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The title of the exhibition in English In the midst of and
Hyochaku in Japanese (Z#&, literally drifting’) evoke a place
where things that have drifted in converge with things that
have been cast out. At such moments, the established order
and narrative loosen, and new relationships and meanings
emerge through encounters with heterogeneous elements.
In today’s society, the rapid circulation of information
and images often reinforces the systematization and
standardization of experience. In the midst of thus becomes
a metaphor for recovering the subtle fluctuations and
transformative forces that tend to be smoothed away. Based
respectively in Okinawa and Miyagi, Yamashiro Chikako and
Shiga Lieko have developed their practices by engaging with
memories inscribed in the land, from disasters, migration, and
regeneration. The exhibition space, where their new works
intersect with pieces from the collection, becomes a site of
“drifting,” inviting visitors to immerse themselves in instability
and to experience the potential for transformation.
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Notes:

Listed in the following order: Number, Artist Name (Dates of birth
and death, except Yamashiro and Shiga), Title, Date, Technique/Material,
Size, and Collection. Works of exhibits and the order of display may
change.
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YAMASHIRO Chikako, Recalling(s)

2025, Installation (6-channel video, sound, cloth)
Dimensions variable, Collection of the artist (commissioned for this exhibition)

Yamashiro's new work Recalling(s) takes as its point of departure the
memories of her father, Yamashiro Tatsuo (1936-), but extends beyond

them. It interweaves the postwar histories and lived experiences of people
in Okinawa with traces and memories of wars beyond Okinawa. As a child
aboard a ship bound for Angaur Island in Palau, Tatsuo once pointed to a

bird and called it tuiya in Okinawan, only to be “corrected” as toriin standard
Japanese by a fellow passenger. This episode, which reveals the instability

of language and identity, resonates with other people’s narratives as well.
Wishing to see once more the landscapes of Palau he had glimpsed in
childhood, Tatsuo wanders through present-day Palau and within the theater
space, where the presence and memories of those who lived the same era
but never met intertwine in recollection. The title Recalling(s) derives from
the present participle in its plural form of “recall,” evoking a cyclical process in
which multiple memories are summoned, intersect, and crystallize into video
installation space.

In the main gallery, multiple video projections unfold in parallel: the
landscapes of Palau; the trajectories of singer Saito Teiko (1935-) and drummer
Kinjo Yoshio (1935-), who performed in U.S. base clubs under occupation; the
prayers and speeches of pastor Taira Osamu (1931-), who resisted U.S. military
rule through prayer and his life; the testimony and anguish of Kameya Toshiko

(1931-), a survivor of the Tokyo air raids; and the music performance of Kina
Shokichi (1948-), whose “Haisai Ojisan” resonates against the backdrop of the
tragic Battle of Okinawa. Each of these experiences exists independently, yet
through acts of writing, singing, performing, and praying, they intertwine to
form a layered space. Near the exit, another video depicts the passing of a glass
bead — fired from pumice that had drifted ashore in Okinawa — from a younger
to an elder hand, embodying a gesture of inheritance across generations.

In an adjacent room, an about ninety-minute video re-edited from
Yamashiro's earlier works is presented. Edited by Suzaki Chieko after extensive
research and direct engagement with sites and communities in Okinawa, this
reconfiguration recalls and reorganizes Yamashiro's existing body of work,
further extending the cyclical movement at the heart of Recalling(s).

Ginger Riley MUNDUWALAWALA (ca.1936-2002),
The Four Archers

1994, Synthetic polymer paint on canvas
186.0X233.0cm, Artizon Museum, Ishibashi Foundation

This work by Ginger Riley Munduwalawala is based on the creation myth
passed down through his matrilineal line, depicting the mouth of the Limmen
Bight River in northern Australia. According to the myth, the land was shaped
by the Garimala, a pair of snakes that gave rise to four large red weathered
rocks. Perched atop one of these rocks, the sea eagle Ngak Ngak, a guardian
spirit, watches over the land. With vibrant colors and a bird's-eye composition,
the painting conveys these stories as landscapes woven from ancestral lore.
In Munduwalawala’s works, land is not a commodity for private ownership,
but a spiritual and communal setting tied to ancestors and shared across
generations. The presence of the bird, for example, also resonates with
Yamashiro Chikako's new work Recalling(s), prompting dialogue around
land, memory, and spirituality. While deeply rooted in a specific place, both
artists’ expressions awaken universal sensibilities, quietly intersecting across
distance.

