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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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Fig. 1 Movement of Accumulation
(2015). Performance at 2014 Kyoto City

University of Arts student exhibition

The Body Cast Out

Kunieda Katsura

Associate Curator, Kyoto City KYOCERA Museum of Art

Miyaki Ana treats her own body as the material for her
artistic practice, which she has developed in the form of
installations and performances featuring herself in the
exhibition space. For this exhibition (June 29—October
10, 2021), Miyaki attempted to visualize the forces that
crisscross between the body and material substances,
such as iron, cloth, and clay, and also held performances
as part of the exhibits. Originally, Miyaki was to present
105 performances over fifteen days, but the closure of the
museum’s exhibition rooms from August 23 to September
30 in accordance with the coronavirus pandemic state of
emergency measures in place in Kyoto Prefecture meant

only a total of seventy performances were held.

The exhibition comprised three works: Movement of Iron
and Body (pp. 7-12) in the first basement; Movement of
Cloth and Body (pp. 13-16) installed on the glass wall

at the above-ground Northwest Entrance; and Form of

Clay and Body (p. 17), hung on the wall at the gallery

entrance. Of these, Movement of Iron and Body and
Movement of Cloth and Body continued to change in
conjunction with the performances that took place each
Sunday (Miyaki performing with iron several times from
11 a.m. to 5 p.m., and with cloth just once at 2 p.m.).

Movement of Iron and Bodly is a highly minimal
work featuring an eight-meter plywood blackboard
painted dark green, and a roughly ninety-kilogram iron
plate seven meters in length and 1.6 millimeters thick,
recreating especially for the exhibition Miyaki’s first
performance work, Movement of Accumulation (2015)
(Fig. 1), which she originally presented when a third-year
student at Kyoto City University of Arts.' Though a
sculpture major, Miyaki was not good with her hands
and found it hard to use machines, which coupled with
her unusual physical strength, led her to process
materials with her own body instead of using tools. For
this recreation, the piece of plywood laid on the floor
was adapted to the exhibition space of The Triangle and
extended to reach the wall, adding a force vector in the
direction of the wall as well as the floor. The audience
response to the original performance was often not what
Miyaki had expected, and she was especially shocked to
see her own body, by dint of being female and of its

movements, reflected at times sexually in the eyes of the
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audience members. That experience of the relationship
between the iron plate and the body being perceived in a
completely different form to what she had anticipated
prompted Miyaki to examine her own physicality.

In the performance (pp. 7-12) held in conjunction
with the exhibit, Miyaki used her whole body to fold
up the sheet of iron as small as it was possible to do so,
and then return it to as flat a state as she could, before
making it stand up on its own. During the course of this,
Miyaki stretched and contracted her body according
to her own force on the iron and the resistant force of
the iron, and also slowly put her entire weight down
on the iron, doing little bounces on the bent iron to
increase the force, and focusing her attention on the full
length of the seven-meter sheet. The state and firmness
of the iron changed with each performance, and the
movements were also not fixed. At the end of every
performance, she drew a single line with chalk along
where the plywood met the edge of the iron sheet, now
rippled from the forced applied to it, and repeated this
over the period of the exhibition until around seventy
lines had accumulated, leaving traces of the movements.
Despite never actually touching the iron sheet, the
audience gained a sense of iron’s material hardness and

weight through the sounds and vibrations of the iron

sheet being turned on its side and bent, of it rubbing and

banging, and through the movements of Miyaki’s body.

For the new work Movement of Cloth and Body, Miyaki
treated the architecture of The Triangle as a “body”

and installed two layers of cloth at the window of the
Northwest Entrance. A black, translucent piece of cloth
was hung like a curtain from the outside rail, while a
red cloth, sewn together by Miyaki, stretched across
the inside space. For the accompanying performance
(pp- 13-16), Miyaki sewed fasteners onto the black cloth,
one per week. She would take the black cloth off the rail
and, with it wrapped around her body, moved to the
outdoor plaza (KYOCERA Square). Sitting or lying with
the cloth spread out on a clear curing sheet, she drew a
line with a triangular piece of tailor’s chalk along parts of
her body (the curves of her elbow or waist, for instance,
or the bulge of her calf). She then made cuts in the cloth
along those lines, and sewed on the fastener with needle
and thread. Among the audience were those who glanced
over at this sequence of manual tasks as they passed by
on their way to the art museum, as well as those who
watched enthusiastically from the side from start to
finish. After she had finished attaching the fastener,
Miyaki again wrapped her body up in the cloth, entered
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the museum via the Main Entrance, went once around
the Central Hall, and then returned to the Northwest
Entrance. She hung the cloth up in its original position
and passed through the fastener opening she had just
added, thus completing the tasks. By her actual body
passing materially through an aperture made by the line
of her own body, Miyaki seemed to be confirming that
the line derived from the three-dimensional object that
is the body. Peeping through the gaping hole left by the
open fastener revealed the red cloth, symbolic as it was

of the flesh, hanging inside.

