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Lightweight picture
2022 | urethane paint on wooden panel
1130 x 2430 x 85 mm




Orthant #1
2022 | urethane paint on wooden panel
1500 x 600 x 115 mm




Orthant #2
2022 | urethane paint on wooden panel
1500 x 600 x 130 mm




Wet pillars, mountains, huts
2022 | urethane paint on wooden panel
1400 x 650 x 45 mm

Standar umum
2022 | urethane paint on wooden panel
900 =750 x 85 mm




Former trapezoid
2022 | urethane paint on wooden panel
175 x 265 x55 mm

Common mark #1
2021 | urethane paint on wooden panel
750 %750 x 65 mm




A graph #36
2022 | urethane paint on wooden panel
320x180 %25 mm

Fat parts #1
2021 | urethane paint on wooden panel
320 %180 x 256 mm

Towards the pillars #1
2021 | urethane paint on wooden panel
320 %180 x 26 mm




Frames #5
2022 | urethane paint on wooden panel
800 x 450 x 45 mm

Reinforcing bar, iron adhesion
2022 | urethane paint on wooden panel
560 x 315 x 30 mm

The tilted rod as it is #1
2021 | urethane paint on wooden panel
560 x315x30 mm




1[1

MEEHOH

KE/ | SEEHAZ LSRR, EMHER

2020F DartTNZ CHIHE#H DEm & ¥ T, Z D15 T,
KoGEOMFOBEK L ZHEMEICBEALEZ5 AN BET
I—LBOETNES LB ELIIZRLI TS £
HEX 2L LTVWBDIS ECHBEERERHRENL H B,

MECEEL’FOZD L5 MHE I, —BAICIEIATH
mOA—TA4VYTREICAVLONEHZT LAV ERE Zh
NOHEMIOMRICLZLEIANREVESS , FE I,
ZDHDHZERBRECOERRIC. RHRECHEEY
THEDIEEZBEET S, ZLT. ZNOE AR /SR IVICER
LT. W20 EZ. EELAZYEKRICERTWLL,
MBAORKKAZRIE ECERAEOEVWEEZEKT S,
MAEE. ZOZERICE>THEONEZZNZT WO/ E%.
Yo X —%F>TI|RYRY THELTWL , ZNICE>T. %
NoOHE miE. Zhhdhhh~y bCEBERERS,
MEIR. ZNOZHICEBLTIBEYRF Y /T—7 %R0
THY . ZH LTy —ThEAZNEEmE2EYVHLT
WB DD RIEMICIFBREL —EIEFLIFTUWAY IHIC
FEENICRBAATIRICE>TVWEHDNZL<HB. TN
LI EEEICLES>TZDLIICSNTWE, AL FIHD
BEICELEVWH I TEELAELA I (R [HP o & LT-ER
Bl UL LS BEOZMERENOEEFNTETLDL
ITHB,

HHOKEHFIZIEE ([CSHRNTEH. ZLDBE. ZTD
WEKIRTHZRIDAA— HEWIE ZNOZBLTIZA
PHERZBZARDT4Vave@bhboTWBEIICRZS,
FERE EELHEOEXKELICRTAI k0t 55
WIE FBOBRYEBAZRADEISICLAZEAS MBS
WEAZLCAWSD, ZNIE. SRR ES B AT . KDE
THY . ZDETHD. 2L T EHONETAE EOEwBO
BRI PAREHRSIE KOMBYPAROELSEL WL -72H
RARDFEREEHIES,

MAR.FEFDLAV—ZWOHLERT.ELADED
IKWEMLEBEZR LRBEZMEZEY EIF5.Z22IC
HLACKIZ. H2bDEFE-TC. HEWIFEHFRLTERL.
HBHDIFETETHEARLEIATRI TS, ZLT £
HHHDIFRNENT, ZZICBEYFE->TWS MHDIRE
TRZDLSICSEITELRRDL Y 7 MIRELTEY 2N L,
RENBRDLIBWHFOREZERLEICSER D,

