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Installation view at Aichi Triennale 2022, AKI INOMATA, Passing her a piece of cloth (2022). © Aichi Triennale Organising Committee. Photo: ToLoLo Studio.
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Installation view at Towada Art Center, Japan, 2019. Photo: Kuniya Oyamada.




Installation view from “ALLIGA” at SFER IK, Tulum, Mexico, 2019. Image courtesy SFER IK.
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Installation view at Comtemporary Art Foundsation, Tokyo, 2021. Photo: Keizo Kioku.
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Born in Tokyo, Japan, 1983. Lives and works in Tokyo

M.EA., Tokyo University of the Arts, Department of Inter-Media
Art, 2008

https://www.aki-inomata.com/

press@aki-inomata.com

Focusing on the act of “making” is not exclusive to human beings,
Inomata creates art works with various species “collaboratively.”
She investigates relationships between animals and human beings
and the creation emerging from them.

Her major works include Why Not Hand Over a “Shelter” to
Hermit Crabs?, an attempt she created 3d printed shells for hermit
crabs and handed it over to them, and I Wear the Dog’s Hair, and
the Dog Wears My Hair, in which the artist and her dog wear capes
made from each other’s respective hair.

Her recent exhibitions include Broken Nature, MoMA (2021;
New York, USA), AKI INOMATA: Significant Otherness, Towada
Art Center (2019; Aomori, Japan), The XXII Triennale di Milano,
La Triennale di Milano (2019; Italy), Thailand Biennale 2018
(Krabi), and Aki Inomata, Why Not Hand Over a “Shelter” to
Hermit Crabs?, Musée d’arts de Nantes (2018; France). Her
works are included in the collections of MoMA, Art Gallery of
South Australia, and 21st Century Museum of Contemporary Art,

Kanazawa.
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2021 So Close / So Far, Hycp Veddel-Space, Humburg
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Statement

AKI INOMATA’s works result from a collaborative approach,
exploring the potential for co-creation with non-human organisms.
Her art employs humor to question the realities of our Earth and
present a post-anthropocentric perspective. INOMATA exhibits
extensively around the world, including a solo exhibition at the
Towada Art Center in Japan in 2019 that she titled Significant
Otherness in homage to American science historian Donna
Haraway, indicating an orientation toward exploration of new
relationships with other species on Earth.

Born and raised in the center of Tokyo, INOMATA considers
the cityscape of reinforced concrete to be her native hometown.
Living far from natural and rural landscapes, she only knew the
expanses of nature from television, but her elementary school’s
location on a lush university campus provided a sanctuary where
she could encounter many different creatures, including dragonflies
and crickets. The contrast between the gray of urban spaces and
the small patches of green on the university campus during her
childhood influenced her artistic practice, shaping an interest in
methodologies combining human technology and non-human
actors, exploring creative possibilities in interspecies collaboration.
During her time as a student in the Intermedia Art Department
at Tokyo University of the Arts, INOMATA experimented with
invoking natural elements in urban environments through sound
and digital projections, inspired by the use of the shakkei (borrowed
scenery) concept by playwright Kara Juro (1940-), who blended
the fiction of the stage with real alleyways. Noticing that such
media installations seemed to turn out just like the simulations
they were based on, she realized that her own works may have
been reproducing the sense of confinement of an information-

saturated society where computers and networks reach into every

nook and cranny. Seeking a way to shatter and break free from that
confinement, she conceived the idea of collaborating with other
living beings that could offer entirely different perspectives.

The first attempt at collaboration with non-human species was
Why Not Hand Over a ‘Shelter’ to Hermit Crabs? (2009-). This
work was first presented at No Man’s Land (2009), an exhibition
in the old French embassy building in Tokyo which was situated
on land that was not Japanese territory but French territory. The
land was to be returned to Japan after demolishing the embassy
in 2009, and will become French territory once again after sixty
years. INOMATA intertwined this narrative with the dramatic
transformation in appearance that hermit crabs undergo when
moving from one shell to another. Creating transparent shells with
miniature replicas of cities around the world—including New
York, Berlin, Guayaquil, and Tokyo—sculpted on top, she offered
the shells to hermit crabs and observed them relocating from city
to city. The work embodies a tension that hints at ideas associated
with identity and migration. Web media brought it to international
attention, and it has since been exhibited globally.

In subsequent projects, themes of the inseparability of humanity
and nature, loss of ecosystems, and skepticism toward human-
centered perspectives became more apparent. In Lines—Listening
to the Growth Lines of Molluscan Shells (2015-2019), she observed
the growth lines engraved on clam shells to understand the world
as experienced by clams before and after the 2011 earthquake and
tsunami on the Pacific coast of Tohoku, Japan. Think Evolution
#1: Kiku-ishi (Ammonite) (2016-17), exhibited in Broken Nature
at the Museum of Modern Art, New York (2020-21), used 3D
printing to reconstruct an ammonite shell and documented how

a living octopus utilized it as shelter, seemingly reverting to its

ancestral state. Memory of Currency (2018-) reflects on shells
being used as currency, expanding beyond exchange mediums
to maintain relationships in human society. It features miniature
pearl portraits of figures like Queen Elizabeth II and George
Washington from international currency sinking into the sea. In
Galloping Nambu Breed Horse (2019), INOMATA resurrected
the extinct Nambu horse by modeling the horse’s shape with ice
on a replica of its skeleton, and using stop motion animation to
capture it galloping through the snow. How to Carve a Sculpture
(2018-) challenges the concept of authorship by presenting objects
that appear as sculptures but are created through the complex
relationships of ecosystems, involving not only humans but also
beavers, trees, and even beetles, criticizing the human-centric
nature of art.

