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INTRODUCTION

NORIYUKI HARAGUCHI

“How freely I can open up this space and time I am sharing”

Wamono art is excited to stage an exhibition of work by Noriyuki
Haraguchi. The title “How freely I can open up this space and time I am
sharing” was something Haraguchi found himself thinking all the time.
Sadly this pioneering artist passed away on August 27, 2020 due to illness,
however to accurately embody the ideas behind his practice, an exhibition
plan has been assembled by the Noriyuki Haraguchi Work Archive that

brings his unique worldview to the gallery space.

One of the most important of the Mono-ha artists, Noriyuki Haraguchi
(1946-2020) began his art career in the 1960s. In 1977 he featured at
Documenta 6, thus becoming the first artist from Asia to take part in the
esteemed international exhibition held in Kassel, Germany. His Oil Pool, a
rectangular steel container filled with waste oil, was first shown overseas
in Kassel, making a huge impact and earning widespread praise for its
creator. With participation in the 10th Biennale de Paris at the Paris
Museum of Modern Art the same year, and his first solo show overseas at
Galerie Alfred Schmela in Dusseldorf in 1978, it is from here that

Haraguchi’s international career began to take off.

Art critic Toshiaki Minemura described the Mono-ha movement as,
“a group of artists in Japan who were active around the year 1970, and who
attempted to bring out some artistic language from ‘things’ as they stood,
bare and undisguised, by letting them appear on the stage of artistic

9]

expression, no longer as mere materials, but playing a leading part.

This chimes with Haraguchi’s thoughts on his own practice, as related at a

group exhibition held at Espace Louis Vuitton in 2012:
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Art is one way I have of evaluating and knowing myself.

I am constantly thinking about just how freely I can open up this space
and time I am sharing.

The reason I go for a creative method closer to “drawing out the space”
and “feeling” when dealing with the raw relationships between
materials, space and the body, rather than focusing on “making,” is

because it is my intention to try to go back to basics.?

As you will note, we have taken part of what Haraguchi said on this

occasion for the title of our exhibition.

The six works showcased in this exhibition at Wamono art are planar or

relief in format. Commenting on works of these types Haraguchi said,

I want to inspect my works with a painter’s eye. ... In other words, the
space within a flat plane, how a flat surface renders things abstract. Oil,
for example, or iron or polyurethane are solid matter. Their very size
creates an effect. I’'m not as such referring to the visual effect, for their

purpose isn’t to overwhelm.

Adding,

While painting is differentiated from sculpture for convenience’s sake,
I still do feel there’s something unnatural in separating the flat and the
three-dimensional surface. While the work itself possesses certain
qualities of a painting, it doesn’t feel right when perceived as a painting.
However, I myself would like to once again have a go at it with a

painter’s eye or vision of things.

He also said,

They [such works] are not in any way meant to objectify nature itself,
or society, nor for that matter art. If anything I’m doing the circuit of my

own thoughts and reflections.?

Standing now before these works with the same line of sight as the artist,
and tracing his thoughts, in the space created by the works we may become
aware of a new perception of things previously perceived, or grasp the
discomforting sensation that arises there, as we respond to the artist’s

question, “What does it mean to ‘really see’?”?

“The answer can only be found through the repeated process of actually

seeing, touching, feeling, thinking and acting.”?

wamono art
Notes
1. Toshiaki Minemura, “What was ‘Mono-ha’?”, website (Kamakura Gallery, Kanagawa)

2. Cosmic Travelers — Toward the Unknown, exh. cat. (Tokyo: Espace Louis Vuitton, 2012), p. 40.
3. Noriyuki Haraguchi: Society and Matter, exh. cat. (Yokohama: BankART Studio 1929, 2009), pp. 243, 245.
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Untitled
2010/2020
Canvas, oil paint, pencil

1800 x 2820 x 57 mm
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Untitled
2010/2020
Canvas, oil paint, pencil

1800 x 3760 x 57 mm
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Black F
2020
Honeycomb, polyurethane, acrylic paint

902 x 898 x 60 mm
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Gray 6
2016
Canvas, oil paint

417 x 305 x 25 mm
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Black D
2020
Honeycomb, polyurethane, acrylic paint

1010 x 816 x 94 mm
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Gray 18
2016
Canvas, oil paint

330 x 242 x 20 mm
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Being Noriyuki Haraguchi

Yasuyuki Nakai

1. Encountering Skyhawk

“Why is something art — I think it has to do with reconciling oppositions.”

