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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 ex-
hibitions and presents new artistic expression from Kyoto.

P rSAT I EIRBER - R oEhL

The Triangle

Hicosaka Toshiaki: Sand Story



Y rSAT oo ERBE  BOERL The Triangle————Hicosaka Toshiaki: Sand Story




Y rSAT oo ERBE  BOERL The Triangle————Hicosaka Toshiaki: Sand Story




7 —TA4AN AT —FXV b

Wi vicir I3zt OFEEL, fELo [RT] #ia 3,
ZOEE DT, W F EIEIET3RIR AP D ERESEI T VL,

3, B bR e o e b BEARN L [EHM ] Thhhob,
Fhteb N E->TWd, BB S AL o [FEM ] THh 5,

MR TH2ECES, FLELERS2OTASE,

Z DR DKL E R k2 S BB DR D B Z LKA

BhEBRABICIE, 2O0RELR Lo D LRI O TV LD EEL L,

_ 1 AL D FIEO NI A AT IENE S, LEVITHIELII R T TLEI &I,
P o s AT Lo toR I, T30 LHIFEB TV

AL, ZRZRD SR —NIIX v v TH D B,

AN OMFIZES RDEADIAATLEIZ LTS,

B0 [FAf7] 23R EZ2DRETHEICHOVTH,
FUEERPEMoL 2 THICALDZRTVARE LB LI L,
FIHoFIcHu R PR T3,

ooz 2 [RIT] 3 ERIANEDLIBERID 3,
WEFAIHIGRENICEZ R 2MFETHY ., 20 2L L [FAT] Tl

HOBHE P FICt->TOMETHEZ L, O LG E 2 E G503,

7% S

5 Y rSATUI EIRBEE Bl The Triangle Hicosaka Toshiaki: Sand Story



Company up the Mountain

Artist Statement

On the pretext of going to pick up sand, I accompany others.
Over the course of that time, a relationship responding to the sand and the other person gradually builds up.

Though a fundamental material that shapes our society,

sand is also is absurdly difficult for us to grasp.

If you pick up sand at a river or on the beach and examine it closely,

you realize that its granularity and color gives it an individual expression.

And yet it is difficult for us to store that expression properly in our memory.

Just as the sand that we hold in our hands slips constantly through our fingers, ultimately returning to the ground,
so too does its countenance slip away just when we think we have caught it.

There is a disparity of scale between humans and sand.

And that’s precisely why people are unable to fully enter the world of sand.

As for me and my companion on a trip to pick up sand,

we share the sensation of looking together at the same sand during the same time and in the same place,
but we are actually looking at different worlds that lie beyond the sand.

And for that reason, there comes a moment when host and guest switch places during the trip.
Sand is an Other, a decisively different entity from us,

and a trip accompanying someone mediated through that sand comes into contact with
the fact that I too am, for another person, an Other, and so I come to know a pleasant kind of solitude.

Hicosaka Toshiaki
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Sand Story A to Z (detail), 2022
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Sand Story Ato Z

“Ato Z"is an editorial approach that takes the first letters and arranges things in alpha-
betical order. Listing up items related to a certain topic from A to Z, a vague outline
comes into view.

In order to engage in dialogue with sand and touch it, I try picking up again

with others the input that accumulated during the time spent going to pick up sand
with someone while wandering around with no clearly fixed destination. I con-
vert that fragmentary input into such forms as text, fabrications, workshops, and
games, and then arrange them on the walls from A to Z. (Hicosaka Toshiaki)
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Bad person
On the way to drop my daughter off at daycare in the morning, we got

into a bit of a fight over some small thing. My daughter lashed out at me,
saying, "Daddy, you're a bad person because you pick up things that are
lying on the ground.” Hicosaka Toshiaki

Carried away
It was fun to hear interesting words and comments from the children.

