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T [NEW SKIN #65-9]

2019 40X40 cm
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® INEW SKIN #65] 2020 M 04:46

Top: NEW SKIN #65-1
Bottom: NEW SKIN #65-9
2019 40x40 cm

Archival inkjet print

® NEW SKIN #65 2020 Video 04:46
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Anneke HYMMEN & Kumi HIROI

Remodeling Shiseido Gallery edition] 2020
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1 [E¥4] 2020 $E  ATBF
2 [Remodeling Shiseido Gallery edition] 2020
52.5x35¢cm CFU > b
3 SHISEIDO AT 4 22— [BxTWwI5, BAEbH o EELWL, |
RRE— 2020 ®E  ENZXF vy FLh TFI)VHEAZKE
4 [Remodeling Shiseido Gallery edition] 2020
52.5x35cm C7FVU >k
5 [Remodeling Shiseido Gallery edition] 2020
52.5xX35¢cm CFU > b
6 BEAEC21—FT47547 [KBIEBIsNLD] K2F—
1966 H®E I MAHINN ETF N EIHAERE
7 [Remodeling Shiseido Gallery edition] 2020
52.5x35cm C7FU >k
8 [EX7-0EM] 2020 ME : ATBF
9 b—~7r&boqickdx3EE 2020
10 E—~>&eOoqic&dx95E 2020

R=—PLAPEERELT20EULORBEITODE—~>E TT5 T4y
ITHAF—/TF—FT4RLELTENT 20/ ICL2TIT7RL—> 3
vazy b, 2014FED B GFOLEEZIEDZ X 5 [Remodeling Project]
DA, Aad [RE] »oRIMd T MR, BE. 7rv>arn
DEEMZICH LT, BELXEZBLTIHFRARA TR TN TET,
KETIH. BEEDLEERIAD [RICHRZ 25, BICERC 3D
KRIBLAEEEZDHLEI, E—F Y &EOMFZFDOEEE2RAVEE, BE
EHIELE LT, ZOBEICAYAEL—Ya v 5B TATBTIRILRE
L7cya—bRAP—U—E¢LLDICBR, =Y LM DPEELLEE
ZHIMET SBRICRD LTxd5EIE. QROI—FEAVWTRBALE LT,

Remodeling: Shiseido Gallery edition 2020
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“The Right Half” 2020 Written by Akiko Otake

Remodeling: Shiseido Gallery edition 2020 52.5x35 cm C print
Shiseido Ultimune “With One Another. Without Limits.

Our Future Is Beautiful.” Poster

2020 Photo: Sebastian Kim Model: Beverly Maeda
Remodeling: Shiseido Gallery edition 2020 52.5x35 cm C print
Remodeling: Shiseido Gallery edition 2020 52.5x35 cm C print
Shiseido Beauty Cake “Beloved by the Sun” Poster

1966 Photo: Noriaki Yokosuka Model: Beverly Maeda

7 Remodeling: Shiseido Gallery edition 2020 52.5x35 cm C print
8 “Behind the Eyelids” 2020 Written by Akiko Otake

9 Dialogue by Hymmen & Hiroi 2020

10 Dialogue by Hymmen & Hiroi 2020
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A collaborative duo consisting of Anneke Hymmen, portrait photographer with
over twenty years’ experience, and graphic designer and artist Kumi Hiroi.
Since 2014 the pair have been engaged in the “Remodeling Project,” which
takes existing advertisements and transforms them using photographs and
text to offer various perspectives on the fixed ideas around women, consump-
tion, and fashion that people perceive from advertising.

For this exhibition they created new photographs, without seeing the original
advertisements, based solely on the words of a third party describing the
images. Stories inspired by the new photographs, written by Akiko Otake,
were also displayed in the gallery. QR codes provided access to conversation
exchanged between Hymmen and Hiroi while creating the photographs from
the third-party words.
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[okinawa 03] 2012 25.4X30.5 cm

[okinawa 04] 2012 25.4X30.5 cm

[okinawa 01] 2012 25.4X30.5 cm

[okinawa 02] 2012 25.4X30.5 cm

[ never know that | know 08] 2020 30.5X25.4 cm
[ never know that | know 07] 2020 30.5X25.4 cm
[l never know that | know 06] 2020 30.5X25.4 cm
[l never know that | know 01] 2020 30.5X25.4 cm
9 [l never know that | know 05] 2020 30.5X25.4 cm
10 Tl never know that | know 04] 2020 30.5X25.4 cm
11 Tl never know that | know 03] 2020 30.5X25.4 cm
12 [l never know that | know 02] 2020 30.5X25.4 cm
13 [#3Z&LICDVWTORBMKI0I 2014 25.4X30.5 cm
14 [#25ZELEICD2VWTORERKO5] 2014 25.4X30.5cm
15 [#25ZELICDVWTORERMKO04] 2014 25.4X30.5cm
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16 [#2Z 20 TORMEOT] 2014 25.4X30.5 cm

