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Introduction

We are pleased to present Kansai Art Annual 2025, a new platform
for showcasing and experiencing the work of emerging artists with
ties to the Kansai region. This exhibition is a cultural initiative
launched through a partnership between the Association for the
Promotion of Contemporary Art in Japan (APCA), which has run
the contemporary art fair Art Osaka in Osaka for over 20 years, and
Shinsaibashi PARCO, a long-time supporter of cultural innovation

with a track record of collaborations with up-and-coming creators.

Kansai is home to a diverse range of distinctive galleries, each
serving as a platform for contemporary art and providing
opportunities for artists to hone their unique forms of expression.
This exhibition features a selection of exceptional galleries,
primarily located in the Shinsaibashi PARCO area and their
standout artists, whose works reflect the zeitgeist and come

together to produce a vibrant venue.

Since its opening, Shinsaibashi PARCO, which serves as the
exhibition venue, has transcended the traditional role of a
commercial facility, continuously generating new cultural value
through advertising and creative initiatives. Underlying these
efforts is a spirit of collaboration with emerging creators, keeping
Shinsaibashi PARCO consistently at the forefront of the times.

The inaugural edition, titled CO, signifies collaboration,
symbolizing partnerships not only between artists and galleries,
but also among the broader network of diverse players who
underpin contemporary culture. Our hope is that this exhibition
provides all visitors with opportunities to make new connections

with contemporary art and gain fresh new perspectives.
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Born in Saitama in 1987. Develops self-created manga into two-dimensional
paintings and video works. For example, a painting resembling a portrait of
Marilyn Monroe, though no names are mentioned, emerges from a sequential
arrangement of 48 pages of a manga, while an image of Princess Diana is

formed by assembling individual manga panels like pieces of a puzzle. After
extensive reflection on the person serving as the motif, U-die constructs a manga
narrative that incorporates various episodes from their lives and the words they
left behind. While the process involves complex systems, the artist’s intent —
“my greatest wish for viewers to enjoy it” — resonates with many people’s first

impressions upon encountering the work.
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Born in the United States in 1997. Completed the master’s program in the
Department of Design at Tokyo University of the Arts in 2025. Influenced by
American pop culture such as toys and comics from his childhood, marked by
mass appeal and a consumer mentality, Kamide produces works that shed light
on hidden social issues from an intelligent and humorous critical perspective by
combining the seemingly contradictory elements of function and decoration.
Exhibitions include Vinyls exhibition (Oil Gallery by Bijutsu Techo, Tokyo,
2024), Meet Your Art Festival 2024: New Era (Tennoz Canal Area, Tokyo, 2024),
and solo exhibition FEAST OOPARTS (Marco Gallery, Osaka, 2023).

KA_01

KA_02

S20T TVNANNY LUV IVSNVA



10

:

\Pr.
U,

1993 F AT EE N 2018 BT L E M KR ERYEFAE 7B KR hic i
BbRWEEETEII U EOD ZOoRE L HE THREBIE ¥ TEME Lo
BEEEF— T LIEAA—VEERETE. TLILAT VL ABHOTI VI
KA—=ATROOHPHELWCLVWHESBRFET . THOTFEMO LS IR 23
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FZEEE L T.20214ELUMINE meets ART AWARD 2020-2021,5'5> 7
1).2020%Kyoto Art for Tomorrow 2020 -SUEPFFHTSLEIKE- /BHHE kL.

Born in Kyoto in 1993. Completed graduate studies at Kyoto City University

of Arts in 2018. Kikuchi constructs machines that perform tasks with excessive
effort and disproportionately minimal results, and personally operates them

to produce images based on masterpieces from art history. Made of aluminum
and stainless steel, the machines can be too hefty for one adult to carry, and
while they resemble industrial equipment, they demand grueling and inefficient
manual labor. For example, Draw a Circle II - Machine requires approximately
15,000 turns of a handle to complete a single circle. In other words, even with
sustained effort, only a few circles can be drawn in a day. In a society that values
results and efficiency, the artist deliberately makes these absurd, almost childlike
actions into the substance of his work.

Awards include the Grand Prix at LUMINE meets ART AWARD 2020-2021 and
the Excellence Award at Kyoto Art for Tomorrow 2020.
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Born in Hyogo in 1988. Completed an M.A. in Printmaking at the Graduate
School of Arts, Kyoto Seika University in 2013. Through photography-based
lenticular works and mixed media, Kurimune explores the essence of perceptual
experience and reality in modern society.

