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Preface Takumi Kato

This booklet is a summary of my experience as an Artist in Residence at
the City & Guilds of London Art School in England. I have been researching
the painting materials and techniques which are recorded on the literatures
including Cennino Cennini and applying it in my practise. My attempt for
this residency was to visit both a large pool of knowledge of conservation
and a creative area in art.

The City & Guilds of London Art School is a small independent school
where the Fine Art and the Conservation department are located in the
same building and the intermingled of two departments is very apparent. It
was a great environment for me to see both worlds at once from the
‘materials’ and ‘actions’ point of view which can be a quite rare experience
now a days.

To re-establish the act of painting I need to revisit the roots of
manufactured paints and primers and re-prepare paints with my own hand.

I have been making work with the paints [ have prepared myself but
during this residency I needed to disassemble my body of work once again.
If my outlook on the materials changes my behaviour towards the action of
‘painting’ changes too. This experience has given me a stronger notion and
the realisation that the painters’ behaviour hugely depends on the way the
materials behave. Every painter used to prepare their own tools and
materials from scratch before they were introduced to the tubed paint
which became widely popular during the Industrial Revolution.

My intention was to approach the integrated knowledge in now two
separate industries, manufacturers where the art materials are made and
conservation and creative industries where the art materials are analysed,
as a creator and reconnect these industries with the creators.

The halfway through my visit to the U.K. I have decided to give my
practice during this residency a theme — ‘Rebind’. Paints are made of
combinations of different ingredients and each ingredient behaves in a
different way and types of glue which are used to mix with natural pigments
etc. to stabilise the paints are ‘binders’. The painters receive a great benefit
when we follow the rules according to the way each ingredient behaves, but
it also creates restrictions (conditions = restrictions). I came to the
conclusion that the ‘binders’ could also act as a restriction and preparing
paint by my own hand means ‘rebinding the rules and conditions and
recreated the restrictions according to my own desire’.

This booklet contains a process I have been through and the recipes I
used during this 6 month residency. I hope that by publishing this booklet
will help to strengthen the relationship between two industries, the
manufacturers and the restorer/creator.

Lastly, I would like to take this opportunity to thank City & Guilds of
London Art School, Youkobo Art Space and many other individual who gave

me a great support throughout this project.
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Message

Tamiko O’Brien Principal / City & Guilds of London Art School

Every residency brings together a unique set of circumstances. For the
artist it may pitch them into an unknown context; away from the prompts,
habits, conversations and easy to hand resources that may usually keep
their practice afloat. For the residency host, someone new appears in
their midst. For a prescribed, and often intense, period of time, an artist
with their own particular goals and ambitions, aesthetic sensitivity and
world view becomes an important member of your community.

When the place, people, resources and timing for a residency all align it
can be a highly enriching and significant experience for both artist and
host organisation. That was very much the case with Takumi Kato’s
residency at the City & Guilds of London Art School, thanks to the skilled
‘match-making’ of Tatsuhiko and Hiroko Murata, co-directors of Youkobho
Art Space. The Murata’s have worked tirelessly over the last 30years,
enabling artists from all over the globe to research and make artwork
based at their wonderful ‘micro residency’ in Suginami-ku, Tokyo.
Facilitating numerous opportunities for Japanese artists to work on
residencies overseas through their extensive advocacy, partnerships and
links with the ResArtis worldwide network their impact should not be
under estimated. Their micro-residency model demonstrates, through the
hundreds of artists they have supported in this way, that it is possible to do
a great deal with a thoughtful and inventive use of space, a willingness to
take risks, a big heart, and imagination. It was their generosity and
creative vision that made Takumi Kato’s residency at City & Guilds of
London Art School possible.

Takumi’s interest in exploring paint media was a perfect complement to
the Art School’s focus on material enquiry and the hands-on testing of
materials and processes. The Art School is unique in the UK in being
exclusively focused on contemporary Fine Art, Historic Carving and the
Conservation of cultural artefacts. We have created an environment
where historical and traditional approaches are in constant dialogue with
experimentation, critique and innovation. We share Takumi’s deep

interest in materials science and the unprocessed ‘stuff’ of art production,
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conservation and contemporary art practice, was clearly a good fit for us.
We were also interested in his particular artistic sensibility and welcomed
the opportunity to see the materiality of paint afresh from his perspective.

