Takanori Suzuki (Kanagawa, JP)
Lives and works in Oita, Japan.

Education & Residencies

2025 Billiytown (The Hague, NL),

2024 OngoingAIR (Art Center Ongoing, Tokyo, JP),

2020-2022 Rijksakademie van beeldence kunsten (Amsterdam, NL),

2003-2006 Graduated from Tokyo Institute of Art and Design (JP) with an Advanced diploma in Digital Graphic Design.

Exhibition:

Solo

2024 ‘Get back, no ginger’ (Art Center Ongoing, Tokyo, JP),

2024 ‘The paint is wearing down, take off makeup’ (Art &Garden NEKOZE, Oita, JP),
2022 ‘Work in progress’ (EICAS, Deventer, NL),

Group (selected)

2024 “Warning: 40 degrees Celsius’ (SCREENING at Beppu BlueBird theater, Oita, JP),
2023 ‘SUPER NEKOZE’ (Art &Garden NEKOZE, Oita, JP),

2023 ‘Informal&Readymade’ (EICAS, Deventer, NL),

2022 ‘RijksOpen 2022’ (Rijksakademie, Amsterdam, NL),

2021 ‘RijksOpen 2021’ (Rijksakademie, Amsterdam, NL),

2021 ‘Genjitsu #25 - #26° (Beppu Station Market, Oita, JP),

2020 ‘Genjitsu #3 - #13’ (Beppu Station Market, Oita, JP),

2019 ‘Genjitsu #3 - #13’ (Beppu Station Market, Oita, JP),

2018 ‘Genjitsu #1, #2’ (Beppu Station Market, Oita, JP),

2017 ‘Fragile Perspectives’ (gallery COEXIST-TOKYO, Tokyo, JP),

2011 ‘Takashi Homma Workshop Exhibition’ (Aoyama Book Center, Tokyo, JP)

Publications:

2022 RijksOpen2022 Catalogue

2021 ‘We Had Plans’, 150th anniversary Rijksakademie van Beeldende Kunsten
2017 ‘Fragile Perspectives’ Catalogue
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Takanori Suzuki (b. 1983, Kanagawa) works with fragments of everyday life—moments of accident, indeterminacy,
and quiet appearances —meticulously introduced into the space of exhibition.
He often employs materials like wood scraps, cardboard, discarded paper—things that were already there, before meaning attached itself.
His process involves assembling, placing, sometimes dismantling—an act closer to staying
with what has already appeared than attempting to express something.

During his residency at the Rijksakademie (Amsterdam, 2020-2022), Suzuki developed projects such as “The Missing Canvas,”
engaging with a stolen artwork and its absences, allowing contingency and delay to intervene in the work’s own becoming.
His solo show “Work in Progress” (Museum EICAS, 2022) unfolded inside an unfinished museum building,
treating incompletion itself as part of the spatial logic of the installation.

Suzuki’s practice resists pre-imposed narratives or thematic clarity.

What emerges are not works to be “read,” but structures that withhold —prompting viewers to linger not in understanding,
but in disorientation.

Interpretation is neither denied nor encouraged; instead, his work repositions the viewer before meaning takes hold.
Each project departs from the previous—there is no stable style, no recurring formal language.
This discontinuity is intentional: not a refusal of identity, but a way to let form emerge from each situation anew.
His works do not critique the art system directly, nor do they perform resistance.
Rather, he continues to work within art because there remain zones—outside of language, outside of function—
where art can still register something.

Suzuki’s work does not speak; it does not persuade.

But in its refusal to explain, it inserts a quiet structure into the system itself —one that is felt more than understood.
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The Beginning (2023) Acrylic on Stone (AicL v RZILOOT) Showed at Art&Garden Nekoze

DK TR, RIRHRAT TIHNIZRMEE, When I was very young, we went on a family holiday to a museum.
BORBTE. HSA7—ADHIC, MICEINE—HDRDH 7. In a dark room, I looked into a heavy glass case with the lights on and saw a
ISR A>T, painting on a plate. I was not impressed at all when I saw it.
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It was my first experience of art.

L-G-B-T-Q-Q.LA.A.P.P.O.Z.S. (2024) Pen on print L.H.O.0.Q by Marcel Duchamp,

and masking tape. Showed at Art center Ongoing




Work in progress (2022)

Installation, Mixed media  Showed at Museum EICAS
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Work in progress (2022, Museum EICAS, Deventer) uses the condition
of incompletion as the artwork's foundation. As the museum building
awaited painting and staff, Suzuki incorporated the unfinished floor
coverings —marked with white paint traces from volunteer labor—
directly into his installation.

