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Daniel Steegmann Mangrané

Symbiosis:
Art and Common Grounds

20 years ago in 2005, the Kyoto Protocol entered into force. This international
agreement to reduce greenhouse gas emissions and combat global warming was
adopted in 1997 at ICC Kyoto, the very venue of ACK. However, from as early as
the 1950s to the 1980s, many artists, regardless of the geographical and cultural
categorization of East and West, were critically responding to human-centered
exploitation, by developing ecologically aware artistic logics and languages. 20
years after its adaptation, the world seems to be returning to the power games
driven by our desire for domination and control. Alongside the ongoing
environmental conflicts, economic and identity-based supremacism and
neocolonialism, are devouring our planet with ever-greater voracity.

For ACK Public Program 2025, the ecological concept of “symbiosis” is proposed
as a framework to collectively imagine realities, while embracing geographical,
ethnic, historical, cultural, and identity differences. Some years ago, Timothy
Morton provokingly claimed All Art is Ecological. Nevertheless we find these
urgently needed realities creating common ground condensed in the idea of the
artwork itself, of which each singular one is a symbiosis of intention, material,
motivation, audience—of emotion and form. As a place of encounter, an artwork
can serve as a profound role model for interdependent relationships; whether
human or non-human, organic or inorganic.

In this program, the significant historical memory of ICC Kyoto is reactivated,
both as a physical framework for some artists’ production as well as a historically
imprinted context. The participating artistic commentaries explore multiple
dimensions of coexistence and collaboration, including interdisciplinary
knowledge production, dialogue with materials and objects, and non-linear radial
temporality.

During your exploration, you may encounter a resonance between the
architecture and artworks — the architecture, where a modernist aesthetic
harmonizes with the surrounding nature, and the artworks, which energetically
extend beyond the confines of the white cube. This journey, full of unexpected
encounters within the cultural and historical fabrics of ICC Kyoto, serves as an
exercise in imagining future pathways toward coexistence, in alignment with the
fair’s thematic horizon “2050.”

Martin Germann and Kimura Kokoro
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Daniel Steegmann Mangrané
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Across diverse mediums, such as drawing, photography, collage, and
installation, Daniel Steegmann Mangrané unsettles the dichotomy
between nature and culture. Departing from biology and new anthro-
pological discourses as conceptual frameworks, form turns into a per-
ceptual field where viewers experience the world through their bodies
and senses, prior to rational order. While his practice is characterised
by playful site interventions and a poetic visual language that merges
geometric precision with organic irregularity, it remains grounded in a
critique of the Cartesian worldview that separates mind from matter,
humans from nature. Rooted in his two decades of living in Rio de
Janeiro and his meticulous research into ecosystems such as rainfor-
ests, his ephemeral and magical worlds reveal how humans and
nature continuously shape one another. His work has been presented
at major international institutions and Biennales, including Pirelli Han-
garBicocca (Milan), The Museum of Modern Art (New York), the Sao
Paulo Biennale, and the Taipei Biennale.

A luminous triangle, formed with gold leaf, is delicately arranged on
the metabolist concrete wall of ICC Kyoto and illuminated by a pro-
jector. The triangle has long symbolised sacredness in culture: from
the Christian Trinity to the monumental tombs of ancient kings. In
nature, many organisms embody this form within their body structures
for stability. Gold, as a natural material, recalls desire and exploitation
within the colonial economy. Yet in Kyoto’s traditional crafts such as
fusuma-e (sliding door paintings) and byébu-e (folding screens), gold
leaf adds spatial depth and light to flat surfaces. Within the work’s
simple form and material, multiple layers are interwoven, each acti-
vated differently by each viewer.