Noriyuki Haraguchi, Production Notes'

Noriyuki Haraguchi’s Tsumu 147 was selected for inclusion in the 7th
Contemporary Art Exhibition of Japan (Tokyo Metropolitan Museum of Art,
May 1966) shortly after Haraguchi entered Nihon University of Art, majoring
in oil painting. The work, produced when he was still in high school, was also
featured on the cover of Asahi Journal > Haraguchi took part in gallery group
exhibitions while at Nihon University and by September 1968, in his second
year of studies, had a solo exhibition at Muramatsu Gallery in Tokyo. Two
factors were driving his activity. First, he was frustrated that work he created
before deciding to become an artist became well known. Second, his creative
activities were restricted and he was working under difficult conditions in
1968-1969, including a major dispute at Nihon University having to do with
his supposedly gaining entrance to the Faculty of Science and Engineering
through back door connections. He presented his work at public exhibitions
and galleries in order to cope with such problems.

During this unstable time, Haraguchi came across a Douglas A-4E Skyhawk,
a U.S. military attack aircraft, late at night in Yokohama. He described the
experience as follows:

Seeing just the tail and rear of an actual military aircraft being slowly
transported on a large trailer, I felt its overwhelming mass and presence.... I felt
a sense of wonder and chased after it in a taxi for about 10 minutes.... I thought
to myself, maybe this is the meaning of creativity - an extraordinary and unreal
landscape.?

Aside from his shock, Haraguchi said that the experience was a revelation
about the nature of creativity.

Haraguchi described what he encountered as ‘presence’ and ‘overwhelming

mass.” Skyhawk (1969), a plywood and papier-maché piece, is based on this
experience. What he needed to create ‘presence,” was the real size, not the
actual mass.* This makes sense. A full-size reproduction is difficult to
accomplish, even with today’s advanced technology. Anything larger than
life-size would be almost impossible. Contrary to what he said, Haraguchi’s
Skyhawk reached the ‘real’ size dimensions of 444.5x542.5x352cm.
Haraguchi’s encounter with a realistic ‘presence’ gave him his core concept

of art.

2. Distancing From Mono-ha

Before Skyhawk, Haraguchi had presented schematic and conceptual
three-dimensional works with titles such as Air Pipe. Skyhawk was in a three
person show (3 Artists, Akiyama Gallery, Tokyo) in 1969. Six months later,
Haraguchi transformed it into an installation (Mechanic Eros, November
1969, solo exhibition, Tamura Gallery) as a towering thick steel pole
suspended by wire and surrounded with dried grass. This production method
of arranging basic materials has connections with the artist group later known
as Mono-ha.’

Haraguchi’s work took an innovative and decisive direction with I-Beam and
Wire Rope (April 1970, Contemporary Art Open-Air Festival, Kodomonokuni,
Yokohama), a huge 40 meter long I-beam soaring into the air. It incorporated
the ‘presence’ of a huge steel construction beam and embodied Haraguchi’s
overwhelming encounter with reality that late night in Yokohama.

Nobuo Sekine’s Phase-Mother Earth (November 1968, Kobe Suma Rikyu
Park Open-Air Contemporary Sculpture Exhibition, Kobe Suma Rikyu Park)
is considered the Mono-ha movement’s starting point. Consisting of a large
cylindrical hole created in the earth, it was groundbreaking and greatly

influenced the artists who became part of Mono-ha. Sekine himself had
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struggled with oil clay for his Phase of Nothingness — Oil Clay (April 1969,
solo exhibition, Tokyo Gallery) in a gallery space. The direction of the group
became apparent in the Trends in Contemporary Art exhibition at the National
Museum of Modern Art, Kyoto in August 1969. Koshimizu Susumu and
Yoshida Katsuro, who had assisted in the production of Phase-Mother Earth,
created works using paper and a huge stone (Paper) or iron plates and a
square of wood (Cut-off No. 2). Lee Ufan, who expounded logically on the
significance of Phase-Mother Earth, presented works such as Relatum, a
stone placed on a sheet of glass to create cracks.

Haraguchi’s work in the Trends in Contemporary Art exhibition was a
conceptual sculpture of pentagons and hexagons covered, like soccer balls,
with weather balloon material.® As mentioned above, Haraguchi had already
presented Skyhawk. Against the works of Haraguchi’s above-mentioned
peers, it is clear that Haraguchi’s. idea of realizing ‘presence’ was to
incorporate ‘existing’ objects rather than to form objects. I-Beam and Wire
Rope, the work with a soaring I-beam, was in any case created through such a
process.

