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1. BB LIMFIDLSBL | Symbols of Dynamism and Restraint

[3] from “Baltic Sea, Rugen”

Gelatin silver print

HEBAF 1933 |2024 |Y< b/t 1950 HE.TR77IVM IR 182.8 X 183.2 cm
Mitsuko TABE Yamato Takeru no Mikoto Oil and asphalt on wooden panel
B> %F 1925 |2019 |Work 19604 HF TFAN AVRR 165 x 131cm
Tsuruko YAMAZAKI Oil and enamel on canvas
MR ER 1936 |1998 |=(No.16) 1961-62%F |#f. 7vHh—. KR 22 X273 x12cm
Jiro TAKAMATSU Point No.16 String and lacquer on wood board
FREEZ 1935 |2016 |AV/XIh-FTVx 19624 RYTR TR SR MXTAT 24 x15 x16 cm
Natsuyuki NAKANISHI Compact Object Polyester and mixed media
FHEXAS 1935 (2020 |BGRRE 19624 Hya— Bk $91cm
Mokuma KIKUHATA Slave Genealogy Cashew on plywood
IGRRE 196245 Hhya— Bk $93.5cm
Slave Genealogy Cashew on plywood
IGRRE 196245 Hhva— Bk $#91cm
Slave Genealogy Cashew on plywood
IGRRE 196245 Hhya— Bk $95 cm
Slave Genealogy Cashew on plywood
IGRRE 196245 Hhya— Bk $#99 cm
Slave Genealogy Cashew on plywood
IRRE 19625 hya— & $91cm
Slave Genealogy Cashew on plywood
IGRRE 196245 hya— AR $79.5 cm
Slave Genealogy Cashew on plywood
IGRRE 19625 hya— @K $41cm
Slave Genealogy Cashew, thooth on wood
JTKEIE 1922|2011 |fE& 19644 SRR MEEERIGE, YN R 182 x 365 cm
Sadamasa MOTONAGA Work Oily and aquatic acrylic colors on canvas
AR 1937 %5 65-24 19655 EZ—VEBRICKZLY =T HE. T YL, 183.3 X 1374 cm
Takesada MATSUTANI Propagation 65-24 Ny RZ AR
Vinyl relief, oil and acrylic paint on canvas
and plywood
HE—If 1924 |2008 |HOEHR FBIS 19665 hi:: PN DAV 90 X 90 cm
Kazuo SHIRAGA Work in white Il Qil on canvas
2. RERER. ZOEDHT=H | The Unstable Shape of Our Planet
b EE AR 1928 (2020 |[EHREIYY—X 1960-624 |MhR. £. & 371%x28.4cm
Tatsuo IKEDA One Hundred Masks Series Intaglio and sumi on paper
BiREC 196245 LA S N= L ] 50 X 36.5cm
One Hundred Masks C Ink, watercolor and conte on paper
[tEAZEMIZY—X 1963-644% |MhR. £, & 38.6 X 29 cm
Elliptical Space Series Intaglio and sumi on paper
VAV A (VOYAGE: Happening In An Egg) & &1ENRI# 19684 ENm., #% 27 x 351 cm
THE PLAY “VOYAGE: Happening In An Egg”, Announcement Print on paper
(VOYAGE: Happening In An Egg)EW St L TOR 19684 ENm., #§ 42 x 297 cm
[#a8] Print on paper
“VOYAGE: Happening In An Egg”, Chart written
on board of the Kii-Go [copy]
(VOYAGE: Happening In An Egg)l BATh:EER ] 19685 ENR. #& 107.5 X 76.7 cm
(8] Print on paper
“VOYAGE: Happening In An Egg”,
“Nippon no kinkai-zu (Sailing chart of Japan
and the adjacent seas)” [copy]
(VOYAGE: Happening In An Egg) i2 %R 19684 Bt 4432
“VOYAGE: Happening In An Egg”, Video
Video documentation
