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1. Felice [Lizzi] RIX-UENO, Wa// Paper,
1928 Ink on paper

Invited by her mentor at the Vienna School of
Arts and Crafts, Josef HOFFMAN, RIX-UENO entered
the Wiener Werkstdtte at the age of 24, where she
flourished as a designer of wal lpapers, textiles,
and other works. The wal Ipaper created during her
time at the Wiener Werkstdtte is a piece from the
second year of her |ife in Japan. Having come into
direct contact with Noh costumes and other
traditional Japanese designs after her arrival,
one can see the results of a fusion of cultures
in this work. Featuring bright colors, thin
flowing lines, and delicate floral motifs, it is
a piece brimming with RIX-UENO' s elegance and
charm.
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2. AKINO Fuku, Aainy Season, 1969
Japanese mineral pigment on cotton
canvas

AKINO was appointed as an associate professor at
Kyoto City Specialist School of Fine Arts in 1949
(which became Kyoto City University of Arts the
following year) and was engaged in training
younger artists in the Japanese painting
department while also pursuing her own artistic
practice energetically until 1974. In particular,
asignificant turning point in her career came in
1962 when, through the mediation of her colleague
Esoteric Buddhist art researcher SAWA Ryuken, she
spent a vyear as a visiting professor at
Visva-Bharati University (now Tagore
International University) in India. This
experience deeply influenced her artistic
direction, leading her to make frequent visits to
India thereafter. She developed a distinctive
style that boldly incorporated striking shades of
yellow and red, depicting the local people,
animals, and architecture. Rainy Season is a work
that captures the Indian monsoon. After a
storm-1ike strong wind rises from the east,
carrying dust into the air, torrential rain soaks
the land. Once the downpour passes, the sun
reappears, its radiant light filling the
atmosphere. This dramatic transformation of the
weather, along with the refreshing clarity it
brings, is vividly depicted in the painting.
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3. OGUSHI Sachiko, Untit/ed, 1997
Oil on canvas

OGUSHI completed the Western Painting program at
Kyoto City University of Arts in 1959 and was
appointed as an assistant that same year. In 1966,
she became a lecturer at the university and went
on to dedicate many years to nurturing future
generations as a faculty member. As she once said,
“The hope for the future that | share with my
students is the joy of my life,” * she valued the
exchange of sensibilities with her students,
emphasizing the creative process over the outcome.
She was also active inpresenting her works, which
are characterized by bright colors and flowing
curves. Her abstracted floral forms are
reminiscent of Georgia O Keeffe, often referred
to as the mother of American modernism
Unfortunately, she lost many of her works in the
Great Hanshin-Awaji Earthquake of 1995. However,
this particular piece is one of three works she
exhibited at the
university’ s 120th anniversary commemorative
exhibition in 2000

*"Kyoto City University of Arts Retirement
Commemorative  Exhibition: OGUSH I Sachiko
Exhibition” Leaflet, Kyoto Shijo Gallery, 1999

donated after being
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4. AKAMATSU Tamame, Conversation between
comets, 1986 Acrylic on canvas
coll.artist
This work is one of the pieces in a series that
AKAMATSU began after completing graduate school
in 1984, utilizing awhite canvas as a key element.
Created amidst her sense of discomfort in a
male-dominated society at the time, the painting

presents two seemingly opposing yet intricately
intertwined scenes: a woman who appears to be
swimming freely but, upon closer inspection, is
actually struggling to surface, and two men
dressed in black and white preparing to play
rock-paper-scissors. While these figures may
seem to be in opposition, the game-like element
adds a humorous touch, creating a narrative where
a sense of urgency and playfulness intersect. The
title is derived from a novel by INAGAKI| Taruho
Although it does not directly relate to the
content of the work, Taruho' s literature served

as a source of inspiration.
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5. AKAMATSU Tamame, 7he Sound of the Rainy
Season, 2000 Qil on canvas

At the center of the composition stands a figure
with ared-black face, slightly tilted and gazing
upward with a melancholic expression, as if lost
in thought. With both hands tucked into their
pockets, there is a sense of precariousness in
their stance, as if they are struggling to
maintain balance. To the left, a man holding a
bouquet approaches from behind, while on the
right, a woman rushes toward the figure. Yet, the
central figure seems either oblivious or
indifferent to their presence. A cocoon-like
barrier surrounding their face appears to both
shield them from the outside world and

simultaneously protect them. According to



AKAMATSU, this is a self-portrait created at the
age of 40, depicting a time when she had lost
confidence and was confronting feelings of
uncertainty. Standing still, she gazes at her own
vulnerability and the shifting landscape of her
emotions—a scene that can be seen as an inner
landscape in therain. The figure' s introspective
stance conveys both the anxiety of searching for
a path forward and, at the same time, a strong
determination to keep looking ahead, even amidst

confusion.
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6. SHIGEMATSU Ayumi, Bone Ear '94-17, 1994
Earthenware, colored slip decoration,
hand built coll.artist
The Bone Ear serieswas first introduced in 1991.
It emerged from a process in which the artist
abandoned idea sketches and instead explored
forms directly by kneading the clay with their
hands. The creation process begins with a small
maquette, which serves as the basis for shaping
the final piece. Before the clay dries, a layer
of colored slip is applied and polished with a
stone. After drying, the surface is further
polished with oil and a stone. The piece is then
fired at a low temperature, resulting in vibrant
colors and a glossy texture.
The organic curves and intricate forms of these

works contributed to opening anewera inceramics.