“Oh! The sand disappeared!” “Where does the sand go?” “Maybe it went
to Mount Daimoniji. "Listening to their words, I wondered if the sand

we touched (together with the time we spent touching it) might be carried
away to some unexpected place. Maeda Minako

Exploratory behavior
When children find something on the ground while walking, they pick it

up with their hands and check it. That may be because children can't
picture what is behind that thing (or perhaps adults can't do that either).
That's why I pick things up, touch them, and hold them in my hands

to check them. Hicosaka Toshiaki

Kids
Does sand stick to kids so much because their hands are moist?
Kamei Tomomi

Ownership

Sand is everywhere and familiar. Who owns this ubiquitous substance?
There is some sand whose ownership is known, but for a lot of it it
remains unknown. Tategami Kotaro

Scale

Sand is the name given to particles between 2 millimeters and

1/16 millimeters (62.5 micrometers) in size. It could be described as the
smallest size of a particle that we humans can pick with our hands.
Our bodies are made up of even smaller particles. A sand hill is like a
model of an enormous body. Maetani Kai

Ukraine

On the early morning of February 24, 2022, Russia launched a large-scale
invasion against Ukraine. The sudden news makes me confused about
what to think about and how. It reaffirms to me the sheer power of violence.
The TV shows cities covered in clouds of sand and dust day after day. I
chat with the KISOJI members while working on a piece. Tategami Kotaro
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Hands and Sand

This video work is a recording of an imagi-
nary game in which sand is passed from hand
to hand. If the participants try to pass sand
from one hand to another, because the grains
are far too small to handle and because

they radically differ from a handleable shape,
it is impossible to pass (or receive) them in
their entirety when transferring between the
hands, and grains are inevitably lost. By

the end, all of the sand slips from the hands and

falls back to the ground. (Hicosaka Toshiaki)

EFEBI(F M) 20224
Top and bottom: Hand and Sand 1,2022
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Now (detail),
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Now (detail), 2022, Noise, 2022 (center monitor)
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KISOJI

An artist collective composed of three art-
ists (Hicosaka Toshiaki, Maetani Kai,
Tategami Kotaro) carrying out research in
collaboration. Using Shimazaki Toson's
historical novel “Before the Dawn’as a guide-
book, they visit various places, eat soba
noodles, talk, and think. “Before the Dawn”
is said to be about the author’'s own father’

s struggles, portraying the way he renounces
his ideals amidst the currents of Japan's
modernization. The collective has also con-
sistently dealt with the themes of sense

of defeat and helplessness.Two of the three
members have not yet managed to finish
reading “Before the Dawn’. (HicosakaToshiaki)
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bottom: Noise (detail), 2022
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Now

The painting explores the motif of yellow sand, a type of airborne

soil particle in East Asia. It shares the experience of traveling together
as KISOJT in search of sand to embody and reflect on Asian dust as

a form of the movement and exchange of sand. Can we somehow
share the verbally incoherent phenomenon of yellow sand through the
format of a painting? The work is this faintly hopeful question put
into practice and the result of that. Putting paint in an atomizer and
spraying he space, color accumulated on the corrugated sheets. Sand
(paint) appears, the landscape grows hazy (coughs). But where

is this sand from? (Tategami Kotaro)
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Noise

The animation revives and depicts entirely by hand the so-called
“noise”(known in Japanese as a “sandstorm”) that occurs when there
is a transmission issue on an analog TV. Also known in English as
“snow noise,’ it is fascinating to look up the names for it in different
languages. Other than “snow”that is common in the Anglosphere,

it is apparently called “ants, “war of the ants, “ants on the screen, “ant
soccer, “anthill, “fleas,”and “rain.” This multifaceted quality, where-
by the same phenomenon is ascribed many names with different nu-
ances,would seem to have something in common with the (in a
positive sense of the word) elusive nature of KISOJI's practice. More-
over, the very act of me, who is not a member of KISOJI, contrib-
uting a work to the exhibition also perhaps constitutes a kind of noise.
(Araki Yu)
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Hicosaka Toshiaki’s Practice:
Multiplicity and Anonymity of the Subject

In this exhibition, Hicosaka Toshiaki: Sand Story, Hicosaka
created an installation about sand* in the form of an

open, accessible place. The artist layered fragments of ma-
terials (substances), videos, and words dealing with

sand in an attempt to foster dialogue (and divergence)
between people through the medium of sand.