Takumi’s research connects to a growing interest in material histories,
with UK based artists such as Maria Lalic, Onya Macausland and Catalina
Christensen making work that focuses on the physical presence of
pigments and their role in social history and the western art historical
canon. In Takumi’s case his deep desire to understand the origins of the
materials he works with, and his commitment to acknowledge and respect
his materials, resonates with a shinto reverence for the essence of natural
phenomena, a mottainai spirit and a mono-ha willingness to listen rather
than impose.

During his residency Takumi met and interviewed paint technologists,
attended pigment analysis lectures and workshops, visited 300 A.D
frescos in Rome and studied master paintings at the National Gallery:
looking deeply in to the roots of painting while working directly with
pigments and grounds in his own practice. Employing ancient techniques
and materials to produce works that play with softness, and brittleness,
lightness and absorption, Takumi developed a visual language where
colours hover in a curiously disconcerting way, with gem like pinging
natural-neons appearing and dissolving in to the softness of gesso.

He saw the residency as an opportunity to ‘reboot’, and these vivid and
luminous new paintings have a reflexive quality, and a witty
self-awareness evident in titles such as, “to rub # 2”.

We were delighted that Takumi participated in our exhibition of Artists
in Residence, Fellows and MA Fine Art at the end of his residency. During
this public exhibition there was a great deal of excitement about Takumi’s
work and there was considerable interest from London based art
collectors and curators.

We look forward to seeing how Takumi’s work evolves following this
intense ‘reboot’ experience when he next shows his work in London and

will always see him as a member of our extended community.
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About City & Guilds of London Art School

In this modern time, it is rare to find a place where both conservation and
creation of art exist. Even in the place where both world crosses over the chance of
them interfering is probably quite small. The current conservation considers that
working closely with the creators might over interfere with the process of creating
the artwork and could give a negative impact on how the result of the artwork
should be. On the other hand, now a days the artists uses ready-made products
most of the times and have not many chances to come across the detailed analysis
of the product and materials they use.

City & Guilds of London Art School (CGLAS) is an educational institution and has
connection with guilds in England, and their education has been historically
influenced by the guilds that have been maintaining and preserving the traditional
skills since the medieval. This institution has both creative and conservation
department. As itis a small-size art school it was relatively easy for me to go back
and forth between two departments.

CGLAS presents the traditional skills they teach at their art school to the public
(London Craft Week etc.) and document and exhibit their researches (Material
Matters 2016 -). The subject of the Material Matters in 2018, during my residency
period, was ‘Pigments’ and the research on the subject by students and staff are
exhibited in the ‘Material Foyer’ within the art school premises.

During my residency I had chance to attend a lecture on pigment analysis and a
practical training on retouching paintings at the Conservation department. These

experiences made me rethink and revisit how I handle paint as a material.

City&Guilds
of London
Art School

AIZEDHKF Wood Workshop TMaterialMatters1ic &2 DEBR  Material Foyer — Exhibition of the materials related to pigment
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Map & Image Sources

—around the studio and my accommodation

The CGLAS, where my studio is, and my accommodation in Brixton
were both located in South London. CGLAS can be reached in 20-30min
from the central London by bus, just outside of the city centre and
relatively quiet. Brixton is located farther south of CGLAS, occupied by
many Afro-Caribbean and the town has full of energy. Brixton is changing
rapidly because of the recent gentrification in this area that made the
area safer and which has resulted in fast-rising house prices.

In and around South London I have fond marks with no intentions or
creativities — a dirt on a wall, some sort of a triad mark of BT (British
Telecom), some marks that painted over and etc. Using snap photographs
1 have investigated the actions of ‘drawing’ in the city and the materials

being used relative to my ‘conscious drawing’.

[ Map | London

The National Gallery ;
B
Colart International Holdings Ltd.
.

.
City & Guilds of London Art School
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SV A-BORERBEEDEZRE 1840FN 5EA
Cylinder for keeping paint and tool for refilling (1840-)

Fa—TRENEALINZFPETHELDNTVWEEROBROKLERE
Containers made of pig’s bladders which were used to keep paint before the tube paint was introduced

Winsor & Newton Interview

London was the centre of the Industrial Revolution. Until the Industrial Revolution, to mix pigments to make paint was an everyday life activity for the

painters. Introducing paint tubes had revolutionised the way artists work (the impressionists are probably the result of having the paint tubes which can be

taken out to outdoors).