In this context, the white marks become neither mere decoration nor
residuals, but traces of systemic delay, labor, and context layered into
the exhibition. The installation foregrounds its own contingency: the
museum’s postponed construction, limited resources, and the artist’s
own housing uncertainty become intrinsic materials, not backdrop.

Rather than presenting a resolved form, the work exists in a state of
“becoming.” The installation does not claim aesthetic closure —rather
it positions its incompleteness as a site of reflection on process, space,
and institutional presence.



Eight reproductions of Princess Juliana's Deer by Han van Meegeren,

borrowed from Six Deventer residents. (2022) Print

Showed at MuseumEICAS
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Han van Meegeren is best known as the Dutch forger who famously deceived the

art world by producing convincing fakes in the style of Johannes Vermeer.

But before he turned to forgery, Meegeren grew up in Deventer and created original
artworks —one of which, Princess Juliana’s Deer, survives today through countless
domestic reproductions.

This installation brings together eight such prints, borrowed from six Deventer
residents. Though all depict the same image, each carries distinct signs of aging,
framing, and domestic context—subtle traces of the households that have preserved
them.

The work functions not as a portrait of a single image, but as a constellation of
copies—each banal, yet personal.

In returning to Meegeren’s “pre-forgery” moment, the artist redirects our attention
away from fraud and toward questions of authorship, memory, and the quiet

presence of art in everyday life.
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BIG BUSINESS (201 9) Installation. Showed at “Genjitsu” Beppu, Oita

Set within a shuttered stall beneath a pre-war elevated railway arcade, BIG BRAIAIAAD S < BRT OmEIEHE.

BUSINESS occupies a forgotten commercial zone—a space where once-thriving BARE LZZEDHT. v v B—OT W 2ZZMEO—AIC. KfF (BIG BUSINESS)
shops have now gone silent.The work consists of a vertically-oriented sheet of BERES i, MICEATEDPNL "BIG BUSINESS™ OXFIE. —FI&ICHER
paper (approx. 100 x 70 cm), with the phrase “BIG BUSINESS” written one letter ICR4Z L<HEANTVS, ThIZBIRTEHERETELL, CLAADH [EVERE]
per line in aggressive, black sumi ink strokes. D& ICHREICHEN TS,

The phrase is both loud and low, powerful yet grounded —literally placed between EBRSHIE. BETEAKKREBROER. FRIFIEEALE "BHFOTVBE” £5ICRA
the wall and the floor, where few would think to look. %,

It does not shout from the wall like a slogan, but lingers at ground level —like an FOMEIR. POTEFTHPEENTOWAEZOEED I RILF—DEBE LIBFATHY.
echo of ambition, or a trace of something once expansive now compressed into WEPHLEBZD LEVEEE2T VIR ESEAEICER S,

stillness.“BIG BUSINESS” may reference past vibrancy, or offer ironic [BIG BUSINESS| £WASES. HOTOESH. ZHEBBREAOEANITED
commentary on the present. T,

Either way, its quiet presence in this emptied storefront becomes a subtle eulogy for EH. COBICCOEESHBZEN. TTI—BOBTHY . DB THB.

a place shaped by labor, collapse, and time.
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Upon returning to Japan during the
pandemic, I was handed a slip of paper after
testing negative at the airport.

It simply stated that my entry had been
approved.

Something about its silent authority —its
ability to mark a border—made me want to
enlarge it.

At 150 cm tall, the print became the only

physical trace of that crossing point between  B]|@G QUARANNTINE (2021) inkjetprint,. Showed at “Genjitsu” Beppu, Oita

the body and the system.




RiijAcademieopenStUdio (2022) Installation, Mixed media  Showed at Rijksakademie

549 A7 HTI—ND0pen Studiold. BE [RETFDRFE] THYEBHNS. Rijksakademie's Open Studios typically function as exhibitions

disguised as studio visits. Artists select, arrange, and present works as if

ERICIZL DERPBRCEREREL. FRFBROLSICHELETS. . :
for a solo show —curating rather than revealing.

FhRRELT [F—TV] &OH?

ZOBODSAKRIEIZHEFELTVS, Suzuki deliberately rejects this convention.
Instead of choosing a few polished pieces, he installs everything

BRI, FHTI—TO2FFOFEPICHIEL TN TOEREZERICHSER produced during his two-and-a-half-year residency.

#. BRIZEE L. BRRERIE. CLABRL “HER" THzEh, haE The space becomes saturated with works —drawings, prints, objects,
7 —h4 TEREDHNVEESL ZEICE S, texts—creating a landscape of excess and accumulation.

