MINEO SAKATA
dRal EN



HEEHEEBEEL. TR 2853

[FLOWERS] >~ —XDE&B(L. BEERHIE
MICBEESNITS2 T4 NS L&ISA LR
FUIFILDAY Y RIck5dEDTT, BE
FEEFERALTVEITHRBE T,

TOIERIERIGE R AN — & L.
THFRESLEDORERLCL DI, #A D
ED. HBEWEIHABTENTEDHREXRLT
WET, FUTFILDAY Y Rlick>T.
DERGERETTERLADEMICERLE
ER

T E D TIRIFBIECH Y . TEZFAEIT S
EWVDTRITFMNDOIE L AR EBEZ D
HSRMTCT,

mOMBA e & EL TBEFREIT.
BRGHEVLOTLIT, TEZHA 5,

TEIEE DB & DfETF AT
H_EITERWNETEIC, 2 TR RS,

*=D=8)
—PIDFEICFREDGENETERT S 1228 £ RICR
RKLTWBEERT S IR TOBD [HEH L,

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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-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.
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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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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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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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Interview /A X2 2— 2018

All of your series of works seem to concentrate on a replication of objects or notions
that are part of the natural / physical world (such as light, flowers, or landscapes)
through manipulation of manmade machines / processes? What is it that fascinates
you in creating a new version of something that naturally exists?

N LSRR T O A2l U T Of, 16 JMEEED) ARN WHINIIET 2Pk
B2 2205 TENOMINGEGEN EOMEMICE H B LS IR XY, ARRIC
HHEDITHTALD fiZGZZLIKEINTVLEDREERDTLEIN?

The world is already “out there” and full of allures without my interventions as an artist; for example, a flower
blooms just as it is, and its destiny is already fulfilled. We tend to think of its existence in a variety of contexts,
like when we snip a flower and have it in our hand. Light pouring into the eye is processed as a visual sensation.
It plays a certain function very well, but I find a slight that there is a void left there. Asking “why” in science
brings a practicality to philosophical notions. But, there is another approach to the world out there—to accept it
as “something uncertain” and find out different values that are based on personal interest. Though, be it science

or not, questioning allow for much more ambiguities than clear-cut answers to surface.

I CIAES T OWFUT M2 LA LB HRICHENINT S, 72 & R TEEBRICERNTWT R ARD T,
ZNHHEN, FICHLNIZE EIC, FILWED FICDWTEA ST LICED X T, BRICRGIAATZHIZHE
LT ENE S, TNRERERZTDICRIETDOTIN, ZICBIEADDLORENRTENT T, €5
LTH? VS RINE, BRARZOIZR TR, RICIIDMNESI D IELWHNE S DI RYITT, &5 —DDir
He LT, EANGRELO RIS, TE<DNEHRNED] £ LT TN T ETHIDfMEZ AT LET
TERT, 12, TOMWEZEELICE XD LRV LDHFDZNDTIEENTL & 5%

Essentially, I don't believe in what I have within myself. Rather, I prefer to receive what exists outside of me.

[ don't believe in self-expression because I often feel I am empty within. I have nothing to express, even if
[ squeeze myself. I don't think I can make anything good out artificially by forcing myself. I would have no
conviction.

[ expect my work to show something that not visible to the naked eye. One can draw different responses from
the world by approaching it differently, so I invent my own tools and methods to stimulate such responses. If I
would just snap what appears in my sight, the lens wouldn't capture what hides behind the mere appearance. In
fact, I'm not even sure whether this “something behind” actually exists within myself, or just a phenomenon in

itself.

HADOHILH2EDZ2HEX0ECTEVEEA, T TEHEL, BELTWVWAEDZRITIED S NI IIET
ERS
H2OHFIZZESIFRDT, HERHEE VI EDEELTVET A Ko THMEHTIARNTT b,
HICKOHLEEDIEERNZ, ZThE00NEDIFEENTVERVET,
RTRTHWETELNDEDNRA ST 2R L TERZES> TWE T, HRIIHLAZZIANGES B



flowers, then [ can also do the same (simulating nature through original methods) with other motifs and objects.
I thought, say, I could capture other unknown views of existing notions. This, allowed me to move to other series

like LUX and Specturm [remove this “and Spectrum” as LUX contains it].

