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Takumi Kato continues his practice and presentations while examining the properties and uses of materials

and techniques centered on painting, together with their cultural and historical contexts.

Taking material-historical research across different periods and regions up to the present as a point of departure,
he applies these insights to contemporary practice, developing a body of work that reconsiders what it means for

humans to “make” and to “pass down” things.
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{Round and Round and Round)
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(Round and Round and Round)
EREL - BE - 72 ) MBS - BEM. X v R
Pigment, egg yolk, acrylic resin, gypsum,

and wood
200x900mm 2018
Photo : Takuya Oshima

Collection of Aichi Prefectural Art Museum

Using my own brushstroke—originally made with handmade
watercolor and characterized by moisture and elements of
chance—as the subject, I fix pigment directly onto the surface
and reconstruct it through egg tempera, a medium that allows
precise and minute control.

By employing a technique unsuited to thick application or
single-layer painting, I fix the resolution of observation
through the constraints of the medium. By reconsidering the
pressure embedded in the stroke, the overlapping movement
of the brush, its speed, and the moment it leaves the surface

—its behavior on the picture plane—I turn this reconsideration

of “painting” itself into the work.




{Macaroni)
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In {(Macaroni) , I take as my point of
departure the “macaroni” lines—traces
made by running fingers across rock
surfaces in prehistoric cave paintings
—positioned as one of the earliest
gestures of the human act of “drawing.”
Observing the marks made by smearing
plaster, I reconstruct them by gradually
placing fine pigment using the principles

of the fresco technique.

By attending to each gesture through
which “making” begins and translating
1t into present-day materials, I remain
conscious that the movements of our
bodies have continued unbroken from

prehistory to the present.
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BREL - RR. KMERIES - K
Pigment, stucco, resin, and wood
2400 x 1700mm

2019-2020

Photo : Norihiro Ueno

Collection of Aichi Prefectural Art Museum




"To Knead the Lights -Dialogue Between Painting and Science-, (2025)
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From 2023 to the present (2026), I have been collaborating
with Takeo Yamawaki, a researcher in cosmetics development,
color materials, and optics, conducting joint research on the
technologies, materials, methods, and cultural histories of
painting and cosmetic colorants.

In particular, we focus on so-called “pearlescent pigments,

“ used in the cosmetics field—materials that do not possess
inherent color but produce color and a shimmering effect
depending on the angle of light—and examine their use as
light-reflecting agents and their expressive potential in
painting. At the same time, by tracing the cultural history of
pearls prior to the development of modern pearlescent
pigments, as well as the histories of cosmetics and materials,
we continued our research sessions. In January-February 2025,
we organized and presented a large-scale exhibition at
BankART Station (Yokohama).

By retracing the histories of painting materials and cosmetics,
we clarified that in medieval to early modern Europe they were
closely related in origin.As a contemporary practice, the project
presented a model case for how artists and scientists might

collaborate in the future.



"To Knead the Lights -Dialogue Between Painting and Science-, (2025)
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Within the exhibition, Yamawaki and I presented
the process of advancing our thinking through the
reciprocal exchange of materials, accompanied by
physical reference materials. The exhibition included
documentary footage of fish-scale foil extraction
and pearl removal research, a booth where visitors
could observe pearlescent pigments under a
microscope, and a table where they could test
drawing tools—such as handmade crayons

Incorporating pearlescent pigments.

"To Knead the Lights

-Dialogue Between Painting and Science-,

Scenery

BankART Station (Yokohama, Japan)
2025

With: Takeo Yamawaki (Scientist)
Photo : Yuki Moriya




"To Knead the Lights -Dialogue Between Painting and Science-, (2025)

"To Knead the Lights
-Dialogue Between Painting and Science-

Scenery

BankART Station (Yokohama, Japan)
2025

With: Takeo Yamawaki (Scientist)
Photo : Yuki Moriya




(To paint (on the arm))
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{To paint (on the arm))
Bakl. RE. 72 Y BIE. REBAHANY Y L.
B, ®MH. A, BERE

Pigment, egg yolk, acrylic resin, chalk, animal skin glue,

linen, wood and lighting equipment
594 X 490mm
2025

A work combining a tempera painting based on cosmetic
application samples on skin with a lighting device equipped
with a magnifying lens.

On the painted surface, in addition to conventional pigments,
[ use colorless pearlescent pigments whose appearance
changes depending on the angle of light and the viewer’ s
perspective.

The work was produced in collaboration with Keita Ito, who
was responsible for lighting in the exhibition “To Knead the
Lights : Dialogue between Painting and Science” , and with

Takeo Yamawaki, who collaborated on the project.



(Enthusiasm, Reverence, Obedience, and Constancy)

(%18 | Enthusiasm). (&2 | Reverence).
{#5)E | Obedience). (&M | Constancy)
BBkl &, SAEH. LMh. —KEE. B, BEMH. AN

Pigment, egg yolk, rye flour, drying oil, gypsum, animal skin glue,

linen, and wood

& 1600 x 1300mm
2024

Photo : Yuki Moriya

(E1E. B%. B, 2@ Enthusiasm, Reverence,
Obedience, and Constancy) (4. 14-15 R OBRF =
V=) F vz pE LR EZILEVTER
DURRTERC—Er 6. TNENOSELZRROBIMEIC
HEzTRRBIEL7:T v RTIz S 2EREE

BEHROTTy 77 vRZ720TELC, o CBISBBESAL
ETEBINTIZAEREETRL LT URIEEL LS
AL, = EILZ BB ERZ T "T@BROLET
FBBRLCTV 5,

(Enthusiasm, Reverence, Obedience, and Constancy)

1s a series of tempera works that translates into
contemporary painting the respective virtues described
In a passage on the painter’ s attitude in a 14th—15th
century treatise on painting by Cennino Cennini.

In addition to traditional egg tempera, the works employ
other tempera techniques—such as those based primarily
on rye flour, once used for theatrical stage settings—
alongside contemporary materials including pearlescent
pigments, in order to reinterpret the “attitude of the

painter” for the present.



{One Colour Just Reflects Another)

{One Colour Just Reflects Another)

BE. 7727356 BR BT 22 -0 AH
Pigment, arabic gum, stucco, resin plaster, and wood

1500 X 3640mm | 2024-2025 | Photo : Yuki Moriya
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This work renders into painting the material history of calcium
and the relationship between human perception and light,

using a combination of fresco technique and pearlescent
pigments.

Motifs such as shells, pearls, geological strata, minerals, marine
organisms, and insects are layered with optical diagrams by the
10th—11th century mathematician Ibn al-Haytham, who
conducted research in optics. By applying the fresco technique
—whose process itself involves the transformation and formation
of calcium—in an expanded manner, I attempt to establish,

through painting, a narrative of objects and human beings.



(Painter’ s Desk)

(Painter’ s Desk)
ERRt. 9|, 77 Y wifhE. Jesmonite AC100.
—KBE. B. BERH. AN

Pigment, egg yolk, acrylic resin, Jesmonite AC300,
gypsum, animal skin glue, linen, and wood

450 x1200mm

2024

Photo : Yuki Moriya



(A Painter and a Scientist)

¢A Painter and a Scientist)
BBEL. =it NE. JAEH. FMh. oY EEE. B.

