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Foreword

Right now the world in which we live is operating in accordance with some new, different norms. With
everyday life in a state of flux and instability, many have also experienced a transformation in their
personal values. Undergoing changes just as radical as those in our lifestyle is the environment
surrounding art and culture. As we accept and adapt to a new reality, this is precisely the time to
question, and keep questioning, the potential roles for art in this new normal.

Since its opening in 1919, the Shiseido Gallery has been offering exquisite, memorable encounters and
experiences through art in accordance with its mission to “discover and create new value.” The “shiseido
art egg” open program was launched in 2006 to support the discovery and creation of such new value
by up-and-coming artists. The selected artists are given the opportunity to organize exhibitions of their

work in collaboration with curators, similar to the regular exhibitions held at the Shiseido Gallery.

The 15th shiseido art egg program received 243 applications from all over Japan. From a number of
creative proposals taking advantage of the gallery's spaces, artists Umi Ishihara, Mika Kan, and Kayako
Nakashima were selected for their unique perspectives and expression of new values and aesthetics in

today's world.

Umi Ishihara Exhibition (September 14 — October 10, 2021) took place first, followed by Mika Kan
Exhibition (October 19 — November 14, 2021) and Kayako Nakashima Exhibition (November 23 —
December 19, 2021).The results are recorded here, with the aim of deepening understanding of the

role of shiseido art egg, the works of these three artists, and their exhibitions.

Last but not least, we would like to express our sincere gratitude to And Greenworks Co., Ltd. PLANTS
and LIVING, Akihiro Okama / Glass worker, Kashima Corporation (Mika Kan Exhibition), Sangetsu
Corporation, Mitsubishi Chemical Corporation (Kayako Nakashima Exhibition), and the many others
whose cordial support and cooperation helped make these exhibitions possible.

March 2022
Art & Heritage Management Department,
Shiseido Company, Limited
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Umi Ishihara  Gravity and Radiance
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Umi Ishihara makes experimental films and video installations on the
themes of love, gender, personal histories, and society, revolving
around actual events, and constructed with the addition of fictive and
narrative elements. Here she presented a “film installation” inspired
by time spent with people she encountered on ending up several

years ago at a church in Kita-Kyushu that also offers support to those

struggling.

“Gravity and Radiance,” shown on a six-meter screen in the larger
gallery, is a collaboration between the artist and formerly
down-and-out members of the church’s congregation, plus church
staff, and consists of a play with a biblical theme in which these
people play the roles of Jesus, Mary, angels and so on to tell the story
of Jesus up to the Resurrection, and woven through this performance,
interviews with the performers in which they reflect on the mistakes,
illness, and family environment in their former lives. The play’s
carefully-crafted sets, lighting and costumes depict the world of the
bible, but the lines on sin and forgiveness have a universal resonance,
and it becomes evident that they overlap in places with the suffering
and distress personally experienced by the performers. The interview
scenes are set in a black background against which the figures of the
speakers loom hazily in white, and at first glance evoke thoughts of a
realm other than this one. The realities of which these formerly
struggling individuals and church staff speak, contrasting starkly with
this visual void, offer testament to our times, and could be described
as a multilayered documenting of society as it is today. Intersecting
biblical drama as metafiction with reality through skillful composition
and production, while highlighting one side of modern society,
"Gravity and Radiance” posed the fundamental question of what it

means to “live.”

The exhibition was composed of a variety of exhibits and effects.
Seating in the large gallery was illuminated by red spotlights, as if to
suggest that the events spoken of in the video, could also happen to

the viewer. The walls of the small gallery further in were also bathed

in red light, and positioned in the gallery were a video showing an
angel figure setting fire to the character "#" (hikari) meaning light;
bread (or rather a model of bread) positioned as if floating in mid-air,
liberated from gravity; and moving lights that drifted across walls and
floor in the manner of fireballs. In the “Last Supper” scene of "Gravity
and Radiance" red wine representing the blood of Christ, and bread
his body, make an appearance. By bringing metaphors such as red
lighting and bread into the gallery, Ishihara connected exhibition
space and video, creating an installation that served as a device to

draw the audience up onto the stage with “Gravity and Radiance.”

On the landing connecting entrance and gallery rooms, footage of a
performer as an angel dancing lightly through a field of grass played
in slow motion, as if to lure the viewer into another world. Ishihara has
said, "Just being alive can make you feel as if gravity is pulling you
under, but | put together this exhibition to celebrate that moment
when prayer releases you from gravity just for an instant, allowing you
to float freely.” Also the title of the exhibition, the phrase Gravity and
Radiance comes from “Gravity and Grace”, the book by French
philosopher Simone Weil. Overlaying her own experience on that of
Weil, a committed Christian who lived alongside the working-class
poor and sought grace amid fatigue and sickness, Ishihara has
tackled the realities of others and the incongruities of society, and

elevated the experience into a work of art.

The sight of the “Gravity and Radiance” performers speaking about
their origins and their innermost thoughts and feelings offers a
glimpse of the deep trust they built with Ishihara and with other
performers, and evokes feelings of salvation and hope that connect
to the biblical play. It will be fascinating to see where Ishihara’s
practice goes next, following this “film installation” that brings
together an expressive ability honed in the traversing of the domains
of film and fine art, and commitment to sincere engagement with

others.

