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Yuki Nakaigawa

1960 Born in Ibaraki, Japan
1986 MA Tama Art University, Tokyo

| Selected Exhibitions (2011-) |
2025 Solo Exhibition Nakaigawa Yuki: Chika ni nemuru
(Sleeping Underground), Galerie Tokyo Humanité bis, Tokyo
2023 Solo Exhibition Nakaigawa Yuki, Galerie Tokyo Humanité, Tokyo
Tomioka & TT exhibition +, Tomioka Silk Mill West
Cocoon Warehouse, Gunma
Interplay 14 artists’ expression and perspective,
Tsukuba Museum, Ibaraki
RADICAL CLAY, The Art Institute of Chicago, USA
2021 Solo Exhibition Yuki Nakaigawa, Ginza Tsutaya Books, Tokyo
2015 AMABIKI, Sakuragawa, Ibaraki ['13,'11]
2013 Solo Exhibition Yuki Nakaigawa, Bangarow, Osaka
2011 ARTISTFILE 2071, National Art Center, Tokyo

| Public Collections |

Ibaraki Ceramic Art Museum / The Shigaraki Ceramic Cultural
Park, The Institute of Ceramic Studies / Hagi Uragami
Museum, Yamaguchi / Asian Art Museum, USA / The Museum
of Modern Art, House of Japan, Argentina / The Gardiner
Museum, Canada / Samuel P . Harn Museum of Art, USA / The
Art Institute of Chicago, USA / Cincinnati Art Museum, USA /
Minneapolis Institute of Art, USA / World Ceramic Exposition
Foundation, Korea
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H%&HRWTHS  Hollowed and Nestled Together
2025 Fg Ceramics 72x70x80cm

FRFF)I B2 Yuki Nakaigawa

HUIEHSIENS  Spreading in Drips
2025 B Ceramics 101 x54x57 cm

FRFF)I B2 Yuki Nakaigawa
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fehobITFH%B  Hanging Heavy
2021 Fg Ceramics 63 x70x64cm

FRFF)II = Yuki Nakaigawa
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IEBICFESH %S Softer Down the Line
2025 Fg Ceramics 73 x57 x69cm

FRFF)II B2 Yuki Nakaigawa
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Between Mineral and Plant
Yuko Kawakita
Curator, Panasonic Shiodome Museum of Art

The works placed along the path are
perceived between contemplation and
landscape. After watching for a while, a
pair, perhaps a father and son, hurry past; it
is the boy who points to the work set on its
plinth, and they laugh, saying it looks like a
character from something they know. That
which is rendered in abstraction, appearing
as a stimulus before one’s eyes yet not
referring to anything self-evident, likely
elicits a pre-cognitive reflexive response,
drawing perception upward into the realm
of pure cognition or into the associative
drift of memory.

For those who make their way along
this path, moving between the new works
by Yuki Nakaigawa and then Masayuki
Inoue, four by each artist, in one order or
the other, a new kind of pleasure seems to
take shape.

Those who happen to pass by may

stop and linger or cast a brief glance as
they walk by; the works here are viewed in
such ways. At the same time, the eight
stationary ceramic works installed here act,
in one way or another, upon everything that
they come into contact with; conversely,
the surrounding scenery itself operates
upon them, gradually marking their
expressions with the passage of time.
Suddenly, one is reminded of the oft-cited
line from a cinematic masterpiece to the
effect that no matter how small a stone may
be, it serves some purpose. This line
directly signifies a blessing bestowed upon
modest, nameless existences; yet with a
slight turn of interpretation, it may also be read
as proposing that such existences, together
with creative works that emphatically assert
themselves, and indeed all the manifold
forms and phenomena that constitute the
world, are equally deserving of celebration.
The generative principles of ceramics,
in which clay is shaped, dried, and finished
through firing, are shared across cultures.
Because each artist selects tools and

techniques according to their own creative
rationales, whether wheel throwing, hand
forming, slip casting, or otherwise, the
works and styles that emerge are inevitably
diverse. Technique shapes style, and firing
brings the work to completion. What has
occurred among contemporary artists is a
reorientation in how the polysemy of
ceramics is understood, a reorientation that
has taken place through an affirmation,
whether consciously or not, of the essential
nature of ceramic practice: that material
guides the conception of form and the
mode of existence of ceramics.

Beginning with shapes generated by the
wheel’s rotational motion, Masayuki Inoue
has continued to engage with the question
of what it means for clay to rise into form.
He first deconstructs what has been
established through the orthodox processes
of ceramic production, then pieces together
various components to reconstruct them
anew. Color and texture, deformation and
cracking: these phenomena that arise as
clay transforms into ceramics constitute the
compositional elements and the very
essence of Inoue’s work.

