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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 experience
contemporary art. In order to connect the artist, museum, and viewer in a triangle and deepen those connections, the space

hosts an eponymous series of special exhibitions and presents new artistic expression from Kyoto.
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On Minato Mari: Horizons

For this exhibition, I conceived an installation from
examining geological strata shown in archaeological
resources and visualizing the flow of water that existed
in the ancient past. The place where The Triangle

now stands is part of the Okazaki historical site in the
Shirakawa River area on the left bank of the Kamogawa
River in the Kyoto basin. Long ago, the river would
sometimes change its course and threaten the daily

lives of people. From the Yayoi (1000 BCE-300 AD) to
Kofun (300-538) periods, ditches were dug along the
watercourse to protect the local villages. This installation
comprises sketches of Haji pottery excavated from those
ditches, interwoven with motifs of ancient relics from
Etruria and other civilizations that have previously
intrigued me. Through the space in the exhibition, the
same sunlight that has shone on this ground since time
immemorial quietly illuminates and reveals a place

that once formed a border between the workings of

humankind and nature.

Minato Mari
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Fig. 1 Chéne Chitaigne, installation
view at UArt dans les Chapelles, 2012
Photo: Stéphane Cuisset

Fig. 2 Misuzukaru Shinano, installation
view of Japan Alps Art Festival 2017
Photo: Tsuyoshi Hongo

Fig. 3 Nemeton, La Conque, Nanterre,
France, 2019-22

Photo: Jérémie Souteyrat

Images from Vessels

Kunieda Katsura

Associate Curator, Kyoto City KYOCERA Museum of Art

Minato Mari studied design at Kyoto City Dohda
Senior High School of Art and majored in nihonga
(Japanese painting) at Kyoto City University of Arts.
She then moved to France, graduating from the Beaux-
Arts de Paris and subsequently living in Paris for the
next fourteen years. Following her relocation to France,
her practice has focused on paintings and installations
based on in-depth research into a site, sketches of
archaeological artifacts, and careful observation of the
exhibition space. From a church chapel (Fig. 1) to an
Edo-era storehouse (Fig. 2) or outdoor theater (Fig. 3),
many of her projects have involved directly painting onto
architecture, pursuing a form of exhibiting in which
the viewer can physically sense the space, including the
shifts in the natural light and the movement of the air,

and which can maximize those effects.

In this exhibition, Minato focused on the historical

evidence for the natural water channels that have existed

until now in the Okazaki area, where the Kyoto City
KYOCERA Museum of Art is located.' Taking for her
departure point the several watercourses formerly found
here as well as the Haji pottery excavated from them, she
interwove careful reading of archaeological materials
with her own imagination to create a set of seven
exhibits, including the installation 7hrough the Ages (pp.
11-14) in the first basement, Ustsuwa (Haji pottery) (pp.
5-10, 18), which was painted onto the above-ground
glass walls and the concrete wall linking the ground and
basement levels, and the drawings and sketchbook (pp.
16, 17) she produced during the course of her research.
In particular, Through the Ages and Utsuwa (Haji pottery)
formed an installation that made use of the entire space
of The Triangle, the two works, though discrete,
interacting with each other due to fluctuations in the
light. To envision her plan for the exhibition, Minato
started by making fixed-point observations of the
changes in the light that penetrated the space. By
emphasizing the transitions in light over the day, the
position and distance from the sunlight that enters only
at certain periods of time, and the space or colors
perceived through that, she incorporated the shifts in
light over a single day from the museum’s opening to

closing as a vital part of the exhibits.
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For Through the Ages on the first basement floor,
three strips of white fabric were hung from the northeast
to southwest, as if following the watercourses that
once flowed in this place. On the fabric were motifs
referencing archaeological artifacts like money and stone
fragments from Etruria, whose civilization flourished
at roughly the same time as Haji pottery, and Cycladic
statues. These shapes used three types of foil (silver, tin,
aluminum), emitting a dull luster that varied from part
to part. On bright days, sunlight shone through the glass
wall on the ground level and reached the basement, the
surfaces of the foil brimming with a dazzling, rufescent
light. The silver foil, in particular, gradually changed
color from argent to black due to oxidation. The use of
fluorescent colors like pink and red, which were most
susceptible to the impact of ultraviolet on the Ussuwa
(Haji pottery) pigment, as discussed below, was a choice
conscious of how color degrades over time. On the other
hand, the wall on the northern side of the gallery was
lined with mirrors, reflecting the east wall as it turned
blue when the sun went down, causing light to shimmer
on the floor and conjuring up a kind of underwater,
wavering effect for viewers as they passed through the
gallery space (p. 12).