TEDVERZMDTTEHL B, 5200 RL UTHMMMICE BEALZEIC, fERMDERICDOWVTEZ
X210 FE LI, ZL T /ECEBRLTWSZ E HEDAETHRICTFHB TS ) B MiOEF—
TROMFETELERTELDTIEEWVNEERS XHICARDE LTz, HMEDRZ A EERIOMMNARMOE D%,
DEDMNEEFIEHEZ2DTEEZNNENS T ETT, 2D Mux) YU —XDX S EAFEMICHEEL TV
EEX

How does the concept of Chugan is relevant to this discovery?

ZORMEPBIEVSIZEZSTREDKSITHD>TVEDTLESI N ?

While creating my work, I feel like I am standing nowhere, or floating in transition, like I am not here, but not
there either. When I'm swinging the catching net in darkness, I don't know where it is for sure. It's at least not
fully in my mind, since I can't grasp anything without paying attention to some of the clues that exists there.
A clue may be a flower, or a pinhole camera. Motifs help me to connect to the world of “things” in themselves,
things that exist already. At least, those clues help me find a place in the middle point. There, I try to keep
myself neutral, that is, to repress my “self.” There is a realm one cannot otherwise attain to, whether I observe
a flower or light. For some period of time, I was intensively conscious of maintaining this neutrality. If I intend
to produce anything with flowers, the intention often results in triviality. Instead of intending something, I tried
to submit myself to what I observe. One cannot fully eliminate the intention from creation, no matter how hard
one tries to be neutral, but I keep my efforts not to inject the manifestation and expression of the self while I am

engaged in the art-making process.

ERZEo T3 EE, TTTWEHRLITTHERLEVIEI R, ETZES>TVEDNDNLIENENIE
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Thh., ZTOXIBELANLLMWDDIFRNETANHDET, CDZa—bI)ViErEdE#RL T
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KIDT, T ULIRIGZRET 2 TODEEN T EZE> TNE E NS LTI, LEIRICHS ED%E
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DEMCHZLEDNE. BHROEMICHZLDONE LNEW,

[ try to see what science cannot see in nature. Photographic skills belong to science, meaning that you
have to follow certain techniques to capture objects in an appropriate fashion. But the appropriateness of a
photographic image is decided arbitrarily, so I don't have to follow the same goals. Let's say I'm a pseudo-

scientist—designing new methods to present nature from a different angle.

FRICKZBREDAETAENATIERSZENTERNEDZRIERES ELTVET, HRZELLIET
WDICELWFEICED AT NUIES TN eV S J TR BRI ZDEDTT, LML, EDXI5A A—
UMELWLDONEWNS T EFHNDRDIZEDT, TOELEICKHT LERD T LEHD T A, FldWbid
BORHEEZED X SRE DT, BARZRDAENSXT 12D EiEZRG L T0WE DI T,

Philosophically, you mention your interest and inspiration from Chugan. How does
this interest manifest itself in your art creating?

Mgl 2V BEANOBLEZIHhEDHFRUTOVTSILTOETA, ZThiEAIfES
EDES BNl TENTVREDTLESD?

Philosophy derives from taking an action, or when one is born. So, philosophy does not precede art-making.
When [ reflect back on what on the earth I'm doing with my art, I notice I move back and forth between ideas
and phenomena. Then, when I discovered the concept of “Chugan’, I perceived it as the most appropriate word
to think about the fundamental methods of speculation and contemplation in Buddhism, Taoism, and other
Asian philosophies.

Photography consists of the negative and the positive within the spectrum of the intensity of light. It can be said
that both sides of a coin are matched. The rules of “norms” of photography are just one of means one can apply.
The English word “photograph” is useful to explain my take on photography - I draw with light, thus I produce
“graphs of photos”.

