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Kawata Satoshi: Techne for the Public

Saturday, July 16-Sunday, October 6, 2024
The Triangle, Kyoto City KYOCERA Museum of Art

Organizer: City of Kyoto

Sponsor: COHJU corporation

The Triangle

The Triangle is a space newly created for the reopening

of the Kyoto City KYOCERA Museum of Art. It aims to nurture
emerging artists, especially those associated with Kyoto,
and to provide opportunities for museum visitors to experi-
ence contemporary art. In order to connect the artist,
museum, and viewer in a triangle and deepen those connec-
tions, the space hosts an eponymous series of special
exhibitions and presents new artistic expression from Kyoto.
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Techne for the Public (detail) on view at Northwest Entrance (ground level)
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When It Becomes Art

I am fascinated by Japan’s homogenized landscape. Public
works, the notion that inspired part of the exhibition

title, is a major factor in driving the economy of moun-
tainous Japan through national land development projects.
At the same time, it has also led to the homogenization

of country. I referenced public works in the sense of con-
veying the importance of the architectural foundations

of mural painting.

Slopes reinforcing the sides of mountains that have
undergone development reveal the idiosyncrasies of
the land. It is similar situation with overhead power lines,
with rows of transmission towers extending from the
massive power plants along the Sea of Japan coast and cut-
ting across the mountains. Thanks to the electricity that
is transmitted by these lines, we are able to live untroubled
lives. This is one of the archetypal vistas of the contem-
porary Japan landscape, made possible by thorough safety
management. For my generation, this peaceful landscape
has existed since the time we were born.

Over and over again, I have come face to face with the
inherent difficulty of frescoes. Most of the time, the chal-
lenge lies in how to pull off the support for the artwork
in the venue. You have to bring in materials disproportion-
ate to the orderly exhibition room and maintain a balance
between the space and a creative process that includes
many elements, both temporal and physical, with a ten-
dency to deviate from conventions.

Last year, I was involved with a project at my for-
mer university to remove a mural from the president’s
office and transfer it to the new campus, which became

an opportunity to reconfirm that the techniques I use in
my practice go right back to my student days. I was pretty
happy that the pedagogical approaches of my alma mater
had taken root without my realizing it.

Once a mural is integrated fully into the architecture,
it attains its purpose as a form of artistic expression. I
do not believe, however, that this is something to view.

The use of strappo at the end of the exhibition to
remove the murals reflects my intention to appeal to the
future of a mural that is dismantled. This also consti-
tutes a modest resistance to the contradictory nature of
exhibiting a mural. Detaching is a very violent act,
and there was a time in which I found it very hard, as if
I was removing just the surface of something alive and
then making a taxidermy. But there is a subtle difference
between strappo done in an exhibition gallery and in a
studio. Having reached the end of the exhibition, the mural
has grown accustomed to the space over the passage of
time and part of the architecture (at least, that is my wish).
The act of removing that might seem very painful, but it
is the moment when the mural transforms into a work
of art. The art space is, in a good way, not alive. The beliefs
and ideas of the artist exist only to be temporary. Murals
breathe life into a nonliving space for the period of the
exhibition, and have the ability to change a living space.
Detaching the mural is a practice that saves proof that
the space was alive.I am grateful for being allowed to do
that for this exhibition.

A confrontation with architecture is perhaps the
privilege of murals and public art, and where art demon-
strates its social engagement. The murals that engaged
with the architecture for roughly three months are now
resting quietly in a warehouse, stored in cardboard tubes.

Looking back, that I like and use vivid colors, and
transform murals into something soft perhaps evinces a
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readiness to go anywhere and not become too heavy; a
mindset of not wanting to lose that lightness so that I can
accept reality, and somehow endure our ever-changing
society. Vibrant, eye-catching colors are fun and enriching.
Art in an open and accessible place enriches people, and

I want to continue exploring that potential in the future.