Solo exhibitions include The Wheel of Existence (Concept Store See?, Hyogo,
2023), You May Be in This World. Or You May Not Be. (Tezukayama Gallery,
Osaka, 2021), Still Remained (Tezukayama Gallery, Osaka, 2018), Return to
Reason from Extremes Under the Skin (Tezukayama Gallery, Osaka, 2016),

and FlashSInfinity (eN arts, Kyoto, 2015). Other exhibitions include Vietnam
International Artfair 2024 (Hotel Nikko Saigon, Vietnam), Tokyo Art Book Fair
2024 (Museum of Contemporary Art Tokyo), and “Interactions” Curated by
Tomoko Sawada (Laugh & Peace Art Gallery, Osaka, 2024).
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Born in Kyoto in 1985. Received an MFA in 2012 from Kyoto University of Art
and Design, focusing on textiles. Majoring in Textile Arts at university led to the
development of a practice grounded in unique techniques of needlework and
machine embroidery. In the WARP series, layers of thread emerge as intentional
glitches created with a sewing machine. In the KNOTS series, embroidery is
produced without fabric as a support material. Through these diverse embroidery
techniques, Miyata’s works represent life forms, origins, and states of evolution,
reflecting her interests in how errors can generate new values and frameworks in
the world.

Exhibitions include the Sapporo International Art Festival (Hokkaido Museum of
Modern Art, 2024), solo exhibition Urahara no Ito ha Yosuga (Gifu Collection of
Modern Arts, 2022), Kyoto Steam (Kyoto City KYOCERA Museum of Art, 2022),
and Beyond the Material (The Museum of Fine Arts, Gifu, 2021). Her numerous
awards include the 35th Takashimaya Art Award (2025) and the Kyoto City Best
Young Artist Award (2024).
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Born in Osaka in 1981. Graduated from the Department of Fine Arts at Osaka
University of Arts in 2004. Okamoto consistently produces paintings that
resemble optical experiments using his original technique of the “photo brush.”
While working with photography as a medium, he does not use a camera.
Instead, by harnessing the inherent properties of photographic materials (film
and photographic paper) that take on color when exposed to light, he paints

in complete darkness, “recording” light as color and form. By replacing the
photographic development process with the act of painting, the artist explores
new possibilities in both photographic materials and painterly expression.
Recent exhibitions include solo exhibition photds (Yoshiaki Inoue Gallery,
Osaka, 2025), solo exhibition Airglow (Gallery Tsubaki, Tokyo, 2023), Arima Art
Night (Arima Onsen, Hyogo, 2020), and solo exhibition RAUM I (Yoshiaki Inoue
Gallery, Osaka, 2019).
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Born in 1984, raised in Kyoto. Completed the doctoral program at the Graduate
School of Arts, Kyoto City University of Arts, in 2010. Atsuchi creates pictorial
spaces that translate the world unfolding before the eyes into painting, an
experience that cannot be fully captured through clear-cut, rational systems such
as linear or one-point perspective. By incorporating multiple vanishing points
and light sources into a single work, she constructs a world that rises like a
“single wall” in which different times and spaces are interwoven. In recent years,
she has turned to more introspective subjects derived from both within and
outside the self, including landscapes encountered while traveling, casually taken
photographs, and personal memories, emotions, and reflections.

Recent exhibitions include Art Collaboration Kyoto (Kyoto International
Conference Center, Kyoto, 2023), 3cm and 3km - Looking at the opposite shore

- by Tomoko Atsuchi and Yuuka Ishii (Tezukayama Gallery, Osaka, 2023), solo
exhibition Floating House (Kamogawa Arts & Kitchen, Kyoto, 2022), the Kiyosu
City 10th Haruhi Painting Triennale (Kiyosu City Haruhi Art Museum, Aichi,
2021), solo exhibition Ashamed Painting (Tezukayama Gallery, Osaka, 2020),
and Kobe Rokko Meets Art 2018 (Rokko Mountain summit area, Hyogo).
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100X 94.3cm

UD_02

D_print

2018

STL— NI AHY) — > (51R58),
HI A

84.6X63cm
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KA_01
Combat Diver