—KBEE. BMH. AM
Pigment, egg yolk, rye flour, drying oil, acrylic resin,

animal skin glue, gypsum, linen, and wood
1450 x 1120mm
2024



{Oyster)

BEl NE. 2%, KBAIvvve B, BRH. A

Pigment, egg yolk, gold leaf, chalk, animal skin glue, linen, and wood
410 % 320mm

2024



(fresh-water mussel)

(fresh-water mussel 01 (A& FavH4))

BERL R, RBANVYL B, BRAH. AM

Pigment, egg yolk, gold leaf, chalk, animal skin glue, linen, and wood
262 % 363mm

2024

(fresh-water mussel 02 (A& FaY#4))

EARL . BRE. RBALVY YL B, BRAH. A

Pigment, egg yolk, gold leaf, chalk, animal skin glue, linen, and wood
262 % 363mm

2024



{Limestone Cave)

2023 Er Lo LBHAR (BHFR. LHQBEEFESE | () (Limestone Cave 01)
BAED) LoRBLE. BERIETLALES. <— 8 Cto 0¥ | Rk S, BMA. B. WA vV Y b
BERIIBEEZLCRZGMED £68¥%. 7vaa, =V Ol NI N P |
HYRF4—2 (BB ZEERACBRBEIEE T2, B Oil Painting | Pigment, drying oil, linen, animal skin glue,
852 (o — VB IS b DR B e r o CRb NI AT gypsum, wood, copal resin, and dammar resin
4V b (AXNVTE) BREILZEEHABLTVS, 240 % 194mm

2025




{Limestone Cave)

Since beginning my collaboration in 2023 with Takeo Yamawaki
(color materials research and cosmetics development researcher,

Shiseido Co., Ltd.), I have continued to work with colorless

pearlescent pigments—materials that appear colored depending (Limestone Cave 02)
on the angle of light—while maintaining our ongoing relationship. W | Bk b, BRG. B, BB vy Y A
I employ them in combination with oil painting, fresco, and AM. a—~uBfs. &= vighs
encaustic (wax painting). Oil Painting | Pigment, drying oil, linen, animal skin glue,
When working in oil, I modify drying oils in accordance with the gypsum, wood, copal, and dammar
properties of the pearlescent pigments and also make use of 260 x 160mm

historically employed media (such as megilp) and thickening agents. 2025



(Fool’ s Gold)

This work was produced using pyrite discovered in my
neighborhood during the course of the research project with
the scientist as its motif.

For this mineral—once called “Fool” s Gold” because of its
gold-like luster—I employ the gold-ground technique of egg
tempera. While remaining conscious of the human endeavor to
imitate the brilliance of natural substances such as pearls and
gold, I render it into painting by combining gold leaf in the

background with pearlescent pigments and brass.

MREBELED T V22 FPITARMTHRIL-ESRILEEF— 712

H1E, Fool’ s Gold
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Pigment, egg yolk, gold leaf, chalk,
animal skin glue, linen, and wood
262 % 363mm

2024



{(Labradorite)
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(Shell Mound 01)

BB RWR. AM. 2 —vBfs. Xy < ovkihs
Fresco | Pigment, stucco, wood, copal, and dammar

259 X 337mm

2025

J VA2

My collaborations with researchers from different fields

continue even after the formal conclusion of each project.
Rather than treating interdisciplinary collaboration merely

as a source of materials or information for my own practice,

I maintain these relationships as partnerships in which we
exchange ways of thinking through making and move

forward together.

I also consider techniques and materials not only as means

or tools, but as mediators through which thought is exchanged

between myself and things as actual objects.
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Encoustic (wax painting)| Pigment, beeswax, dammar resin, drying oil, stucco,

resin plaster, animal skin glue, linen, and wood

236 x315mm

2024



{Shell Mound)

{Shell Mound 01)

W | B .

B, B FBRAH VY Y L
AWM a—ufis. &= Rk
Oil Painting | Pigment, drying oil,

linen. animal skin glue, gypsum,
wood, copal, and dammar
310X 224mm

2025
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Encoustic (wax painting)| Pigment, beeswax, dammar resin, drying oil, stucco,

{Shell Mound 02)

BB, B, KBRH VY L A 3 —igls. £ v = ovifE

resin plaster, animal skin glue, linen, and wood

228 X 944mm
2026



(Homemade Exterior Paints in the Northern Region of Finland : ‘Punamultamaali’
Survey and Its Usage as Painting technique)
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I stayed for approximately one month in Ii, northern Finland, to investigate
a locally used handmade paint known as punamultamaali, primarily
composed of rye flour and boiled linseed oil as binding media and applied
to wooden architecture in the region. The making of paint is regarded as
Talkoot (a Finnish term meaning mutual aid), and the practice of producing

1t by hand still remains within the community.

I position punamultamaali as a tempera technique in a broad sense. By
comparing it with related methods, such as wheat-flour tempera, I explore
its potential for use in painting. I documented paint-making recipes—
including applications to wooden supports for painting and methods of
combining 1t with other materials—and produced works based on this @ARTBREAK, Ii, Finland
research. 2023



{4000-year-old tree in peatland)
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This work takes as its motif a tree that had
remained submerged for approximately 4,000
years in a peatland (suo) in northern Finland.
In peatlands in cold regions, the decomposition
of organic matter does not readily progress,
and objects may be preserved as if in a natural
storage environment.

Using the structural framework of Finnish
wooden architecture as the support, I combine
the locally used outdoor paint ‘punamultamaali’
with an emulsion tempera made with rye flour.
The work overlays the living conditions of cold
climates with the formation of the tempera

technique.

(4000-year-old tree in peatland)

AM. B A E). . hE. B
Wood, pigment, rye flour, drying oil, egg yolk,
and animal skin glue

615x333mm

2023



{(Compost)

{Compost)

A BEL ZA T, b NER. B
Wood, pigment, rye flour, drying oil, egg yolk,
and animal skin glue

400 x 305mm

2023



{Lichen)

(Lichen)

A BEL ZAZH. Lib. NER. B
Wood, pigment, rye flour, drying oil, egg yolk,
and animal skin glue

300 x 400mm

2023



"Moving Meditation, (2024)
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This exhibition was structured on the basis of my production
experience in northern Finland during the summer of 2023.

The locally transmitted handmade paint Punamultamaali (red earth
paint) was reinterpreted within the context of tempera technique
and reconfigured as a tempera method using wheat- and rye-flour—
based emulsions.

In the exhibition space, wooden elements colored with
‘Punamultamaali” were installed as supporting structures. In
combination with these, I presented a group of paintings employing
multiple techniques, including kneaded tempera (an adaptation by
Kato of Yasuo Taguchi” s The Technique of Gold-Ground Tempera
Painting (1978]) and egg tempera.

"Moving Meditation, (Solo Show)

gallery N (& E )
2024
Photo : ToLoLo Studio



"Moving Meditation, (2024)

"Moving Meditation, (Solo Show)
gallery N (B & E )

2024

Photo : ToLoLo Studio




(To Face (on the wall))

Based on research into rock paintings such as those at Hossa
in Finland, this work was produced with a central concern for
“human beings looking at walls,” keeping in mind Bodhidharma” s

practice of wall-gazing (hekikan).

T4V 7V FRBOPLEDEREE Hossa Z EDRAEL L.
"TARBIZBE 2825, #PLOLTEALE LT, EED TBEE,
ATEICBVCHIMEL 72,

(To Face (on the wall))

R SRE. A XM, T, 72 Y vEls.
B. ZK6E. BMH. K#

Pigment, egg yolk, rye flour, dryling oil,

acrylic resin, animal skin glue, gypsum, linen, and wood
1820 % 1550mm
2024



{To Gaze (at the lake))

{To Gaze (at the lake))

BRL RE. 72 Y vBIls. ZKBE. B, BEMH. AN

Pigment, egg yolk, gold leaf, chalk, animal skin glue, linen, and wood
420 % 595mm

2023-2024



"To Do, (2022)

RBFEMELrSATLE D THE, cowTED L D ITBIRETF 52 With the question of how to reconsider the “jJudgment”
ERBAI, Ty 7T YRTEEBLIAFRHE EEM. FM) TIRE  inevitably involved in painting in mind, I developed a series
HEBHOHMENrLEZ LN B DIY M. AR "#<, wifT
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LB e DER ORI H ISR L 72,

of works using egg tempera.

Through my own practice of hand-grinding pigments to make
paint, I reflected on its DIY character. By observing the human
act of “drawing,” I engaged in introspection regarding my own

"To Do, (Solo Show)
aM 7uv=2s b 2022 "M ORE, actions. The works also indirectly refer to the pointillistic nature

(CBHEMEFEE - TEESTFRELB) of egg tempera and the independence of each individual
a M Project 2022 “Have something that defines my judgement”  prushstroke.

Curator: Machiko Chiba (Toyota Municipal Museum of Art)

gallery aM (Tokyo) | 2022 | Photo : Yuki Moriya



(To Declare (flag))

{To Declare (flag))
EBEl. RFE. 72 Y B, ZKEE. B. BRAH. A

Pigment, egg yolk, acrylic resin,gypsum, animal skin glue,

linen,and wood

450 % 1045mm

2022

Photo : Yuki Moriya




{To Paint (barbed wire) 01)

{To Paint (barbed wire) 01)
BBEl. 9RFE. 72 Y wviEps.
ZKBE. B. BRH. A

Pigment, egg yolk, acrylic resin,

gypsum, animal skin glue, linen,
and wood

600 x 900mm

2022

Photo : Yuki Moriya



(To Play (octopus) #02)

(To Play (octopus) #02)

R SPE. 72 ) MBS, —KBE.