Iz
17 [#25ZELICD2VWTORERMKO02] 2014 25.4X30.5cm
18 [#35ZLICDOVWTOERRKO03] 2014 25.4X30.5cm
19 [#25ZLICDVWTORERMNO09] 2014 25.4X30.5cm
20 [A#3ZELICD2VWTOERMRKO8] 2014 25.4%X30.5cm
21 [A#25ZELIZD2VWTOERMKO6] 2014 25.4%X30.5 cm
22 [#23ZLIED2VWTOERMKO7] 2014 25.4%X30.5 cm
27T CTYUYt

ERE, BAEBEICA —N—F/-@F7>F—IicLTREL. AE/-EE
ORBELEZIYFIRAMCL-TEHAEZER LET, BFIE. MEEKLETE
LHIAEEAERATCHRREICEIGELAVWVEMEEIHT U -—XEERLT
WEFTH, —BLT (R3] TACELZFES. fIfELTVWEY, KET
., [BR] 27— LEFHEA>ZIL—2a>EL T, BEa2ED,
FOEEOAICBEELER, BICBEIONEZAALEALRIETH ?E
HEN MG, BET 2L, ZNERIMERTRAVALBOL TS LS
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okinawa 03 2012
okinawa 04 2012
okinawa 01 2012
okinawa 02 2012

25.4x30.5 cm
25.4x30.5 cm
25.4x30.5 cm
25.4x30.5 cm

I never know that | know 08 2020 30.5x25.4 cm

I never know that | know 07 2020 30.5x25.4 cm

I never know that | know 06 2020 30.5x25.4 cm

I never know that | know 071 2020 30.5x25.4 cm

9 I never know that | know 05 2020 30.5x25.4 cm

10 I never know that | know 04 2020 30.5x25.4 cm

11 I never know that I know 03 2020 30.5x25.4 cm

12 I never know that I know 02 2020 30.5x25.4 cm

13 A certain composition of eyes 10 2014 25.4x30.5 cm
14 A certain composition of eyes 05 2014 25.4x30.5 cm
15 A certain composition of eyes 04 2014 25.4x30.5 cm
16 A certain composition of eyes 01 2014 25.4x30.5 cm
17 A certain composition of eyes 02 2014 25.4x30.5 cm
18 A certain composition of eyes 03 2014 25.4x30.5 cm
19 A certain composition of eyes 09 2014 25.4x30.5 cm
20 A certain composition of eyes 08 2014 25.4x30.5 cm
21 A certain composition of eyes 06 2014 25.4x30.5 cm
22 A certain composition of eyes 07 2014 25.4x30.5 cm
All C print
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Maiko Haruki massively under- or over-exposes her shots to produce frames
composed of bold contrasts in black or white. In recent years she has unveiled
a series in which different landscapes are layered on photographic paper to
create spaces that do not exist in reality, the latest development in a practice
that has consistently been concerned with the act of “seeing.”

For this exhibition, with its theme of "boundaries," a new wall was created in
the gallery, with photographs displayed on one side only. What does one see
through the holes in the wall? Asking viewers what they imagine and think
forms the essence of the artwork itself.
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[shadow puppet #001] 42X56 cm
[shadow puppet #002] 30.5X22.9 cm
[shadow puppet #013] 30.5X22.9 cm
[shadow puppet #012] 30.5X22.9 cm
[shadow puppet #010] 42X56 cm
[shadow puppet #016] 133X 100 cm
[shadow puppet #017] 133X 100 cm
[shadow puppet #014] 133X 100 cm UBEFRKE
9 [shadow puppet #015] 133X 100 cm
10 [Renaiss Hall #004] 22.1X29.5 cm
11 [Renaiss Hall #003] 22.1X29.5 cm
£7T2016 CFU>
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FilliE, EXEONBERBICLDIROBICHREAM L. BhEE-2F
BOwoF 7Y oA ER. EMERLAEREEALEN T R— LA
FMERZHIELTWVWEY., BEOEHEZRAIC. REFERVTHE. &
2. HRICEIFZBATERBERVEIFTCEEL, FETH. EF %
EF—T7LITBFTVLEND LD ICHRE LT [shadow puppet] ZTH
DC. 1922F 2B - BABTRILXEDO7cH ICEER S N, RIELIERE
LLTHBENTWS [Renaiss Halll THw®E L7IER%EER.

shadow puppet #001 42x56 cm
shadow puppet #002 30.5x22.9 cm
shadow puppet #013 30.5x22.9 cm
shadow puppet #0712 30.5x22.9 cm
shadow puppet #0710 42x56 cm
shadow puppet #0716 133x100 cm
shadow puppet #0717 133x100 cm
shadow puppet #0714 133x100 cm Collection of Mitsuru Shimazu
shadow puppet #015 133x100 cm
10 Renaiss Hall #004 22.1x29.5 cm