2025
TIVIZILTIINHY T a
84.1X59.4X0.2cm

KA_02

Combat Diver A

2025

SNGAGY =2 WA AINIRZAT I,
Loy K Uy R

45X38 X5cm

KA_03

Combat Diver B

2025

SNGAGY =2 M AAIIRAT I,
LYY #k Uy RS L
45X38X5cm

KA_04
“The Deep Sea Maze”

2025
TIVIZILTIINHY S a
84.1X118.9X0.2cm

KA_05
“The Deep Sea Maze A”

2025
SNIAI)—> M FAINISAT IV,
LYY $k Uy RSxL

50X65.2X5cm

KA_06
“The Deep Sea Maze B”

2025
SIVI A —> $AAININZATIL,
LY #kUy RSz

50X65.2X5cm

AR ko

KI_01

A— T RGER

2022
FILI YL AT LA R
TIVIR. Fz—>
74.4X110X 54cm

KI_02

A—=THEDA A= #2

2022
72V, TEEM < —h— KRR
51%41X0.5cm

KI_03

A—THEDA A= #4

2022

72V LR~ —h— AR
51X41X0.5cm

KI_04
A—THEDA A= #7

2022
7OV, TR~ — 5 — oKk
51X41X0.5cm

KI_05

CUT #2

2021

FILIZILBRATULA,
FOVINMRF =2 v F—F A7,
E R PZAV

91X72.7X30cm

FRERH (kU]

KU_01

Images/Muse #03
2022
A>Tz b TYTh,
L>FFas—LrX
95.6 X54cm

KU_02
Images/Portrait #20

2025
T7VUILRIZUVZY > b
95.6X54X0.3cm

KU_03
Images/Portrait #22

2025
T2UIRIZUVZ Y > b
95.6X54X0.3cm

KU_04
Images/Portrait #21

2025
T2UINMIZUVZ Y > b
95.6X54X0.3cm
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MI_01
FE—2EKRTETOYE
-in Green-

2023
IT R A
#1107 X132 X 4cm

MI_02
RE—%JEKTZ70v
-in Blue-

2023

S22 N T

#1107 X124 X 4cm

MI_03
WARP

-RE—%EHT 570 k-
2024

I

¢ 30cm

MI_04
WARP

-RE—%EHT2 70y k-
2025

IR M

¢ 30cm

MI_05
WARP
-RE—ZERT BT 0y b-

2025
S22 N Tin
¢ 30cm

MI_06
WARP
-RE—%EHI 5T 1 h-

2025
IR M
¢ 30cm

[AARE  [ok]

OK_01
rauml17

2019
HERKIC 7+ b TSy a
56.7 X 39.6cm

OK_02
raum18

2019
HIEfIc 74 N T Sy a
56.7 X69.6cm

OK_03
raum19

2019
HIEfKIC 74N T Ty a
56.7X26.4cm

OK_04
raum33

2019
HIE#KIC 74 b TSy a
56.7 X 67.6cm

OK_05

Photo Variation_0002

2024

BDF—TAIVLIZTANT Ty a,
C7Urh

84.7X119.5cm

JEH AR [aT]

AT_01
HHDIA)T >
2025
FyONRICHIE
70.5X57cm

AT_02
stop me

2021
FyONRICHIE
142X90cm

AT_03
Dead end road

2021
FyONRICHE
45X 60cm

AT_04

on my way home

2025
F 0> AR
45X59cm

List of Works
U-die [uD]
UD_01

Are nitsuite no mudabanashi #3_print
2018

Silkscreen medium on pigmented
ink, crashed glass on paper
100x94.3cm

UD_02

D_print

2018

Silkscreen medium on pigmented
ink, crashed glass on paper
84.6x63cm

Kamide Ken [KA]

KA_01

Combat Diver

2025

Aluminum, acrylic gouache
84.1x59.4x0.2cm

KA_02

Combat Diver A

2025

Silkscreen, paper, oil pastel, resin,
steel, wood panel

45x38x5cm

KA_03

Combat Diver B

2025

Silkscreen, paper, oil pastel, resin,
steel, wood panel

45%38x5cm

KA_04

“The Deep Sea Maze”

2025

Aluminum, acrylic gouache
84.1x118.9x0.2cm

KA_05

“The Deep Sea Maze A"

2025

Silkscreen, paper, oil pastel, resin,
steel, wood panel

50x65.2x5cm

KA_06

“The Deep Sea Maze B”

