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SYMBIOSIS — ANIMISM

Tanabe Chikuunsai IV
Le bambou, entre memoire et devenir

Ne en 1973 a Sakai, dans la prefecture d’Osaka, Tanabe
Chikuunsai IV appartient a 'une des lignees les plus importantes
de I'art japonais du bambou. Quatrieme generation d’'une famille
de maitres vanniers, il porte le prenom de Takeo avant de recevoir
le go, ou nom d’artiste, de Shochiku I, « Petit Bambou ». En

2017, il succede officiellement a son pere et prend le nom de
Chikuunsai IV, « Nuage de Bambou », inscrivant son ceuvre dans
une continuite familiale commencee a la fin du Xi1xe siecle. Des

sa petite enfance, il grandit au contact de la matiere, des outils,
des gestes et des exigences de l'atelier familial, ou le bambou
constitue tout a la fois un materiau, une discipline et une maniere
d’habiter le monde. Porter un nom transmis de generation en
generation ne signifie pourtant pas repeter les formes du passe.
Chez Chikuunsai IV, I'heritage agit moins comme un modele fige
que comme une responsabilite. Il lul appartient de preserver un
savoir extremement e€labore, fonde sur la connaissance intime
des differentes especes de bambou, sur la préeparation minutieuse
des fibres et sur la maitrise de techniques accumulees au fil des
gencrations. Il lui revient egalement de donner a cet heritage

une forme capable de repondre aux enjeux de son epoque. Cette
tension entre continuite et transformation traverse toute son
ccuvre et explique la coexistence, dans sa pratique, de vanneries
florales d'une grande sophistication, de sculptures autonomes,

de recherches associant plusieurs materiaux, de collaborations
experimentales et d'installations monumentales concues pour
des architectures precises. Chikuunsai ne considere pas

ces domaines comme des activites separees. lls constituent

les differentes expressions d'une meéme recherche sur la matiere,
le vide, le mouvement, la temporalite et la relation

entre I'etre humain et la nature.

LIRE LA SUITE
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SYMBIOSIS = ANIMISM

Tanabe Chikuunsai IV
Bamboo, between Memory and Becoming

Born in 1973 in Sakai, Osaka Prefecture, Tanabe Chikuunsai |V
belongs to one of the most important lineages in the Japanese

art of bamboo. Afourth-generation master bamboo artist, he

was given the first name Takeo before receiving the go, or artist's
name, shochiku lll, meaning “Little Bamboo." In 2017, he officially
succeeded his father and assumed the name Chikuunsai |V,
‘Bamboo Cloud,” thereby inscribing his work within a family
tradition that began in the late nineteenth century. From early
childhood, he grew up surrounded by the materials, tools,
gestures and exacting standards of the family studio, where
bamboo represents at once a material, a discipline and a way

of Inhabiting the world. Yet bearing a name passed down from

one generation to the next does not mean repeating the forms of
the past. For Chikuunsal |V, inheritance functions less as a fixed
model than as a responsibility. He Is entrusted with preserving an
exceptionally sophisticated body of knowledge, founded on an
iIntimate understanding of the different species of bamboo, the
meticulous preparation of the fibres and the mastery of techniques
accumulated over generations. At the same time, he must give
this heritage a form capable of responding to the concerns of

his own era. This tension between continuity and transformation
runs throughout his work and explains the coexistence within

his practice of highly sophisticated flower baskets, autonomous
sculptures, explorations combining several materials, experimental
collaborations and monumental installations concelved for specific
architectural settings. Chikuunsai does not regard these fields

as separate activities. They are different expressions of the same
INquiry iInto matter, emptiness, movement, temporality

and the relationship between humankind and nature.

READ MORE
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Renzui
Connection

Boat-shaped flower basket, bundle-weave technique
2020

Bamboo madake and ratan
61.5x29 x20 (h) cm

Tomobako & otoshi
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Senmon magaki sukashi-ami hanakago

Flower basket in openwork plaiting with a rustic fence pattern

2025

Bamboo madake, ratan & urushi lacquer

785 x16x17.5 (h) cm

Tomobako & otoshi
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Kyosel — Godai Koku

Symbiosis — Five Cosmic Elements
2025

Torachiku (tiger bamboo) and clay
64 x 32 x49.5 (h) cm

Tomobako
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Drawing Infinity
Charcoal

2021

27.5 x40.5 cm



Ascending light
Bamboo madake, rattan and urushi lacquer
18 x15.5x95 (h) cm

Tomobako
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Ascending light
Bamboo madake, rattan and urushi lacquer
20.5x15.5x 78.5 (h) cm

Tomobako
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rawing Stand
harcoal
2021
27.5 x40.5 cm
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Creation through collapse - Five cosmic elements
Kurochiku (black bamboo) and clay
61.5 x 28 x45.5 (h) cm

Tomobako
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Daruma

Root flower basket

Bamboo madake, rattan and urushi lacquer
38.5x36.5x42 (h) cm

Tomobako & otoshi
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Daruma

Root flower basket

Bamboo madake, rattan and urushi lacquer
54.5 x 50.5 x40.5 (h) cm

Tomobako
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Earth Resonance

Root bamboo flower basket

Bamboo madake, bamboo root, rattan and urushi lacquer

34.5x34.5x24.5 (h) cm

11

Tomobako & otoshi
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Bamboo madake, bamboo root, rattan and urushi lacquer

Root bamboo flower basket
42 x33.5x29 (h) cm

Heaven's Resonance
Tomobako & otoshi



Drawing Infinity
Charcoal

2021

27.5 x40.5 cm



Emptiness

Root bamboo flower basket

Bamboo madake, bamboo root and urushi lacquer
33 x33.5x61.5(h) cm

Tomobako & otoshi
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High sail boat-shaped flower basket woven

from antique arrow bamboo
Bamboo madake & yvadake, rattan

64 x 27 x 28.5 (h) cm

1

Tomobako & otoshi
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Daruma

Root flower basket

Bamboo madake, rattan and urushi lacquer
67 x 63 x55.5 (h) cm

Tomobako
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Peony flower basket antique arrow bamboo

Bamboo madake & yvadake, rattan

39x39x56(h) cm

Tomobako & otoshi
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Rooted in the hearth