SEOEETIH. MBI ERDO LS LFiE-HFXEBEL
DO WO DKRBEAFLVWRAZMAEEERET
W3, ZFZNIE MERO—EEDYETEEVILDTH B,
ZLTC. ZZ YRR EIHICW DD ICYIRTLEZS
ATCARERDE=BTHERICRLEY. HB WL FIDAEM
PREMIFMZY . EWo7cZEHITHTWDE, IS D
LOWARHAICHBLTWADIE FRICFEEN. HEWVIEIH
ICBENBITRES | ZMALHATHEZLLTWVEEWVS
ZETHB,

MHOERORANELWMEEIFOZEEZRS L %)
WIaLWSHDOITHIC.FMIIZILHFEX-7=. LA L. %I
ERLIEEIBZNETORDKREICE FTE4 XA - PR
DEVHICIE MBEDOEICIREREIE WS ZE~NDE
DL ELEAboTWEZEEEZNIE. SEMAIE. Z
DOELZEFROMEBNLERECEBEALBREITT R
D—EBEYBESICH-7mEFERB1E5,

Z5WZIEFBIE. EXICIZFEFR TH B D5 Z D FEHEED
EBELHICVDUOBBRICLEERE EEDOF YT ) — B
TOZABTERLTW . ZNS DR (FRICIETHSR)
TR BAEDPHOERZBIROEROIYFICE>TEL
IBIREDERD FIHb->TCEEIICHAAENTLEA DK
S THoT-. KEICHRAND(Common mark #1) (p.13) &,
ZNLDERDEBICEFINZIOTHE, ZDERDE

FAHRIZ.FMBEAATEBLBEORERICKY . TLIFENL
AAFRELTW LA LAMEIE. ZOEEZ BRI ER
DERMERD DA, XFFHEDO TEHBERDICEIVEFEE LI Z
5 LA . {Common mark #1)IcBWT. BEDIE
21EVWSTRPZORORERREEZLYIT1HICEE
DEEICEY AL Z & ISi > Tz, Fhld{Common mark #1)
PO MEEOERZEICLIEHFRIBEEHFICBEVWELIRLD
A WFThicELZoYELIn-ERAPITRIEITHS
Ao BEIICOIERILEERETREE | RREELT
ZIFEY  EBRICIIEELEZIEDOE W RS | BIRE~ LA
BETETLEN S, COEREMEESIZEITARSZSS,

(Standar umum) (p11) HEKKICTIFAFZELT WS
DEHN . ZOERIT TV ICE->THI D LEHEICERS
NTLB(ZOERTIE GIYEY I N TVBEHOERRETT
b)) ERIFEEICYVELIATWROT . BEICES
TIE BRIEER 2O AEE>T=0h E-2FY LA L,
B LD LKBRNAZOARITERNICEC AL Z
DFEDBERDP LD DOHEVL, INIE. Z) Wo7omATESBZ
LICBVTHLEHIR L RZBVLNZERTHY  BRE
DZEDARELEERERD . COFERICERLLTDRES
5ZTW3,

(Orthant #1)(p.6) % {Orthant #2)(p.8) . FIH®D A
FORHADREZRTEBETWS(Orthant #2)D. 9
BRNSEBLTH LS HHIZ. ZOERNDER DR %K
Az e . Z0HEAZ HEICTIKLIZ, ZD&, ZDY)VELN
SR ESLICEDICYIMIL. ZD3BDZ2Eb T HICT
HLTERICERYMFIFTWE (FRY—2 I RIEBISETWS),
ZZ TR . HHDERICHTIEE DO WO DR H %A
BEDP ZDIEROYBHBEICHAANLONTWLWEHL D L
ITHDB RIS CDERDERZ R THLD  ARERICH R
LoN2To IFS T—EHATHMICYIVERS N, (ER DY E

HERNBEEI ELLCCEHLICShTWS . ZZTlE X
FEORE /NI EIZELRDRNOAEMPCIRD . Z D [HGEH ]
ERmOBFBmICERYFIISNATHE WS, ZDEEIFET.[F
ZNINTHBEEREID . SHLIC. ZDERDZS L2k
HEBRFIE. ZFE2TZTORIPEERWCLEZIZATZDEDY)
DHINTLEHIDESITHY . ZORTIE. COFRIGIE
LINEHBERALI BERELTELDKBEEMICE VLW THEE
DB ZRBICERTZ2FTC.MEHOLEEIIZS LEnrzb
TRHRAMLBEEZFTVELIICHB>TETWS,