11 Renaiss Hall #003 22.1x29.5 cm

All 2016 C print
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Born with congenital tibial hemimelia, and at the age of nine having had both
legs amputated, Mari Katayama now produces self-portraits using hand-sewn
objects and pieces of sculpture modeled on body parts, and decorated
prosthetic legs. From her own body as a departure point, she employs needle
and thread to sew together the different boundaries joining her to other
people, society, and the wider world. Katayama’s contribution to this
exhibition centers on her “shadow puppet” works capturing the shadow of her
left hand playing with an object. The photographs were taken at Renaiss Hall,
the former Bank of Japan Okayama Branch built in 1922, now used as a
cultural facility.
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[NEW SKIN #35-1]
[NEW SKIN #35-2]
[NEW SKIN #35-3]
[NEW SKIN #35-4]
[NEW SKIN #35-7]
[NEW SKIN #35-8]
[NEW SKIN #35-12]
[NEW SKIN #37-1]
[NEW SKIN #37-2]
10 [NEW SKIN #37-8]
11 [NEW SKIN #37-9]
12 [NEW SKIN #37-11]
13 [NEW SKIN #37-12]
14 [NEW SKIN #59-1]
15 [NEW SKIN #59-2]
16 [NEW SKIN #59-3]
17 [NEW SKIN #59-5]
18 [NEW SKIN #59-6]
19 [NEW SKIN #59-7]
20 [NEW SKIN #59-9]
21 [NEW SKIN #59-10]
22 [NEW SKIN #59-12]
£7T2019 40x40cm F—HANNVA> IV zy bTUT T
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@ [NEW SKIN #35] 2020 Bf& 05:02
® [NEW SKIN #scan] 2019 M 04:12
@ [NEW SKIN #37] 2020 BRf& 04:37
® [NEW SKIN #59] 2020 BR# 05:15

MR, BRORRER-—AICABYEE. ALEYCEM. BRYLE
BWYRE (DOTHLDFTH-o72RT] ORREBRT2MERERIMEL
TWEY, [NEWSKIN] &, FROBUEOSHRRGRLE L CRCEEERT
A MEONIREY, BRORG., *v F Lot T 4 —EHEFED
S—Yal, BEcpd - BEEI LT RRECODVTHIHAATT,
BELHICHRIBRETIE, MAEM2PE SN0 TEET - ETilld
BFeiLix. BRSNIBELREIBTLE - TTOTFEEZRRLEY
M., —BTEHRL2REIBEIT I LETET. R3] ZLOoRBIERT
£57TY,

NEW SKIN #35-1
NEW SKIN #35-2
NEW SKIN #35-3
NEW SKIN #35-4
NEW SKIN #35-7
NEW SKIN #35-8
NEW SKIN #35-12
NEW SKIN #37-1
NEW SKIN #37-2

© 00N O WN =

10 NEW SKIN #37-8
11 NEW SKIN #37-9
12 NEW SKIN #37-11
13 NEW SKIN #37-12
14 NEW SKIN #59-1
15 NEW SKIN #59-2
16 NEW SKIN #59-3
17 NEW SKIN #59-5
18 NEW SKIN #59-6
19 NEW SKIN #59-7
20 NEW SKIN #59-9
21 NEW SKIN #59-10
22 NEW SKINn #59-12
All 2019 40x40 cm Archival inkjet print

@ NEW SKIN #35 2020 Video 05:02
@ NEW SKIN #scan 2019 Video 04:12
@ NEW SKIN #37 2020 Video 04:37
® NEW SKIN #59 2020 Video 05:15

Mayumi Hosokura produces representations of the body that reconfigure
boundaries “once likely taken for granted” such as those between races and
nationalities; people, plants and machines; the organic and inorganic. In
“NEW SKIN,” she made collages of cuttings from gay magazines—by which
she was strongly influenced as representations of the male physique—
sculptures of men, selfies from the internet and so on, then split and
reconstructed them, in an interrogation of the idea of boundaries.

In the video paired with the photos, Hosokura traces the photo-data before it
was divided into 12 parts. The exhibited photographs and videos complement
one another, presenting the original photographs, yet making it impossible to
grasp the whole picture at a glance, alluding to the difficulty of “seeing.”
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[Fo &, BIBLIOTHECA] 2008
[Ao g, BIBLIOTHECA] 2012
[Ao 8, /BIBLIOTHECA] 2020
[&o&6,/BIBLIOTHECA] 2007
[0S, /BIBLIOTHECA] 2007
[Fo&E,/BIBLIOTHECA] 2007
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7 [AoFE,/BIBLIOTHECA] 2007
8 [An&®&,/BIBLIOTHECA] 2003
9 [#Aon&®,/BIBLIOTHECA] 2003
10 [Ao&®& /BIBLIOTHECA] 2003
11 [Ao&E /BIBLIOTHECA] 2003
12 [Ao&E /BIBLIOTHECA] 2008
13 [HAo&& /BIBLIOTHECA] 2003
14 [A0&E& /BIBLIOTHECA] 2005
15 [Ao&®& /BIBLIOTHECA] 2005
16 [Ao&E /BIBLIOTHECA] 2006
17 [Ao&& /BIBLIOTHECA] 2000
18 [AoD & /BIBLIOTHECA] 2020
19 [HAo&E /BIBLIOTHECA] 2010
20 (Ao & ,/BIBLIOTHECA] 2010
£7T40.64X50.8cm €FF> I UN=TY> b
21 #\&E 4 € 2020

