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FORWARD

‘Immanent Landscape'is a project realized by eight emerging contemporary
artists from Australia and Japan, moving across both countries and engaging
with each other over a two year period.

The participating artists, Ai Sasaki, Atsunobu Katagiri, Nobuaki Onishi, Hisaharu
Motoda, Kiron Robinson, Hamish Carr; Jeremy Bakker and Utako Shindo,
engage in a diverse range of disciplines including photography, drawing, printmaking,
installation and ikebana. Their works commonly reflect and embody themes and
concepts of environment, both external and internal. The group exhibition explores
the idea of ‘landscape’ as a position where various point of views can intersect.

The broader ‘lmmanent Landscape’ project consists of multiple projects including,
artist talks, residencies and research trips. Through these activities, Immanent
Landscape’aims to create active dialogues for not just the artists but also the
broader art communities in both Japan and Australia. In 201 I, the project will
have the second outcome in Japan.

Finally, | would like to express my sincere appreciation to the participating artists
for their special contributions and efforts. In addition, | would like to thank to
Phip Murray (Director; West Space) and Kiron Robinson (the project manager,
Immanent Landscape) for their incredible support and essential advise. Lastly,

I would like to express my gratitude to the many individuals and organizations
who offered their understanding of the project, and their support and
cooperation for the project to take place.

Utako Shindo
August 2010



IMMANENT LANDSCAPE

Invisible vision. Invisible illusion.
This may sound contradictory, however, we could only describe art in this way.
[t is a point of reference where the mystery of art is prominent.

Jird Takamatsu

(From ‘quest for non-existence’)

For the Immanent Landscape exhibition, it is as though artists with an ability

to feel the kind of ‘invisible vision’ that Jird Takamatsu talks about have come
together Through this, the ‘invisible vision’ captured by the artists sharp
sensitivities are enhanced. A landscape is a temporary dwelling, and the ‘invisible
vision’ runs through it to capture us.The ‘immanent landscape’, as an umbrella
concept of this exhibition, is subsumed in all the artworks where such an
‘invisible illusion” may dwell.

The ‘Immanent Landscape’ is highly sensuous and visceral, and stimulates the
embedded shared memory in anticipation of some time and space. This can
be undertaken through qualities that | identify as active across the exhibition.
The ‘imperfect line’ is present compositionally and conceptually in both the
photographic images and prints; ‘cosmic duration’ is evident in the drawings,
which translate images or stories of different times and places digitally or
analogically;‘double reference’ appears in the objects reproduced and in the
experience of an audience;‘emergence from relations’ is expressed in the
direct intervention of artists into actual places, which results in the formation
of imagery of the new.

In Hisaharu Motoda and Kiron Robinson’s works, the presence of both
geometric and organic kinds of lines, which commonly exist in urban
surroundings, stands out. However, we soon notice that the realistic
representations of such lines are imperfect. The lines are ruined or framed out.
The empty space recognized as a sky or a background is active in their images,
holding the lineal construction of urban sites together These imperfect lines are
a liberation from fixed states. They invite us to be in a space of potentiality that
is immanent in the surrounding empty fields.



Al Sasaki and Hamish Carr’s large-scale wall pieces consist of various small marks
which are intensely repetitive and vibrate amongst each other. The sense of time
that is unique to individuals is inscribed through hand drawing processes and the
successive marks are rhythmical and unique. However, they simultaneously give
a steady and loose impression, which suggests that there is a current of cosmic
time. Such ‘cosmic duration” embraces past, present, and future. Their works bring
to mind epic views of some place that drifts immanently within such a duration.

Nobuaki Onishi and Jeremy Bakker create reproduced object-based installations,
which often evoke ambivalent feelings or contradictory thoughts among
viewers. Despite the motifs sourced from familiar materials or parts of our
body, the impressions or interpretations are not easily found between real and
false or micro and macro. Our sense of body as subject may oscillate between
anticipation and actual experience. Our perception may no longer exist in our
body. Rather, the immanent sense of the subject’s body may be recognizable in
the realm of the object.