B, BMMH. A

Pigment, egg yolk, gold leaf, chalk, animal skin glue, linen, and wood
900 % 600mm

2022

Photo : Yuki Moriya




{To Paint (fire))

{To Paint (fire))

BERL. RE. 72 YRS, ZKBEE. B. k. A

Pigment, egg yolk, gold leaf, chalk, animal skin glue, linen, and wood
502 % 338mm

2022



(2021)

"Quarry
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I peel away and observe the traces left by fingers and by the dragging movement of a brush. When we encounter fossilized

traces formed by the movement of living organisms millions of years ago—preserved in rock in their original form—humans

seem to sense the presence of life within them. The observation of such traces left by the movement of some being becomes

both the motivation and the method for painting.

gallery N (2EE ) CTO@E "Quarry, Tid. EIKR oM
DERICBRRE[A S TR INBEAR BDHIALND
WEZL EEBFRRIC LRI REK, ERERICIBRIL LXK
HRERBILAA v F V7L, BREBICEVCTIRER AT
WAREBEL LA HECPENORBERRI L2 v RE Vv
—vavEERL

gallery N (Nagoya)
2021
Photo : ToLoLo Studio

(From the statement for “Quarry” )

In the solo exhibition “Quarry” at gallery N (Nagoya), I
presented a series of works inspired by trace fossils found in
geological strata, petrified wood formed over long periods of
time, and the exposed layers visible in quarries. In the
exhibition space, normal light and ultraviolet light were
alternately switched, creating an installation that moved back
and forth between visible and invisible light, evoking the

memory of strata and pigments within the space.



(Cave | Tanigumi, Mummification)

Taking as its motif the sokushinbutsu (self-mummified monk) enshrined
at Yokokura-ji Temple in Tanigumi, Ibigawa Town, Gifu Prefecture, this
work overlays the state of the body of the monk—who entered the hall
and attempted to transform his own body into matter—with the state of
the painter’ s body,

which materializes its own gestures through materials such as pigments.

e QIFENGTSR, ERFICREINDIGLEEF -7, B

CEIAIYBNL AL 2B LOFRDEI S L. REL LD

BitdoCBODBIR) ¢VWELT 28ROFHRDH I T ¢E LT
BAE L 72,

{Cave | Tanigumi, Mummification)

BEL HE A v KMEHEEE (Jesmonite AC100). A4

Pigment, casein, Jesmonite AC100, and wood

910 x880mm | 2021

(T)EAMRTCoRER

(below) Installation view under ultraviolet light

gallery N /Nagoya | Photo : ToLoLo Studio



(Fossilised Scenery #04)

(Fossilised Scenery #04)

Brl H€A v 72 Y g (Paraloid B72).

KRS (Jesmonite AC100). A#4

Pigment, casein, acrylic resin (Paraloid B72), Jesmonite AC100, and wood
268 % 390mm

2021




(Soil layer)
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In this work, I take as my motif stratigraphic
peel samples collected in archaeological
investigations. Horizontal brush marks,
applied improvisationally onto a smooth
surface, are peeled away using a
water-based resin. Pigments are then
placed again along the traces left by this
removal.

From the lower part of the surface upward,
I use pigments in chronological order—
pigments historically used earlier at the
bottom and pigments historically used later
toward the top.

By reconstructing the overlapping brush
marks, I attempt to recreate a stratigraphy
through pigments, incorporating the history

of pigments into the picture plane.

{Soil layer)

BEl. b4 v, 72 Y s (Paraloid
B-72). XKM#B§ (Jesmonite AC100).
A 7 it

Pigment, casein, acrylic resin (Paraloid B72), Jesmonite AC100, wood, and aluminium

1200 x 350mm
2021



(Dialogue)

(Dialogue)

BRE} - IRR. RIS - AR

Pigment, stucco, Jesmonite AC730, and wood
1550 X 740mm 1720 X 680mm

Solo Show "Re-tounch,

the three konohana (KR™)

2021

Photo : Tomoya Hasegawa




(Dialogue) (detail)

(Dialogue)

EA¥t. R, Jesmonite AC730. K41
Pigment, stucco, Jesmonite AC730, and wood
1550 % 740/1720 x 780 mm

2021

Photo: Tomoya Hasegawa




(Study / Noli me tangere (B.A))

N7 b+ 7vYz Y a (Nolimetangere) ¥4 ~— a2 L7z An oil painting painted as an homage to Noli me tangere by

BEAER. BFEY v v=Yav7  Fvy—DEHE Fic Fra Angelico.

enzs: /) - A R2vs vy (2006) RIS, BREREML With Jean-Luc Nancy’ s book Noli me tangere: On the

ATt onsd  fMnZzw, EW)IETBEEEEL L6, Raising of the Body (2006) in mind, the work reconsiders

REEM IS 258 L BMORBBE LR O R - 72, the theme of “touching / not touching” under the spread
of infectious disease and addresses the question of

A{EIL. Yoshimi Arts & the three konohana O @@ & L distance and contact in visual art.

TEEaINn/:. COVID-19RITTILHE 2 RLFERNBDEOA This work was exhibited in “Online / Contactless,” a fully

v 74 vRESR "Online/ Contactless, =B B, non-face-to-face online exhibition held during the

COVID-19 pandemic, organized jointly by Yoshimi Arts
Study / Noli me tangere (B.A) and the three konohana.
BREL Md. BY. <A F v IBIE. X v v x
Pigment, drying oil, beeswax, mastic resin on canvas
242 X333 mm
2020




{Macaroni #01) , {Macaroni #06)

{Macaroni #01)

Pigment, stucco, shell powder, ceramic powder, FRP, and wood
BAkL BB, HIER. £ 7 v 2y & — FRP. &AM

2019

{Macaroni #06)

Pigment, stucco, shell powder, ceramic powder, FRP, and wood
AR RR. HIER. €7 Iy v L — FRP. A#

2019



Installation View “Macaronm”

Installation View “Grafting” / # ¥ K (Group Show)
@Art Space & Cafe Barrack /Aichi Pref.
2019




(Macaroni #31) , {Macaroni #32)

{Macaroni #31)

EBRL. SRR, HIER. £7 I v 7Y X —_ Jesmonite AC100. A#4

Pigment, stucco, shell powder, ceramic powder, Jesmonite AC100, and wood
2019

(Macaroni #32)

BARL R, HYER. £7 1 v 229 X —_ Jesmonite AC100. K47
Pigment, stucco, shell powder, ceramic powder, Jesmonite AC100, and wood
2019



Installation View “Macaron”

Installation View “Grafting” / # ¥ K (Group Show)
@naebono art studio /Sapporo
2019




Installation View “Macaronm”

Installation View “Re-touch” (Solo Show)

the three konohana
2021

Photo: Tomoya Hasegawa




"TIMELINE — Multiple Measures to Touch TIME —, (2019)

24674y BREIMNZTDDN2hDEE CTld. BERPHMEIEDL2 £/ 13202 BWREETH CREZLL
AOHEFT 22 LT "PHORGBEE, (F=—Yr - TI7vT 4 EEDRSE, IMEFERER. =t 2005 F. pp. 118-138)
DEZESABLEPGCEREMIcLET2RFLEBHE. ¢ LT KRB, o0 TWIR-7:. REEBEL - BO026)KEHRTEE
MERLIZDOL, AVAL=—T— EMRER. 2T 4 AL -2 CRTEERARBL. BERLUFA»LRERORIE (R4
ARZREIEWEE. 2019 F), BRERBRDO7 —HA 73Tt —Tuv=s L LTEBLT,

In “'TIMELINE — Multiple Measures to Touch TIME - , I addressed the questions of conservation, restoration, and “time” in
contemporary art by producing works while recording, in real time, information related to the “things” involved in exhibitions and
artistic production. In doing so, I referred to the concept of “preventive conservation” (Cesare Brandi, Theory of Restoration,
supervised in Japanese translation by Shigetoshi Osano, Sangen-sha, 2008, pp.118-138).

