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Organized jointly by Nakanoshima Museum of Art, Osaka

and The Kansai Osaka 21st Century Association,

the Osaka Directory series of exhibitions introduces upcoming
Kansai-connected artists in a solo exhibition format.

Starting from the current year, the annual series will present artists
who create new art symbolizing the coming age of the future.

The term “directory” is used in IT (information Technology) to refer to folders
and similar structures that are used to organize files.

Through this series, Nakanoshima Museum of Art, Osaka stores ‘files’ on
promising young artists in the Kansai area in a‘directory’

from which it can present their work to a wide audience

throughout the world and support the launch of their careers on

the global scene.
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2 Wada Mayuko

Ideals of Painting

When we say that we “cannot read” a book, several different states may be overlapping in that
experience. Do we mean we cannot understand it, that we are unable to finishit, or that we are
not even trying toread itin the first place? In what way do we not understand what is before us?
And what, exactly, does it mean to “understand” something?

James Joyce’s Ulysses is a novel setin Dublin on June 16,1904, tracing a single day in the life of
Leopold Bloom. Known for its daunting prose, its vast range of references to Irish history and
mythology, and the technique known as stream of consciousness, the book often delivers the
experience of being able to follow the words on the page while never fully grasping their
meaning inits entirety. Countless riddles, plays on words, and volleys of allusion unfold in rapid
succession, immersing the reader in a torrent of fragmentary images.

As the artist Wada Mayuko has herself noted, her work has something of Ulysses about it. What
is ostensibly visible does not easily resolve into a stable image. The moment one tries to under-
stand it, meaning veers away in another direction.

The phrase “giving body to the image,” often used in discussions of Wada’s practice, may at first

seem like a tautological description of the act of making art. However, if we treat “image” and

“body” as separate concepts, this seemingly simple phrase immediately takes on a much larger

significance. The Japanese word katachi can apply to both two-dimensional and three-dimen-
sional forms, pointing to an ambiguity that gives rise to a question: what is it that we visually

perceive as a thing possessing form? What, in other words, is form itself?

Decomposition and Integration is a series in which Wada applies an acrylic medium as a ground
to transparent vinyl sheets, which she then draws on in pencil from both sides. The intent is that
each sheet be hung over a wire, like a futon hung to air it out, and as she draws in anticipation of
the sheet folding back on itself, subtle misalignments emerge where the two halves overlap.
Some works contain identifiable images, while others resist easy recognition. The now
translucent support undergoes a kind of doubling, first through the layering of acrylic medium
and vinyl, and then through the relationship between surface and depicted image. Even as it
serves as a support, the drawing surface itself emphasizes the gap between its own dual roles.
Here, the relationship between ground and figure is unfixed, and the layers of what is visible
fluctuate. This structure calls renewed attention to the conditions that underpin painting: the
support, the surface on which the image is rendered, and the autonomy of the image.

In Weight of Image, Wada imagines what a depicted image would become if it could peel away
fromits support and emerge into real space in purely visual form. It would be as if a character
printed on paper simply leapt off the page. Yet the moment it loses its support, a painting also
loses the conditions that make it a painting. If it could exist without any support, would it float in
midair? In reality, though, everything is subject to gravity. Just as a sculpture requires structural
conditions in order to stand on its own, an image stripped from its support also cannot maintain
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its form under pressure and gravity. Suspended from a single point on the ceiling, Wada's Ideals
of Painting cannot help but take on three-dimensional form within the venue. For the artist,
however, even this deviation and deformation are part of what painting can depict.

In Horse, the canvas appears to be loosely stretched over a wooden frame. In fact, primed
canvas has been fixed in place without ever fully conforming to the contours of the frame.
Propped against the wall, the work departs from painterly convention and invites a sculptural
reading. A horse is depicted on the surface, but the palette consists of near-identical whites,
making the image almost imperceptible from the front. Itis only when one stands to the side,

catching a shiftin the light across the surface, that the horse’s face emerges into view.

Almost visible, but not quite; almost within reach, but not quite. In a handout for the exhibition,
Wada writes, “Like the wandering rocks in Ulysses, | am trying to materialize each image—
moving simultaneously and independently—without adding any embellishments.” Joyce’s
stream of consciousness reveals thought that resists logical organization, fragmentarily juxta -
posed images, non-linear time, and wildly leaping associations. Wada’s works likewise seek to
give each image materiality as an independent mass, without binding them into a unified whole.

In the context of the art-historical discourse on figure and ground, Wada'’s project is not to bring
the image into the foreground, but rather to disrupt the relationship between the two. Her work
can be understood as installation or discussed in terms of bodily experience. Wada herself,
however, repeatedly says that she is “painting.” She has also said that “recent paintings are all
toovisible.”

What she means by “too visible” is not simply a matter of visual perceptibility. It points instead to
discomfort with a state in which composition and subject are immediately grasped, and the
image is resolved in terms of meaning. Wada does not make the image opaque to produce a
state of “invisibility.” Rather, she undermines the very act of seeing, making us pause and recon -
sider the ways of “reading” painting that we unconsciously take for granted.

