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Introduction

The Kadokawa Culture Museum is pleased to announce the opening of “New Hell, What Kind of
Hell Will We Go to?”, an exhibition of works by contemporary artist Takayuki Yamamoto.

The exhibition title is at once the name of a work that Yamamoto first created in 2014 with
children that participated in his workshop as part of the “Go-Betweens” exhibition at the Mori Art
Museum. After that, the work has been made again at places around the world, including Aichi,
San Francisco and Singapore.

In his workshops, the artist first explains the well-known “Kumano Kanshin Jikkai
Mandara” depictions of human life and hell, and then encourages the children to think of people
around them for whom they wished they would go to hell, based on which they make three-
dimensional models of the respective “appropriate hells” together with volunteers. Presented at
this exhibition are some of the resulting works, along with video footage of the children outlining
their ideas behind their own renditions of hell.

Born from the fertile imagination of children, these works contain leaps and jumps between
different images that grow-ups wouldn't even think of, but they can at once also be brutally honest
descriptions of reality. In this day and age, these products of children's out-of-the-box thinking
inspire us to reflect on the importance and meaning of imagination.

We would like to express our sincere gratitude to everyone who has been involved in the
realization of this exhibition, for their cooperation.

Organizer
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NEW HELL. What Kind of Hell Will We Go to?
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Things required from an artist

who creates educationally-

themed works

Shingo Jinnno | Advisory Board of Kadokawa Culture Museum-Associate
Professor, Chiba University,

Art education is a very troublesome thing. In
sports, arts, and other fields where specialized
technical skills are given a high priority,
people tend to believe that those who
successfully apply their skills in their
respective professions, are automatically also
good at demonstrating those abilities when it
comes to coaching or teaching others. But
especially in the realm of sports, it is often said
that even the most famous athlete doesn't
necessarily make a good coach. The trend is
especially prominent in professional sports,
where successful athletes often enjoy
immense popularity. However in recent years
we are increasingly seeing cases where people
win acclaim as coaches even though they were
not that successful as athletes. While things
are of course different with arts, there has
been a history of giving artists important posts
in the field of education, only for their high
degree of specialized skill as creators. This is
not only true in the specialized training of
aspiring artists, but the same trend can be
observed also in general education, including
compulsory education. This trend has
weakened though, and specialists trained in
art education have come to occupy a central
position in the field. In the Showa period (1926~
1989), it was common for the representative
author of an authorized textbook to be a
professional writer, but nowadays this is done
by researchers specializing in art education.
In the professional world, there are
countless examples of artists who have
acquired (as creators) the qualifications
demanded in their time and in their respective
field, which then proved useful when offering

guidance or advice to younger generations.
Nonetheless, this is obviously not suitable for
artists who can only speak from their own
perspective, whocanonlyseetherequirements
in the field in a simplified form, or who are
unable to grasp changes in a domain where
things keep changing as dramatically as in
art. What is rather problematic from the
viewpoint of general education, is when
creators that are not based within the
academic evolution in the field of art education,
aim to teach people and exert influence in
general education with that limited scope of
their own personal experience. In other words,
people tend to rank art education lower than
artistic practice, and thus think of it as an easy
topic for anyone with highly specialized
practical skills. There are many cases where
this still applies in the present age.

What distinguishes Takayuki Yamamoto,
has to be related first and foremost to his
rather unique career. After receiving his
teaching license from the Aichi University of
Education, a state-run teachers’ college,
Yamamoto went to the UK to study cutting-
edge art at the Chelsea College of Arts, and
acquired a master’s degree. Upon returning to
Japan, he started working as an elementary
school teacher in his native Nagoya in Aichi,
and continued to work in that position for
several years. While it is not unusual that
someone who graduated from a university or
department that specializes in the training of
teachers, eventually becomes an artist, it
rarely happens that this person engages in
studies and ultimately creative activities in the
field of cutting-edge art. What is even more

unlikely, is that this person then gets involved
as a teacher in elementary compulsory
education. It is certainly not unrelated to this
fact, that Takayuki Yamamoto is frequently
being featured as an important artist in
exhibitions themed around art education.
What counts is of course not the career itself,
but the perspective on art education that
Yamamoto has developed over the course of
his career.

