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To date, Arts Initiative Tokyo (hereinafter AIT) and Camden Arts Centre (hereinafter
CAC) in London have carried out two projects featuring the history of crafts,
focusing on potting and including artist-in-residence programs in order to look at
the forms of expression and thoughts of contemporary artists. CAC is well known
for its international exhibitions, education and residence programs, while also
possessing comprehensive facilities for ceramic production.

The first collaboration took place in 2015 with artists Caroline Achaintre and Jesse
Wine being invited to come to Tokyo together with CAC exhibition organizer, Gina
Buenfeld. A one-day exhibition, entitled ‘At the still point of the turning world...’
and curated by Buenfeld, focused on the themes of Noh and Butoh, combining
the postures and physicality of these performance arts with the actions used in
potting, presenting performances, discussions and ceramic exhibits to highlight
their connectivity with contemporary dance. The entire project was then introduced
on CAC’s website under the title ‘Tokyo Correspondence’.!

Later, following on from Achaintre and Wine’s stay in Tokyo and conforming to
Buenfeld’s viewpoint, two more artists, Eva Masterman and Jackson Sprague, were
invited to Japan on CAC's recommendation from January to March, 2017. Basing
their work on British pottery history, Masterman and Sprague skillfully incorporated
their techniques and ideas in works employing contemporary materials. This book
looks at the way in which the British ‘Arts and Crafts’ movement and subsequent
craft works, or the history and present state of Japanese traditional crafts, which
continue to this day, have influenced the work of contemporary artists, including
Masterman and Sprague. In addition, it presents a record of the residency
programme and research that they carried out while in Japan and the texts that
they wrote upon their return to the U.K. The second half consists of an interview
with contemporary ceramic artist Takuro Kuwata, who is active both in Japan and
abroad and whose creativity and ideology led Masterman to visit his studio while
she was in the country.

What contemporary aspects and ideas did Masterman and Sprague discover in
Japanese ‘pottery’ today, one hundred years after the interaction between the
British potter, Bernard Leach and the Japanese philosopher, Yanagi Soetsu, who
was the driving force behind the Japanese kogei (Folk Craft) movement? We hope
that you will look at this aspect of our collaboration program with CAC over the last
few years.

Arts Initiative Tokyo [AIT]

1 https:/www.camdenartscentre.org/whats-on/view/br-4#1
https:/www.camdenartscentre.org/whats-on/view/resjapanl
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Artists and Eva Masterman, January 23 - March 6, 2017
Residency period  Jackson Sprague, February 1 - March 15, 2017

In collaboration with Camden Arts Centre the programme is supported by the
Agency for Cultural Affairs Government of Japan in the fiscal 2016.

Followed by a previous collaboration on the residency with a London-based
art institution, Camden Arts Centre, AIT deepened the relationship and invited
two artists from UK, whose works incorporate with materials of earthenware or
strongly relate to the forms and cultural history of ceramics.

During their time in Japan, the residency looked over the contemporary art scenes
in Japan with continuous art production at a kiln situated in Tokyo. As part of the
field trips, two artists took an opportunity to go to Arita in Saga to learn cultural
and historical landscape of the Arita ware while visiting a local museum, research
centre, and several different workshops. In Tokyo, the artist talk introduced their
recent works with a dialogue moderated by Roger McDonald from AIT, and their
workshop was coordinated outdoors with various participants including children.
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Eva Masterman

(b. 1986, lives and works in Newcastle, UK)

The obsessive translation of key objects from Masterman's past into clay (a
material of memory, function, and ritual) embody particular relationships and
experiences. The representational objects aim to speak of public and private
allegories, where a chair may become a thing that creates an unresolved tension
between the presence of the audience and absence of previous, ghosted bodies.
Masterman was selected as a shortlisted artist and exhibited a body of work,
Touch Me Use Me, for British Ceramics Biennial Award in 2017. She is currently
the Norma Lipman Fellow in Ceramics at Newcastle University, UK and has
exhibited widely throughout the UK and internationally.