Kawata Satoshi
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Kawata Satoshi at work on Techne for the Public (basement)
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Fresco

For this work, a moisture-proof sheet
was attached to an existing wall,

and plywood covered in a wire mesh
was nailed to the wall to make a sup-
port. That was coated in a plaster made
from slaked lime, sand, and water,
onto which the underdrawing was pro-
jected, and then painted with water-
mulled pigments while the plaster was
half dry. The plaster reacted with the
carbon dioxide in the air, and the pig-
ment set when the plaster turned

into crystalline limestone. The buon
fresco technique utilizing the chemical
reaction of plaster was established in
Italy in the mid-thirteenth century and
was immensely influential on subse-
quent murals due to its durability over
long periods and vivid colors. Kawata
learned the technique in a mural class
at university, and spent around two
weeks in the gallery creating and install-
ing the work in the basement space.
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Installation view of Techne for the Public (basement)
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Techne for the Public (basement, detail)
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Techne for the Public (basement, detail)
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The work features up to three layers of plas-
ter. After the first layer was fully dry, the
painted parts were coated with fresh plaster
and then colored before it dried. As such, the
edges of the layers are not smooth.

Lifitd
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Left and right
Techne for the Public (basement, detail)
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Strappo
The works in the basement gallery and above
ground share the same title, but were made
in totally different ways and with differ-
ent materials. Though also a mural, the above-
ground work was then transferred to fabric
using the strappo technique. In strappo, the
mural is coated in glue and then paper or
fabric placed on top, forming a temporary
support for the mural and making it possible
to peel off the upper layer of the painting.
After the work peels off nosily yet naturally, it
is attached to another support (for this work,
cotton) using an insoluble adhesive on the
back (which was previously part of the wall),
and the glue on the front then washed off
with warm water. The pigment is left as it is so
the mural is protected by the crystalline lime.
Kawata first made a fresco in his studio
and then created the work through the proc-
ess above. He did this with the idea of see-
ing the reverse of a mural, which is an expe-
rience usually only enjoyed by the artist
or conservator-restorer.
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Techne for the Public (ground level, detail), seen from behind and inside the venue

The front of the work was viewable from outside the building and the reverse from inside, with visitors looking through the support to view the images.
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Techne for the Public (ground level, detail)
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Left and right: Techne for the Public
(ground level, detail)
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Left and right: Techne for the Public
(ground level, detail)
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Installation view of Techne for the Public (basement)
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Fig.1

ClUF E 3% 2022) 2022 | Uk A&t Fi3E, 240 11472 X455cm | HIEG T bkl tko s g
R RSB R 2 Ak, AR HAR L | 22 0 UL B A S A0 AR R | 5 B B A

Seto Scenery 2022|2022 | Pigment, engobe, glaze, tile | 1472 X455cm | Production support:

X'S Corporation, Sugiura Seito Co., Ltd., Kajita-enogu | Collection of Aichi Prefectural
Ceramic Museum | Photo: Yokoyama Masaki
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Fig.2

Fig.4

([still moving final: 9oL D & S| Rk
H5IREL7 0T 1) [ 2023 4 | Wiffie Ak 5UE T
SEERRE X S — | R ORES

Kyoto City University of Arts Relocation

Commemorative Program: President’s Office
Mural Removal Project (Phase 2) Still Moving
Final: Utsushi no Manazashi|2023| Image
courtesy of Kyoto City University of Arts
Gallery |Photo: Koroda Takeru
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Homma Takashi’s Tokyo Suburbia (1995-98)
features suburban homes and residents.

In Japanese Patterns (Tokyo: Asahi
Shinbunsha, 1992), Shibata Toshio photo-
graphs dams and the construction of other
such public works projects, vividly cap-
turing how the humanmade coexists with
natural scenery. Among projects, Toride Art
Project (1999-) is one of the most famous.
Saito Jun’ichi, Publicness, Tokyo: Iwanami
Shoten, 2000, pp. 8-11.

Vandalism here denotes intentionally
breaking, damaging, or graffitiing of public
or private property. Such acts indicate

or induce a breakdown in law and order.In
Japan, like most countries, vandalism is
punishable by law.

Murals That Ask Questions

The Suburban Ur-landscape

After World War II, Japan experienced rapid urbanization
and suburban residential areas sprang up in response to

a housing shortage. In the 1960s, with the development of
road networks, the urban sprawl of Greater Osaka accel-
erated. This resulted in a homogenized landscape of resi-
dential areas and roadside shops. From the 2000s, subur-
ban populations began to decrease and people started

to return to urban centers, with the consequence that
aging in residential suburban areas is now a well-known
social problem that the public sector is attempting to deal
with through various initiatives. Seemingly in response
to this shift, works and art projects are increasingly explor-
ing the theme of the suburb.!