Root flower basket

Bamboo madake, rattan and urushi lacquer
36.5x36.5x34 (h) cm

Tomobako & otoshi
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Sugomori hanakago
lower basket entitled “Nesting”

amboo madake, clay and urushi lacquer
026

1.5x14.5 x 55.5 (h) cm
omobako & otoshi



CAM U nSpe i

Drawing Growth
Charcoal

2021

27.5 x40.5 cm



Symbiosis — Animism
Torachiku (tiger bamboo) and clay

36 x32x71(h) cm
Tomobako






Rekkai (chu)

Wall sculpture entitled “Rifted realm” (medium)
Bamboo madake, clay and urushi lacquer

2026

54 x 16.5 x 65.5 (h) cm
Tomobako

22



.?Q._u_
3 Vgl

ke

gt -'l N "- !
- ey %) J
S e gt
Y A
# Tl "‘{( et il
L e R
R it

S
ANy

h

s
'\:-f?:\\‘_u R, ; ]
ele LRI o M S e T by L o
<y ,,;»\{;\{\‘;‘l_ iy Lk - N 3 v . \:‘fm‘:}\:‘-\
e A, TRV L P Yy AR T o L TR, R O
5 .c-k.‘:'l.-,f:u..% T g ¥ !i@f%& AR
: : $ LSRR TR

i Yol gk TR
4 . '-f'_-:f?‘" } 4 )
3 I e ‘."j
' uﬁg#m W
TR




rawing Connection
Charcoal
2021
27.5 x40.5 cm
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Bamboo madake, rattan & urushi lacquer

25 x15 x56.5 (h) cm

Creative City
Tomobako






Sugomori hanakago

Flower basket entitled “Nesting”
Bamboo madake, clay and urushi lacquer
2026

32x18 x41 (h) cm

Tomobako & otoshi
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Uyoku

Wings

Bamboo madake, ratan & urushi lacquer

132 x 24 x 28.5 (h) cm
Tomobako & otoshi
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Kuchiku Kutsuwa
Decayed bamboo Kutsuwa

Bamboo hobichiku & kurochiku, rattan, bamboo root
and urushi lacquer

70.5x36 x45 (h) cm
Tomobako & otoshi

26
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rawing Heaven and Earth
harcoal

2021

27.5 x40.5 cm



Tsunagari - kako genzai mirai - Connection
Connection: Past, Present, Future

Torachiku (tiger bamboo)
87 x48.5 x45 (h) cm

Tomobako

23



Bamboo madake, clay and urushi lacquer

Wall sculpture entitled “Rifted realm” (small)
2026

Rekkai (sho)

26.5x9.5x39 (h) cm

Tomobako
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Drawing Stan
Charcoal
2021

27.5 x40.5 cm




Kuchiki Syouritsu
Decayed Bamboo Stand

Bamboo hobichiku & kurochiku, rattan,

bamboo root and urushi lacquer
48.5 x 54 x 147 (h) cm



Sound of Star

Bamboo madake, rattan and urushi lacquer
27.5x27.5x36.5(h) cm

Tomobako
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TANABE CHIKUUNSALI |V ®-1973, Japan)

and SAWAKO KAIJIMA - 1976 Japan)

Chomushin

The title is drawn from a text by the Zen monk Ryokan (1758-
1831),

who was fascinated by the interplay of nature’s many forms of
beauty.

2024

Dyed madake bamboo, rattan and urushi lacquer
60.5 x 56.5 x 60.5 (h) cm

33









Enso

/en circle of enlightenment

Bamboo madake, rattan and urushi lacquer

35x35x20(h) cm
Tomobako & otoshi

34



Connection Birth
Kurochiku (black bamboo)
36 x 36 x 35 cm (h)




Drawing Life
Charcoal
2021

27.5 x40.5 cm




Soshutsu

Creation

2015

Kurochiku (black bamboo) and torachiku (tiger bamboo root)
68 x 21 x 28 cm (h)

37



Mugen

Infinity”

2021

Torachiku (tiger bamboo)
85 x50 x45 cm (h)




Drawing Connection
Charcoal

2021

27.5 x40.5 cm

P



Suehiro sukashi hanakago
Flower basket entitled “Extend to the Future”

Bamboo madake, rattan and urushi lacquer
2021

21 x 21 x56.5 cm (h)
Tomobako & otoshi

40
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Mononofu

Samurai Spirit

Bamboo madake, rattan and urushi lacquer

2021

1

68 x 24 x 51.5 cm (h)

Tomobako
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Kazari musubi hanakago takitsuse

Flower basket featuring a decorative knot known as “Waterfall
Rapids”

Bamboo madake, rattan and urushi lacquer

2021

45 x 14.5 x22.5 (h) cm
Tomobako & otoshi 42



Kazari musubi hanakago kiyotaki

Flower basket featuring decorative knot-weaving,
Waterfall”

Bamboo madake, rattan and urushi lacquer
2021

36 x 15 x 36.5 (h) cm
Tomobako & otoshi

entitled “Pure

43
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Kazari musubi hanakago takitsuse

Flower basket with openwork magaki weaving entitled
“Waterfall”

Bamboo madake, rattan and urushi lacquer
2021

46 x 14.5 x 22 (h) cm
Tomobako & otoshi 4—4
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Enso

/en circle of enlightenment

Bamboo madake, rattan and urushi lacquer

2015

45

53 x40 x 15 (h) cm
Tomobako & otoshi
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SHIMIZU YUK] b 1994 Japan

Sho
Crystal

2025
Bamboo madake, rattan and urushi lacquer

Technique — qjiro-ami (twill plaiting)
40 x 37 x 34 (h) cm
Tomobako
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TASHIMA SHIUN - 1989, Japan)

Fukufuku

Softly Rounded

2025

Bamboo madake, rattan and urushi lacquer
Technique - yotsume-ami (square plaiting)
40 x 40 x 42 (h) cm

Tomobako

47
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|ICHIKAWA YOUNA (1988, Japan)

Shunsho

Dawn In Spring

2025

Bamboo madake, rattan and urushi lacquer
29.5 (h) x39 x39 cm

Tomobako

43
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TASHIMA SHIUN ©®- 1989, Japan)

Fukura

Roundness

2025

Bamboo madake, rattan and urushi lacquer
Technique - yotsume-ami (square plaiting)

