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About Guardian Garden

Guardian Garden, operated by Recruit Holdings Co., Ltd., opened in 1990 as a venue offering young artists opportunities to
express their creative talents. Through the years, the gallery has hosted more than 120 open competitions, including the
“1_WALL" series. In August 2023, the gallery’s activities will draw to a close after 33 years. In September, a brand-new venue

— Art Center BUG - will open on the ground floor of Gran Tokyo South Tower, site of Recruit Holdings’ Headquarters.

About "1_WALL"

"1_WALL" is a series of competitions held at Guardian Garden. The series was launched in 2009 to supersede the earlier
“Hitotsubo” exhibitions, and in total 25 competitions have been held in each of “1_WALL"’s two categories: graphics and
photography, carrying out the gallery's role to discover and make known new forms of expression. Starting March 1, 2023,
"1_WALL" has been replaced with the brand-new “BUG Art Award” program.

About “Second Stage at GG”

The "Second Stage at GG” series spotlights the subsequent activities of artists who were finalists in the various open
competitions held by Guardian Garden. The 54th and final event in the series will be Fitted and Fixed, featuring works by
Haruna Kawai.

Haruna Kawai was a finalist in the 17th “1_WALL" Graphics Competition held in 2017. She depicts unique constructions that
combine simple geometric shapes. She says they are neither illustrations nor paintings — merely drawings. Kawai's works, and
the philosophy behind them, seem to fit into none of the categories of artistic expression that have characterized the

"1_WALL" graphic entries throughout the years.

Haruna Kawai

Haruna Kawai was born in Tokyo in 1992. Artist.

Finalist of the 17th Graphic “1_WALL".

| depict unique constructions that combine geometric shapes.

My depictions travel back and forth between reality and fantasy.

Exhibition:

The Second Stage at GG #54

Haruna Kawai Exhibition: Fitted and Fixed
Date: Tue. July 11 — Sat. 26 August,2023
Venue: Guardian Garden

Satellite Venue: BUG

Organized by Guardian Garden

Designer: Shota Urakawa

Exhibition Installed by HIGURE 17-15 cas

Talk Event:
“Talking about States and Shapes”
This event, livestreamed only, will feature Haruna Kawai in conversation with artist

Haruka Aramaki. Participation is free but reservations are required.
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An Interview with Haruna Kawai

Interviewer: Aya Nose

Could you start by telling us about your childhood?

My mother told me | began drawing daily when | was still in
kindergarten. | would usually draw about what I'd done that
day, like going to the park or the swimming pool. | also used
to draw my dream room layouts, using the lines on the pages
of a college-ruled notebook that was given to me by my older
sister. Our house had Japanese-style rooms, so I'd lie down
on the tatami mats and use their dimensions and my own
height to determine the scale of my layouts. When | was in
fourth grade, | started attending a small painting class—it was
run by someone my mother knew—where | began working
with watercolors and sketches.

Both of my parents loved art, and they would take me to
museums on the weekends to see exhibitions that we'd heard
about on NHK's Sunday Museum program, and for Christmas,
they would gift me art books with works by artists like Gaudi,
Matisse, and Dali. | discovered Escher in elementary school,
and his black-and-white prints, which | had never seen
before, fascinated me. I'd pore over his artwork, then I'd
attempt to imitate their techniques—how to switch between
light and shadow, create three-dimensionality, and so on. |
also tried mimicking the way he would draw from a low-angle
perspective. Besides that, | also used to copy drawings from
girls' comic books. Even then, | knew | wanted to become an

artist or designer.

So you were interested in becoming a designer too?

| was. There were some copies of the interior design
magazine Elle Decor at home, and that was where | first
learned about product designers. | loved painting above all
else, but at the time | couldn't imagine making a living as a
painter, so naturally, | leaned towards becoming a designer.
Then, during middle school, my mother told me about Tokyo
Metropolitan High School of the Arts, where I'd be able to
specialize in art. So, | started going to a preparatory art

school.

Andyou actually ended up at Tokyo Metropolitan High
School of the Arts—is that right?

Yes, that's right. In my first year there, | had practical classes
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in design, oil painting, traditional Japanese painting, and
sculpture, along with electives like pottery, printmaking, and
photography. The school had workspaces and studios where
I'd spend my mornings and after-school hours sketching.
There were also school competitions and plein-air painting
trips, where we had to complete two oil paintings over a
three-day stay and receive critiques in the evenings.
Students had to specialize from the second year onwards,

and | chose design.