The situation is similar in Neyagawa, the city
where Kawata Satoshi was born and raised, and which
emerged as a commuter town on the outskirts of Osaka.
Historically, many artists have pursued a single theme
or subject matter over the course of their oeuvre. Having
lived through the 1990s and 2000s in Neyagawa, Kawata
inevitably found his interests pulled toward the suburb
as his ur-landscape.

Public Entities: Public Works, Murals, Art Museums
The exhibition title, Techne for the Public, references
public works, a category of public-facing infrastructure
in which a government body finances a project for the
greater community. It connotes the artist’s intention to
highlight the public nature of wall paintings. But what
is public?

The word public has three main meanings.2 Firstly,

the official; that which relates to the nation-state, or that
which is controlled by the state or authority. Secondly,
what is common to everyone—public goods, public wel-
fare or social norms, though such things may at times
restrict the liberty of the individual. And thirdly, what is
open and available to everyone; what is accessible to all.

According to this, public works produce the infra-
structure for our lives and activities, and constitute
an act of governmental authority that rules and trans-
forms national land.

A mural or wall painting is undertaken on a piece of
architecture or outdoor structure, and is highly public
in the sense that lots of people can generally see it. On the
other hand, murals have also been used as a means of
indoctrinating the faithful (such as with Christian wall
art), of enlightening viewers with low literacy (such as
1920s Mexican murals), and of facilitating the rule of the
nation-state.

Particularly since the 1990s, artistic practices have
emphasized communities over openness/accessibility,
as evident from the uptick in art festivals and projects
held around Japan, and these have a tendency also to have
goals related to public policy. Many examples now exist
of murals as a form of street art that is not mere van-
dalism,3 but rather protects and extolls the identity of
socially oppressed groups of people.

Which brings us to the question of the public nature
of an art museum.

An art museum is an institution that preserves, col-
lects, and studies works of art, and then exhibits the
results of those efforts—it is, as such, a place and insti-
tution for artistic expression. Nonetheless, we cannot
describe the art museum as a place that accepts all forms
of expression.

An art museum is a medium for passing on works to
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4 Narihara Satoshi, “The Art Museum as an

Institution: ‘Sites’ and Intermediaries

of Artistic Expression,” in Arts of/as the
Society Forum Management Committee,
ed., Arts of/as the Society: Recreation

of the relationship between society and art,
Tokyo: Film Art, 2016, pp. 120-132.

Aichi Prefectural Ceramic Museum Curatorial
Department, ed., The Fragments of Homo
Faber: The Future of Humans and Crafting,
exh. cat., Seto: Aichi Prefectural Ceramic
Museum, 2022, pp. 92-93. “Production
Report: Seto Scenery 2022 (Kawata Satoshi),”
X-iS (website), https://x-s.jp/2022/08/
20220802-report-homo-faber (accessed
November 1, 2024).

The architect Aoki Jun, who also serves as
director of Kyoto City KYOCERA Museum of
Art, uses the word harappa (empty lot, such
as one in a neighborhood where children
play) to describe spaces that paradoxically
enable various forms of creative expression
through deviating from their goals, and
utilized it in his design for the museum. A
white cube, he says, is a “safe place for
artists.” Aoki Jun, Making Spaces, Matsudo:
Okokusha, 2024, pp. 120-32.

Dépaysement is a French word meaning a
change of scene, referring to a sense

of disorientation, dislocation, or displace-
ment. It is also a technique employed by the
Surrealists. By detaching things from their
contexts, and placing alongside other
objects, dépaysement aims to defamiliarize.

audiences, an entity that protects works and determines
their value. It is also a place managed by curators and,

at times, plays a role in excluding certain works.4 As

is commonly said, the art museum in Japan was arguably
not at first a place for exhibiting public goods given

to civil society by the monarch, as the museum had orig-
inally been in the West, but more often a place that was
temporarily rented for commercial displays of products by
corporations and for exhibitions held by external art
associations and newspaper publishers, and museums in
Japan continue to have, in part, a similar character today.
While the museum possesses a public nature in the

sense that it is a place where anyone can enter, this is made
ambiguous by its inherently closed nature in terms of
what is exhibited in the museum.