As opposed to the two pieces that were exhibited in
conjunction with the weekly performances, Form of
Clay and Body was a photographic work documenting a
performance Miyaki did alone in her studio prior to the
exhibition. She recreated her own torso out of clay on a
plinth and then recorded her movements in which she
attempted to merge her actual torso and the clay one.
While working as a part-time drawing model, Miyaki
began to question her sense of what makes a body
attractive—the curves, rotundity, and voluptuousness of
the body in our image of a woman. Affixed to an arched
object with a widely curving surface, this photograph

creates visual distortion depending on the angle from

which it is viewed. The arms and waist that appear
beautifully arranged from a certain position may seem
instead strangely large, fat, and heavyset from another
position, while also even pitifully withered in places.
According to the position of its flesh, a body may be
praised as beautiful, or perceived as ugly. By moving

her body and the clay flesh, and visually warping the
image of the performance in which she merges those two
things, Miyaki’s work is questioning our perception of
beauty in form.

When thinking about her work, Miyaki makes
frequent reference to the following words of Yves Klein:
“I very quickly perceived that it was the block of the
human body, which is to say, the trunk and a part of the
thigh that fascinated me. The hands, the arms, the head,
the legs were of no importance. Only the body is alive,
all-powerful, and it does not think. The head, the arms,
the hands are intellectual articulations around the flesh,
which is the body.” With the Anthropometry series,’
Klein created paintings using female bodies as what he
called “living brushes,” something that has been
problematized from the perspective of gender, though it
is particularly intriguing that Miyaki shows strong
sympathy for his examination of the body (the torso).

Much like painting a picture with a brush or using tools
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to make a sculpture, by presenting the body as a
material, an action as a tool, and herself as an image,
Miyaki seems to simultaneously recover her own body

and attempt to cast out and liberate it.

Through the exhibition, the relationship between
Miyaki’s body and each material built up as an
accumulation of lines tracing the body that is a three-
dimensional object. Miyaki has described her concern
with the flesh as perhaps deriving from an interest in
what is her body, yet also an unknown lump of flesh (the
torso) beyond the will or self, or in how it exists as part
of the body ordinarily concealed by clothing. Miyaki’s
performances seem like acts of resistance through
repetition, and something sublime created from that. By
attempting to grasp herself as material flesh beyond the
self or consciousness, she endeavors to understand the
world in terms of material relationships. As she continues
to utilize only her body to repeat certain actions over
and over again without an image in her mind of the
final form, whither next for her practice? By turning the
means into an end, will her still-shifting work become
more accessible to the viewer? This incorporates her
intentions to perform as an act for thinking through the

body and understanding the body as an experience.

The original venue was the main exhibition space at the Kyoto City Museum of Art
prior to its renovation (today, the Central Hall). Miyaki held performances every day
during the five-day exhibition.

Yves Klein, “Truth Becomes Reality” (1960), in Overcoming the Problematics of Art:

The Writings of Yves Klein, trans. Klaus Ottman (Putnam, CT: Spring Publications,
2007), p. 185.

In this series of painting-performances, Yves Klein (1928-1962) painted the naked
bodies of women with a blue paint called International Klein Blue, and then transferred

copies of their bodies onto canvases.
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Form of Clay and Body

2021 | Inkjet printing, PVC sheet, wood, PVC
160%91%25 cm

) Movement of Iron and Body

2021 | Iron, wood, chalk, paint
Dimensions variable

Performance of Movement of Iron and Body

2021 | Video
44min. 26 sec.

Cameraman, Editor: Katayama Tatsuki

Movement of Cloth and Body

2021 | Cloth, zip fastener
Dimensions variable

Performance of Movement of Cloth and Body

2021 | Video
15 min. 20 sec.