What did you do after high school?

| wanted to learn more about designing products and
three-dimensional objects, so | enrolled in the Space Design
course at the Kuwasawa Design School. | particularly enjoyed
studying architectural structures, and | found those
illustrations of rigid-frame structures and load bearing
structures fascinating. | also loved modernist architecture,
such as Le Corbusier's works, and the products of Ettore
Sottsass. But, working on those projects, | always struggled
with the need to think about the clients and concepts. | had a
tendency to prioritize structurally interesting states over
purpose or functionality, so | found the emphasis on purpose
stifling. Ultimately, | decided that architecture wasn't for me
and gave up on that path. After working in an unrelated field
for about three years, | began to think, “I've always loved
painting, | want to start again.” It was around this time that |
discovered Instagram, and as | continued to post my
paintings there, | began increasingly wanting to make a

career out of it.

Were you painting on film back then?

No, initially it was all digital. | started painting on film in 2017
when | was exhibiting my work for the first time. The idea was
kindly suggested to me by the owner of the exhibition space,
whom | was consulting about possible ways to present my

work. | tried it, and it turned out better than I'd expected, so |

adopted it.

Now you use a variety of different media.

| do. On film, | used to paint objects and their shadows.

When these works were hung for display, the images on the
film would cast physical shadows on the wall, creating a dual
structure of a real shadow behind a painted shadow. Also,
painting on film has strong associations with the cel paintings
in animation, and so a part of my intention was to prompt the
viewer to imagine the next frame and play that sequence in
their mind. Lately, I've been focusing less on objects and
more on depicting “situations” and “states,” which | prefer
to show simply, so | haven't been using film. The new
exhibition is called Fitted and Fixed, and that's

about depicting situations where something that looks about
to collapse is held in place, or something that looks about to

move remains motionless, maintaining a precarious balance.

So they are “fixed,” but still a little unstable?

Exactly. | deliberately create instability and unease by
depicting states where things appear to be on the verge of
collapsing, or ignore gravity in places, or cast implausible
shadows. As | see it, there's no need to show neatly fitting,
stable states in my paintings—there's enough of that in
reality. Rather than have my paintings just be diagrams or
explanations of objects, | try to inject elements like time and
mood, as well as more mental elements. By “time,” | mean
creating an image in the viewer's mind that carries a temporal
dimension— “Is this going to fall off in a second?” , that sort
of thing. When | started painting, | always pondered over
what constitutes a “good painting” or a “strong work.” And
my personal conclusion was that | should try to include in my
paintings some sense or feeling that's shared by everyone,
something universal. At first, | had trouble figuring out what
senses are actually common to all of us. Through various
trials, | came to realize that while perceptions of beauty,
color and such can vary across cultures and eras, our
perceptions of stability, instability, and gravity might be

universal senses.

Could you walk us through your creative process?

| start by visiting architecture and such, taking photos of
things | find interesting or beautiful. Then | break them down
in my head into components and go about intentionally
making parts of it unbalanced, cropping parts to expose new
faces, altering the thicknesses, and so on, and sketch out
multiple patterns on paper. | don't make models, CG or
physical—it's all done in my head. After sketching, | use
Adobe lllustrator to determine things like margins, setting it to

the actual canvas ratio. Once the proportions have been
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decided through trial and error, | finally add colors and
shadows. When I'm done on lllustrator, | print out the image
in actual size and transfer it onto a canvas or similar,

measuring the positions and sizes with a ruler.

How do you decide on colors?

| don't have strong preferences—I use whatever combination
| feel like at that time or want to try out. | actually started
exploring color combinations in high school by making my
own color chips. We had a teacher who was also a
professional fresco painter, and they taught me how to
extract colors from the cityscape and turn them into chips. I'd
extract from all sorts of places—posters and photos | liked,
the walls of Luis Barragan's buildings, even my own room. |
then reproduced these colors with paints and applied them
to study flashcards, deciding on the color ranges and
combinations myself.

Incidentally, the reason my works are relatively colorful is
that from the early days, | was aware that my paintings are
pretty peculiar. So | thought I'd at least make them colorful, in
the hope that they might be more appealing to people that
way (laughs).

Was there any specific turning point in your career?

