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Foreword

‘Immanent Landscape’ is a project that holds exhibitions in places with
different cultural contexts. Artists from Japan and Australia visit each other’s
countries and share landscapes, experiences and dialogues. It aims to deepen
and extend the exchange of communication with artworks, new audiences,
artists, new art communities and local people. It is also a journey to search
for ‘immanent landscape, as an ‘invisible’ vision, which encompasses what is

contradictory and what is sharable simultaneously.

The project involves three important elements. Firstly, a series of Tmmanent
Landscape’ exhibitions held in both Australia and Japan. Secondly, artistic
research or artist residencies conducted between the two countries. And
thirdly, talk events, symposiums and workshops. Planning began in 2008
through artistic dialogue with a number of people. The first exhibition was
held in 2010 at the artist run organization West Space, Melbourne, Australia.
This exhibition although touring does not simply present the same body

of work each artist develops new work through continued research and
experience. Immanent Landscape’ exhibition grows as if organic, sharing the
time experienced by each of the artists.

Finally, we would like to express our sincere appreciation to Utako

Shindo, participating artist and chair of the ‘Immanent Landscape’ Project
Committee, the participating artists, Youkobo ART SPACE for their support,
artist residency program and symposium, Ms Kamiyama and Mr&MTrs
Haruyama who hosted the artist’s homestay, and all of those who greatly
helped in the realization of this project.

September 2011
Kurumaya Museum of Art, Oyama City
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The exhibition project Tmmanent Landscape’ which is held between Australia
and Japan, began as an extension of creating artwork. Under the conceptual
umbrella of ‘Ma and Haptic Aesthetic’ that has its basis in Eastern and
Western philosophies, I had been exploring the shared experiences among
artwork, artist and audiences in the context of installation artwork. During
this process, the idea of immanent landscape emerged. It is ungraspable yet it

exists definitely and there is a movement or sensation towards a certain place.

One day in Melbourne in 2008, I was in the back street where some galleries
are located in the city. When I looked at the sky between the buildings, a
thought came into my mind to explore the theme ‘Immanent Landscape’ with
artists from both countries by moving between the two to conduct group
exhibitions. I then consciously selected artists to have a variety and a balance
in media, methods and the ways of thinking, in order for the project to grow
autonomously in diverse directions. In October of 2009 when the participants
were finalized, the project was moved forward to realize the exhibition
planned in late 2010. Since then, with the participation and support of many,
the project has continuously evolved through the first exhibition at West Space
and the second to be held at Oyama City Kurumaya Museum.

On this occasion, I would like to express our sincere appreciation to the
participating artists for their long-term dedication and contribution, the
museum curator, Hanae Nakao, and the Mayor of Oyama City and the
director of Oyama City Kurumaya Museum who greatly helped in the
realization of the project. I would also like to thank the people of Oyama City,
art institutions and organizations, families, and friends who greatly supported
related activities such as residency, research, instalment, talk events, and
workshop.

September 2011
Immanent Landscape Committee
Utako Shindo
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The ‘people’ who created an “Immanent Landscape”
Hisako Hara (Professor, the Osaka Electro-Communication University)

The “immanent landscape” exhibition that Japanese and Australian artists created through
residential artmaking experiences in both counties will come to what will be a sort of completion
at the Oyama city Kurumaya Museum following the project in Australia, and the Japanese stay of
Australian artists. Unlike the usual exhibitions where artists bring to an exhibiting place artworks
which have come from studios in familiar locations, the process which the artists have undergone
isaveryimportant element in this project.

When in Japan, there are very few opportunities to get a feeling for Australia, a vast country which
is so large that it spans two time zones and where the climate and ecosystem is so different.

The image of Japan which is symbolised by Tokyo, is different to Oyama city and to Kichijoji in

the outskirts of Tokyo. Even the landscapes found there and the relationships present between
people are different. For the artists from Australia, perhaps they felt this to be a much more exotic.
Whether or not itis directly reflected in their artworks for this particular exhibition, the experience
of having visited these countries will likely have a lasting effect on the artists’ activities and work.
Even if there was not collapse of the identities that the artists had created for themselves thus far,
| believe there is a significant difference between doing the same thing as a guest or as a resident,
and what can be seen through these different perspectives.

For a project entitled “Between Site and Space” | resided in Sydney, albeit for around one week.
Having visited Sydney several times and repeatedly interviewed many people, | had felt that |
had experienced that place, but this was just a feeling. Once | actually resided there and became
involved. | realised that there were a range of things and a misalignment in understanding which
I had not previously been able to see. Be that as it may, my exhibition was only possible with the
support of countless people, university volunteers, acquaintances, technicians, management
staff, and of course the support of Blair French who proposed the project, and the curator
Rueben Keehan.