FEEZ 1935 |2016 |SEAENTII 19784 HEL T A AR 180 X 131cm
Natsuyuki NAKANISHI Tangent arc Il Oil and bamboo on canvas
arc1 197945 KRIR. KF. K 108 X 77 cm
Arc1 Charcoal and watercolor on paper
arc9 19795 KRIR. KF. K 106.5 X 74.5 cm
Arc9 Charcoal and watercolor on paper
BTz 1945 |2023 |12 Spins 19814 FERGAINE 12248
Hitoshi NOMURA Chromogenic print %50.8 X 61cm
FEE 1957 (ME—KBEHIAEBADIHOT OIS b No. 21) 19945 £ AE BRI 68 x 102 cm
Cai Guo-Quiang olHora—A4vy Sumi, gunpowder, archery and paper
Drawing for Myth: Shooting the Suns:
Project for Extraterrestrials No. 21
(HEE—KBEHD AZADEHOT AT+ No. 21) |19945 BKE K 70 x 95 cm
DFE=HOFA—=AVT Sumi and gunpowder on paper
Drawing for Myth: Shooting the Suns:
Project for Extraterrestrials No. 21
BRI 1958 Untitled 19945 RAF—I 300 x ¢140 cm
Noe AOKI Steel
AR 1948 [xnbig Va—rrel&y [ 19965 ES5FNN=FUr b 42.3 x 54 cm
Hiroshi SUGIMOTO [1] from “Baltic Sea, Rugen” Gelatin silver print
[suvbg va—srrelky [2] 19965 ES5FVNN=FUr b 42.3 x 54 cm
[2] from “Baltic Sea, Rugen” Gelatin silver print
[xnbiE Va—rrel&y 3] 19964 ES5FV =Yk 42.3 x 54 cm
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and death
3. AHDTHEL FEDHDTHAL | Nothing, Belonging to No One
A/ Y b/ T 1912 1986 [12DH %k 19584 HE.HYAR 14.2 x18 cm
Toshinobu ONOSATO A Circle: Vermilion Oil on canvas
—>nH 19594 HE.HYAR 494 x 60.3cm
Two Circles Qil on canvas
—o0nH 19685 pi: BN AP 65 x 91cm
Two Circles Oil on canvas
SHGH 1946 1Em-FA 1964/20124F |77 UL Fa, &8 ET, /8% $160 X 9 cm
Norio IMAI Work - Circle A Acrylic on fabric, mold, nail and panel
{E&R-FAD 1964/20124 |72 UL, Fo, &8 §T. "3 $160 x 9 cm
Work - Circle D Acrylic on fabric, mold, nail and panel
RERPERR 1934 [1985 |&DIK 19674 TI7RF vy 2R, B 18.9 X 18.9 x 18.9 cm
Takayasu ITO Negative Ball Plastic, metal and electric bulb
IVYIA-HRTFT—= 1930 (2017 |HOXRE 19675 TIVI ET AVINR $120 cm
Enrico CASTELLANI Superficie bianca (Surface of White) Acrylic on canvas, nails
INEKER 1944 EIRI 1969/2013% | EiK. 74 Y — Y4 XATE
Susumu KOSHIMIZU Perpendicular! Brass, wire Dimensions Variable
ZR{-1E 1919 1988 |bDEEE 19694 K 130.4 X130 cm
Insik QUAC Things and Words Japanese paper
HEAR 1905 (1972 |#&& 197145 pi:: PN DAV 230%315.5cm
Jiro YOSHIHARA Untitled Qil on canvas
oy 1936 Ry 1975% BBkl H N8R 162 x 292 cm
Ufan LEE From Point Glue and pigment on canvas
AIEEAL 1961 namenlos 1993% FRENE. K 41 % 32cm
Rei NAITO Red pencil on paper
namenlos 1993% FREINE, R 41 % 32cm
Red pencil on paper
namenlos- B Ei#k 1993% DS EEN 41 % 32 cm
namenlos-Self Portrait Red pencil on paper
namenlos 1993% DS EEN 41 % 32cm