Working as an artist yet at once also from
the position of art education, Yamamoto must
be defining the essence of education through
art in the practice of letting students learn
through their own experience of what they can
produce when being driven into a corner of
sorts. This is how they can exhibit their
individual character, and the audience can
understand that by looking at their works.
That practice of “driving them into a corner” is
of course also one thing that only Yamamoto
can do as someone with an educator’s eye. In
general education, school children tend to
mind the judging eye, and often end up
presenting results that cater to a pre-
established harmony. Those involved in art
education like to stress the fact that art is the
only subject where there is no true or false, but
at the end of the day, more often than not,
students receive higher marks in art when
they display a nose for “digging up some kind
of hidden truth.” This has of course nothing to
do with that person’s true individual ability of
creating art. It is by facilitating processes that
ultimately put them in situations where they
have no other choice but to face the things that
they feel, that Yamamoto attempts to get down
to the essence of art education. From the
position of art teachers who have gotten used
to peaceful art and “pre-established harmony”
kinds of works, this may appear as little more
than Yamamoto's attempt to get a bit of
stimulation as an artist himself, and some are
in fact criticizing him for “exploiting” children.
Nonetheless, when they are motivated to
mobilize all their experience and knowledge,
and driven to a point where their heads are

about to explode, it must be possible for the
children to come up with their very own
answers as to how to express the things that
they really feel. In Yamamoto's works, we see
children that frown at the difficult task they
have been given, but then break into a smile as
soon as they have made it through their
presentation in front of the camera. There is
an obvious sense of fulfillment, of a kind that
they would never have achieved with “pre-
established harmony” practices. This is what
Yamamoto aims to do in “New Hell, What Kind
of Hell Will We Go to?” and the various other
artworks and projects that he engages in.
Some of the works that emerge from that
“cornered” situation come across humorous,
others with a rather bitter taste, but in either
case, they reflect exactly the answer that this
particular child arrived at in this particular
situation. As a result, both the humorous and
the bitter ones even make us feel a certain
affection toward the children who created
them.

I mentioned above the point of the
evolution of art education, and this is in fact
also one aspect where there is still a big
problem to solve. While academic viewpoints
have been established, and there has been a
lot of research based on those, it seems to me
that the importance of that fuzzy,
undifferentiated power of art - that “I got
absorbed in it before I knew it” or “I don't know
why but this is what came out” that is there
before it comes to evaluating the results - has
fallen by the wayside. Losing this means
losing the majority of what we can learn
through art in the first place. We may define
that as exploring the question what a human
individual can do in the world, along with the
new meanings and values that are created
from there.

Takayuki Yamamoto's strength as an
artistliesnotonlyinthe factthat he approaches
his work from an educational point of view, but
also in his awareness of the importance of “not
knowing” and the things that “not knowing”
may produce.
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This is Heart-Everywhere Hell. If you can’t stop thinking about someone you love
and neglect work, you’'ll go there. All the hearts squash your body and soul and
you'll be a flat human. Once you're a flat human you'll be ice cream topping and
the ogre will eat you. For 111 years, until the soft...the soft serve ice cream spills
you’'ll be eaten as ice cream topping. When it spills you'll be free to go. Everybody is
happy but it’s still painful to be in the hell.
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This is Tickle Hell. You go there...if you tickle sleeping people. In Tickle Hell, you'll
be tickled in your sleep. And bugs will crawl all over you. If you try to stay awake an
ogre sprinkles sleepy sand in your eyes. A 100-year stay here means you're exempt
from going to other hells.
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This is Home Hell. It's for people...who don't help with chores. In this hell there’'s
a giant with legs coming out of its head and hands from its eyes. It's pretty from
outside but it’s burning and moldy inside. You can'’t leave for 350 years.
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This is Too-many-video-games Hell. You go there if you play video games for 34
hours straight. It's surprising when you pick up a game here and it sticks to you!
Your chair will go up in flames, grow limbs and trap you. Wet concrete drips on
your head and you can’t move when it sets. Your eyes bleed and your eyeballs pop
out. 34 hours later, an ogre breaks the concrete with his steel club. Then he says,
“You may go home now.”
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This is Circus Hell. You go here if you enjoy people’s misfortune. You'll trip over the
paper cups. Rats and snakes will bite you and needles will prick you. Fermented
beans will stick to your face. From above...From behind the ogre will push you.
You'll fall onto cockroaches. The glittering spot is the goal. If you promise to be
good you can leave. If not, the ogre will take you back to the start.
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This is Corner Hell. It's for people who run in the hallway. At each corner you turn
there’s a fire, a car, an apple bomb, and a fat snake. Lots of horrible things. From
the start to the goal you have to turn 10 corners. It takes 1 hour. If you press the
switch at the goal it sends you back to start.
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The inherent hazardousness