Though Mono-ha artists never followed any fixed set of rules, their artistic
activity was recognized as an art movement. There were of course, however,
joint activities. The February 1970 issue of Bijutsu Techo had a special
“Newcomers Speak Up” feature. Lee Ufan moderated a “New Worlds Opened
by ‘Mono’” roundtable discussion with five other artists including Koimizu
Zenzo, Sekine Nobuo, Sugaki Shio, Narita Katsuhiko, and Yoshida Katsuro.
In addition, the magazine carried eight pages of photographs introducing
works by the six artists. Essays written by Lee and Suga were also included.
The fact that the highly respected art journal Bijutsu Techo so prominently
introduced this content was tantamount to a declaration of the basic Mono-ha
philosophy (The name ‘Mono-ha’ did not appear in the special issue)’. In

brief, the position was to “present everyday “things” as they are but in

extraordinary and direct ways, stripping away ideas associated with ‘things’
and revealing a new and different world.”® This logic was mainly derived
from Lee. Of course, not all the round table participants accepted it. Their
common philosophy might be considered more as a reaction, or objection, to
the domination of works in 1960s Japanese contemporary art that created
visual illusions by applying new technology.

Haraguchi could not go along with the “Mono-ha” logic. A later writing of his
suggests his view of Mono-ha: “It is (author’s note: Haraguchi was referring
to a work by a sculptor in post-war Germany), at first glance, similar to the
work of the so-called Mono-ha artists in Japan around the 1970s. However,
the Mono-ha artists used materials in a more generalized way. They did not
deal with materials ‘as is.” They ended up covering their materials with the
surface of general ideas. It is weak as a form of sculptural expression and has
become something like the Japanese style.”® Though Haraguchi was
commenting on German contemporary sculpture, the words represent his
interpretation of Mono-ha as the idea of removing the concept of everyday
objects to reveal a different idea. In Haraguchi’s judgment, the works embody
this schematically.

I-Beam and Wire Rope, as already mentioned, uses an I-beam, a building
material. By employing wire, Haraguchi achieves an installation of a 40m
long steel structure towering into the sky and confronting the viewer as an
‘absolute presence.” Haraguchi was prompted to create such a composition by
Yoshida Katsuro’s Cut-off No. 2, a work of four iron plates placed on a large
rectangular piece of wood. In Yoshida’s work, there is a difference in the
angle at which the iron plates bend depending on the thickness of each iron
plate. This sort of thing may seem like something trendy as typical in 1960s
Japanese art. Koshimizu Susumu’s Kami and Lee Ufan’s Relatum have
similar elements. Haraguchi’s I-Beam and Wire Rope uses no such devices.

The presence of the long bar of steel itself simply overwhelms the viewer.
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3. Oil Pool

Oil Pool is Haraguchi’s most well-known and representative work. It consists
of a huge steel container, around 20 to 30 centimeters in height, covering
around 60 to 70% of the exhibitions space and filled with waste oil with a
jet-black reflective surface. As previously mentioned, Haraguchi ascribed to
the Mono-ha method, or principle, of working with materials in their ‘raw’
state. Oil Pool is an example of the application of this principle, aside from
the use of steel construction materials. However, it is unclear that a substance
such as auto lubrication waste oil is generally recognized in our daily lives. In
any case, the ‘oil pool’ is formed exclusively by that substance in its ‘raw’
state. The steel container is essential in our gravity-dominated world. In a
conceptual sense, this work is composed entirely of waste oil. It is not easy to
know why Haraguchi selected ‘waste oil’ but he discussed this in his dialogue
with Kobata Kazue:

It is about recognition of material. For example, sculptures are made of stone,
wood, or bronze - ordinary classical art materials. I hadn’t thought about
expressing something with such materials and techniques...as a pile of iron in
a factory. The thick texture, the materiality, of waste oil...it is not something I
looked for, had an image of, or read about in a book and then decided to use.
Coming across something I had never experienced before, I became curious
and interested, and I thought I should be able to freely use that kind of thing.!°
The primary issue for Haraguchi in handling ‘as is’ materials is the selection
of materials that could become works of art and their display. Haraguchi
describes the two extraordinarily difficult tasks as if they are resolved by
chance. This, however, is never the case. I assume Haraguchi was always alert
to objects that stimulated his senses. After his accidental encounter with
‘waste oil,” he carefully considered how to present it as a stand-alone object.

