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FLOWER
1993~

The direct photographing of light allows

us to explore chugan®.

The works presented in this FLOWERS series
were all produced through the original
method of directly printing photograms onto
photographic paper. Their details show us that
existence is true but fleeting, delicate lines of
light surrounded by darkness. Despite the use
of photographic techniques, these remain
pictures as opposed to photographs.

Through the careful juxtaposition of
positives and negatives, these pieces reflect
the dichotomy of the seen and unseen worlds,
of this life and the next. Their interactions are
brought to life with the photographic paper
used in this original method. The paper itself a
medium that traverses these blurred
boundaries.

In my opinion, flowers are offerings; to
dedicate them to the deceased demonstrates
respect for all creation, and symbolizes the
bond linking the future and the past.

A flower for a life bereft

And all that we can’ tsee and isn’ ttold.

Sow a seed when naught but roots are left,

For life starts upon flowers that unfold.

* Contemplation of the Threefold Truth

The Tendai doctrine of Buddhism holds three
central truths: that all things are void and without
substantial reality (kGgan); that all things have temporary
existence (kegan); and that all things are in a middle state,
simultaneously both being void and also temporarily
existing (chagan).
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Flowers play an important role in art,
poetry, literature, and so on as symbols, or also
as metaphors in stories; you can see them in any
magazine you glance at.

| have gathered here descriptions or
photographs of flowers that can be found in
printed materials. The flower that floats in the
space-time we call ‘books’is, on the inside of the
pages stacked upon pages, made to stand still.

On the fronts and backs of pages taken

from these books is a story of chance and fate.
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LUX
-SPECTRUM -
2009~

“Lux”is the Latin word for light, and can
refer to physical light or the lightin a
person’ s heart that dispels darkness and
fosters hope.

“Spectrum” comes from the Latin
"specere’, to see, and originally means
"what can be seen” or "what appears’”.
"Spectare” is something that appears

without warning.

['spectrum | is an image of captured light,
and does not share the flower motif that
permeates the other original photograms
shown herein. For those flowers, unlike
here, the underside and silhouettes of the
see-through petals are fixed in place.
Rather, the light itself that passes through
that translucent motif is captured in the
photosensitive paper. Using
photographic techniques, this paper fixes
the slight tremors of that underside of
light which forms spectra. Though
['spectrum] varies greatly from the flower
photograms, it is certainly an extension of

previous works.
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LUX

-LANDSCAPE-
2009~

Whereas [lux] -spectrum- focuses on
light itself, the -landscape- series seeks to
capture the scenery upon which the sun

falls.

Mirrors reflect the surrounding
landscape perfectly, producing the
feeling of an eternal parallel world in their
depths.

Cameras let us whittle down
landscapes which pass every day without
our realising it. They act as proof of our
reality, regardless of the good or bad we
may have committed; they are evidence
of our existence.

The difference between mirrors
and cameras is where you stand. Similar
to mirrors, photographs taken in those
special black boxes reverse the reflections
of their subjects. However, when the
mirror image of some other,
whittled-down landscape appears before
your eyes, you are not in that landscape
itself, but rather the you that is regarding
the image is within the mirror.
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"Between Light”

All machines that take photographs are essentially pinhole cameras.
Even cameras of the highest quality don’ t change in this basic
aspect. The pinhole becomes the center of the world, the Big Bang
that was the beginning of space

It is the action of looking at scenery, of going further and trying to
describe it head on. It is the feeling of expanding internally and
externally as the pinhole itself becomes the myriad of sensors you
have and fuses with the world. When you realize that you are the
pinhole, you lose the meaning of “existence”.

It rebuilds a single timeline from the semblance of incertitude and
discontinuation of worldly things. As a clue, or a catalyst, to know
the true form of something, | try to put a small “um”, imperceptible
and out of reach, in the cracks in this timeline. Once you realize that
all of space is filled to the brim with pinholes, “um” also becomes a
pinhole of sorts. The "um” that is supposed to be a crack instead

becomes the beginning for everything.
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This work began as a rethinking of the Japanese
"School of Things” (Mono-ha).

The somewhat obligatory video (the background)
that is shown is just an excuse. There are no
things/objects here that you will not have seen
before. The video is just a recording of ordinary daily
life; where unexpectedly, unpreparedly, a “story” is
transcribed.

What is recorded and felt in this video is the fact
that I am living; that is to say, | am not standing still.
The idea of “stillness” is neither causing the subject
to stand still, nor is it that illusion which we call long
exposure, where we try to capture a single instant. It
is something that cannot be understood through
photography.

| take care to neutrally record a video that
tells as much as possible, seeking to intimately link it
with the hasty and imprudent. There is no plan to a
tale in this video. Its aim is only to take in the
situation. Therein lies an existence that comes to be
seen through the careful attention paid to the feel
of original materials which predate the individual
works. | take “time”, which has taken these and
restructured them, and confirm its true appearance.