Atsunobu Katagiri and Utako Shindé initiate the process of making by
intervening in the natural world to pick flowers by hand or take pictures

of nature. They then manipulate them to be represented in response to an
installation space. This process is both perceptual and intuitive. Through the
intervention of artists, the space between opposing relationships such as the
natural and the artificial are opened. From the midst of such space, a new
meaning will emerge: a new form of interconnectedness emerges from this
relationship, for instance, between the natural and the artificial.

Reflecting on these qualities present in the works, | would like to think that the
landscape’ of our surrounding context is, in fact, in the midst of our ‘immanent’
being. The ‘landscape’ pieces presented in the gallery space may have emerged
from artists’ own sensations of being in the midst of immanence. The sensations
of the artworks resonate with our own sensations.We, then, feel the ‘lmmanent
Landscape’ through our ‘invisible vision'.

Utako Shindo
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Ai Sasaki

Into another forest, 2009
royal icing, 6 x 22m
(photo: Tadasu Yamamoto)



LANDSCAPE MEMORIES

The artists in this exhibition have responded to the Australian landscape.
Atsunobu Katagiri's response is through ikebana. Practitioners of ikebana respect
natural materials and create arrangements which respond to the local seasons,
climate and vegetation. This Japanese artist, practising ikebana in the Australian
landscape, provides a bridge between the two countries. In preparation for the
exhibition, Katagiri stated his intention to create works that could only be made
in that particular site, by ‘gently incorporating the elements and materials of the
surrounding landscape’. Ai Sasaki is inspired by a story about Port Philip Bay,
while Hisaharu Motoda responds to the urban landscapes of Melbourne and
Sydney. Nobuaki Onishi creates an abstract landscape through the placement
of objects in the gallery space. Many of the Australia-based artists are
responding to more familiar landscapes and mindscapes.

Hisaharu Motoda is interested in cityscapes. He has depicted the streetscapes of
urban Tokyo and the seascape of Sydney Harbour: His lithographs of Tokyo Station
and Melbourne’s Flinders Street Station remind us of the modern histories of the
two countries — sometimes parallel, sometimes conflicted, but always connected.
Railway stations are places where journeys begin and end, places of potentiality,

places of connectedness. Flinders Street Station, however, has become one more
cityscape in Motoda’s series of depictions of urban decay. The vehicles in front of the
station are stuck. There must be railway tracks behind the iconic building but it is hard
to imagine these railway tracks leading anywhere. Early twentieth century optimism
has been replaced with early twenty-first century melancholia and despair:

The railway tracks at the edge of the city in Kiron Robinson’s photograph, however,
still suggest journeys to be taken, cities to be escaped from, new landscapes to
explore. Robinson likes to “take pictures at the edges of things”, because the “edges
suggest more than they reveal”.

Hamish Carr and Ai Sasaki transform the gallery walls into landscapes that

we might call wallscapes. Hamish Carr's wallscapes are built up from abstract
scribbles, their effects similar to pixels on a computer screen, the Ben-Day dots
in a cartoon or a Roy Lichtenstein painting, or the dots in a pointillist painting.
Close-up, we can see scribbles, but as we move away from the wall, the scribbles
resolve into an imaginary landscape. Ai Sasaki creates an intricate landscape

on the gallery wall using royal icing. The white walls of the gallery are iced with
delicate patterns which evoke embroidery. The patterns make reference to the
feminine skills of stitching and cake-decorating, but the scale of the installations,
which cover whole gallery walls, is monumental. Sasaki deploys sugar both for its
“function of stimulating physical memory” and for its “preserving function”.
After the work is completed, it is erased, “leaving the traces of landscape
memories in the minds of the viewers”.



The gallery viewer looks at these works and creates a new landscape within the
mind — a mindscape, or maybe a dreamscape. Kiron Robinson has commented
on this landscape within the mind, "‘the private space, where one is both very
present, but also experiencing something singularly subjective and fantastical”.
Jeremy Bakker produces synaesthetic landscapes, mixing up the senses as he
takes words for sounds — words like “chorus”, “tinnitus”, or “quieter’” — and
translates them into visual forms of expression. In “tinnitus”, the repeated

word (“now") looks like a graphic representation of noise. In ““quieter”, the

tiny earplugs placed on the shelf are abstracted from their functional purpose,
directing our attention to their placement in this specific gallery space.

