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The experience of looking at Kozo Nishino’s sculptures always
brings a sense of surprise. They are of a kind that one will not
see anywhere else. They do not resemble the things one sees in
everyday life, nor other artworks one sees in museums or art
galleries. They offer an experience that cannot be replaced. They
have the aura of something that transcends the human being,
though it is different from that of religious art. On a physical
level, of course, Nishino's sculptures are not transcendent. Like
other things on earth, they exist under the influence of gravity.
At the same time, however, they seem to be free from it. It is this
discrepancy in his sculpture that creates a sense of surprise.
The floating nature of his sculptures derives from the curious
sense of balance created by placing fulcrums in extreme positions.
Take, for example, A Memory of the Sky (2000), installed in Toppan
Koishikawa Building (Tokyo, Japan). It measures over twenty-four
meters in length, and is installed with one end of this gently
arcing abstract form supported by a structure placed on the
wall. This support structure is a cantilever, which is commonly
used in architecture, but which is rarely seen in such an extreme
form. In order to solve the difficulty of supporting the entire
weight at one end of a structure, it is common to make the
structural material thick and heavy, but Nishino presents a
solution in the opposite way. As a result, his sculptures appear to
be impervious to gravity.

Techniques and skills to handle materials are crucial to achieving
a solid structure with thin and lightweight materials. Titanium
alloy, often used by Nishino, is a lightweight and hard metal, but
also requires a high level of skill in its manipulation. Nishino
bends pieces of this thin metal and assembles them by welding,
often using a truss structure with repeated triangles to ensure
strength. The angles at which the surfaces are assembled
together are also carefully calculated to reinforce the overall
structure. While all of these points are common engineering
knowledge, they are only used by Nishino in such a unique way.
The use of this knowledge with such delicacy is made possible
with the precise handwork techniques acquired through his
many years of experience in sculpture production. This
combination of knowledge and technique is not in itself the
subject matter of Nishino's sculpture, but is a major factor that
characterises it.

How does this combination of knowledge and technique engage
with the form of Nishino’s sculpture? Since the 1980s, Nishino
has been creating sculptures made of thin metal rods. Starting
with sculptures in the form of wind and stringed instruments
made from stainless steel wire, he moved on to outdoor kinetic
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sculptures made from titanium alloys that mimic the flapping of
birds" wings, and then to abstract forms based on arcs. The
continual use of the same materials and techniques shows the
consistency of Nishino's expression, but one can also see that
the trend has shifted from the figurative to the abstract during
this time. Generally speaking, the more figurative forms are lost,
the more the viewer's awareness of sculpture turns towards
its structure. The abstractness of sculpture simultaneously
increases the significance of its structure. In other words, the
shift of form from the figurative to the abstract means at the
same time the shift of consciousness from form to structure on
the viewer’s part.

The significance of structure also becomes more prominent with
the increase in the size of sculptures. This is due to the fact that
the structural burden also increases as the size of the sculptures
does. It was in this context that Nishino introduced a finely
assembled truss structure in order to make his sculptures viable
while maintaining the thinness of the materials.

Furthermore, the increasing size of the sculpture also transforms
the quality of the viewing experience. The sculpture becomes
part of the site, becoming what can be called an environment
that embraces the viewer. The increasing size of the sculpture,
therefore, simultaneously means a shift from the sculpture as a
thing to that as an environment.

The site of this exhibition, Drafting Room of the former Namura
Shipyard, is a space of fairly unusual proportions. At sixty meters
wide and twenty meters deep, it is a large space with no pillars
or other obstructions, yet there is not much distance from the
floor to the ceiling. These conditions mean that all of Nishino's
large sculptures exhibited in the space inevitably spread out
horizontally. Nishino has shown sculptures that unfolded
horizontally in the past, but they were usually installed at a height
that was out of reach of the audience, mainly for safety reasons.
This exhibition sees Nishino’'s new attempt at a large-scale
horizontal development at a level lower than the viewer's eye.
The ARTCOURT Gallery space, on the other hand, is a white cube
with a ceiling height of seven meters. The main sculpture
exhibited here is on a scale that would make it a viable outdoor
sculpture. The complex abstract form, supported by a cylindrical
pipe, moves boldly far above the viewer. The small works shown
alongside, whether on pedestals or walls, strongly remind the
viewer of their relationships to the space as a whole. Nishino’s
awareness of sculpture as an environment is also prominent in
this approach to installation.
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