Attuned to the fact that clay, like water,
air, or any organic matter, is derived from
nature, Yuki Nakaigawa pursues forms that
draw on the beautiful yet grotesque scenes
she encounters in the Sawtooth oak forest
surrounding her home and, by extension,
on the natural world itself. Hollows and
rounded contours nestle together; such
forms evoke plant seeds and insect
ecologies, at times hinting at the vitality of
life stirring beneath the surface.

Whether a phenomenon is understood
as transformation, growth, or degeneration
depends on what is taken to mark its
beginning and its end. As reflected in their
approaches to titling (there is no need to be
overly formulaic here, but one might say
that Inoue tends toward the symbolic, and
Nakaigawa toward the prosaic), the stylistic
registers each employs differ, as minerals
do from plants; yet both resonate in their
shared outlook toward their work, grounded in
their engagement with the origins of ceramics.

The persuasive power of volume is

another element that both artists have
harnessed within their respective styles. For
both Masayuki Inoue and Yuki Nakaigawa,
scale can be identified as a defining
characteristic of their works, almost without
exception monumental by the standards of
ceramics. Yet rather than mere size, what is
crucial is the capacity of the works’ bodies
to expand and contract, allowing for the
adjustment in their connecting parts and
assembled units. For this reason, the works
may be installed on an interior floor, directly
on the ground outdoors, or mounted on a
wall, depending on the circumstances. And
when ceramics are brought down to the
ground, they come to be recognized as
contemporary art installations, and this shift
in viewing carries the practices of both
artists into a different dimension. It is often
from a position slightly removed from the
fray that the essence of things comes into
clearer view, a perspective that speaks to
the inseparable relationship between the
artists’ self-descriptions as outsiders to the
world of ceramics and their actual position
at the center of contemporary ceramics.

In this outdoor sculpture exhibition,
the works are presented on predesignated
plinths, a circumstance that required careful
consideration on the part of both artists. In
their statement, they express the hope that
“each work will settle naturally into place,
making use of the plinth’s stature without
appearing structurally detached, neither
overshadowed by the surrounding trees
nor lost amid the pergolas”; in other words,
the exhibition is conceived from the outset
with the plinth accorded a role equal to
that of the works themselves, if not
greater. It may be ungainly to explain the
technical aspects of the installation, but
each of the works presented here is
structured around a steel support
anchored to the plinth, over which the
ceramic components are fitted. Because
the ceramic components are conceived in
anticipation of the effects of weathering
on the surface of the plinth, the works
establish a relationship in which the
background and the subject, what one
might call the ground and the figure, stand




on equal footing. In fact, the artists have
succeeded in realizing forms in which the
ceramic elements extend naturally beyond
the plinths, appear almost to perch on
them, or, conversely, rest on only the
slightest point of contact, resulting in
compositions that remain coherent when
viewed from any angle. In this way,
perhaps more than usual, the viewer is
able to concentrate on the matiere itself:
the peeling and dynamism of the glaze,
and the subtle precision of the trimming
and warping.

The Japanese term shikei (loosely
related to ‘landscaping’ in English) may be
unfamiliar to many, but in the fields of urban
planning and landscape design, it refers to
the practice of aesthetically arranging and
maintaining an existing landscape in
harmony with its surrounding natural
environment. In practice, this involves tasks
such as planting vegetation and hardscape
work. If we consider more broadly the
relationship between the installation of
artworks and shukei, there are certainly
cases in which an insufficient reading of a
site’s history or significance compromises
the integrity of the resulting scenery.
Fundamentally, however, artists are called
upon to sustain the conviction to remain
faithful to their own idiom in the works they
present. From the artist’s perspective, it is
impossible to avoid an awareness of the
site where their work will be placed; at the
same time, it is equally clear that the artist’s
role does not extend to altering the site
itself. Even when a work of art has a
significant impact on society, the artist’s
task is to create works; the shaping of
society’s structures is the work of those
who govern, or perhaps designers.
Similarly, the mission of an artist who works
with ceramics is to bring forth ‘ceramics of
excellence,” while any broader impact that
may follow belongs to an entirely different
dimension. Precisely for this reason, it is
when the artist’s individuality is allowed
unencumbered expression that it can
generate unexpectedly rich images within
the surrounding landscape.

In the early conceptual stages of the

works in this exhibition, Nakaigawa worked
with clay, while Inoue used materials such
as cardboard and industrial materials. Both
sets of maquettes are highly precise, and
the completed works are nearly identical to
them. What results are not forms to be
looked up at, but rather forms that feel as
though they rest, open, upon the palm of
one’s hand, evoking a sense of intimate
proximity. The artists’ sharpened, critical
approach to the plinths, along with their
sustained attentiveness to the progressive
stages through which the works came to be
integrated with them, proved crucial.
Through this process, the playfulness
inherent in the works has been allowed to
unfold in a supple way.