42 x 42 x 35.5 (h) cm
Tomobako 49






YOSHIDA TAKUM] ©®-19% Japan
Chinmoku

Silence

2025

Bamboo madake and urushi lacquer
Tomobako

50






SHIMIZU YUK] ®- 1994, Japan)
Sho (Crystal)

2025
Bamboo madake, rattan and urushi lacquer

Technique — qjiro-ami (twill plaiting)
45 x 45 x 45 (h) cm
Tomobako
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Technique - Rinko-ami (circular plaiting in arcs)

39 x39 %29 (h) cm

Bamboo madake, rattan and urushi lacquer
Tomobako

The Sun, the Moon and the Stars

ICHIKAWA YOUNA (1988 Japan
2025

Nichigetsu-shoshin
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NAKAMURA EMIKA (b. 1994, Japan)
Tsunagari (Connections)

2025
Bamboo madake, rattan and urushi lacquer

Technique — nagare-sukashi-gumi
(openwork “flowing” construction)
15 x 10 x 68 (h) cm
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(suite de la page 2) Avant de devenir une ccuvre, le bambou doit étre
observe, selectionne et prepare. |l faut le fendre, en tirer des
lamelles d'une largeur et d’'une epaisseur determinees, les calibrer,
les assouplir, parfois les chauffer et les courber, puis les assembler
selon la structure recherchee. La laque intervient ensuite, lorsque
la forme est achevee, afin d’en proteger, d’'en unifier ou d’en
approfondir la surface. Une part essentielle de I'ocuvre se joue
donc bien avant son apparence finale, dans une temporalite lente
ou l'artiste apprend a reconnaitre et a accompagner les qualites
propres de chaque fibre. Celle-ci conserve quelque chose de |a
plante dont elle provient, de sa croissance, de ses noceuds, de

son enracinement, de ses accidents et de ses tensions internes.
Dans certaines ceuvres, Chikuunsai integre dailleurs des racines,
des fragments de rhizome ou des sections noucuses, faisant
apparaitre des parties du vegetal habituellement ecartees de

la vannerie et renforcant la presence organique de la matiere.

Le bambou associe en effet des proprietes apparemment
contradictoires. Il est leger mais resistant, flexible mais structure,
creux mais capable de supporter des forces considerables.

Il pousse rapidement, se regencre et sadapte. Chikuunsai ne
cherche pas a neutraliser ces qualites naturelles ni a imposer
arbitrairement une forme a une matiere passive. |l etablit avec
elle un dialogue, utilisant sa souplesse,

sa memoire et sa resistance comme des composantes

actives de la creation.

Cette attention portee a la nature du materiau est indissociable
de son inscription dans le champ du kogei. Plus qu'un simple
equivalent japonais des metiers d’art, le kogei designe un univers
dans lequel la maitrise technique, la connaissance intime des
matieres, la fonction, la beaute de la forme et la transmission

des savoirs demeurent etroitement liees. Il s‘enracine dans des
pratiques d’atelier, des usages et des territoires, mais ne se reduit
ni a la conservation d’'un patrimoine ni a la reproduction de
modeles anciens. Il constitue egalement un espace de creation,
ou lI'excellence du geste peut devenir le fondement d’'une
expression individuelle et contemporaine. Chikuunsai a recu a cet
cgard une formation a la fois traditionnelle et artistique. Apres
des ctudes en arts plastiques a 'Osaka Municipal Kogei High
School, dont il sort diplome en 1992, il poursuit une formation en

TANABE CHIKUUNSALI IV SYMBIOSIS - ANIMISM MINGEI JAPANESE ARTS 90



sculpture a la Tokyo University of the Arts et obtient son diplome
en 1999. Parallelement, il apprend dans l'atelier familial les

gestes de la vannerie transmis par son pere, Tanabe Chikuunsai
I1l. Cette double formation lui permet de comprendre tres tot
que le bambou peut depasser le statut d'objet fonctionnel ou
decoratif sans renoncer a la profondeur du savoir artisanal. Elle
explique aussi la singuliere amplitude de son ccuvre, capable de
circuler de la vannerie florale a la sculpture, de l'objet autonome a
I'installation architecturale, et des techniques heritees aux outils
contemporains de conception.

Les creations les plus recentes presentees dans cette exposition
temoignent de la vitalite de cette demarche. Des vanneries
florales comme Renzui et Senmon, Ko-yadake funagata hanakago
Takaho ou Peony s’'inscrivent dans la longue histoire du hanakago,
tout en s'en affranchissant par leur equilibre, leur echelle et |a
tension de leurs lignes pour acceder a un registre pleinement
sculptural. Dans Renzui, le profil tres allonge evoque une
embarcation dont les deux extremites se relevent delicatement.
Son fond est constitue d'un tressage serre et regulier, tandis

que les flancs superieurs recourent notamment au tabane-ami.
Cette technique consiste a reunir de fines lamelles de bambou
en faisceaux, ensuite courbes et entrecroises afin de former des
lignes plus amples. Elle donne ici naissance a une succession

de boucles et de diagonales ajourees dont le rythme allege |la
structure et accompagne son mouvement ascendant. La vannerie
parait ainsi tout a la fois contenue et mobile, comme portee par
une ondulation silencieuse.

Cette evocation du bateau prend un relief particulier a Sakai,
ville natale de l'artiste, qui fut l'un des principaux ports de |la
region d’'Osaka et un lieu majeur d'echanges commerciaux et
culturels. Ouverte aux influences venues de l'extérieur, la cite
fut egalement un foyer de culture lettree, ou les bunjin, poctes,
calligraphes, peintres et amateurs de sencha, cultiverent un ideal
de liberte intellectuelle et de dialogue entre les arts. La forme
de Renzui ne renvoie donc pas seulement a une embarcation.
Elle concentre une memoire du passage, de la circulation et de
la rencontre, etroitement liee a I'histoire de Sakai comme a la
pensce de Chikuunsai. Dans Senmon, les longues lignes paralleles
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du bambou construisent une enveloppe eflilee, resserree a

ses extremites. Le regard traverse la structure et en percgoit
simultanement les differentes profondeurs. La repetition des
fibres ne produit pas une surface uniforme, mais un rythme,
une vibration optique et une circulation de la lumiere. L'ocuvre
semble flotter autour de son propre axe, telle une coque, une
graine ou un corps suspendu. Ces pieces rappellent combien |a
liberte de Chikuunsai repose sur une connaissance approfondie
du vocabulaire traditionnel. La precision des ligatures, le
controle des courbes et la coherence des structures ajources
constituent la condition meéme de son experimentation.