InJapan, artists’ residencies started to be considered more seriously in the early 1990s. At ARCUS
(in Moriya city in Ibaraki prefecture) a pilot programme was started and by 1994, they welcomed
their first artist. In the 1990s, residency programmes were developed independently, without
necessarily building new purpose-built facilities. However, specialised projects with specialised
studios and accommodation facilities were built, in the 2000s, such as that which can be found at
the Akiyoshidai International Art Village. There are limitations starting with regulations for regional
administrative bodies directly managing artists’ residencies. Much of the impression that the
residency gives depends on how the organisers exert their humanity.

l also participated in the research committee of the Japan Foundation which started in 1993. In
March 1995, | travelled to Europe to research and write a report on residencies. While there, | was
able to hear the voices of the host institutions, and also that of the residential artists. It became
clear that the kinds of experiences that an artist in residence could have at different residencies
were very much shaped by differences in aims, site conditions, management styles, and the
thoughts and skills of those working there. In the end, a residency is a place within which people
come together and work together. | felt strongly the importance of the staff. Without people, even
where such equipment is present, it cannot be moved. This can also be said for the organisation
itself. “Places” are made by people coming together. People alone can move “places”.

naizai_111003_ok.indd 8-9

My research has taken me to actively investigate and engage with alternative spaces in Asia in the
last 10 years. Starting with my first visit in 2004, | have visited Australia around 10 times, and in
Melbourne in particular, artist-run initiatives appear to be thriving. Within this context, West Space
above all has sustained its activities. Self awareness form the foundations of activity within this
group, determining how the board-members each hold and express their opinions clearly and how
each member actively attempts to realise these ideas. Here again, the power of people has a large
effect. Globally, artistic bodies that do not have profit-making as an aim appear to be similarly
experimenting on just how best to disseminate ideas that they wish to express in society.

I met Utako Shindo who planned the project “immanent landscapes” at a gallery at the Victorian
College of Arts which she was attending. That was in August 2007, exactly 4 years ago. During one
of our conversations, | remember talking about a project that would link the two cities of Melbourne
and Osaka which were sister cities. On a trip back to her native Japan, during which time she

came to Osaka for research, she met a number of artists and art spaces. After many swings and
roundabouts, she came up with a project that would link artists in Australia and Japan whose

work she felt a resonance with, rather than keeping the sister city relationship at the core. The
concept was to exhibit works which came from the artists’ experiences and discoveries which they
encountered on their journey to the other country.

Ashared tendency towards serenity, some tension, restrained emotion, simplicity of expression
and a high standard of finish appears to characterise the works. Furthermore, | feel that a group of
artists have been brought together, each of whom fully attend to the material and subject matter
at hand. Their approach may be different; some may consider the interaction between people and
nature, others may consider the interaction between people and the artificial. Yet, each artist
nonetheless appears to have created what they felt was “necessary” through their continuous
engagement in conversations with people and places.

Inan age where there is much to be shared via technologies such as the internet or accumulated
knowledge, and even where artists are born in the same country, there remains great diversity in
the artists’ unique characteristics, despite the similarities. There are many who have helped find
sources of surprise and discovery for the artists, including of course Ms. Shindo who planned this
project and kept in touch with the 8 artists for 3 years, but also the residency and galleries and the
curators at the galleries that supported her along with all the people who embraced the project.

People are the most important element in the realisation of any art project or project space. The
artists approach the exhibition having come face to face with a number of issues, and in this

case, having included the earthquake which struck Eastern Japan on the 11th of March. With this
exhibition there may be some closure. The power and connections between people which underpins
the quietly powerful artworks may not be evident in the exhibition itself and | do not wish to express
this here. However, it is certain that people as the ultimate media have shaped this project thus

far, and I would like to believe that this has been an opportunity from where, each artist is able to
welcome a new stage in their artistic lives.
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The place where ‘Immanent landscape’ is
Utako Shindo (Chairwoman, Immanent Landscape Committee)

‘Immanence’ points to ‘an inner world’ and ‘landscape’ points to an ‘exterior world’. If this is so, then which part of
our world does an ‘immanent landscape’ denote? What does the consciousness that we call ourselves, our bodies,
and the feeling that linkages that are made and broken between these and the communities and conventions that
surround them depend on? Living in several different environments, this question becomes ever stronger. What do
artists living in the contemporary era make of the relationship between two opposing worlds? To investigate this, by
means of visual art, we visit the locales in which each other lives and share experiences or place/time. Through this,
if the artists each express their own ‘immanent landscape’, as a result, will a fantasy appear? The landscape holds
something, it triggers a stimulation that anyone can see.

