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Art as the Circulatory System in Society
An Analogy of the Urban Waterways' Culvertization

This text serves as the Curation Note for the ART EXHIBITION area, "Ahead of The
Rediscovery Stream," at the MEET YOUR ART FESTIVAL (hereafter, MYAF).

MYAF is an editorial space held in the Terada Warehouse area near Tennozu Isle Station, where
music lives, paintings, sculptural works, spatial art, food, crafts, and goods are presented—as if
a cultural magazine had manifested as a city or a town. Indeed, one could argue that the
magazine itself is an imitation, or a copy print, of the urban environment. An exhibition, which
addresses the historical and critical perspectives of artists, architects, and designers, might also
be considered a spatial magazine, which is then further adapted into a book.

| am co-curating the ART EXHIBITION area, one of the distinct sections within MYAF.

This year, dancer and actor Mirai Moriyama took the role of Artistic Director, determining the
overall policy and title.

"Ahead of The Rediscovery Stream" (hereafter, ARS)
Literally translating to "beyond the rediscovered flow," this title itself embodies the attitude of
rediscovering the value of existing things through editing and curation.

It reflects a philosophy of circulation, where the stream is recirculated, leading to the
transmigration (reincarnation) of values and matter.

This led us to consider: What does art offer to this turbulent society? Two major turning points in
my personal life have profoundly influenced this exhibition: first, my own experience of parenting
since last October, and second, the sudden death earlier this year of curator Junya Yamamine,
who invited me to MYAF last year.

The theme addressed here expands upon the aforementioned policy, incorporating my own
interpretation and intention. We adopt the concept of a circular economy that produces no
industrial waste. We contemplated community, individual death, and cultural succession. Both
can be viewed as the inheritance of resources. When parenting, the time one once held



exclusively disappears , merging into family time. This sensation of time flowing out is itself a
form of succession—the feeling that the time that has flowed out endlessly circles like water.

Art, | suggest, acts as a circulatory system for time, a heart, a pump in human life.

Could art be the fundamental heart of humanity, society, and community, fulfilling the function of
a pump that pushes blood flow and enables circulation?

| believe it is a second heart, separate from the essentials of life (food, clothing, shelter), and a
hidden social infrastructure.

When did this flow become concealed?

Art can be said to exist outside of the life-work balance. Might it function as a balancer for our
fundamental vitality, one of society's essential systems? That is to say, society functions as a
single body, and art operates as its heart, governing the circulation and exchange of life energy.

In urban areas, water—not just in Tokyo, but in all major cities—has developed alongside
waterways, and this water flow can be called the city's bloodstream. Art is the apparatus or
function that promotes this circulation and exchange.

The artist is the one who grasps and solidifies that invisible, indispensable, and air-like entity
called art; the solidified form is called a work of art; and the space where that work is installed
becomes an art exhibition. The curator, in this context, becomes the intermediary between the
artist, the space, and the related parties and viewers who gather there. If the exhibition is the
heart, what then is the curator?

In nature, when human settlements—a gathering of visions—are formed, the cycle of water
veins, such as waterfalls that flow year-round or fog that rises after rain, remains visible as an
exposed spectacle.

It is a magnificent beauty, yet also a threat that can invite death if approached too closely.
Nevertheless, by dwelling in that flow, transcending life and death, we recognize ourselves as
members of this stream. We drink that water, expel it, and recognize the transcendence of our
own life and death through changes in the volume of rain and river water. Looking back, does
not "coming to awareness" occur the moment one recognizes one's own mortality?

This is something | experienced while staying in Shimo-kitayama Village, in the southern part of
Nara Prefecture, in 2023. | still recall the shift in my perception when one of the villagers said,
"The mountain is water." Functionally, a mountain is a massive circulatory system that stores
water through the collaboration of tree roots and soil. However, this is merely book knowledge,
not a direct visual experience. Instead, the mountain appears before my eyes as water. The
mountain manifests as something that transcends the human scale of life, appearing as a time
tunnel. I recognize that I, too, am a participant in this cycle of water.