After jointly developing the project with the conservator Kaori Taguchi, we organized an executive committee that included an
installer, an art historian, and a coordinator. The project was operated as a continuous process encompassing the period before

the exhibition, the exhibition itself (Kyoto University Museum, 2019), and the subsequent archiving.

The Kyoto University Museum | 2019
Photo : Yuki Moriya

http://artandarchive.com/timeline/



{To Rub #04) , {To Descrive” To Rub #04")

(24 L74y ~BRIBNEIZHDN220DhHE) Tld., "ToRub (L3 Do), #BEAEOHEEILL
WTELN B *ACTBERL. BB1tL7, 270 TOEROBRITRKODENMNEEE 2 J4ESH & L THE L.
ABDOBTHBERZZVEN-EH. JlokkE@rIb tF L ) Lidar:,

In TIMELINE — Multiple Measures to Touch TIME, I reconstructed the gesture of “To Rub” (the act of rubbing) using a
resin employed for inpainting in conservation practice, and rendered it into painting.
In addition, a life-size ultraviolet photograph of the work was presented as a separate piece. Through this, I attempted to

bring forth another painting composed of hidden brushstrokes that are normally invisible to the human eye.

(left) (To Describe” To Rub #04") (right) {To Rub #04)

42 Izy bTY) vk BE - 7T e B 72 ) viEE - BFM. X v N2
Inkjet print Pigment, aldehyde resin, acrylic resin, chalk, animal skin glue,
440 X 364mm andwood

2019 440 % 364mm

Collection of Aichi Prefectural Art Museum 2018

Collection of Aichi Prefectural Art Museum



{To Describe “ To Rub #04")

(To Describe “ To Rub #04")

BHRBEE, AV V=29V TY Vb, ToRZIEH—F
Ultraviolet photography, inkjet print, and gross lamination
440 % 364mm

2019

R0 R EAMTEER




(To Rub #04)

{To Describe “ To Rub #04")

B 7T e Rl 8. T ULBHE. BE. B. A

Pigment, aldehyde resin (81), acrylic resin, chalk, animail skin glue, and wood
440 % 364mm

2018

B RIRSETER




{Pic- Cells)

SHEER F BRI X/ v — 7 TR RBE LM ITRE S
€5, $7:. ALKE-*ELBEROEREIBE R /-2 Tu—%
B L. TE~vy VIt o CRGBBHRICB 22 2,
—EDTu bR 5 LEFNILTAVREV—Ya Y REBT 5,
—&p "Bi Mz, s oT. BB bD (£ IF) LEHD
FERILI-TEEZEZTCRBEING SO LDBRERL. £ELRE
s 245K

Watercolors made with classical pigments are exposed to xenon arc
light and gradually faded in stages. In parallel, a tableau is produced
in which the same watercolor image 1s replaced with modern
heavy-metal pigments, and the image is converted into RGB data
through elemental mapping.

An installation presents these processes side by side.

Through this series of “substitutions,” the work attempts to show the
relationship between what is lost (the original) and what is preserved

through multiple transformations, making their transitions visible.

{Pic- Cells)

JLE~vy Ev7 - RGB 6@ %.
A2y bTY Vb, ZuRTIA—F
1250 X 500mm

Bk (kE7. £22 BM. HE A7 4 3)
7 72EFP I A,

X+ / v 7 —2fTX8E (20h,40h,60h,80h,100h)
KFH (Waterford). CDR

BR. a7 e FEIS (81). EMM.
ZKBE. RB. &A#1
WBhBARUEKRY) AT /-2
ARBBI (zvy=7)

24 L74Y BREILMNZ7:DDN 20DEE)
RERFEYEE

2019

R - FRERE



{Pic- Cells)

(Pic- Cells)

250 % 500mm X 5 (Total:1250x500mm)

Element mapping, RGB image, inkjet print,

gross lamination |

pigment(Sepia,bista,dragon's blood, gamboge, indigo),
arabic gum,

xenon arc lamp (20h, 40h, 60h, 80h, 100h),

and paper(Waterford)

Cooperation : HORIBA Ltd., Kenji Kubota (Engineer)

"TIMELINE Multiple Measures to touch TIME,
Kyoto Uninversity Museum

2019

Photo : Yuki Morya



(To Paint (heavy metal) / To Describe “To Paint (heavy metal))

(left): To Describe “To Paint (heavy metal) / ” To Paint (heavy metal)” % 3525%3 3
THERyEVIRGB@®. A v Y=zy bV Vb TuRTIIA—b 2Ky $HE
Element mapping, RGBimage, inkjet print, gross lamination, carbon, and pencil

440 %X 364mm

Wwh: BT/ V—ER,  ARBRI (zvy=7)

Cooperation : HORIBA Ltd., Kenji Kubota (Engineer)

(right): To Paint (heavy metal)

Bkl 7T e FEIRE (8l) . 72 Y viBiBE. KBEH vy v L. REB. K

Pigment, aldehyde resin (81) , acrylic resin, chalk, rabbit skin glue, linen and wood

440 X 364mm




(To Paint (heavy metal))

{To Paint (heavy metal))
EBEL. ZoT e R8s (8Bl), 72 Y vidis. B8R, REB. K#

Pigment, aldehyde resin (81) , acrylic resin, chalk, rabbit skin glue, linen and wood
440 x 364mm
2018




{To Paint #02 ) / { To Describe “To Paint #02")

(left) {To Describe “To Paint #02") / (“To Paint #02” %53 %)
NILEXEE

Edited oblique light photo

440 % 364mm

(right) (To Paint #02)

BERl, 7T e FEIBE (8l). 727 Y viEiBE. B8R, RB. AHM
Pigment, aldehyde resin (81) , acrylic resin, chalk,

rabbit skin glue, and wood
440 x 364mm



(To Paint #02)

L .
1k TR ("%}
!’- TN

: AL - I
l|" _ TLIk: 2V g 'S ’
i\ kﬂl 141 F S5 =Sy s :

(To Paint #02)

BEL 77 e FEIfE (81). ZKBE. RB. AN
Pigment, aldehyde resin (81) , acrylic resin, chalk,
rabbit skin glue, and wood

440 X 364mm

2018




Installation View / Kyoto Art Center (2018)
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“New Mutaion” (Group Show)
=ML 2 —

Kyoto Art Center

2018

R | A&

Photo: Takuya Oshima




Installation View / Kyoto Art Center (2018)

=a—3fa—F—vav—%F- & %t

“New Mutaion” (Group Show)
RPEM €~ 2 —

Kyoto Art Center

2018

R A&

Photo: Takuya Oshima




{Stroke #01)

{Stroke #02)

(Stroke #01)
K- 0k - 77 Y vBIlE - BEH. X v R
Pigment, egg yolk, acrylic resin, gypsum, linen, a
nimal skin glue, and wood

200x1820mm
2018
R | TEEE

{Stroke #02)
EREL - RE - 72 ) MBS - BEM. X v R
Pigment, egg yolk, acrylic resin, gypsum, linen, a
nimal skin glue, and wood

200x1820mm
2018
w2 TERE



(Ladder #01, #02")

left: (Ladder #01) / right: {(Ladder #02)

BRL &, e, 72 Y vBIE. ) e ) v
ZKEB. RB. BFRMH. AN

Pigment, egg yolk, drying oil, acrylic resin, glycerin,
gypsum, rabbit skin glue, linen and wood

1830 % 200 mm (each)

2018

Photo: Takuya Oshima




{Slitted Brush Stroke)
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i (Slitted Brush Stroke)
EREL ORE. M. 72 ) BfE. ) e v
—XKBEE. RB. BFH. MDF

Pigment, egg yolk, drying oil, acrylic resin,

gypsum, rabbit skin glue, linen and MDF
900 % 3240 mm

@the three konohana/ Osaka

2018

Photo: Tomoya Hasegawa



"Clock Works, (2017)
S

ARCH. BEOKERECHINIEMRE, Ty /7 VRILERLD p

EEFEEAVCCBBELEEY ) —X BB, "clock (35) =858
512, LVvOEREX v P, HET o e 2R EM0BRER %

TR T 2 ERMER F ATz,

RANVROFBEREE. EBICHLCEBEILRBAINTEK ). LBEXD
72T, BB I HEoRE, A0, Bkt o ®
BEHRLIBBTRE & & 2 BRRET 21T - 72,

Hh¥ T, KOBRDIBEMRBERIBIALTBRI~Y v PROER D
Eél. RBOVENRE & IR1L - ST 2 RIBEBEL TR L 72,

In this exhibition, I presented a series of paintings in which brushstrokes
originally painted with handmade watercolor were reconstructed using
different methods of fixation, including egg tempera.