HHIE. B4 GRETCERCHEONTVWSABELTIF L [AEE/ICE
BOX] ®. 20FEU Lich7c> TREEXBEAOEE. HRHOBEEZIC
HEEREFTV T ELTIBEL TS [A02E,/BIBLIOTHECA] THb5
NZ2BARTY, AETE. [BR] ® [&KHE] #¥—9v—-Fi. [Fo
2@ /BIBLIOTHECA] » 520 % BR. BEEICESZADITE VLD IE,
MOBEREREODBERUEDL I 2. BEBLOERNIHF LN £
T, BEREBRELI-BOMAICEE XEFQRI—FEZAVWTABLEL
7o

BIBLIOTHECA 2008
BI/BLIOTHECA 2012
BIBLIOTHECA 2020
BIBLIOTHECA 2007
BI/BLIOTHECA 2007
BIBLIOTHECA 2007
BIBLIOTHECA 2007
B/BLIOTHECA 2003
9 B/BLIOTHECA 2003
10 BIBLIOTHECA 2003
11 BIBLIOTHECA 2003
12 BIBLIOTHECA 2008
13 BIBLIOTHECA 2003
14 BIBLIOTHECA 2005
15 BIBLIOTHECA 2005
16 BIBLIOTHECA 2006
17 BIBLIOTHECA 2000
18 BIBLIOTHECA 2020
19 BIBLIOTHECA 2010
20 BIBLIOTHECA 2010
All 40.64x50.8 cm  Gelatin silver print
21 Photo Notes 2020
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Tokuko Ushioda is a photographer best known for series such as “ICE BOX,”
which documents refrigerators actually used in several households; and “BIBLIO-
THECA,” for which she has spent over 20 years photographing books as objects
in settings such as libraries, private collections, and the editorial offices of publish-
ers. This exhibition features 20 works from the “BIBLIOTHECA” series in a
selection made especially for this exhibition with the ideas of “boundaries” and
“being female” in mind. The presence of the books in the photographs not only
reveal the background of the objects and their relationship to the artist, but also
suggest the myriad boundaries that lie between the viewer and the object. A QR
code provided access to Ushioda’s notes made while photographing each work.
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304 1979 RBEA TN, 75V 5EE, 20024FF
FRFBEFEBEE, 2008 FAYy b U—FrT b TFH
TI— U374y THAVEREE,

FHEBESRIC. 2017~20184% [Remodeling] Melkweg
Expo (Z L ZXF % L) . Maison/ by Teruhiro Yanagihara
(KBR) . State of Fashion (FZ—* A, R Y>) | 20194
[ELRD#ED - Parel Silhouet] RIFA 5 > s, RIBEEMEE.
IMA gallery (BRZ0) o

HH BAF

T940FERFMEEN, RFEMEE, 1963FRRT ¥ VAR
VeV ITHA VRRBEESREE, FLERERIC. 19954
[EEHPHHTOKYO] HRRABEEESEE. 2004F [£iEbvAB]
KEEMERAEMT v+ > U —. 2018F [XMILESEERLE
ADEE BIBLIOTHECA] £FI%ERE (LK) . =3> 734
- THE GALLERY (RZRE. KBR) . 2019 & [ZHIA DT 4]
LEMRAEME, SEFEIC. 2018F [FI7TELMEE] |
[BABERBRE] (FxRE. [FEIM4ERR)IE] BRERE,
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1987 ImERA TN, BEEEAEMRE, 2010F#BERILFREX
FEEFEMEFZRELE, 20128 RREMAEZRZREMHAR
BAH=MRREBELREET. THRERIC. 2013F [H
Wb FUTYF—12013] MEBRSE (BH) . 20165F [R&E
RKomwors 20168  EOBHK, HLI-OF] HREME (B
R) . 2017F [BIFLBROTE HEAOHFEER vol.14] BER
#HEEEMEE. 20194 [HF58@ T = & F
FEHEIC, 2006F [HEBECTYF— L] ERE. 2020F
[B45EANFEFEEE] .
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BAR BKF

197T4FERBBREE N, 7T > AFEE, 1997F F)I| RS HEP3E
MRz, THEBRIC. 2011FE [BADFEMER  vol.10
BEORE] RR#MTEEME. 2014F [HEHHF T 5 b+ -
7Zar7 ) BEORR| METEX v > U —H S48, 2017F
[vision | noisiv] TARO NASU (EX) . 2018% [Moment-
o 5] BERILGAAENE, SEFIC. 20085 [RAK
70y >¥>7 2007 REAQIRE] BHE (FEL  FREM)
. 2015% [#E31ERIE] HAERE,
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1979F R AE TN, RREHAET, 2002F L EERNF N FERZE
(. 2005F HARFEMFPHEEZHNEEX, TEAREBERIC
20124 [Transparency is the new mystery] BIEEMEE (B4b) .
20164 [CYALIUM] G/P gallery (3850) . [Close to the Edge:
New Photography from Japan] Miyako Yoshinaga (Za2—3—7) .
20174 [Jubilee] nomad nomad (&F#) 2018 F [IhS W&
DoHILHRT E BARDOHERER vol.16] RAEBEEZEAMEE.
20194 [NEW SKIN | #7=5 L WALl mumei (EH) .