SHIGA Lieko,
NANUMOKANUMO, Anything and Everything

2025, Installation (photographs, tarpaulin, sound, and other materials)
Dimensions variable, Collection of the artist (commissioned for this exhibition)

Shiga’s new work NANUMO KANUMO, Anything and Everything is an
installation conceived from her photography and fieldwork across various
regions of Tohoku, where she is based. The title phrase, nanumo kanumo,
used mainly around Miyagi Prefecture, derives from the colloquial equivalent
of “anything and everything,” yet its nuance shifts freely depending on
speaker and context. Shiga first encountered the phrase emblazoned across
the windshield of a truck, and was drawn to its polysemy, she pursued further
interviews, gradually reframing the landscapes of Tohoku. In the process, she
came across the obsolete character ena (8), once given as a name in a custom
unique to the Miyagi region. A baby born with the umbilical cord entangled
around its neck, deprived of oxygen and hovering between life and death,
was described as ena-garami — “entangled with ena.” Shiga reinterpreted

this not merely as an ominous condition but as a metaphor for the sorrow
and destiny of unconsciously strangling oneself, while at the same time
embodying a blood-bound causality — a "human path.” From this she created
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the imaginary figure £nao, a connective presence linking reality and fantasy,
past and future, events and matter.

At the entrance to the exhibition lies a tarpaulin ship about eleven meters
long, modeled after the nuclear-powered vessel Mutsu, a symbol of the
dreams and anxieties of a nation aspiring to build itself on science and
technology. Further inside, a photographic picture scroll printed on the same
material stretches over two hundred meters, forming a labyrinth that draws
visitors into its folds. Within it, multiple voices of “I" are depicted, intertwined
with stories rendered in bold ink as ena-garami.

Throughout the venue resound the calls of frogs — the first creatures
on earth to have developed vocal cords, moving between water and land.
Their voices reverberate within our bodies, stirring the boundaries between
human and nature, knowledge and the body, record and narrative. NANUMO
KANUMO, Anything and Everything leads visitors into a world apart from
existing orders, prompting them to reconsider their relations with others and
with the world itself, and offering a guide toward future journeys.

Henry MOORE (1898-1986), Head of Prometheus

1949, Pencil, crayon, watercolor, gouache, and ink on paper
35.6X27.4cm, Artizon Museum, Ishibashi Foundation

This work takes as its subject Prometheus, the figure in Greek mythology who
gave fire to humankind and was punished by the gods. Fire here symbolizes
civilization and technology, and in the context of 1949, only a few years

after the war, it embodies both hope and peril. Moore was commissioned to
produce illustrations for the French translation of Goethe's poem Prometheus,
and this drawing was created as one of the original designs for that project.
Executed in pencil and watercolor, it combines hardness and softness,
conveying at once force and unease. The fearful gaze and trembling lips
reveal a fragile humanity at odds with the heroic image of the myth. The
dividing lines across the face evoke ancient masks while also suggesting
futuristic forms, overlapping the light of creativity with the shadow of
contradiction. Raising questions about how humanity might live with a
technology increasingly estranged from the human, the work resonates with
Shiga Lieko's new installation NANUMOKANUMO, Anything and Everything.

TAKIGUCHI Shuzo (1903-1979), Untitled

1972, Décalcomanie (watercolor) on paper
19.5X13.8cm, Artizon Museum, Ishibashi Foundation

Takiguchi Shuzo, who first introduced Surrealism to Japan through criticism
and translation, created this work as he shifted from “writing” to "drawing” in
the late 1950s. It reflects his stance of letting go of reason and language to
open himself to his unconscious, bodily responses.

The technique is décalcomanie: watercolors are applied to paper, another
sheet pressed on top and then peeled away, fixing accidental forms. The
shapes generated by the blotting and bleeding of the pigments resemble
fragments of plants, landscapes, or inner visions, stirring sensations beyond
intention. These images expose both the depths of human interiority and the
primal energies of matter, intersecting uncontrolled gestures with the act of
“seeing.” Emerging in the interstice between chance and necessity, Takiguchi’s
exploration resonates with Shiga’'s new work, offering an opportunity to
reencounter the world anew.

Alberto GIACOMETTI (1901-1966), Walking Man

Conté on paper
51.3X33.4cm, Artizon Museum, Ishibashi Foundation

This work is a small drawing connected to Giacometti's representative motif
of the "Walking Man.” With just a few strokes in Conté (carbon crayon), the
human figure is rendered, yet within the economy of these lines resides
an undeniable sense of presence, as well as responses to time and space.
Giacometti spoke of the sensation that the more he tried to capture the
contours of the person before him, the more they receded, and his practice
was grounded in moving back and forth between detail and whole, striving
to bring an image into being. Compared to his sculptures, this drawing is more
improvised, yet the “transit” and “trajectory” of existence are etched in its
lines, and in the fragile body taking a step forward is suffused the intensity of
human existence.

More than that, what overlaps with Shiga Lieko’s practice is the stance of
continuing to engage with uncertainty — the way a form slips away in the
very instant it seems graspable — while still seeking a reliable image.