ERIMADE S 5, HEVRETENC LICK>THEMIEE 5, HfiEORICHENDHZDTIEH O XA,
MIAZ L TNBDREAINERVELEEE, DT EOREZITERLTND Z LICKDWVED T, 14
HOEH. 7TV ORKICH B BMAERKS T L&, ML AEZL L LT THE] VWS I DE
F L7,

FHEEAAFERD, HOBFEVSIMEZ L TVET, BERE—HLTVBELEVATT, EHEEITSHDHN
XL VD DIFHIR S —DOIREICT EE R A, BfMilc, JTHI< (Photo-Graph) &5 T &TI,

About ten years after I started to make the flowers photograms, having tested a variety of experimental

methods, and mastered technical skills, I thought about the meaning of it all. I figured that if I pursue work with



“withered” to “decaying” Or you may just remove the leftover “having” and use “decaying already” though not
accurate, or use “having already been decaying” though less natural], or appearing only for a given moment,

ephemerally.

L MIERULIERENS T ETT BIE UENED X I ICEHTE BB, 20 SRS TH R C T,
KERERICHZ &, a2 T F v )V ERICEE R > THITEL TOE L7z, 2REFEORKIFIZFERE & X
T UTco BRMERO—EE LTHEE L THEDNTZONRITT, BETIEENR - & SICHIEORE#H 2
BE#THC LI E L, HOMTREETCWAHKZ TR THHEONTH D, FMWZEMhDTh, HBE
TrHEDTE, FOERTEH, ELWVERNE T,

Living in Japan also influences my interests. For me, death is what I naturally accept, in the same manner that
I observe nature without denying it with my own personal preoccupation. It may be a Japanese way to see life

and death. I accept both, and both can be beautiful. They are both just naturally there.

HANELTOHERBLHEZDTLL I, WIEFEDLDE LTZIANSEDT, THIIERELERITICRS
EWVWH T EERIUHEATY, HANEETRE TR, FEXEHIZDEZICZITANDETZHDEDT, £B5
HEELWVWEDILEDSDEHDTL L 9,

Your work exhibits and interest in the correlation between art and life / existence.
How does it inform How so these inform your own balance of art-making / life?
ZBZTLEEMZEDLS BT LDERBRONT VAZESWATVETH?

[ can no longer think of art-making and everyday life as separate things. The fact that [ exist and I live is
undeniable, and I have to accept it at any rate. [ have to take responsibility for works I create out of chance. If
the word ‘responsibility” sounds like an exaggeration, let's say I answer accept my creative process by living
my own life with confidence. It is to keep myself free of pretensions within my works. Once I start making art,
[ am always ought to face unexpected results. The initial plan always fails, but it is part of the joy of creating.

Struggling with unexpected errors, allowing for firm outcomes to surface.

LEEERHEE HEEUIOBL TEZASNE LA, DV BT L EETVWBILIEFEETHD., ZFIED
BUDENDTT, BRICTETCLESERICH U TERZE SR TdED EFEA. BfLEWVS ERIFE
TIMW, LoD EEZTBHTETTNISATVET, Da b, EMICRBILLENE D ICHERELTWY
LTETT, WETEREEDIRDZ &, FHEAZ LR TREE T, BPDOT T VT CICHENZINE,
ZOTHRINEZBE LA RV, 9 LIEELE LNVEWT EICED AR, @AhPHETL 2D T,



Despite that effort, you make aesthetic decisions in your compositions. How do you
view this?

Z 95 LIcDDBFO— i TAEMOMBMICBEAZECE T, ZNCOVTES B0ETH?

It is the curse of photography. By putting an image onto a flat plane one can't escape the curse of composition.
Photographic representations require certain technical skills. Photography in itself demands perfection. [Since
you took my suggestion for “manner” in the next sentence, and here is the first appearance of the word, a
cushion like this may help. Take or remove it, up to you >>>] It is like a “manner.” The word “manner” here
means compulsion, different from self-expression. It comes out of respect to the subject that is captured. Once
you fail capturing a proper composition the work becomes loose. It spoils the preciousness of the subject. I have
to consider the demands of a flower, for example. I'm not making compositions by myself, but forced to make
the composition as the flower requires. My personal experience and knowledge, such as the Pain Tree byobu
folding screen by Tohaku Hasegawa, follows certain rules that allow the composition that is “demanded” by the

motif. I can only try to reflect what I believe I must to do, subordinating the visible to the invisible.