Sand is both a tangible substance and also, as described
by the artist, “ambiguous and elusive.”? Sand’s ambiguity
and elusiveness derives from how sand is, though a famil-
iar substance, something always mixed with other sub-
stances, and because its size and the size of our hands are
so obviously mismatched, we are only able to grasp sand
collectively—that is, approximately. Another factor behind
this is surely that the word “sand” itself is semantically
broad, possessing symbolic and literary nuances beyond its
function as an objectively defined indicator. Indeed, the
(conceptual) connotations of the word “sand” are diverse,
from shifting sands to burying your head in the sand,
and drawing a line in the sand, and more.

Focusing on the nature of sand in this way, Hicosaka
spent time doing fieldwork with the sand? under his
feet through the physical acts of walking, picking up, ob-
serving, and checking the texture with others. Hicosaka
has described these acts as boundlessly “akin to the tale of
the blind men and the elephant.”* The more we try to
understand sand, the more we can detect a parallel between

its “ambiguous and elusive” nature and the similarly am-
biguous and elusive relationship of the self with others and
the world.
In recent years, Hicosaka has engaged in a conceptual and
relational art practice through collaboration with others.
In the same way that an infant, unable to differentiate
between itself and others (that is, the outside world), sub-
divides the world (and simultaneously, itself) by confirm-
ing how things feel with its hands and mouth, Hicosaka’s
practice is the “act of exploration”® that accompanies
the body. Though he finds a certain texture at a particular
point in time, Hicosaka does not aim to present a clear-
cut answer, nor is he seeking one. Through his collabora-
tions, he slips the “external” other who is his companion or
interlocutor into his own self as an artist. He then pres-
ents “artworks” that are like textiles with, so to speak, an
intersubjective relationality, opens these up to viewers
as a place where anyone can participate, and with the inten-
tion of leisurely extracting diverse dialogue and responses.
Though viewers were required to invest time and adopt
a proactive approach, the motif for the exhibition was
sand—something that everyone knows. Based on their own
experience, each viewer was able to react to the exhibits
arbitrarily through their respective approaches.
In the following I will give an overview of the exhibits
while sketching out what Hicosaka’s practice, with its
relational and intersubjective ideas, presented at the show.

Hanging from the handrail of the stairs leading from The
Triangle’s basement gallery to the ground floor was an

old wooden sign inscribed with the words (in Japanese)
“Company up the Mountain.” The sign was once used

an inn located at the foot of Mount Ontake in Kiso, Nagano,
and from where Hicosaka apparently borrowed it. Indeed,

P rSAT I EIRBER - R oEhL

The Triangle Hicosaka Toshiaki: Sand Story



fig.1-1
Poteto Stone (Pimlico, 2020.2.27), 2020

fig.1-2
Poteto Stone (Balliol College, 2020.3.4), 2020
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instead of “collaboration” or “collaborator,” the artist likes
to use the words “company,” “accompany,”’and “companion.”’

Around two-thirds of the basement gallery was parti-
tioned off by a lemon carpet. The work Sand in a Milk
Bottle, featuring milk bottles filled with sand, was lined up
along the edge of the carpet, while the video work Hands
and Sand played on two monitors on the walls inside the
carpeted area, which also housed Sand and Box, comprising
three sandboxes that resembled field hilling. Sand Story
A to Z, an accumulated set of little stories about sand, was
printed out on paper and stuck to the other wall.

Arranged around the edge of the carpet, Sand in a Milk
Bottle formed the core of the exhibition: a work in which
sand was collected from various locations, washed, and
then sealed in milk bottles. It was possible to ascertain the
truly variegated nature of the sand in the bottles in terms
of grain color and size.The bottles also embodied the trajec-
tory of the fieldwork done by Hicosaka and his companions.

Comprising two different video works, Hands and
Sand records games played by children with sand, shot by
the Kamogawa River in Kyoto and at the sandbox in the
garden of the Children’s Academy of Art and Education.
Children scoop up the sand with their hands, which they
pretend are an hourglass to measure the speed at which the
sand slips away. Two children pass sand to one another,
the grains slipping between their fingers each time until
there is eventually none left in their hands and all the sand
has fallen back to the ground.