In her latest work, Thinking of Yesterday’s Sky (2022-), a glass of
water depicts cloud shapes from the sky of the previous day. The
clouds in the glass are created using a liquid 3D printer developed
by INOMATA. This work takes an ecological perspective, enabling
humans to experience their connection to the world through the
physical act of drinking. While it marks a new direction, this is
closely related to the artist’s focus on transcending human-centric
perspectives. Throughout her creative process, AKI INOMATA
values the discoveries made through collaboration with non-
human actors, keeping herself open to these findings to ensure her

thoughts continually evolve, resulting in ever-changing artworks.
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water, milk, 3d printer, etc.
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Thinking of Yesterday’s Sky Installation view at Maho Kubota Gallery, 2023. Photo: Hayato Wakabayashi.



Thinking of Yesterday’s Sky Installation view at Maho Kubota Gallery, 2023. Photo: Hayato Wakabayashi.
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Installation view at Maho Kubota Gallery, 2023. Photo: Hayato Wakabayashi.

Thinking of Yesterday’s Sky Photo: Kamei Yutaka.



Aki Inomata’s art project, “Thinking of Yesterday’s Sky”, is the
result of extensive planning and trial and error that took place in
the midst of the COVID-19 pandemic. The project emerged in
response to the evident transformations in the global environment
caused by the pandemic, leading Inomata to realize that ‘today
will never be the same as yesterday. During the isolating lifestyle
imposed by the pandemic, Inomata observed the sky from her
room’s window and discovered that the everyday appearance of
the sky, despite its seeming similarity, never displayed the exact
same aspect twice. Known for creating art through collaborations
with other species, “Thinking of Yesterday’s Sky” seems to be a
completely novel creation that reflects a new direction for Inomata
while maintaining continuity with her previous interests.

In the artwork, the shapes of clouds that appeared in yesterday’s sky
are manifested within water poured into a glass. Inomata’s delicate
‘clouds’ gradually mix with the liquid and disappear over time.
However, the viewers have the opportunity to actually drink this
water. This aspect of allowing viewers to ingest a part of the artwork
recalls other pieces like Felix Gonzalez-Torres’ ‘Untitled” (Placebo)
(1991), where an installation of candies, weighing the combined
weight of his own body and the artist’s partner who passed away

due to AIDS, serves as a collective and shared mourning through

Thinking of Yesterday’s Sky

the act of consumption. In a similar vein, Inomata’s “Thinking of
Yesterday’s Sky” functions as a device to share the ephemeral nature
of passing days during the pandemic and the preciousness of each
day.

Through the unpredictable collaboration with non-human
beings, Inomata challenges the human-centric worldview that has
dominated the modern world. In the “Thinking of Yesterday’s Sky”
project, centered around the act of ‘eating’, she presents a radical
challenge to the visual-centric worldview that has also ruled over
the modern world, particularly in the realm of contemporary art.
The outcome of this project, which allows viewers not only to
enjoy visually but also to taste, boldly dethrones the visual’s long-
held throne in the realm of art. Simultaneously, it reconstructs the
perspective that revolves around human vision and encourages
ecological considerations of the world, where humans are merely a
part of it. In this sense, the project deeply resonates with Inomata’s
previous artistic interests. Furthermore, it is possible to find
connections with her earliest works that dealt with non-biological
natural phenomena.

In the idealized neoliberal world that assumes independent
individuals who demonstrate creativity and survive in a chaotic

society, we are constantly encouraged to focus on the ‘future’.

Photo: Kamei Yutaka

\

While it is true that artists and designers have been positively

cited within the excessive praise of such entrepreneurship, art was
not originally meant to rush us forward but rather to provide a
pause, allowing us to carefully contemplate things. Aki Inomata’s
“Thinking of Yesterday’s Sky”, initiated during the COVID-19
pandemic, encourages us to pay attention not only to the distant
‘future’ but also to the ‘here and now’ in the seemingly repetitive
aspects of everyday life. Indeed, the significance of “Thinking of
Yesterday’s Sky” lies precisely in its focus on the ‘here and now.

Text: Hiroki Yamamoto (Cultural Studies Scholar)



AKI INOMATA @ W H @ 22 % B v i 3 (Thinking of
Yesterday's Sky) )IZaa o L cigfish, Rk % 2