In August 2018, when I visited the Colart building where they test and produce the Winsor & Newton products for the 3rd time and I interviewed their Lab
Technician Mark Cann. Since the Winsor & Newton was founded in 1832, by a chemist William Winsor and an artist Henry Newton, the company has been

maintaining the collaboration between chemists and artists. In 1842, the company adopted the disposable paint tubes for their products which had

extensive Impact to popularising the paints.

I'have interviewed Mark Cann to find out further about the relationships and collaborations between the chemists and the artists and how they manage to

protect the environment during the manufacturing process for my current practice which part of it is to mix the pigment to create the paints myself.

Kato

Kato

Mark

Kato

Mark

Kato

Mark

Kato

Mark

FORDSIRBSNIcA > T 47 > TO—R(@HWEFEOH R 519085 ICHIHMS 1)
Acluster of Incian Yellow which is extracted from cows rine (This pigment was banned from trade market in 1908 due to animal cruelty)

| am aware that the chemists and the artists have been collaborating together since the Winsor and Newton was founded. In this
contemporary world | feel that artists lost the knowledge of the chemical component in the art materials, or understanding of the
background work the chemists go through, as now a days not very many of them mix their own paint. What | would like to find out
from you is your thoughts on the current relationships between artists and chemists as an Art Material Developer.

|l imagine that it is quite difficult to have good communication between the artists and the chemists without consciously making the
connection. Is that the case?

At our Lab we always work with artists. Since the Winsor & Newton founded we kept the tradition — chemists and artists always
work together to find the best materials. We have the Griffin Gallery downstairs and they have residency artists who can try, test
and discuss our new products. We think this is one of the most important processes to make good products.

Could you give me some examples of products which were produced based on the collaborative work between chemists and artists?

Everything. There are no exceptions. We always work with artists and | really enjoy talking with them. It is such a great process to
discuss the products with them and finding out what | might not see as a chemist/lab technician.

I'd like to know about less toxic pigments which are used as a substitute of the traditional materials. Usually, this is not really in artists
mind when they paint so it would be good to hear from your angle. If | could have a list of materials which are used as a substitute for
toxic pigments, that would be very helpful. | also would like to know about your company environmental safety policy and the
ecological problems you face.

At the Colart Innovation and Development Lab, where the Winsor & Newton products are produced, have special filter built in to
their waste water system and separate component to keep the waste which are removed by a specialist company and disposed
safely. The Winsor & Newton are not able to provide the list of replacement materials for heavy metals but we can assure you that
we have a replacement for most of the heavy metal materials including cadmium, and our research will still continue to the future.

You have system that covers the whole building then. Do you discuss about environmental issues or the effect on the human body
with the artists?

Now a days, it is talked about more and more. Especially the young artists seem keen to protect the environment - the reasons
might could be that the information is more widely available online, and also the environment issues are talked about more
frequently in the media. The materials which are toxic to the environment or human body will always be around as long as we use
them. That is why it is very important that us, the developer of the materials, to tackle this issue, as well as an individual artist.

2018.8.8 Interview

.
1

\Trr e = o e 3
William Winsorh*#t2% L 7=George Field®./ —
George Field's Notebook which William Winsor studied
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AV EEELEOMRLELTRDZ DD LR | ‘ Paraloid B7230%
MofcHiy 2018 DRy F OB IZELFICE ! ;gwoée;ﬂ bbit glue 1:12 wat
.0. rabbitglue 1:12 water
{VEHSVEABIARBTH o720, A 2018.6.12 chalk : Primal®AC35= 5:3 (roller)
5 7 - . 2018.6.14 chalk : Primal®AC35 : Acrylic resin = 40:20:5
BEREEZ 7o NEA VY EHEAVIIREE 3 s | Taralod 302 Paraloid B7230%
FETBLREDDDOTEL . BORLDOTZ YL 74 ILHRS (Paraloid™B 72 30%)  Acrylic resin
fELBAINTVBArand DEFEH L7, [F » . ’ Es:)
[IpiJass 3t ! Yy o 1
ICTw 7725 o h A U ACIE DR A3 LB . iy P o) e 2018%F6811H T FRB K112
B S gl L eERAR el 22400 2018568128 75K 7 IL20%AR: ABER: 7Y > =811
bhd =y a v gL ERERE 2 S FH (tn Jue 2018568148 HE:Primal®AC35 : Lo VARV K (72 UILHAE) =40:20:5
| NEAVFIRS
HEEBRE LT w7, | )