Les series Daruma et les vanneries integrant des racines de
bambou approfondissent cette presence organique du materiau.
Leurs volumes, parfois denses et ramasses, parfois inclines,

sont traverses par des reseaux de fibres qui semblent s'étre
developpes spontanement. Les anses formees a partir de racines
ou de sections noucuses introduisent une irregularite volontaire
et une force presque corporelle, en contraste avec la maitrise
du tressage. Le Daruma, figure associee a Bodhidharma, evoque
la perseverance, la concentration et la capacite a se redresser.
Chikuunsai n‘en propose pas une representation figurative.

Il en traduit la densite, la stabilite et I'energie interieure. Les
vanneries deviennent ainsi des presences, parfois protectrices,
parfois tendues, dans lesquelles la liberte apparente des lignes
demeure soutenue par une construction rigourecusement
maitrisee. Avec Earth Resonance, Heaven's Resonance, Emptiness
ou Rooted in the Hearth, les titres associent la forme a differents
ctats du monde. Terre, ciel, vide et foyer ne designent

pas simplement des themes. lls composent un reseau

de relations entre I'ancrage et l'elevation, la matiere et l'esprit,
I'intericur et I'exterieur.

Les recherches les plus nouvelles introduisent une
transformation plus radicale encore. Dans Kyosei — Godai Koku,
Creation through Collapse — Five Cosmic Elements et Symbiosis

— Animism, le bambou entre en relation avec la terre. Cette
association modifie profondement la perception de l'ccuvre.
La ou le bambou construit traditionnellement des structures
legeres, ouvertes et aeriennes, la terre introduit le poids,
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'opacite, la masse, la fissure et la possibilite de l'effondrement.
Les deux matieres paraissent appartenir a des temporalites
differentes. Le bambou croit rapidement, demeure ¢lastique et
conserve l'energie de la plante. La terre se compacte, seche, se
craquelle et se desagrege. Leur rencontre produit une tension
entre elevation et gravite, souplesse et rigidite, croissance et
decomposition. Dans Kyoser — Godai Koku, la structure de bambou
forme un volume annulaire partiellement recouvert d'une terre
craquelee. Le vide central organise la composition comme une
ouverture, un passage ou un foyer d’energie. Le bambou semble
emerger de la matiere tellurique tout en paraissant susceptible
d’y retourner, si bien que I'on ne peut determiner si 'ccuvre donne
a voir une naissance, un enfouissement ou une regenceration.
Dans Creation through Collapse — Five Cosmic Elements, la surface
sombre evoque tour a tour une roche, une ecorce brulee, une
terre volcanique ou une matiere en decomposition. Le bambou
apparait dans sa partie superieure comme une structure
demeuree vivante apres l'effondrement. La creation ne procede
plus ici d'une construction intacte. Elle nait de la rupture, de la
perte et du deplacement des formes. Dans Symbiosis — Animism,
les boucles de bambou surgissent d’'un corps de terre irregulier
comme sous l'effet d'une poussee interne. La matiere vegetale
parait reprendre son mouvement et aflirme une vitalite qui
entre directement en resonance avec une pensee animiste,
selon laquelle les elements naturels ne sont jamais de simples
substances inertes, mais les manifestations de presences et
d’energies multiples.

Ces ccuvres ne marquent pas un abandon de la vannerie. La
precision des structures de bambou y reste fondamentale, mais le
tressage n’'y constitue plus une fin en soi. Il devient la composante
d’'un ecosysteme materiel plus vaste, dans lequel chaque
substance modifie la perception de l'autre. Le bambou, matiere
de croissance, rencontre la terre, maticre d'origine, de poids et de
retour. De cette confrontation nait un langage ou construction

et desagregation cessent d’etre opposees. Chikuunsal montre

que la creation peut aussi surgir de la fracture, de l'usure et

de I'inachevement. Cette pensee prolonge ses recherches
anterieures sur le bambou altere ou degrade, tout en les
deplacant vers une reflexion plus globale sur les cing elements
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cosmiques, la symbiose et la continuite des formes vivantes.

La relation entre tradition et innovation prend une dimension
particulicrement accomplie dans Chomushin, derniere occuvre
d’'une serie concue par Tanabe Chikuunsai IV avec l'architecte
japonaise Sawako Kaijima autour d’un ecrit du moine zen
Ryokan. Son titre associe le papillon a I'idee de mushin, etat
d’'un esprit libere de I'attachement et de I'intention consciente.
Cette apparente spontancite contraste avec un processus de
conception fonde sur le calcul et la mode¢lisation numeriques.
Kaijima a genere plusieurs formes a partir de I'equation de |la
surface minimale d'Enneper. Les deux createurs ont ensuite
selectionne l'une de ces propositions, puis elabore le dessin
permettant de la transposer en bambou. A partir de ce dessin,
Chikuunsai IV a interprete la geometrie calculee au moyen des
savoirs propres a son art, preparant, courbant et assemblant
les fibres afin de donner une existence materielle a la structure
virtuelle. L'ocuvre resulte ainsi moins d’'une simple reproduction
que d’'une traduction entre plusicurs langages, ceux des
mathematiques, de l'architecture et de la vannerie. La precision
du modele doit constamment composer avec la souplesse,

la resistance et les irregularites du bambou. Le calcul
numerique et I'intelligence de la main ne s’y opposent pas,
mais se prolongent mutuellement.

Chomushin se distingue des ceuvres precedentes de la serie

par 'emploi d'un degrade de rouge applique au bambou. Cette
coloration renforce l'association suggeree par Ryokan entre

les fleurs et les papillons, tout en accentuant la perception
tridimensionnelle des parties sombres de la structure. Organisee
autour d'un vide central, la sculpture deploie des elements
symetriques qui semblent alternativement s'ouvrir et se refermer.
Selon le point de vue, les lignes evoquent des ailes, des petales,
des membranes ou une architecture en rotation. Les variations
chromatiques accompagnent ce mouvement et font apparaitre
la forme comme un organisme en metamorphose. Malgre |a
complexite de sa conception, I'ocuvre conserve une remarquable
fluidite. La rigueur du calcul et la maitrise technique s’effacent
devant une forme qui parait animee de son propre mouvement,
retrouvant ainsi quelque chose de la legerete du papillon et

de I'absence d’intention exprimee par le concept de mushin.
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Chomushin constitue a ce titre une ceuvre charniere dans le
parcours de Chikuunsai IV, ou I'heritage de la lignee Tanabe
dialogue avec la recherche architecturale, la gecometrie numerique
et la pensee poctique et spirituelle de Ryokan.

