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1981 Born in Hiroshima, Japan

2001  Associate De, Kyoto Saga University of Arts, Department of

2002 Apprent

2007  Graduated from Tajimi City Pottery Design and Technical Center
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— Takuro Kuwata’s Creative Invasion

Takuro Kuwata’s works overflow with “excess”. That is, his works
highlight the charm in this concept of excess through their dazzling
color schemes and metallic visuals; his tea bowls are magnetic, but also
true to the nature of earthenware in the extravagance of their distorted,
eroded forms; their glazes droop to the point that one questions if they
can even be defined as the “kairagi” technique any longer; his use of
the technique of “ishihaze” captures the complexity of the power of the
kiln. These various external elements draw the viewer in to admire the
audacious eccentricity of the work, but there is more to Kuwata’s works
than just their visual exterior. Rather, the essence of his works lies in
creativity replete with possibilities, that can invade the viewpoint of an
articulated plasticity (that of modern Western art) which seems to have
distinguished between art (such as paintings and sculptures) and craft.

In the modern era, it was shameful for painters and sculptors to haye
their creative work referred to as a craft. To them, their work was not

strategically within his own practice.

At the same time, the cultural customs of ceramics and neighboring
areas are a meta-media for Kuwata’s expressions. They seem to be
employed to emphasize the dissolution of formality (including of the
idealized concepts behind shapes and things that cannot be achieved
via mere forms alone).

For instance, “Shino ware” tea bowls from Momoyama-period
ceramics may be considered as an ideal form, evaluated for their
appearance, weight/volume, texture, glaze, cracks, and unglazed
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surface, based on the concepts of “shape,” “proportion,” and “state” of
the work. In creating his works, Kuwata disse¢ts and analyzes the
various defining chara&eristics of traditional ceramic culture; sele&ting
elements from the centuries-old processes of creating ceramics, he

integrates his modern perspeive to create a single work that embodies

merely a molded obje, but the self-directed, synthesized expression 6f .. both the traditional and the contemporary. From this results Kuwata’s

an individual creator deserving of esteem. This was because it was
understood to be an equivalent existence to ﬁ:ﬁ'df free will itself, . °
unfettered by place or situation. In other w Jrthey perceived their
work as a manifestation of one maker’s ge éne individuality, from its
conception to completion, presupposin; no intervention of another.) To
them, the genre of crafts was recogﬁlzi as mere obje&, based on
clinging to the pre- modcrn no on l]“t s gl‘ndustna}ly i
manufadtured is not “pure” (\{wdua:ity asaly
ready-made: as it depends on q and raft rod &ion system tl}at
carries out the division of co oces om raw materjals t

their completion, even if it is;im e e

and precise designs. This is lj[a } j] ¢ not n Ifreg at1
forms’ construction is compelled b the‘i\e forlcon 1t{ﬂt0 the
aims of practical utility; thl?[t craft s ver, ord1 arimess means
it cannot be a pure obje& o qj iatio There({re, fosmoder,

F Tlsts
to have their work identified! as humiliating.

ed b SOphlStICath techn! logy

Modern Japan, the dawnm
century, was introduced t f’l

by the West. Even though ¢ f{lslo of laborlsystem was no longer
mentioned, this preconceivéd nétionfpenet tc‘j t only the public §
but, needlessly to say, also sllo a rsit , without effeing any
improvement. However, in'the last 150 years through the Taisho
avant-garde of the 1920s and the “Anti-Art” maovement of—ie 1960s,
craftsmen have appeared w q‘fl) ;I expanded t gen?es of painting
and sculpture, breaking fre conservalive view of art gmbodied
by artists of the Meiji perléld !And véc ﬂiou h Clement Grgenberg |
opined that “Painting, scu arghlteé}u dectratl andythe |
crafts have under modc:rl]&l;P 0 nverged once agaif in iom

style”, it can be said that his vision in the mid*20th century for th{
future standards ofcontemf;ora‘fy artfrenfainsia diftant

one.
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qatagaso installatiomofa—
significant number of his works. They foregrou

This tearoom exhibition by Takuro

and eccentricity in contrasg to the ritual form
ceremony, and the presence pf these w?rks g patiality of

the tatami mat room from a static plot;to
temperament. The liveliness of this €€témonial atmosphere lies in a

highly unique technique, suggestive of the bustle of the collecti

performance inherent in it. It also evokes the aesthetics of tea ¢
preceding the formal aesthetics of “wabi-suki” style and “wabi-cha” in
the Middle Ages. However, Ktwata has deepened his understanding of
the culture and history of ceramics through the'inevitable bond. that is
felt berwee B cator and his materials; and this has developed

ic oc%ur d i{ the’mid 19th |
spective (;; prejudice against crafts l

uniquely original form: deliberately deviating from the standard
understanding of the bowl as a tool for tea ceremonies, he instead

foregrounds tradirional techniques, such as the cracks in feldspar

porcelain which are chara@eristic of Shino ware — such is how Kuwata
Jexpresses tea bowls as works of art.

|l Kuwata implies that features of Shino ware may be reduced by the
IIcracks of the glaze in his bold excess, suggesting the difficulty of
|recreat1ng ' classical forms in the modern era. With the tribute to the
Fshido ware of Momoyama-period ceramics at its core, Kuwata’s work
i expresses how the brilliance|of Shino ware is not lost even in deviation
from its tradmons

Speakmg of whichjja great many things and matters are divided by
words’ §egmented energies 4nd become fixed by the process of gaining
a “namg¢” and alpresént “réality”; then, those realities that “appear in
reanized existence’] are called “phenomena”. In other words,
hedomena ar€ the contemporary world. However, in the realm of art
and 'creating forms there'is a sense of obstruétion, as described above.
The current situation may need an excessive, bold invading force that
brings it back to the initial, chaotic state of the pre-named, and
a'ttempts to construct again from the fertile original.

L |

Everythmg is 4 mix of confusion. An elusive state where there is no
distinction bétween them; o line of division is drawn”3. Kuwata’s
Creativity, that establishes a new world of autonomous expressions of
:Iintegrat"ed individualityfom such a chaotic state, appears greatly
'Entriguiillg.

Yasuyuki Ishizaki
Vice Direétor, Hagi Uragami Museum
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1!1;Greenberg, “The New Sculpture”, Art and @ulttre: Critical Essays,
ress, 1961, p.144 LY A

2 Toshihiko Izutsu, Towards Depth of Meaning, Iwanami Shoten, 2019,
pp.312-313
3 Ibid, p.309