Using the concept of “clock” (as a verb, meaning to measure time) as a key
idea, the exhibition attempted to make visible the passage of time involved
in the production process and in the materials themselves. The panel-like
works were installed perpendicular to the wall, allowing viewers to observe
not only the painted surfaces but also notes written on the reverse sides,
including the types of materials used, dates of use, and pigment ratios.

In addition, I exhibited works resembling display maquettes in which
information about the materials was directly inscribed onto the painting
surfaces, presenting a compositional approach that visualizes and places "Clock Works, (Solo show)

on equal footing the material aspects of painting. @GALLERY MIKAWAYA/ Aich Pref.




"Clock Works, (2017)

"Clock Works, (Solo show)
@GALLERY MIKAWAYA/ Aich Pref.




"ARRAY, (2016)

MORERRETHIC L., KEKREILL 2850ER L EEMOFBLEBIIT vy /T VYRITEBEBLEET L D ILH
B L CWC(ERBELTERL

ESY A4 14 300X 300mm. 100% 100mm. 600mm X 20mm @ 322 —v &AL L. ¥v 7 ) —BEo2ROMBIILK
LCEMEREWFIREBET 2L T, —BRIVALILEZ AL EEH > CRER2DHT 2 4 ) 1cBE (=ARRAY)
T5ZLT. BHOBRBOH IS EX v 7Y —CORTREILNETNICBES 25FRE + FE T 2 BB L L7

Based on research into painting techniques, this exhibition presented a series of works in which my own brushstrokes—originally
made with watercolor—were reconstructed by placing pigment anew in egg tempera onto a smooth gesso ground.

The works followed three standard formats—300 *x 300 mm, 100 X 100 mm, and 600 x 20 mm. Each piece was evenly
distributed in relation to the total length of the gallery wall, resulting in an arrangement in which the works appeared random at
first glance yet followed an underlying rule. By arranging them in this manner (= ARRAY), the exhibition suggested a shared
attitude toward making that underlies both the placement of pigments within the paintings and the spatial arrangement of works

within the gallery.

"ARRAY, (Solo Show)

@the three konohana / Osaka
2016

Photo: Tomoya Hasegawa




"ARRAY, (2016)

ARRAY (Solo Show)
@the three konohana / Osaka
2016

Photo: Tomoya Hasegawa




{300 x 300 (Cruler))

(300 %300 (Cruler))
BEL ', 727 Y vBIls. ZKBE. B, BERH. AN
Pigment, egg yolk, acrylic resin,

gypsum, rabbit skin glue, linen, and wood
300x300 mm
2016



{300 x 300 (To Paint))

{300 % 300 (To Paint))
ERRL. BRE. 72 ) MBS, ZKBE. B. BAG. AH

Pigment, egg yolk, acrylic resin,

gypsum, rabbit skin glue, linen, and wood
300x300 mm
2016



"Reminder for Making Methods, (2015)

2015 EE, WEHENR "RR -OROEMB 4L 65 L 2015, Itz VP ¥arv—%2—/1ERELTEFH L/
ZREBERHSHATOEELHEEZEYHRBEHE 2T, BEALLTCWBH Ty A BXIH, L. EHEOBELERLTV2HD
DM NERL L COW8FF "PHETR, CRBOBHOTHBEHIF 4 AN, EHEOLTEZOP 4 2EMBABEIT 5T
RERFBREL,

Bz, <, "SU MEU, LVWORDROEBIELEL A EE EE LRABIENT T4 A bLotERELEEREHLE
AL, 7z L7:b0ETFTODH D &) 2 EHMOLZTALLTAET Z L rhbwE L7 (fl EBEHREK "8Iz, 0B H#<,. =06
BK "SmU,. HEEK MEC),

DOEEIL Y, FEFTILBERIII v ST YR L EHMBLERITL o THIBI LT BY, tHBRLETERELTRA

I2Ee L7z,

In 2015, I participated as both an area curator and an artist in the regional art festival “Hanart: Nara Machiya Art Festival 2015.”
In the Important Preservation District for Groups of Traditional Buildings in Imai-cho, Kashihara City, Nara Prefecture, we
worked continuously—with the cooperation of local residents—on two sites: the so-called former Tone Rice Milling Factory,
which had been used as a warehouse, and the so-called Nakano Machiya, which still retained its traditional structure but had
partially deteriorated into a vacant house with newly added materials peeling away. An exhibition was constructed as a route
connecting these two locations within the traditional townscape.

The project reinterpreted minimal actions—"carving,” “painting,” “reading,” and “dwelling“—as methods of making, or saho
(modes of practice), and sought to reconsider our ways of living by relating these actions to the actual practices of the
participating artists within the traditional town environment (e.g., Shinya Aota: “carving” ; Kato: “painting” ; Atsushi Miyata:
“reading” ; Kei Murakami: “dwelling” ).

In my own contribution, taking “painting” as the motif, I installed a series of works within the machiya in which gestures of

painting were reconsidered through finely controlled brushwork in egg tempera on a gesso ground.

"Prefectural Art Festival HANARART 2015 ,

‘Nakano traditional house and Former “To-ne’ Rice Factory, Imai-cho (Kashihara, Nara)




EED=HDY =4 &, (2015)

< Artists >
AQOTA Shinya

KATO Takumi (Artsit/ Curator)
MIYATA Atsushi "Prefectural Art Festival HANARART 2015 ,

MURAKAMI Satoshi ‘Nakano traditional house and Former ‘To-ne’ Rice Factory, Imai-cho (Kashihara, Nara)




EED=HDY =4 &, (2015)

Workshop and communal hot pot gathering at the Nakano traditional house
"Prefectural Art Festival HANARART 2015 |

‘Nakano traditional house and Former ‘To-ne’ Rice Factory, Imai-cho (Kashihara, Nara)




Tslands, (2013)

I

(Emnnnnnmn ,
QG
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iyl
UL LW

vy #HR—=w "INSTINC, TOH1 s BD7 =T 4 A+ AV VITVRAPIZR,

REME CORBMENEREBE L L0, Yy R—wEBAPHBIH S "HEMFITHE T3 I2a=r—vavoiEy, %
B LEE - V) —F 8B LB Tay 22 bA, MMCTXav—vavZavz2 MtBRALKLILETERL,
YD FATUMEDT TS H VERRBRD 3PER Y / N— ¥ 3 ¥ 2 — & The Lorong 21A Shophouse Series #13 # &
B, YYDR—NVBRMT — T 4 R PIZFO T OB, ANV Y IRV AERLSH L7, BOIDIERBERORZE
K2 lazb—vavEfThd, TELRUMARIC "TCZRBRLAVER L IPILBRT S (ZF—T 42 RE0BEETL
T, JEEEBEZ. BODAVARIYa VIZHLTAAT 5L ) ITHBEOEREENZ 52 LT "NEHL, BRERT1E- 72,
LT, EERREZ0RMBHETHL S A 7 VR oME Iy T, YH~REMMEL L7,

This project was carried out during an approximately one-month artist-in-residence at INSTINC in Singapore.

While considering how painting materials might be operated in a tropical environment, I conducted research and production

centered on the question of “differences in communication within archipelagic regions,” a condition shared by Singapore and

Japan. The project was realized when my research developed into a curatorial project at the residency site.

The exhibition took place at The Lorong 21 A Shophouse Series #13, a three-story renovated Peranakan-style building in the

Geylang district of Singapore. In addition to myself, four Singaporean artists participated after being invited locally.

During installation, I asked the artists not to communicate with one another and to place their works purely where they felt they

should be exhibited, without coordinating with the others. By adding my own works so as to intervene in their individual

compositions, I constructed an “archipelagic” exhibition structure.

The exhibition schedule was held from evening into night, reflecting the character of Geylang as a government-requlated

red-light district.