In Nogaku (Noh drama), if the curb of the well in Izutsu—an apparatus that brings the past into
the present for the protagonist, the Shite—is replaced by the mountain, and the mountain itself
functions as a device that traverses time and space, a "Mountain Time-Tunnel," then our
consciousness converges with the multiple streams that define our existence, leading to an
experience of communal consciousness and assimilation with the mountain. Shimo-kitayama
Village itself becomes a stage where Noh is continually performed.

However, | usually lack the capacity to recognize such things. | live in the city, the stage for
human-centered economic activity, a place where such awareness is deemed unnecessary.
The city, prioritizing safety and efficiency in life, is indispensable to us, but it regularly
black-boxes and controls the relationship with the environment that might otherwise lead us to
transcend our worldview. It normalizes concealment, readily closing off things like a culvert.

As relationships become invisible, our stream, fragmented and commaodified, is cut into pieces,
making an ontological connection and recognition difficult. This sensation can be understood as
the rise of individualism, resulting from the culvertization (ankyoka) of even the waterways of
blood and time flowing through our own bodies, concealing this essential flow even from the
self.

Putting a lid on the water vein stream in the name of expanding living space and increasing
efficient ground area is a trade-off for efficiency, simultaneously fostering a consciousness that
normalizes the concealment of something.

This applies not only to water veins. It extends to the ankyo-like concealment of art that should
have been present in our spirit and daily lives—that is, the narrative of the body, a non-verbal
and inefficient expression from which human energy bursts forth. The festivals that were once
part of daily life, the art that was close at hand, have been institutionalized, treated as
non-ordinary precious objects, housed in conservation boxes, and thus severed, much like our
relationship with the mountains.

This exhibition functions as a heart for sensing that broken stream and rediscovering the
continuous circuit—one contiguous with our bodies—where the everyday and the festive are not
separated. At the same time, it is a practice for synchronizing the individual streams present
within each of us. Taking inspiration from the solidified art works created by the artists, the
practitioners who manifest art, each visitor will discover their own method, rediscover the
stream, and become a vessel for energy once again.

Just as the blueness of the sky becomes visible when we lift the lid and look up, art is not
something unrelated to us. You, too, possess an art that flows continuously like a stream.
Furthermore, knowing that the bloodstream flowing through our bodies, and the majority of our
physical composition, is water, this is a journey of participation in a narrative that transcends
your individual self-awareness.

This exhibition is strongly influenced by the structure of Seami's Fukushiki Mugen N6
(Double-Structure Phantasmal Noh). The whole exhibition is reinterpreted as a structure of "a
dream within a dream,” where the memory of the Shite—the ghost or spirit—is brought into the



present. Spatially rendering this liminal zone between life and death by utilizing this structure,
and making it an experience, is one of the aims of this project.

The journey begins with a photo of an unknown visage. We listen to sounds and smell scents.
This is the backstage space, or perhaps the public square of death before birth.

Then, we are led into the public square of life by a non-human figure with bread wrapped
around their face.

Finally, through a performance piece based on text that narrates the process leading up to
childbirth, we continuously bear witness to the moment of being born. The audience is also
positioned as the Waki (the traveler) who completes this cycle.

Furthermore, this exhibition considered and referenced the relationship between art and
festivals in Japan and the nature of the festive space. Notably, the "Festival Plaza" (Omatsuri
Hiroba) at the heart of the 1970 Osaka Expo, symbolized by Tar6 Okamoto, was in modern
Japan the zenith of extroverted celebration, contrasting with the introverted local festivals. This
exhibition confronts the critical practice and residues of that enthusiastic celebration,
challenging us to reconstruct this surrounding area and the period around 2025 by employing a
multilayered phantasmagorical art exhibition in a functionally reorganized modern urban
space—a dreamlike location like this reclaimed land of the Tennozu Canal area.

The art exhibition becomes a place where each person reflects on their own history, which has
been culvertized at their feet and within themselves, reconnecting their inner water veins. It
becomes a site where value and existence are exchanged through the vision of each artist,
restructuring the unconscious mind of the audience.

And finally, this is dedicated as a requiem to those who have died in ongoing wars and
pandemics, and to the curator Junya Yamamine, who previously supported MEET YOUR ART.