of art and education

gnck | artcritic

“Art and education” has been a well-
established and regularly discussed topic
within the realm of art - contemporary art in
particular. As per definition according to the
Japanese law (“Museum Act”), an art museum
is an educational facility, and “educational
activity” is oftentimes clearly specified as one
of the museum's purposes. However the
attitude toward, and expectations from art
education (including such concrete questions
as how much of a budget and dedicate
personnel one wants to set aside for it), tends
to go not much further than programs
“conveying the appeal of art to the beginner” or
“lectures with special guests” in order to
explain or complement the power of art itself.
There do exist programs for children that
involve practical creative work for example,
but one of the main points about contemporary
art is certainly the fact that not every object
that people create necessarily is a piece of art.
Contemporary art is a discipline where
“anything goes,” while at once maintaining
that “not everything can be called art.” More
precisely speaking, this means that
“contemporary art is something that, without
relying on existing frameworks, can excite
hidden potentials from any kind of matter,
whereas the act of exciting such potentials is
what we call artistic practice.” In other words,
the creative act itself is only one constituent
piece of an artwork, based on which an
advanced conceptual operation takes place to
define whether the result qualifies as a work of
art, and if it does, to determine its quality.
Yamamoto's creative work includes hosting
drawing and art classes for children, or

creative workshops, and presenting the things
made in those classes or workshops, along
with documentary video footage, as artworks.
As a contemporary artist, Yamamoto's practice
is unique in that it focuses on things like
“classes” and “education,” and turns them into
works of art.

However it is not Yamamoto’s intention to
question the validity of “educational methods”
by applying them in mischievous ways. Much
rather, Yamamoto's works are products of an
approach to both “art” and “education” with
certain sicerity.

The works featured in this “New Hell”
exhibition are made using things like colored
paper, markers, Polyethylene tape, or
cellophane. All of these are materials and tools
that are vividly colored and/or easy to use with
commonly available stationery such as
scissors and glue. In the works, children are
seen doing “presentations” of their creations,
and such “presentations” are a common way of
wrapping up an art class at school. When
looking at the materials and compositions
alone, it all looks very much like an art class or
creative workshop for children, but in the
videos, the disquieting lighting and tense
facial expressions of the children doing their
“presentations” in front of the camera, cuase
in the viewer a peculiar sense of unease. To
begin with, the theme is “Hell.” Now “hell” or
other “ominous” things are not exactly
favorites when it comes to choosing topics in
“art and education.” Projects for children are
normally concerned with the satisfaction of
the participants, and their obviously “childlike
expressions.”

However Yamamoto doesn't simply use
children as means for making radical
statements. In the videos, the gentle ethical
views of little children are reflected rather
directly in their stories of hell, and inspire us
to imagine not only what goes on inside the
children themselves, but also what kinds of
things they have been told by the adults around
them.

From this we understand that the
intention is not to educate children about the
“magnificence of art,” or to trivialize art by
omitting matters of technique and making art
something that “even children can do.” But it is
also not about subjectivizing children in an
excessively romantic fashion, and elevating to
an artwork whatever thing they may present
(some of the works in this exhibition actually
come across as rather “hopeless cases”). If
“teaching children about art” is what adults
suggest, then catching them off guard and
asking, “What have you been teaching them in
daily life then?” is a valid reaction here.