By layering videos with no plan upon
each other, it can feel like a "painting” made by
layered colors. What is the meaning of its light and
dark, color development, motifs, style, or strokes?
Calling it “good” is no more than an emotional
reaction; this could even just be an illusion that
recognizes the slight care taken in gradation, an
aspect of art always looked upon with favorable
bias.

I merely put a rock down. With only this
action, our relationship changes. To go further, the
relationship for you (the viewer) sways and shifts
with nothing but this slight change. Are you aware
of grappling with every day occurrences or your
own actions? What tale do those records, which are
completed and (considered to be) pointless, and
your gaze tell, | wonder?

The exhibition items are the ruins of the Mono-ha
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Pure light but vague faces. Unclear colours. Digital photos of black and
white. Colour photos that look perfectly natural are reproduced in this way
through composite technigues. The pseudo-colours you see through the
little cracks are colours that have been synthesised. How can you let slip by
the feeling that somewhere within the work lie the true natures of the
simple blurs and barely-grasped colours?

The images taken by my home-made equipment cannot faithfully
replicate the form and colours of the original. What of the trifling
countryside, of the sun? The recorded image is thus a failure due to the
photographic process itself. What can be seen in that narrow space
between reality and the slowly fading photograph?

How do we approach an image designed with no specific
intention? What s its truth, its reality?

This is an attempt to reconsider the -spectrum- collection from
2009 and the -landscape- collection of 2012,
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Please, make yourselves at home. Set in Room 202
Moribayashi Heights, the work “202" s Living Room” is expressly
aiming for this special, natural living room feel. Everything exhibited

is simultaneously there as art, as furnishings, and as props.

Choose any video you wish. If you are short on time, you can also
fast-forward through them.

h—2 42k 2013/12/12 (K)
HRAIESR + (LAMSh b —7 |
AR D AEREL BFARBRIIEMES =7 - FaL—2—)

IWFREREEVR—ILAA S IRABRIERICDOVTO b =0 HM7bhNn e,






@20202_2103
BRENTA—TUR
TR 4 v F1 VIDEO IcDWT

MIDA 7w F |

KEDET EERHERALC. EBERIF O EREZEL TN
RA %,

HEOM CHHEWSE LIEBERBICHR D7 X £,

BAE LIEAD. HAH—HICRBEAEMa—mDEE,

B Ch U AE CTh 2,

ELLCRSRFVIEEEEBDL,

TDAT Y FlEZ >\ o—EaBLDhir. aiElictbn,

Rainbow Sketch

When the sun shines into your eyes, and you peer at the
world through slitted eyelids,

You can see a rainbow through your eyelashes.

A memo of the rainbow you meet in a fleeting moment of a
normal day.

The brilliance of one slight ray which that chaotic light sees fit
to display.

A fragment, and yet the essence.

How | wish to hold that beautiful, dramatic moment.

This rainbow sketch is the pursuit and record of that instant.
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Exhibitions titled “Atelier/Gallery” are not places where the
power of the space completes previously unfinished pieces. Much
less are they a place where one can emphasise the shared artistic
foundations of, or unique qualities of, arranged and unnatural
“installations” that are based on the very act of creating them, or
related to something thereof.

Galleries are, in general, places to dress up carefully selected works
and present them to visitors. Quite "naturally”, of course.

Ateliers are workplaces. They house remnants that can’ t be shown
and works that haven’ t been made. Strictly speaking, this is
therefore not an atelier. However, calling it such provides a chance
for you to encounter more informal works, or works which may not
normally be displayed.

The "Atelier/Gallery” is an effort by artists to reflect on viewing and
exhibiting in the artistic process, providing a space in which to
display various framed yet unfinished works. It achieves this by
combining artists” uncertainty, time spent in thought, the finesse of

a gallery, and the ambiguity of everyday life.
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Genjutsu Shincho, Semptember, 2006.

The flowers that appear from the dark background look like animals,
caught somewnhere between life and death.

These works by Mineo Sakata (1966-present) are somewhat
different from photograms. In photograms, the images represent
the actual size of the subject matter on photographic paper,
whereas Sakata’ s images are often larger than their real-life
counterparts.

"They are similar to microscopic photography” he says. They are,
however, not such faithful reproductions of the objects, because in
contrast to the precisely and vividly fixed veins, the petals
themselves are ghostlike and blurred. By his manipulation of light,
the inside becomes the outside, and life becomes death. Delicate
white dots on the black background become as pollen blown by
the winds of darkness.

Gallery Ando, July, 2006.

