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YUKI-SIS is pleased to present STILL / LIFE, a group exhibition featuring Shusaku Miyawaki,
Toshio Miyaoka, and Chika Hattori, on view from Saturday, July 18, 2026.

Although all three artists work with the same medium—oil on canvas—each approaches the motif
from a distinctly different perspective. The exhibition centers on the theme of STILL / LIFE. While
still life conventionally refers to the depiction of inanimate objects, this exhibition expands the term
to encompass living beings as well, exploring the dual meanings of stillness and life. The
participating artists have been selected for the unique ways in which their practices engage with
these intertwined ideas.
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Born in 1980 in Fukuoka Prefecture. Graduated from Seian University of Art and Design,
Department of Design, Illustration Group Illustration Class in 2003. Currently resides in Tokyo.
Works as a court painter for Nihon Television while creating his own artwork.
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Miyawaki says that after observing a subject for just ten seconds, he is able to reproduce their
likeness with remarkable accuracy. This extraordinary ability stems not only from his capacity to
instantly grasp a subject's form, color, and other visual characteristics, but also from his exceptional
sensitivity to perceiving the ki—the vital presence or energy—that each subject possesses.

As a courtroom sketch artist, Miyawaki often covers high-profile trials, where he may be allowed to
remain seated for only a matter of seconds. Yet within that brief moment, he must capture, in pencil,
the atmosphere of having been there—the very sense of the subject's presence—on paper. (Because
only pencils are permitted inside the courtroom, the sketches are colored later, outside the
courtroom.)

His ability to notice the slightest changes in a person's facial expression, the direction of a gaze, and
countless other subtle details within such a short span of time is far beyond what most of us can
imagine.



SREE FFI A 273x273 (S3) B, FYUNR 2024

ZABENHECGERE L, TEPREREZEF —JELTHIMNZET, KEFLEEZ—EST | EmEmEEI3FTO
Iz EERCEF—JZHORIICL TRILET.

DFD, HOIEmICIE, MOEDEF -T2 R DODIINSHECEE 70~100 K. 971305 2 ~ 3 BRI ORENELA
HENTVBEWSZETRDET

TEFPHTUENTEDIEAZTELL . REBEOEZBHTVEFT . TOEF—JODIHRBELPLRTH\ ZOBIRIO
EHE BRI IR R(CIRLEOTVEFT .

In contrast, Miyawaki's still-life paintings take flowers and fruit as their primary motifs. He never
works from photographs. Instead, he remains in the presence of the subject throughout the entire
process of painting, observing it directly until the work is complete.

Each painting thus becomes a repository of the seventy to one hundred hours—roughly two to
three weeks—that he spends in sustained dialogue with its motif.

Over that time, flowers gradually wilt and shed their petals, while fruit ripens, bruises, and slowly
begins to decay. Miyawaki attentively records these subtle transformations, capturing not only the
visible changes but also the quiet rhythm of life unfolding before him. His paintings preserve an
accumulation of fleeting moments, inviting viewers to experience the passage of time as something
tangible upon the canvas.
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There is, perhaps, an unmistakable sense of reverence in Miyawaki's paintings—a quiet awareness
of mortality. "In the courtroom, I am constantly confronted with the weight of life," he reflects.
Witnessing how the loss of a single life can give rise to profound grief, anger, and countless other
emotions has made him acutely conscious of the significance of life itself. It is with that same
attentiveness that he approaches the living presence of flowers and fruit, spending weeks observing
them so that their vitality—and its gradual transformation—may be preserved on the canvas. Only
recently, he says, has his technique begun to match his desire to capture those subtle changes.
"People and landscapes change too quickly. It is impossible to contain everything they are within a
single painting. That is why I am drawn to still life—subjects that simply remain there before me."
Miyawaki explains that he hopes his paintings will convey the unmistakable feeling that the flowers
and fruit once truly existed before him—even though they are no longer there. In this way, each
work becomes not merely a depiction of its subject, but a quiet record of a life that has passed
through time.
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[Artist Note]
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[Artist Note]

| often return to the same motifs—apples and flowers—painting them over and over again in oil.

I never work from photographs. Instead, | paint directly from life, remaining with the subject until it withers or decays.
Throughout the process, | repeatedly paint and erase, paint and erase. The traces of that sustained dialogue—the record of my
thinking—gradually become part of the painting's surface, emerging as subtle shifts of tone and texture.

My attention is intensely focused on the motif itself. Areas that fall outside that concentration are often left only loosely
described or omitted altogether, which is why the backgrounds and supporting surfaces tend to remain ambiguous.

| have long admired artists such as Paul Cézanne and Giorgio Morandi, who devoted themselves to painting similar still-life
subjects throughout their careers.

Over the past several years, | have become increasingly interested in color, and | feel that the palette of my paintings has
gradually grown richer, even though the paints | use have remained almost exactly the same.

About half of the works in this exhibition depict apples. The apples themselves have not changed since | first began observing
them as a child, yet my way of seeing, my way of thinking, and my experience as a painter continue to evolve. It is fascinating
to me that the paintings themselves keep changing and developing in response. | also simply love the form and color of apples.
There is another reason why | paint apples so often. A single painting usually takes me around three weeks—between seventy
and one hundred hours—to complete. By that time, an apple has typically begun to decay. In other words, the time it takes for
the apple to perish coincides with the time it takes for the painting to come into being. | believe this is one of the reasons |
have continued to return to apples as a motif.