In order to maximize the surprise effect,
the works must reflect the children’s thoughts
and feelings in an unadulterated way. To the
tasks that Yamamot gives them, they respond
in their own straightforward manners, and
approach their creative work sincerely. It is the
very habit of children to express things as they
see them, that can have a truly staggering
effect on adults, or evoke bitter smiles.

Once again, for the children, the
experience of this program does not cause
feelings of “being instrumentalized.” After
completing their work on a theme of their
choice, and showing the result in their
presentation, some of the children are
obviously proud of their creations (which, in
reverse, may also raise the question whether it
is actually true that childcentered education
does not instrumentalize children). Thanks to
the fact that the children are satisfied with what
they achieved, the video footage of them -
taking their works to yet another level — convey
to the adult viewer a message that is quite a

different one altogether: “See, this is how art
education is a hazardous thing that needs to be
handled with care!”

1* There exist or course various practices in the field of
museology, which are collectively referred to as
“workshops.” While originally meaning “studio,” in the
context of art, a “workshop” is either 1.an actual studio
space set up inside an art museum, or 2. a program for
participants to create things or artworks at an art
museum or other facility.

Pedagogy defines a “workshop” based on the
participant-centered style, by comparing it to the
common lecture type class. The educationist Yoichi
Takahashi further categorizes workshops into “those
aimed at teaching technical skills” and “those that are
nothing more than ‘work-shops™ with no aim to convey
skills or techniques. In analogy to what has been called
“art for art’s sake” in the realm of pure art, there exist
creative workshops in the field of art that may be
regarded as “workshops for workshops’ sake”. They do
not explicitly define “skills to be taught/acquired” as an
priori purpose, but obviously involve aspects of success
or failure on both sides, hosts and participants. That
empirical value is the actual purpose of these types of
workshops.

Art education at schools, while being systematic,
adopts different styles for different grades of students:
largely childcentered education in lower to medium
elementary grade drawing and manual arts classes; a
gradually increasing emphasis on social norms, morals
and objective judgement in junior high school art
classes; and high school arts and crafts classes on
subjects (of choice) that are rather specialized, or
actually related to what is commonly regarded as art.
The education guidelines stipulated by the Ministry of
Education, Culture, Sports, Science and Technology are
flexible, and, quite differently from other subjects,
practices in art education differ greatly depending on
teachers’ expertise. Elementary school art classes are
defined as “playful exercises in making things,” and this
describes rather well also the idea behind a creative
workshop.

In higher education, subjects from various genres
have been established in order to extend or alter the
division into “Japanese style painting, Western style
painting, sculpture” that state-run institutions tend to
conservatively adhere to, and at many universities
specializing in art or education, subjects include the
workshop format.