Red pencil on paper
namenlos 1993% HEINE, BE K 41 % 32cm
Red pencil and honey on paper
namenlos 1993% DS EEN 41 % 32cm
Red pencil on paper
namenlos 1993% HENE, K 41 % 32cm
Red pencil on paper
namenlos-#Z EICENTHNE%FHT 1993-944F | HIhE. K 24 % 32cm
namenlos-migoto ni harete otozureru wo mate Red pencil on paper
4. [\lERE KB DY XL | Rhythms of Rotation and Repetition
TN TFa vy 1887 (1968 |Ak-LY—7 1935/65% |#ET1RI6K Z—>T—T I T42R7:%¢$20 cm
Marcel DUCHAMP Rotoreliefs 6 cardboard disks and turntable TL—v—:
375 x 375 x10.5 cm
EREE 1929 FybT¥alal—vav 19584 RN DAV 162 x 390 cm
Yayoi KUSAMA Net Accumulation Oil on canvas
EXEER 1911|1995 |fE& 19616 HE N DAV 162 x 97 cm
Masatoshi MASANOBU Work Qil on canvas
‘/ESET 1927 [1997 |Work 10 1963%F B RN DAV 145.3 x 97.6 cm
Hideko FUKUSHIMA Qil on canvas
BARAF 1940 Fiibaeuit: 2 19635 LAV AT KFEF, BF. IE. NZVIR |130.8 X 97.2cm
Kikuko MORIMOTO A Benevolent Opposite Dream Crayon, ink, watercolor, mineral pigment, oil,
and pencil on plywood
gt 19635 B, 7 LIV E AR K RZYIR 183.4 X 138.4 cm
Transformation Qil, crayon, pencil, pigment and watercolor
on plywood
TRIBHAS 1940 Blue Dots 1966/89%F |TNIZTUL . TvH— 133 x 330 x 111 cm
Noriyasu FUKUSHIMA Aluminum and lacquer
SHIIF 1939 FreH 19665 REL, YR FERFA—IL 130 X 130 cm
Kumiko IMANAKA Red and Yellow Oil, tinplate and styrofoam
SHBE 1946 ! MIERE 19674 TYTNF YR TATH(E//A B TVE) 4538
Norio IMAI En (Circle) *Collection of the Artist Single channel video, black-and-white, sound
N EZBB 1925 |1996 |24,200DE W 19735 EOTN il 130.7 X 194.5 cm
Saburo MURAKAMI 24,200 Black Circles Ink on cotton cloth
10,378 D # LA, 19735 EOTN il 130.5 X 194.5 cm
10,378 Red Circles Ink on cotton cloth
HEmE= 1947 A.8-7 A 197445 ESFUOAN—FY(14E). B . A7 14558
Keiji UEMATSU Stone/Rope/Man 14 Gelatin silver prints, stone and rope £53.8 X 36.6 cm
IHEE 1935 [1990 |AEDFYT 7R BEOIHHIE - 1983%F TIRFvI K EER 248
Tetsumi KUDO Effet doppler dans la vie, ol est votre place... (Life’s Plastic, string and adhesive &175 X ¢42 cm
Doppler Effect - The Place You're Standing Is...)
BEFEF 1933 (1988 |\ & IAMANATRELRBIEIRD H7-§ A2 1984-85%5 |7/ AVINR 181.5 X 167 cm
Seiko KANNO Equation which is Filled Everywhere with Acrylic on canvas
Indifferential Functions
HRZOEL 1941 RO HE B 19874 A=Y a(RE AV NRATIV KE. ) $189.5 cm
Etsutomu KASHIHARA A Portrait of the Sky Collage (pencil, ink, pastel, watercolor) on
paper
ZAREA 1948 HEFRIFAK HIEO0003 20044 ESFVINN=FYV 149.2 X 119.4 cm
Hiroshi SUGIMOTO Mathematical Form: Surface 0003 Gelatin silver print
HEFRIFAK HEO0009 20044 EIFVINN=FYv b 149.2 X 119.4 cm