Oil Pool first appeared at a solo exhibition at Tamura Gallery in November

1971. In the first iteration, an iron table-like plate became an ‘oil pool.” An
iron plate of the same size was hung on the wall. The piece was titled Matter
and Mind. In May and June 1973, it was presented as Untitled (Yokosuka) in
the Ten-Ten (Exhibition of Points) exhibition. The plate descended to the
ground and literally formed an ‘oil pool.’ This was produced by pouring waste
oil into a concrete rectangular depression made in the ground. Haraguchi
experimented with other variations. The use of this material, however, was
not appreciated in Japan and therefore it was unclear how Haraguchi came to
be invited to participate in the 6th Documenta in Kassel, West Germany from
June to September 1977. Haraguchi himself did not explain it.

Haraguchi arrived in Kassel and began his work, starting with selection of
location for Oil Pool (the official title of the work was Matter and Mind)
about a month in advance of Documenta. His work was well-received from
the installation stage and garnered high acclaim after the opening of the
exhibition. Haraguchi subsequently expanded his presentation in Germany
and to other European countries."

Now, I would like to revisit the question of why Haraguchi came to
participate  in  Documenta. According to Haraguchi, Manfred
Schneckenburger, the general director of Documenta, met him in Japan and
liked his work.!? It is difficult to imagine that Schneckenburger decided to
invite Haraguchi based on that. Investigating further, I believe that
Schneckenburger, before coming to Japan, heard about Haraguchi from
Richard Serra. Haraguchi had assisted Serra in Japan for the April 1970
Tokyo Biennale.” It is likely that Serra saw Haraguchi’s I-Beam and Wire
Rope (April 1970, Contemporary Art Open-Air Festival, Kodomonokuni,
Yokohama) at the time and intuitively felt Haraguchi’s art had something in
common with his own. It would have been natural for Serra to recommend
Haraguchi to Schneckenburger. In short, Haraguchi’s opportunity to

participate in Documenta was not serendipity. It came through his own art.
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Furthermore, it is my belief that it is Haraguchi’s consistent production logic,
a kind of total fundamentalism, that allows us to encounter his absolute

expression in Oil Pool.

Notes

1. Haraguchi Noriyuki, “About Yanagihara Yoshitatsu,” Gendai no Me (The National Museum of Modern Art,
Tokyo, News), No. 467, October 1983, p. 6.

Asahi Journal, Vol. 8, No. 29, June 17, 1966.

Noriyuki Haraguchi Society and Matter, exh. cat., BankART 1929 ed., 2009, p. 230, p. 232.

Ibid, p. 230. ‘No, by 1968, he had already begun to build fighter planes at the University in a 1:1 ratio, full size....”

[V NI )

However, for Mechanical Eros a steel pipe installed at the top of the poles rotated like radar beams and glowed
intermittently. Matter and Perception 1970, Mono-ha and the Search for Fundamentals, exh. cat., 1995, p. 438.
Such devices may be reflective of trends in the late 1960s Japanese art world.

6. Matter and Perception 1970, Mono-ha and the Search for Fundamentals, exh. cat., 1995, p. 438)

7. Inthe words of Inumaki Kenji, “I think the name “Mono-ha” was at the time being talked about in a joking way.
Rather than being flashy, they were arranging things in a row.” Inumaki Kenji, “One question and one answer,”
Inumaki Kenji’s work, Kyoto Municipal Museum of Art News, March, 1997.

8. “New Worlds Opened by ‘Mono,”” Editorial Department introduction, Bijutsu Techo, February 1070, p. 34.

9. Haraguchi Noriyuki, “Sculpture, the Revival of Dynamism,” Bijutsu Techo, October 1984, pp. 113, 116.

10. Haraguchi Noriyuki, Society and Matter, exh. cat., BankART1929, 2009, p. 236.

11. Matsumoto Toru, “Haraguchi Noriyuki — Substance and Non-substance,” Bijutsu Forum 21, No. 22,2010, p. 14.

12. Haraguchi Noriyuki, Society and Matter, exh. cat., BankART1929, 2009, p. 249.

13. Haraguchi Noriyuki, ”Conversation with Kobata Kazue,” Society and Matter, exh. cat., BankART1929, 2009,

p. 244. Suggests Haraguchi’s knowledge of Richard Serra’s drawing methods and that the two artists knew

each other.