Minato has previously referenced Gallic, Celtic,

Islamic cultures and civilizations, and copies down
various patterns in the sketchbooks that she takes
around with her on a daily basis.” Her mind drawn to
the things forgotten and lost because they were not
recorded in mainstream history, she attempts to find and
work on the traces that remain in the land. Based as she
is in France, she is conscious of her otherness, while her
perspective examining another place, not the one here, is
inevitably aware of her own nature as an Asian and a
woman, and surely not unrelated to her own life, living
for many years in a place yet nonetheless feeling disquiet
toward it. The cycle of light and darkness, fleetingly
appearing and disappearing, and the shifts in the
materials themselves are symbolically overlaid with the
passage of time or the decline of civilizations,
embodying an endeavor that attempts to visualize, both
materially and spatially, temporal transitions. The leaps
to the distant Etruscan and Cycladic civilizations allow
us to experience how we exist within an immense,
continuous flow of time, while also forming a task of
reconfirming the activities of the humans who have
existed in this place.

With motifs based on the titular pottery (p. 17)
excavated from the aforementioned watercourses,

Utsuwa (Haji pottery) was painted onto the above-ground
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glass walls and aluminum sheeting pasted over the
seven-meter concrete wall stretching from the basement
up to the ground level. With the work’s bold
brushstrokes, it initially looks like something painted
impromptu in the venue, but it was actually realized
following several meticulously planned procedures.” As
if to expand the drawing she did in advance on paper
just as it was, she first minutely marked it out on the
support with masking tape. She then did a rough version
with thin paint according to those markings, before
taking off the paint and proceeding to the full painting
stage, though the work developed as she constantly
changed where she stood and carefully checked for
discrepancies between the drawing and the image being
painted. The pigment was mixed with a medium while
taking into consideration the temperature and humidity
that day, creating multiple tones. Mixing these and
extending them with various kinds of brushes, she would
adjust the coloring and paint. Facing the oblong glass
stretching three meters in height and twenty meters in
length, Minato greatly bent and stretched her whole
body, moving her brush up and down, and using rows of
stepladders to shift left and right as she worked. The
completed image seemed exactly like the drawing she

did on paper and had on hand, though the surface of the

glass also retained firm traces of movement.

When facing a support so much larger than her own
body, Minato always goes back to drawing. That she
never works impromptu is due to her strong conviction
in the image outputted in the size (exactly a sketchbook
or A4 sheet of paper) in which a single human being
believes it possible to perceive and express a subject. She
says she has previously used a projector to blow up and
project images, but though she tried to work by tracing
along those lines, she couldn’t capture the tension that
arises between the lines and the gaps. These gaps are, for
Minato, space or, to put it another way, a place adjoining
the world. With such concentration so as not to shift
those lines by even a millimeter, she paints the image
drawn on white paper, attempting to bring out herself
as a medium, herself on/as a border with the world. In
her work process and titles to date, she has frequently
employed the word utsuwa (vessel), symbolizing both
the tools used for human activities in various places
and also how human activities function as an immense
receptacle that encloses culture. But even more than
that, for Minato, a vessel is the body that connects and
passes on the life of humankind and, moreover, also

surely herself, who submerges that body in the things
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acquired from researching a subject matter, and then
emerges as artistic expression. Through the vessel as a
symbol of multilayered meaning, it is also the primitive
search for the ancient human act of drawing or painting
something, and for the universality of the images created

from this.

1 According to a buried cultural properties excavation carried out as part of the renovation
work for Kyoto City KYOCERA Museum of Art. “Kyoto City Archaeological Research
Institute Excavation Report 2014—13: Enshoji, Joshoji, Shirakawa, Okasaki Historical
Sites” (Kyoto City Archaeological Research Institute, 2015).

2 The museum has published a video on YouTube showing the changing light in the
exhibition spaces. https://youtu.be/2d WdheW9f1Y

3 These now number as many as a hundred, dating from after she first moved to France
in 2006 until 2021.

4 'The museum has published a video on YouTube showing the creation of the work.

https://youtu.be/ W9IC_AkRe2hU
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List of Works

The Triangle

@

6

P
6]

Utsuwa (Haji pottery)

2021 | Paint (pigment, acrylic) on glass wall,

elevator wall, and aluminum tape

Dimensions variable

Through the Ages

2021 | Silver foil, tin foil, aluminum foil, acrylic, and
slaked lime on fabric, paint on wall, mirror sheet

Dimensions variable

@-1  Etruscans I

70 % 2,000 cm

-2 Etruscans II
70 % 2,000 cm

@-3  Cyclades
70 % 2,000 cm

Horizons Series VII, Nagare I

2020 | Watercolor and pencil on paper
29.7 x21 cm

Horizons Series I

2020 | Watercolor and pencil on paper
29.7 %21 cm

Horizons Series 11

2020 | Watercolor and pencil on paper
29.7 %21 cm

Horizons Series VI
2020 | Pencil on paper

32x24 cm

Carnet (sketchbook) of Horizons

From April 29,2020 | Ballpoint pen on paper

21.6 % 30.5 cm (carnet double-page spread)
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Minato Mari

