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Foreword

Aimed at introducing the work of promising young artists, “New
Artist Picks” has been held at the Yokohama Museum of Art since
2007. With the museum currently closed for renovations, two
“Wall Projects” are being held to present the work of young artists
on the construction wall in front of the museum.

For this, the second edition, we present “Notice: View of
Yokohama Construction Wall through Mobile Phone,” by artist
Urakawa Taishi, a member of the digital native generation.
Urakawa' s work is characterized by brush strokes that deliberately
mimic those made by drawing software. This project comprises a
series of five new works with motifs related to Yokohama, such as
the Yokohama Museum of Art and Chinatown. Urakawa has also
experimented with incorporating QR codes into the works.

We would like to express our sincere gratitude to the artist
and the many others involved in making this exhibition possible.

Yokohama Museum of Art

New Artist Picks: Wall Project
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About the Project

| was invited to exhibit some works on a construction wall around the
Yokohama Museum of Art. Originally, the idea was that we'd display
about a dozen of my past works on the white walls, but in the end |
decided to use new works only.

| didn’t have a particular reason to want to use new works. | just
thought works that hadn’t been made with this kind of display in mind
would lack impact, and it was such a good location that | wanted to use
as much of it as | could. In the end | think it turned out well. There is that
sort of odd feeling you get when massive weird paintings are shown
outdoors, and the fact that it is temporary makes it work, too. It has a
sense of precariousness or unease. It's not there permanently, but
temporarily. | like to imagine that in 30 years’ time someone will
suddenly remember this like an “impurity” that appeared in our lives

and then vanished just as quickly.

URAKAWA Taishi
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Left (from top): Clouds and Sea, A Window and a Wall, Chinese Style
Right: Installation view
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Left (from top): Construction Wall, Crayfish
Others: Installation view



A=V 4 VRV EBRKREED — HIIKEDEE —

NAP Wall (New Artist Picks: Wall Project) B’ BRI S 12 {RE
W HREeHDWREREDY 3y EY 7 E—ILICHEL TW
%, 77— FICRBANICEREZRES Y3 —V1 Vv RUD
YHHEATWD, ZOBEDEICEND Z &<, ARIEH
DIREWVWEZERICULIEMERDNTELS S D, COK5H
FuwhoERIOTz o bMImE-T=,

REICHTDIITY - ZV—RN=FDEE D1V R
T -23vEVY] (1992F) TH D, BRICENIE, 191
[CBHLEYa—Va1 Y RURBESEIC [HDOTHo7] BE
DOEBLISHN-EENRREBEICKERDOBEHZ < b X =B
HNGHERERRIE, 25 LTEYRIE. ERLAS M
LICBEPNIHAZDEREZBL T, RABRTPATVTAT 1%
BELGYS, BEEEEEZTERLT. BSOEFEDRE
LICBRWILNEDTH S,

ER, >3 =4V RUDPMBEEZSHERIEET DL
EFELAZRALBERLFLEDELWVREWCIZANTE S5
M TORWADDEDDHEE, HIAEDERFRRLT
W3,

T4 MLREWCERINTWE I EANDBZERNA

[BR: BEFNIAVEERERAZRK], 258060 2&EF
T, AN TENLIEIC, EEZ EEHNLRATRANOET
LIZU &, M EDOBIEEME & REV. PEHEZBBL TRE
[CIFERDBEBDBEMNMEEBRL TV, ERICIEEBAOY 7
RO T7 ETCRETZIST—2aveyvrF—2ERE LR
BEOBEIEAEDLINTVS, (REW) TZADESY
AP RINEE (ZR) (BEELEG LD EFEEAEZE
) hoERLONTWS, YEIAL VY 3 VORENHIIOEBR
T4 RILDEEITIHR>TWS,
BHAMTEEZSKDIFQRI—RES S, REVWO YV K
OEICTHENCE>TEEMESNLEDEEONIE, FH112R
1K, EEREVWDIFERDAIA—JYEQROA—RDTFR K
NERINEEBEZEBICRAZICEAASTIERL, RS
D—>ay bk BLF. R723) 2R2 UEnwZ &=, B
DBEETERY Y INLEAEISEROTRIZCINTWS, &
MERETHAY ZA VTS —LNOEBHEZERL TH{BED
BIRICIZR Y 3 TCOBELH DI LB,
TlEa3—714 Y RIICHELTWSRDIE,. RV alsEB
MORBEREAVHEWVWZIE. Z5TlERW, TUAEREICIEZ

SULERYYaNBBEEZTNRIIZEF— 7PN IEHLNT
WBZEICBERIRETHD. TFAMTHRADEL, WH
[FEN/-QRI—RTHB, BTIELBEAAHRAINT . X7
RTERABNG WV, TNEAA-—JETFRNOBITENR
BRAFEEESEA D, B/IIE EBES] CO2VWT, 210
VI E1—TEEOZATZIST—avh KSoits
DTHRNICYEZ DT HEMIC L T BRGSO ZEIRA
EFEWMLLTIODTETHD EABNT WD, KEICHITHENTC
QRI—FICHLEULHRZZDHBZZENTES RIS,
KHOATHENBBRAERSANICRASZ SO VDERKRZR
DIET, EF— 7B IEEHATEHITTWDELET,
DENHEOERTEERDE, ANTHZLERTEDIETF—
7T, E2B2D T OEKRBHRADTHD. HATE
ZIE, KEOBEEPNDDEF—7(E, Ho>THEHRLTHELLY
RBAELERTULIRVDIES S, BRAEEICER SN,
EBBBHY I RNIITPAVYEDBEEN L THKRETES S S
T—3v®QRI—RIZH, ROEROEEICH DD
TWB071,