2018.6.11 rabbit glue 1:12 water
2018.6.12 gum arabic 20% : satiated sugar : glycerin = 3:1:1
£ 2018.6.14 chalk: Primal®AC35: Acrylic resin = 40:20:5
= ¢osein Tewmpeva

Sample Making 4 l 7 & | ; 7 ¢ 3 7 & casein tempera

NEAY (REET >V E=VULICLBAR) Casein(Dissolving with ammonium carbonate)

The choosing medium depends not only on what
I'want but also the environment I am in. I temp to S Lyt abe | kT CSO)
| 2018E6A 1B D HFBIK1:12
b June 201% rabbit glua - Wwater= (1 2018468168 HHFBIA 1112

Cholk Atowr v Goud paper ¥ (28 B (Atlantis®) #EPTD#120
XUt FBEK(1:12) - BE=11
cqitempern Cyol only ) PEFIARS
(Note)
2018.6.11 rabbit glue 1:12 water
2018.6.16 rabbit glue : water = 1:12
Chalk Atlantis  Sand paper #120
eggtempera

choose egg tempera or casein for the effect they
create on the surface but the summer 2018 in
London had a record high temperature and was
over 30°C for many days, I decided to reduce the
usage. [ used Ara Casein Acrylic Binder which is

ready-mixed with acrylic resin rather than mixing J i | :

powdered casein myself. Also reinvestigated the 2D (g e

emulsion resin and hard resin which has similar : : _ ok 2E,  robe e 1 L e ‘ 3 ;S(S;(igﬁa S

- - (44 Tunte 2018 Clialk * Brimal ACH - LRI = Go122°9 2018E6R148 M Primal AC35: > B K (77 ILEIHE) =40:20:5
Ara htA > 7oV)ILRRE/NA V5 —

(Note)

2018.6.11 rabbit glue 1:12 water

2018.6.14 Chalk: Primal®AC35 : Acrylic resin = 40:20:5
Ara Casein Acrylic resin

Ao (aten. Aerylic risin

Ara At > - 7o U)LERE/NA >4 —  Ara casein acrylic resin binder

) (X¥)

j Lot sl = (12
Lot bile pabbiT gl o water= | 2018568168 THFB K 1:12
XY BEK(1:12): B (Kremer®) =1:1
| EPTDHI20
Chialk. Koewer S paper #i22 TyIFIRS+HBOTIVINIRILS aY+FE=ILKTA b
G + (s RS |-n),\i : (Note)
T TNy PO, L e 2018.6.16 rabbit glue : water = 1:12
Fiﬁ' G tLs < U B> }‘1’ frty,“l- ¥watered-down rabbit (skin) glue (1:12) : chalk (Kermer) = 1:1
3 Sandpaper #120

Egg tempera + small amount of acrylic emulsion + titanium white

IRETIRT (FRAZULKRTAMIELBTED) Egg Tempera(applied on titanium white)

e S = 5 : (X¥)
j & )
a & @ 2018578158
) B Primal®AC35: Lo < WARY R (74 U)LEAE) =50:33:7 (+7k5cc)
i (Note)
e 2018.7.15

Chalk : Primal®AC 35 :Acrylic resin=50:33:7 (+5¢cc water)

Gamblin Lens g ‘v"‘u‘ 2ef. K Ll;\gf. 3 P;i;alr?AC(wg: (1?‘??’(7*'
¢ Lot Do | 2 Frepdinc = . ! 4 Gee A=
GamblintB 185 - e |57 7/ 2|8

Gamblin Conservation Colours (Aldehyde Resin 81 - 2 Propanol) FUVUIITFHDH > TIL (Primal® AC35)  Sample of acrylic primers



iy Primer

REBERHCA F ) REOHEEZ A1 > CEM. MEERBICED
ECTHOL THOZEEME ST 72 (LoKh Li#En 2 HEICE
THO% ., FRED IFICRETHOZER) .