@The Lorong 24A Shophouse Series #13/ Singapore
Special Thanks: Pocket Project
INSTINC



Islands; (2013)

< Artists>

Ezekiel Wong Kel Win

Khairullah Rahim

Michy Witchy @The Lorong 24A Shophouse Series #13/ Singapore
Ruyi Wong Special Thanks: Pocket Project

Takumi Kato (Artist / Curator) INSTINC



"Islands,; (2013)

A
SN

Ai:

=<

DOBEL Y Yy IR - BIEER (Bugis) TOSTHEPESY F—ARRORAE. vV IR-—WELOHE 7 2O REBEMORE R
ETIRMEBT -2, M (v -3t PEZRIMOBMRL LTOIRETHHELTCH 70 %E) sAVTCIZA AT 4
78 oic@B (Moving Islands) ¥ ) — XL &+ HEKR L,

17:. REATHEBERFEE 74 ) EVBTRKUBEHIBBEIN/-BZE (L5 B2EHS) 020Xk LEHOMEEER (B4
RBE) ¢RBATRIAFY s —BEL, MLV EIBAL[A»ATESZ L) & "EEILBELTbLIibrE/ 2B L,
DFPATYTATA5BRLBREBRER B LTRSS L 7.

For this exhibition, I presented a group of mixed-media paintings, including the Moving Islands series, using map data and
materials gathered through research conducted at the National Library of Singapore (Bugis)—such as investigations into historical
maps and military sonar maps—as well as research into local folk beliefs on Kusu Island, a nearby offshore island of Singapore.
The maternials included sand that had been blessed during a prayer ritual on Kusu Island, a site where Malay and Chinese cultural
traditions intersect.

In addition, the exhibition space included a slideshow projection of aerial photographs (Ministry of Land, Infrastructure, Transport
and Tourism, Japan) documenting the daily volcanic activity of Nishinoshima (then referred to as Nishinoshima-Shintou), which
was being widely reported at the time in the Pacific/Philippine Sea. Through this presentation, the exhibition examined the

parallel between “something emerging from nothing” and the identity of those of us who live within archipelagos and create things.

@The Lorong 24A Shophouse Series #13/ Singapore
Special Thanks: Pocket Project
INSTINC



"Tslands, (2013)

@The Lorong 24A Shophouse Series #13/ Singapore
Special Thanks: Pocket Project
INSTINC



(A Stone Buddhist Image)

T “"«4-"\ B oot e s T I P, - . -
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A

RROBOULRBMAILH 202 EF— 712, BREREF - 2B HEM L THIE,
BWEBNAATLZFRE=—FVvCRI I v F L. Fu—A VT4 v 8BDAE ¢
DEWEFA Y TBENLLBMIBRCILET, A VIBRZ Ty FLIEILI VR LIZES,
IVHAVAT4—2 (BE) ¢BEI 2 LTELFu—A VI hE
A Stone Buddhist Image)

This work was produced using a technique involving beeswax and heat, taking as its AH Hva BH
motif a stone Buddhist image located in the Kasugayama Primeval Forest in Nara. Fe—A>vr4v2
A support coated with beeswax 1is scratched with a needle, after which drawing ink is Wood, canvas, beeswax,
rubbed into the surface. The beeswax 1s then melted and removed with an iron, leaving and drawing ink
the ink randomly within the scratched grooves. 530 % 455mm

This drawing method emerged from a reconsideration of encaustic (wax painting). 2011



(STUDY “Beeswax Printings”)

(ZzL£) &b

(L) 8%

(P AmA

(top left) cemetery

(top right) lily

(bottom) driftwood

M. B, Fe—Avr4q4v7
Paper, beeswax, and drawing ink

2011



{Architecture)

BROBECKX %7 ) —AR—ZAFTRELI-RRPELLEXEBFOF — + 2
R—2 "BIFE7 - b AR—Z, ITTER,

Xv 7Y —DR—BILAMEEHE, T i@ T L DB Ea—T 4
VI F B ETCREFEIFFIIRIC. ERAEEF— 7L 77 VR
1 43R &.

This work was exhibited at Youkobo Art Space in Zenpukuji, Suginami
Ward, Tokyo, where the gallery space had been renovated following the
earthquake.

Flooring material was laid across the entire gallery floor and coated with
paint in a manner similar to a painting ground, treating the whole space
as a support. Within this setting, fresco works using the interior space

itself as the motif were installed.

(Architecture)

R SRR, M. B, AN

Pigment, stucco, rabbit skin glue, linen, and wood
1940 x 2520mm

2011



{(lcm weed and a giant)

. N N s {1lcm weed and a giant)
Wlem oME s+ F— 712, 020080y A AL L2672 R R S, TR, A

e & BU1E.

Pigment, stucco, drying oil, linen, and wood
Taking a weed of approximately 1 cm as the motif, I produced a fresco 2520 % 1940mm
work by enlarging it to roughly 200 times its original size. 2009



{2 touches)

{2 touches)

R BE. 727 Y vigls. ZKBE. B, BRH. &AM
Pigment, egg yolk, gypsum, rabbit skin glue, linen, and wood
270 % 352mm

2010



Ccv

1984 Born in Nagoya, Japan

Education
2010 B.A., Osaka University of Arts
Solo Exhibitions
2025 To Knead the Lights — From a Dialogue Between Painting and Science, BankART Station,
Yokohama, Japan
Collaborative project with Takeo Yamawaki (Researcher in Color Materials, Optics, and Cosmetic
Development)
Shadow Works, the three konohana, Osaka, Japan
2024  Moving Meditation, gallery N, Nagoya, Japan
Enthusiasm, Reverence, Obedience, and Constancy, the three konohana, Osaka, Japan
2023  Gallery Collection: Takumi Kato Recent Works 2020-2022, the three konohana, Osaka, Japan
2022 To Do, gallery aM, Tokyo, Japan
If it were, gallery N Kanda Branch, Tokyo, Japan
2021  Quarry, gallery N, Nagoya, Japan
Re-touch, the three konohana, Osaka, Japan
2017  Clock Works, GALLERY MIKAWAYA, Kiyosu, Japan
2016  ARRAY, the three konohana, Osaka, Japan
~|wave dash, awai art center, Matsumoto, Japan
2015 Seen from a Vehicle, KulttuuriKauppila, li, Finland
2011 Workspace, Youkobo Art Space, Tokyo, Japan
2006 horse it, yebisu art labo., Nagoya, Japan
Group Exhibitions
2026  Gallery Collection 2026, the three konohana, Osaka, Japan
2023 Haste Makes Waste, the three konohana, Osaka, Japan
Fundamentalz Fes, Komaba Shoukuukan, The University of Tokyo, Tokyo, Japan
2022  An eXhibition of SMALL things with BIG ideas, White Conduit Projects, London, UK
Gallery Collection 2022, the three konohana, Osaka, Japan
2021 S UPERNATU R E, White Conduit Projects, London, UK
Two-dimensional Expression over Two Eras: Shigeru Izumi and Six Contemporary Artists, Yoshimi
Arts, Osaka, Japan
Souvenir from the residency Artists in Youkobo Vol.2, Youkobo Art Space, Tokyo, Japan
2020  Online/Contactless, the three konohana - Yoshimi Arts (Online only)
VOCA -The Vision of Contemporary Art, Ueno Royal Museum, Tokyo, Japan
Grafting, naebono Art Studio, Sapporo, Japan
TIMELINE — Multiple Measures to Touch Time —, The Kyoto University Museum, Kyoto, Japan
Grafting, Art Space &Cafe Barrack, Seto, Japan
2018  New Mutation, Kyoto Art Center, Kyoto, Japan
2017  Transfer Guide, the three konohana, Osaka, Japan
+0mm, STUDIO 2-2-2, Gifu, Japan
2015  Reminder for making methods, 'Prefectural Art Festival HANARART2015’ Nakano
traditional house and Former “To-ne” Rice Factory, Imai-cho, Kashihara, Nara
Gallerism 2015, KEIHAN CITY MALL TEMMABASHI, Osaka, Japan
Minokamo Annual 2015, Minokamo Cultural Forest, Gifu, Japan
2014  Minokamo Annual 2014, Minokamo Cultural Forest, Gifu, Japan
Seni Mini, Mi Casa Su Casa, Singapore
2013 Islands, The Lorong 24A Shophouse Series #13, Singapore
MI CASA SU CASA, Ml CASA SU CASA, Singapore
The temptation of a self-portrait, Pontoporos gallery, Athens, Greece
Woodland gallery 2013, Minokamo culture forest, Gifu, Japan
2012 3 Japanese Artists in WEYA 2012, Youkobo Art Space, Tokyo, Japan
World Event Young Artists 2012, Nottingham, UK
460 exhibition, Civic gallery Yada, Nagoya, Japan
2011 9th Kumagai Morikazu Prize, Nakatsugawa, Gifu, Japan