Utako Shindd, too, produces installations which gain their meaning from a
specific site, and make us look at that site with new eyes. Indeed, her works
often stimulate reflection on the very process of looking at something, playing
on words for “'site” and “sight”, as in an earlier work called “miru/milieu’.
Here, the words and picture evoke what is happening in the “mind’s eye”.

Nobuaki Onishi recreates everyday found objects in resin, but places them in a
new light: a ladder a light bulb, a ladder seen through a lightbulb, a ring of barbed
wire. The ladder suggests connectedness. Like a bridge, a ladder connects two
spaces. The light bulb suggests new ways of looking. The barbed wire, however,
suggests exclusion. Barbed wire is used to divide spaces rather than connecting
them. Barbed wire is used to exclude rather than include.

The barbed wire reminds us of those who can not move freely, as we walk
around the gallery appreciating the works of these internationally mobile young
artists. We appreciate all the more the joyous sense of connectedness invoked by
this artistic collaboration between young artists moving between Japan and Australia.

Vera Mackie

Institute for Social Transformation Research, University of Wollongong.

Hisaharu Motoda,
Indication Tokyo-
Station, 2007
lithograph, rice
paper, ink
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Tinnitus (EP&Y), 2008
Pen on peper, 100 x 70cm
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JEREMY BAKKER

Halley's comet passed through our backyard sky in 1986.1 had never been awake at this time of night before
so | found it hard to get my bearings - it was too late to be waking up from a bad dream but too early for the
morning cartoons on TV.

All of my family - Mum, Dad, my two sisters and | - were outside looking for comets. As we only had one pair
of binoculars between us, the plan was that Dad (who had done the research and knew what he was looking
for) would find it then help each of us to do the same.

| remember how excited | was at the possibility of seeing a real comet blazing its way through space.

That this was something that would spend the next 75 years moving through unknown parts of the universe
before returning for the briefest of visits gave the moment a sense of drama and importance.

Even the Ballantynes over the back fence were awake and looking.

It took a while for Dad to find the comet, and even longer for me to hold the binoculars steady enough to
stop the stars from wobbling. It's funny that what remains most memorable about this night was not a sense of
bearing witness to a unique cosmological event, but the mundaneness of it all - the sore neck from looking up,
the sleepiness, the sound my eyelashes made when they scraped against the eyepiece of the binoculars when

| blinked ... and the feeling of injustice at having to share these binoculars with my sisters.

Even with Dad's 'it's there’ pointing, | couldn’t make out the comet. But when he suggested | focus on an area of
sky framed by the backyard basketball ring, what seemed like an infinite number of comet-like flickers reduced

to the amount of stars that could fit into a hoop.That seemed manageable. | had something tangible to hold onto
and something to orient myself within. Eventually | found what | decided must be the comet. In the ring of sky
there was a tentative glimmer, barely perceptible, inching out of sight.



Collected Ends (A Brief History of Time), detail, 2009
Full-stops extracted from Stephen Hawking's book -
A Brief History of Time

Glass bottle, plinth, 7 x 7 x 105cm
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HAMISH CARR

Frame 563, 2009
Pen, marker, gesso, canvas
200cm x 250cm




My work explores contemporary concerns through the adaptation of certain
historical constructs residing within the landscape genre.

Central to the themes underlying my work is the application of medium —

its meticulous and somewhat neurotic rendering suggests a digitized landscape.
And, reflecting the concerns of the contemporary era, the incessant drawing
infers an environment of fluidity and continual movement.

The architectural size of the work combined with the concerted drawing
process encourages one to physically interact with my work. This interaction
heightens perception — distant viewing promotes perspective and distance;
close inspection reveals an infinite array of minutely drawn particles.

Through the use of landscape conventions and medium my work incorporates
elements of the sublime and the visceral. These facets are employed to evoke
notions of anxiety and relentless movement.
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ATSUNOBU KATAGIRI

PIRRY L0 I | ey ’, v

REDE (885), 2008

stars beneath frozen land (part)




Man ¢« Flower * Man
My work is to arrange flowers. In Japan we call this ikebana.