SH IV RTFT—T

(1982F4£h, OY K> - 1¥UXER)
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(Frutta Gallery. 1217, 2015) HEH & 5,

Jackson Sprague

(b. 1982, lives and works in London, UK)

Sprague’s work plays-up tensions between aesthetic and functional, sculptural
and pictorial, lasting and ephemeral: a room divider performs as a painting, a
painting on the wall is also a plaster cast sculpture, painted cardboard appears
to be ceramic. These ambiguities are characteristic of relationships, physical
and mental, Sprague’s work tenderly exposes.

Recent shows include “La memoria en las manos” (Maisterravalbuena, Spain,
2017), “Rough Music” (Cass Sculpture Foundation, UK, 2017) and “Jacopo
Miliani, Fay Nicolson, Jackson Sprague” (Frutta Gallery, Italy, 2015).
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The Way of the Tea

Eva Masterman

My experience with Arts Initiative Tokyo was
unexpected, begun with a random call a few months
ago from Camden Arts Centre. Would I be interested
in six weeks in Tokyo? Silly question!

Less than a month later, I was on a plane to Japan.
So much was seen and so many people met that it is
difficult to pick out individual moments. Tokyo was
for me a place to absorb and reflect. I spent my days
wandering, walking, through that clean city of loud
jingles, flashing lights: a city of signs and moving
billboards. Most of my exploring took place during
work hours - 10am - 5pm - so I continually missed
the famous rush of bodies, the trains strangely
empty.

In that fast city, I felt myself slowing.

This feeling of slowing manifested as a kind of
sensory shift. Unable to communicate to a largely
non-English speaking public, I stopped using my
voice, and opened my eyes and ears, drawing in the
visual overload of unfamiliar imagery and noise. I was
constantly confronted by the aesthetic consideration
of the Japanese. The framing of their worksites,
the curation of their front steps with plants, air
conditioning units, windows, made even the most
mundane pile of rubbish feel placed and considered.

As well as aimless wandering, most of my time
was spent in museums, surrounded by ancient
tea bowls and other craft forms. In particular, the
numerous house museums, (the homes of dead
artists and National Treasures preserved as shrines
to their life and work) represented the harmony of
work with the everyday, the domestic. Walking from
tearoom, to studio, into a bedroom, through a garden
and back into the studio, the rhythm and flow of
the architecture was a suggestion for the future, a
way of living that effortlessly connected the artist,
the work, the environment. So different from the
compartmentalized way I live my life in London.

I began to question different attitudes to learning
and material specific practices, through the lens
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of a culture that is relatively new to international
ideas of museum education culture, but, in contrast,
has centuries of skill at the centre of its national
identity. My own work constantly struggles with the
relevance of process and what that means within
the contemporary context of Western art education
and practice. Immersing myself in a place where
skill is a prerequisite to learning was incredibly
liberating. There were no conversations about skill,
it simply was. A tea bowl is held in much higher
esteem than a piece of contemporary sculpture, and
that consideration for the history and craft that
created their heritage, is in stark contrast to the
conceptualization and deskilling that has taken place
in the UK.

As my time went on, I travelled out of Tokyo,
making more connections with this contemporary
and historical juxtaposition that forms the foundation
of how I have come to think of Japan. A country and
people that are incredibly modern, but also respectful
and anchored to the traditions of the past. I was
constantly amazed by the unending generosity of
strangers: the willingness of one to meet me in odd
areas of Kyoto and spend the whole day showing me
studios and galleries; another opening up his studio,
then driving me across the countryside to meet his
friends and neighbouring artists. Such time given to
share and show what was important and include me
in the interconnecting community of individual artist,
potter and industry.