Over those three weeks, | attempt to preserve the passage of time within a single canvas, almost like a fixed camera recording
one continuous scene. The apple in its freshness and the apple in its gradual decay coexist, forming a quiet continuum within
the painting. Because | often work in natural light, the changing light of morning and evening, of sunny and rainy days, is also
accumulated within a single image.

Flowers, depending on the variety, rarely last even a week, so they require a much faster approach.

No matter how many times | paint the same subject, | try to approach it each day as though | were encountering it for the very
first time—and perhaps for the last time as well.

Everything that has form will one day wither, break, or disappear. My paintings are, in part, an attempt to express that fragility
and transience. As | mentioned before, although | do not address them directly, they also carry something of a prayer for those
affected by the tragic crimes and accidents that | witness each week through my work at the courthouse. | try to allow the
uneasy, abrasive feelings that arise within me to surface honestly in the paintings. Even a still life can hold many different layers

of thought and emotion.

Shusaku Miyawaki
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Toshio Miyaoka was born in Izumo, Shimane Prefecture, in 1984. He completed the Master's Program in Fine Arts at Tama

Art University in 2008. After relocating his studio from Tokyo to Kyoto, he has now returned to his hometown of lzumo,

Shimane Prefecture, where he continues his artistic practice.
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Miyaoka's working process is remarkably distinctive. Affixed to the back of each canvas is a small image—roughly the size
of a postage stamp—clipped from a magazine or other printed source. This tiny clipping serves as the painting's motif.
As he paints, Miyaoka works from the image turned upside down, carefully translating its shapes, colors, and light onto
the canvas. At such a small scale and in an inverted orientation, the subject itself is no longer readily recognizable. By
deliberately removing any immediate understanding of what he is depicting, he frees himself from preconceived ideas
about the object, allowing him to focus solely on its formal qualities—shape, color, and light.

Only after the painting is completed is the canvas turned upright, revealing the finished image in its intended orientation.
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At the core of Miyaoka's practice is an attempt to treat every image—whether a landscape, an object, or a historical
event—as a motif to be painted upside down. By doing so, he temporarily strips the subject of its identity, transforming
it into an anonymous presence before reconstructing it as a painting.

In everyday life, our perception is unconsciously shaped by assumptions: we immediately identify what we see, assigning
names, meanings, functions, and social contexts to it. Miyaoka asks what might emerge if those preconceptions are
suspended—if we were to look at the same subject with fresh eyes, free from habitual recognition, and paint only what
is actually seen. This is the central proposition of his painting practice.

Although Miyaoka has depicted subjects ranging from landscapes to historical events, he remarks, "Flowers are
particularly well suited to the kind of paintings | make."

His paintings possess a subtle sense of tension—something at once unfamiliar and quietly compelling. They invite viewers
to reconsider not only the subjects before them, but also the very habits of perception through which we encounter the

world.
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Chika Hattori was born in Tokyo in 1981. She began studying oil painting as a child, but later
specialized in woodblock printmaking at Tama Art University. While still in graduate school, she held
her first solo exhibition at Gallery Tsubaki, a long-established gallery in Tokyo's Kyobashi district.
There, her work caught the attention of the renowned collector Kotaro Terada, whose acquisition of
her work led to its inclusion in the collection of the Opéra City Gallery.

Since then, Hattori has presented regular solo exhibitions at Gallery Tsubaki and has participated
extensively in international art fairs and museum group exhibitions, among many other
presentations of her work.
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Chika Hattori's paintings are centered on motifs such as flowers and marine life, often based on
photographs she has taken herself. A defining characteristic of her practice is her use of bold cropping
and dramatically enlarged perspectives. By isolating fragments of the natural world and directing the
viewer's gaze toward them, she reveals the richness of forms, colors, and patterns that often escape
our everyday attention.

As Hattori explains, "The world is filled with living creatures whose colors and forms are remarkably
unique. Through my paintings, I hope people will become aware of their presence and of the
individuality that each one possesses."

Many of these creatures are familiar to us through television, books, or natural history guides. Yet
in Hattori's paintings, they appear at a scale far beyond their actual size, rendered with extraordinary
delicacy and depth of color. Seen in this way, they confront us as if for the first time. The intricate
textures of flower petals and the complex patterns of marine life reveal a beauty that ordinarily goes
unnoticed. At the same time, her paintings remind us that each living being simply embraces its own
nature and quietly fulfills the course of its existence.

The luminous gradations of color that characterize Hattori's work are built through the careful
accumulation of countless translucent layers of paint. Their subtle transitions soften the boundaries
between forms, creating a pictorial space imbued with fluid movement and a quiet sense of
expansiveness. The paintings evoke not only the subjects themselves but also the atmosphere and
unseen presence that surround them.
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Hattori has spoken of her deep admiration for the unique spatial sensibility found in traditional
Japanese painting, particularly in fusuma-e (sliding-door paintings) and hanging scrolls. Her works
invite viewers to imagine not only what is depicted, but also what lies beyond the frame. Through
the deliberate use of empty space, they evoke unseen worlds and forms of life that continue beyond
the visible image.
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