Mathematical Form: Surface 0009

Gelatin silver print
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RRE 1936 |2023 |Bo7-EATfE 2004-05% |FRP (i3t 772 Fv ) 57.56 X 50.5 X 46.5 cm
Michio FUKUOKA Rotten Balls FRP(Fiber-reinforced plastic)
SHIR 1957 2006-6 X447 2006% RYTZTIVERR, # 280 X $200 cm
Hajime IMAMURA 2006-6 Daibu Polyester resin and iron
ALy ¥av-nA474+ | Highlights from the Collection
ﬂf—}b-’t‘ﬂ”/ﬂ 1839 |1906 |ED#fH 1890% 8 pi: BN DAY 45 x 53 cm
Paul CEZANNE La préparation du banquet (Preparation for a Oil on canvas
Banquet)
TYYR-TILVRL 1891 (1976 |IREDFF 19275 MR AR 80 %100 cm
Max ERNST Forét grise Oil on canvas
Yat€7-a—x 1903 |1972 |EBALHRTIL) 19505 SORMTAT 43.2x251%x89cm
Joseph CORNELL Untitled (Hotel du Nord) Mixed media
=37-F-2&— 1914 1955 |7/ VYV IOR 19544 HE.HYAR 60.6 x 81.1cm
Nicolas DE STAEL Collines a Agrigente Oil on canvas
SHV(NVR)TNT 1886 |1966 |hy7HhREHL 19604 7arx 15 X 45 X 39 cm
Jean(Hans) ARP Coupe ou Fruit (Bowl-Fruit) Bronze
TYFAgE—kL 1928 [1987 |474—FOdE 19644 SNGRGY =Y HVIRR 122 X122 cm
Andy WARHOL Four Feet Flowers Silkscreen on canvas
Jarv-iyFz 1925 [1992 |BEE Il 19664 HE.HYAR 55 x46.5cm
Joan MITCHELL Vista Il Oil on canvas
AR 1932 |2014 |MAY 12,1980, Today ! —X (1966-2013) &£ ¥ 19805 TV HVNR FE FE 455 X 61cm
On KAWARA MAY 12, 1980, from Today Series (1966-2013) Acrylic on canvas, newspaper and paper box
A—-tE7-KAR 1921 |1986 |/NSIRFEERT 19845 . gk, 7V b YA XATE
Joseph BEUYS Small Power Station Copper, iron, felt Dimensions Variable
TIRRT—F> 1912|2004 & #10 19884 TV SRE HVNR 183 x 183 cm
Agnes MARTIN Untitled #10 Acrylic and pencil on canvas
#*/-3—3 1933 SRS 19884 7arx 9.4 x 235 x 24 cm
Yoko ONO Forget It Bronze
II)—h—AXIvTTL— 1910t |1996 | FAD 19934 VNN PRV S 91.2 x122.3cm
Emily Kame KNGWARREYE My Country Synthetic polymer paint on canvas
yrY—-L = 1947 TIyy - Za—R=v 19944 HIR 14 x 20.3 X 13.7 cm
Sherrie LEVINE Black Newborn Glass
YIRGUY 1965 7 hLh—(8) 19984 HAH—ho 82— FRP. E—%— ftb 1M1 %150 x 210 cm
Kenji YANOBE Atom Car (Black) Geiger counter, F.R.P., motor, etc.
AaLy&-7vyJ 2R 1969 =Py 20064 ANTZFoA—LTYVE 38 X 38cm
Loretta LUX Dorothea lifochrome print
Yay -84V R 1958 #& 20064 HEL AR 235.5 x 142 cm
Luc TUYMANS Church Qil on canvas
TevIL-RLTYR 1963 Automat (3) 20084 pi::ESAP 24.4 X 18 cm
Michaél BORREMANS Oil on wood
The Trees 20084 pi:: N DAV 50 x 42 cm
Qil on canvas
FLHRL 1963 (K 4) 20165 FHAhEAYy LT TBENA TV L, Y4 XAE
Beom KIM Untitled (Trees) A& Dimensions Variable
Objects wrapped with abaca and cotton pulp
on wood base
AR 1962 727 FATMAN LITTLE BOY 20175 TIVIN TIIT7L—LIZRT Y bENTH /3R |300 X 450 cm
Takashi MURAKAMI Background in collaboration with MADSAKI
Acrylic on canvas mounted on aluminum
frame, Background in collaboration with
MADSAKI
<U7-77—7 1988 TIADHBEE 20214 pi:EN 179.8 X130 cm
Maria FARRAR The room with the terrace Oil on linen
YTy T EvF 1971 AEE no.1 2023%F T IRV AFYLARF—IL A S 201 % 203.5 x
Sopheap PICH Nocturne no.1 Bamboo, rattan, stainless steel, oil ink 16.5cm
E-Y—V-FrL X 1960 LAMA—HRE 2024% SMFL R 28.2 X 30.7cm
Maureen GALLACE Late August Oil on board




Hizxiiiom- &

EEE | EEREME TEHEe

[£20EIE LIELIESWICHED NS, FRLEDRICOAETELER XEDHLLEET
BLEE DVWIDREHEVWTLEST-ZED H BN E0 D BLAEWVWESLS ZNIEFEL DO BIED
FICHEH TR oL b REVNAEREZRO— 21, A 2513 BHMBARELI TOTRAEZ
ABBV BRELTWTC. HFLZRELIEZCOR I HERBEFIRBTLIICFEFETHDIILE
BEWRELTEO—A FABICEA AIHBALAVELKYOFEREZH-5LH T3, ZHZH &
AZENTETHY AN’ AL BV ITOALBENREEZZH. L LAEBITEL LD ICITHESD
ENTETLTEL,

AALIVavEOBERTTIE. COEZVWRICEELEY S BB O ENZIRYIES, PR

EESTRNBESIC, EMREDRAEELTCELEDOD, [DEBYIHTLADH I~ - HBALE
FANEBRBICEALIZAD . ES / HES R ZA=BIP(b=M]E L --BDEELED KD
FATHEERALIIERTE55, Z0OEKT, BAOBBOEMH . ALV ECYELTIIRA
TAHB|DAAXA—YTEONTELILFRBICELEERZ5 M, wFhice k. b FLLESL
IREFS>TRHENZSITEVWIDEAHDBERENICOVWT, EIT42DEEALIOEITHELS,