Anneke HYMMEN & Kumi HIROI

Anneke Hymmen: Born 1977 in Lidenscheid, Germany; based in the
Netherlands. 2005, graduated in Monumental Art and Photography
from AKI Academy of Art and Design, the Netherlands.

Kumi Hiroi: Born 1979 in Gifu Prefecture; based in the Netherlands.
2002, graduated in Economics from Saitama University, Japan;
2008, in Graphic Design from Gerrit Rietveld Academy, the Nether-
lands.

Recent exhibitions include “Remodeling” (2017-18) at Melkweg Expo
(Amsterdam), Maison/ by Teruhiro Yanagihara (Osaka), and State of
Fashion (Arnhem and Berlin); and "Parel Silhouet” (2019) at Nagasaki
Holland Village, Nagasaki Prefectural Art Museum, and IMA gallery
(Tokyo).

Tokuko USHIODA

Born 1940 in Tokyo; based in Tokyo.1963, graduated in Photography
from Kuwasawa Design School, Japan. Major exhibitions include
“TOKYO / CITY OF PHOTOS” (1995, Tokyo Photographic Art
Museum), “Maho-chan-chi” (2004, Contemporary Art Gallery, Art
Tower Mito), “Domon Ken Award exhibition ‘BIBLIOTHECA’” (2018,
Ken Domon Museum of Photography, Yamagata, and Nikon Plaza
The Gallery, Tokyo/Osaka), and “A Bright Home” (2019, Hiroshima
City Museum of Contemporary Art). Recipient of the 37th Domon Ken
Award; the Photographic Society of Japan’s Photographer Award;
and the Domestic Photographer Award at the 34th Higashikawa
Awards, all in 2018.

Mari KATAYAMA

Born 1987 in Saitama Prefecture; based in Gunma Prefecture. 2010,
graduated in Art History from Gunma Prefectural Women’s Universi-
ty; 2012, MFA, Department of Intermedia Art, Tokyo University of the
Arts. Major exhibitions include Aichi Triennale 2013 (Nagoya),
“Roppongi Crossing 2016: My Body, Your Voice” (Mori Art Museum,
Tokyo), “Photographs of Innocence and of Experience —Contempo-
rary Japanese Photography vol. 14” (2017, Tokyo Photographic Art
Museum), and the 58th Venice Biennale (2019). Awarded honorable
mention at the Gunma Biennale for Young Artists 2005 and the 45th
Kimura lhei Photography Award in 2020.

Maiko HARUKI

Born 1974 in lIbaraki Prefecture; based in France. 1997, BA in Art
from Tamagawa University, Japan. Major exhibitions include “elan
photographic—Contemporary Japanese Photography vol. 10” (2011,
Tokyo Photographic Art Museum), Azamino Photo Annual “Bound-
aries of Photograph” (2014, Yokohama Civic Art Gallery Azami-
no), ”vision | noisiv” (2017, TARO NASU, Tokyo), and “Moment”
(2018, The Museum of Modern Art, Gunma). Awarded the 2008 Jury
Prize (Juror: Toyo Ito) at “Roppongi Crossing 2007: Future Beats in
Japanese Contemporary Art” (Mori Art Museum, Tokyo), and the New
Photographer Award at the 31st Higashikawa Awards in 2015.

Mayumi HOSOKURA

Born 1979 in Kyoto; based in Tokyo. 2002, graduated in Literature
from Ritsumeikan University; 2005, in Photography from Nihon
University College of Art. Major exhibitions include “Transparency is
the new mystery” (2012, Kuandu Museum of Fine Arts, Taipei), “CYA-
LIUM” (2016, G/P gallery, Tokyo), “Close to the Edge: New Photogra-
phy from Japan” (2016, Miyako Yoshinaga, New York), “Jubilee”
(2017, nomad nomad, Hong Kong), “Things So Faint But Real—Con-
temporary Japanese Photography vol. 15” (2018, Tokyo Photograph-
ic Art Museum), and “NEW SKIN” (2019, mumei, Tokyo).
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Living the borderlands

Toshiharu Ito (Art historian / Professor emeritus, Tokyo University of the Arts / Shiseido Gallery Advisor)

Borders are set up to define the places that are safe and unsafe, to distinguish us from them. A border is a dividing line, a narrow strip along a steep edge. A

borderiand is a vague and undetermined piace created by the emotional residue of an unnatural boundary. It is in a constant state of transition. (1)

In her book Borderlands Texas-born Gloria Anzaldda — Chicana (Mexican-American), lesbian, and feminist poet — thus described the territory in which she found
herself. By portraying a slice of the history and society of Mestizos (people of mixed indigenous Latin American and European ancestry), drawing parallels with
Chicanos, Anzaldia shed light on borders and engaged in an ongoing exploration of what it means to navigate two or more cultures simultaneously.