2025

Silkscreen, paper, oil pastel, resin,
steel, wood panel

50x65.2x5cm

Kikuchi Kazuaki [k1]

KI_01

Soup Can Making Machine
2022

Aluminum, stainless steel, paint,
acrylic panel, chain
74.4x110x54cm

KI_02

Image of Soup Cans #2

2022

Acrylic panel, industrial marker,
water-based paint

51x41x0.5cm

KI_03
Image of Soup Cans #4

2022

Acrylic panel, industrial marker,
water-based paint

51x41x0.5cm

KI_04

Image of Soup Cans #7

2022

Acrylic panel, industrial marker,
water-based paint

51x41x0.5cm

KI_05

CUT #2

2021

Aluminum, iron, stainless steel, acrylic
panel, chain, utility knife, canvas
91x72.7x30cm

Kurimune Misato [KU]

KU_01

Images/Muse #03

2022

Ink-jet print, lenticular lens
95.6x54cm

KU_02

Images/Portrait #20

2025

UV print on clear acrylic plate
95.6x54x0.3cm

KU_03

Images/Portrait #22

2025

UV print on clear acrylic plate
95.6x54x0.3cm

KU_04
Images/Portrait #21

2025

UV print on clear acrylic plate
95.6x54x0.3cm

Miyata Sayaka [Mmi]

MI_01

The Plot of a Poppy

-in Green-

2023

Sewing machine thread, fabric
aprrox. 107x132x4cm

MI_02

The Plot of a Poppy

-in Blue-

2023

Sewing machine thread, fabric
aprrox. 107x124x4cm

MI_03
WARP
-The Plot of a Poppy-

2024
Sewing machine thread, fabric
¢ 30cm

MI_04
WARP
-The Plot of a Poppy-

2025
Sewing machine thread, fabric
¢$30cm

MI_05
WARP
-The Plot of a Poppy-

2025
Sewing machine thread, fabric
¢ 30cm

MI_06
WARP
-The Plot of a Poppy-

2025
Sewing machine thread, fabric
¢$30cm

Okamoto Akira [OK]

OK_01
rauml7

2019
Photo brush on photo paper
56.7x39.6cm

OK_02
rauml8

2019

Photo brush on photo paper
56.7x69.6cm

OK_03
rauml9

2019

Photo brush on photo paper
56.7x26.4cm

OK_04

raum33

2019

Photo brush on photo paper
56.7x67.6cm

OK_05

Photo Variation_0002
2024

Photo brush on color film,
C print

84.7x119.5cm

Atsuchi Tomoko

AT_01

Alien in the evening
2025

Oil on canvas
70.5x57cm

AT_02

stop me

2021

Oil on canvas
142x90cm

AT_03

Dead end road
2021

Oil on canvas
45x60cm

AT_04

on my way home
2025

Oil on canvas
45x59cm

[AT]
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Plural Forms of Collaboration

——Watanabe Ayumi Assistant Curator, The National Museum of Modern Art, Kyoto

After being asked to write this review, I set
foot in Shinsaibashi PARCO for the first time
since its 2020 renovation. I was immediately
struck by how the space stirs a sense of material
desire. The building buzzes with energy and is
overflowing with temptation—fashion brands
so popular they require crowd control, tasteful
accessories, cosmetics in sleek packaging,
and all kinds of lifestyle items. On social
media, accounts from around the world churn
out an endless stream of recommendations
every second, stimulating our avarice with an
addictive buzz. A department store like PARCO,
by contrast, offers the physical presence of
objects right in front of you, positively affirming
limitless cravings and fantasies in a way that
elevates the visitor’s mood. That mood is
amplified by music. No matter where you are
inside, you hear music, chatter, a general hum of
life. Kansai Art Annual 2025 CO was held on the
ninth floor, in a space where objects, voices, and

sound incoherently blended together.