1. BN EIHEIoLBL

B RERAEA R D> TLIES B> 7-tE. 1950 FE R % £ H S60ERITH IFTDEM L, LIE
LIEME 1 LiTAIE VWS F—T—FTEOND, EMRAZDEZRIFI>THEMEAZAVL
BOXRICEFNI-RED. FHEICEITIONIEIRZLF—DHEERS EWVW-BER/IC,ZITES
(B Do IESRETHELE ZOEMIEI T 74 AN DORE R EEEITh, £1-Zh A B
ARYEMEEMETRLER [HIF72OREMIBELRITNEZESS, wFhictL FRFA,
SF eI Fr RAROREE WS -HAN REEOMEICITHS,

IHLERICE ST EFRVWHIE MEOFICAZEIEEILTHML, =M AELDER
ERFOOBCEVS . CEORELTHETIAELAKWL, L XIF1954E ICEBEERE BEHCF
AN BAEMBEIL. [ L[YWE | L EIREIC, BENAEROHY HERTW T, Tt
E5FELMFEVCHELTRBEIEZOTRAL CLAYWEICEGE525 Pz 22BTHS
BESOEMEIC. LIELIEEZWEL HLObNIDEEES, ZNIEHZ5L ZOBAES LME
VWS ZODREEFRBATLENSESS, ZNIF. FEOVRYPHEOEREY AL OB VAR
ZOD. ZFNTWTHALD A DEREBIEAITHEAS ICBREIETHING,

—H.1960FE RO REMMAERICRONDES (. X IEE 7Y B0l I o720,
B oW KYEEHERAA—SELIELIER>TW e, EHfib LA OHEMEZAL. AE DR
EBEANES ETEREMDIEYFELBICE->T. ZORIR. EHTE-ARARCEME, YEY
ERELTELDHZ-ODZIFMADIEESZZ, AN LOOBERN’ EZONEEEDEATIZ,
FERALEDHDENBHEITHIFIND 1T,

2. NEER.ZDODEDHII=b

EFBWHIE. DRICT TIC. Z2IH B, b DRTEXRDAMD, £1E20EUTDZL K
Figb HBREVWIEATEZMAMO—BE. bbAAMORELHELES. ZLTZDZAZTN
A E R ICEELY . BEAREAHE L TRELEY LTV S,

BIROFEEZ (1935-2016) IC&>T, THLAREBREDE 513, BODIGEFIEEZKRYIL/-E 57
BDORYPIE 572, LIFVAZNIE, EXEOREHCE VST B A TIRRLTEL G LAROBEDIE,
A—ELOHICLS, EEF->TEHEICELLS ETIESASORBICIZATONTWS, ZhiE
AHAOREIRE LEER T REIZECTEEINZIOL E WS BRI, hEE. RYEKERAM
MWOAX—LTH>CUSE LT, BELICIRV SN BRI BET S, [HONEROFRERT
MR SRY A CELICHEA P, AR EICESCHRO I HUBEERRLTVLEDESS,

LoDEZARELDL>TAD ORI, ERTRAHEAGT. EAlEd2hICTO IS h A

WTRELAV,REDISLEHY L5 %2 ABOROSAELZKEBICEREDLEOEHTRD
TEHEE (1909-74) 2o 7=, [TEANEATHBRY . 23 EBHLRHLHIRY . R LA SEED IE
BALEN EVAPFSUE ELAFSRV. RUANSETEILEEHRT S LESZOMEM
LR NICEFEIN, BOEAZER) £ W THE 7 BHEREM (1928-2020) ICe>THE, ZOFIE

(1]

BRHEFCON-AROREAIE

(BF) o#Bhih % | [EMFHIEI705.
ST AR, 197358 A, pp.72-92,

[2]
ERARIEKEMNE S | [ HI5E75
125, F#1t. 19565128, pp.202-204,

[3]
FREZEPIICHDODBEHICVWDIETYH
T EBITAIER BehICh20H570IC
WO ETHITFL  REBIREERE. 19894, p.74.