72T RO R ICHEBEIN 27— T eV CThH Do M

HRRBEOFLWERPHEAA LS CHAZae - Mick

WT INOMATA HS[HEHER U4 HIZ R B [ L& E 22 e

LARTUT 2 NIt E o7k ). autMiash 75 L7z A

WHOHRTHED B, LRD/ZZ2IZINOMATA 25 R L7201,
PTWBINCRZTH—ELLTALFAUMMEZR T ZL D%

WHE DL ThH otz ML D@ 2 EA T 7 - THS

5 INOMATA DL LT, (MEHD 8% M i3 ) i3 <L

WRBALHAELEMTHLIHNEbNE SN, K

VEDSE L DB bR & 705 2L IF B W R WS, LA LTFKRICE

NETOMLEDBMBEETHHIEBIRL72v,

T ANAEDR NI ORI B 2D, FEHO Z2ITEHN AT

WEEDETH D, INOMATA AED 3 Ml 2 [ = 1134k~

CHAREIREVEIZETHBORBEINTHATLEI S &

HHIEBRICZOKRZHREIELTED MM (O—i8) %8

BRI ANDZEDTTELE ) B BIZIET )00 A+

TPV A =L 2D (E (%)) (1991) L2 B S E 2,
IARXTHSRL I S— b —LBE DR ELGELI-EROFY

VFL=OERBIDA VAT L= asid  FDF T A— %

EHEDRNICHRY ANsZETEMEMLTEAMA SN

Thinking of Yesterday’s Sky

7o BERE T %0 INOMATA O (HEHD 22 % B ) bE72,
IO FMANREEDICL B ERYOCHE DL T AT VERLHA
DPTHZDOHEEIHTHHEELLTHEREL TV,
FEANMAEWED T MO TERCIHEN LD 4K S5 ZE M5
i %l U T INOMATA G FUC BT 2 o L HE L
THMER B> TE AL B RICEEZBL TE [AXRD ]
LI REMELZ(MEHO 22 Bl §)oTayzshT
L FC R R ——2 Db B EM e W) Bl ——% T
DINHERTELBEPLEZANDTTA AN LI ZITS
ATWE HCRLE T TRIFETHRDHI LB TELZZDOT R
T DT I LIKRIBIZH, ZEWICB T RE SN CTEH
HEENDELJFE ST EELSTIETEY T A3, [FKE
A OBRE R OISR 72RO G2 HiER L, HET
A3 20— Tkt FIc gL 2z an s
LEELRDIEA) ZDOEIBERT, 20T BV 27 ML AKI
INOMATA D ZEMEEICBIT2INETORHLELTRVES
THBLTVE, E5ICF 2 AW DS OHKRI L 2HoT
W2 INOMATA DR MM OTEMED D LA Z W IEbT
X559,

Bl B CRME LA SR EIThEERLAT L
AZHE 20— -7 VELTHET 2H EHEERMN LR
HROBT M7 BIRFITI AR NTHEZH L T X5

Installation view at Maho Kubota Gallery, 2023. Photo: Hayato Wakabayashi.

ENTW5E, ZILT YT LF =Yo7 GRER M) O
BELBIBICBLTRY T4 7 E AWV ENE 00T — 71
ARR T WA F—Tho7eTLITFIEZD, 7—MIA KM
BikF>THHELNEEZ D720 E->THREICR DR
HIZAT =5 VBRI T 28 A TR AR o727259 20 AKL
INOMATA 2320 F 2 &> e L TR L - (REH 0 2%
BwH3)o7aYc 7ML HEN R (—RL7:L250) KE
OHICEELRZEREZ R WIS LT o[ kK2 T
R B 5 TWA[ 5 JIERZINITLIEEMR T,
INTZ(EHOZZ B W) D[ 42 ITBIT5E#TH
BEZABIEA)

7 FAMINARIE S (CCLRTgE#)



Passing her a piece of cloth
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4K video (Consists of 9 pieces, [looped]), bagworm, cotton(Arimatsu-

Narumi Shibori), tree branch

Arimatsu-Shibori (Arimatsu tie-dye) | Shibori-Dyeing Kuno-Studio
Advises on bagworm ecology | Shuhei Niitsu (Tokyo Metropolitan
University), Takao K. Suzuki and Wataru Iwasaki (The University of
Tokyo)

Prodction of Uchiwa (round fan) | Yuki Hachiya (Hachiya-Uchiwa
Arts&Crafts)

Coordinator | Ayuko Oda (Aichi Triennale 2022)

Making movie / director of photography and editing | Eisuke Asaoka
MA of making movie | Yutaka Ito (Ito Ongaku-sha)

Cooperation of video editing | Ryohei Suga

Visual Programming | Hitoshi Takeuchi

Advises on conservation and restoration | Tomoyo Yoshioka
Production assistants | Satoko Shibahara, Ayako Yoshinoya

Special thanks | Hideo Iwasaki (Waseda University)
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Passing her a piece of cloth Installation view at Aichi Triennale 2022, AKI INOMATA. © Aichi Triennale Organising Committee. Photo: ToLoLo Studio.



Passing her a piece of cloth Installation view at Aichi Triennale 2022, AKI INOMATA. © Aichi Triennale Organising Committee. Photo: ToLoLo Studio.




Passing her a piece of cloth Installation view at Aichi Triennale 2022. Photo: Eisuke Asaoka




Passing her a piece of cloth Installation view at Aichi Triennale 2022, AKI INOMATA. © Aichi Triennale Organising Committee. Photo: ToLoLo Studio.




AKI INOMATA is known for her observations of the various
distinctive characteristics of life in the natural world, and her
works made in “collaboration” with non-human creatures such as
hermit crabs, beavers, and pearl oysters. For this exhibition, the
artist worked with Shibori-Dyeing Kuno-Studio to create a kind of
confusion of the tie-dyeing techniques developed in Arimatsu and
the techniques used by minomushi bagworm moth larvae to create
their nests. In Arimatsu-Narumi Shibori, the cloth is tied with
thread, sewn and tightened, to create areas that will not take on the
dye, and then dyed with a variety of patterns. INOMATA felt that
this cloth in its wrapped state resembled a bagwormMs protective
cases, so she gave bagworms some Arimatsu tie-dyed cloth and

asked them to make protective cases with it.

The House of Oka where INOMATA exhibits her work is a
shibori tie-dye wholesaler in Arimatsu founded in the late Edo
period. On display in this former workshop space is a video
work entitled Passing her a piece of cloth (2022), which depicts
a bagworm eating leaves while wearing a beautiful Arimatsu-
Narumi Shibori protective cases. In this space with a high-ceilinged
skylight, a bagworm wearing an Arimatsu-Narumi Shibori coat

is displayed attached to a twig. It is said that more than 100

Passing her a piece of cloth

different patterns were created as Arimatsu-Narumi Shibori was
developed, and some of the techniques used in this work are Yatara
Miura Shibori, Karamatsu Shibori, Nuisuji Mokume Shibori,
Boshi Shibori, Hinode Shibori, Kikai Kumo Shibori, and others.
Text: Aichi Triennale 2022 official website
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Shibori (tie-dye) round fan with wing
pattern of the fungus-feeding bagworm
Shibori (tie-dye) round fan with wing
pattern of the wood boring bagworm
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Silk cloth (Arimatsu-Narumi Shibori), bamboo, wood



Shibori (tie-dye) round fan with wing pattern of the bagworm Installation view at Aichi Triennale 2022, AKI INOM Passing her a piece of cloth (2022 i ale Organising Committee. Photo: ToLoLo Studio.