At its core, the triangle’s balanced form and fragile gold surface speak
to the viewer’s perception. This blend of formal sophistication and mu-
table viewing experience situates his practice within the lineage of
Post-Minimalism, while his biological and anthropological framework
deconstructs the Western-centrism embedded in this vocabulary.
Within this subtle, illusionary encounter in the semi-outdoor space, the
rigid hierarchy between existence, phenomenon, and meaning gradual-
ly dissolves, transforming through viewers’ embodied perceptions,
inscribed memories, and environments shaped by diverse histories.
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Through videos, sculptures, and installations that combine everyday
objects in a lo-fi manner, Phung-Tien Phan (b.1983) playfully investi-
gates the tension between social roles and performative identity. The
materials she chooses often reflect her position as a German-born
child of Vietnamese immigrant workers and her experiences as both
daughter and mother. They become a stage for erratic combinations of
industrially produced objects, inconsistent narratives, and a perpetual
alternation between anonymity and performed character, revealing the
conflict between socially prescribed roles and lived experiences.

This absurd assemblage and deformation may recall Dadaist improvi-
sation or Surrealist dis-placement. However, her contemporary
tongue-in-cheek stance toward order is neither an attempt to over-
come the ideals of art nor an invitation to an escapist dream world. The
objects she composes retain the unmistakable imprint of everyday life.
They cast a wry and deadpan humor on the authenticity of social iden-
tity, imagined as a constructed stage that governs how we perform
ourselves offline as well as online.

In addition, her works often signal a specific locality, furniture styles
along with further mass-industry products might lead to surprising
combinations, often even small Buddhist altars favored by immigrant
communities. Yet through the process of reference, severance, and
substitution in her act of making, these local contexts are reconfigured
and restaged as theatrical settings, allowing viewers to feel as if they
are glimpsing a warm fragment of their own lives, lived amid rapid mo-
bility and the entanglement of multiple localities.

In these ways, her works are theatrical. As philosopher Kwame Antho-
ny Appiah observes, collective identities function as “scripts” for ev-
eryday life. Phan’s meticulous mise-en-scéne demonstrates the strate-
gy of reading these scripts upside down, recognizing social identity as
a set of expectations while deliberately performing different charac-
ters both within and beyond them. Phung-Tien Phan has presented
exhibitions at leading institutions, including Kunsthalle Basel, CAPC
Musée d’Art Contemporain de Bordeaux, and Kunstverein Harburger
Bahnhof, Hamburg.
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Rirkrit Tiravanija
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Lead, acrylic
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Rirkrit Tiravanija practices participatory art that blurs boundaries
between art creation, social and political commentary, and public inter-
action. His artworks build on the so-called “Relational Aesthetics”—an
artistic approach that emerged in the 1990s which prioritizes interper-
sonal exchange and community engagement over object-focused art—
inviting diverse viewers to collectively co-imagine alternative realities
instead of solitary contemplation. Similarly, the garden at ICC Kyoto,
where visitors, the Event Hall, and the New Hall encounter, resonate
with Tiravanija’s interest in relational dynamics in art and the mediating
nature that underlies his works.

Untitled 2008 (3a DEX)(Z ZIZH BT X TIZAE4p) oddly camouflages
itself in the rocky environment of the garden. Its size and form recall a
paper cup, a mass-produced commodity, while the faint coffee-colored
stain on its surface and the folded shape suggest that it has already
fulfilled its purpose and has been casually discarded. Together with the
wabi-sabi aesthetic of the garden, this used-paper-cup-like sculpture
evokes a sense of melancholy toward imperfection and transience.
However, the sculpture is not a readymade: it is heavy and solid lead
coated with matte white acrylic, and even the coffee-colored stain was
hand-painted by Tiravanija.