ZNREEOTHENE LN A, THICKRZE L LA E WS T LICBEROYHEND D X9, FHRICIE—
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DNGEDICRLRITNRE ST, RDERZIES DT AL, EIESEENTNEDTY, IEAFEA
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It seems that you are fascinated by the ephemeral / mortality / decay. Where does this
derive from? Does it inform the techniques you develop to capture your works?
WORDED, FEICD LD, HBRT T EDICEDINTVS XS TIW, KE¥TL &
5 ? Z OFROIRIIMADTWEHGL L LDV DBHEEDTLEIMN?

Mortality is certain, as everyone dies eventually. No matter how diverse ethnicities and cultures are, and no
matter how stimulating the environments may be, or what discriminations and economics there are, death is
indiscriminate.

Looking back at my university graduation work, I was interested in conceptual art-making, and made an
installation that conceptually dealt with funeral and cremation. The work also included a flower, offered as a
token of condolence, and I came to be aware of the spiritual representation of flowers, while taking its photos.
All phenomena taking place before my eyes are alluring, and I feel their beauty be it just budding, having

already decayed away [Changed from an “-ing” repetition error “having already decaying” after you changed



Each of your body of works looks visually different. What aesthetic influences do you
have?

HARDODY) —XIHBUI G D F9H, FEAMNMTEMPMEILTOZ2DTLE S A ?

My main aesthetic influence is acknowledging the uncertainty and vulnerability of myself. I believe it's important
to make art without considering what are the “ought-to-be” norms in my mind. Believing in and giving shape to
my “delusion” is the starting point.

BOHSD[ES & AMLESZMBIETT, [22HHNE] EEXATHIELIENWT EWRYIZERNE T,
T U CHMINCEZ B2 e BICT 5 2 EMHFRICED 9,

Why “delusion”?
HAT =R LVS FEERMES PIHE ?

[ don't start making art by thinking about its art history context or its social roles. [ don't feel any connection to
such discourses. I say “delusion,” but I want my work to leave my inner self and stands on itself, detached from
me. So, I have to also separate it from my delusion too, by eliminating the subtle personal elements that got

mixed there during the art-making process. There is a requirement to engage with an object or a thing as it is.

R BEZR RN EREN E N> 7T EDNBIERFEZEZ THRNNETIRR, £9 LT LIciEFIk
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Your photographic processes interfere with existing notions, such as capturing light
at a given moment, or a reflection of a landscape, or flowers at a precise time when
light is projected through them. What is in these unpredictable processes, where the
outcome is often attributed to chance, that captures your attention and interest?
MIBDY AT, MERZ A ERTY | HEAER LT Z DBRHIOIEZ KX 72D LS
EoiC, WX ADGHOHEY 5 RRBZICH > TR A (L EADDBMHERICTAREL
FATENS ZOMMEE R T IR 2B T, WS ADFGRE BLMZ AN TR 20T
L&on?

As mortality is certain, it is important to freely enjoy everything else, that is to say, life itself. If you put a dot in
a given space, it becomes a starting point for relationship to be constructed there. It's just like putting a mark on
a white canvas. Such an arbitrary mark by itself is uncertain, and the resulting relationships built around it are
also floating. Details in objects in the world around us can be seen as the fruits of chance. All I can do there is to
observe and acknowledge the existence of things around me, and hope I can capture the elusive traces of those

things.

BELTWAEDT ED—DIIFETT, JELNDT &, DEDELEEVERTH, ZhzEHICELET &N
KYIT9,

ETHhDOEMICEZS DL, ZTHhLEGRMEEINTVEET, HOF ¥ UNRACHEZHDEFTTT,
ZOEEDFIEFEETHD ., TIHOBRMBEINIIMNFHLTVET, 7147 14— IVIEARTTET
WBEWAET, FADTEZTLIZFTICHH LD 5] LRI ST LTI, BEMfEZRI TNV S I
ABTENTERLERNERNET,

The elements of chance in my works are somewhat controlled, I let chance to take it course but stop it before
it spoils the work. I never intend to leave elements of chance in my works, but often those elements necessarily
become part of the process. The natural world is contingent but also shows some regular patterns, which
science can progressively articulate to some degree. The biggest contingency exists within myself, as the
creator, and my spontaneous curiosity. I must accept it as it is. One can't explain one’s motivation, but it's fine.
You may feel like walking out on a sunny day, going somewhere, then decide whether to turn right or left at the

very moment the choice making. It happens randomly, and the purposelessness is important.
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How about impressionism?