A ZFE(Lightweight picture) (p.4) 4B H R1E
DR TRAT. EIEIZ243 €Y FICbi 3, 22 TR,
ZNEAPYIRY £ LE (<[ BB MeLr) B R, FER. 5
DERD=ZDDH% T NRAERDIABDLSITHHYE
MEBEHLELITZAMTEVT. —ADERERBRLTWS,
MBI Z ERAMGE EREVIEYIE TRED D
DREPIEZZTVWB RO BRLEIEROEED RES
NHEAEDINBZESICBE- TR . &2FELTETETE
MBIV BERPEF->-TVWEI AN ERSING ZNIEE
A C HEICEZAVRIN 7V aYERDEITH B, £,
LORELBFRDIGDVIBRINETBDE.BEAFTORER
DIEDYREINT- RN % —BA—N—Fy TIETWEH
PHEEV.ZOBEIBIEZEDEETHEIN EICEHLIERD
N7=R. ZNIERIIYHLETELRDIEAI D HB W I A
LHADEBDIE|EEZFREILICADZDESh, ThIE,
BHEZINZTNOHMEICHD>TLS,

BTN IENY DU ED &S BFHO R & IEFEE
ICEBRNT ELHERVEY 2R LTI EELRER%
RIAREEEZRLIE2. FAMEZLI P LEDHTZI A TRE
BDELECTRRALBIFONDIRNZHEHKEVWEERTHY .
HOSHOBREDOFELLHEDREICKWICHFLTWLS,




20

New Works of Naosuke Wada

Tetsuya Oshima | Associate Professor, Tama Art University, and art historian

| saw Naosuke Wada's work at artTNZ in 2020 for the
first time, and his painting’s unique texture and sense
of space caught my attention at that moment. Hard and
cool, thus it remains of obscure softness. And, it is also
dimmed and serenely clear at the same time.

The characteristic of Wada's painting are
mostly formed by urethane paint that is normally used
for coating wooden products and the effect of the
polishing process. He makes his own color paints
with gloss clear light-yellow paint and mixes them
with tinction materials. And he applies those paints
on wooden panels and layers shapes and surfaces or
puts them side by side. His special paints will form
a solid clear coating. He polishes those shapes/
surfaces that are being formed by the special paints
with sandpaper attached to the sanding machine. By
using this method, those shapes/surfaces will be matte
and semitransparent. He uses masking tape when
he applies the paints to produce sharp geometric
shapes/surfaces. However, there are some works that
have one point of a blurred edge, or sometimes it has
irregular shaped edge all over the work. Those are
the results of the sanding process. It seems like the
“hard softness” and “obscure transparency” that | felt
from his painting were coming from his materials and
methods.

Wada's paintings are exceedingly abstract;
however, it appears to be mostly related to the images
of “ice"” and “glass” or the vision of the outside world
through those objects. For instance, looking down at
the inside of the water through the thin ice on the lake,
or the scenic view that spreads out of the window that
has frost on it. He often uses a blue tone; however,
those are the blue of water and sky, just like those
painted shape’s/edge of the surface's ambiguity or
amorphousness remind us of the natural phenomena
like melting ice or fluctuation in air.

He makes paintings that have a complex
structure that makes it hard to find the focus point by
layering the semitransparent surfaces. The light that
will go into the paintings sometimes goes straight,
refracts, sometimes reflecting at some points, and
sometimes it will be absorbed and stays and floats
around inside of the painting. Numerous lights are
congested in Wada's paintings, and that will give
a unique sensation of the eye being shaken to the
audience.

At this solo exhibition, Wada is showing several new
bold experiments, adding to the same method and
style that it was mentioned. Firstly, he added the
method of cutting out a part of the work. And he is
putting back those pieces of work back to the original
work but not always at the original position or adding
extra square timber or board to the work. A similar
point through this new experiment is that he is adding
the morphological or structural “unstableness” to the
work intensionally by himself.

| was confused about the act of cutting the work
itself when | was thinking about the beautiful finish of
his works. However, if | consider the fact that he was
strongly interested in the “change” or “unstableness”
and it was highly related to his method of making an
image or space in his painting, it could be said that
he strongly gravitated towards that interest for the
physical form or structure and started cutting his work.