The late 20th century in which Anzaldla lived was an era of rapid expansion in borderlands. And not only the physical border between the United States and
Mexico: reporting for example on female migrants entering the US illegally from Mexico, Anzaldda endeavored to focus her gaze on the process by which these
women diced with death and lost themselves in the hopeless circumstances they faced immediately on crossing a borderline in the form of a national border.
Subjected to violence by people smugglers, made to work as maids for ten dollars a week, unable even to seek refuge in relief centers for fear of being forcefully
repatriated, they are compelled to live in isolation, far removed from any means of escape. Having crossed one border, they find another one looming, and even if
they succeed in crossing this new border, yet another presses in on them. Observing these harsh realities, and living on the border herself prompted Anzaldua to
delve ever deeper into poetry and discourse.

Anzaldia was consistently critical of the discrimination practiced by those in the feminist inner circle dismissive of factors such as race and ethnicity, class and age.
When Betty Friedan published The Feminine Mystique (1963), the book viewed as the foundation of the feminist movement, it was the likes of black and lesbian
feminists who objected that they were excluded from that feminism. Barbara Smith, who established an organization for black feminists and lesbians, maintained
that feminist insiders were “blinded to the implications of any womanhood that is not white womanhood.” (2) Finally in the late 20th and early 21st century a more
diverse cohort of Third World feminists such as Trinh T. Minh-ha of Vietnam, Rey Chow of Hong Kong, and Indian Gayatri Chakravorty Spivak, emerged and began

to speak out.

Turning to the world of contemporary art, we see a number of large-scale exhibitions dealing with post-globalist feminism taking place around 2010, including
“Global Feminisms” (2007) at the Brooklyn Museum, and “WACK!: Art and the Feminist Revolution” (2007) at the Museum of Contemporary Art, Los Angeles. These
exhibitions staged in New York and Los Angeles also attracted widespread criticism that they tried too hard to please everybody, lacked focus, defined feminism
too vaguely, and featured white women to the virtual exclusion of trends in minority and marginal art, which they largely ignored.

Ten years later though, international exhibitions centered not so much on feminism as sexual minorities began to appear in major Southeast Asian cities. This switch
from feminism to sexual diversity is important. Of particular note was “Spectrosynthesis 11” (2020) held at the BACC (Bangkok Art & Culture Centre). This was the
first major LGBTQ-themed exhibition in Asia, attracting over two million visitors, and became a huge talking point. Thus we can see that in the space of a decade,
interest in sex and art had become a global phenomenon. Sex began to radiate out in infinite gradations, a spectrum of sorts.

“Anneke Hymmen & Kumi Hiroi, Tokuko Ushioda, Mari Katayama, Maiko Haruki, Mayumi Hosokura, and Your Perspectives” resonates with this worldwide art
trend. The artists taking part in the exhibition are flexible, not hewing to any specific set of values, have intrinsically diverse roots and routes, and individually offer
their own hints for new ways of seeing the world.

Taking existing advertisements as motifs, Anneke Hymmen & Kumi Hiroi break down the conventions proffered by these to rework standardized images of women,
and commercialism.

Tokuko Ushioda scoops up the memories and histories of other people that drift like air in scenes of books transformed by the ravages of time in libraries and the
studies of private individuals.

Mari Katayama, who has had both legs amputated due to a congenital limb condition, brings to the surface an alternative, shadow body in decorated prosthetic
legs and self-portraits of her wearing handmade objects.

Maiko Haruki arranges landscapes with different qualities on photographic paper, and taking an installation-based approach, adds dimensionality in the form of the
backs and fronts of walls, inside and outside of openings etc., in a reexamining of the act of seeing.

Constructing layered collages from the likes of cuttings from gay magazines and images of bodies from the internet, Mayumi Hosokura shuffles the borders of race

and nationality, media and sex differences like a three-dimensional mosaic.

With their skilled command of photographic expression, which separates self from others and creates distance and perspective, these women of different styles
and inclinations share an awareness of borders in the broad sense of the word, and an approach of attempting to render those borders visible. They too are
residents of the borderlands, their photos posing questions about the location of those borders, and the possibility of transcending them.

Using the format of the photograph, generally seen as copying what is visible, they seem to be trying to represent internal, delicate, ambiguous worlds tinged with
fluidity. Fine-tuning the balance of identity elements such as sex, race, ethnicity, language, creed, and desires, they hone their personal visions, and carve out their
own original creative paths. By doing so they question the makings of the viewer’s own world, ascertaining whether we can relate to their way of seeing things, as if
to say that amid the great upheaval of our times and in our environment, and transitions in fashions and markets, the most important thing is how each of us

engages with our own world.