The fertile land, akibatamabi21, Tokyo, Japan



2009 Japan- China Exchange exhibition, The palace museum, Beijing, China
2008 (Group exhibition), Civic gallery Yada, Nagoya, Japan
2007 Wonder seed 2007, Tokyo Wonder Site Shibuya, Tokyo, Japan
Contrast of Impacts, Aichi Art University, Aichi, Japan
Rise up, gallerie OU, Osaka, Japan

Workshops
2023  Techniques for Errors, BankART1929, Yokohama, Japan
The Recipe of Colours -Secret Cooking-, SUNABA, Shiojiri, Japan
2020 About Painting Materials -Let's "cook" colours-, Kobe Art Village Center, Kobe, Japan
2017  Material Eating Club (with Takahashi 'Takakahn' Seiji) ,]FIGYA, Osaka, Japan

2015  Making Symbols, KEIHAN CITY MALL TEMMABASHI, Osaka, Japan
2014  Making Symbols, West Bohemia University, Pilsen, Czech Republic

Making Symbols (Stencil Ver.), West Bohemia University, Pilsen, Czech Republic
2008 (Japanese paper museum, Aichi, Japan)

Public Talks
2022 Fab Meetup Nagoya vol.5, FabCafe Nagoya, Nagoya, Japan
2019 Conservation and Creation, Akita University of Art, Akita, Japan
About Pigments, Cafe Hoshitoki, Gifu, Japan
2014  Globe-Trotter Travel Guide for artists 2014, Gallery Out of Place, Nara, Japan
2013 Empty space, BRDG, Antwerp, Belgium
2012  Report for WEYA 2012, Youkobo Art Space, Tokyo, Japan
2011 Workspace, Youkobo Art Space, Tokyo, Japan
About ‘painting”, Akibatamabi21, Tokyo, Japan

Curatorial Projects

2025 To Knead the Lights — From a Dialogue Between Painting and Science, BankART Station,
Yokohama, Japan
Collaborative project with Takeo Yamawaki (Researcher in Color Materials, Optics, and Cosmetic
Development)

2018 TIMELINE : Multiple Measures to Touch TIME, Kyoto University Museum, Kyoto, Japan

2015  Reminder for making methods, 'Prefectural Art Festival HANARART2015' Nakano

traditional house and Former “To-ne” Rice Factory, Imai-cho, Kashihara, Nara

2014  Big Museum, Athens, Greece

2013 Islands, The Lorong 24A Shophouse Series #13, Singapore

Artist Residencies

2023 ARTBREAK, li, Finland

2018 City & Guilds of London Art School, London, UK
2015  KulttuuriKauppila, li, Finland

2013 INSTINC, Singapore

Teaching Experience

2025 Nagoya University of Arts (Lecturer, Qil Painting Course)

2024 Nagoya University of Arts (Guest Lecturer, Oil Painting Course)

2020~ Kyoto City University of Arts (Lecturer, Painting Materials)

2019~ Kyoto City University of Arts (Guest Lecturer, Oil Painting/ Mural Painting)

2018~ Seian University of Art & Design (Lecturer, Painting Materials)

2018~ Nagoya Zokei University of Art & Design (Lecturer, Fine Art, Painting Techniques)

Publications

2026

Interdisciplinary Collaboration from the Perspective of Artistic Research: A Case Study of the “Pearlescent
Pigment” Project by an Artist and a Corporate Researcher

Art Management Studies, No. 26, pp. 3945, April 1, 2026. Research Note (peer-reviewed). Co-authored
with Takeo Yamawaki.



Artist Researcher as Position and Methodology: A Preliminary Inquiry into Artistic Practice and Research
Methods
Bulletin of Nagoya University of the Arts, Vol. 47, pp. 1-23, 2026.

To Knead the Lights — Dialogue between Painting and Science — (Archive Book), co-authored, self-
published.

2025
(Invited project report) “To Knead the Lights — Dialogue between Painting and Science —”, Fundamentalz
Letters (pre-launch issue).

2024

Homemade Exterior Paints in the Northern Region of Finland: ‘Punamultamaali’ Survey and Its Usage as
Painting Technique, Bulletin of Nagoya Zokei University, no. 30. Nagoya Zokei University Institutional
Repository.

2023
Paint and Daily Life: Homemade Exterior Paint “Punamultamaali” in Finland and Surroundings, Self-
published. (JP/EN)

2021
TIMELINE — Multiple Measures to Touch Time —, Co-authored as part of the Project Archive Team, this and
that.

2020

(peer-reviewed, educational report) Contributor, in Eriko Oshima, Hayato Koizumi, and Kensuke Motegi
(eds.), Remote Collaboration in the Humanities and Social Sciences: Teaching Practice Report (First
Semester, 2020), Raiongakujutsu Shuppan.

Contributed essay, “Y/Our Statement”, REAR, no. 44, March 31, 2020.

2019
Rebind: London 2018, Artist residency report, Youkobo Art Space. (JP/EN)

Awards / Grants

2026 Received the Aichi Prefectural Arts Encouragement Prize.

2025 Agency for Cultural Affairs, Government of Japan Program of Overseas Study for Upcoming Artists
(grant, Contemporary Art / Painting)

2023 Ogasawara Foundation (fellowship)
Scandinavia-Japan Sasakawa Foundation (fellowship)
EU-Japan Fest Japan Committee (fellowship)

2018 Nomura Foundation (fellowship)

2015 30th Holbein Scholarship (grant, fellowship)

Other Activities
2020~ “Vehicle” ,Workshop Series on Painting Materials
2014  Art Camp 2014, (Research) West Bohemia University, Pilsen, Czech Republic

Public Collections
Aichi Prefectural Museum of Art

BIOGRAPHY

Takumi Kato continues his practice and presentations while examining the properties and uses of materials and
techniques centered on painting, together with their cultural and historical contexts.

Taking material-historical research across different periods and regions up to the present as a point of departure, he
applies these insights to contemporary practice, developing a body of work that reconsiders what it means for humans to
“make” and to “pass down” things.
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2006 [horse it] yebisu art labo.(%EE ™)
2017 [Workspace)] BEIE 7 — F 2<—2 (R5H})
2015 [Seen from a Vehicle) KulttuuriKauppila (4 4,74 ¥ 5~ F)
2016 [~lwave dash] awai art center (124 )
[ARRAY]J the three konohana (KBR™)
2017 [Clock Works) (C&ZE™)
2021 [Re- touch] the three konohana(KBx )
[Quarry) gallery N (B2EE)
2022 [To DoJ gallery aM (RZH4B)
[If it were) gallery N¥#B#E (RRH)
2023 [Gallery Collection : Takumi Kato Recent Works 2020-2022] the three konohana (KPR
M)
2024 [Moving Meditation) gallery N (2 &2 ™)

[Z1E. R #N)E. BM - Enthusiasm, Reverence, Obedience, and Constancy
the thee konohana (AKBxR™)
2025 [Shadow Works] the three konohana (KFR™)
(e Ehed —KRBLBFOIENS) BankART Station (F&iE)
XKUBTTER (&4 - X% - LHQFAEFR) roB@B o2 b

Inv—T R

2007 [Wonder seed 2007) F—% 3 —0 v &—H4 %8 (RRHD)
(BEDDIV >R+ BHNRIEMAZZR2FX v 5 ) —(RAF®)
[RISE UPJ gallerie OU(KPR™)

2008 (Fw—7RB) HRX+v>Y) —XB (BEEH)

2009 (BPEERIRE] HEEMR (R, PEARLNEB)

2011 (B2 7-EH#b) akibatamabi2l (RZREP)
(B9 ORBF—KERE] (P2)IH)

2012 [460ANE) TRX v > Y —%KB (BTE™H)

[World Event Young Artists 2012) (/ v 7«4 >~ 54 ,UK/Cultural Olympiad)
[3 Japanese Artists in WEYA 2012) BITE7 — F AR—2 (RRER)