By the way, he showed the work that is basically
a rectangle but with a mildly distorted edge at last
year's two-person exhibition at the Gallery Rin. It
seemed like the distortion of the optical image that
occurs by the way the audience takes their own point
of view was already integrated in his works (this
series is not exhibited at this time). Common mark #1
(p.13) was being made after those works. The support

material of this work was a solid circular shape, which
was not Wada's intention. However, he cut the bottom
of the circular panel diagonally to make it a non-cir-
cular shape. As a result, he radically started integrating
the audiences’ act of “look” or visual experience at the
time into his own work in this work Common mark #1. |
thought about a visual field defect caused by damage
to the retina from Common mark #1. Thus, at the

end of the day, if the part that was being cut was the
“"damage”, the audience would understand this work as
an “uncompleted” instead of “completed” work, and
they would fix this work to make it “completed” that is
not existing but in their imagination.

Standar umum (p.11) was also a circular shape;
however, this work is being cut and changed into a
more complicated shape (the cutting process was
being done in the middle of the painting process).

The audience cannot assume that it was a rectangle

or circle because the left and right sides are horizon-
tally cut out. Moreover, the final shape of this work is
awkward, and it is hard to understand the meaning of
it. In this term, this work is very stressful to look at, and
this unstable viewing experience of the audience adds
strength to the work itself.

Orthant #1 (p.6) and Orthant #2 (p.8) show his
next new dimension of cutting experiments. Let's look
at the right side of Orthant #2. He cut the right side
of this work vertically when he finished his painting
process. After cutting the work, he cut the piece
that was being cut out into three pieces and put two
pieces back on the original work, but it is also being
displaced from their original spot (he made the last
piece "lost"). It seems like those audiences’ fragments
of visual images of Wada's works are being contained
within the physical structure of the work. Let's look at
the left side of this work. The part of it that is being cut
randomly with roughness is almost destructive, and the

inside physical structure is being shown graphically. In
that spot, some wooden timbers or panels that are not
necessarily supporting materials are attached behind
the “painting”. This process is pretty much “sculptural”.
Additionally, this work's overall impression is that the
painting became the wall painting and that it was cut
out from the wall itself. This could be said “architec-
tural” in this term. Wada's work is beginning to have
the aspects of sculpture and architecture while he is
researching the matter of vision in his own painting
expression as a painter.

Wada's newest work, Lightweight picture (p.4)
is the biggest work in this solo exhibition, and it has a
243cm width. Wada structured a work that connects
three paintings that are blue, reddish-purple, and
another blue that has been processed by cutting
(=made it “lightweight”) with the timbers that look like
a wooden frame to fix the canvas or building material.
He thinks this is “derivative matter from the painting”
and not just a pure “painting” work. It should be
mentioned that several different shaped surfaces are
being set up and combined, and it is becoming more
sculptural and architectural. That is like a construction
with painting. Additionally, it is interesting that he
overlapped the part that had been cut from both the
top blue painting and the reddish-purple painting in
the middle. That area is double vacant; however, is it
a vacuity when a vacant is layered on another vacant?
Or, will it contain another kind of “element”? It depends
on the audience’s perception.

Recently, Wada's new attempt is very experi-
mental and rough, however this makes me sense the
possibility of important development. This is an inter-
esting experiment that must be continued to the next
presentation with steadier directivity, and | am looking
forward to seeing him deepen his ideas and develop
his creativity.
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Naosuke Wada

Lives in Osaka Prefecture, Japan
Born in Hyogo Prefecture, Japan
M.F.A. Painting, Kyoto University of the Arts

Selected Solo Exhibitions / Group Exhibitions / Art Fairs... etc,

Solo Exhibition “Pathway” | TEZUKAYAMA GALLERY
DELTA 2021 | SEASIDE STUDIO CASO, Osaka
Naosuke Wada-Mariko Ogawa “full-size room”
GALLERY RIN, Tokyo
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2022 | urethane paint on wooden panel
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