(4]
TEHEREMEANE— T3V [[EEBA O]
AR XEXE, 20084, pp.217-226,



REGLOELTZEDZTLHARACEDOFRELYZDZ, WO REHSTEIZETRICAEAS
rbo FEPKEEV 7 RAEIHADHEVWEBRICHRVBATW S EHDESH ZNBED,
ZHZHBANE-TEEINED,

B AAHLDTHLL EDHDTHA L

FERESARCHAES. ZORICELEBOAEETIILICL>THRYI2—H. B0
BREI.ZILEBEAELAWIEIZNEBMERS, $-IORKR. P LALAAETO
BEEEA, ETHESTHELL, BORALFHAL T, ETICHRELAVELSIHIHKW R I, Aik[ES
E|DMKEBIDESS,

Mld=2—FSUAERE, ZhiE FEALOTEEVLALIZ AICTHHEY RS, BROA/ ¥ k-
b/ 7 (1912-86) B TEICh 123 RBEFH LV VRYTHBERTAREHICCIOREAEES &
SIIB-1=06, BOOREOREENE. SOOI BITEA I ELEA L o1, L L) BRENBE
LRI, [EEICEREMELACAEVLALIP R mALETEOA,ICHERD, KLEELS L
TRELADEBEES LT RIE AL EMELIEYIRLIZYTEI LA LB, 727 TEB WS T
LEEBRLES ERA B,

—7. EAEMMBEERVAERAR(1905-72) I3, ZOBMBARATICHE2ENRD LT, 8%
B<HBRERELLS LA, LIELIEEOMBICLAZLZONZEROALA. EDEIAZFNIE,
A<D EWSBWICEDINTICHL D DB EEF— 775D LU DITRED
BIRZYFVEDHBAZNICET . —FE—BLrndL51cY ZhaZ[HEITErDTEL
ZOFRICEYEI EROTF)VI—2arvEEHRHLT LT,

ZOESITHIE EMETEIEZNAEKICOVWTERZ DD, LTAERYZD, LhdbZhit, IF
EACHEICTHT 7 ERTREA, R IKBYSINEFEE, 207/ =<2 |V EBEICENI 1.
HOWEELLICAECREZZAL-OIISHBRE (1946-) 7227 HO T ICERZTRAAT. ZD
ALTIRIOMEAS IR AEVFOEAEEARBEIEAELL, BOAL 5B<ERTEILOR
WEOESEIE. G LABRBEOBBICEFRAZRRD, IYIFALIELICEA>THENFTLSIE
7,

4. BlEEREDY XL

RIHbETE—2HVTHIAIPEF2HHIEIE. BOTEEREOBRAZH VLA T
KB, EBERICHET . LITHCKURLICEEZEZRTFABATLICE BHERIBEBLTCNSEESS,
BIZENTE—3 [<KHECHEBEDPURIALE, REATEPHICERL. BULECTRTZEWLS
BEROAVISAMBETHNEHZIIL. BEPEFOFOEEZIC. BEFELEFEOONTLESIC
HH LA,

YXLOBEMIGEBLIE, ZNIE. TEORIABERRICAZ I L2 EBRT 5, [£—2 | HH<B LI
FELT.ROED. ESICRDEDE  ALBEEYIRTEE ZOEYFIR, BE-LTHSOBEETH
WTWBEERDDD, SHOBEEANIFEBLEIEZYRLDBE X, RICATREFTHITOUL
TORWEBRBLTCNZA, ZhizE AR b0 BEEZ—FHEICEY MEILLTY,
EFZ0MMECYIEL, RELTHUELIR. BOOEBETREEATLKEMRE V> TIRZ R
LI P BL AL,

bbAA EEPREEVSEEE MY FL T BIFELEHAL IBREINEZED W
BRI, BAELERBEE L. ZICBELYRLEBERBRTIILICABI A, 1L I, 125
ROBEEAERTIEDARVLRLADIX—JITOONT, AEIEAEIE D HH WA IREELS
N3 eh, BREAGRLFREDAWL, ECETHRLLLANBOEASIC BREPERELLET.,
EDe BBV U LY LEBDRLENEEZIVWROREICERASh, [AZHLEL LRSS R
HLEZWANTLED, &b, WTFNICEE, ERWELBETEEXE h-bORBEHO LS. /F
BIHL RBIHL 902 ETNIETRIEL LD DO ALEBZIORIE, R IFY EVSIRED,
RLTEBIRIE>TCAA L,

[5]

A/ Y b b/ TR ETIR]—h A <EBR]
AREREBHRIEE~NORA A/ Y- b/ T

X J# X4t 19784, pp.63-66,

(6]
ZHRAIEREROEMIARZAI-7A
FRERRIERAERRETERER.1973F,

[7]

SHEEERLAZBITALSIELES
FDEM/ — T L—ErZ— 20014F,
pp.65-68,

(el
TEZIEUT 2R RELTF
[£~2HhWT bBrAlJEDi, 20205,

[o]