1981
2004

2006

2009
2010

Born in Kyoto Prefecture, Japan

Graduates Kyoto City University of Arts Faculty of Fine Arts with a major in Japanese traditional nihonga
painting

Completes postgraduate studies in nihonga at the Kyoto City University of Arts Graduate School of Arts
Studies at the Beaux-Arts de Paris as an exchange student (transfers the following year)

Earns diploma from the Beaux-Arts de Paris

Earns postgraduate diploma from the Beaux-Arts de Paris

Currently resides in Paris

Selected Solo Exhibitions

2015

2017
2019

Mari Minato, Galerie Premier Regard, Paris

Parcelles d’Espaces (Parcels of Space), Galerie Richard, Paris

Space Parts, Miyako Yoshinaga Gallery, New York

Notes, entre deux fleuves (Notes, between the Two Rivers), Galerie Eric Dupont, Paris
Vanishing Droplets in a River, Le Forum, Ginza Maison Hermes, Tokyo

Retour d'Orient (Return from the Orient), Galerie Eric Dupont, Paris

Selected Group Exhibitions & Art Fairs

2007
2009

2010

2011

2012

International Exchange Exhibition, Galerie Gauche, Beaux-Arts de Paris, Paris
Exposition Atelier Jean-Michel Alberola (Jean-Michel Alberola Studio Exhibition), Musée des Arts et

Metiers, Paris

Mouvement des Aromes, Mobilité des Formes (Movement of Atoms, Mobility of Forms), Galeries d’exposition

de I'Ecole nationale supérieure des beaux-arts, Paris

Small Is Beautiful, Galerie LMD, Paris

Drawing Now Paris 2011, Carrousel du Louvre, Paris

Nuit Blanche Kyoto 2011, Institut franco-japonais du Kansai (today, Institut frangais du Japon-Kansai),
Kyoto

Jeune Création 2011, Centquatre-Paris, Paris

Ecole des Beaux-Arts Student Exhibition, Les Phenoménes s’ émurent, Kyoto City University of Arts Art
Gallery @KCUA, Kyoto

Little Fukushima, Cité Internationale des Arts, Paris

Au-dela des clichés (Beyond Clichés), Maison du Japon, Paris

Tranches de carrés sur tranches de cercles (Tranches of Squares on Tranches of Circles), Royal Saltworks of
Arc-et-Senans, Arc-et-Senans, France

L'Art dans les Chapelles (Art in the Chapels), Bretagne, France

2013

2014
2015
2016

2017

2018

2019
2020

ART NAGOYA 2012, Westin Nagoya Castle (today, Hotel Nagoya Castle), Nagoya
Behavior Model: Takao Minami, Mari Minato, Yushi Yashima, Ota Fine Arts, Tokyo

De la lenteur avant toute chose . . . (Slowness, Above All Else), Espace abed, Montreuil, France
Art on Paper+1, White Hotel, Brussels, Belgium

Salon de Montrouge, Montrouge, France

CHO KYOTO artkyoto 2015, The Museum of Kyoto, Kyoto

Drawing Now Paris 2016, Carreaux du Temple, Paris

Art Brussels 2016, Tour & Taxis, Brussels, Belgium

L'Art dans les Chapelles, Galerie Jean Fournier, Paris; Bain-Douches, Pontivy, France
Amsterdam Drawing Contemporary Art on Paper, Kers Gallery, Amsterdam, Netherlands
Les 15 ans de Premier Regard (15 Years of Premier Regard), Bastille Design Center, Paris
Drawing Now Paris 2017, Carreaux du Temple, Paris

Art Brussels 2017, Tour & Taxis, Brussels, Belgium

Japan Alps Art Festival 2017, House of Flowing Water, Omachi City, Nagano

Lettres Ouvertes, de la Calligraphie au Street Art (Open Letters: From Calligraphy to Street Art), Institut
des cultures de I'Islam, Paris

Galeristes 2017, Carreaux du Temple, Paris

Poétique du geste (Poetics of Gesture), La Graineterie, Houilles, France

Galeristes 2018, Carreaux du Temple, Paris

Prix Antoine Marin 2019, Galerie municipale Julio Gonzalez, Arcueil, France

Iinstant qui passe 2 (The Moment That Passes 2), Espace FL, Chambord, France

Salon International du Livre Rare 2020, Grand Palais, Paris

Selected Projects & Permanent Installations

2014
2015
2018

The Endless Shapes, Necker-Enfants Malades hospital, Paris
Drifis, AU dormitory, Nansana, Uganda

Acculturation, Maison Internationale, Cité Internationale Universitaire de Paris, Paris

2019-22  Nemeton, La Conque, Nanterre, France
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