“Art education” is often discussed from two
contradicting standpoints: “education about art” and
“education through art.” The former may be understood
as “education for aspiring professionals in the field of art”
with an emphasis on the question how to train experts.
Important here is the systematic organization of
specialized skils, and the question what kind of education
is most suited for teaching those, and in what order. In
the latter, art serves simply as a means, and the focus is
on the results in terms of skills acquired and mindsets
cultivated. The practice of “giving higher grades for
better works"” is criticized as excessively evaluating the
created work itself, and it is suggested that the focus is
shifted to the question “how children learn and grow up
in elementary education.” There has been a trend toward
the latter in recent years, and this developmemt also
facilitated the establishment of creative workshops.
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This is Naggers’'s Hell. If you always borrow pencil sharpeners, nag people to play
at recess or tag along to the toilet when you can go alone you'll go to this hell. When
you sharpen a pencil you get sucked into the sharpener. You'll be nothing but blood,
bones and skin. You'll go down the toilet and be jettisoned outside with the water.
If the ogre wants to punish you, you'll be reassembled. You'll repeat the smelly trip
over and over again for 100 years.
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This is Riding-a-lion-only-to-fall Hell. Who goes there? If a boy...pushed another
kid on the jungle gym, he’'d go to this hell. The lion’s back is slimy with tomatoes so
you slip off. It's repeated for 5 years. This lion creature is a combination of animals.
It has a lion’s mane, a walrus’s tusks and a horse’s back. Then I fall.
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You go to Eye-doctor Hell if you can’t multiply by 3rd grade or if you poked someone
in the eye with a stick. This ogre’s torso is a multiplication table. If you missed one
you’'ll be hit and have your eyes poked out. This old woman poked my eyes...She’s
my sister. These are my sister’s. The eyes that were poked out.
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This is Scary-game Hell. You go there if you don't stop playing games when your
Mom says to. You'll be put in a video game and monsters will attack you. This is
a zombie. It has long arms. This is a spider. It's poisonous. This is Cyclops. It has
powerful punches. And Hydra breathes out fire. The Enderman has a warp drive.
This is Skeleton. It's good at shooting arrows. This huge squid is Kraken. If it kicks
you with its tentacle, it hurts. You have to beat them all to leave hell. It should take
you a good 1000 years.
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This is Slap-Prick-Balloon Hell. You go there by being mean in three special ways.
This is Slap Hell. You go there if you hit people. Many hands come out and slap your
bottom. This is Prick Hell. You go there if you pull someone’s hair. Spikes come out
and prick you. Balloon Hell. You go there if you don't try to catch a ball or a balloon
thrown by a friend. You'll inflate like a balloon and fly away.
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This is Ball-On-Fire Hell. This hell's for people...For people who deliberately throw
balls in your face. When the ogre kicks the ball the ball ignites. Where the ball hits
you it'll become black and bleed. Then you'll be get a lock on your legs so you can’t
move. Then you'll have to stay for 8,000 years.
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It probably began with

Kiarostami

Jun Takasu | Professor of Fine Arts Education, Aichi University of Education

Mr. Yamamoto was still a student at Aichi
University of Education when he developed a
penchant for movies. He would often go and
watch movies from Balkan countries or Iran in
particular, and then talk about them endlessly
when he came to my lab afterwards. At some
point he borrowed an 8mm film camera, and
began to shoot a number of movies while
involving also his “following” of junior
students at his university. His favorite movie
director at the time was Abbas Kiarostami, the
Iranian filmmaker who is primarily known
from the movie Where Is the Friend’s House? 1
suppose Yamamoto just simply admired his
work at first, but then his interest quickly
shifted toward Kiarostami's direction
methods.

He finds it quite “awesome” how
ruthlessly Kiarostami questions and probes
especially child actors in preparation for their
roles, and presses them to make their own
decisions as individual humans. He was also
talking a lot of nonsense, so I sometimes
decided to ignore what he told me, but in
retrospect, it appears to me that his fascination
with Kiarostami brought along some kind of
turning point in his career.

When he was no longer a student and
faced the need to earn money, he started
working as a full-time teacher atan elementary
school, implementing a lifestyle that must
have been anything but pleasant for his
employer, as he spent half of the year working
as a teacher, and the other half focusing on
making artworks. Above that, and once again
certainly to the school's annoyance, he devised
a way of working more efficiently by preparing
for his creative work during his term of duty.

He had been creating things somehow or other
also before that, and now that he was an
elementary school teacher, for some time he
continued to create works themed around
elementary school students. Hameln, in which
Yamamoto is a “Pied Piper” who lures children
out of the school, and Mamoru-kun themed on a
protective suit for elementary school students
that isn't quite as helpful as it's sturdy
appearance suggests, are works from that
period.

From there, the influence of Kiarostami
begins to make itself felt. Yamamoto tells
children some kind of story that motivates
them for things like a car washing project, a
series of videos of children washing
Yamamoto's cars. The project revolves around
Yamamoto's Kiarostami-style communication
with his young students, interrogating and
urging them to express themselves. Later
projects include Teaching Spoon Bending,
where Yamamoto instructs students how to
use “supernatural power” and perform spoon
bending tricks; Telling Your Future, in which
elementary school students tell the future by
their own methods; or Children’s Pride, for
which he had school kids march in a
demonstration for something he asked them to
come up with by themselves. Each of these is
obviously informed by the same basic idea,
and in this respect, New Hell, What Kind of Hell
will we go to? also seems to fit nicely into this
string of projects.