Living on borders and in margins, keeping intact one’ s shifting and multiple identity and integrity, is like trying to swim in a new element, and “alien” element. (3)

These times we live in demand a return to Gloria Anzaldta’s words from the borderlands, words grounded in a vast mass of voices that have yet to tell all there is to

be told. This exhibition shows us that an understanding of identity as a construct made up of difference and mixing and in constant flux, and of such borders, is an

attitude well worth sustaining.

1. Gloria Anzaldla, Borderlands/La Frontera: The New Mestiza (San Francisco: Aunt Lute Books, 1987), p. 25.

2. Barbara Smith, “Toward a Black Feminist Criticism” (1977), reprinted in The Radical Teacher No. 7 (March 1978), p. 20.

3. Anzaldla, Borderlands, p.19.
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Why an exhibition — of photography — by women?

Yuri Mitsuda (Art critic / Professor, Tama Art University / Shiseido Gallery Advisor)

The atmosphere at this exhibition of photography by four female artists and one female artist unit was buoyant. Reflecting today’s diverse coexisting approaches to
photography, the works on show ranged from the expected silver halide and digital photographs, to videos, composite photos and text, of various dimensions and
material properties. Contributors also showed impressive ingenuity in the display and installation of their work. At a time when on a day-to-day basis, the vast
majority of photos are consumed solely onscreen, at this exhibition the myriad possibilities for diverse ways of photography and of using photos were obvious
wherever you looked. The viewer was invited to stroll around the space, taking in the differences between works for what they were, devoid of any ideological

adherence to what might constitute photography, or anything else. Such was the composition of the exhibition, and the lineup of exhibitors.

1.

With 2021 came a sense that the unprecedented developments of the past year were gathering even more pace. Conscious of the virus’s never-ending potential for
mutation, the astronomical national deficits, and the widespread suffering, we felt as if irreversible changes were underway, the true nature of which were not yet
fully discernible.

Like many other venues, the Shiseido Gallery was forced to adapt to the circumstances: closing temporarily, undertaking major rescheduling of exhibitions,
reviewing and revising exhibition content, operating a booking system for admissions. It is still not clear what the “right answer” for exhibition venues might be.
What is certain, is that there are horizons ahead that defy estimation by previous rules of thumb.

Amid the turmoil, the Shiseido Gallery also channeled considerable energy into providing online content for this show. Every possible effort was made to help those
unable to come to the gallery in person learn about the exhibition, on dedicated pages featuring a gallery view (360-degree virtual tour), artist profiles, texts by the
artists, and interviews, along with a link to an informative talk event. With no idea when real talk events will recommence, providing digital content that more
recipients can enjoy at a time to suit is already a matter of necessity.

This being the case, naturally some may wonder why works need to be displayed in a gallery at all, when exhibitions can be held perfectly adequately online. In
actual fact a great number of online-only exhibitions have been trialed. This makes even more sense with material that is digital to begin with, such as photos and
video. The question may even arise, do we really need to compile a print catalog of the exhibition after it finishes?

Will exhibitions and exhibition catalogs become nostalgic remnants of the past? Or have they already?

2. Anneke Hymmen & Kumi Hiroi: Interactive communication — visual and verbal feedback

The duo of Hymmen and Hiroi undertake projects with a sociological aspect, that involve gathering words from people looking at advertisements, using these words
to remake the photographs (without seeing the originals), and then comparing them with the original advertising. When researching the kind of words conjured up
by advertising, and remodeling images (photos) from these collected words, feedback emerges in the form of an image of the advertising that might have been. On
this occasion, by also having Akiko Otake write two short stories after viewing the photos made by the pair, the interactive labor of images and words resulted in
text with even greater scope and substance.

The original advertising imagery was from Shiseido advertising posters old and new (pp. 10, 14). Despite the seemingly self-referential nature of the project, the
device of a “Chinese whispers” of images and words displayed elements of a workshop involving people in the production process, with the artists’ message

contained in the process itself. It showed that the images were open to any direction, and that there are always new possibilities in diverse manifestations.

3. Tokuko Ushioda: The physical presence of silver halide photography

The oldest of the exhibiting artists, in recent years Ushioda has enjoyed a growing presence on the photography scene. The silver halide film photography that has
been her trademark may now have the status of a traditional craft practiced by a minority, but was an assertive presence at this exhibition. Being able to view the
warmth of these prints up close and at leisure doubtless reminded many visitors just how good medium format and film photography can be. The history and weight
of Ushioda’ s old books make them the perfect subjects for the descriptive ability and material quality of silver halide photography, each seeming to elevate the
other. There is a match between medium and subject that makes one wonder whether this is exactly what silver halide photography exists for in this day and age.
The “BIBLIOTHECA?” series represents some of Ushioda’s best-known work, having earned her the Domon Ken Award, the Higashikawa Awards’ Domestic
Photographer Award, and Photographic Society of Japan’s Photographer Award. Drawn to the dignity and forms of old books as vessels for knowledge, she has
apparently been photographing them continuously since 1995. Surveying her photos, one finds these venerable tomes stashed away in libraries and archives,
deteriorating over many years and increasing in rarity, becoming blossoming personalities in their own right as material objects, above and beyond anything actually
written in them. Perhaps due to the photos being shot on location where the books are stored, they give a feel for the history of those who wrote the book, read it,
and protect it. The unique charm of Ushioda’ s work lies in the way she zooms in on the covers, capitalizing humorously on the character of each book and making
it lovable somehow.