Whether in small pottery towns like Bizen, or
large industrial areas like Arita, the practitioners
that create there are working together to produce
an environment that perpetuates the skill and craft
integral and unique to those areas, but is also acutely
aware that looking back is not enough. Design
projects link Dutch design with Arita slipware, Bizen
potters are creating Anagama Kkilns in the heart of
Oxford, UK., in large-scale research and community
projects. There is a pride in that history and an
ambition to drive it forwards that was inspiring and
invigorating to be part of.
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Coming back to London, what I take from the
experience is an opening up of community and
possibility. Clay is a material that is so much a part
of the culture of Japan, it is not simply a material to
make ‘art’ with. The consideration and relationships
between object and person, history and contemporary
spliced together, has given me a new perspective and
a hope that those connections can be the site of real
innovation and relevance within the international art
world.

Perhaps this is most eloquently articulated through
my meeting with the artist Takuro Kuwata. His
explanation of why he uses the tea bowl as a central
philosophy and form in his work cemented what I
have ultimately taken away from this residency. At
the beginning of the ceremony, the Master will spend
a moment contemplating the tea bowl. Something
of the artist is instilled in the bowl, and that feeling
or personality is communicated to the Master and
transcribed through the ceremony.

The tea bowl becomes not simply an autonomous
object, but one that has the power to connect
across generations, to communities through active
engagement and performative use. It connects
the artist and the public and yet still translates
beauty, skill, and concept. It facilitates a moment of
contemplation before use, an allowance for the space
to experience an object in a contemporary sphere,
whilst still within the historical context in which
it is situated. With the intention of communicating
something of the maker to the audience, the tea bowl
is a reaching out between maker, object and life:
the embodiment of a way of working that creates
a connection through historical and contemporary
practice.

The experience has shown me a way to look forward
and outward, beyond simply my own practice, and into
the wider networks connected across time and place.
I would like to say a heart felt Arigatogozaimashita
to AIT and Camden Arts Centre for an opportunity
that has broadened my horizons and expanded my
practice in ways I could not have imagined.
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Factory in Arita, Saga-pref.
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Inside an Anagama Kiln, Bizen, Okayama-pref.
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Tessellated Moulds

4 BEPEBICHASNBFO
Thresholds

Photo by Eva Masterman
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We do not work alone

Jackson Sprague

Thoughts of my time in Japan remain shifting
and contradictory. Memories of my stay, with my
wife and two small children, are like disturbances,
interruptions, in my daily life now, so that's how I've
laid them out.

At my day job, a colleague tells me, “All materials
have a memory.” It could be a line from Kanjiro
Kawai's poetry, or a Bernard Leach quote. My
colleague’s talking about sheets of MDF that were
stored in a damp workshop; walls that these boards
were used to make are now installed in a gallery
with a big bend in them. Our experience of Japan
is shifting the shape of our life in England; we're
moving out of the city to live in a different way.
Thoughts surface of artists houses we visited, which
seemed like magical roadmaps to a life built around
the creation of objects, a home life lived with the
skilled effort and attentiveness of an art practice.
Such a life felt possible seeing Kawai's self-made
furniture and living quarters set up just so. His
beautiful live/work layout looks, in floor plan, like a
brain on paper.

I came across Taro Okamoto's mural, Myth of
Tomorrow, at Shibuya station, whilst on an outing
with my three-year-old son. We were struck by the
imagery and Eric sensed the catastrophic narrative.
He was keen to know who the figures were and
understand the symbolism. He told the story of the
painting back to me before going to sleep each night
for maybe a week, fascinated by the scale of these
things he had no understanding of.

I'm in Sensei Ezaki's ceramic workshop in Shinjuku,
sat at the potters wheel, beginning my first attempt
at throwing a pot. After being talked through it, I am
really led by the process, feeling it out. I don't feel
lost, I feel comfortable. I get a lump of clay the size of
a small melon and I plomp it on, as close to the centre
of the wheel as I can manage. I start the wheel going
with a floor pedal, which is pressure sensitive, and I m
trying to manoeuvre the clay with my hands so that
it spins centrally rather than having wobbly excess,
so I'm applying even pressure and pulling up with my
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hands, then pressing down, squashing it, three or four
times. Once it's centred, I push my thumb, the wheel
still moving, right into the centre of the clay, which
immediately turns it into a vessel.