It is also worth noting that Inoue’s works,
in particular, operate within a temporality
distinct from his earlier works, which were
marked by sharper edges. In Nakaigawa’s
works, one senses a muscular presence
cultivated over a long period. Forms that
elude description and the play of color,
along with the distinctive sense of airiness,
are subtly reconfigured through their
relationship with shikei.

Selected References

Inoue, Masayuki et al., Inoue Masayuki: Egaku yo ni
tsukuru (Molding a Form Like Drawing), Ibaraki Ceramic
Art Museum, 2022.

Nakaigawa, Yuki et al., Mori ni kakureru (Hiding in the
Forest), Ippan shadan hojin Bunka Shinkd Network
(Cultural Development Network), 2023.

Hanazato, Mari, “1980-nendai kohan ni okeru kogei no
toraenaoshi ni tsuite —kurei waku-ron no yukue to
kogeiteki zokei no keisei: Inoue Masayuki no zokei wo
michishirube ni shita kosatsu—,” (Reconsidering Craft
in the Late 1980s: The Trajectory of Clay Work
Discourse and the Formation of Craft-Based Form—A
Study Guided by the Work of Masayuki Inoue)
Ibaraki-ken togei bijutsukan kenkyu kiyo (Bulletin of
Ibaraki Ceramic Art Museum), no. 2, 2022.

Hiraide Takashi et al., Hiraide Takashi Air Language
program saishd kogi = ten (Hiraide Takashi: Air
Language Program Final Lecture = Exhibition), 2020.
Other sources include the official websites of Masayuki
Inoue and Yuki Nakaigawa, as well as materials
provided directly by the artists.
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Masayuki Inoue

1957 Bornin Hyogo, Japan
1985 MA Tama Art University, Tokyo
Emeritus Professor, Tama Art University, Tokyo

| Selected Exhibitions (2015 -) |

2025 Solo Exhibition Inoue Masayuki: Surrounded by Forms,
Galerie Tokyo Humanité, Tokyo

2024 Future opened up by Clay: Revolutionary Expression of Pottery,
The Museum of Modern Art, Wakayama

2022 Solo Exhibition Inoue Masayuki: Molding a Form Like Drawing,
Ibaraki Ceramic Art Museum

2018 The 13th Ceramic Art Grand Prize Exhibition,
Paramita Museum, Mie

2016 Craft Arts: Innovation of Tradition and Avant-Garde,' and the Present Day,
Crafts Gallery, The National Museum of Modern Art, Tokyo

2015 Solo Exhibition Eminent Artist Invitation Project 2014,
Masayuki Inoue: 9 Prototype Form - Exhibition,
The Museum of Ceramic Art, Hyogo
Solo Exhibition Masayuki Inoue: Prototype Form - Flower Shape,
Hagi Uragami Museum, Yamaguchi

| Public Collections |

Aichi Prefectural Ceramic Museum / Ibaraki Ceramic Art Museum /
Museum of Modern Ceramic Art, Gifu / National Crafts Museum,
Ishikawa / The National Museum of Art, Osaka / The Shigaraki
Ceramic Cultural Park, The Museum of Contemporary Ceramic
Art / The Shigaraki Ceramic Cultural Park, The Institute of
Ceramic Studies / The Museum of Ceramic Art, Hyogo / Agency
for Cultural Affairs / The Miyagi Museum of Art / Hagi Uragami
Museum, Yamaguchi / The Museum of Modern Art, Wakayama /
Museum of Modern Art, The House of Japan, Argentina /
Everson Museum of Art, USA / National Museum of History,
Taiwan / China Academy of Art, China / Princessehof National
Museum of Ceramics, the Netherlands / Minneapolis Institute of
Art, USA / Victoria and Albert Museum, UK

OAP Sculpture Path 2025-27
BEIG - BREVFE/ | HEHZ, PHIIHE
Sculpted Rhymes: Landscape and Fired Forms | Masayuki Inoue, Yuki Nakaigawa

November 2025 - April 2027
OAPREZZID/NE  (RBRTIALKOAPARIRRMEA)
OAP Sculpture Path (OAP Tower Public Green Space, Kita-ku, Osaka)

Organized by ARTCOURT Gallery / Yagi Art Management, Inc.
Sponsored by Mitsubishi Estate Co,, Ltd., Mitsubishi Materials Corporation,
Mitsubishi Jisho Property Management Co., Ltd.

Photography: Takeru Koroda Design: Masako Saimura
Translation: Gene Nakazato
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