Cette volonte d’elargir sans cesse le champ du bambou trouve
son expression la plus spectaculaire dans les installations
monumentales que Chikuunsai developpe depuis les annees
2000. Realisees pour des musees, des galeries, des monuments
historiques, des maisons de luxe ou des architectures
contemporaines, elles ne sont jamais concues comme des
sculptures independantes simplement deposees dans un licu.
Elles naissent de l'observation de lI'espace, de ses proportions,
de ses circulations, de sa lumiere et parfois de son histoire. Les
longues lames de bambou s’elevent, se nouent, se divisent, se
rejoignent et semblent parfois surgir directement des murs

ou du sol. Elles peuvent evoquer des racines, des vagues, des
tourbillons, des arbres ou des forces telluriques, sans jamais
imiter litteralement les formes de la nature. Chikuunsai

en transpose plutot les dynamiques, donnant une presence
visible a des phenomenes tels que la croissance, la circulation,
la tension ou lI'ecoulement.

Le torachiku, ou bambou-tigre, occupe une place particuliere dans
ces realisations. Cette variete rare, reconnaissable a ses taches
sombres naturelles, provient de Shikoku, principalement de la
prefecture de Kochi. Chikuunsai l'utilise pour sa resistance, sa
souplesse et sa richesse visuelle. Les marques irregulieres de sa
surface empechent toute uniformite et rappellent que chaque
clement provient d’'un organisme singulier. Les installations

ctant generalement temporaires, elles sont demontees apres
I'exposition et le bambou est reemploye dans une creation
ulterieure. Cette pratique ne releve pas seulement d’'une
precoccupation ecologique. Elle exprime une conception cyclique
de l'ccuvre. Une forme peut disparaitre sans que la maticre

soit detruite. Le bambou conserve la memoire de ses usages
successifs et poursuit son existence dans d’autres architectures.
Chaque installation devient ainsi un etat provisoire d'une matiere
en circulation. Cette economie du reemploi remet en question
I'idee d’'une ccuvre fixe et definitive. Elle rejoint une pensee
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japonaise de I'impermanence tout autant qu’une reflexion
contemporaine sur les ressources, la consommation
et la responsabilite de l'artiste.

Les ocuvres plus anciennes reunies dans l'exposition permettent,
apres ces recherches recentes, de mesurer la continuite et

la profondeur du chemin parcouru. Elles ne forment pas une
retrospective exhaustive, mais constituent des jalons dans
I'emancipation progressive du bambou hors de la seule typologie
du panier. Connection Birth, Soshutsu, Mugen, Enso ou Sound

of Star montrent comment la structure tressee devient un
dessin dans l'espace. La matiere se concentre, se deploie, se
replie ou s'ouvre autour d’'un vide central qui ne correspond

plus simplement a ce qui n‘est pas rempli. Il agit comme une
composante active de la sculpture, determine les tensions

et organise la circulation du regard. Le motif de I'enso, cercle
trace d’'un seul geste dans la tradition zen, occupe a cet egard
une place importante. Chikuunsai ne I'aborde pas comme un
symbole a reproduire litteralement. Il en explore I'energie,
I'inachevement et la capacite a contenir l'espace. Ses cercles

de bambou se deforment, s'inclinent ou se decentrent,
devenant des volumes traverses par la lumiere et prolonges

par leurs ombres.

Dans Uyoku, les structures rayonnantes sorganisent selon

une symetrie evoquant le deploiement dailes. La piece parait
ouverte et presque acrienne, tout en conservant une forte
cohesion constructive. Elle ne represente pas lI'envol, mais en
donne une traduction spatiale faite d'expansion, de tension et

de legerete. Avec Mononofu, le langage devient plus frontal et
architectural. La composition, organisee autour d’'un axe central,
evoque une armure, un vetement ceremoniel ou une presence
protectrice. L'extreme precision de la structure ajourece nattenue
pas sa puissance, mais la concentre. Le bambou y acquiert une
monumentalite qui ne depend pas de la taille, mais de l'organisation
des forces. Dans Kuchiku Kutsuwa et Kuchiki Shoritsu, Chikuunsai
aborde directement le vieillissement et la transformation du
materiau. Le bambou altere, degrade ou marque par le temps n'est
plus considere comme imparfait. Ses accidents, ses ruptures et
ses traces de disparition deviennent porteurs de sens. La maticre
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possede une histoire, et cette histoire devient visible.

Cette attention au vieillissement montre que l'ccuvre de
Chikuunsai ne celebre jamais une nature ideale, intacte et
iImmuable. Elle s'interesse aux cycles de croissance, d’alteration,
de decomposition et de renaissance. Le titre Tsunagari — kako,
genzai, mirai, « Connexion — passe, present, avenir », formule
explicitement cette pensee de la continuite. La tradition n'y
apparait pas comme une origine figee a laquelle il faudrait revenir,
mais comme une ligne traversant les epoques. Le passe n'existe
qu’a travers les gestes qui le reactivent dans le present et les
formes nouvelles gu’il permet d'imaginer. Les occuvres anciennes
cclairent ainsi les recherches recentes consacrees

a l'effondrement, a la terre ou a la symbiose. Elles montrent

que les ruptures apparentes de son langage procedent

en realite d'une evolution continue, ou chaque etape

contient deja les germes de la suivante.

Cette exposition revele I'extraordinaire amplitude du travail

de Tanabe Chikuunsai IV. La vannerie florale la plus raffince

y cotoie la sculpture experimentale, les structures heritees
dialoguent avec les technologies numeriques, la legerete du
bambou rencontre la masse de la terre, et la perfection technique
accueille I'alteration, la fissure ou l'effondrement. Derriere cette
diversite se maintient une meme conviction. Une tradition ne
demeure vivante qu’a la condition de pouvoir se transformer.
Chikuunsai ne cherche ni a preserver artificiellement le passe
ni a s'en affranchir. Il travaille dans I'espace qui les relie, la ou
les gestes herites permettent l'apparition de formes encore
Inconnues.

