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



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].
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How does the concept of Chugan is relevant to this discovery?
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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
BN E LT, BEOHTHIROEZSDENEE, ZTHNETHRDONMIONERNEWVWIEHE T, T/,
fAIPIZE IS TICIFE L TWORI NS TR E DN T LId TEFEEAN S, Dixl LS 0LDOHEETD
TETEBEVDTLE D ZDMMEVIDIE, {E/Z072D, EVR—IVAATZ27z0LET, EF—TH
dNE. zThb T BEOHER, ZICT TICES R LEEN > THFZ20E LNWVED. FOAND NS
NEXZOHRICIFITS T EMNTED, ZCTEEDZZ2— T BT e 0BT TVET, [ETHNKL
Thh., ZTOXIBELANLLMWDDIFRNETANHDET, CDZa—bI)ViErEdE#RL T
WERHAR D D F Uiz, 720395 L LTHEER -6, KR DELRWVWEDICEDET, 75 LI/Es
DRDHOIC, FNIZTICHBZEDICHED L NHIREEZ L DXT, ENFETF=a2— bIIVEIEZRDTE,
WL EEE S UTHBIEARETLEVET, ZNTH. ERFIENE CERHCHAERIESRWVE S
I E LM TVET,



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



“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.
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Living in Japan also influences my interests. For me, death is what [ 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.
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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?
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[ 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. I 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 [ 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.
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Each of your body of works looks visually different. What aesthetic influences do you
have?
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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”?
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[ 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 [ 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.
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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?
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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.
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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?
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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?
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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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So do see yourself as a painter rather than a photographer?
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[ 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?
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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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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?
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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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