Akihiko Takami

Herein are photograms of seasonal flowers that would otherwise
remain unnoticed and unknown.

Not many prints are able to be made with these delicate flowers, as
they are exposed to an abundance of light.

Sakata" s work refreshes our tired eyes, which are so often invaded
by polaroids and cheap pseudo-art, or by satellite photos and HD
images. That title of “art expression” irritates us while tantalising us,
revealing what is supposed to be invisible.

Sakata’ s work is a soothing respite for the eyes, a place where we
can take a break from the endless nightmare. It draws out flowers
from that limbo between the visible and the invisible, bringing

them closer to us.

March 1999 Zeit Photo Salon



Tomohiro Nishimura

Mineo Sakata is a classic photographer. He conserves a style which is independent
from the current trend, causing him to stand out from the crowd. He is classic in
three different ways, the first being his choice of the classic “flower” theme. Many
photographers choose the flower as their subjects, and so you might think that
everything has already been done that can be done. This makes it extremely difficult
to do something new, as it must stand against such a long tradition and prove its
originality. And yet, this is exactly what Sakata dares to do. The second distinguishing
feature is his insistence on high-quality prints. His tableau composition is extremely
refined, as is the finish on his prints. Sakata graduated from the Faculty of Oil Painting
at the Tokyo University of Arts, and it seems that his photographic work is an
extension of painting. During his school days, unsatisfied with the trend of
contemporary art towards conceptualism, his works were primarily installations as
opposed to paintings. He then started to take an interest in photography, saying now
that taking pictures reminds him of the excitement he felt when he started oil
painting.

The third unique feature in his works relates to the method which he employs for
taking pictures — the photogram, a classic technique. Photograms have a long
history, with Fox-Talbot making a photogram of a lace net on photographic paper as
early as the 19th century. In the 1920" s, Man Ray and Moholy-Nagy Laszlo frequently
used this method to create their works. In Japan, photograms had gained popularity
even before the Second World War, being used in works by such artists as lwata
Nakayama and Eikyu. In the post-war era, however, this technique has fallen into
almost complete disuse, with few artists who use it remaining.

Sakata' s photograms are slightly different from the traditional photogram. In the
latter, images are usually reversed, due to the fact that objects put on photographic
paper turn into white images. This is because they are opaque and make shadows
against the light, a process whereby the objects’ details are lost. However, in Sakata’ s
works, the opposite is true — the details remain vivid and clear. He calls this
‘photograms by transmitted light”. By some part of the light going through the thin
organs of the flower, it is possible to record some details of the flower. This is a new,
original technique created by Sakata.

Eikyu was also a painter, and called his technique “photo-drawing”. As the name
suggests, photograms have a close relation with painting. Photograms reduce
three-dimensional objects into two-dimensional images, resulting in something
unreal that can exist on paper. For Man Ray and Moholy-Nagy Laszlo, it was a new
experiment to provide a new experience to spectators through the creation of unreal
images. What, therefore, is Sakata" s new photogram? It lies in between the third and
second dimensions. It is more flat than ordinary photography, and yet not as flat as
the traditional photogram. He makes his flowers swim with charm in his semi-third

dimension.

October,2004 Gallery MAKI



Mineo Sakata and Kenshi Yamakura “Halo of Moebius” and “Play of
Ray Flux” by Kazuhiro Yamamoto

Sakata’ s works are what are often called photograms, but when |
gaze into their details, | feel that my knowledge about photo

negatives and positives blurs slightly.

In his works, the flowers are simultaneously photo negatives and
photo positives. According to him, this was only possible thanks to a
special instrument which he created himself, reminding me of such
a historic character as Kircher, who created a unique instrument to
capture images of the world in the 17th century. After his invention,
the world" s images have been able to be captured by modern
technology and have lost their brilliance, but Sakata’ s work
maintains the same level of vividness and life. He has photo
negative and positives existing together on the same planel As well
as a refined and delicate gradation! He forces us to see a union
between light and darkness, separate from dichotomy. Therein lies a
coexistence where we can see the face and the back of light itself,

its past and its present.

Such an attempt at representing light as the Moebius strip is more
typified by the more recent work using paper money. It must be
said that this is not a montage - the fixed image was later made
partially transparent so that both sides could be seen from one side
only.

A photogram can still be a photogram even if there is distance
between the object and the photographic paper. Sakata seems to
try and explore the mysterious region where images are born,
departing from traditional photograms. It is not a dry analysis, but
rather a soft and lyrical approach. It is here that Sakata differentiates
himself from Kircher and other pioneers who have tried to fix
images in the world. The aim of his art is to fix the image of the
world as itis in vivo, an attitude which is also represented in the

open window in his paper money work.

November,2006 /Gallery KAKU exhibition 2006
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