TN REWEY 3 —U4 Y ROICHIELT, JiZLT
WBDTFR<, RLRALESORRISHT 254 DREZR
LTWBEEZRBZENTEDRESS, YI—U1 VY RUDE
MBI ERFEDS20HICHOHEEBEENHBNLRETILT
Hote TNEFEELLIBERPI Y —0O—ILEZBE TS
BHEBROEBRFEZEKRL TWe, LELSHBEELG>TWL
ZDOEZITHRESNTWETAT YT T 1 DEREFREN

DESTHD, FHORREF. BEOTATVTAT1OR
SRERI’MEEE L B> RO ETHA S5, LA >T,
a—U4 Y RUICRZEFORBCIEETATVTAT1DE
BEEICHT2HHEEFTITCETCNDEER S,

HLT, BINEZS LETZATYT 147 1 DRRICRIDLS
EERRT D, PATVYTATADRIAELTIENRL, 5
T3 VPENZQRI—-—RFOBEHRIIZKES, WHIET7(
TYVTATADRERLTHD, EF—7&(F. ALXDER
=EALEEDHIHOBRTHZH, FHINEFEF—T70ER
FIIERELTZOT7TYIavEERBICIESLTLES D
o COMEBVWIEEEE—ETHIRED., HDWVIIRIE
DOEENICE> T, BIDRBEWE> 3 —71 Y RO EIZER
A THRREANDEEICR->TWEEEZEIES 5,

a3—U4 Y RYEBINORBEWERELTWS, TnE
WMIZLTWBDIFTREN>Tce —ARTATYTAT1DR
BibE. AIETATVT AT 1 DARERLE., DT EDT
ERSEBANERITHITTVEZDOTH D, WRHEIIDERD
Ya—U4 YV RUDBENLGAREEZERO I EDTH 2,
HBEHADE, A-ODOFEISH-EEFXT I LICHRBIES
S0 BDTFATYTATARBEINT LSS,



Shopwindows and ambiguity: The case of Urakawa Taishi

Minamishima Ko Assistant Curator, Yokohama Museum of Art

The construction wall where NAP Wall (New Artist Picks: Wall Project)
is held faces a shopping mall that is connected to Minatomirai Station.
The mall’s fagade is lined with shopwindows displaying a range of
attractive products. Given this setting, the project obviously began with
questions like: Could a work of art be shown here and not get lost in
the glare of the retail spotlight?

First and foremost in the mind was Ann Friedberg’s book
Window Shopping (1992), according to which the shopwindows that
first appeared in the 19th century allowed pedestrians to experience a
“cinematic gaze” and afforded them “virtual” mobility through time
and space within a photo-like fantasy that was separate from the real
time they inhabited. Shoppers were able to assume various identities
through the products in the windows, traversing time and space, and
gradually being seduced by the fluidity of their own subjectivity.

So, if that is the experience that shopwindows bestow on us,
what would be possible with a construction wall, which lacks both the
glass and the products? Urakawa Taishi’s work proposes one possible
response.

The project title, “Notice: View of Yokohama Construction Wall
through Mobile Phone,” is self-referential, alerting us to the fact that
the works have been “posted” here like notices on a board. The series

of five works tracks a progression from high vantage points to low,

starting from the left with Yokohama viewed from above, then the
construction wall around Yokohama Museum of Art, then Chinatown
and then finally entering into the water off the Yokohama coast. The
backgrounds are typical of Urakawa, comprising a unique mixture of
colors that imitates the gradations and pixilation you see when using
drawing software. The two people visible in the Kari-gakoi
(Construction Wall) image are borrowed from Utagawa Hiroshige Ill's
View of Foreign Buildings on Kaigan-dori Street from Yokohama Wharf.
This work, which is in the museum collection, was also the source of
inspiration for the project title.

Perhaps the most eye-catching element of these works are the
QR codes. There are 11 in total, including those that the artist has
drawn by hand on top of the prints on the construction wall. What's
interesting is that the only way to capture both the work and the text
that appears on one’s phone via the QR codes is to take a screenshot
instead of using a camera. Even in Urakawa’s past works, screenshots
were always tacitly accepted. This is because when he reproduces the
spatial worlds of online games in his works, his images are themselves
based on screenshots.