According to the press release, the
exhibition featured seven artists with ties to the
Kansai region, all of whom reframe perception,
society, and existence through a variety of
approaches.' Among them, the artists whose
work most clearly connected with PARCO’s
legacy as both a commercial venue and a hub
of youth culture were U-die, Kikuchi Kazuaki,
Kamide Ken, and Kurimune Misato. U-die
arranges manga panels to form portraits of
Marilyn Monroe and Princess Diana, while
Kikuchi painstakingly cranks the handle of a
machine he built himself, hundreds of times, to
generate images of Campbell’s soup cans. Both
appropriate the works of canonical art-historical
figures as source material with disarmingly
brazen ease. Their willfully excessive time
and labor finds a counterpart in the practice
of Kamide, who transforms coloring book
pages with American comic-style illustrations
into large-scale aluminum sculptures. U-die,
Kikuchi, and Kamide each stage acts that appear
ostensibly pointless, but are presented with a
mix of humor and stylish indifference, distancing
their work from the current flood of thoughtless
and aggressive imagery as epitomized by the
output of generative Al. Meanwhile, Kurimune
creates hazy portraits of fictional women,
composed by blending multiple images and
layering them beneath lenticular lenses. What
emerges are female figures with small faces,
wide eyes, plump lips, and well-defined noses,
designed to read as “cute” and “beautiful.”

Created entirely through digital means, these

unreal images reflect the fabricated ideals of
femininity that serve the patriarchy. The belief
that such standards are right or desirable
remains deeply rooted in society, and walking
through PARCO, it is clear that they are imposed

regardless of gender.

Miyata Sayaka translates glitches in human
perception and social systems into embroidered
images. Using a sewing machine programmed
with deliberate bugs, she stitches plant forms
that burst with life, even as their frayed threads
and void-like gaps evoke decay. The incomplete
shapes of the flowers, their garish colors, and
the clashing patchwork of fabrics all seem to
resist simplified, idealized beauty. Nearby,
Okamoto Akira returns to photography’s core
principle, the recording of light, as a means
of eliciting introspection about the world’s
underlying beauty. He has developed a unique
technique known as “photobrush” in which
photographic paper or film is exposed to light in
total darkness, producing abstract images that
blend the three primary colors of light. Bathed in
this radiant light, we are reminded that society
and the world itself bears the structural flaws
symbolized by Miyata’s glitched embroidery.
Atsuchi Tomoko paints the chaos that lies at the
heart of both. Her paintings have elements of
figuration, but their subjects remains elusive:

a tree floating in a crimson sky, a dog wrapped
in plastic and a limp hand, a tranquil landscape
suddenly interrupted by an entirely different
scene. Her work resists linguistic interpretation,
drawing the viewer into a state of disoriented
unease. Atsuchi has developed a means of giving
form to her own impressions, memories, and
fragments of thought before they take shape in
language. The disquiet pervading her canvases
reflects the inarticulate awe humans instinctively

feel when confronting the world.

This has been a brief look at the practices
of the participating artists. U-die, Kikuchi,
and Kamide explore themes of image and
consumption; Kurimune and Miyata examine
value systems and the social structures
underpinning them; and Okamoto and Atsuchi
reflect on how we perceive the world and society.
The exhibition brought together artists whose
work, to varying degrees, connects with PARCO’s
history and role as not only a commercial facility,
but also a cultural hub that has helped shape how
people live, behave, and think. When I visited,
the exhibition area saw a steady flow of visitors.
While this is just a personal impression, most

visitors seemed to have dropped in casually after

noticing the exhibition in passing. The entrance
was not clearly marked by walls or glass, and the
fact that admission was free likely encouraged
people to wander in out of curiosity—wondering,
“What is this?”—much like stumbling upon a piece
of clothing in a shop and falling for it. If the aim
was to offer access to high-quality works and to
connect PARCO visitors with contemporary art,

then this exhibition succeeded in many respects.

That said, from an exhibition-design
standpoint, I felt that the intrinsic power of
the works was not fully brought out in the
space, and this made it difficult to decide how
to document or evaluate the show. Simply put,
I wasn't sure it could even be considered an
exhibition in the conventional sense. Given its
aim of offering a casual, pressure-free encounter
with art, the simple presentation may have
been intended to help visitors imagine the
works in their own homes. However, if works
are curated in a collective context, and if this is
to be treated as an exhibition, then factors like
lighting, spacing between works and captions,
and display methods all take on importance.
Especially in a commercial space like PARCO,
creating a distinct environment for the works
seems all the more necessary to distinguish them
from product displays. Because that boundary
was blurry, the curatorial logic remained hard to
read. I am not arguing for a museum-style set-
up where exhibition values reign supreme, but
any show of art, wherever it is held, depends
on dialogue among the works and on a spatial
strategy that makes that dialogue convincing.
Works are open texts, brimming with
possibilities, whose appearance and meaning
shift with the order and context in which they
are shown. Deciding how they should be read,
and what conditions will support that reading, is
first and foremost a curatorial responsibility, but
developing an approach in collaboration with
the artists and other participants is both a shared
challenge and a process of great significance for
everyone involved. The process of collaborating
to find the best possible approach within given
constraints allows new connections to form
and relationships to take shape, a dynamic that
embodies the “CO” standing for “collaboration”
in the exhibition’s title. If this project continues
in the future, I hope the participants will explore
display issues more deeply together, as I believe
doing so could push their forms of collaboration
one step further.