YZXLICET Aol IE. EICUATOXEE
BRLTWS, L—FT1E-I5—4Z
[VXLOFEIRZHEER, 2T TERE19714E,
WS ERIY XLDEF/ — FIRRAGHH L.
20184, (FHEH[ V7L — £ HHEDESR)
B FHTCE, 20214,



Circles and Rings in Postwar Art
Takashi Fukumoto | Curator, The National Museum of Art, Osaka

Round forms are often drawn spontaneously and unconsciously. Many people have likely
sketched this shape while absently doodling or testing a pen, almost without noticing. It is
one of the most fundamental elements of form, frequently appearing in children’s drawings
as well. Yet despite its simplicity and clarity, the circle remains elusive. This complete and
orderly form can symbolize equality, as in roundtable discussions, and at the same time it
can convey stagnation, as in being caught in a cycle. Although it is a geometric shape that
conveys softness due to its lack of angles, its perfect symmetry makes it too rigid to strike us
as truly organic.

This special exhibition of works from the collection focuses on round forms while reflect-

ing on postwar art. With what meanings have artists imbued round forms, manifested as

circles, rings, spheres, enlarged dots, polka dots, ellipses with multiple focal points, spirals

and helixes? Connections often transform into constraints, and cooperation into conformity.

In this context, round forms are prone to deviate from the positive connotations of terms like

en (connection or fate) and wa (harmony). In this sense, it may be significant that Japanese

postwar art has often been described through the image of the circle—an image that

raises the same questions again and again, only to let them fade into oblivion.[" In this essay, ,[:I]aoyoshi Hikosaka, “Beyond the Closed

this category of forms, which resists neat resolution and never quite comes full circle, will be Circle: What We Can Learn from the Trajectory

examined from four primary perspectives. of Gutai...,” Bijutsu techo, no. 370, Bijutsu
Shuppansha, August 1973, pp. 72-92.

1. Symbols of Dynamism and Restraint

Art from the late 1950s and 1960s, after some time had passed since the end of World War
11, is often characterized by the themes of material and action. Artists immersed them-
selves in their materials, sometimes literally, and the traces left by these struggles stood

as evidence of the energy invested in their work. When the material used was primarily
paint, these traces were described as Informel painting, and when everyday objects or
scrap materials were involved, the work might be labeled anti-art or junk art. In either case,
when discussing these works, the images that come to mind are likely to be muddy, messy,
battered and tattered.

In art with such tendencies, round forms can serve as a framework in two ways, serving to

keep unruly materials barely under control while also bridging the gap between art and ev-

eryday life. For instance, the Gutai Art Association (referred to below as “Gutai”), formed in

Ashiya, Hyogo Prefecture, in 1954, saw the ideal state of art in tension between the human

spirit and the material. Rather than mastering and subjugating the materials, their aim was 2]

to “bring it to life.” ?’ Why do round forms often appear in their work? It is likely because they Jiro Yoshihara, “Gutai Art Manifesto,”

fulfill the dual roles of dynamism and restraint. While they powerfully convey the momen- Geijutsu shincho, vol. 7, no. 12, December 1956,
tum of wrist twists and arm swings, the faint impressions of forms that they evoke are pp- 202-204.
subtle.

Meanwhile, the circles seen in the anti-art practices of the 1960s were often associated

with more concrete imagery, such as dots, eyes, eggs, or mirrors. For the creators of an-
ti-art, who made extensive use of non-art materials and sought to incorporate the chaos

of everyday life, round forms served as containers that just managed to hold together their
scavenged everyday objects and scrap materials as cohesive works. It is within these circles,
imbued with some kind of meaning, that the tension between form and formlessness is
preserved.

2. The Unstable Shape of Our Planet

Round forms are everywhere all around us. The ground beneath our feet and the distant
horizon we observe are both part of the vast curve of the Earth, which is too immense to
perceive as a circle. Other planets and moons, too, are round, each rotating on its axis and
revolving on its curving orbit.