So with their embedded QR codes, is this a construction wall
consisting of screenshot-like eyes that faces off against the

shopwindows? Not quite. We should also note that the works include

motifs that will slip right past the “screenshot eye”—namely,
unreadable, or broken, QR codes. These are of course unreadable to
our human eyes, and just as unreadable with our phones. They are a
kind of ambiguous existence floating somewhere between image and
text. “Ambiguity” is a topic that Urakawa has addressed in several
interviews, noting that his use of gradations is an attempt to depict
ambiguity with ambiguity, as a kind of rejoinder to the current tendency
to divide up the world in a binary way. The broken QR codes in this
work likely reflect a similar thinking. In addition, Urakawa says that he
deliberately avoids the straight depiction of motifs by maintaining a
large enough distance from them that they can only roughly be made
out. In other words, what is important is not motifs that are
recognizable, but subjects that are ambiguous. I'd go so far as to say
that the Yokohama-related motifs in these works are completely
interchangeable, and whether or not they actually exist is immaterial.
The essence of these works actually lies in the ambiguous placement of
computer-generated gradations and QR codes that can be discovered
through the “eyes” of phones.

If so, the construction wall is not “opposing” the shopwindows;
rather it is simply providing an alternative response to the same
contemporary society that they respond to. In the late 19th to the 20th
centuries, the window shopper was the quintessential model of the
consumer, capable of attaining freedom and liberation that would
disrupt fixed classes and gender roles. The problem today is that it has
become far more difficult to “try on” the different identities on which
this liberation was based. In our era of polarization, identities can no

longer be assumed and shed at will. If anything, you could say that the

mobility of identity afforded by shopwindows has itself taken on the
nature of a critique of an age in which identities are once again
becoming entrenched.

In contrast, Urakawa’s work presents an entirely different
prescription for identity—not mobility, but indeterminacy based on the
ambiguity of his gradations and broken QR codes. Motifs are usually
the magnetic poles that draw in people’s attention, but Urakawa
deliberately disperses that attention by stripping the motifs back to
their bare bones. With its deliberately lackluster depictions that border
on conveying nothing at all, his construction wall might use a different
methodology to the shopwindows, but it still constitutes a response to
the current circumstances.

And so the shopwindows and Urakawa’s construction wall face
each other. But not in opposition. Standing on either side of a square
that buzzes with people, they suggest from one side mobility of
identity, and from the other, its indeterminacy. Or perhaps Urakawa's
work has actually awakened us to the latent potential of the
shopwindows. For a few months both sides will beckon—as though

deliberately shaking up our identities.
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Biography

List of Works

URAKAWA Taishi

1994 Born in Fukuoka Prefecture, Japan
2017 Graduated from the Faculty of Art of Kyushu Sangyo University
Lives and works in Fukuoka

Selected Solo Exhibition

2013  “Self - Graduation Exhibition,” IAF shop*, Fukuoka

2015 “The thing that appears and then disappear,” Gallery Monma ANNEX, Sapporo
2016 “Solo Exhibition,” Gallery Oishi, Fukuoka

2017 “Self - Graduation Exhibition 2.0,” Muraokaya Gallery, Fukuoka

Selected Group Exhibition

2015 “Koganecho Bazaar,” Yokohama

2018 “Vision of Contemporary Art (VOCA) Exhibition 2018,” The Ueno Royal Museum, Tokyo

2019 URAKAWA Taishi & Namonaki Sanemasa Two Person Exhibition “Owarumade Owaranaiyo,”
Contemporary Art Museum, Kumamoto
Urakawa Taishi, Kamo Subaru, Takeuchi Kota “Painting,” SNOW Contemporary, Tokyo
Namonaki Sanemasa & URAKAWA Taishi two persons exhibition “#Owaranyai? mou
owannnyail,” NADIff a/p/a/r/t, Tokyo
“Yamamoto Yuki * Urakawa Taishi: Flatten Image, ” Gallery Monma, Sapporo

2020 “lkushima Kuniyoshi + Asano Yuriko + Urakawa Taishi,” Gallery Ogata, Fukuoka

2021 "URAKAWA Taishi & Namonaki Sanemasa Two Person Exhibition: lkei eno Mado,” Okawa
Municipal Seiriki Art Museum, Fukuoka
“Transitional Landscape(),” Saigi Soko [Fukuokal, CASHI [Tokyol, VOU [Kyoto]
"URAKAWA Taishi & Namonaki Sanemasa Two Person Exhibition: Ikei no Mado,” Contemporary
HEIS, Tokyo

Selected Award

2015 “The 24th ‘A’ " Exhibition Outstanding Award

2018 “Vision of Contemporary Art (VOCA) Exhibition 2018" Recipient of the Ohara Museum of Art
Award

Public Collections
Fukuoka Art Museum, Ohara Museum of Art, Kyushu Sangyo University

*Information is given in the following order: number of work (no.), title of
work, year of production, technique, size
*All works belong to the collection of the artist

no.1 Clouds and Sea, 2022, acrylic, gesso, cotton on
canvas, 75x322cm

no.2 A Window and a Wall, 2022, acrylic, gesso,
cotton on canvas, 75x322cm

no.3 Chinese Style, 2022, acrylic, gesso, cotton on
canvas, 75x322cm

no.4 Construction Wall, 2022, acrylic, gesso, cotton
on canvas, 75x322cm

no.5 Crayfish, 2022, acrylic, gesso, cotton on canvas,
75%322cm
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