Nakai Yasuyuki

Nakai Yasuyuki is a curator at the National Museum of Art, Osaka and Visiting
Professor, Graduate School of Kyoto University of the Arts.He was born in Tokyo in
1959. After completing the Master of Fine Arts degree at Kyoto University of the Arts
in 1990, he started his career at the Otani Memorial Art Museum in Nishinomiya,
Hyogo Prefecture. He joined the National Museum of Art Osaka as a curator in 1999,
becoming Chief Curator in 2015, and serving as Deputy Director and Chief Curator
from 2018 to 2020.

Selected major exhibitions Nakai has organized include Audio Picnic at the Museum
(Yukio Fujimoto) (1997), Genesis of the Pan Real Art Association (1998),
Reconstructing Mono-ha (2005), (co-curator) Avant-Garde China 20 Years of Chinese
Contemporary Art (2008), Ways of World Making (2011), Fiona Tan Terminology
(2014-2015), and Christian Boltanski: Lifetime (2019).

He served as Japan Commissioner of the 11th India Triennale Exhibition in 2005.
Nakai’s selected publications include “The Logic of the Individual and the Collective in
the 1970s,” 20th Century Art in Japan, Heibonsha, 2014, “Between the Two Categories
of “Print Expression” and “Mono-ha,” Tama Art University: 50 Years of Prints, Tama
Art University Museum, 2021, and “Seeking Shintaro Tanaka’s Art,” Tanaka Shintaro
Atelier, Serika Shobo, 2022. He is also currently contributing the “Curator’s Report” for

Artscape web magazine.
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Noriyuki Haraguchi

Biography

1946
1970

Born in Yokosuka, Kanagawa, Japan
Graduated from Nihon University, College of Arts, Department of
Fine Arts, Major in Oil Painting.

Selected Exhibitions:

2022

2019

2018

2015

2012-13

2012

2011

2008

NORIYUKI HARAGUCHI “How freely I can open up this space
and time I am sharing”, wamono art, Hong Kong

What'’s Art Camp Hakushu? , Ichihara Lakeside Museum, Chiba
Setouchi Triennale 2019, UNO Seaside Park, Okayama
Migration theater SPIRAL — Oita Art Festival 2019, Urban area in
Oita city, Oita

FUKAMI- une plongée dans [’esthétique japonaise, Japonismes
2018 program, Hotel Salomon de Rothschild, Paris

6™ Echigo-Tsumari Art Triennale 2015, Kimitsu Depot Art
Museum, Niigata

Noriyuki Haraguchi, Fergus McCaffery, New York

Tokyo 1955-1970: A New Avant-Garde, The Museum of Modern
Art, New York

Water and Land — Niigata Art Festival 2012, Urban area in Niigata
city, Niigata

YANAGI X HARAGUCH!I, Art Base Momoshima, Hiroshima
Cosmic Travelers — Toward the Unknown, Espace Louis Vuitton
Tokyo, Tokyo

Requiem for the sun: The Art of Mono-ha, Blum & Poe, Los Angeles
Retrospective Exhibition, Society and Matter, BankART 1929
Studio NYK, Kanagawa

Noriyuki Haraguchi and Kanji Wakae, Yokosuka Museum of Art,
Kanagawa

Kunst-Station Sankt Peter, Koln

2007

2005

2001

1997

1995

1989

1988

1987
1986

1984

Das Schwarze Quadrat - Hommage an Malewitsch, Hamburger
Kunsthalle, Hamburg

Reconsidering Mono-ha, The National Museum of Art, Osaka
Where from the FAMILY? (Takase dance performance set design),
New National Theatre Tokyo, Tokyo

Solo Exhibition, Haraguchi, Stadtische Galerie im Lenbachhaus,
Miinchen

The 2™ Kwangju Biennale, Kwangju

Gravity-Axis of Contemporary Art, The National Museum of Art,
Osaka

Matter and Perception 1970, Mono-ha and the Search for
Fundamentals, The Museum of Fine Arts, Gifu, Hiroshima City
Museum of Contemporary Art, Hiroshima, Kitakyushu Municipal
Museum of Art, Fukuoka, The Museum of Modern Art, Saitama
Japanese Culture: The Fifty Postwar Years, Meguro Museum of
Art, Tokyo, Hiroshima City Museum of Contemporary Art,
Hiroshima, Hyogo Prefectural Museum of Modern Art, Hyogo,
Fukuoka Prefectural Museum of Art, Fukuoka