I'm still in a transitional period, so it's hard to say::- The
“1_WALL” design competition was probably big, though. |
entered it at a time when | was feeling somewhat lost: | knew
| wanted to be an artist, but | had little experience and wasn't
even sure whether my work fell under illustration or painting.
But being chosen as a finalist and receiving objective
feedback from the jury made me feel that it might be okay to

continue expressing myself in that way.

And your plans for the future?

| would like to continue presenting situations and states as
mere images that have no underlying story or meaning.
Besides two-dimensional works, I'm also interested in
creating and presenting whole spaces inhabited by these
images. This is still a long way off, but when | reach my 40s
or 50s, I'd like to reduce the number of colors | use and find

a mode of expression that relies on minimal elements.
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Born 1981 in Tokyo, Japan. Art critic. PhD in art. Writes criticism on modern and contemporary art. In particular,

Nakao has been exploring the connections between living (or non-art) and creative practice from the perspective of

chess, in which Marcel Duchamp was also engrossed. Author of Marcel Duchamp and Chess (Heibonsha, 2017)

and Co-author/editor of Sports/Art (Shinwasha, 2020). Recent exhibition catalogue contributions include “Gerhard
Richter and the 1960s Reappraisal of Marcel Duchamp” in Gerhard Richter (Seigensha, 2022). He curated
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Take a sheet of A4 and try to set it upright on a surface—it won't stand. If
you keep stacking more and more sheets together, eventually the bundle
will stand on its own. But even without doing that, you can make a single
sheet of paper stand without support by simply folding it halfway at a
roughly 90° angle.

In the dimensions we inhabit, such phenomena seem self-evident, even
trivial. A two-dimensional object, existing only on the x- and y-axes,
cannot stand on its own, as it lacks thickness along the z-axis. If
something is flat but can stand, it must have some thickness to it.

Even three-dimensional objects must counterbalance the force of gravity
to stand independently, and their various centers of gravity need
adjustment if they are to be piled up together. Either way, we cannot pile
up objects such as planes and spheres on their own. They need some
manner of support.

Within a painting, however, any object can stand on its own—or more
precisely, can be translated into an image that appears to stand on its
own. Something that has no thickness (i.e., is infinitely thin) cannot stand
without support in 3D space, but can when transposed into 2D space;
there, even spheres can be piled on top of each other. This is the very
peculiar inversion that occurs between the 3D space of reality and the 2D
space of paintings: 3D objects become self-standing by having their
thickness abstracted away and being transposed to 2D.

The 2D world thus becomes a shadow of reality. Just as blueprints—
plans, elevations, cross-sections, and the like—can represent
architecture, 3D objects are cut up into 2D planes. Here, one might recall
how Cubist paintings dissected 3D space into multi-perspective 2D
“facets” and reconstructed it on a flat surface out of these small planes.
But in fact, 2D has been employed since antiquity to represent subjects
of higher dimensions that could not be captured or kept in our 3D realm.
We don’t even have to go as far back as the representations of myths,
histories, and narratives involving spirits and imaginary beings; abstract
expressions without concrete real-life counterparts or even uniformly
coated planes of paint existed in a space only representable in 2D.

This year sees the closure of Guardian Garden, which first opened its
doors in 1990. Haruna Kawai’s exhibition “Fitted and Fixed” was to be the
final exhibition hosted by the gallery.

The venue’s name, with its two phonetically similar words—“guardian” and
“garden”—also somewhat mirrors the relationship between a “fitting-in”
object and the “fitted-into” object. The works in the exhibition were all
two-dimensional pieces on paper, canvas, or acetate film.

Sometimes the objects they depict cast shadows, sometimes not.
However, these are not attempts at accurate illusions like
representational perspective paintings that converge to a vanishing point;
their shapes—O, A, [, and so on—each assert their own presence and
distort perspective. Yet, they have not been entirely reduced to mere
color and form, as in some abstract art. While they may seem like shapes
drawn with graphic design software, closer inspection reveals that their
lines are uneven and that their surfaces bear brushmarks. The world of
Kawai’s paintings teeters between the concrete and the abstract,
between painting and diagram; it adheres to the laws of perspective and
gravity, but also deviates from them. Kawai paints while “coursing back
and forth between reality and fantasy.”