From the end of 2008, spending approximately a year | met the 8 artists in what was initially an instinctive process
but one which led to certainty. The preparatory work to concretise the structure of the artworks underwent a process
of sifting through engagement with two or more art communities or geographical regions, individuals, art spaces,
universities, towns, countries. In a diverse array of settings, the artists were faced with fundamental questions
raised concerning words and ways of thought. From the various perspectives of participant, gallery space, hosting
organisation of artists’ residencies, there might have been more anxiety and frustration than expectation.

With the approach of the first exhibition in Melbourne, 4 Japanese artists travelled to Australia. During their stay
which varied in length, 9 months, half a year, 1 month and 2 weeks, the artists underwent research and art making.
The reason for asking the artists to continue with their developed art practices while providing the theme of ‘immanent
landscapes’ was because | sensed that an immanent landscape was already present within their works, buried
within the world of their creations. Even if there was some confusion resulting from the technical differences which
attend the practice of art overseas, there was a sense in which the artists’ interests and their direction of production
remained stable and may even have been all the more strengthened by the state of being in a foreign land, distanced
from sundry daily events and human relationships.

A conscious choice was made to take as many occasions as possible to engage with each other’s world, one’s
creation and methods of production. We attempted to better understand each other through information exchange,
talk sessions, presentations, meetings and studio visits during periods of research and production. We attempted to
ensure that each artwork maintained its’ own autonomous world view, while ensuring that we could present a larger
unified landscape in the exhibition as a whole through sharing. This would be accomplished through the sharing

of the exhibition space itself, Australia as a context, the common task of sharing this process and our thoughts
surrounding an ‘immanent landscape’.

The works are recomposed in relation to the conditions and context of an exhibiting site. The installation process is
itself an important stage in the creation of work. During the last five days, the time/space of the exhibition space was
restructured according to an accumulation of initiations and negotiations. The 8 groups of artwork brought to the
fore the anxieties, homesickness, faiths, and dreams that bubbled from the bodies’ depths. Through the exhibition
as awhole, the audience was invited to escape from the realm of the gallery itself. Towards what is between time
and space, the other side of an accumulation, another dimension, a fourth dimension, towards the land of dreams,
fantasy and remembrance, towards the yet to be seen ends of the universe. There, the world within and the world
without are in harmony or may even be cancelling each other out, appearing and disappearing repeatedly.

| experienced a sensation of the melting away of the meaning of places such as Australia and Japan, of the
relationship between individuals and their surrounding environments. In 2011 the stage of the ‘Immanent Landscape’
moves to Japan. From Melbourne to Oyama City. Oyama, which is new for all of the participant artists. Through the
exhibition in Melbourne, | strongly felt that each artwork embodied both a specific and universal perspective of the
world in relation to the idea of landscape.
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To prove that the artworks in the ‘Immanent Landscape’ exhibition, could originate from anywhere, regardless of
their geographic or cultural conditions, was one of the reasons | preferred Oyama, a place neutral to all artists.

To form a relationship with this unfamiliar place, a new round of visiting, researching, staying and creating artwork
was planned. Yet, towards the second exhibition, we are not repeating the same type of experiences, exchanges
or events encountered with the first exhibition. Each artist accumulates new days at their own places, while

they connect and disconnect with Oyama. Both their inner and outer worlds change, through their experience of
separations, encounters, recognitions or forgetting.

I returned to Japan at the end of 2010. Its landscape somehow resonated with that which | was attracted to in
Australia. At the same time, with the return of my position as a permanent resident and the recommencement of my
family life, | felt a strong connection with the outside world in a way that | had not felt before. Then there was Great
East Japan Earthquake. This brought to the fore the importance of the link between people and place and our links
with others. And, the various means by which these can be broken. | felt strongly my own existence rivalling the
power advancing and receding.

Aplace that becomes open only by uncompromisingly living as oneself. The place of still vacuum that opens up when
one breaks away from relatedness. The blissful chaos that allows one to believe that this was one’s cherished desire
even if one were to lose one’s footing and fall while fulfilling one’s life. There, life desires a situation in which play is
allowed and again it is desired by something else. Such a sensation fills one’s body. Only backed by this is there a ‘real’
world. Such thought’s fills one’s mind.

Preceding this exhibition at the Oyama City Kurumaya Museum, we were given an opportunity to conduct deeper
research into the culture, society and history of the hosting site. Again, the artists from Australia have had an opportunity
to meet and have a dialogue with people of various positions in the art community. Through these opportunities, the
artists have been learning how to ensure that the world of their creation is accepted in different cultural or artistic
contexts and considering how their work can be positioned. How will the theme of ‘immanent Landscapes’ be captured
and expressed by each artist this time? How will people coming to it engage with the exhibition?