For an art museum to be public, it must not only
exhibit works but also variously explore the relationship
between viewers and works. Through this framework,

I would like to consider Kawata Satoshi’s works in
the exhibition.

Kawata Satoshi’s Exhibition Space and Motifs

The Triangle is a venue that appears rather abruptly, espe-
cially with its protruding glass walls, in Okazaki, an area
of Kyoto with many historical and monumental struc-
tures, not least the Imperial Crown architecture of Kyoto
City KYOCERA Museum of Art’s main building and the
large torii gate marking the entrance to Heian Shrine.
Exhibiting Kawata’s Techne for the Public, a huge mural
measuring 47.18 meters across and 2.92 meters tall, above
the ground constituted an intervention into the land-
scape (p. 3). What the work depicts is the infrastructure
for conveying resources from the regions to the city,

and a landscape shaped by that infrastructure—both the
ur-landscape and reality for Kawata, who was brought

up in a commuter town and currently lives in an area that
is suffering from depopulation.

As if to challenge the closed nature of the art museum,
which stipulates what is exhibited and for whom, the
work was available for anyone to see. Given that it is visi-
ble even from afar, the work has a highly public nature.

We can make a comparison with Seto Scenery 2022
(2022, Fig. 1),another work by Kawata of a similar scale that
was shown at Aichi Prefectural Ceramic Museum. When
the exhibition ended, the work was removed, but then
installed again after the museum announced it as a new
acquisition. Seto Scenery 2022 is a highly site-specific
piece created in partnership with local tile makers and
ceramic stores, and dealing with the urban landscape
of Seto that is changing with the decline of ceramics in
the region.®

Though the above-ground iteration of Techne for the
Public employs a different technique to Seto Scenery 2022,
it is likewise replete with the spatial contexts of the site,
even ignoring the fact that it was a new work made espe-
cially for the exhibition, in that it is a highly abstract
mural that uses plaster transferred to fabric as its support,
and which was thrown onto a neutral space of glass and
iron® in a manner evocative of dépaysement.”

The version of Techne for the Public in the basement
space comprises two, and in part three, layers of plaster
(p. 12). The first layer features images of the concreted sur-
faces that cover and reinforce mountains, and the trans-
mission towers that distribute electricity from the power
plants to other parts of the country, rendered in brown
and light blue. These geometric, organic color surfaces are
lightly tinged, yet sharply divided through shading and
outlines, and with connected pale blue lines undergirding
the depth of the whole surface.

These rendered images reflect the artist’s gaze on
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8 See Kawata’s self-published booklet Guide
to Suburban Tourism (2020).

9 See the flyer and 3D digital archive for
Kawata Satoshi, Taro’s Color and Form x
Public, in Taro Okamoto: Dreams of Art
(Part 2, Scene 4), Museum of Contemporary
Ceramic Art, Shigaraki Ceramic Cultural
Park, https://digital-museum.sccp.jp/
osusume/kamiwazanippon-2-1 (accessed
November 1, 2024).

10 Kawata majored in oil painting at Kyoto
City University of Arts. Yamazoe Koji (cur-
rently emeritus professor at the university)
started teaching murals, including fresco
techniques, to students on that course in
1968. The curriculum apparently included
the whole process from the underdrawing
to strappo. This was discussed at a talk
held with Kawata Satoshi and Akamatsu
Tamame on October 5, 2024, to mark
the end of the exhibition. In fresco, the fun-
damental approach involves first painting
with the dark reddish-brown pigment sin-
opia and then adding more vivid colors like
reds, yellows, and greens.

11 Based on notes made by museum volunteers.
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the landscape. If you travel from a suburban area to the
city and look out the window of a car, as Kawata must have
done, you see a gradually shifting vista of forests and
transmission towers in the distance, and, in the middle
distance, slopes, roadside greenery, and, as you get closer
to the city, signs for chain stores that appear at certain
intervals, and weeds in the foreground that swiftly slip
out of sight.8 Kawata freely positions these motifs on
the second or third layers of Techne for the Public in vivid
orange, green, and yellow linear forms. If we apply this
interpretation to the work, Kawata’s direct experience
seems analogically expressed by the layers as an analogy.