When considering these multiple contradictions between form and mate-
rial, between disposable commodity and artwork, and the meanings they
entail, the phrase written on the surface emerges both as an open-ended
inquiry and an artist’s statement. ZZIZH 2T X TIZ&4p is a Japanese
translation of “Is this all there is to life.” From the tension between the
work’s “disposabile” appearance and the existential weight hinted at by
these words and materials, viewers begin to unfold their own interpreta-
tions, trace personal memories, and weave their own stories. Through
Tiravanija’s subtle intervention, the brief moment before entering the hall
is transformed into a time to pause and reflect on this inquiry/statement
that is often buried beneath our busyness of daily life.
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Since around 1970, Suga Kishio has been active both domestically and
internationally as a leading figure of Mono-ha, a sculptural and instal-
lation-based art movement. By assembling natural, industrial, and
found materials, he reveals their existence, as well as the relationships
between materials, the surrounding space, and human perception. His
philosophy and practice, which bring forth “new” landscapes from the
interdependence of materials, sites, and humans, resonate with the
Eastern concepts of Ku (emptiness) and Mu (nothingness)—an attitude
that perceives the world relationally rather than as grounded in an ulti-
mate essence. His minimal interventions maximize the presence of
materials, transforming the conventional notion of “creation” made
absolute by anthropocentrism and inviting a worldview in which mate-

rials and humans coexist equally.

Suga describes the polysemous nature of materials as “multiple mean-
ings that are attached to a single material.” A work emerges when the
artist sharpens a particular meaning from the material’s multiple po-
tentials. Placed within a site with its own character, viewers perceive a
“new” landscape arising from the interplay between the work and its
space—one that is not literally new but newly revealed through the
encounter. This landscape does not result from human-centered “cre-
ation,” where materials serve the artist’s envisioned image, but from
the deliberate intensification of a certain aspect of the meanings at-
tached to the materials. In this way, the “new” landscape reminds us of
the diverse meanings materials carry—those overlooked or not pres-
ently observed.

Contemporary society is often described as an era of diversity. How-
ever, this phrase can sometimes elevate “diversity” into an absolute,
fixed ideology: detached from actual beings and existing only as a
hollow creation or imagined construct. In contrast, when we acknowl-
edge the polysemy of materials and their varying perception through
sites and humans, “diversity” becomes a lens to attend to meanings

that have always existed but remained unseen.

Tokyo Gallery + BTAP
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Glass, lamp in single-channel video, silent
1"06”

Za—FA—VHEET—TA4RMDRTZ-2ar (1993F 4 £h) . BE10F
IChizl), BEPLAV75, YERE, ISHICIIERRE -2 - HS2FHER
ZEMLADY D, ZThoZzBEROMIIEB-HENALEFREBNLAEIEEIE
BiIck-T. EBRNATMEESDTEELE, Yavid, MR TEERNLE
ZMERTRIONTVWET A, BEPHKRICHLERNICERYVEATHLET,

ACKD /X7 Uy -7RT 7 LTHRMNENS(Yolk Velocities) (2020) I&. #
ROnF7AVRREREEO N T Iy BICBEINERTY ., S "HHE,
FETHBEETHUOPCHLBRERZTV, BOVORIZLGVWEBETOMILLE
MELTHEHIOIToNTULELE, AEIF. BiIRFERREORENL T
W—RYXLBEICHEGTEHA - AR T4y IBNANELTEREIN, V3
YOERERICEIZEELRELEZ. BERNICEVC.OEEECERNBREAZR
ATIR/RLTWET,

BRIEGRICIE. PT—TARAMDRESHADISRIZARIIRAIAONATEY., 1K
DEEZEOHWEICIE, BAFRICRFLEZDOEIROHKNSZHL UV LAY ET,
HhIMICEELI-FLYPEBOFEEA_EICRLEINEZ LT, ¥5TKEK
DHFEIRD L2 B> TWELDEIRERZ5|ZRILET, COFREIEF. B’EK
DIFEPRREZICIEYRLENIREBADLOTT, Fmid. AIENEREREDORN
BABEREARDLLWY EZVEDDERAHRELTREO DI, EHEAMDORIET
HH3KE%E. BRORLEVEANLEVLTVLET,