! https://www.artosaka.jp/2025/jp/event/991/
(last accessed on June 19, 2025)
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Talk Program —Date & Time: Saturday, May 24, 2025, 15:00-17:00
Artists’ Careers and Gallerists’ Roles / Potential of the Shinsaibashi Area

In line with the theme, three exhibiting artists and two gallerists based in the Shinsaibashi area spoke from their respective
perspectives about the backgrounds of their work and exhibitions, as well as their relationships with one another. The venue drew a
diverse audience, ranging from young visitors who stopped by casually to seasoned art collectors with strong ties to local galleries.

Speakers: Atsuchi Tomoko (exhibiting artist), Okamoto Akira (exhibiting artist),
Komoda Toshimitsu (Marco Gallery), Okada Shinpei (Tezukayama Gallery)
Performance: Kikuchi Kazuaki (exhibiting artist)

Moderator: Sakuraoka Satoshi (Director, Association for the Promotion of Contemporary Art in Japan / Finch Arts)

Documentation: Kawanishi Haruka (Association for the Promotion of Contemporary Art in Japan)

-

bl

The first speaker, Atsuchi Tomoko, began
by discussing her recent move from Kyoto,
where she had been based for many years, to
Shiga. She said that the change in her living
environment had prompted her to focus on
“new landscapes” and “a sense of distance” in
her current practice. Okada of Tezukayama
Gallery, which represents Atsuchi, described
the evolution of her painting style. He
noted that while her earlier works featured
compositions incorporating multiple vanishing
points and nested spatial structures, her
recent work has taken on more introspective
tone, engaging closely with emotional and
psychological landscapes.

Atsuchi spoke candidly about the difficulty
and uncertainty she feels when speaking about
her own work. While she recognized the value
of texts written by others, she also emphasized
that “there are definitely things that cannot be
expressed in words.” She discussed Nikonen,
an independent art newspaper she has been
publishing for the past ten years with fellow
artists from her university days, and reflected
on the importance of spaces where artists
critique each other’s work. She also spoke
about the value of criticism that takes time to
reach its audience, in contrast to the immediate
consumption typical of social media.

She also reflected on the development of
her career, recalling that when she held her
first solo exhibition at Taro Nasu in Tokyo
in 2009, while still a graduate student at
Kyoto City University of Arts, she was unable
to place her trust in uncertain things like
emotion and sensation, and felt conflicted
as she navigated the pressure of aligning
with others” expectations. As she continued
working with different galleries, she began
to feel the difficulty of those relationships

and the need to take more initiative
herself. It was during that time that
she encountered Tezukayama Gallery,
where she held her first solo exhibition
in 2020. Okada described that show

as a turning point, noting a shift in
Atsuchi'’s state of mind and approach
to painting. He expressed both the
“@;,,2,2"' joy and responsibility of sharing that
“_,,,_ moment and building a collaborative
relationship between gallery and artist.

Next, Okamoto Akira spoke about

how he approaches the photographic
development process as a form of
drawing. Rather than using a camera,

he works in the darkroom by directly exposing
photographic paper or film to light. He has
developed a technique he calls “photo brush,”
which applies the additive color process of red,
blue, and green light to generate color from
within the paper.

At Osaka University of Arts, he majored
in painting but struggled to connect with
conventional methods. Instead, through trial
and error in the darkroom using developing
solutions, he gradually established his own
unique approach. After graduating, with limited
opportunities available in the Kansai region, he
began taking overnight buses to Tokyo, carrying
his works on his back as he went from gallery
to gallery. This eventually led to a relationship
with Gallery Tsubaki in Ginza, where he held
his first solo exhibition in 2004.