There may be some who ask what is ikebana? This is my own response to
this question. To do ikebana is to understand oneself and one’s place through
flowers. This may be through a single roadside flower, or through young green
buds ready to sprout in a canopy. It maybe through the way the lawn, covered
in morning dew, celebrates the sun with each droplet of water; or through the
breath of a great tree felt with eyes closed. It is when we first feel these forms
of life as beautiful that flowers start to blossom within us and through these
flowers we gain a connection to the land.

At the beginning of my stay in Australia, | travelled through Arnhem land.

In a little town where | ended up, a white lady who had grown up there told

me that ‘Aboriginal people all have their own ancestral totems. Of animals.

But it is strange. | have never met an aboriginal person who has a totem of a
plant. It is probably because plants belong to the land and live in a whole another
time compare to animals including ourselves. The land lets us live in a real

sense. Those words that | heard in a foreign land allowed me to reaffirm the
conception of nature that | held inside myself. And once again, | strongly wished
to relate to the land in Australia, even just for a moment.
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HISAHARU MOTODA

Flinders Street Station I, 2009
Lithograph 69x105cm




As a motif, | mainly use the cityscape.

| compose the cityscape in the photographs as a fiction of ‘Ruins' by my own
hand, where lithography is a means for objective reconsideration.

At first sight, the scenery and the buildings that one has become used to seeing
have decayed, but there seems to be a subtle reality that one cannot determine
as either a realistic depiction or a complete fiction.

This may be connected to the mismatch evoked by the disconnect in our
consciousness and senses which lies between reality and fiction.

The world in which ‘Present, Past, and Future’ coexists cannot be located
anywhere, however | think that | may be able to catch a glimpse of a side
of the contemporary world different to that of ordinary everyday life.
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NOBUAKI ONISHI

This is something that happened to my mother in the past.

Someone witnessed her in a completely different place from where she as

a person exists. | had no sense of fear or curiosity of the occult towards this
so-called doppelganger effect, but the fact that the presence was there at all felt
more real to me then my mother who actually spoke and breathed.

My work consists mostly of using casting and woodblock printing techniques
with resin, to scrape off the surface of an object, and then transitioning it to a
different material through the application of colors that are indistinguishable
from the real thing. For example, in using glass as the motif in my work titled
“garasu”,“garasu” has a surface that is as close to glass as one could achieve,

eda (2007, Painting on Resin)

denkyu (2007, Painting on Resin)

and yet is an object that exists as a completely different entity from glass, torn
apart between these two bodies. The clearer the glass, the clearer the images

of the scene opposite transferred to this side, and vice versa with equally clear
images of the scene on this side reflected and shown. In other words, it is unique
object that exists in an ambiguous territory, in which the more transparency
there is, the more tension there is.

Glass attains its most elevated material texture when it cracks, shatters into
smithereens, or occasionally cuts my hand. Superbly accurate work lies in extracting
only the surface details of the glass and nothing more. That surface is not converted
into something else, nor is there any verbal sharing of emotions or a theme for
making the right judgment. However, there is no denying the fact that the exact same
surface as the glass is present, along with the dissimilarities.

When the object is transformed into another object, with all of its human
relationships severed even while retaining the same surface as glass, its presence
becomes “nothing.” Because it no longer exists as something this or something that,
it actually becomes more powerful, engaging the humanistic senses and memories,
as if to become a container for all kinds of consciousness to flow into. Just like the
Japanese sense of nature, things lying around like rocks or shards of glass at times
become the memory of weightiness, at times become humor, and at times become
paranormal entities. This could be described as the doppelganger transformation
of all things and facts.
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KIRON ROBINSON

Untitled (From the Westward series), 2010
Chromogenic prints, 60cm x 60cm

Dubious Choices

| am a chooser. | make selections, isolate them and present them. | choose the mode of presentation. | choose
the way the presentation is presented.

| find this process fraught.
[t is a process that allows me to fool myself that | have control. Control is very important for me and | am often a fool.

(I like to be in control. Not out. If  am to be out of control it has to be in a controlled way. Only twice in my life
have | been truly out of control. The second to see if the first was a mistake. The first was a mistake.)

The problem, in this process, is the end results in a release, a release of control, the point where | can no longer
pretend that | am in control.

Communication contains the same problem, this lack of guarantee of any form of control beyond the expression.