Cette responsabilite concerne egalement l'avenir des arts

du bambou. A mesure que les modes de vie changent et que
disparaissent certains usages traditionnels, les artisans capables

de preparer et de tresser le bambou deviennent moins nombreux.

La survie de ce savoir depend de sa transmission, mais aussi de sa
capacite a trouver de nouveaux contextes, de nouveaux publics et de
nouvelles significations. Dans l'atelier de Chikuunsai IV, transmettre
ne consiste pas a imposer un style. La formation commence par
I'apprentissage rigoureux du materiau, la repetition des gestes et la
comprehension des structures. Cette discipline doit ensuite permettre
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a chaque artiste de developper une expression personnelle.

Les ceuvres de Tashima Shiun, Ichikawa Youna, Nakamura Emika,
Shimizu Yuki et Yoshida Takumi en offrent une illustration
cloquente. Plusicurs d'entre elles sont presentees parmi les
ccuvres finalistes de la troisieme edition du Mingei Bamboo Prize,
confirmant la vitalite et la diversite de cette jeune generation.
Leurs recherches ne constituent nullement une ecole homogene.
Chez Tashima, le bambou devient enveloppe respirante et
volume de plenitude. Ichikawa construit des architectures
transparentes traversees par une pensee cosmique. Nakamura
developpe une ecriture fluide, presque calligraphique, attentive
aux liens invisibles entre les etres. Shimizu transforme le
tressage en structure cristalline et architecturale. Yoshida fait
du bambou le seuil d'un monde silencicux situe au-dela du
langage. Cette diversite montre que la transmission reussie ne
produit pas des imitateurs. Elle donne a une nouvelle generation
les moyens techniques, intellectuels et sensibles d’'inventer ses
propres formes. L'atelier devient alors un lieu ou la continuite

et la difference peuvent coexister, ou le savoir recu ne prend
pleinement sens que dans la liberte avec laquelle

Il sera transforme.

'ccuvre de Tanabe Chikuunsai IV repose finalement sur cette
circulation. Circulation de la matiere d’'une installation a 'autre,
des gestes entre les generations, des formes entre fonction et
sculpture, des idees entre kogel, art, architecture et technologie.
Le bambou relie ces mondes sans jamais perdre sa nature.
Chaque fibre porte la memoire d’'une plante, d'un territoire

et d'un geste. Entre les mains de Chikuunsai, elle devient aussi
une ligne dirigee vers l'avenir. C'est dans cette tension entre
memoire et devenir que son ceuvre trouve sa veritable force.
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(continued from page 3) Before it can become a work of art, bamboo
must be observed, selected and prepared. [t must be split into
strips of a predetermined width and thickness, calibrated, softened,
sometimes heated and bent, and then assembled according to

the Intended structure. Lacquer is applied afterwards, once the
form has been completed, to protect, unify or deepen the surtace.
An essential part of the work therefore takes place long before its
final appearance emerges, within a slow process during which the
artist learns to recognize and accompany the particular qualities of
each fiber. Every strand retains something of the plant from which
It came, of its growth, its nodes, Its rootedness, Its irregularities and
its internal tensions. In certain works, Chikuunsai also incorporates
roots, fragments of rhizome or knotty sections, revealing parts

of the plant normally excluded from basketry and reinforcing the
organic presence of the material. Bamboo combines apparently
contradictory properties. It is light yet strong, flexible yet structured,
hollow yet capable of bearing considerable forces. It grows rapidly,
regenerates and adapts. Chikuunsai does not seek to neutralize
these natural qualities or arbitrarily Impose a form upon a passive
substance. He enters into a dialogue with the material, using Its
flexibility, memory and resistance as active components

of the creative process.

This attention to the nature of the material is inseparable from

his place within the field of kogei. More than a simple Japanese
equivalent of the decorative or applied arts, koger refers to a world
INn which technical mastery, intimate knowledge of materials,
function, beauty of form and the transmission of knowledge
remain closely interwoven. It is rooted in studio practices, uses
and regional traditions, yet cannot be reduced either to the
preservation of heritage or to the reproduction of historical models.
ltis also a field of creation in which excellence of craftsmanship
can become the foundation of an individual and contemporary
form of expression. In this respect, Chikuunsai received both

a traditional and an artistic education. After studying fine art at
Osaka Municipal Kogel High School, from which he graduated

iIN 1992, he pursued his training in sculpture at Tokyo University

of the Arts, graduating in 1999. At the same time, he learned the
technigues of bamboo basketry transmitted by his father, Tanabe
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Chikuunsai lll, in the family studio. This dual education enabled him
to understand from an early stage that bamboo could transcend
the status of a functional or decorative object without relinquishing
the depth of artisanal knowledge. It also explains the remarkable
breadth of his work, which moves from flower basketry to sculpture,
from autonomous objects to architectural installations, and from
iINnherited techniques to contemporary design tools.

The most recent creations presented in this exhibition demonstrate
the vitality of this approach. Flower baskets such as Renzur and
Senmon, Ko-yadake ftunagata hanakago lakaho and Peony belong
to the long history of the hanakago, while freeing themselves from

it through their balance, scale and the tension of their lines to enter
a fully sculptural register. In Renzui, the markedly elongated profile
evokes a boat whose two ends rise delicately upwards. Its base Is
composed of a tight and regular weave, while the upper sides make
particular use of tabane-ami. This technique consists of grouping
fine strips of bamboo into bundles, which are then curved and
iInterlaced to create broader lines. Here, it gives rise to a succession
of openwork loops and diagonals whose rhythm lightens the
structure and accompanies its upward movement. I he basket
appears simultaneously contained and mobile, as though borne
along by a silent undulation.