Later, through an introduction from
a Korean fellow artist, he began working
with Yoshiaki Inoue Gallery, where he has
continued to exhibit for nearly 20 years. For
his 2019 solo exhibition raum, he presented
around 40 works using two distinct installation
methods: at Yoshiaki Inoue, they were
arranged in horizontal bands of color, while

at Tsubaki, they were installed in a more

random configuration. This contrast reflected

his darkroom process, where he works without
defining the top or bottom of the picture.
Although color is not visible in the
darkroom, Okamoto explained that after twenty
years of experience, he works by sensing, as
though he can see. In recent years he has also
been exploring the printing process itself,
producing works such as the Photo Variation
series, which involves layering multiple
exposures of film. “Photography is a highly
industrial process—a perfectly closed, self-
contained system,” he said. “But by extracting
and isolating just one element of that system,
you can reframe it as a completely different
technique. That's the space I work in.”

In the second half of the program, two
gallerists based in the Shinsaibashi area gave
presentations. The discussion reaffirmed the
importance of commercial galleries not only
as venues for showcasing artists’ work or as
businesses that facilitate sales, but also as
long-term partners who support the artist’s
development and grow alongside them.
Moderator Sakuraoka returned to this point
several times, making it a key recurring theme
throughout the session.

The area spanning Shinsaibashi and
Minami-senba is home to Marco Gallery,
Tezukayama Gallery, and Yoshiaki Inoue Gallery
(which represents Okamoto), and is known
for its cluster of commercial galleries within
walking distance. The speakers also noted the
neighborhood’s appeal as a distinctive cultural
zone, popular with young people, where art
intersects with fashion and dining.

Komoda Toshimitsu spoke about the
activities of Marco Gallery through the lens of
his own background. Although he had no prior
connection to art, he recalled a moment during
his graduate studies in law when a professor
told him he “handled words like sculpture”’—

a remark that stayed
with him and set him
on the path toward his
current role. He also
spoke about his time
working as a vintage
clothing buyer, where
he was captivated by
the unique presence
of garments over a
hundred years old
and found joy in

sensing the historical context woven into the
fabrics. That sense of discovery and emotional
resonance mirrored what he felt when
encountering art, and became the motivation
behind founding his gallery.

Marco Gallery opened in 2020. Komoda
recalled that, with little prior knowledge, he
had to start from scratch with basic issues such
as “What does installing and removing artwork
involve?” and “Who buys art?” One episode
from that time involved packing friends’ works
into rolling suitcases and setting out to sell
them during the pandemic, an experience that
captures the spirit of how the gallery began.

Today, the gallery operates three spaces:
Marco Gallery on the first floor, Marco Shop
on the third floor, and PoP, an exhibition
space on the fourth floor in which Okada from
Tezukayama Gallery is also involved. PoP
presents unique projects that invite people from
outside the art world to serve as guest directors
and curate exhibitions from a non-specialist
perspective. The gallery also emphasizes the
intersection of art and fashion, developing new
ways to connect with younger audiences such
as producing clothing based on artists’ concepts
for each exhibition and selling them at Marco
Shop. Since shortly after opening, they have
also participated in international art fairs such
as Art Taipei in Taiwan and Frieze Seoul in
Korea, and they continue to collaborate with
companies and local communities.

Komoda underscored the importance
of relationship building, saying that “artists
and collaborators are all teammates,” and
highlighted the value of direct, on-site
dialogue. He aims to create an environment
where the gallery serves as a platform for
artists and collaborators to connect and work
autonomously, grounded in mutual “love and
respect.” Looking ahead, he said he hopes to
explore new directions while preserving this
spirit of openness and teamwork, in order to
carry the gallery’s work into the future and
connect with the next generation.

Okada Shinpei then spoke about
Tezukayama Gallery, which was founded in 1992
by director Matsuo Ryoichi in the Tezukayama
area of Osaka and relocated to Minami-horie in
2010. While the gallery now primarily focuses on
young and mid-career artists, it also continues
to showcase earlier movements and older works
that it featured in its early years. Among its
exhibitions are those that reveal the continuity of
art across different periods.

In 2016, the gallery added a Viewing
Room on the same floor as its main space, and
together, the two spaces serve as venues for
two exhibitions annually. The core staff consists
of four, with Matsuo and Okada taking the
lead on exhibition planning while proactively
incorporating proposals from younger team
members. The gallery makes dynamic use of its
two distinct spaces, and also regularly presents
artist-organized exhibitions.