While | might annunciate clearly (in my measure) | cannot be truly sure if what | am seeking to say is understood.
The clearer | try to be the more choices | make and the greater the chances of making the wrong choice.

The unravelling begins when | start.

I tend to take pictures at the edges of things.| am interested in the edges of pictures. The edges suggest more
than they reveal. It is like making a choice but in both directions. Having it both ways.
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Al SASAKI

another forest, royal icing, 2009 (photo: Tadasu YAMAMOTO) invisible island, drawing on paper; 2010



Invisible Island: sugar painting-preserved landscape

When we look at a map, we are just aware of the land that is separated from
the sea by the coastline.

Beyond the coastline, we think the land changes into the bottom of the sea,
and we do not fully become aware of it on a map.

However, the coastline is not the end of the land.

[t leads into the sea and beyond.

The island that we call continent is actually connected to each other

at the bottom of the sea.

In the old days, the Port Philip Bay was a large flat grassy plain.

[t was a land where the people lived there cultivating, hunting and sleep.

One day, The sea was angry to people’s doing and rise.

Then, whole plain was covered in water and created the Port Philip Bay. Today,
the river that once flowed out across the large plain still flows under the bay.

| image the existence of the plain and river from this old story.

The land once there is invisible now.

| decided to draw the landscape with sugar and preserve it for a short while.
The works will, however, only remain in viewer's memories as it is seen within
limited period then destroyed.
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UTAKO SHINDO

Some years ago, | came across the word ‘permeable’
Indigenous people in the Western Desert
Understand ‘I as a permeable being

It is continuous to with their land and ancestors

in the darkness, 2010
Duratrant print,
42 by 52 cm
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At dawn in my home town

How gentle are the light and wind when they go through me
At dusk ina new town

A street light casts my shadow over young tree

| feel a place, in the darkness, warm and longing

| become not I

You disappear

And so disappears even the sign of our presence

To feel is immanent.
To be held in wistfulness, to be invited by longing
For lack of knowing, in whatever way one is drawn.

There is a place that can be felt, and visited only by feeling
Like light or water or air; accepting us without discrimination
A landscape, that is subsumed in the view in front of us.
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Al SASAKI

1976 Born in Osaka

Al visualizes ‘prophetic’ landscapes with her wall paintings and drawings. She
presents stories, shapes and figures that are passed on unchanged from
primordial time. She has participated in a number of residency programs in
Seoul, Wellington, Aomori, Kyoto, Osaka and Melbourne. She will undertake
a studio residency at the Victorian College of the Arts prior to this exhibition.

2010  sketch of everyday, gm ten, Tokyo, Japan

2009  Take me out to the wonder forest, Musee d'art Mercian, Karuizawa, Japan
2008  Invisible-scape, Toi O Poneke Art Centre, Wellington, New Zealand

2008 Weaving, Gallery Zandari, Seoul, Korea

sasakiai.com/

HAMISH CARR

1975 born in Rochester, New York State, USA, currently based in Melbourne.

Hamish re-uses a mediated image of a natural landscape to incorporate facets of
current culture. Through his drawing and painting with pen and marker; which he
describes as a ‘meticulous and somewhat neurotic rendering of the medium’,

he suggests an environment of continual movement.

2010 Monochromes (Multiple/Offset), The Narrows, Melbourne
2009  Reoccurring sentiments, Bus Gallery, Melbourne

2007  Then AQ, Peloton Gallery, Sydney




HISAHARU MOTODA

1973 Bon in Kumamoto, currently based in Tokyo

Using lithograph and painting techniques, Hisaharu represents familiar cityscapes,
as post apocalyptic sci-fi reconstructions. He is recognized and awarded
internationally, including winning a fist prize at International Print Triennial in
Kanagawa in 2001 and Chief Prize at the 34th Gyor International Symposium

of Artists in 2002. He was selected to take the Japanese Government Overseas
Study Programme for Artists of Agency for Cultural Affairs between

September 2009 and September 2010.

2009  Merry Go Round, Contemporary Art Museum Kumamoto, Kumamoto
2008 VOCA exhibition, Ueno Forest Museum, Tokyo

2007  Gallery lll, Contemporary Art Museum, Kumamoto

KIRON ROBINSON

1975 born in Bangladesh, currently based in Melbourne.