On an overnight visit to the workshop factories in
Arita, I was struck by the really rehearsed action of
painting floral patterns with a few quick strokes, or
picking up clay with a deliberate precision and speed,
and how these hours of rehearsal come through in
the objects as a kind of ease.

As one of Isamu Noguchi's pieces of children’s play
equipment, Slide Mantra is an exemplary meeting of
the sculptural and useful. He felt that these pieces
were completed by children using them. With this
particular work, he noted that it would be physically
changed by the repetitive friction of children’s bodies
sliding down the marble, which would become highly
polished over time. The loop form of the slide is so
well thought out and constructed that its beauty
and function are self-evident. If you put a child next
to it they'll know exactly what to do, and its not
embarrassed by addressing itself to children.

I'd been preparing for a talk about my work and
the relationship between craft, art and function. In
Senzei Ezaki's workshop it felt as though that first
move of pressing my thumb into the spinning clay
shifted me suddenly away from the optical towards
other priorities of the object: whether it can hold
water, how it pours, how it sits in the hand or on a
shelf. Sensei Ezaki's instruction for making a Goki-
gata tea bowl included measurements of thickness,
height, width, weight.

In Tokyo I met up with someone I studied with
on at Goldsmith's College, London, fifteen years ago.
We met at Art Center Ongoing in Kichijoji. After
reminiscing over beer and sake, we talked about
life in Japan. He told me that when he's with friends
they occasionally complement each other on how
well they've played a character in a situation where
observing certain rules of behaviour is necessary:
with parents, at work etc. “Hey, that was a really
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good character you were playing,” they would say
to one another. I'd taken for granted that living
within a social structure makes it imperceptible
somehow, difficult to step outside of. His attitude
suggested another way of thinking about codes, as an
opportunity for a kind of witting playfulness that can
itself be appreciated.

Walking back from Nezu Museum, I saw a big,
grand garage door with 3 or 4 guys stood outside,
wearing leathers and bandanas, and really nice, big
bikes parked in the garage and a few outside. They
kind of looked like gruff guys, and then I went past
and I didn't feel the menace I expected. They were
really clean. How clean the place looked. Like a
showroom.

My wife and I talked a lot about the surface of
things. Walking around the city, we really enjoyed the
tiled brickwork designs fronting houses and buildings
that have got to be able to collapse at any moment
and cause as little damage as possible. It was strange
to live with that constant threat of disturbance; there
were a few light tremors while we were in Tokyo.
There was a house on my daily walk to Kaminoge
station that got ripped down overnight. The front
had been pulled off and there was this digger lodged
in the front room, the lightweight wooden stud-work
and plaster revealed. We left Japan a few days later,
before the new building went up. I imagine it went
up quickly, with fine tiles and a facade that we'd have
stopped to look at.

*The title “We do not work alone” is quoted from the following publication,
WE DO NOT WORK ALONE: the thoughts of KANJIRO KAWAI, 1953 by
Yoshiko Uchida

1 RMICHZAHBRBOEFVHMAES (RERTEHELTAR) CBINEREAXSALEELD

Kanjiro Kawai's kick wheel and tools, laid out in his workshop at his house in Kyoto
2 BEVROBELSTROVAESETBESNLER
A half demolished house in Kaminoge, Tokyo
3 AYLITFILEB(RFAR T NT) DEHDTT Y (1984HH)
Isamu Noguchi, plaster maquette for Slide Mantra, ca. 1984
4 FAHBREF THFALUIAZ
A chair designed by Kanjiro Kawai at his house in Kyoto
5 FHEFRSMICELZDONERIC
Long baths were a daily routine during our stay