THOR DY HER | TREIEEICEEL AR bIEEX
AIV T %D BENRD D L\ S RICER LB K TE  SCRHER
HETHERROERRENLT v, THORKURICERIND
DL MERRREZ R CTE DAY v M35 ) RS DIFRHA D R 23H
nEICks,

TH®
=[] 1
BB (D FRBIk=1:12) 1

BILD L7 KRB S xov iy 4 F B K=1:120BK % 8B
L7tk RS BOBKCHEMA (FE) ZBEEIL, LAY &
DB Z & L7tk (RiB) . LEMEZ & T2 (s, &FE
Z2~3HLL LoMEZEG | VEERIIC400FRED Y F—r—
TELALLTEL )o

BKE A —FIC X>TRMMEE DR E , HEEECHTTX
~&LoTnd, T0~80E CTHAIL 7z LMK % | ELICH X &
BENCS BRI L 7DD, BB ERY Y FR—"—THFBICLTF
¥l e 35,

Primer®

Chalk 1

Watered-down skin glue (Rabbit skin glue:Water=1:12) | 1

Apply two layers of watered-down skin glue (rabbit skin glue:water=
1:12) on the sealed wooden panel, then using same amount of
watered-down skin glue paste the linen. After pasting the linen apply
same amount of watered-down skin glue again, then apply mixed
ingredients in the table above (Every steps needs to have 2-3 days
drying time and sand it down with No. 400 sandpaper every layers.).

The impure substances in the watered-down skin glue are removed
using a sheet of gauze and sieved chalk to remove any lumps. Heat up
the ingredients in above table in a bowl above hot water (70-80°C) and
apply five layers before it dries up completely. Sand it down to a

smooth surface using a sand paper.

T#@® Primer®

1oy F¥RBeaE
Rabbit skin glue and chalk

2. RHEBREEDEEM (DY) EBNTS
Heat a mixture of chalk and watered-down rabbit skin glue (gesso)

LY

3B L. SSICRIBEZ S EMA/NRILCS T YV ERHTS
Apply gesso on the panel prepared with linen and rabbit skin glue

4. BEHIDTEM
Gesso priming has completed

The main ingredient is chalk produced in England. I have used the
Primer @) and Primer (2) according to the preparation time (@ = slow
preparation, 2) = fast preparation).

The Primer @) is a chalk primer and the quality changes depending
on the temperature and humidity in the environment so needs to plan
the time carefully. Primer 2 does not depend on the environment as
much as the Primer (D which enables to cut the preparation time short

but gives supporting medium wet effect.

T
HE 50
Primal®AC 35 33
HEME R 7
X 5

Hikd L7 ERICY 9-FBIK=1:120BK % —E & L 724
B LEEMBIZ4~5BE&G L7 (hk, FBRATEATER
CE N7 TERTS),

IR FR— S —CHBIC LT I L T 5,

Primer @
Chalk 50
Primal® AC 35 33
Thixotropic agent 7
Water 5

Apply one layers of watered-down skin glue (rabbit skin glue:water=
1:12) on the sealed wooden panel, kneed all ingredients in the table
above together and apply 4 to 5 layers (all layers needs to be
completely dry before applying the each layer.).

After the layers dried sand it down to a smooth surface to prepare

the base.

T#®@ Primer®@

1.Primal® AC 35(7Z JJILIRILS 3>)
Primal® AC 35 (acrylic emulsion)

2.Primal® AC 35 HE % B# T %
Mix Primal® AC 35 and chalk together and stir well

o

BURELIcP Ty EEMMICEDIAT
Rub mixed gesso in to linen

4. 4-5BER. TV Ty HIED DR
After applying 4-5 layers acrylic gesso priming has completed

11



NAvE—(Batt)

BN X T & b CRIE OfE 2 % R ICHEH. FICREIDIRFE
@b B BilEDH A bParaloid™ B 72& Aldehyde Resin 81% 358

WifEL b ICEE SR BOE R ET, ERoBLENLHIERL =
LI ETOMERNCT Y 7TV RIICEfliRa Y Fr—L23TE 5, . ———
Ly E@- Ly e@e bIcHERCBIlE L B RE. BRI LY EbeT -~ LA

t7Iv 7 MAEINEIETRED ALy T 5, #ERCET

L L2 T 1) (£ T i) — ) CRERRE & A0 | H5E i A L Takumi Kato | London 2018
EEICERIE TV,

T by 27 %) — L RO BB A E— I X 201 8_09_08-09_1 6

THECGT2L51CL7ce REFLDODHIEEHE L WEFICITIER
1. 1 TO—F—H—DEER  Paraloid™ B 72 - . . g =g=
DRWTE I ERHG, LUK D LR ED WL FICF2-Tu ) — Yellow Ocher pigment and Paraloid™ B 72 Artist in Residence Exhibition

