry — (S
2 Bl BUC LM MonET GBrig)
FILgAT (Rt &%)

Wk A% (FI)

Wuhan Mixc (&, 1]#)

COMICO ART MUSEUM YUFUIN (k%)
Hauts-de-Seine (#—=F=t—x, 75 R)

[AWARDS]

2017
TR 29 SEBE RGBT SCALE D)o B

2011
SR 2.3 4 BERUHR T AR L

2010
B4 TITY - T—h LY =L - NU75732 2010 REHE

2008
RNAKRZTY Y27 2007 - RKANOIREY F5 5

2007
1B 18 4 BERUHR I SCAL L 220 £

2006
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AL - ARG B TR T A [T—F - 2A2—7 2005/2006] NV VAR

2005
SRR T ZE A AL A B 3% Jgh
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