Photo by Jackson Sprague
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A Flexible Potting Technique that
Moves Easily Between Tradition’
and ‘Contemporary

An interview with the artist: Takuro Kuwata

What are the views of the Japanese contemporary
art scene on artistic expression through ceramics?
Both Eva Masterman and Jackson Sprague were
extremely impressed by the work of Takuro Kuwata,
an artist who is active in the field of contemporary
ceramics, so we spoke with him to learn his thoughts
on his work and his involvement with traditional
crafts or pottery.

Interviewer: Naoko Horiuchi [AIT]

Naoko Horiuchi (hereafter referred to as H): You
studied ceramics before becoming an apprentice of
Susumu Zaima, so how do you grasp art history when
you are working?

Takuro Kuwata (hereafter referred to as K): I am
never really conscious of art history, I have enjoyed
making things since I was a child and later I majored
in ceramics at art school, so art has always been
part of my life. However, I am more interested in
materials than history and when I lived in Kyoto
I was strongly influenced by professors connected
with the Sodeisha movement, which first introduced
contemporary ceramics to the area, bringing me into
contact with a lot of avant-garde works.

H: In recent years you exhibit in art fairs and your
works have been acquired for overseas collections
while in Japan you have been working in cooperation
with the KOSAKU KANECHIKA gallery that
specializes in contemporary art, could you tell us
something about this?

K: Mr. Zaima was highly motivated and produced
works in several famous pottery districts, including
Hagi, Karatsu, Iga, etc. He dug up his own clay and
sand, mixing these to produce his basic material,
while also preparing his own mokubai for use as
glazes. He spent many years experimenting through
trial and error, which allowed me to understand
small actions that I would otherwise have overlooked
and to appreciate things that have been accumulated
over a period of many years. I learned to enjoy the
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delicacy of the materials or the beauty of the flow
of glaze as it was applied, and was amazed by his
skill. However, I found the difficulty of passing this
on to other artists of my own age to be extremely
frustrating. After I started out on my own I held
workshops and showed my works in ceramics
galleries, but I was simply treated as an eccentric so
I left Kyoto and moved to my present location in Gifu.
After that, I found that more contemporary ceramics
galleries were willing to deal in my work, but I was
still did not feel comfortable. It was at around this
time that I met Mr. Kanechika who introduced me
to the TOMIO KOYAMA GALLERY. Looking back,
I realize that when my location and environment
changed, so too did my outlook and my esthesia, all
of which, I feel, has influenced my work.

H: In Japan we have Preservers of Important
Intangible Cultural Properties, better known
as Living National Treasures, accreditation of
Traditional Craftsmen, etc., the word traditional
serving as a guarantee of quality and providing
a criterion for assessment. But do you agree that
in recent years there has been an increase in
the number of people who visit art fairs or your
exhibitions, who are not interested in this kind of
standard, but appreciate your work for its color,
shape and the experimental spirit it expresses?

K: Yes, I think so. In the past I used to like Hip-
Hop street dancing, I admired the exquisite way in
which it utilized separate parts of a tune and this is a
feeling I try to incorporate in my work. As a result, [
believe that there has been an increase in the number
of people who sympathize with this feeling. A solo
exhibition I held in New York in 2013 was greeted
with a direct reaction that I have never experienced
in Japan.

H: Do you try and keep a distance from traditional
crafts or craft works?

K: I try to maintain an objective view without being
biased towards or against either the traditional
or contemporary. Sometimes I might enter into a
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completely traditional mode but then at other times
I find myself doing something completely different
and this is a pattern I keep repeating. I do not simply
combine traditional and contemporary, rather it is as
if my works spring out from the broad base shared
by both. I believe that by moving between everyday
utensils and objets d' art, I am able to bring
something new to both forms of expression.