Umi Ishihara

1993 Born in Tokyo
2018 BFA Intermedia Art, Tokyo University of the Arts, Japan
2022 MA Artist's Film, Goldsmiths University of London, UK

Selected film festival screenings

2022 Gravity and Radiance: The full testament The Yebisu International Festival for
Art & Alternative Visions 2022, Tokyo Photographic Art Museum, Tokyo

2019 Janitor of Lunacy BBC, BFI Southbank, London

2019 The Garden Apartment, The Pioneer International Film Festival Rotterdam,

Rotterdam

Selected solo exhibition
2017 Mire of Dickhead Demon TAV Gallery, Tokyo

Selected group exhibitions

2021 Digitalis or First-Person Camera | Umi Ishihara, Maiko Endo, Yokna Hasegawa, Mayumi

Hosokura Takuro Someya Contemporary Art, Tokyo

2019 Bloomberg New Contemporaries South London Gallery, London

Selected award
2016 Teiya lwabuchi Award, CAF Award 2016
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Mika Kan  Imaginary Lie

Mika Kan explores the question of what makes us human, through
photographic works employing as subjects the dolls that serve as her
alter egos. In Imaginary Lie, in addition to the self-portraiture that to
date has formed the nucleus of her practice, she embarked on a new
venture into video and installation, filling the gallery space entirely
with new offerings. This latest group of Kan's works takes its cue
from the manmade humans that appeared in science fiction from the
late 19th to early 20th century, and the optical equipment invented

around the same time.

The larger gallery was the setting for eleven large self-portraits from
the “Stay Paradise” series, started in 2019 and featuring the artist
photographed alongside a doll made by a taking cast of her own
head. In a space designed to resemble a kaleidoscope, beautiful
shades of orange, purple, blue and other colors filled the gallery
walls in a glittering spectacle, while the works reflected on the glossy
floor added transformational depth.

As the title - a palindrome in Japanese - suggests, the individual
works resonated with each other in the manner of reflecting mirrors.
Suspended in the center of the gallery was the mobile, “Watchful
Machine 05.” The world as viewed through a Fresnel lens was one of
startling distortion, that generated multiple, smaller works.
Spectators were delighted to encounter this realm very different to
the original landscape.

"Double Teleidoscope,” projected in circular form toward the top of
a wall, is a video of a doll with glass eyes, shot through a teleidoscope
made by the artist using manmade crystals. The projected image
plane, which changed rapidly depending on the angle of light from a
spotlight shining on the doll, added a dynamic rhythm to the gallery

space.

The smaller gallery was occupied by “Paradise Shift,"” a reconfiguration
of Kan's studio served up in installation form.
In a space overlapping with the background of the self-portraits in

the large gallery, real plants and fake, original furniture and copies

were arranged alongside each other, challenging the reliability of
the viewer's visual perceptions.

The black box installed in the reconfigured studio was an optical
device that makes use of a visual trick dubbed "Pepper’s ghost”
used in Western theater during the 19th century. A digital composite
of Kan herself and a doll appeared as an ethereally beautiful specter,

standing face to face with the viewer in a work of magical fascination.

Kan conducts research based on the history of photography and
optical devices from the 19th century onward, and the process of
their evolution, constantly connecting her findings to new creations.
Photography was originally conceived as a means of documenting
the truth, but today’s advances in digital processing technology
mean that anyone can freely change the truth into something entirely
different, creating new kinds of expression, and fakes.

What does it mean to see? Where is the line between real and fake?
On this occasion, by deliberately exposing the tricks in her works,
Kan presented a multilayered structure in which phases of virtual and
real image nested inside one another. With this, she was perhaps
urging the viewer to not only look at the surface appearance of
tangible things, but to maintain a constant skepticism; to divine the
essence so difficult to discern with the naked eye.

This exhibition that discombobulated our visual perceptions, as if
real and fake were reflections of one another, foreshadowed a value
shift in the not-too-distant future, and presented the viewer with a
realm of extraordinary richness.

The drive and inventiveness with which Kan nimbly transcends what
we take for granted, and the earnest manner in which she engages
with her creative practice, have the power to stimulate the viewer's
own thoughts and sensibilities. Expect more great things from this
artist with an extraordinarily inquiring mind, and a talent for

producing highly creative, intellectual works.

Mika Kan

1988 Born in Yokohama, Japan
2021 Ph.D, Inter Media Art Course, Tokyo University of the Arts

Selected solo exhibitions
2021 BankART U35 Solo Exhibition Mika Kan BankART KAIKO, Kanagawa
2019 The Ghost in the Doll The Maruki Gallery for the Hiroshima Panels, Saitama

Selected group exhibitions
2020 Listen to Her Song The University Art Museum, Tokyo University of the Arts, Tokyo
2020 VOCA2020 The Vision of Contemporary Art The Ueno Royal Museum, Tokyo

Awards
2020 VOCA Encouragement Prize, VOCA2020
2020 Nomura Art Prize, Nomura Foundation

2020 lkuo Hirayama culture and the art award