Designed to resemble the sandboxes found at public
parks, Sand and Box is a set of sandboxes that Hicosaka,
after amassing input via his fieldwork, made available
to visitors, who were free to touch the sand and confirm its
texture, and even step inside the sandboxes. Sourced from
Kyotango, the sand in the work was a very pure silica sand®
filtered through a process known as flotation.?

On the edge of one of the sandboxes was Potato Stone
(2015-, fig.1), eight stones collected through Hicosaka’s
long-term project to pick up (or exchange) stones that re-
semble potatoes. It connects to the new sand project in
terms of the actions of walking, picking up, and accompa-
nying, and is one of the important projects in Hicosaka'’s
practice: through experiencing the differences between
what he and another person consider to look like a potato
that emerge when likening a stone to a potato, it has
presented the difficulty of sharing, and yet how elements
of play occur nonetheless.

A collection of little stories about sand attached to the
wall of the basement, Sand Story A to Z added titles and
then alphabetized disconnected sand-related incidents and
the impressions people had in those moments. Over the
course of the artist’s continuing research and fieldwork
throughout the exhibition, the stories were updated.

In this way, The Triangle’s basement became a space
layered with tangible substances, video footage, and words
about sand, and in which visitors could relax and fully in-
sert themselves into the environment. In the gallery, many
visitors touched the silica sand in Sand and Box and
carefully observed Sand in a Milk Bottle with its varied
sand colors and grain sizes.

On the other hand, The Triangle’s aboveground space

was abstract, arranged in a minimal, all-over style. The in-
side of the glass structure was covered by polycarbonate
corrugated sheets, sprayed with sand-colored paint foring
the image of yellow sand (the airborne soil particles that
are carried across the Asian continent by wind currents),
while the space filled with the faint noise from a hand-
drawn animation playing on two cathode-ray tube moni-
tors, inspired by the “noise” (known in Japanese as a
“sand storm”) that displays on a TV screen when there is
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no transmission signal. These highly abstract expressions
of sand were reliant on the environment in terms of the
semi-permeating outside light or the breeze, conjuring up
a space that was brimming with tension. The instal-
lation consisted of two works: Now, featuring the sand-
colored sheets and sound; and Noise, the two videos.

In fact, these pieces were not made by Hicosaka alone.
Now is the work of KISOJL an artist collective compris-
ing Hicosaka and two others, while Noise is the result of a
commission that KISOJI gave the filmmaker Araki Yu"
to make an animation in response to KISOJI's sand work.

In this way, Hicosaka’s collaborations form a multilay-
ered and anonymous structure encompassing those that
begin with the act of walking and then develop collective-
ly as well as those that include elements of co-production
and then involve outside artists. Though coherent and based
on strict steps that Hicosaka follows, this structure has a
very particular format, and is intricately intertwined with
the intentions behind an exhibit.

As touched on in the first half of this essay, over the course
of collaborating with others there emerges an intersub-
jective and anonymous authorship, one that cannot be con-
tained within the name “Hicosaka Toshiaki,” and the di-
alogue that is exchanged at the configured place includes
divergence too. Dialogue is sometimes comparable to play-
ing a game of semantic catch, but Hicosaka seems leery

of such games. His doubt extends to the dualism of subject
and object, and the (communal) illusion that is the self’s
understanding of others (the world). Much like his gaze
that observes sand, this stance related to perceiving others
(and the world) is not content with existing forms of rela-
tionships with others. For Hicosaka, his artistic acts surely
form a practice for not remaining within those parameters.

Given the idea that the self or others constitute the

world as a single node within the mesh of relationships
that exist at that point in time, Hicosaka’s endeavors rather
boldly open up the self as far as possible, introduce others
into each frame (be it in the basement gallery or the ground-
floor installation, or by commissioning other artists), in-
creasing his collaborative partners—his “companions”—and
so making that intersubjective structure visible.