H: The use of bright, primary colors seems to be one
of the characteristics of your work.

K: It is like when you get on a subway train in
London, it is different from Japan; you notice that
the handrails use primary colors like yellow or blue.
The vivid colors employed in northern European or
German design also interest me. In pottery, there is
a form of decoration called rokurome that I like to
use and I combine this with pop colors that catch my
eye. I also like to respond to the environment of the
space or venue where the work is to be shown.

H: You have said that you would like to show your
work abroad, what is your reason for this?

K: Because the culture is different. The more I
realize this, the more it provides me with some kind
of revelation. In creating my work I believe it is
important to be exposed to information from places
like London or New York and also to experience the
breathtaking moment that can be discovered within
ordinary landscapes, where time seems to pass
slowly.

Takuro Kuwata

Takuro Kuwata was born in 1981 in Hiroshima. He graduated
from the Department of Fine Arts, Ceramic Arts, at Kyoto Saga
University of Arts in 2001, and started studying under ceramic
artist Susumu Zaima in 2002. He graduated from Tajimi City
Pottery Design and Technical Center in 2007, and currently lives
and works in Toki city, Gifu, Japan. He has had exhibitions in New
York, Brussels, and London. His work is collected by the Rubell
Family Collection, the Palm Springs Museum, the 21st Century
Museum of Contemporary Art in Kanazawa, Japan, and the
University of Michigan Museum of Art.

1 BERFEHOT7IIIICT
Studio in Toki, Gifu-pref.

2 LICEEEDAZBRL. EHELLTHR

Porcelain tea bowl| created with embedded rocks and a layer of gold
3 FOMEELTRICHUATER

Porcelain tea bowl with drops of red glaze

Photo by Koho Kotake
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A Slow Moving Wheel 20 21
Roger McDonald [AIT]

A certain understanding of the history of modern art was beautifully captured in the title of
Robert Hughes’s 1980 television documentary and subsequent book: ‘The Shock of the New’.
Jettisoning cliche, mass culture and ‘fake emotion’ in favour of provocative expressions of
living in the Now, the modern avant-garde effectively forged a path through the first decades
of the twentieth century. At the cusp of the twentieth century though, there were other lines
of inquiry pursued by artists and writers. One of these was the debates which coalesced
around art and craft, which echoed particularly strongly in Britain, Scandinavia and Japan.
Led in Britain by John Ruskin and William Morris, this inquiry was an attempt to think and
practise different approaches to modernity, art, design and living. Crucially in contrast to the
more explosive protests of Futurists, Dadaists and Surrealists, Ruskin, Morris and the wider
Arts and Crafts movement reflect a call to arms for another kind of humanism in the face of
overwhelming industrial progress. It is safe to say that the pages of modern art history are
etched largely in the image of the avant-garde, with little attention paid to the deliberations
of Ruskin and others. One hundred years later though, we may sense a far broader global art
situation in which some of these ‘lost’ histories are being meaningfully re-assessed. The AIT,
Camden Arts Center residency partnership focusing on artists and clay is one small reflection
of these deeper historical debates.

The residency holds particular resonance because of a particularly strong historical link
between Britain and Japan through the important writings and works of Bernard Leach and
Yanagi Soetsu. Beginning with the translation and publication of works by Ruskin and Morris
into Japanese in the 1880s! and its connections with socialist thought in Japan, by 1910
a group of artists and writers including Yanagi Soetsu began a monthly magazine called
‘Shirakaba’ (White Birch). In many respects similar to European journals such as ‘The Blue
Rider’, this magazine took a broad, mystically tinged perspective, mixing Western art and
literature, frescoes by Giotto, Cezanne, poems by William Blake and Japanese folk crafts.
This kind of approach to history is today once again common, an attitude of looking for
‘patterns that connect’ as the American anthropologist Gregory Bateson would say. Returning
to think deeply again about Leach and Yanagi seems like a rewarding undertaking. Across
the chasm of the twentieth century they ask us about the values of what it is to be human,
about community, attention and care in making and about the deepest inclinations that have
sustained art, what Richard Maurice Bucke in 1900 called ‘cosmic consciousness’. Armed
with the critical vocabulary of recent scholarship, how may we once again begin to orbit
around these perennial themes? In his introduction to Yanagi's ‘The Unknown Craftsman’
Bernard Leach writes: “Every artist knows that he is engaged in an encounter with infinity,
and that the work done with heart and hand is ultimately worship of Life Itself... a work of art
is not an expression of the maker alone, but of a degree of enlightenment wherein infinity,
however briefly, obliterates the minor self.”? It is surely the task of all those with a sincere
interest in art to read these words with an attentive mind and ponder how it can echo with
meaning in our own time.