Ushioda was born in the same year as Nobuyoshi Araki and Kishin Shinoyama, making her one of a generation with few female photographers. Eschewing the main

career paths of commercial work and journalism, she has chosen to work independently elsewhere. Since “ICE BOX,” her best-known early series, for which she
photographed domestic refrigerators, Ushioda has captured objects in a manner that unexpectedly paints a potent picture of their absent users. Her style, which
could be termed object portraiture, is noteworthy in its originality. | look forward to much more from this photographer who has managed to work to such a high

standard for so long without being swept aside by time and fashion, and whose art continues to mature.

4. Mayumi Hosokura: References and automatically generated composites / Video showing stills

Mayumi Hosokura presented an installation combining monochrome stills taken from video and composites of these stills, framed and arranged systematically, and
video on a screen.

Hosokura randomly combines representations of the male body from the internet and visuals from gay magazines, and calls the resulting composite photos
“collages” (as in pieces of existing print material stuck together). Here she divided the original images as if tearing paper, and crammed them densely together.
Apparently the digital composition process can throw up bugs that alter the process and make it progress automatically, so perhaps the task of this “collaging”
harbors some unknown generative principle.

Even when the images forming the picture plane are abstracted to a point where it is virtually impossible to identify them, in their skin-crawling sensation and
cluttered immediacy these “collages” radiate a vibe akin to ruins.

Male nudes and sexual images of young men have been frequent subjects for Hosokura’s photos. One imagines that her initial motive involved awareness of the
sex roles of photographer/subject, but like the automated metamorphosing of the bug, a process of burgeoning, anonymous desire in keeping with the times seems
to be emerging in her work.

The video consists of close-ups of her own stills filmed as if slowly being licked, expressing frame by frame the field of vision and speed of viewing a photograph.

Standing in the gallery and comparing the stills displayed on the wall with this video, one can physically experience the maker’s intent.

5. Maiko Haruki: Looking because you cannot see

Haruki tried erecting an unfamiliar wall, in an ingenious move to connect viewer’s body and photographs.

Seen from the front the wall is white with a number of square openings offering a partial view of an empty other side. Go round to the other side of the wall, and
there are photographs hung at intervals. The photo frames are placed to correspond with the openings in the wall, and the contrast with the opening recalls the
metaphor of the photograph as window.

Yet Haruki’ s photos are deliberately designed not to be mere “windows.” The viewer unconsciously envisages a perspective-type space in photos, but these are
photos that obstruct any such conventional visual sensation. A cobbled street, probably by the Seine, reflects light with a dazzling glare. The small black shadows
are figures in the background, but due to the high contrast, details are difficult to discern and the substance of the figures all but lost. In the relationship between
the shadows, we see only discommunication. The white surface between the figures, not the figures themselves, dominate the frame. Shown here are all the things
we cannot see: something insubstantial, a place, a spatial structure. This has been Haruki’s method since the early days of her career.

When the space partitioned off by the wall, visible through the openings, enters your field of vision as you try to look at the photos, you become conscious of the
framing mechanism of the photos, and the viewing body not contained by that. Standing in front of and behind this wall, one’ s attention is drawn to the latent

connection between convention and the body in the act of seeing.

6. Mari Katayama: The location of artworks

A frequent guest exhibitor at photography shows, Katayama has said that consciously possessing no awareness of herself as a photographer, conversely she works
hard to engage with “photography.” But the versatility of lens and image, which makes them tools able to be used any way one likes, means there is no need to
deliberately become a “photographer.” Looking back even, it is over half a century now since photos of Earthworks and performances began to appear in
exhibitions in the 1960s. Earthworks themselves are not portable, so photos of them are sold as artworks, but there is no particular need for the artist in this case to
be called a photographer.

With engagement with her own body as the focal point, Katayama makes objects, dons them, and positions herself in front of the camera. Spun from glittery
materials, Katayama’s art objects always manage somehow to fill the photographic space, the body, and the void of conventional beauty. When the photos are
arranged on a wall, context is created. Perhaps because Katayama’s output and acts are obviously of necessity generated from herself as the focal point, her works

present the viewer with the freedom of the unknown. Photography is a useful medium enabling that necessity to be objectified.

Let’s say that an exhibition is a place to experience placing yourself in the same place as the works. Up until now exhibitions have relied on works or materials
being transported from a different location and set up for people to come out and see. Now is the time to rethink the meaning of this. There are things that will never

be understood by the viewer, naturally, if a work is not displayed, but nor perhaps by the curator showing the work, nor even, one supposes, the artist.
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