This evocation of a boat acquires particular resonance in Sakai,
the artist's native city, which was once one of the principal

ports of the Osaka region and a major center of commercial and
cultural exchange. Open to influences from abroad, Sakal was
also an important center of literati culture, where bunjin—poets,
calligraphers, painters and connoisseurs of sencha—cultivated
an ideal of intellectual freedom and dialogue between the arts.
The form ot Renzui therefore refers to more than a vessel. It
concentrates a memory of passage, circulation and encounter,
closely connected both to the history of Sakal and to Chikuunsai's
own thought. In Senmon, long parallel lines of bamboo construct
a tapering envelope, narrowing towards its extremities. The eye
passes through the structure and perceives its different depths
simultaneously. The repetition of the fibers does not produce a
uniform surface, but rather a rnythm, an optical vibration and a
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circulation of light. The work seems to float around its own axis, like
a hull, a seed or a suspended body. These pieces remind us that
Chikuunsai's freedom is founded upon a profound knowledge of
the traditional vocabulary. The precision of the bindings, the control
of the curves and the coherence of the openwork structures are the
very conditions of his experimentation.

The Daruma series and the baskets incorporating bamboo

roots further develop this organic presence of the material. Their
volumes, sometimes dense and compact, sometimes inclined,

are traversed by networks of fibers that seem to have grown
spontaneously. Handles formed from roots or knotty sections
iIntroduce deliberate irregularity and an almost bodily force,
contrasting with the control of the plaiting. Daruma, the figure
assoclated with Bodhidharma, evokes perseverance, concentration
and the ablility to right oneself. Chikuunsai does not offer a figurative
representation of him. Instead, he translates his density, stability
and inner energy. The baskets thus become presences, attimes
protective, at times taut, in which the apparent freedom of the lines
remains supported by a rigorously controlled construction. In works
such as Earth Resonance, Heaven's Resonance, Emptiness and
Rooted in the Hearth, the titles associate form with different states
of the world. Earth, heaven, emptiness and the hearth do not simply
designate themes. They form a network of relationships between
rootedness and elevation, matter and spirit, interior and exterior.

The newest explorations introduce an even more radical
transformation. In Kyoser — Godai Koku, Creation through Collapse
- Five Cosmic Elements and Symbiosis — Animism, bamboo enters
INto a relationship with clay. This association profoundly alters the
perception of the work. Whereas bamboo traditionally constructs
light, open and airy structures, clay introduces weight, opacity,
mass, fissure and the possibility of collapse. The two materials
appear to belong to different temporalities. Bamboo grows rapidly,
remains elastic and retains the energy of the plant. Clay compacts,
dries, cracks and disintegrates. Their encounter creates a tension
between elevation and gravity, flexibility and rigidity, growth and
decomposition. In Kyosel — Godai Koku, the bamboo structure
forms an annular volume partially covered in cracked clay. The
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central void organizes the composition as an opening, a passage
or a focal point of energy. The bamboo seems to emerge from

the earthen matter while also appearing capable of returning to

It, making it impossible to determine whether the work depicts a
birth, a burial or a regeneration. In Creation through Collapse — Five
Cosmic Elements, the dark surface evokes in turn a rock, charred
bark, volcanic earth or decomposing matter. The bamboo appears
IN the upper section as a structure that has remained alive after

the collapse. Creation no longer proceeds here from an intact
construction. It arises from rupture, loss and the displacement of
forms. In Symbiosis - Animism, loops of bamboo emerge from

an irregular body of clay as though driven by an internal force.

The plant material seems to resume Iits movement and asserts a
vitality that resonates directly with an animist understanding of the
world, according to which natural elements are never merely inert
substances, but manifestations of multiple presences and energies.

These works do not represent an abandonment of basketry. The
precision of the bamboo structures remains fundamental, but
plaiting iIs no longer an end in itself. [t becomes one component of
a broader material ecosystem in which each substance alters the
perception of the other. Bamboo, a material of growth, encounters
clay, a material of origin, weight and return. From this confrontation
emerges a language in which construction and disintegration

are no longer opposites. Chikuunsai shows that creation can

also arise from fracture, wear and incompletion. This approach
extends his earlier research into altered or decayed bamboo, while
shifting it towards a broader retlection on the five cosmic elements,
symbiosis and the continuity of living forms.

The relationship between tradition and innovation reaches a
particularly accomplished expression in Chomushin, the final work
In a series conceived by Tanabe Chikuunsai IV with the Japanese
architect Sawako Kaijima around a text by the Zen monk Ryokan.
ts title associates the butterfly with the idea of mushin, a state

of mind freed from attachment and conscious intention. This
apparent spontaneity contrasts with a design process founded

on calculation and digital modelling. Kaljima generated several
forms based on the equation of Enneper’'s minimal surface. The
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two creators then selected one of these proposals and developed
the drawing required to transpose it into bamboo. Working from
this design, Chikuunsai |V interpreted the calculated geometry
through the knowledge specific to his art, preparing, curving

and assembling the fibers in order to give material existence

to the virtual structure. The work is therefore less a simple
reproduction than a translation between several languages—that
of mathematics, architecture and basketry. The precision of the
model must continually accommodate the flexibility, resistance and
irregularities of bamboo. Digital calculation and the intelligence
of the hand do not oppose one another, but mutually extend and
enhance each other.

Chomushin differs from the earlier works in the series through

the use of a red gradient applied to the bamboo. This coloring
reinforces Ryokan's association between flowers and butterflies,
while heightening the three-dimensional perception of the darker
areas of the structure. Organized around a central void, the
sculpture unfolds symmetrical elements that seem alternately

to open and close. Depending on the viewpoint, the lines evoke
wings, petals, membranes or rotating architecture. The chromatic
variations accompany this movement and make the form

appear like an organism undergoing metamorphosis. Despite

the complexity of its conception, the work retains a remarkable
fluidity. The rigour of the calculation and the mastery of technique
recede before a form that appears animated by its own movement,
thereby recovering something of the butterfly’'s lightness and of
the absence of intention expressed by the concept of mushin.
Chomushin therefore constitutes a pivotal work in Chikuunsai

[\V's career, iIn which the heritage of the Tanabe lineage enters into
dialogue with architectural research, digital geometry and Ryokan'’s
poetic and spiritual thought.

This determination to continually expand the possibilities of
bamboo finds its most spectacular expression in the monumental
installations Chikuunsal has developed since the 2000s. Created
for museums, galleries, historic monuments, luxury houses and
contemporary architectural settings, they are never conceived

as Independent sculptures simply placed within a site. They
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emerge from an attentive observation of the space, its proportions,
circulation, light and, at times, its history. Long bamboo strips

rise, knottogether, divide, reconnect and sometimes appear to
emerge directly from walls or floors. They may evoke roots, waves,
whirlpools, trees or telluric forces, without ever literally imitating
natural forms. Chikuunsai instead translates their dynamics, giving
visible presence to phenomena such as growth, circulation, tension
and flow.