A%, in City & Guilds in London Art School
e — R
(BEBMLAERMOEE) T=TAAM A LT UARRE
LYE®
721))L#thE (Paraloid™ B 72) 2~3
Diacd % 10
LI E®
TILTE R iAE8 3
Diacd o4 10
2. 7t k> TParaloid™ B 72% 7Af# 9 %
XTI IDET DRV RO ERE B T3, Dissolve Paraloid™ B 72 with acetone
. ]
Binder Ny bk Palette
Used acetone and aldehyde resin to paint and, out of resins which are
usually used to restore paintings, I have chosen Paraloid™ B 72 and fEREER Selection of Pigments
Aldehyde Resin 81. The both resins fix to surface well and are colourless ’ FEZDLATAH Titanium White
NITFRZT L itani
or light coloured and do not affect the original colours of paint. Also, it is . R Buff Titanium
. o with T erer s e et TARI—=TZvo Ivory Black
easier to apply with small brush and the finish is similar to egg tempera. LyRA—— Red Ocher
The resin in the Recipe@ and (2) are both melted in room temperature, N—ZUF> Vermilion
then mixed with pigment, pasted on to the ceramic plate and use it as a b P UINY Alizarine Crimson
pallet. Mix acetone or 2-propanol (isopropanol) to dissolve the dried paint to - 1ITO—F—h— Yellow Ocher
- F—LAUY Aureolin
fixthe/colouronithe surface. 3. Paraloid™ B 72/ EBRVE D A DS o _
I have used acetone and 2-propanol depending on the effect or speed. Use Mix Paraloid mixture and pigment together and stir well IOLAFYART = Chrome Oxide Green
TSI -
acetone for quick and sharp lines and use 2-propanol for slow-processed work. St ‘ Viridian Green
72037 =V )— Phthalo Blue
{Binders and Diluents) TSRS Ultramarine
Recipe® IRIUNAF LY Mineral Violet
O—=7>N\N— Raw Umber
Acrylic resin (Paraloid™ B 72) 2~3 F=RIU—Y Green Earth
Aceton 10 HHEERH(E> D) Fluorescent Pigment Pink
BRI (AL Y) Fluorescent Pigment Orange
Recipe® HEERH(LEY1TO-) Fluorescent Pigment Lemon Yellow
HAEERH(F) Fluorescent Pigment Blue
Aldehyde Resin 81 3 EIEBR () Fluorescent Pigment Green
oot 10 IN=ILRTA b Pearl White
ceton - o o
4253y AbE R EERETS e Pearl Copper

*Use acetone a little by little, avoid using it for long hours Keep prepared paint on a ceramic plate N=)Ld—=ILR Pearl Gold T BRETEARLED S Redissolve dried paint with acetone etc



[Rebind ] BR AT —F AV b

MEE . Bk ek L>TR aEE2ELbNIES
KTdo, ZNRALOHERIGEET L5 CELNTRE 7
D\ FhcbDHEPLIR LB IERICL>TED XS I
TVEPICR I EREB->TETE T,

FhiZ SEOHIVECIEEZBLTITALRRKL ., BUEZS
LHRE L7, BERLCWIER L SRR OMED RIS &R
EOT T BBt =binder |2 RUEL. iV E&bELTE
EMRIITA LR O RALTWE S,

CORER L, REICEENDMELFEE | RO IC
Lo THHDITAZIFNR T 2HArLEINLD DOTT,
BN O K LIRS B2 M AE T H R, BhcboEEICE
J2EHEIRYVIRDCODART 7=, b MBI TET,

“Rebind” Statement

“Paints” are the complex form that contains various properties of powder and
liquid. They are applied to our usabilities, we can use them naturally as tools.
On the other hand, paints sometimes can be a “black box”, and it’s decreasing
our chances to notice how the tools influence our bodies and behaviours.

I've been exploring to disband the behaviours and to reselect the actions and
materials through making of paintings. I'm regarding selection of the pigments
which shows the colours, the binders which define the property of paint, and
kneading them together as the way to link the materials and behaviours.