Utilising photography, video, text and installation Kiron's work is imbued with the
dubious construction of the ideas of absoluteness and the pressure to hang on.
He actively exhibits nationally and internationally. Kiron is acting as the project
manager for Immanent Landscape. Kiron graduated from the Victorian College
of the Arts in 2004. He is currently undertaking a Masters degree at Monash
University. Kiron is represented by Sarah Scout.

2010 If I take the time will | get it back, Sarah Scout, Melbourne.
2009  On Photography and Death, Conical, Melbourne
2008 And the difference is, NUS Museum, Singapore




ATSUNOBU KATAGIRI

1973 Born in Sakai City, Osaka

Atsunobu took over the headship of MISASAGI school of Ikebana in 1998.
He presents his Ikebana in both traditional and contemporary ways through
outdoor presentations and collaborations with other artists. He opened
MONDE SHOBOU (Monde Books) in 2005 to link contemporary and
traditional art through collaborative installation projects and the production
of publications.

2009
2009
2008
2007

The memory of water side, at SUITO OSAKA 2009, Osaka
Kuniumi Mandara, Mondebooks, Osaka
Star of frozen land, Panltaloon, Osaka

House in May, Nanba Building, Osaka

atsunobukatagiri.com/

UTAKO SHINDO

1980 born inTokyo, currently based in Melbourne.

Utako's site specific installations express human bodily sensations that oscillate
between memory, anticipation and the surrounding time and space. She has
been exhibiting in Australia since 2003 and completed her Master of Fine

Art Degree in 2008 at Victorian College of the Arts. She has volunteered and
assisted a few Australia-Japan contemporary art projects. Utako curates and
coordinates Immanent Landscape.

2010 Tsumurumitsumeru BEHOLD, Youkobo ART SPACE, Zempukuji, Tokyo
2009  Miru Milieu —See Site, Sutton Gallery Project Space, Melbourne

2009 it drops, it reflects, Avoca Eco Living Festival, Avoca

2008  Feet through, Conical, Melbourne




NOBUAKI ONISHI

1972 born in Okayama, currently based in Kyoto

Through a resin and painting process Onishi creates installation with objects that
have a print like surface and quality. He is a winner of multiple art awards

and prizes including the Asunaro Prize at Aomori International Print Triennial,
and the best prize at the Kyoto City Art & Craft Emerging Artists Award.

2010 VOLTA 2010, New York, United States
2009 Chain, Gallery Nomart, Osaka
2008 Resonating Art 2008, Kurashiki City Museum, Okayama

nobuakionishi.com/

JEREMY BAKKER

1979 Born in Canberra and currently based in Melbourne

Jeremy works across a range of art-making methodologies to seek out
connections between discreet material gestures and the impersonal processes
that shape the world-at-large. His most recent exhibition, i is another, explored
the complex relationship between language, individual identity and collective
belonging. Jeremy completed a Master of Art degree at RMIT University in 2009
where he was the recipient of the Siemens Postgraduate Art Prize.

2010 iis another, Light Projects, Melbourne
2009 Resonate, West Space, Melbourne

2009  Alone Together, School of Art Gallery,
Royal Melbourne Institute of Technology, Melbourne



ACKNOWLEDGEMENTS

We would like to give special thanks to the following individuals and institutions;
West Space

Hisako Hara (Independent Curator)

Neil Malone (Victorian College of the Arts)

Shane Mcilroy (International Adviser, City of Melbourne)

Drawing and Printmaking Department,Victorian College of the Arts CITY OF

Japan Foundation, Sydney MELBOURNE VICTORIA Victoria

Kathryn Hunyor (Creative Program Manager, Object Gallery) rerloceobe
Kim Donaldson (Casey House,VCA)
O,
austratial | councli

Ishmael (41 Georges)
Matty Campbell-Ellis (Regional Scientist, Tasmania)

wa ST s PAC E .’\uslr.zli:m Government

SPONSORS AND FOUNDERS

City of Melbourne
Arts Victoria Melbourne
Osaka
Pola Art Foundation . i‘?ﬁféﬁ‘fes
A R—3 E T iR E A x

Osaka_Melbourne Sister Cities Im POLA ART FOUNDATION JAPANFOUNDATION nmgam