What is getting “fitted and fixed”? And what is it being
fitted into, fixed by? When | set to writing this review, |
had not yet seen Haruna Kawai’s art before firsthand.
Despite this, | opted to write it because | was drawn by
this phrase “Fitted and Fixed,” and by this artist who,
to quote the press release, “coursfes] back and forth
between reality and fantasy.” These are things, then,
that physics and gravity would not let stay in a fixed
state—that could only exist in that in-between place
between reality and imagination. Needless to say,
whatever is being fitted exists in relation to what it fits
into. Kawai states that she sets out to create her
precarious arrangements of objects that fit in between

other objects, or that fit and fix other objects in place,
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designing the rest of the construction around them. |
try to envisage those forms, that world in which the
“fitting-in” and the “fitted-into” relate to each other
and engage with each other’s boundaries. For
instance, | have before me a book with a bookmark
inside. A bookmark fitted into a book, as it were. The
bookmark is somewhere inside the book, whose pages
are composed of spacing, then a line of text, then
spacing... then more text, space, text. If either of
these elements—that fit in between or are fitted-into—
falls apart, then meaning will be lost. Such a
spatiotemporal dimension exists, fitting in between
the writer and the reader, whose relationship also
happens to be subject to misunderstanding and
discrepancy, due to the flux of textual meanings. Even
then—after losing meaning—these symbols may try to
keep something fitted and fixed in their shapes. The
fitting-in and the fitted-into show up the boundaries
between substances, between visible and invisible.
These very lines of text are no different. The world
before viewing the artwork, and the world after, in the
context of the relationship between creator and
viewer, fitted and fixed in between this world where |
haven’t seen Kawai’s art and that world “coursing back
and forth between reality and fantasy.”

Kawai depicts a world that oscillates between the real and the imaginary.
The motifs in her paintings interact with one another, removed from their
real-world functions and reduced to geometric imaginings. They do not
line up side by side on a table like objects in a still life; rather, they stack
up and work together to maintain their balance, each taking advantage of
its own properties.

Thus, we see that Kawai's 2D plane is composed of two overlapping
layers: one of pictorial balance/composition/imagination, and the other of
diagrammatic balance/structure/reality.

Supporting this duality visually are the one-dimensional lines that form
the outlines of the objects. Here, the surfaces of the solids—or the
planes—are intersected by lines, which thus serve to emphasize the
planes. In this way, 3D, 2D and 1D are all in a relationship of fitting and
being fitted into each other within the pictorial space.

This balance, which appears to exist yet does not, is maintained in a state
of trying-to-stand-on-its-own, in between painting and diagram, 2D and
3D, weightlessness and gravity. Relationships form between the objects
that have been stripped of their materiality and left in an ambiguous and
unstable situation: it might only be possible in pictorial space, or it might
be possible in real space too.

Here, let us consider skewing Kawai's works toward a different balance,
using the trajectory of modern and contemporary art as a reference:
perspective and its deconstruction, post-impressionism, the geometry of
analytical cubism, non-objective abstraction that’'s composed of shapes
like O, A, [, the flatness of abstract expressionism, the selection and
arrangement of readymades, repetition of minimum units in minimal art,
and collaboration between objects, hinting at a link from relational art to
socially engaged art...

Viewers could very well envisage such different balances in their mind,
gazing at Kawai’s works and viewing them as paintings, as art objects—
approaching or distancing themselves from the works by “coursing back
and forth between reality and fantasy.” A certain space then emerges,
fitting itself in between the viewer and the painting, between the painting
and its creator; and simultaneously, a certain time begins to flow, fitting
itself in between the known and the unknown in Kawai’s work.

Then, | see Haruna Kawai's work. What the eyes see in the real world are
colors, shapes, materials, and the balance they create together. What the
imagination sees, however, is the dynamic action of fitting and fixing
inherent in what is fitted and fixed, and the playfulness it engenders. That
world, which appears to exist yet does not, is the world of Haruna Kawai,
the artist “coursing back and forth between reality and fantasy.”

The Laws of Physical Space, the Objects of Pictorial Space
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I would like to frame my impressions on this exhibition through
two of its elements.