There are two key points to highlight about this
work. The first is how it was made. It took around two
weeks to complete from the initial construction to the
painting. Except for certain parts of the process, Kawata
did everything himself, and the speed at which he worked
and the amount of work he accomplished was astonish-
ing. As we might expect from someone whose interests
originally leaned toward graffiti, Kawata’s approach
was highly improvisational, ascertaining the colors and
shapes on-site as he worked.® The meticulous prepara-
tion that Kawata does, as described below, plays a big part
in this improvisational quality.'®

The second key point is that the motifs on each layer
of the work are all based on an underdrawing, and several
appear across different layers. The top (third) layer on
the edge of the wall on the left (northeast) side of basement
gallery featured an image of a butterfly (p. 8) that seems
to have just grown wings, emerged from its chrysalis, and
be about to take off. The same image also appeared at
the entrance to the gallery in a different color. This method
of iconographic duplication reflects the repetitive land-
scape of similar chain stores and greenery found all
along arterial roads. Indeed, the artist himself succinctly

conveyed this when he told me that certain diagonal lines
were meant to be the logo for McDonald’s as seen on signs.
As Kawata has said in the exhibition’s artist state-
ment and talks, he discerns significant meaning in exhib-
iting in a space that is not originally intended for art.
Given that the white cube basement gallery is a space for
art, filling it with an artwork negates this and turns the
work itself into the background. What then appears is the
space itself, such that the confusion of some visitors
that led them to ask the attendants for help in identifying
the work from the space was not an entirely wrong
response to have."

The Public Nature of a Detached Mural

To mark the end of the exhibition, Kawata carried out a
performance on October 5 in which he removed the base-
ment work using the strappo technique (p. 13). Kawata
first coated the mural with glue, cotton, and cheesecloth,
which formed a support (Fig. 2) for the work so that when
he pulled, the mural easily detached from the plaster (though
this ease is not guaranteed, but the result of Kawata’s
experience and skill with the technique), and in about just
ten minutes had transposed the work from a study wall
surface onto a light cloth, to spontaneous applause from
the audience (Fig. 3).

This cloth mural was just another stage in an ongoing
process, with the work ultimately transferred again to
another support (cotton and canvas). This process enabled
the long-term preservation of a work that would oth-
erwise be lost at the end of an exhibition. Frescoes are
highly durable, capable of lasting centuries, but Kawata
rather turns the temporal limitations of facilities and
institutions to his advantage, and succeeds in transform-
ing the mural, installation, and surface as well as the
form of the work itself.
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12 Kyoto City University of Arts Relocation
Commemorative Program: President’s
Office Mural Removal Project (Phase 2) Still
Moving Final: Utsushi no Manazashi,
https://gallery.kcua.ac.jp/en/archives/2023/
10135/ (accessed November 1, 2024).
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Having been highly public during the exhibition, the
mural changed through the process of being removed
and stored away. But this was not a change from a public
object to something that is private and unviewable. As
Kawata has done at his alma mater (Fig. 4),"2it was a change
into something with the capacity to involve interaction
and collaboration with various others.

To what extent can we engage with a mural’s potential
to change? This question perhaps guided the exhibition—
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perhaps we might even say the museum—toward the pub-
lic. The exhibition morphs and continues, all while prob-
ing how it interacts with us.

And Kawata rolled up his strappo-detached work and
skipped out of the gallery.
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Kyoto City KYOCERA Museum of Art

Miyashita Takaharu, The Renaissance of Frescoes: The Beauty of Florence in Murals, Tokyo: NHK Publishing, 2001.
Arts of/as the Society Forum Management Committee, ed., Arts of/as the Society: Recreation of the relationship between society and art, Tokyo: Film Art, 2016.

Aichi Prefectural Ceramic Museum Curatorial Department, ed., The Fragments of Homo Faber: The Future of Humans and Crafting, exh. cat., Seto:

NBIE EEA

The Triangle Kawata Satoshi: Techne for the Public



Kawata Satoshi - With The City, and Its Uncertain Walls, Amalove A-Lab,
Amagasaki, Hyogo
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L£XHEARAP Techne for the Public (1F) 1F

4718 X2.92m 4718 X2.92m
R EERL BB SRR ERL KT AR Plaster, pigment, glue,

synthetic resin paint,
ELLHEARBIF water-based rubber, cotton fabric
35m X2,.98m Techne for the Public (B1F)

R ERL SR, ERBIE 2L BEREIR 35%X2.98m
Plaster, pigment, metal mesh,
synthetic resin paint,
structural plywood panel

B1F

* MERE R T 2024 FHIME. (ERE. | FRY 1 X (IE XSS EHEIERIC DS BEEEE/m)
* All works made in 2024 and from collection of the artist. | Dimensions are given in meters (width X weight).The width is the sum total of the individual supports.
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Three talks were held as a learning program for the exhibition.