ZABRILD "Yolk (BPEE) ; EWHEEICIE, I—FT7EEHITHIVEDDEKRD
AHOLNTUVET, Zhid, "BIEVWHIEENAREBADRETYT, COEXR
. BFEDOYavOREANER—HEIATER LRI 2XHRAEREE ——IC
BWT, FTFETEELRKRBZEILSICHE->TVET, F-. HI7APKRETIC
LBLBRNBIRIE. BEDPHIAIETRFRERLCHEZERHLE S LA
12, 1990 FERDBENICARLRE > FY|oFHE A% B £d, FERY
DEEBEIBHOBRSTEN-HIKBLebIC. BEXBEDTEDRICHIFEL
R IHAENE LTS

ATZ-2aviEa—RFPAZV R -RI9—= - F T - THAUTHIREZFEKLT
BFAZEIGL. f1z—VAZTRERRICAIELEZNOMFAZIETLE LT,
WEIZ=Z2—3—7%#0aIF8HL. INETICROH (P+Hh L&), Antenna
Space (LiB). Chapter NY (Za—3—7) R TEEZRAELTWET, F1-.
The Powerstation (7 X). U LEMEE(V 7). SculptureCenter(=2—
A—2) e, BBEMNICEREZERRLTVLET,

Over the past decade, New York-based artist Stella Zhong (b. 1993) has
garnered international recognition for a practice that traverses architec-
ture, infrastructure, physics, and natural-scientific, philosophical, and
sociological inquiry, synthesizing these fields into a playful yet highly
distinctive artistic language. While best known for her abstract, biomor-
phic sculptural works, Zhong also engages in painting and film.

Presented within ACK’s public program is Yolk Velocities (2020), a work
initiated during the Covid-19 pandemic—a period in which “time” as-
sumed a dense and dilated quality, marked by seemingly endless hours
of isolation at home. Installed as a site-responsive intervention within
the ICC Kyoto’s iconic metabolist architecture, the work articulates
central concerns of Zhong’s practice in a deliberately playful and me-
ta-reflexive manner.

The projected moving-image piece depicts a view from the artist’s
studio through the panorama of two residential buildings, mirroring two
bulbs on the window glass. The reflective surfaces generate a disorient-
ing optical effect, doubling the orange, slightly ovoid appearing forms,
somewhat reminding celestial bodies hovering over the horizon—a re-
curring form within her painterly and sculptural oeuvre. In doing so, the
work establishes a continuum between the intimate interiority of artistic
perception and the expansive exterior world, linking the universe—as
elemental source of life and knowledge—to the innermost space of
imagination.

The humorous invocation of “yolk” in the title introduces an additional
semantic layer, alluding to the role of food as a universal denominator—
an aspect increasingly prominent in Zhong’s recent sculptural and con-
tinuously shape-shifting practice. At the same time, the illusionistic op-
erations of glass and reflection point both to her formal training in glass
and to the economically volatile Shenzhen of the 1990s, whose mirrored
facades inscribed themselves not only onto the urban fabric but also
indelibly into the artist’s memory.

Stella Zhong, who studied with Sasamoto Aki, holds a BFA in Glass from
Rhode Island School of Design and an MFA in Sculpture from Yale Uni-
versity. Currently based in New York, NY, Zhong has had solo exhibi-
tions at ROH, Jakarta; Antenna Space, Shanghai; Chapter NY; among
others. She has exhibited internationally at The Powerstation, Dallas;
Leeum Museum of Art, Seoul; SculptureCenter, NY.

ROH Chapter NY




Yein Lee
A4 ) —

the meaning of speaking up

2023
Steel, plaster of Paris, wooden branches, repurposed broken printer, epoxy putty, electrical wires, 3D print

status of for the time being

2023
Dry flower, electrical cable, plaster of Paris, fiberglass, steel, wooden branches, epoxy putty

BEEHECTREV —VERRICSEHNTE2/zM4> - V—Id. EESIh/-HARS
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Yein Lee is a South Korean artist based in Vienna. She assembles dis-
carded everyday objects and industrial debris into installations, sculp-
tures, and performances. Her practice revolves around a system of be-
coming, procedural redefinition, and the structure of connectivity. Her
works, which coexist with growth and decay, present the body as an
ever-changing, incomplete network system. Drawing on personal expe-
rience and narrative, Lee explores the ambivalence surrounding con-
temporary consumer culture, neoliberal economies, and the political
dynamics that sustain them, in ways that are at once eroding and em-
powering. Her works have been presented internationally in group exhi-
bitions, including the 15th Gwangju Biennale and Belvedere 21, among
others.