The first is “perfect fits”

Let’s say I've moved to a new place, and it’s time to buy a
refrigerator. Taking a measuring tape (or using some other
method), I'd measure the spot where it is to be put. Based on
these measurements, I'd consider the options—this one is
probably too big to fit, this other one much too small—until |
finally decide on my fridge. And, that day or a few days later,
when it’s put into its spot, I'd look at how it’s all come together
and feel satisfied, content.

| brought this up as an example of something other than a feeling
of accomplishment (“l finally got a fridge!”). | am interested less in
the delight we take in perfecting a space by filling it with its
intended object, and more in the contentment at having arrived
upon the thing that fits perfectly into a given opening—the peace
of mind that compels us to assert that it was “meant to be”” Like
finding exact change in your wallet, or a backside sinking into a
cozy chair, perfect fits give most people a sense of relief. And
this relief, in all likelihood, stems from the tension of the
small—yet non-zero—gaps that persist in the “perfection” of these
fits.

| continuously felt this relief at Haruna Kawai’s exhibition “Fitted
and Fixed” It was a pleasing sensation. The surfaces of the
two-dimensional pieces on display depict relational
configurations of highly simple objects, each with their own
diverging quality, shape, and / or color, such that they appear as
though they were not originally meant to be put together. For
example, in the work Fitted and Fixed, which gave the exhibition
its title and its key visual, six different shapes make an
appearance, grouped together against a pale, monochromatic
background. In this space where gravity may or may not exist,
each has achieved exquisite contact with the others. The thin
board in the center, bent into a U-shape, floats sandwiched by
the pressure of two blue spheres that touch it on either side;
these spheres are themselves then sandwiched and supported by
adjoining pale yellow cuboids. As the de facto borders of this
configuration, the cuboids dictate the space at its center, and yet
we understand—both consciously and unconsciously—that the
bend of the board, the size of the spheres, have been determined
such that they form a perfect balance, and this is the locus of the
satisfying feeling | mentioned earlier.

These objects most likely were not designed from the start to
form perfectly interlocking shapes of identical color or quality. For
example, despite the blue spheres’ inherently curved surface,
which should preclude stability, the perfection of the fit just
barely holds everything together. In this way, we are led to
imagine that there must be some special meaning arising from
the accidental and perfect contact of these stubbornly unrelated
objects.

Furthermore, this does not only apply to the internal contents of
the surfaces explicitly delineated as the artworks of Haruna
Kawai. Most of the works in this exhibition are mounted in
box-like frames, which, as objects themselves, enter into a
relationship with the artworks’ supports, revealing new
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configurations.

The other is “tenuous connections.”

By this | mean a line more delicate than the earlier quantitative
image of the refrigerator. On a large scale, this might be a bridge;
on a smaller one, a hyphen (-). While a bridge is, of course, a
concrete and functional object, it is also a relation line a that
encourages a relationship between what lies on the opposing
banks. In other words, | would like first to emphasize that these
connections owe nothing to the sense of volume or massing
possessed by the lines themselves. | would also like to note that
these examples, which function by connecting elements to each
other, are also, if you look at them from a different perspective,
sandwiched by these elements.

And it is precisely this effect that makes Haruna Kawai’s work so
alluring and remarkable. While all of the exhibited pieces depict
the lives of geometrical objects, the orderly edges they possess
seemed, to me, to be infecting everything, further and further
out: the sides and corners of the aforementioned supports and
frames, the baseboards and pillars of the exhibition space, the
borders of the emergency exits. Perhaps by coincidence, a single
large, white beam runs across the middle of Guardian Garden’s
pitch-dark ceiling, sandwiched by its walls. | was particularly
struck by this spectacle, which seemed to glimmer, as if Haruna
Kawai had set it up. Given the artist’s accounts of having formerly
studied architecture and taking inspiration for her work from
scenes of everyday life, it's a connection that wouldn’t come
entirely out of left field. | would hazard, however, that what made
possible this link between the real space and the fantasy spaces
internal to the artworks ultimately emerged from how the artist
installed them. Each of these paintings also featured an entity
that mediated between the objects without ever strongly
asserting itself. It was simply there, unassumingly, without
disrupting the harmony of the image as a whole.

Nagai mono wo kasaneru [Stacking long objects], the largest two-
dimensional work at the venue, features a squared beam and
cylindrical rod supported by a trapezoid. It is a unique piece: the
air of risk visible in nearly all of the other works’ object
configurations dissipates, leaving in its place a generous sense of
stability. | didn’t understand at first why an image like this would
have been featured so close to the entrance of the venue, and,
what’s more, on such a conspicuous canvas. In the course of
writing this text, | have at last developed some idea of an answer.
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