The title of the series is taken from a line in
a poem by TANIGAWA Shuntaro
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T. SHIGEMATSU Ayumi, Jomon Organ, 2023

Earthenware, Terra sigillata,

Hand built coll.artist

In 2008, the artist was deeply drawn to a smal

earring seen at the exhibition Jomon: Ancient
Forms and Designs at the Hyogo Museum of Ceramic
Art. Later, in 2015, a visit to the exhibition
Jomon and Contemporary Art at the Kyoto
University of the Arts Museum, as part of a themed
seminar course, became the catalyst for research
into the intricate and sophisticated forms of
Jomon pottery. After experiments such as creating
replicas, the Jomon series was officially
launched in 2015. The fluid and complex forms
evoke a connection to the primal expressions of
the Jomon period. In works that incorporate
internal spaces, the connection between the
inside and outside creates a sense of circulating
energy. The dynamic vitality emerging from these
organic, plant-like shapes is one of the series
most compelling features.
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8. HIROI Nobuko, 70 THE FOREST TWO -PAFPER
BEARS, 1991 Pigment, paper, wood

9. HIROI Nobuko, FAROM THE TOP -BRASS HAND,
1991 Pigment, brass, paper, wood

HIROI is known for creating both two-dimensional

and three-dimensional works, as well as

installations, using techniques such as weaving

braiding, sewing, and felting with a variety of

materials, includingwool, silk, and other fibers

In the early years, her work often featured
animals such as rabbits, sheep, wolves, and dogs

The pieces inthiscollectionare from that period,

specifically from the time she was working on her
Polar Bear series. HIROl encountered a massive
white and black taxidermy bear encased in glass
at Anchorage Airport. She was struck by its sheer
size and felt both the sacred presence of the bear
and the cruelty of humans. This experience became
the inspiration for the Polar Bear series. One of
the works features wire hands, an early example
of the motif of "hands,” which held special
significance for Hiroi, who deeply valued
craftsmanship. The gently outstretched hands
from above evoke a sense of salvation from
suffering or a call for peace.
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10. HIROI Nobuko, AEAD A BOOK, 2014

Silk, cutting, tying, weaving

coll.artist
Cutting, tying, and connecting threads. The
countless acts of time that flowed there and the

repeated actions. Not only the time and actions
HIROI herself has experienced, but also the
meticulous handwork passed down through the ages

the act of weaving, and the stories that emerge
from cutting, tying, and connecting threads all
over lap and resonate here. We can receive these
stories as if reading a book, savoring them, and

together with HIROI, we can drift toward the
distant realm of time.
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11. TANIZAWA Sawako, / Am Al/ of You, 2024
Acrylic on paper «coll.artist

TANIZAWA, who has presented works using ceramics
and paper cutting, shakes our preconceptions by
employing relatively simple and familiar
techniques. Branches extending from trees
trimmed into neat, round shapes spread widely
beyond the frame in all directions, reflecting a
desire to grow beyond the constraints that
surround them and reclaim their original form.
The striking red "NO” is a powerful word affirming
existence while resisting oppression in this
moment. |t serves as a positive symbol of the
importance of the voice of those placed in weaker
positions. Through the experience of wanting to
say "NO” but finding it difficult, TANIZAWA
realized that what people in socially vulnerable
positions need is the ability to say "NO.” "NO”
became a positive word for expressing one’ s voice
and power. This could be seen as TANIZAWA's
response to ONO Yoko's famous "YES.”
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12. TANIZAWA Sawako, Studies of Female
Figures_K. A. K, 2024
Acrylic on paper coll.artist

In recent years, TANIZAWA has been creating
works while drawing inspiration from past female
artists as mentors—figures of guidance and
emotional grounding—shining a light on the role
and representation of women. This piece
incorporates elements from Lakeside (1897) by
KURODA Seiki (1866-1924) and the distinctively
expressive eyes found in the portraits of ARIMA
Satoe (1893-1978), a Western-style painter from
Kagoshima.