In addressing the question of what conditions are necessary for a painting to maintain its form
as a painting, Wada deliberately chooses materials and states regarded as unsuited to the
medium. Line expands into plane, plane into space, the support is destabilized, and the image
resists resolution. Hers is a practice of retracing the very contours by which we perceive the
world as form.

OSHITA Yuji, Associate Curator, Nakanoshima Museum of Art, Osaka
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1985

2009

2011

2010
2011

2013
2014
2015
2016
2017
2018

2021

2010

2011

2012

2013

WADA Mayuko

Bornin Osaka, Japan

Lives and works in Osaka
Graduated from B.F.A.
Kyoto City University of Arts,
Department of Painting
Completed from M.F.A
Kyoto City University of Arts,
Department of Painting

Solo Exhibitions

Yacht study, Kodama Gallery, Kyoto

Painting of Drawing, Kodama Gallery, Kyoto

Frame for flame, Kodama Gallery | Shirokane, Tokyo
Facade, Kodama Gallery, Kyoto

Resolution and unification, Kodama Gallery, Kyoto
Hamlet, Kodama Gallery | Shirokane, Tokyo

My neighbor, Kodama Gallery | Shirokane, Tokyo
Built structures, Kodama Gallery | Shirokane, Tokyo
Built structures 2, Kodama Gallery | Tennoz, Tokyo
Leisure, Kodama Gallery | Shirokane, Tokyo
Wandering rocks, Kodama Gallery | Tennoz, Tokyo

Selected Group Exhibitions

ignore your perspective 10 2014 ignore your perspective 21
“Is next phase coming?,” Kodama Gallery, Kyoto “Study for Cynicalness,”

ignore your perspective 11 Kodama Gallery | Shirokane, Tokyo

Kodama Gallery | Shirokane, Tokyo 2015 among those intangible...,

As Long As Rainbow Lasts, Kyoto City University of Arts Art Gallery
Soka Art Center, Taipei @KCUA, Kyoto

ignore your perspective 13 2016 ignore your perspective 35

“THINKING ABOUT STRUCTURE,”
Kodama Gallery | Shirokane, Tokyo

“Ways to Be Hardcore,”

Kodama Gallery | Tennoz, Tokyo

TAMA VIVANT 11 2016: Art - Ambiguous Paradigm,
Tama Art University Art-Theque, Tokyo

ignore your perspective 14
“Square and Absurdity,”

Kodama Gallery | Shirokane, Tokyo 2017 gnore your perspective 37
Real Japanesque: The Unique World of “Sculpture 2 Tableau 2 Space,”

Japanese Contemporary Art, Kodama Gallery | Tennoz, Tokyo

The National Museum of Art, Osaka, Osaka 2018 Masterpieces of The National Museum of Art,
NEW PHASES in CONTEMPORARY PAINTING Osaka: Clues for Art Appreciation,

A Curator’s Message 2012, Fukuoka Prefectural Museum of Art, Fukuoka
Hyogo Prefectural Museum of Art, Hyogo 2025 Dessine-MoiUn Mouton - Draw Me a Sheep:

VOCA 2013 The Vision of Contemporary Art,
The Ueno Royal Museum, Tokyo

Why not live for Art? Il @KCUA, Kyoto
-9 collectors reveal their treasures,

Paintings for Outer Space,
Kyoto City University of Arts Art Gallery

Tokyo Opera City Art Gallery, Tokyo Public Collection
The National Museum of Art, Osaka
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Exhibition

Venue

Nakanoshima Museum of Art, Osaka

2F Multipurpose space

Dates

January 24 — February 23,2026

Organizers

Nakanoshima Museum of Art, Osaka,

The Kansai Osaka 21st Century Association

Supported by
RICHARD MILLE

Sponsorship

Suntory Holdings Ltd., ROHTO Pharmaceutical Co., Ltd.,
NIPPON TELEGRAPH AND TELEPHONE WEST CORPORATION,
DAIKIN INDUSTRIES, LTD., TANSEISHA Co., Ltd., mont-bell, Ltd.,
Express Co,, Ltd, Keihan Holdings Co,, Ltd.

Exhibition Support

TSUIKI Yuri

Transportation and

Katolec Corporation

Curator

OSHITA Yuiji, NAKAMURA Fumiko
(Nakanoshima Museum of Art, Osaka)

Public Relations and Promotion

YASE Hironori, TANAKA Yoko, OHARA Eiko,
HIRONO Masaki, KAMI Akiko

(The Kansai Osaka 21st Century Association),
YAMAMOTO Momoko, NAKAGAWA Emi
(Nakanoshima Museum of Art, Osaka)

Catalogue

Editors

OSHITA Yuji, NAKAMURA Fumiko

Design

ONISHI Masakazu

Text

OSHITA Yuiji (pp.1-2)

Translation

Christopher STEPHENS (Japanese/English: pp. 3-4)
Photo

MORIYA Yuki

Printed in Japan, by
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Date of Publication

March 31,2026
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Nakanoshima Museum of Art, Osaka
4-3-1,Nakanoshima, Kita-ku, Osaka City, JPN
Kansai Osaka 21st Century Association
Nakanoshima Center Building 29F, 6-2-27,
Nakanoshima, Kita-ku, Osaka City, JPN
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