In the present day, when art continues to expand its
denotations and its questions have diversified, these multi-
layered frames unfold in parallel with the intentions of
the artist to collude with the viewer through carefully pick-
ing up and presenting the“art” that he finds within in-
sights and surprises deriving from actions and incidents.
So that he could lay bare the multiplicity and anonymity
embedded in the subject of the artist from the start, and to
carry on his dialogue (and divergence), Hicosaka hit on
the ambiguous and elusive medium of sand. And this prac-
tice will surely continue in the future, without any out-
come or destination specified.
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fig.2 Explorative Process Drawing, No.14, 2003

fig.3 Burning House, No.15,2008

fig.4 The Fire Will Remember the Contact., 2017

™ i
fig.5 Book (Newspaper Sketches of Ocean Waves,
Iceland, 2016), 2021
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Sand is a loose granular substance formed from fragments of rock or seashells and other substances found at seashores. In geological terms, a sand grain is defined as a rock fragment
with a diameter of between 0.0625 and 2 millimeters. Deposits of these particles form sedimentary rock over time, a process estimated to take around ten or twenty million years.
Private conversation with Hicosaka.

Hicosaka dispensed with a literal or symbolic interpretation of sand, treating it not as a mental image, but rather reinterpreted it as a part of the “commons under our feet.”

Beginning from this, he focused on first observing the endlessly and diffusely expansive material (subject matter) that is sand physically in terms of the relationship with people.
Private conversation with Hicosaka.

From the 2000s, Hicosaka attracted attention as an artist working with 2D media for a practice mixing unique pictorial concepts with other media. From Explorative Process Drawing
(2003, fig.2), which traces the outline of images, to Burning House (2008, fig.3), The Fire Will Remember the Contact. (2017, fig.4), in which detailed grids and other lines drawn by
others are integrated into photographic images, and Book (Newspaper Sketches of Ocean Waves, Iceland, 2016) (2021, fig.5), we can see the artist’s fundamental doubt and experimen-
tation in regard to expression and the self in which a single line is determined each time as an act of artistic self-expression. This would appear to be profoundly linked to Hicosaka’s
current practice based on accumulated actions and collaboration.

See, for instance, Hicosaka’s article writings. “In fact, nonchalantly and as if it was all too obvious a choice, the person who proactively builds cordial relations with such ‘non-un
derstanding’ is none other than the infant child. In the development of cognition and the mind, such exploratory efforts are already playing an important role.” Hicosaka Toshiaki,
“Yoji no ‘hyogen’ ryoiki no kiso o dono yo ni toraeru ka” [How Do We Perceive the Foundations of the “Expressive” Realm of Infants?], Kodomo geijutsu to kyoiku [Education through
Art and Child Studies], no. 1(2019), p. 26.

This word “accompany” requires closer study. From the research stage, Hicosaka decided to use “accompany,” not “collaborate,” to describe the act of walking with his collaborators
and touching sand. If “collaboration” is achieved, “results”are “shared.” Hicosaka, though, is deeply skeptical about this truism. As such, the nuance of “accompany” seemed a better fit.
Silica sand is a granular form of quartz, which is one of the most common minerals that make up sand. Quartz is called a crystal when it crystallizes in the shape of a beautiful
hexagonal prism. Silica sand is the raw material for concrete and glass. Silicon is also extracted from high-purity silica.

Flotation is a method employed when filtering sand: the sand is released into a rotating water current and the surface tension of the water is used to separate the fine particles

(like silica) that float from the large particles that sink.

Founded in 2018, KISO]JI is a research-based artist collective comprising Hicosaka Toshiaki, Tategami Kotaro, and Maetani Kai. With a fundamental rule to remain leaderless, the trio
has undertaken trips using Shimazaki Toson’s historical novel Before the Dawn as a guidebook, visiting places to eat soba noodles and talk and think. The theme that KISOJI consist
ently explores is, much like the protagonist’s father in Before the Dawn, frustration, setbacks, and a sense of hopelessness.

Araki Yu is a filmmaker. Born in 1985 in Yamagata City, he received a BFA in sculpture from the Washington University in St. Louis Sam Fox School of Design & Visual Arts in 2007,
and completed an MA in new media at the Tokyo University of the Arts Graduate School of Film and New Media in 2010. Araki is based in Tokyo (and since June 2022, also Kyoto)

and active internationally.
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@ Hicosaka Toshiaki | Sand and Box 1F

2022

Mortar, wood, sand:

15x130x527cm, 15x130x496¢cm, 15x130x466¢cm
@ Hicosaka Toshiaki | Hands and Sand |

2022

Video :8'6" | Filmed and edited by : Katayama Tatsuki
® Hicosaka Toshiaki | Hands and Sand Il