“Our bodies are no longer fully organic; rather, the default is a hybrid of
the organic and the inorganic,” Lee states. The industrial debris used in
these figures represents remnants of the accelerated consumer culture
she witnessed in 1990s Korea. Branches and dried flowers incorporated
into the works hint at human biology shaped through relationships with
other species—for example, becoming aware of one’s own organic
aspect in response to pollen. By combining these materials, Lee envi-
sions humanity as constantly reshaped by society and other species.
Meanwhile, today’s technological development and the expansion of its
networks generate the potential for identity transformation within every
circuit, rendering those configurations ever more complex.

These figures are both accumulations of found objects and bodies in a
state of collapse. The plants evoke life as organic matter while simulta-
neously serving as metaphors for death, already severed from the earth.
If the body is read as a projection of society, the ambivalence within
Lee’s figures reflects contradictions and chaos, yet also the possibility
for coexistence that characterize contemporary society. Her hybrid cy-
borgs convey a glimpse of hope for symbiotic interconnectedness ,
where different bodies can mutually depend on one another and trans-
form together without succumbing to divisiveness, even in an increas-
ingly complex society.

CON




Kimura Yuki
AT & #d

Des Treize

2025

Plexiglass globe, plastic wheels, roller ball bearings, geared motors, ESP32 microcontroller, motor driver controller board module, battery

Suntory Whisky (KAKU, HANKAKU)

2025
Liquor bottletless

AW ER (1971EEFN., REEF) I, BELEWSEERISHEL, RFEIC
ZOERBREYMENREEANEILEL. /1 X—SLYEN. ZLTERBEDOBERZE
EBRLTZEL S BEXDIERIE. AX—PZ0RBEOREZBELTSHD
THY., WEORKELAUERR. ZTNOORBHALEZEBLT. MA—-YDE
IOV THEWAITET,

RK7ATIFLTRBNTEDIE. KRB SEIRICKEIRTRIRDT— >
2—, Ty FIzA4 -2V FVRIFV—-T—rTCOEED-ICHI{EL7-(Des
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Ry bV —XE, Ava—427A7 5 LICE->-TELETREREZED LY LK
BILET, ZOHEIE, T—XICL->THIEINATWAEA L, ARy FREFLEIR
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MEBNFEELIIEYENFEORENEVWSI T—vERBLTWET, 24 bl
/LR -nNuHy oGt T+= ANB158 (Histoire des Treize) 1 h HELS
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WODIFH., ZOBRBTEINIFECEZBALED ., BIEREWVOIEREE
LTRAMICEONTWET,

Special thanks to Midway Contemporary Art, Amelia Dyrstad, Jackson Goodrich,
Caleb Li, Calvin Mumma, and Ben Lampe-McCoy of Breck School’s Robotics program
for their partnership in realizing Des Treize.

Kimura Yuki (b. 1971, based in Kyoto) began her practice with photogra-
phy and has gradually expanded it into the material realm, exploring the
relationships between image, materiality, and space. Her works bridge
images and their surrounding environments, questioning the “reality of
images” through considerations of temporality, spatial positioning, and
the plasticity of mediums.

The work presented in this program, Des Treize, was created for Kimu-
ra’s solo exhibition at Midway Contemporary Art in Minneapolis in Sep-
tember of this year. Produced in collaboration with local high school
students, the series of spherical robots slowly navigate the exhibition
space under computer control. While their movement is data-driven, it
gradually deviates over time due to the physical conditions of the robots
and their environment. This interplay between the visible and the invisi-
ble reflects Kimura’s enduring interest in the tension between material
and immaterial existence. The title is borrowed from Honoré de Balzac’s
Histoire des Treize (History of the Thirteen), a novel depicting a secret
society in Paris. In the story, the collective itself is only suggested by the
number; it is never fully revealed. Likewise, Kimura created thirteen
pieces in total, but they have never been shown together in one place —
instead, they are partially exhibited at each occasion and will continue
to be dispersed to other locations.