Shibori (tie-dye) round fan with wing pattern of the bagworm Installation view at Aichi Triennale 2022, AKI INOMATA, Passing her a piece of cloth (2022). Photo: Eisuke Asaoka
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Shibori (tie-dye) round fan with wing pattern of the bagworm Installation view at Aicl 22, AKI INOMATA, Passing her a piece of cloth (2022). © Aichi Triennale Organising Committee. Photo: ToLoLo Studio.




Shibori (tie-dye) round fan with wing pattern of the bagworm Installation view at Aichi Triennal , AKT INOM Passing her a piece of cloth (2022). © Aichi Triennale Organising Committee. Photo: ToLoLo Studio.




Shibori (tie-dye) round fan with wing pattern of the bagworm Installation view at Aichi Triennale 2022, AKI INOMATA. © Aichi Triennale Organising Committee. Photo: ToLoLo Studio.




Shibori (tie-dye) round fan with wing pattern of the bagworm



) round fan with wing pattern of the bagworm Installation view at Aichi Triennale 2022, AKI INOMATA. © Aichi Triennale Organising Committee. Photo: ToLoLo Studio.




How to Carve a Sculpture
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2018-2023 (ongoing)

Wood, Sound, HD video, inkjet print

Dimensions variable

Production support: Craft Science Museum Exedra, Hamura Zoo,
lida City Zoo, lzu Shaboten Zoo, Nasu Animal Kingdom, Sendai
Umino-mori Aquarium, The Museum on the Street, Ueno Kigata
Manufacturing Co., Ltd., Maho Kubota Gallery, Miyaji Masayuki,
Nonaka Koichi, Osagawa Yuji, Takeno Yumi, Takeuchi Hitoshi
Recording cooperated by Izu Shaboten Zoo

Sound Design by Yutaka Ito (Ito Ongakusya)



Installation view of “Roppongi Crossing 2022: Coming & Going” at Mori Art Museum, photo: Keizo Kioku, 2022  courtesy: Mori Art Museum, Tokyo



Installation view of “Roppongi Crossing 2022: Coming & Going” at Mori Art Museum, photo: Keizo Kioku, 2022 courtesy: Mori Art Museum, Tokyo




Installation view of “Roppongi Crossing 2022: Coming & Going” at Mori Art Museum, photo: Keizo Kioku, 2022  courtesy: Mori Art Museum, Tokyo
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How to Carve a Sculpture Installation view of “Roppongi Crossing 2022: Coming & Going” at Mori Art Museum, photo: Asaoka Eisuke, 2022.



How to Carve a Sculpture Installation view of “Roppongi Crossing 2022: Coming & Going” at Mori Art Museum, photo: Asaoka Eisuke, 2022.



How to Carve a Sculpture Installation view of “Roppongi Crossing 2022: Coming & Going” at Mori Art Museum, photo: Asaoka Eisuke, 2022.




How to Carve a Sculpture Installation view at Comtemporary Art Foundsation, Tokyo, 2021. Photo: Keizo Kioku.



How to Carve a Sculpture Installation view at Comtemporary Art Foundsation, Tokyo, 2021. Photo: Keizo Kioku.



How to Carve a Sculpture Installation view at Comtemporary Art Foundsation, Tokyo, 2021. Photo: Keizo Kioku.




How to Carve a Sculpture Installation view at Comtemporary Art Foundsation, Tokyo, 2021. Photo: Keizo Kioku.




How to Carve a Sculpture Installation view at Comtemporary Art Foundsation, Tokyo, 2021. Photo: Keizo Kioku.




How to Carve a Sculpture Installation view at Comtemporary Art Foundsation, Tokyo, 2021. Photo: Keizo Kioku.




How to Carve a Sculpture Installation view at Comtemporary Art Foundsation, Tokyo, 2021. Photo: Keizo Kioku.




Installation view at Comtemporary Art Foundsation, Tokyo, 2021. Photo: Keizo Kioku.
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How to Carve a Sculpture Installation view at Comtemporary Art Foundsatio kyo, 2021. Photo: Keizo Kioku.
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How to Carve a Sculpture Installation view at Tojo-tei, Chiba, Japan, 2021. Pho isuke Asaoka.




How to Carve a Sculpture Installation view at Tojo-tei, Chiba, Japan, 2021. Pho isuke Asaoka.




hiba, Japan, 2021. Photo: Eisuke Asaoka.
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How to Carve Installation view from “Thailand Biennale 2018,” Krabi, Thailand, 2018.




How to Carve a Sculpture Installation view from “Thailand Biennale 2018,” Krabi, Thailand, 2018.
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How to Carve a Sculpture Installation view from “Thailand Biennale 2018,” Krabi, Thailand, 2018.




Trees and beavers

Beavers turn to trees for food, to build dams, make nests, and trim
their ever-growing teeth. Intrigued by the curious life of the beaver,
I reached out to five zoos, who allowed me to leave fresh blocks
of lumber in their beaver breeding arca. When I retrieved the
lumber at a later date, I found the beavers had gnawed the wood
into beautiful forms that resembled sculptures created by human
hands. Many evoked anthropomorphic figures. Some even echoed
the work of Brancusi (1876-1957) and the Buddhist monk Enka
(1632-1695).

The experiment raised many questions. For example, can we call
these beaver carvings “sculpture?” And what constitutes sculpture,
in the first place?

I can’t help but see an overlap between the creations of the beavers
and human sculptors. Yet of course, the beaver carvings are merely
the byproduct of biological instinct. Rather than artistic impetus,
the beavers are ostensibly guided by a preference for soft wood,
choosing the path of least resistance by eating around hard knots
and burls. In this sense, perhaps we could say that the wood itself is
the artist of its own design. Or rather, the resulting gnawed forms
are a natural outgrowth of the relationship between the beavers and
trees. Which begs the question: who/what is the subject — which

is to say, artist — behind this constructive act?