Torachiku, or tiger bamboo, occuplies a particular place in these
works. This rare variety, recognizable by its naturally occurring
dark markings, comes from Shikoku, principally from Kochi
Prefecture. Chikuunsai uses it for its strength, flexibility and

visual richness. The irregular markings on its surface prevent

any impression of uniformity and remind us that every element
comes from an individual living organism. As the installations are
generally temporary, they are dismantled after the exhibition and
the bamboo Is reused in a subsequent creation. This practice
does not arise solely from ecological concerns. [t expresses a
cyclical conception of the artwork. A form may disappear without
the material being destroyed. The bamboo retains the memory

of Its successive uses and continues Its existence within other
architectures. Each installation thus becomes a provisional state
of matter in circulation. This economy of reuse challenges the idea
of a fixed and definitive work of art. It connects with a Japanese
understanding of impermanence as much as with a contemporary
reflection on resources, consumption and the artist's responsibility.

The earlier works brought together in the exhibition make it
possible, following these recent explorations, to appreciate

the continuity and depth of the path travelled. They do not form

an exhaustive retrospective, but constitute milestones in the
progressive emancipation of bamboo from the sole typology of the
basket. Connection Birth, Soshutsu, Mugen, Enso and Sound of
Star show how the woven structure gradually becomes a drawing
INn space. The material concentrates, unfolds, folds back upon itself
or opens around a central void that is no longer simply an unfilled
area. It acts as an active component of the sculpture, determining
Its tensions and organizing the circulation of the gaze. The motit of
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the enso, the circle drawn in a single gesture in the Zen tradition,
occuples an important place in this respect. Chikuunsai does not
approach it as a symbol to be reproduced literally. He explores

Its energy, its iIncompletion and its capacity to contain space. His
bamboo circles become distorted, tilted or off-center, turning into
volumes traversed by light and extended by their shadows.

In Uyoku, the radiating structures are organized according to a
symmetry that evokes the unfolding of wings. The piece appears
open and almost airborne, while retaining a strong structural
cohesion. [t does not represent flight, but offers a spatial translation
of it through expansion, tension and lightness. In Mononotfu,

the language becomes more frontal and architectural. The
composition, organized around a central axis, evokes armor,
ceremonial clothing or a protective presence. The extreme
precision of the openwork structure does not diminish its power,
but concentrates it. Bamboo here acquires a monumentality that
depends not upon scale, but upon the organization of forces.

In Kuchiku Kutsuwa and Kuchiki Shoritsu, Chikuunsai directly
addresses the ageing and transformation of the material. Bamboo
that is altered, decayed or marked by time is no longer regarded as
imperfect. Its irregularities, fractures and traces of disappearance
become carriers of meaning. The material possesses a history, and
that history is made visible.

This attention to ageing demonstrates that Chikuunsai's work never
celebrates an ideal, intact and immutable nature. [t Is concerned
with cycles of growth, alteration, decomposition and rebirth. The
title Tsunagari — kako, genzai, mirai, “Connection — Past, Present,
Future,” explicitly formulates this idea of continuity. Tradition does
not appear as a fixed origin to which one must return, but as a line
passing through successive eras. [ he past exists only through the
gestures that reactivate it in the present and through the new forms
It makes possible. The earlier works therefore shed light on the
recent explorations devoted to collapse, clay and symbiosis. They
show that the apparent ruptures in his language are in fact part of

a continuous evolution, in which each stage already contains the
seeds of the next.

This exhibition reveals the extraordinary breadth of Tanabe
Chikuunsal [V's work. The most refined flower basketry stands
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alongside experimental sculpture; inherited structures enter

iInto dialogue with digital technologies; the lightness of bamboo
encounters the mass of clay; and technical pertection makes
room for alteration, fissure and collapse. Behind this diversity lies
the same conviction. Atradition remains alive only if it Is capable
of transformation. Chikuunsai seeks neither to preserve the past
artificially norto free himself from it. He works within the space
that connects them, where inherited gestures enable the
emergence of forms that have yet to be iImagined.

This responsibility also concerns the future of the bamboo arts.

As lifestyles change and certain traditional uses disappear, the
number of artisans capable of preparing and weaving bamboo
continues to decline. The survival of this knowledge depends
upon its transmission, but also upon its ability to find new contexts,
new audiences and new meanings. In Chikuunsai [V's studio,
transmission does not mean Imposing a style. Training begins with
the rigorous study of the material, the repetition of gestures

and an understanding of structures. This discipline must then
allow each artist to develop a personal form of expression.

The works of Tashima Shiun, Ichikawa Youna, Nakamura Emika,
Shimizu Yuki and Yoshida Takumi provide an eloguent illustration
of this principle. Several of their works are among the finalists in
the third edition of the Minger Bamboo Prize, confirming the vitality
and diversity of this younger generation. Their practices do not
constitute a homogeneous school. In Tashima's work, bamboo
becomes a breathing envelope and a volume of fullness. Ichikawa
constructs transparent architectures permeated by a cosmic vision.
Nakamura develops a fluid, almost calligraphic language attentive
to the invisible connections between beings. Shimizu transforms
plaiting into a crystalline and architectural structure. Yoshida
makes bamboo the threshold to a silent world situated beyond
language. This diversity shows that successful transmission does
not produce imitators. It gives a new generation the technical,
iIntellectual and sensitive means to invent its own forms. The studio
thus becomes a place where continuity and difference can coexist,
and where inherited knowledge acquires its full meaning only
through the freedom with which it is transformed.

Tanabe Chikuunsai [V's work is ultimately founded upon this
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circulation—the circulation of matter from one installation to
another, of gestures between generations, of forms between
function and sculpture, and of iIdeas between kogel, art,
architecture and technology. Bamboo connects these worlds
without ever losing its own nature. Each fibre bears the memory
of a plant, a territory and a gesture. In Chikuunsai's hands,

it also becomes a line directed towards the future. [t is within
this tension between memory and becoming that his work
finds its true strength.
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