1 For example: Ruskin was introduced in 1888 in popular magazine ‘Kokumin no Tomo’ by Tokutomi Sohou. Shimazaki Touson translated part of
Ruskin’s ‘Modern Painters’ and investigated clouds in the Komoro region.
2 Bernard Leach from Introduction, ‘Yanagi Soetsu: The Unknown Craftsman’, Kodansha USA, 2013 (1972), p90.
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Camden Arts Centre

Established in 1965, Camden Arts Centre is a place for world-class contemporary
art exhibitions and education. With artists at the core of all activities, the year-
round programme includes exhibitions, artist residencies, education projects, talks
and events, courses and offsite activities, ensuring Camden Arts Centre remains a
dynamic place for seeing, making and talking about art.

Our residencies programme looks to provide emerging artists with the space and
resources to develop new work and their public profile through practical and
curatorial support from the Centre. Public programme events are developed
alongside in order for artists to expand on their research while also engaging new
audiences with their work and ideas.

Arts Initiative Tokyo [AIT]

Arts Initiative Tokyo is a non-profit arts organization based in Tokyo Japan, receiving
our status in 2002. AIT was originally started by six curators and arts administrators.
Our ethos is about nurturing radical bottom-up programmes to disseminate
and encourage art in new ways for broad audiences. We achieve this through
an independent education programme, a residency programme and curatorial/
consultancy projects partnering with business.

From our unassuming history and practice we position ourselves as a vital alternative
centre for the arts in Japan, working with local contexts to consider global issues and
perspectives.
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AIT ARTIST TALK #69
“Unknown Arts & Crafts”

The two artists each presented a slideshow about their
works and activities, followed by a discussion moderated
by Roger McDonald from AIT about some of the wider
issues surrounding art and craft, art and issues of use-
value, domesticity, social function, and the hand-made.
The title of the event indeed references the founder of
the Japanese Mingei Movement, Yanagi Soetsu and the
title of his collected writings ‘The Unknown Craftsman’
published in 1972.

Date and Time: Friday, Feburary 17, 2017 / 19:00 - 21:00

Venue: Daikanyama AIT Room (Twin Bldg. Daikanyama B-403, 30-8 Sarugaku-cho,
Shibuya-ku, Tokyo)

Participants: 20
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WORKSHOP

“Translating Cities”

This workshop was collaboratively initiated by the
residency program and the project “dear Me”, created
by The Nippon Foundation and AIT, which provides free-
style learning through art/expression, and a forum in
which to encounter the unknown, with the goal of creating
a society that encourages all children to have hopes and
dreams.In response to the residency’s theme “Clay /
Play”, Masterman and Sprague picked up the materials
to use such as clay and plaster, playfully inviting all the
participants to find hidden forms and patterns from the
street of Daikanyama, while shaping them into sculptural
works.

Date and Time: Saturday, March 4, 2017 / 10:30 - 15:00
Venue: Daikanyama Hillside Terrace E (29-18 Sarugaku-cho, Shibuya-ku, Tokyo)
Participants: 20 of Kindergarten-Elementary school kids and their parents
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