A similar line of inquiry extends to her sculptural works made from Sun-
tory whisky bottles. Seeking a contemporary interpretation of the ready-
made, Kimura has produced a number of sculptures using these brand-
ed bottles. Through them, she examines the contradictory nature of
images — such as the amplification of represented identities and the
visualization of plasticity through variations in scale. At the same time,
through the sculptural form, the works speculate on how such free
movement of images negotiates with the physical properties of things —
such as glass and liquid — and on the contradictions and compromises
that emerge in that process.

Taka Ishii Gallery



Yasunaga Masaomi

ZKIEE

Melting vessel

2025
Glaze, colored glaze, slip, underglaze color, titanium oxide, kaolin

LHKIEE (1982F 4 fxh) 3. EEWOBEEOEMEREFZ2BREAISREL.
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TZDHDTIEARL KRB BMIIMWETHIMEZERMELTRL, &
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HAEREGIERIFEIZ. EMZOLOADOMTFN T O—FTHY ., KOS
BHEREAZHBRIERNLEEAZRLTVWET,

TXKDEEIL, FIEZFERLE-REIOHBEYET, HOKFE O EIT—HK
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BREEOONTMEREDOBERAIOEEICEVELET, BXRKIEZDTEZE
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Yasunaga Masaomi (b. 1982) has emerged as a leading contemporary
ceramicist by fundamentally reimagining the medium’s core materials
and methods. Rather than treating clay as his primary sculptural materi-
al, Yasunaga has pioneered innovative techniques that position glazes—
inherently molten substances—as the foundation of his work. This inver-
sion of ceramic tradition represents a deliberate, medium-reflective
approach that pushes beyond conventional disciplinary boundaries.

Yasunaga shapes his works with glaze. Although his forming process is
conventional, the critical innovation lies in his firing method: he pro-
tects the glaze layers within stratified beds of sand and kaolin. Upon
kiln unloading, Yasunaga excavates the hardened sculptures from their
sandy matrices—a process he deliberately frames as analogous to
archaeological discovery, emphasizing the reverent unveiling of form.

Yasunaga’s recent vessel-inspired sculptures exemplify his synthesis of
archaic and futuristic aesthetics, simultaneously evoking primal impuls-
es while engaging broader human imagination toward the future. This
duality extends from his artistic lineage: he studied under Hoshino
Satoru, a second-generation member of Sodeisha (the “Crawling
through Mud Society”), an experimental ceramics collective founded in
Kyoto in 1948. Like Sodeisha’s legacy, Yasunaga prioritizes artistic pro-
cess and sculptural form over functional utility, challenging convention-
al ceramic practice.

His work further reflects his upbringing within Japan’s Catholic minori-
ty, an experience that cultivated his appreciation for Western aesthetic
traditions. This background informs us of his respectful engagement
with diverse global vessel and ritual forms. Several of his sculptures are
currently on view at the Shanghai Biennale 2025, where he continues to
demonstrate his distinctive vision within contemporary ceramics.

Nonaka-Hill




Endo Toshikatsu
1= i ) 52

Void - Blackening

2015
Wood, iron, cement, tar, (fire)

Void - Sunken Ship

2010
Lead

Trieb - Hippocampus I]

1997/2022
Iron, copper wire, (fire)
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ZDHLIIRELRFTICRMZENTHY., BICESEOISIBRT—A L
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EEOPHAERIE. 1960~7T0FERICEMDREBZHERITLI-I = UL
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The forms by Japanese sculptor Endo Toshikatsu are simple and univer-
sal: a circle, a ship, a sphere. Most of them are perfectly geometric, and
occasionally they take on a monumental size. The material he often uses
is iron or wood, and he also employs natural elements such as fire,
water, and air, since the surfaces of his sculptures are treated and burnt
in laborious, protracted processes.