Cameraman, Editor: Katayama Tatsuki

LIF |

EV

=)
\




27

HARME 202 54

1993 KBUFEE
2016 TUHIST ST 2SR 27 ST R 2 R I AR
AXN ALy Y T T = b (87— AR IR
2018 HUARTISZ 2R R A2 BENE 1R RRSE T JE R R S 1
e HHESE
ER /T 2l
2016 [E Y w7 — 7] SRS ¥ ¥ 7 ) — @KCUA (i)
[Beingand Doing] A ¥V - HL vy - 47 - T—F (ryFY)
[Exchange Students Exhibition] @A ¥ L - hL vy« 7 - 7=} (mv Fv)
2017 [still moving 2017 : Wit~ b 2 ——far away / so close] JEEH/NER L Z DJEL CGEHR)
[EM _ R ] o —RIumEE - TEt kB
2018 (2017 4R JESUHR T L 250 R SR R ) SR S 250K Gotdl)
[7 v o Thimling: 2018) L ETHHCENS 0L5)
2019 [pHHic7wyc s b 2019) hHERS (HPHEE/NEE) GKH)
[l suplex D B AR LJEITICW 2 He7z] HEHLRT — 74 A-Lab (JLfili)
2020 [transmit program 2020] FERHZEHMAYF ¥ 7 ) — @KCUA GrL#k)
[NH = - 7— b el 2020) SHILA YY) =2 (JLfiE)
[F 74 74 vRES Hko§i/ The Analogical Mirrors] 11191 suplex (&)
2018 7y el T RNy 2018 A
2020 NH I = - 7— b ZEEeE 2020 SEEZ

Miyaki Ana
1993 Born in Osaka Prefecture, Japan
2016 BFA in Sculpture, Kyoto City University of Arts
Exchange Program, Performance Pathway, Royal College of Art, London, UK
2018 MFA in Sculpture, Kyoto City University of Arts

Currently resides in Kyoto

Selected Group Exhibitions

2016

2017

2018

2019

2020

Awards

2018
2020

Through the Hoop, Kyoto City University of Arts Art Gallery @KCUA, Kyoto

Being — Doing, Royal College of Art, London

Exchange Students Exhibition, Royal College of Art, London

still moving 2017: The Pathos of Distance—far awaylso close, Former Sujin Elementary School and
surrounding area, Kyoto

Shudan_Tenji, Coop Kitakagaya & Chidoribunka, Osaka

Graduate Exhibition, Kyoto City University of Arts, Kyoto

Genbi Dokodemo Competition 2018, Hiroshima City Museum of Contemporary Art, Hiroshima
Kamikoani Project 2019, Former Okitaomote Elementary School, Akita

Show and Tell: The Artists of Yamanaka Suplex and You, A-Lab, Hyogo

transmit program 2020, Kyoto City University of Arts Art Gallery @KCUA, Kyoto

Rokko Meets Art 2020, Rokkosan Country House, Hyogo

Drive-in-Exhibition—The Analogical Mirrors, Yamanaka Suplex, Shiga

Selected for Genbi Dokodemo Competition 2018
Encouragement Award, Rokko Meets Art 2020



AR : ERAS

[gis]
Efo 6 G 7 Eiif)

(Hrwur]

M 2 KEPRZE sl & 7 S5l A)

FR D407 LTV FYa—X (pp.22-25

B ZHEE (pp. 4-6, 11, 12, 16, 17). #it8HH (pp. 7-10, 13-15)

THA v HHEC
FfTH 202242 H 8 H
FATH AR R 7 KM

T 606-8344 i X sFHT 124

www.kyotocity-kyocera.museum

Miyaki Ana: Bonding the Body

[Exhibition]
Kunieda Katsura (Kyoto City KYOCERA Museum of Art)

[Catalogue]

Edited by: Mizuno Yoshimi (Kyoto City KYOCERA Museum of Art)

Translation: William Andrews (pp. 22-25)

Photography: Miyoshi Fumitaka (pp. 4-6, 11, 12, 16, 17), Maetani Kai (pp. 7-10, 13-15)
Designed by: Kikuchi Atsuki

First Edition: February 8, 2022

Published by Kyoto City KYOCERA Museum of Art

124 Okazaki Enshoji-cho, Sakyo-ku, Kyoto 606-8344 Japan

www.kyotocity-kyocera.museum

© Kyoto City KYOCERA Museum of Art 2022