For the artist Natsuyuki Nakanishi (1935-2016), celestial-scale circles formed the foundation

of his approach to painting, but his work was never about depicting the sky or stars. Rather,

his focus was on his own footing as he stood before the easel, brush in hand, engaging with

the canvas. With his practice rooted in distrust of the ground, Nakanishi addressed the ori-

gin of painting by evoking the image of an arc of astronomical scale. The arc on the canvas
suggests “a circle whose center lies infinitely far from the arc that forms the edge of the (3]

canvas,”® while alluding to the shifting, unstable position of the painter himself. Natsuyuki Nakanishi, “A Device for Standing
Forever in Order to Gaze Gently,” in Large

. L . . . . Parentheses: A Device for Standing Forever in
In fact, the planet we inhabit is not a perfect sphere but an ellipsoid, meaning that unlike a Order to Gaze Gently, Chikuma Shobo, 1989,

circle, it has two focal points. This ellipsoid, slightly distorted with its center and focal point p. 74.
not aligned, is unstable due to the constant shift and tension between the two points. The
critic Kiyoteru Hanada (1909-74) linked this planetary condition to the divided state of the



human soul. Inspired by the concept of “elliptical fantasy,” which Hanada elaborated by
stating, “as long as an ellipse is an ellipse, it means being awake while sleeping, sleeping
while awake, laughing while crying, crying while laughing, believing while doubting, doubt-
ing while believing,”™ Tatsuo lkeda (1928-2020), who painted his own Elliptical Space, saw
this form as a means of embracing seemingly incompatible elements as a whole. In fact, one
might argue that Ikeda’s work, which confronts the absurdities of real-world society while
engaging with elusive themes like the universe and time, is fundamentally elliptical.

3. Nothing, Belonging to No One

While triangles and rectangles are defined by their number of corners, circles are distin-
guished by the absence of such singular points. Also, a circle maintains an equal distance
from its center to the circumference at any point. It seems to be these constraints of pos-
sessing nothing and tending toward nowhere that give circles their impression of perfection.

The circle is a neutral form. Because it is nothing yet, it can become anything. When the
painter Toshinobu Onosato (1912-86) began to seriously engage with this form after seven
years of military service and internment in Siberia, he did so to explore the possibilities of
his painting within constraints. His endlessly repeated circles were “symbols that did not
aim to assign meaning to the picture.”® By fitting circles into square canvases and attempt-
ing to integrate them in various ways, he sought to move away from representation or
expression and instead explore the concept of simply “being.”

Meanwhile, Gutai leader Jiro Yoshihara (1905-72) sought the freedom to paint by entrusting
himself to this clear and simple form. Though Yoshihara's circles are often likened to those in
Zen painting, they were, in fact, practical motifs that allowed him to paint without being bur-
dened by the question of “what to paint.” Particularly in his later years, he creating countless
variations, approaching the form as though in dialogue, “paying meticulous attention to
each brushstroke and confirming every one as he worked."®

In this way, circles serve as a means to reflect on the act of creation itself. Furthermore, they
are familiar and entirely ordinary tools, accessible to virtually everyone. Norio Imai (b. 1946)
was drawn to this “anonymous"! quality, often incorporating circular and spherical forms
alongside the color white. His raised white discs of various heights and sizes, created by
embedding metal molds under fabric, obscured the artist’s intentions. Rather than asserting
anything forcefully, his works blend into the surrounding environment, subtly engaging the
viewer.

4. Rhythms of Rotation and Repetition

When children move their hands to a song that tells them Ma-ru kaite chon (“Draw a circle
and a dot”),®! the outlines of eyes and faces naturally emerge. Picture-drawing songs en-
courage them to move their hands effortlessly, simply letting themselves be guided by the
rhythm. Above all, the act of drawing circles is inherently rhythmic. The stronger the con-
trast between a gentle ascent and a vigorous descent of the line, the more the conscious-
ness and body will inevitably be drawn along by the movement of the hands.

When one surrenders to the rhythm, the distinction between subject and object becomes
blurred. When riding the momentum of drawing circles and repeating the same motion—the
next circle, then the next—is the artist truly drawing of their own will? Rhythmic motion,
which renders bodily movement semi-automatic, alleviates hesitation about the next action,
but also restricts and channels our thinking in a particular direction. The repetitive act of
drawing circles and arcs undermines the clichéd image of the artist pushing forward purely
by their own will.

Movements involving rotation and repetition absorb not only the maker but also the viewer.
Guided by the round forms they see, the viewer's gaze begins to move, vicariously expe-
riencing the rhythm embedded in the work. When the gaze is drawn by the centrifugal or
centripetal forces generated by spiral patterns, the boundary between inside and outside
may begin to blur. Or a steady, uninflected pulse, lacking any clear beginning, middle, or
end, may induce a sense of drowsiness or vertigo. Or perhaps, overwhelmed by endlessly
repeated, densely packed circular forms, the viewer may even lose the will to ask, “What is
this picture all about?” In any case, the motion evoked by round forms dulls our perception.
Whether making art or viewing it, the more we try to grasp this shape, the more elusive it
becomes. Perhaps unsurprisingly, it never quite comes full circle.
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