The first was a talk with Kawata Satoshi in which he looked back on the
major works and activities in his career, and also discussed the new works
he presented in the exhibition.

The second event featured Kawata and Irizawa Masaaki talking about the
topic of public space and murals. On the occasion of Kawata’s Seto Scenery
2022 becoming his first work to enter the collection of a public art museum,
they compared The Triangle, Kyoto City KYOCERA Museum of Art, which
exhibits works temporarily in public space, with Aichi Prefectural Ceramic
Museum, where Kawata’s work is permanently installed, and discussed the
meaning that exhibiting holds in each venue.

The third event featured Akamatsu Tamame, Kawata’s former teacher and
now president of Kyoto City University of Arts. Their conversation focused on
how the strappo technique Kawata uses in his work has passed down to artists
in the classroom, forming an incubator for artistic practices.

Learning Program 1: Artist Talk with Kawata Satoshi

Saturday, July 20, 2024, 2-3:30 p.m.

Venue: Lecture Room (Main Building B1F)

Speaker: Kawata Satoshi (exhibiting artist)

In conversation with: Yoshimine Hiromu (Kyoto City KYOCERA Museum of Art)
Learning Program 2: Talk on Public Space and Murals

Monday, September 23, 2024, 2-3:30 p.m.

Venue: Lounge (Main Bulding 2F)

Speakers: Kawata Satoshi (exhibiting artist),

Irizawa Masaaki (Curator, Aichi Prefectural Ceramic Museum)

In conversation with: Yoshimine Hiromu (Kyoto City KYOCERA Museum of Art)

Learning Program 3: Closing Talk with Kawata Satoshi and Akamatsu Tamame
Saturday, October 5, 2024, 3-4:30 p.m.

Venue: The Triangle (Main Building B1F)

Speakers: Kawata Satoshi (exhibiting artist),

Akamatsu Tamame (President, Kyoto City University of Arts)

Moderator: Yoshimine Hiromu (Kyoto City KYOCERA Museum of Art)
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Archive of Process from Setup to Removal
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FrilE

Techne for the Public was created in the

basement gallery during the following period.

Setup

Wednesday, June 26 - Sunday, June 30, 2024
Production

Monday, July 1-Sunday, July 14, 2024
Filming and Editing

Katayama Tatsuki

[E https:/youtu.be/kiOJwibyiQ0O
3
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Preparation for Mural Relocation

Saturday, September 28~
Wednesday, October 3, 2024
The Triangle (Main Building B1F)

E_! https://youtu.be/Xa9BhAj2COE

LN
10 H5H[+]117:30-18:30
Fh 547 I GREEH 1RE)

Mural Relocation Event

Sunday, October 5, 2024, 5:30-6:30 p.m.
The Triangle (Main Building B1F)

E_! https://youtu.be/4FFJ6CcLMa8

LSS
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Deinstallation

Sunday, October 6-Wednesday, October 9,
2024

E_! https://youtu.be/G1iUtQLhzBg

33 Y rSATo o —— I BAE R The Triangle———— Kawata Satoshi: Techne for the Public



SEAMEA G55

7 BEWRS 3 AR O BE T, 2 H & 1 JEH O Bi2E
RS RA S,

Fi: AfE R OB, FEF MG h., TEHH, Mifize
SRS B AR RO A L 120

Techne for the Public (basement, detail)

Left: The wall surface after removal of the
mural. Paint is visible between the first

and second layers.

Right: The mural after removal. It has been
peeled off the wall and transferred to a fabric
support comprising cheesecloth and cotton.
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Techne for the Public (basement)
After removal of the mural from the walls

——— JIEBHE E A

The Triangle————Kawata Satoshi: Techne for the Public




KIED=AROFA—C T EERIZLD
whniz,

The triangle drawing of the cover is by
Kawata Satoshi.
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