This series of paintings are generated from the experiment to untie painting
binds, and “rebinding” my own behaviours with properties of materials. I place

this painting experiment as one of the abstract forms of metaphor which

prompt me to look back our contemporary lives.
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To Wash Out #02 To Paint #01 8- ' [

151x130mm 221x151mm : : i
“l ]1

Y B8 [ RS el

FAVE S - BE

Q= + 72V))L#RE (Primal® AC 35) IO Dude Rieery oip Bnar, White |

- 72U )LEE (FHb: Primal® AC 35. B 47 Paraloid™ B 72) -htTy o Dl A3 i

“HEA F TLF e RS ST bt gl 3

-EER ) | A

- Plywood « Plywood it =% e

- Rabbit skin glue - Chalk '

+ Chalk « Acrylic resin (Primal®AC 35)

« Acrylic resin(Ground layer:Primal® AC 35, Binder:Paraloid™ B 72) « Casein

- Casein

« Aldehyde Resin 81
+ Pigment

« Pigment




To Rub #02
182x150mm

- Atk

Q=E::

s Y FR

-+ 72)JL#sg (Primal® AC 35)
cHETY

- 7ILT ERERES1

+ Plywood

+ Chalk

+ Rabbit skin glue

« Acrylic resin (Primal® AC 35)
+ Casein(Ara Casein Acrylic Binder)
+ Aldehyde Resin 81

+ Pigment

o =

To Rub #03
- . - 440x364mm

< R8N

- B

c Y FR

- HE

&2 ) L) 40 2l T8 s 4 - 7T E R EREST

» Wood panel

« Linen

+ Rabbit skin glue
A A .4-'9 ,(m--'.}j sapeg] 0 T « Chalk

N ” + Aldehyde Resin 81
S e bl
2 R’ulb #1 ® - Pigment

'”I"‘ b v {

AR
52 2V (Y 3

16A \‘rn,o am N4 'p
) ot "fm\ Wi 4
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Circuit #01
®250mm

- PEOEFET (Deptford)

Q=0

- 72 1))L#ERg (Primal® AC 35)
chtETy

« 7ILT ERTEEE81

+ Second-hand clock (Deptford)

« Chalk

« Acrylic resin (Primal® AC 35)

« Casein(Ara Casein Acrylic Binder)
« Aldehyde Resin 81

« Pigment

Deptford THA L - R DB
A second-hand (vintage) clock bought in Deptford

g 75

1984FEFRIRA T o EiMiR. BRIE, BHEEBEMKRE
FREETY MR FEIEF BT, 15T ORERIER, 7=
==/ -Frv=—zoEHETOFIOMELES L, BHR
OB DR AT 4 T L% MR E 72 28 DARTEA RN FE &
FEEHIVEZIEITLCD . REMNARFER L LT, [World Event
Young Artists |(2012/3E+ /v 74~ #24), [Seen from a
Vehicle |(2015/KulttuuriKauppila/ 74 v 7 v F -4 1), [
DizdDY <A VX |(2015/FF BRI FRITROZEME - 13%
byl | SHEY THEF 2L — 22—, EMHIE) .
FARRAY |(2016/the three konohana/KFRFF) A EnH 5,

Takumi Kato

Born in Aichi Prefecture, 1984. Artist. Currently a part-time
lecturer at the Nagoya Zokei University of Art & Design and Seian
University of Art and Design. Kato’s research is based on Cennino
Cennini’s book 11 libro dell arte and, alongside of his research, he
explores and reveals the materials and mediums histories which
are still relevant to the contemporary world in the paintings he
creates. The most notable presentations of his work are World
Event Young Artists (2012/Nottingham,UK), Seen from a Vehicle
(2015/KulttuuriKauppila - Ii, Finland), Reminder for Making
Methods (2015/Nara Prefectual Art Festival HANARART - Nara,
Japan) and ARRAY(2016/the three konohana - Osaka, Japan).
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g X Aoce
T AT WIRET—FA<—2Z

20114E12H [ Work Space | &\»5 24 b DNFETT X A
OERE A TE CRBE SN, BRoERICERLTREE
BEZBLLTEMBECHY BBOEIAL LIS N
Hole M EEHTEEAS, SR TRFICEROZEMDLD
ICREELY « VEMIESIRHASCER R R bk« TldE -
7 A3 EEBRICEREBWTHITEL TV L Wi HIR 2%
J7co MEAROBDO—F D Z T2, 7T D/MER
ZRICADVEA L7, B A LDA VR 2—FLHND
ML nSTeEFBAT VS J LI BEIADEHE LR
O\ AR LARIERD 2, CORTOBEN D AW
PERHIE~OLB R ECEINAFEEVEFVTV S,