Color and/or Monochrome — A Perspective on Contemporary Art,
The National Museum of Modern Art, Tokyo

(C) Overt: A Series of Exhibition,P.S. 1, New York

Toyoma Now 87, The Museum of Modern Art, Toyama
Contemporary Japanese Art Exhibition, Taipei Fine Arts Museum,
Taipei

Black and White in Art Today, The Museum of Modern Art,
Saitama

Trends of Contemporary Japanese Art 1970-1984: Universality /
Individuality, Tokyo Metropolitan Art Museum, Tokyo
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1982

1981

1980
1978
1977

1976
1975

1974
1973

1972

A Panorama of Contemporary Art in Japan, The Museum of
Modern Art, Toyama

The 8" Contemporary Sculpture Exhibition, Kobe Suma Rikyu
Park, Hyogo

Schwarz, Kunsthalle Diisseldorf, Diisseldorf

Construction in Process — Art of the 70s, The urban space in Lodz,
Poland

Japanese Contemporary Art Exhibition, The Korean Culture and
Arts Foundation, Seoul

Vision for the 80s, Hara Museum of Contemporary Art, Tokyo
Galerie Alfred Schmela, Diisseldorf

Documenta 6, Kassel

10" Biennale de Paris, Musée d’ Art Moderne de la Ville de Paris,
Paris

Kyoto Biennale 76, Kyoto Municipal Museum of Art, Kyoto
Kyoto Independent, Kyoto Municipal Museum of Art, Kyoto
EXHIBISM-From Method to Method, Kanagawa Prefectural Hall
Gallery, Kanagawa

The 6™ Modern Japanese Sculpture Exhibition, Open-Air
Sculpture Park, Ube, Yamaguchi

Japan-Tradition and Gegenwart, Kunsthalle Diisseldorf, Diisseldorf
Ten-Ten (Exhibition of points), Taura Port, Kanagawa

The 8" Japan Art Festival, Tokyo Central Museum, Tokyo (Award
of Excellence)

The I Hakone Open-Air Museum Exhibition, The Hakone
Open-Air Museum, Kanagawa

The 5™ Exhibition of Contemporary Japanese Sculpture, Tokiwa
Park, Yamaguchi

Sinkers and Springs, Tokyo American Center, Tokyo

1971

1970
1969

1968
1966

The 10™ Contemporary Art Exhibition of Japan, Tokyo
Metropolitan Art Museum, Tokyo

The 3rd Apple in Space, Tokyo American Center, Tokyo

The 4™ Preliminary Show of Japan Art Festival, The National
Museum of Modern Art, Tokyo (Award of Excellence)

The 4™ Japan Art Festival, Musée Scrnuschi, Paris

Trends in Contemporary Art, The National Museum of Modern
Art, Kyoto

Muramatsu Galley, Tokyo

The 7™ Contemporary Art Exhibition of Japan, Tokyo
Metropolitan Art Museum, Tokyo (Awarded)

Selected Public Collections:

The Museum of Modern Art, New York

Tate Modern, London

Kroller-Miiller Museum, Ottrlo, The Netherlands

Tehran Museum of Contemporary Art, Tehran, Iran (Oil Pool permanent

exhibition)

Inhotim, Minas Gerais, Brazil
The National Museum of Art, Osaka
Toyota Municipal Museum of Art, Aichi

Fukuoka City Museum of Art, Fukuoka

Oita City Museum of Art, Oita

Meguro Museum of Art, Tokyo

Art Base Momoshima, Onomichi, Hiroshima (Oil Pool permanent exhibition)
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NORIYUKI HARAGUCHI

“How freely I can open up this space and time I am sharing”

Exhibition: 29 October - 3 December 2022

Friday & Saturday: 12:00-18:00

Monday - Thursday: By appointment

Venue: wamono art, WerkRaum, Unit A, 10/F, Derrick Industrial Building

49 Wong Chuk Hang Road, Hong Kong
Exhibition Designed by Noriyuki Haraguchi Work Archive

Catalogue:

Essay by Yasuyuki Nakai

Translated by Cheryl Silverman (pp. 32-39), Ye Lin (pp. 40-47)
Designed by SAI

Installation and artwork photographs by Felix Sze Chung Wong
Produced by wamono art

Issued 28 October 2022

© Yasuyuki Nakai

©wamono art limited

All Rights Reserved.

WWW. wamonoart.com
info@wamonoart.com
WhatsApp: 852 6822 2962
IG wamono_art

FB WamonoArt
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