HIRIRICDOWV TR ES KU X TN ?

Not much, but I recently found late Monet, highly abstract paintings, interesting. It's like I understood all of a
sudden his art historical importance, especially thinking of abstract paintings, and I feel some sympathy to his
development as a fellow artist. But there is no direct influence from impressionism. If anything, I rather feel

impressionism limited oil painting with its strong emphasis on materiality.
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How about American abstract expressionists?
7 A A OMBRBTERICOVTIRESKCETH?

Indeed I'm often associated with them, particularly with Rothko. I don't deny my work may look similar in
appearance, but the essence is totally different. I use light, and Rothko used paint. I don't feel we have the
same attitude for art-making. There is no real influence, though I don't dislike his work. My works has a
similar appearance just by receiving light as it is. I think that painting is a medium with strong materiality,
some strictness (by virtue of a painter standing directly opposite the painting), and self-expression. It is very
different from buoyancy of using light. I wanted to be free of materiality and self-expression, so I started to use
photography, as [ disliked those qualities of using paints.

For Spectrum, I believe video is the best form. One sequence of the video lasts for the same duration as the
total time a ray of light reaches from the sun to the earth[<< removed “7 mins or so” as it was MY note for you.
Without it, the sentence matches his remark. The latter half may better be “as the total time a ray of light from
the sun takes to reach the earth]. It represents the very event of the light being received. Although still an
enactment of this event, projection can push the image back to exist as light again.

Nonetheless, if I must be associated with a movement, [ feel that Impressionism is more accurate, as it at least

deals with light in the external world.
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Throughout all of your works it seems there is strong interest in basic shapes and
compositions and a bold representations of light, perhaps borrowed more from
traditional painting than photography. How do you perceive your works?

EDMEMICE R 5N B IR ZZIEIEPRRND RO R & KD R NI, HTHEVS
X0 ERWMDIEMZZKMLTVEXIICERAXT, HTASTRESELTOXIN?

I don't really see a difference between photography and oil-painting, just as I don't differ much between blue
and yellow pencils. Both of processes are genres that belong to the same notion, the visual arts.

Much of my personal art experiences and memories are related to painting, and in that sense, painting must
have some unconscious influence on my work. I especially like paintings that display accurate observation
of motifs and strict commitment to them. Whether it is light or a form, the accuracy of the representation is

improved by approaching it directly and investigating it in a minimal way.
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Are you influenced by any artists?

WERRZITNRBOETH?

Not really, but some artists' aesthetics influences me, aesthetics, not styles, as I not interested in imitating
others' style. For example, Japanese-style painter Gyoshu Hayami (1894-1935) has a remarkable eye in his
observation of nature. The rendering in his paintings, and his sense of perfection. I admire how he delves deeply
into nature in a period in Japanese art where such qualities were often exhibited, suggesting the possibility of

seeing and grasping what exists behind the visible.
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So do see yourself as a painter rather than a photographer?
HIODT LZ2BEHREVI XVRBHRLELTEATVEITN?

[ do think I make paintings. I don't feel like I take photographs. I make use of photographic skills, techniques,
and materials, so [ justify it by saying that I take photographs just for the sake of convenience. But if I reflect on

it more deeply, I must say I make paintings, I make pictures.
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You also have a video work that refers to the Mono-ha school in the title. What is your
take on the term?

LDIRICDOVTZA MIVTMNTOZWURIEMDH O TIH. LDIRISOVTRES EX
TVEIH?

It is difficult to answer as the term includes too many interpretations, but in general, Mono-ha’s legacy, including
the generation who worked under the direct influence of the school, must have had some influence on me. The
very basic concerns they raised in regard to things and materiality are in the air of the Tokyo art scene, with
influences on how I understand and deal with things. The general environment must have cultivated a general
sensitivity and an attitude to issues in general. Rather than Mono-ha itself, I was in the cultural milieu it created,
the resonance of the art-movement. Back to my own work, I treat light as a thing that “exists” even if you can't

touch it.
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	_2013_20202_小
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