Tezukayama Gallery participates in six
to seven art fairs each year, both in Japan and
abroad. Okada noted that since the pandemic,
their participation has been roughly evenly split
between domestic and international events.

He shared examples of
overseas fairs the gallery
has joined, including
Sydney Contemporary,
Dallas Art Fair, and Kiaf
Seoul. He explained that
the goal is “not just to
show works, sell them, and
go home, but to build close
communication with other
participating galleries,

not limited to overseas
ones, so as to create more
opportunities to exhibit
outside Osaka.” These sy
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efforts have already led
to joint exhibitions with Aki Gallery in Taiwan
and Gallery Chosun in Korea.

He also shared examples of collaborations
with external partners, such as commission
projects with real estate companies and product
development with apparel brands based on
the work of artists represented by the gallery.
Tezukayama Gallery supports the development
of artists’ careers not only through exhibitions,

but also through a variety of other initiatives.

At this point, there was a live performance
by Kikuchi Kazuaki, an exhibiting artist
affiliated with +1art in Tanimachi 6-chome.
Visitors are not permitted to physically interact
with his work during the exhibition, but this
special demonstration allowed viewers to
experience his process and better understand
the concept behind the works’ creation. Kikuchi
performed CUT #2 on site.

Based in Kyoto, Kikuchi produces his
work while also working at his family’s metal
processing factory. He uses the factory’s
machinery to design and fabricate devices,
which he then uses to make his works. For this
exhibition, he presented his Soup Cans series,
which references Andy Warhol's Campbell’s
Soup Cans, along with CUT #2, inspired by
Lucio Fontana's Spatial Concept.

CUT #2 is a mechanism with cutters
mounted on three belts. Turning the handle
thousands of times causes the internal blades
to very slowly slice through the canvas. While
it incorporates a bicycle-like gear system,
it is engineered not to amplify force, but to
maximize resistance and slow the motion to
its limit. Because of this design, thousands of
rotations are required to cut the canvas. During
the five-minute performance, the movement
was so gradual it was nearly impossible for the
audience to perceive with the naked eye.

Soup Can Making Machine is a device
that reproduces images of soup cans through
the laborious act of manually turning a
handle thousands of times. Warhol originally
presented the soup can as a symbol of mass
production, and fast fashion brand Uniqlo
went on to literally mass-produce T-shirts with
these images. Kikuchi’s machine reinterprets
this icon of consumption through a highly
labor-intensive, inefficient process, forming a
paradox in which a symbol of mass production
is reproduced through unproductive manual
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labor. He explained that in a society driven
by efficiency, his work makes a point of
foregrounding the creation of “useless time.”

During the Q&A session at the end, an
audience member asked about the growing
number of artists who do not have gallery
representation. While the traditional model
involves artists being affiliated with a gallery
that supports them by staging exhibitions
and participating in art fairs, some artists—
especially those skilled in self-promotion and
communication—are able to secure exhibition
opportunities independently. In fact, there
are artists who have successfully built careers
in Europe and the US entirely through their
own efforts.

However, not all artists are able to take this
independent approach to their careers, and this
is why galleries that think and work alongside
artists remain essential. Artists’ priorities are
diversifying, with some placing greater value
on commercial outcomes than on securing a
place in art history, while others focus on how
to sustain their practice within everyday life.
Sakuraoka concluded that galleries will need
to be increasingly flexible in supporting artists’
career development.

Although the talk lasted two full hours,
the entire audience stayed from beginning to
end, listening closely and laughing from time
to time. Opportunities for artists to speak
openly about their relationships with galleries,
and for gallerists to talk about what they do,
are surprisingly rare. Commercial galleries
are still not widely known in Japan, and even
among those who are aware of them, many
find them somewhat intimidating. However,
galleries play an essential role in supporting
contemporary artists and, together with
museums, shaping the art scene for future
generations. Unlike museums, where speaking
directly with a curator is rare, galleries are
places where visitors can easily ask questions
and talk with staff about the works and the
artists. We hope that both this exhibition and
this talk encouraged visitors to feel a bit closer
to contemporary art and the world of galleries.
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Explore, stamp, and create your own original stamp art! Kansai Art Annual 2025 “CO” Art Stamp Rally
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During the Kansai Art Annual 2025 “CO” exhibition period, an original stamp rally was held across seven
venues, including the main exhibition site.Those who visited four or more venues received a special gift.
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