How to Carve a Sculpture
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Authorship and the different artists

If you asked severalartists to replicate the same form, how would
the results vary?

In order to investigate this query, I commissioned a sculptor to
create human-scale models of the beaver carvings. As the average
human weighs three times more than beavers, I asked the sculptor
to make her models three times the size of the originals. It was
surely not an easy task to replicate these seemingly arbitrary forms.
In the sculptor’s chisel marks, we can detect traces of trepidation, as
well as instances where the sculptor inevitably interjected her own
human interpretation of the work.

I furcher replicated the same forms by mechanical means,
employing automated CNC milling machines that steadily milled
down the wood according to preprogrammed routes, undaunted by
the knots and burls that affected the beavers and human sculptor.
The sheer uniformity of the machine-made carvings obscured the
biological sentience and intent behind the original forms, thereby

shaving away the intangible spirituality of sculpture in the process.
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Hidden artists

One day, I noticed that a small mound of sawdust had accumulated
at the foot of a beaver carving after a year in storage. Upon closer
inspection, I discovered longhorn beetles living in the wood. CT
scans revealed a complex network of tunnels, bored by the beetles
over many years. In a literal way, this revelation taught me that
there is more to a work than meets the eye, as embodied by the
presence of yet another, unexpected artist in the beetles. Perhaps we
could even say their interior tunnel structure represents an inverse,
shadowy foil to sculpture.

Our ancestors appreciated the beauty of the holey bug bite. Travel
across Japan and in old homes you may still find mushikui-
ranma—decorative wooden transom panels riddled with the

vestigial holes wrought by hordes of these hidden artists.
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Memorry of Currency
EGHOEM

2018 — (ongoing)

Pearl shell, 4K video, inkjet print
Production support: Seimei Tanaka,
Takahiro Ishido / Yukino Kowaki /
Keigo Yanagida (Hirota Site Museum),
Space Art Tanegashima2020
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Memorry of Currency Photo: Hayato Wakabayashi
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Memorry of Currency Installation view at Maho Kubota Gallery, Tokyo, 2021. Photo: Hayato Wakabayashi.



Memorry of Currency Installation view at Maho Kubota Gallery, Tokyo, 2021. Photo: Hayato Wakabayashi.



Memorry of Currency Installation view at Maho Kubota Gallery, Tokyo, 2021. Photo: Hayato Wakabayashi.



Memorry of Currency Photo: Hayato Wakabayashi



Memorry of Currency Installation view at Maho Kubota Gallery, Tokyo, 2021. Photo: Hayato Wa




Memorry of Currency Installation view at Maho Kubota Gallery, Tokyo, 2021. Photo: Hayato Wakabayashi.




Memorry of Currency Installation view at Maho Kubota Gallery, Tokyo, 2021. Photo: Hayato Wakabayashi.




Installation view at C-LAB, Taipei, 2023. Photo by One Work, Goway LU. Courtesy of Taiwan Contemporary Culture Lab.




Installation view at the Daiwa Anglo-Japanese Foundation London, 2023. Photo: Soejima Taihei




Artist AKI INOMATA began producing her Memory of Currency
series in 2018. This interdiscplinary project engages with fields
such as anthropology and biology in an attempt to create what
she describes as “fossils of currencies.” INOMATA’s practice
explores different means of producing art through unpredictable
collaboborations between humans and other animals. For this
project, a type of pearl oyster joins the creative process as her

significant other (in the sense used by Donna Haraway).

The artist creates small 3D portraits of human figures, then
implants them into the oysters, which cover these templates with
layers of pearl. Using this sort of biological transformation process,
INOMATA creates pearls with human faces. Each face is a familiar
historical figure—Karl Marx, Elizabeth II, George Washington,
Mao Zedong, Yukichi Fukuzawa—chosen from the designs of
coins and other forms of currency from around the world. Queen
Elizabeth featured on the currency of the UK, which once had
the largest colonial empire in history, so watching a video of her
pearl face sinking to the ocean floor has implications from a post-
colonial perspective. In addition to representing the demise of the
framework of nation states, this video can be cynically interpreted
as portraying the legacy of colonial empires disappearing to become

part of the detritus on the sea bed.

From the perspective of the author’s research, INOMATA’s
Memory of Currency is a fascinating project because it provides
observations that are full of hints for contemplating the nation
state at a deeper level. Benedict Anderson described the nation
state as an “imagined community,” and the notion that a state
is mediated by the imagination of its members is now accepted
as general knowledge. Some of the clearest manifestations of the
fiction embodied in the concept of nation state can be found in

Memorry of Currency

phenomena derived from money and currencies.

Interestingly, one of the events that initially inspired INOMATA
to begin this project was the banking crisis in Europe trigged
by developments in Cyprus in 2013. An international deal by
Eurozone countries to bail out the Republic of Cyprus inposed a
one-time tax on deposits in Cypriot banks, leading to mass protests
by local people and by depositors, who rushed to withdraw money

from banks and ATMs.

Money is essentially a system requiring trust in credit. Most
contemporary currencies are based on the credit worthiness of the
issuing state, with coins and banknotes often bearing images of
august personages who symbolize that state. And if the state loses
its credit worthiness, faith in its currency evaporates, resulting
in scenes like those seen in Cyprus. Today, it is fair to say that
the nation state is increasingly unable to function as the absolute
framework that it once represented. Moreover, such dysfunction is
occurring worldwide, rather than being a phenomenon that only

affects certain regions.

It is increasingly clear that multinational companies having
transnational organizations and global operations are becoming
comprehensive frameworks that replace the nation state. The
emergence of currencies backed by corporate credit rather than
by a state is still a very recent memory. Nevertheless, the use
of e-money has already become a familiar part of everyday life
through purchases at convenience stores and other shops. The
story of how many Cypriots used virtual currencies to protect their
assets during the banking crisis hints at how this transformation is
progressing. The foundation of the credit upon which currencies

are built is rapidly shifting to the backing of global-scale companies

are built is rapidly shifting to the backing of global-scale companies
that transcend the boundaries of individual nation states. The main
players in this field are supranational communities and digital

networks.