While their enormous, almost sublime appearance evokes mythical ob-
jects from forgotten times, they lead us to the present, in which humani-
ty’s amnesia about the material base of all life becomes as tangible as
urgent. The circle form, for example, refers to “collective desire of com-
munity”, as the artist once said, whereas the sphere represents the most
perfect physical and mathematical form as such. Furthermore, the latent
destructive impulse that lies within Endo’s practice arises from a desire
to detach the work from the context of “making” as an expression of
one’s ego, transforming it instead into the very event of community.

From this perspective, each of Endo’s sculptures could be considered
as an allusion to the earth’s own mourning about the loss which came
with civilization, at the same time he sees his totem-like basic forms as
points for connection and renewal. His work symbiotically merges vari-
ous streams of thought, combining Minimalist elements and process-re-
lated operations from the 1960s and 1970s with the subsequent desire
for narrative, to create a unique sculptural language of elemental pres-
ence. But by merging Greek conceptions of desire with Buddhist con-
ceptions of the void, Endo goes further in his own desire to reconnect
with ancient origins as an indicator for a shared future.

While his early work was influenced by Minimalism and Mono-ha that
re-examined the principles of art in the 1960s and 1970s, Endo Toshikatsu
went beyond these foundations in the 1980s, to reconcile the tenden-
cies of radical renewal by large parts of the Postwar generation with
more ancient philosophical and spiritual driving forces of humanity.
Endo has exhibited his work in many prominent exhibitions world-wide,
such as Documenta 8 in Kassel (1987) and Biennale di Venezia (1988).

SCAI THE BATHHOUSE




Dohi Miho
T BEFRE

buttai 56

2019
Plaster, cloth, cotton, thread, acrylic and paint

buttai 112

2025
Plaster, copper mesh, cloth, thread, acrylic and paint

buttai 113

2025
Brass, copper board, wood, cloth, thread, acrylic and paint
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Dohi Miho (b. 1974) is a Japanese artist based in Kanagawa whose prac-
tice centers on transforming everyday materials into delicate yet reso-
lute sculptural forms. Through meticulous hand-manipulation of copper,
string, cloth, wire, brass, paint, and other quotidian materials, Dohi cre-
ates works that transcend their source materials’ often generic origins,
inviting viewers to experience the familiar anew. The foundation of her
artistic vocabulary lies in her series titled buttai (41F), initiated in 2008.
This term merges two Japanese kanji characters—#J (thing) and &
(body)—reflecting Dohi’s conceptual framework that treats all her
works simultaneously as objects and bodies. This perpetual interplay is
fed by further dialogues between the realms of subject and object, out-
side and inside, autonomous artwork and context—with her sculptures
serving as symbiotic moments of encounter.

Central to her practice is what Dohi terms a “haptic process”—an em-
phasis on tactile engagement and continuous physical manipulation.
She systematically rotates each assemblage, bending, binding, painting,
sewing, and coiling materials to liberate both herself and the emerging
object from singular perspectives or predetermined meanings. This iter-
ative approach ensures each buttai develops its own unique formal
logic while maintaining what Dohi describes as “playful rigor”—a bal-
ance between sensitivity, humor, and intentional structure. In their rigid
simplicity and serial enumeration (each work bears a number), her
sculptures recall working protocols of Minimalist and Conceptual artists
of the 1960s and 1970s, while other works seem to echo further lan-
guages of Postwar sculpture in the 20th century.

Yet each work’s ultra-precise, fragile appearance addresses both mate-
riality and the infinite spectrum of human expression in the 21st centu-
ry, when our engagement with material seems increasingly diminished.
In recent years, Dohi has exhibited prominently in solo and group
shows at major institutions including MoMA PS1(2025), the Yokohama
Triennale (2024), the Renaissance Society (2020) (Online), and the
Palais de Tokyo (2019).
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