About 15 years ago, Mr. Yamamoto once
came to my lab and asked me, a researcher in
this particular field, about depictions of hell.
He explained that he wanted to do something
that connects elementary school students to

pictures of hell, but as he didn't know much
about the subject, he wanted me to give him a
brief lecture. Considering that “connecting
kids to things we don't really know much
about” is an established practice in the first
place, it certainly is an idea that shows once
again Mr. Yamamoto’'s good nose for choosing
subjects.

So I told him about how my lectures
based on the Kumano Kanshin Jikkai Mandala,
an early Edo-period panel showing scenes of
hell that I happened to have at my lab, were
fairly popular; how concepts and descriptions
of hell change according to changing social
conditions; and how analyzing the structures
of depictions of hell helps us understand the
social values at the time they were made. Mr.
Yamamoto would grin every now and then
during my speech, so [ assume he was already
working out some plans in his mind.

When I learned that New Hell, What Kind
of Hell will we go to? was going to be shown at
Aichi Triennale 2010, I decided to go and have
a look. For the project, elementary school
students created models of hell according to
their own images of it, which were exhibited
alongside videos in which the kids introduce
and explain their respective works. Children
know little about traditional concepts of hell,
and the students’ values, defined by that
limited range of vision, were precisely
reflected in the images of hell that they came
up with.

In the Muromachi period (1336-1573),
when the positions of women within Japanese
society were varying widely, concepts of hell
were often adhering to aspects of female

sexuality, with depictions of hell with pools of
blood representing women giving birth, and
pictures of a “hell of barren women” who can
not have children. The hell that we encounter
in Mr. Yamamoto's project, is a place where
children see a classmate go after stealing their
favorite eraser, or using their pencil sharpener
instead of using their own. It is rather
astounding to see how they define “sin,” and
what unimaginably severe forms of “punish-
ment” they deem appropriate, and we can only
understand that if we adjust our field of vision
to that of children. The feelings they express
here, are based on values that specifically
apply in the community of elementary school
students, and that come with their own set of
“proper” sanctions.

The children’s feelings seem to reflect an
inner psychological world, a mental level on
which only elementary school kids can
communicate, and that adults who treat them
as children don't understand and thus never
discuss. In response to Mr. Yamamoto's
insistent probing, the students confess their
secret thoughts in front of adult audiences.
Some of them seem uneasy and shy as they
talk about their secrets. After all, Mr.
Yamamoto is behind the camera, watching
them just like Kiarostami does.
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2017 TC/Sensor-ed Spacel h—F3—T>4 —H 1 hAM. "R

2018 Videogud, video art from JapanJ Leksands folkhogskola.
LIY VR RUT—T>

2018 M'UENOYES balloon days 20181 EHRE. R

2019 M7 F7—b70O=7)L1919-20191 EHIBEMEE, FH

2019 MZa—7LA—TVRIR [ChdtbizLicb0aL Y>3V
BT, 12

2019 TASSENBRIDGE NAGOYA 20191 Ry bZvo /L. B

2020 T3INT - NSRUTYF—L 20200 #EBFE. #E)

2021 T™MY ARTS; at home / from your space] Arts Tropical. 4@

2021 MEED DIEHMEM WAYS OF TELLING) RREXAREED X v
U— R=

2022 TER=MRH W5 2022) BHREE. B4

2023 From root to canopyl Galerie Quynh Contemporary Art.
R—=FIv RbFL

2024 NI RREBRAEMEE, KRR

Selected Group ExhibitionS

2007 “All About Laughter: Humor In Contemporary Art” Mori Art
Museum, Tokyo

2009 “15th Ishida Foundation Encouraging Prize Memorial Exhibition”
Denki Bunka Hall, Aichi

2009 “Chojamachi Project” Chojamachi, Aichi

2010 “Beppu Project 2010” Beppu City Hall, Oita

2010 “Tokyo Story” Tokyo Wander Site Hongo, Tokyo

2010 “The Good Things” Muzz Program Space, Kyoto

2010 “Asian Invasion” NEST, Den Haag, Netherlands

2010 “Aichi Triennial 2010” Tamaya Building, Chojamachi-Site, Aichi

2011 “ARTZUID 2011” Amsterdam, Netherlands

2011 “ZERO DATE 2011” Omachi, Akita

2011 “Post, Taratotera Festival” Baus Theater, Tokyo

2012 “Phantoms of Asia, Contemporary Awakens the Past” Asian Art
Museum, San Francisco, U.S.A.