As one of the elements in Memory of Currency, INOMATA
produced videos featuring shells that have formed pearl portraits
of some of the individuals used to represent modern currencies,
picturing the shells sinking to the sea bed. The way that these
fossils of currencies slowly sink seems to hint at the dusk of the
nation state concept as a framework for interpreting our world.
Daisuke Takekawa gives a detailed exposition of the use of shells
as money in his 2007 paper “Primitive money as a representation
of externalized memories,” in which he describes shell money as
one of the primitive forms of money that functioned as a means
of externalizing the memories of a community before the modern
period. INOMATA’s project transcends categorization into natural
objects and manufactured objects, fusing currencies of the past and

the present.

Consequently, as INOMATA herself points out, this work has
the potential to become a fossil rediscovered by future people.
Perhaps such a discovery will be made not by humans, but by
some other existence. Moreover, the author sees even further
potential in this project, rooted in speculation and the predictive
nature of currencies. Historian E.H. Carr described history as “an
unending dialog between the past and present,” with the future
emerging from that dialog. AKI INOMATA’s Memory of Currency
emerges from such a dialog concerning money. It stimulates the
imagination, inducing contemporary viewers to think about the
future of currency. Its rediscovery as a fossil is likely to occur far

into the future. (Text: Hiroki Yamamoto)
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Galloping Nambu breed horse
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2019

4K video (loop), monochrome print



Galloping Nambu breed horse Installation view at Towada Art Center, Japan, 2019. Photo: Kuniya C




Galloping Nambu breed horse Installation view at Towada Art Center, Japan, 2019. Photo: Kuniya C
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Galloping Nambu breed horse Photo: Osamu Sakamoto



“Galloping Nambu breed horse”

The Nambu horse is a breed of horse unique to Japan that is
now extinct. This animation work, Galloping Nambu breed
horse, depicts it resurrected as an ice sculpture, running across a
snowfield.

The Nambu stallion is extolled in the Gosen Wakashu, a tenth-
century (Heian Period) anthology of waka poetry, but pure Nambu
horses disappeared as a result of reforms in the Meiji Period (1868—
1912) that required native Japanese horses to be crossed with
foreign breeds as part of efforts to boost Japan’s wealth and military
strength. There are few extant records of these horses, but based on
the skeleton of the last Nambu horse—preserved at the Morioka
Agricultural High School—the artist created twelve sculptures,
outputting them in 3D and freezing them in conditions that would
form icicles to bulk up their surfaces, thereby resurrecting the

Nambu breed as translucent white horses with thin coats of ice.

Galloping Nambu breed horse

The sight of a pure white horse running free and happy in the snow
of Aomori—which has deep snowfalls in winter—is beautiful, a
fairy tale ending. Nevertheless, Nambu horses were selectively bred
to enhance their role, which involved functioning as a means for
transporting goods for farmers, as weapons for soldiers to fight
with, or as eye-candy and a symbol of financial power for nobility.
Eventually, the cross-breeding to produce stronger battle horses
under the Meiji restoration reforms resulted in the Nambu horses
disappearing into the gene pool of mixed breeds. Thinking of its
history of being manipulated and pushed around by humanity, the
resurrection of this horse in ghostly form can be interpreted as a
critical comment on human activity in the Anthropocene.

Galloping Nambu breed horse is also an homage to Eadweard
Muybridge’s groundbreaking photographs of horses in motion

which consisted of series of shots in quick succession and became

a vital step in the development of motion pictures. Shooting this
animation in monochrome gives it a nostalgic air, harking back to
the time of gelatin-silver photographs and black-and-white movies.
The sense of loss for the Nambu horse, which disappeared with the
advent of newer technology, is accentuated by shooting in analog
technology from the early days of photography, rather than using
today’s digital technology.

(Text: Yohsuke Takahashi)
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Think Evolution #1: Kiku-ishi (Ammonite)
HEALNDEEHRL: B4 (TVEFAD)

2016-2017

Ammonite fossil, resin, HD video (2°00”)

CT Data: White Rabbit Corporation
3D Computer Graphics Modeling Assistance: Yuji Osagawa
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Think Evolution #1: Kiku-ishi (Ammonite) Photo: Kenryou Gu
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hink Evolution #1: Kiku-ishi (Ammonite) Installation view at Towada Art Center, Japan, -




Think Evolution #1: Kiku-ishi (Ammonite) Installation view at Hirota Site Museum, Tanegashima, Kagoshima, Japan, 2020.



Think Evolution #1: Kiku-ishi (Ammonite) Installation view at 21st Century Museum of Contemporary Art, Kanazawa, 2022. Photo: Keizo Kioku, courtesy: 21st Century Museum of Contemporary Art, Kanazawa
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girl, girl, girl . . .

2012 /2019

HD video / 2°00”
Bagworm, fabric, HD video, inkjet print



Photo: Asaoka Eisuke
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girl, girl, girl . . . Installation view at Seian University of Art and Design, 2021. Photo: Yuki Moriya.
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girl, girl, girl . .. Photo: Okikmura Norihiko.
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Installation view at Towada Art Center, Japan, 2019. Photo: Kuniya Oyamada.
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girl, girl, girl . .. Installation view at Towada Art Center, Japan, 2019. Photo: Kuniya Oyamada.




girl, girl, girl . ..

This is a series of works based on the experiment of taking scraps of
material from women’s clothing and giving them to bagworms to
use for making their protective cases.

Male bagworms leave their protective cases when they become
adults, turning into moths. However female bagworms remain in
their protective cases for their whole lives, waiting for the male
bagworms. The gender issue is meant to have changed in our
generation, so I wonder why women still make much more effort
than men concerning their appearance.