2013 [Woodland gallery2013) ERMEIL D FHR (ERNZXT)
[The temptation of Self-portrait] pontoporos gallery (7 7 #,% Y & )
[Mi Casa Su casa) Mi Casa Su Casa (¥ ¥ HR—w)
[Islands) The Lorong 24A Shophouse Series (& >~ AR —v)

2014 [N Annual 2014 ) RN E LD FHREGERINZS)
[Seni MiniJ Mi Casa Su Casa(> v & —L)
2015 EBMEANnual 2015) EBINEIILDFHREENOKD)

[Gallerism 2015) KEIHAN CITY MALLX &4 (KPR)
[MEEDdD ) =4 v 2] RR - TROEMBIIES » L 2015@PHEHR. TH V4%
RIH(RBR™ S HET)
2017 [Gallery Collection] the three konohana(XBR)
[+£0mmJ STUDIO 2-2-2 (I &)
[Transfer Guide] the three konohana (KBR™)
2018 [Gallery Collection] the three konohana (KBR™)
(za—3a2a-FT—-vsv] R¥EHLvr— (REPH)
[Pacific Breeze) White Conduit Projects (0 v F /,UK)
2019 (24 654y BEREIZNE DDV D2rDhHE] ZHAAFREEYE (REH)
[# ¥ K] Art Space & Cafe Barrack CG#FP )



[(BEEAR) Tz 37—tz vA (BLIEH)

2020 [VOCAER2020 B EMOBL - H LW FBOEREL) EHFoHZEME (RRED)
[Online/Contactless]) Yoshimi Arts, the three konohana (# >~ 5 4 /)
2021 (2 00BROFE - BRI RELO6BDOIBRIERE] Yoshimi Arts/the three

konohanatf# (AKPR)
[SUPERNATUREJ White Conduit Projects (0 >~ F > ,UK)
["Souvenir from the residency Artists in Youkobo" Vol.2) BIE7 — b 2AR—2

(=)
2022 [Gallery Collection 2022 the three konohana (KBR™)

[An eXhibition of SMALL things with BIG ideas]) White Conduit Projects (London, UK)
2023 [Haste Makes Waste] the three konohana (KBR™)

(D7 v8&xXvENX T7x2]) RERRFHSNER (RRE)
2026 [Gallery Collection 2026 the three konohana (KBR™)
D—2Y3v7
2008 (UMD 3 23 /EBHIEME/ TB ELr OISRV —v 3 V)
2013 [Making Symbols) & v HR—IVEBEILREE(Y v HKR—)
2014 [Making Symbols] B8R~ I PRF(Er€ >y, Fx2HHE)
2015 [Making Symbols) KEIHAN CITY MALL X&48 (KpR)
2015 [(R=—=—=by AV T4 V7] 3L s BHER (KFBWLTH)
2017 [(BEEB~NDZEWERDANY'ZHhH—v A4 D)) FIGYA(KR)
2020 [ECE HDADIvolbIRBMEIOBIZE L~ DB sy XV L L) ) WP7—+

Evyveva— (BpPH)

2023 (feRovye~WBOI Yy X7~ 27,8 (BR®)

(R8T 2 7= DEIE]) BankART1929 (&)

Xal—vYs3sv - @

2013 [Islands) The Lorong 24A Shophouse Series #13 (< v A —Jv/w. Ezekiel Won Kel Win,
Khailluah Rahim, Michy Witchy, Ruyi Wong )

2014 [Big Museum] (7 7 2AHA, ¥ U ¥ v /w5 R BHERE)

2015 [MEED7-dD Y <A V2] (KRR - TROEMRIZLS 5 £ 2015 @PHFHR. TH o8
KIH (BERHSHIDNWEBRESL, SBE. HER

2018 (A LS54y BERIZRRNZT-HD VD DEHE] FEHARFREENE (REFEEL -

BOrsHErEBULL LW, BOK. A VA F—5—2FHAKr0HERES, w. FBB
—. REHET. thHh K. I wsRE+DDF v Y)

2025 [EEDShbEE —HKBERFOFEN S BankART Station (#E3EH)
KUBTER (B# - X5 - EHQFAERHR) rop@® o2+

P—F4RARbF AV vIFVR

2013 INSTINC (v v BR—w/1 4 BR)

2014 [Art Camp 2014] @RI FKRF (Ert v, Fx2#50E/38R)
2015 KulttuuriKauppila (4 4,24 > 5~ F/2 v BfE)

2018 City & Guilds of London Art School (@,0> F>/6 » BfE)

2023 ARTBREAK (£ 4. 24 v > ¥ F/1» AR

Vo F v — - GEED

2013 SH—NEMRS - RE/ Fo—A v 7252 (v HR—N/FR )

2018~1R1E LEEBEARFIEZDHEN (EMRE)
2018~1R1E BEERKRSFIFEEHENM (ReBEZ)
2019~1R1E REHALRMASIIBEHEN CdB 1 - BE@)
2020~3R1E RIHILEMASIEELEND MEF - 08, ER/EPHER)
2024 REREMASFE 2 LEMH C¥@o2—2 ¥ ) —XHEIMEN)



2025~1R1E LEEEMAFEZHHEMN C¥E1>—2)

FTXR L - BR - ARED

2019 [Rebind) 2018%F 0> F vinfEhlfEicsx (BIE 7 — b 2=—2/ISBN 978-4-9908274-
3-4)

2020 EEBREE RR T2 3 AXMERFH —2020F 5o RETERRE—] (TEFMBR
ISBN 978-4-600-00519-1/4%)

2021 (24 654y EREIZND WO nhE] B08kE&E (this and that/ ISBN 978-4-

9910062-2-7/ 24 L5 4 v BREIZENZI-HD W 2hDEHEX ToIzs +P—5hH
A THMEF — 4] BHETHEBRE. %)
2023 (E3F 8 274 vS5 v FOMNBERK Punamultamaali’ ¥ ¥ 0 B30 H0EEIS | 20234F 7 4
v oy FinEslfEREx] [REEEEKRFRE] 5 30, p. 79-85, #1708 2024-03-31
(27 vE&xvE2NVR 7x2] OBFEEK (- oBRBFA)

2023~ [R—wMoic@BHAB X 0BERPE)] LBTE (BEZ/MCHMRME - BETR) roft
R

2025 (RBE) [REeRVEbE D —RBLBFORENS -] [2rvEA VRNV VR —
X no.00) , p.4-9, #1378 2025-10-31 . BWEEDH H. UBTERrOHF

2026 [(ERDEbesd —KRBLBFONENIOG— P—DAT 7y 2] UBTERLOHEE

(P=F4 274y 2+ VY —FORMADOALEDFRBOER —ZWMRELERR
Bi24 3 [S—wFl] oYz bDBERIrL—] [P—Fr=2IXY FRR $265) .
p.39-45, 178 2026-04-01, [HR/ — ] (BHB) . UBHTEK L 0#E

[(P=F42F - UH—Fr—rW)MUBrhER —HERBRLHARHFELD CHH
#w—) ([BEEZMARZHRILEE4L75] pp.l-pp.23. 2026)

t o

2011-~15 RRTABEEEBUIERIC TRIVEDIEE

2013~14 [EREPEEZEZMR HAPPY SPOT NARA] ETEES 10

2014 [AIR*y b D —2 24 —> 5] Art Chiyoda 3331, &ZFEfiTKF (RRER)

2015 300 KRy -RASVy TS BIE4

2018 20184F EF F A I D =13 L Bh Ak

2020~ SIEM B OMESR [Vehicle)] £

2023 EU- Y9 v Dz R FBARESRARR-FT0IS5 L BIRL
2HhVIFEP =y Ry HHHOED B

2023 NERHSERRME RBE - AR~0BeL GRAEIM)

2025 T FE=MFRBATFESNE HIR CGRREN - 8B)

2026 SH7FE FTROEEMLER EHAE] X8

Q2vI¥av

BRBEMEE

BIOGRAPHY

DOEETHIE. BB EP LY LR RRZOUHBELREEREF L. thooXbt) - BROBES L HhETERL LIS,
TERBIE L RRTBD E ML TS

BRIZEZ2 3 ToRER - MBoMBRFARL LI L. t o ¥ BROVEIZISA T2 Z T AP [®/ 5213
) [BR¥Zr) #BET2ERE~24G0 T3

DoEE 75 /Takumi Kato

Website: http://takumikato.com
Edited. 2026/03/23


http://takumikato.com
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