20128En v Ny - F Y vy 7OBEARICER ) v TA v L
CTHAEX N7, WEYA(World Event Young Artists)[ 1004
E251,000ADT7—74 A MEE | LS BRE S EE
T—=hAXV b~ BIIEOINE LTHEZHEBIREL 2o
&, ARV P COBEFHOAALTEBHICTY Frad
R BEMFAEEZERL T\, FERIC. ZDOESHMEEL
FAEL 7cB&, R DEFT—T A AL LDOEF, ARV b
BHDOEREBRICOWTELEE->T Wiz, CORER, SEIF
EOEERIECH B o7 L XTI,

T/, BFEHIBT, T— MM NV O REEE SFERTS
it A DAIRIC S BRI IC SN LIS SRR DB L AT |
FRHCER D ELL T 20 IBEEM B L LTOiRE O/
FRCEFLMREL L COMEOERLERE I HEE
LLTRFEOHFICHE . SRIOvY F v TOMRER
ERIVELFEROBR X, kBT B EOB R OF
RFECHEB L, HNTIVMED LHZDH 5City &
Guilds of London Art School?®*:ETamiko O’Brien K (C#8
L7 iR D%, MixRLNATKADE SR, HEOH
RBELER S, BEARBLREBOLWE@EEE L
LTSS,

RECHAREHAL EF 220, HOEROEHS &, RHE
EERBERCREM, WEOFTALTCLICKIBENED
SMEIRHIVELS 2 HERIECORRRBOERICE N
TW3 X5, MEDHEED 2 I RE T % HiECLT
w5t SLIHIOBERMBALALE, —(REDLS5 A
VERDBEENDZ D50 LB RIE O L. FIEEBER
LT, 7B R oM REL LV EICHES L, T
FEoME»bRICHECZREZ~DEVFO—BELT, CD
MFERILCCETIALERRTH D, WD EEL
W&z

On Takumi Kato

Hiroko Murata Youkobo Art Space

Takumi Kato’s solo exhibition, entitled “Work Space,” was held at Youkobo in
December 2011. I'm not sure if his wife Megumi, who is a curator, had a hand in it
or not, but I recall much attention being paid especially to how space was created in
the show, and while the materials used as supports and pigments for the works
varied, I got the impression he laid emphasis on the composition of the picture
plane as he produced work. I was particularly drawn to a small tempera painting
depicting a branch, and bought it. Later, when I found Mr. Kato stating “I paint the
act of painting” in some magazine interview, I remember being strangely
convinced. Through this exhibition I got to know his admirable character and
attitude toward art making, sparking a long-term ongoing friendship.

During the 2012 London Olympics, the World Event Young Artists (WEYA) “1000
Artists Gathered from 100 Countries” was held in Nottingham. We recommended
Kato as a participant in the international art event accompanying this exhibition.
While he was there, he not only conducted his activities for the event itself, but
actively traveled around London to survey the field. At the end of that same year, on
the occasion of the opening of his exhibition reporting on the residency activities,
he spoke enthusiastically about the event itself, his experiences on the ground, and
the exchanges he had with young artists from around the world. I am certain that
this enthusiasm led to his second UK residency.

Furthermore, in addition to planning and running art events in the Kansai region,
he has been actively participating in overseas residencies, broadening his activities
and experience while transforming his work. In recent years he has embarked on
the study of paint as a material and his achievements as a researcher have been
remarkable. He has furthermore taken on a position at a university as an educator.
We recommended him to partake in this current research residency and exhibition
in London from the standpoint the research into materials he is pursuing. We
introduced him to Tamiko O’ Brien, Principal of the City & Guilds of London Art
School, with whom we already had a strong friendship. Kato’s unparalleled hard
work and dedication made this six-month research residency happen, and I can say
with confidence that it was a rich experience for him which produced impressive
results.

If I were to give my honest opinion, what I find brilliant about his work is that, as
we saw in the works he presented for the exhibition reporting on his residency
activities, his indirect yet analytical approach to painting through material and
compositional elements, as well as through treating painting itself as action, clearly
defines painting’s origins, or essential appeal. I look forward to seeing what kind of
new works he will create, if another element is incorporated to his thought and
process. [ wish him all the best in his endeavors both as a painter and as a
researcher of materials and mediums, and moreover, I hope that this booklet will
be of assistance to the young minds he nurtures in his role as educator. I pray for

his continuing success.
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