Cutting pieces of colored paper into fine strips and giving them to
bagworms to use for making their protective cases is a traditional

pastime that Japanese children have enjoyed over the years.
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Lines— Listening to the Growth Lines of Molluscan Shells
Asari clam sampled at Matsukawa -ura in Soma, Fukushima on July 17th, 2015

Asari clam sampled at Matsukawa-ura in Soma, Fukushima on July 3rd, 2011

Lines — Hopk E Al

2015-18

HD video, mixed media. UV print with acrylic / W155 x H60cm

each

Production Assistance: Professor Kenji Okoshi (Toho University),
Masahiro Suzuki (Toho University)
Samples provided by Professor Kenji Okoshi (Toho University)

Thin Sections Production Assistance: Tajiri Thin Sections Plant



Lines—Listening to the Growth Lines of Shellfish Ver. 3.0 Installation view at 21st Century Museum of Contemporary Art, Kanazawa, 2022. Photo: Keizo Kioku, courtesy: 21st Century Museum of Contemporary Art, Kanazawa




Lines—Listening to the Growth Lines of Shellfish Ver. 3.0 Installation view from “Asian Art Award 2018” Terrada Art Complex, Tokyo, 2018. Photo: Ken Kato.




Installation view from “Beyond Sugar and Spice Vol.2” CAS, Osaka

Lines—Listening to the Growth Lines of Shellfish Ver. 2.0



Bird’s eye view of Matsukawa-ura Lagoon.
Situated in the center is the completed tsunami seawall (photographed July 2019)

Lines—Listening to the Growth Lines of Shellfish Ver. 3.0

Formed into the cross-section of a clam’s shell are countless lines.
These ‘growth lines’ provide a record that reveals in what kind of
environment and in what way the clam lived. They resemble the
age-rings of trees, but are much less well-known. In the same way
that the trec’s rings express the degree to which it has grown, one
can perceive the growth of the shell—day by day—from the growth
lines formed in the cycles of high and low tides. If the interval
between the lines is long, it shows that on that day the shell was
in a suitable environment to grow fast; if it is short, it shows the
reverse.

I became interested in the growth processes of clams in the
coastal areas of Japan’s Tohoku region, which underwent dramatic
environmental change after the Great East Japan Earthquake
in March 2011. I visited a research laboratory which had been
continuously studying clams since before the earthquake. The
dramatic spectacles that we saw in 2011 were scorched into our
memories, and I wanted to see how that world had been seen from
the clams’ perspective. And, in 2015, how did they see the ongoing
construction work on ground and foundation improvements in

order to enhance the coastline’s future?
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Why Not Hand Over
a “Shelter” to Harmit Crabs? -Border-
RENZ[RE | 2b/LTHAS

2009-(ongoing)

Hermit crab, 3d printed resin, seawater, aquarium tank set,
video: 6min. 25 sec., and photo

Dimensions variable
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‘Why Not Hand Over a “Shelter” to Harmit Crabs?



Why Not Hand helter” to Harmit Crabs? Installation view from "Coming of Age" S 2337, Chi Photo: Clare Britt




Why Not Hand Over a “Shelter” to Harmit Crabs? Photo: Suemasa Mareo



Why Not Hand Over a “Shelter” to Harmit Crabs? Installation view at Musée d’arts de Nantes, Nantes, France, 2018. C)Nantes Metropole - Nantes Art Museum - Photograph: C. Clos



Why Not Hand Over a “Shelter” to Harmit Crabs? Installation view at Musée d’arts de Nantes, Nantes, France, 2018. C)Nantes Metropole - Nantes Art Museum - Photograp!




Why Not Hand Over
a “Shelter” to Harmit Crabs? -Satoyama-
REWPYI[RE |27z THhS - Bl -

2018

Five-channel HD video installation: 7min. 59sec.



Why Not Hand Over a “Shelter” to Harmit Crabs?
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Installation view at Genbi Shinkansen.

Why Not Hand Over a “Shelter” to Harmit Crabs?




Why Not Hand Over a “Shelter” to Harmit Crabs? Photo: Suemasa Mareo
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Why Not Hand Over a “Shelter” to Harmit Crabs? Photo: Wakabayashi Hayato



Why Not Hand Over a “Shelter” to
Harmit Crabs? -White Chapel-
RPN RE 2D/ LTHL
-White Chapel-

2014-2015

3d printed resin, video: 4 min. 40 sec., photo

Dimensions variable
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‘Why Not Hand Over a “Shelter” to Harmit Crabs?




Why Not Hand Over a “Shelter” to Harmit Crabs? Photo: Suemasa Mareo



In this work, the shelter incorporates a wedding chapel of a type
seen in Japan. Such chapels seem at first glance like religious
facilities, but there is no worship other than weddings. Although
only about 1% of Japanese are Christians, 60% of weddings in
Japan are held in Christian style. A lot of chapels are constructed
for those weddings, and they often appear suddenly in the middle
of cities. The chapels are built with mixtures of many styles—
Gothic, Romanesque, etc.—without any fundamental relation
between them. The outsides of almost all these chapels are white.
Architectural details of the sides and back are drastically omitted
to fit into the site, and they are often surrounded by utility lines.
Furthermore, they tend have parking space in the basement.

When I visit Western countries, I sometimes notice architecture,
habits, foods, etc. that may well be the original forms of things
that were borrowed and transformed into local styles in Japan.
And I ask myself if my homeland is a simulacrum of the Western
world. For me, the imitations, or more accurately, reproductions
and rearrangements of Western-style architecture seem to portray a

postcolonial Japanese identity.

Why Not Hand Over a “Shelter” to Harmit Crabs?
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I Wear the Dog’s Hair,
and the Dog Wears My Hair
PNQEE LN ARNGNDY 2o /A o)

2014

Dog’s hair, human hair, two-channel video:: 5 min. 21 sec.