ARIMA moved from Kagoshima to Tokyo, studied
under OKADA Saburosuke, and honed her skills at
the Hongo Western Painting Institute before
gaining attention for her numerous works. While
KURODA’ s portraits are highly esteemed and widely
recognized, ARIMA’ s artistic legacy remains
largely overlooked. What accounts for this
disparity? By cutting out and inverting the
female figure from Lakeside and layering it with
ARIMA’ s piercing gaze, TANIZAWA seems to be
attempting a reversal of values, questioning the
hierarchies embedded in art history.
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13. TANIZAWA Sawako, Studies of Female
Figures_K, 2024
Acrylic on paper coll.artist

This work references Portrait of a Lady (1929),

a painting by Japanese-style painter KITANO
Tsunetomi (1880-1947), who was active in Osaka
Originally created as an advertising poster for
Takashimaya, KITANO' s alluring artwork gained
immense popularity—to the extent that the
displayed posters were reportedly stolen.
Renowned for hisbijin-ga (portraits of beautiful
women), KITANO was not only a master of the genre
but also played a significant role in fostering
female artists, actively engaging in art
education through his own private school.
TANIZAWA, recognizing KITANO s progressive
stance, reinterprets the traditional bijin-ga,
transforming it into a new visual language. This
approach serves as both a reexamination of the
representation of women in art history and a
challenge to forge new possibilities for the
future.
% 11-13 Reference:  “Artwork Commentary” by
KISHIMOTO Kota (Window Display Related to the
Exhibition Takashimaya X Kyoto City University
of Arts: NEW VINTAGE 2.0, December 27, 2024 -
January 6, 2025)

On the occasion of TANIZAWA Sawako' s special
exhibition at Takashimaya Kyoto Store’ s
first-floor entrance window as part of the
Takashimaya X Kyoto City University of Arts

“NEW VINTAGE 2. 0" , HARADA Arisa has written the
following text (Three of the six works exhibited
at Takashimaya are on display in this
exhibition)

You are told to be as beautiful as a flower.
Yet | am delighted
that your tangled roots twist, stretch, and grow.

| am delighted
that the painted you flips figure and ground
and escapes beyond the frame.

| am delighted

that you and |, who have never met,

who are not close, who do not even know each
other’ s names,

drink the same water, let the same roots spread

| am delighted when your eyes meet the gazes

upon you—staring right back.

| am delighted that from a shape made neat,
your voice grows wild—twisting, unraveling
|ush.

HARADA Arisa

HARADA Arisa is a "Textlator” who creates texts,
illustrations, and textiles.Her published works
include the Nihon no Yabai Onna no Ko (Japan’ s
Dangerous Girls) series (Kashiwashobo/Kadokawa
Bunko), AHyakujohyakuyou: Women Seen in the
Streets (Naigai Publishing), Onna Tomodachi:
Stories Beginning with Girl Meets Gir/ (Daiwa
Shobo), Dame Janai n Janai n Janai (KADOKAWA), and
“Retsujo” no /sshou (Shogakukan), among others
She is currently writing essays and novels for
magazines and web media. Graduated fromKyoto City
University of Arts, Department of Painting (Oil
Painting), in 2009
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14. TOJINBARA Nozomi, Encounter / The Girl
Who Fell from the Sky, 2023
Oil on canvas coll.artist
TOJINBARA is known for his unique approach,
which involves studying classical Western
techniques and incorporating their methods, key
motifs, and styles into his own work while
blending themwith contemporary elements. Inthis
piece, a gender-neutral girl with flowing braided
hair is depicted descending from the sky. The
image evokes both the traditional representation
of the Virgin Mary cradling an infant and figures



from Japanese pop culture, such as magical girls
or Studio Ghibli heroines, creating a mysterious
and intriguing effect. The background mountains
reflect the tradition of Western landscape
painting, reminiscent of Baroque and Renaissance
styles. At the same time, the girl’ s pendant, the
shimmering light, and the depiction of a flower
garden resonate with the aesthetics of animation

exemplifying TOJINBARA’ s reimagining of the
painting tradition.
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15. Felice [Lizzi] RIX-UENO, Design for
Wall Decoration(2), c.1962
Colours, pencil on Japanese paper

16. Felice [Lizzi] RIX-UENO, Design for Wall
Decoration(3), c.1962
Colours, pencil on Japanese paper

17. Felice [Lizzi]l RIX-UENO, Design for Wall
Decoration(13), c. 1962
Colours, pencil on Japanese paper

18. Felice [Lizzi]l RIX-UENO, Design for Wall
Decoration(14), c.1962

Colours, pencil on Japanese paper

At the age of 70, RIX-UENO was responsible for
the mural decorations of the former restaurant
Actress, located in the basement of the Nippon
Life Hibiya Building and Nissay Theatre in Tokyo
(completed in 1963, designed by MURANO Togo).

That year also marked her retirement. After
painting a sample section of the mural herself,
she returned to Vienna, leaving Isaburo to
oversee the completion of the work with his
students. The restaurant’ s interior was adorned
with RIX-UENO’ s ceiling and wall paintings,
filled with botanical motifs that captivated
visitors with their lightness, freedom, and
brightness. This design was created for the mural
decoration and evokes the graceful and delicate

style characteristic of RIX-UENO’ s late works
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Correction of OGUSHI Sachiko’ s Biography

(Correct) Completed the specialized course in Western
painting at Kyoto City University of Arts

(Incorrect) Completed the graduate program in Western

painting at Kyoto City University of Arts
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Authored by : KASUYA Akiko Professor, Faculty
of Fine Arts