BAPIRFE TR, [HAER] P [REX] HRDIES. Referencing the historical "salon" rather than a modern exhibition, the
DOTH YO’ IZORFHRIE. EMOZEIEIELZNBLETOEH installation dissolves the boundary between making and showing.
XLEIE. BRICBET3RATESHS. There is no hierarchy, no order—only presence. What emerges is not a

narrative but a visible trace of time, labor, and refusal to reduce.



The miSSing canvas prOjeCt (2022) Mixed media, Showed at Rijksakademie van beeldende kunsten
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Wldbem x H218.5¢m, Canvas

To you, who took my canvas that was
hanging here on the night of August 23rd.

I'll give You my canvas. But I'd like to see
your painting instead.

| know you are a painter.

P el g s bk e piai
misslng.canvas.p@gmail.com

N

. 8;Sep, 2020

During the COVID-19 lockdown, tired of solitary studio work,

Suzuki longed for connection.

Inspired by Stanley Brouwn’s “This way Brouwn,” he installed a large blank
canvas on the fence outside the Rijksakademie building, inviting unknown
interventions — graffiti, scribbles, or indifference.

But within days, the canvas was stolen.

This unexpected theft shifted the project entirely.

Suzuki responded not by replacing the canvas, but by documenting the loss:
interviewing a witness, producing a suspect sketch, and mimicking a “missing cat”
flyer to create a “missing canvas” poster.

Around that fence, strange things began to happen—interactions and reactions that
would be unlikely in Japan, but felt somehow native to the Netherlands.

The final work includes video, surveillance footage, performance fragments, a
diary, and the poster.

At its center lies absence —not just of the canvas, but of control, authorship, and
clear meaning.
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I will not make anymore oriental art
(5:48 2022) Video Installation, graphite on paper

Showed at Rijksakademie van beeldende kunsten

“ERENTELER" ZEMICUEERD. ODPBETELEEERL TLBDTIERLD,

EDOLERVDE ETEENLEDHRETH S,

ar - NFyH U0 (I will not make any more boring art) Z5|FAL. ZZICOEDDEEZELE
A%, | will not make any more oriental art.
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HEOXRP, EMFIEZRVLEDS, EMHEZOEOZELET, Jhid. [EohLZ &l ZRLTITS. 0L
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Some works present histories of oppression as if elevating them through art.

But could that, too, be a form of extraction?

This piece rewrites John Baldessari’s conceptual work “I will not make any more boring art”
into:

“I will not make any more oriental art.”

A simple sentence, handwritten in pencil on paper, quietly reflects the unspoken expectations
often projected onto Asian artists in Western art contexts—expectations to deliver cultural
identity, exoticism, or a trace of the “other.”

By mimicking a foundational gesture of conceptual art and subverting its message, Suzuki
reframes authorship as refusal. The piece becomes a subtle but firm act of resistance—a work
made by choosing not to make.

TO the fa rtheSt one (201 7) 26:02 nstallation. Recipe, letter, photo

H2EHRECDVEN EFArYRYL—Yay

Inkjet on paper, 1030x1456mm
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Lunch, small dinner,
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During the pandemic, the cafeteria at the Rijksakademie required advance reservations. Some artists overbooked meals, and when they couldn't
attend, they posted messages like “Does anyone want my lunch?” on the shared WhatsApp group.

Suzuki reproduced these casual messages as hand-painted stickers, selling them at the exact same price as the original meals: €2.25 for lunch,
€2.75 for a small dinner, and €5 for a big dinner.

What began as informal redistribution became a work of micro-economy and linguistic transformation.

The act of offering, asking, or giving away—usually fleeting—was re-materialized into an object with a price tag, both echoing and distorting
systems of value and exchange.

A leaf (Daikanyama) (2023)

=D MM LE] Z2HRETHH5. RR T EEPRICHMEIIESIIT7Z, EOEFAHBAIE. EZ880M. #%110MTERIFL.
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ZOERIE. [EZTHR27=h] [EZTRERSDD] ICK>TREDES <HEFERRILT S

BRAMICEREDIZTRE. Thze “7— N ELTRIMBDPESIHEVSREOHMFOILD, EOFTIEZY EWSHETHRE.

EMOMEE IZAD? EVDBDNICH L. ZOERBEADRNE L., LEEPICEZXZTSLTAHES.

If art is driven by novelty, then a leaf or twig picked up in Tokyo
might qualify.

Suzuki assigned prices—¥880 for a leaf, ¥110 for a twig—and
offered them for sale at an exhibition in Beppu. Two leaves sold.
Later, the same leaves were exhibited again in Tokyo, their place of

origin.

None sold.

The work lightly exposes how value fluctuates with context— what
seems rare in one place becomes ordinary in another.

By pricing natural objects and calling them art, Suzuki invites us to
examine our assumptions about uniqueness, worth, and the silent

expectations we project onto art.
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