2022

Video :1'12" | Filmed and edited by : Katayama Tatsuki
O Hicosaka Toshiaki | Sand in a Milk Bottle

2022

Milk bottles, sand :14x5x5cm

@ Hicosaka Toshiaki | Potato Stone
2015-
Stones

@ Hicosaka Toshiaki | Sand Story Ato Z
2022
Mixed media : Dimensions variable

@ Artifact | Company up the Mountain
Wooden sign : 61.5 x 20.5 x 2.5 cm
Private collection

® KISOJI | Now
2022
Painted on polycarbonate corrugated sheets, sound:
290x65cmx70pcs.

O ArakiYu | Noise

2022
Hand-drawn animation :0' 1" (Loop)
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Hicosaka Toshiaki

1982 -
2005 -

2009 -
2012- -

2015 -

2018- -

2021~ -

2022 -

Born in Aichi
BFA, Department of Information Design,

Kyoto University of Art and Design (today Kyoto University of the Arts)

Stays in New York on a Pollock-Krasner Foundation grant
Lecturer at Department of Art and Child Studies,

Kyoto University of the Arts

Grant for Overseas Study (London and Iceland),

Pola Art Foundation, Japan

Facilitator at Higashiyama Art Space,

Higashiyama Youth Activity Center, Kyoto

Enrolled in the doctoral program in sculpture

at the Kyoto City University of Arts Graduate School of Arts
Researcher at ROHM Theatre Kyoto

Runs the artist collective KISOJI with Tategami Kotaro and Maetani Kai

Lives and works in Kyoto

2008 -

2009 -
2013 -
2016 -
2017 -
2020 -
2021 -

2005 -

2006 -

2008 -

2009 -
2011 -

2012 -

2014 -
2015 -

Major Solo Exhibitions
Explorative Process Drawing (shiseido art egg award #2),

Shiseido Gallery, Tokyo

ARCO Solo Project, Ifema, Madrid

ARKO 2009 Toshiaki Hicosaka, Ohara Museum of Art, Okayama
Joining Lines, Aisho Miura Arts, Tokyo; SANSEIDO Gallery, Hyogo
Touching/Touched by, AISHONANZUKA, Hong Kong

To Look at the Fire, Daiwa Anglo-Japanese Foundation, London
Flash, FINCH ARTS, Kyoto

Happyokai, Social Kitchen, Kyoto (as KISOJI)

Major Group Exhibitions
Selected Artists in Kyoto: New Wave 2005, The Museum of Kyoto
Echigo-Tsumari Art Triennale 2006, Tokamachi City and

Echigo-Tsumari area, Niigata

MOT Annual 2008: Unraveling and Revealing,

Museum of Contemporary Art Tokyo

BAROCK PLASTIK, I-MYU Projects, London

TRANS COMPLEX—The Painting in the Age of Information,
Kyoto Art Center

New Phases in Contemporary Painting,

Hyogo Prefectural Museum of Art, Kobe

eg®—Re-examining the Self, punto, Kyoto

Yabunonaka, Galerie Aube, Kyoto

2017 - Sensitivity and Emergence, Pola Museum Annex, Tokyo
- VOCA, The Ueno Royal Museum, Tokyo
MAIX (Malaysian Artist Intention Experiment), Tempat Bibah,
Kuala Lumpur, Malaysia
2019/2021 - Kiso Paintings, Kiso County, Nagano (as KISOJI)
2020 - Big Hug Transformation, Galerie5, Paris
2021 - Aliens 2, FINCH ARTS, Kyoto

2019

Major Workshops
“Drawing,” organizer: Arts Alive, venue: Ukima Heimat, Tokyo, 2011

“A New Me,” organizer: Osaka City Museum of Modern Art Planning Office, 2014
“Drawing a Self-Portrait,” organizer: Ministry of Economy, Trade and Industry,
venue: National Center for Geriatrics and Gerontology, Aichi, 2014

“Higashiyama Art Space,” organizer/venue:

Higashiyama Youth Activity Center, Kyoto, 2018-

“Henteko Diner,” organizer/venue: Kyoto Institute, Library and Archives, 2021~
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