2012 “Takamatsu Contemporary Art Annual vol.02” Takamatsu City
Museum of Art, Kagawa

2012 “CRISIS COMPLEX” Tin Sheds Gallery, Sydney, Australia

2012 “EXPERIMENTA, 5th International Biennial of Media Art” RMIT
Gallery, Melbourne, Australia

2013 “Omnilogue: Your Voice Is Mine” NUS Museum, Singapore

2013 “Roppongi Art Night” Roppongi Hills, Tokyo

2013 “Yamamoto Kinoko Theatre” Art Area B1, Osaka

2013 “Fixed Shore Net” Himming Art Centre, Toyama

2013 “Tsuchiyu Arafudo Art Annual 2013” Tsuchiyu Onsen, Fukushima

2013 “ZERODATE” Takanosu Site, Akita

2014 “In Search of Critical Imagination” Fukuoka Art Museum,
Fukuoka

2014 “border line” VideoGUD, Sweden

2014 “Big Sky Friendship” Towada Art Center, Aomori

2014 “Go-Betweens: The World Seen through Children” Mori Art
Museum, Tokyo

2014 “/seconds.” Sharjah Art Foundation Building 1, Sharjah, U.A.E

2015 “Come Close: Japanese Artists Within their Communities” BUS
PROJECTS, Victoria, Australia

2015 “Constellations - Practices for Unseen Connections/Discoveries”
Museum of Contemporary Art Tokyo, Tokyo

2015 “Simulation Game” Atlia Kawaguchi Art Gallery, Saitama

2015 “Koganecho Bazaar 2015” Koganecho Management Centre Site A,
Kanagawa

2015 “Form of narrative” Sendai Mediatheque, Miyagi

2016 “Buddhism World seen through Children” Ryukoku Museum,
Kyoto

2016 “From My Warm and Wet Kidneys” PRACTICE, New York, U.S.A.

2016 “Flash: Images Left Behind” MMCA Residency Goyang, Seoul,
Korea

2016 “MAM Screen 004: Watching the Earth from the Universe” Mori
Art Museum, Tokyo

2016 “Maebashi Moving Image Festival” Itokura, Gunma

2016 “Kochi-Muziris Biennale” Aspinwall House, Kochi, India

2017 “LESSON 0” National Museum of Modern and Contemporary Art,
Gyeonggi, Korea

2017 “The Universe and Art” Art Science Museum, Singapore

2017 “C/Sensor-ed Space” Tokyo Wander Site Hongo, Tokyo

2018 “Videogud, video art from Japan” Leksands folkhogskola,
Leksands, Sweden

2018 “UENOYES” Ueno Park, Tokyo

2019 “Aichi Art Chronicle 1919 - 2019” Aichi Prefectural Museum of
Art, Aichi

2019 “This is our collection” Fukuoka Art Museum, Fukuoka

2019 “Assenbridge Nagoya 2019” Potluck Building, Aichi

2020 “Yokohama Paratoriennale 2020” Yokohama City Hall, Kanagawa

2021 “MY ARTS; at home / from your space” Arts Tropical, Okinawa

2021 “Ways of telling” Tokyo Shibuya Koen-dori Gallery, Tokyo

2022 “Aichi Triennale 2022” Aichi Prefectural Museum of Art, Aichi

2023 “From root to canopy” Galerie Quynh Contemporary Art, Ho Chi
Minh City, Vietnam

2024 “Small Glow” Museum of Contemporary Art Tokyo, Tokyo
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