Dimensions variable



I Wear the Dog’s Hair, and the Dog Wears My Hair




I Wear the Dog’s Hair, and the Dog Wears My Hair Installation view at Kitakyusy iipal Museum of Art, Fukuoka, Japan, 2019. Photo: Satoshi Nagano




I Wear the Dog’s Hair, and the Dog Wears My Hair Installation view at Kitakyusyu Muniipal Museum of Art, Fukuoka, Japan, 2019. Photo: Satoshi Nagano



I collected the hair of a dog called Cielo and my own hair over
a number of years, and then made clothes out of my hair for the
dog and out of the dog’s hair for myself so that we could exchange
coats. The two species, human beings and dogs, have developed
together over the ages. This is a work that examines the relationship

between a human and her pet, giving form to this concept.

The contemporary relationship between pets and humans exposes
the warped nature of how the modern perception of the world
and the logic of nature are out of sync. On talk-shows, the value
of various types of dogs is decided based on their looks, and
thorough-bred dogs are produced through in-breeding, however
suffer from serious genetic diseases as a result. People raise strange
animals that are not adapted to the environment of cities, and
then abandon them in staggering numbers because they don’t
know what to do with them, leading to a large number of animals
being killed. Furthermore, differing species are bred together (for
example in the case of raccoon dogs or the red-eared slider in
Japan), leading to new species living in urban environments. This
can be said to be a result of humans warping the natural ecology
and modes of life of animals to fit their own needs according to
modern concepts and perceptions of beauty. People today need
to gain a new awareness of nature and reconsider the relationship

between pets and humans.

I have had various pets, and do so now as well. Cats, goldfish,
tadpoles, bagworms, and hermit crabs. I believe that all people
who have pets wonder at some point whether their pet is happy;
and I face the dilemma of whether it is right to make a living

creature into a pet. Within this context I have had these animals

I Wear the Dog’s Hair, and the Dog Wears My Hair

appear in my artwork. My works take as their starting point things
that I have felt within everyday experiences, and transplant the
structure of these experiences analogically to the modes of life of
the animals. One could call it a totemism-like approach towards
ecology. The concept of my works is to get people to perceive the
modes of life of various living creatures by experiencing a kind of
empathy towards them. In this piece, I take that concept a step
further by considering the relationship between humans and pets,
and by exchanging a body part- in this case hair with my dog. On
the one hand, the exchange of hair represents the embodiment of
bonds, like a memento or a vow; and on the other hand, represents
the exchange of two different functions — hair serving the function
of maintaining body height for a dog, and serving the purpose of
fashion for humans. I wonder if we can redefine the contemporary
relationship between humans and pets as a coupling of the various

functions and specific jobs that they can perform.
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French lessons with a Parakeet
AAZHNT T TV ABEBF NIV

2010

HD video: 5min. 21sec., papers
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French lessons with a Parakeet



French lessons with a Parakeet



I went to study French taking a parakeet with me, and made a
video of this.

Many Japanese people feel an inferiority complex regarding
foreign languages, in particular English. Languages are extremely
important tools in that they allow people to communicate with one
another; however the problem of not being able to communicate
with people who speak the same language is also quite frequent.

I brought along a parakeet (called Wasabi-cho) that speaks some
Japanese to my French classes.

In the beginning the parakeet was not at all interested in the
classes, but partway through it decided that it wanted to take part,
memorized its favorite French word “s’il vous plait”, and began to
repeat this word out loud during the classes. Strangely, this word
has a similar meaning to the bird’s favorite Japanese word “chodai”
(which means please give me that). Further, he began to arrange
this word with other words he knew, making new words like
“Wasabi vous plait” (“Wasabi-cho” and “s'il vous plait”) and “Chor

vous plait” (“Chodai” and “s’il vous plait”).

French lessons with a Parakeet
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World Outside Your World
COMFUIARKIZH B D?

2011

HD video: 3min.2sec.
lambda print: 1200mmx883mm each
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World Outside Your World

When you look at the piece from up close, it appears to be an
object representing a town, but as the camera moves away, you

realize that the object is resting on the backs of a turtle.

In the Ancient Indian worldview, the world rides on top of four
elephants, who themselves ride on the tops of a large turtle.

The Great Eastern Japan Earthquake made us realize how unstable
the world is, and changed our perception of the world. Where is

our world heading to?

While producing this piece, I did research in the Akaiwa village
in Nakanojo, Gunma Prefecture This community has prospered
since the Meiji Period from raising silkworms. It has a traditional
Japanese landscape, and was named a Preservation District for
Groups of Traditional Buildings. The houses are collected at the
foot of a mountain, and it is as if they were separated from the
outside world by a river that runs around the village. There is a
single bridge that connects the village to the outside world. When I
first visited this place, I felt as if this village were riding on the back

of some kind of animal.
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0100101

2008-2009

aquarium, solenoid bulb, personal computer, water, et al.
380x280x780 cm



0100101 Installation view at ZAIM, 2008.



0100101 Installation view at ZAIM, 2008.




0100101 Installation view at ZAIM, 2008.



The floor of the room seems to be filled with water. Visitors can
walk around inside the room. They realize that it is not in fact
water, but an illusion created by projecting the shadows of ripples
of water onto the floor. A large aquarium hangs from the ceiling.
The aquarium is lit by a mercury lamp, and the shadows of the

ripples are shone onto a white floor.

Water drips into the aquarium from a device above it. A computer
program controls the rate of the drops, and the ripples that are
reflected onto the floor are constantly changing. Sometimes the
ripples seem to be made by random raindrops, and sometimes the
waves seem to be chasing around in circles. And sometimes a whole
bunch of drops fall at once, making various patterns like flowers in
the water.

Inside a white cube, ripples of water that sometimes appear to be
natural, and at other times are clearly unnatural, alternate, causing
the audience to think about the indistinct boundary between

artifice and nature.
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