A place which does not remain within the delusions of the artist, but which, through artistic practice becomes an
actual place visited by anyone.Immanent Landscapes. Perhaps these are sheltered in deep forests, swift running
rivers and the ruins of those who have roamed before us several tens of thousands of years ago, in the broken

walls and collapsed roof tiles, the concrete piers which were hardened in a certain age, the rings of the great trees,
crumbling statues and pond formed in residential areas, in the suburban stadiums, the walls surrounding factories.
Or perhaps they are found in the old tales, the flying arrow rushing towards its target, the cars connecting towns with
other towns. Perhaps they are found in such places, scenes, stories, and moments. In our surrounding environment,
there are submerged many entrances leading there. They are not limited to Australia or Japan but are omnipresent.

Hoping to share our vision of an immanent landscape with those whom we have yet to meet, preparatory work
continues with the approach of the opening day. The existence of such a vision is suggested by the fact that the
project has had many encounters along the way, starting with participating artists and curators who have shared
this process. The Immanent Landscape exhibition, will, then, be travelling to Sydney next year. The word ‘Immanent’
in English has a meaning ‘itis there but yet to come. We have not reached it.” As such an ‘immanent’ landscape

that the world already contains, seduces us, we keep gazing and listening carefully neither in nor outsides but to
sometime, somewhere.
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The expanding “Immanent Landscape”
Hanae Nakao (Curator, Kurumaya Museum of Art, Oyama City)

The theme “Immanent Landscape” for this two-nation project derives from Shindo’s concept for her own
work. “Immanent landscape is like asking yourself about who you are, a question without a solid answer. This
is why it is fascinating””. The project is also a journey to seek an “unbeheld vision that becomes harder and
harder to see in the modern world.”? How did the eight artists approach the theme immanent landscape as it
internalizes contradictions yet represents them as sharable among viewers at the same time?

Flowing rivers and shadows, Shindo’s work motifs, share a contradictory aspect: being transient yet
continuous. Her lithograph of shadows is based on a drawing in which she chases shadows that change in
the blink of an eye. The motion of light, shadow on the water’s surface and the buzz of plants symbolize ever-
changing landscapes. Even the seemingly immobile shape of a river continuously changes. Shadows appear
both on natural objects and on artificial objects. We tend to think that the artificial world of human creation
dominates the world of nature. But in fact, no matter how much technological innovation occurs, it all exists
within the certain natural order of this planet. The subtle but perpetual characteristic in Shindo’s work points
to what changes and doesn’t change within the landscape of this accelerating society. It somewhat liberates
the delicate yet eternal activity of nature that operates differently from the speed of human society.

Katagiri is an Ikebena artist. However, when we look at his work, the description of him being an lkebena
artist seems to capture only one side of his creation. He uses plants, which are already complete objects,
as his medium. And, just as in other art that consists of ready-made or found objects, plants, as a medium,
are indispensable for his work. Katagiri pursues the underlying way of being of plants while disengaging
the stereotyped images humans have created for them. His creations are works of art that derive from

his individual view and imagination and that are conceptually outside the world of Ikebana. Also, his
installation is always site-specific. The installation in Australia was based on his research on Arnhem Land
and Tasmania. What intrigued him about Arnhem Land, where the Aborigines reside, is its association with
the Jomon period. Tracing back to the time before urban society began is a way to upturn stereotypes and it
teases out underlying subconscious entities, which are buried in today’s urban society. These entities bring
us a new realization about what lies between humanity and nature.

In the long history of humankind, we have seen the repetitive pattern of creation and weathering or creation
and oblivion. Things that are about to come into being in this world, such as attention-getting architecture
forinstance, are already on their way to being lost in oblivion as a result of our daily weathering. Motoda’s
creation process, accompanying detailed structural analysis and precise application, can be perceived

as an excavation beyond space and time. That explains why the artist, who says he senses reality in daily
weathering, finds reality in the ruins engraved with traces of the past. Inorganic structures exist in natural
environments too, the same as natural life forms like humans and plants, also an aspect of organic entities,
being in concert with the air and land. Most of the buildings Motoda chooses for his motifs seem to escape
from daily weathering under the name of preservation by means of advanced technology or design and
historical landmark. Standing in front of Motoda’s highly elaborated pieces, we are suspended between the
depicted reality and our own reality. His work extends our imagination and consciousness toward a space
and time a little further away.

Sasaki’s landscapes are decorated with regularly repeating detailed patterns and lines. The material she
draws with is royal-icing which is a material usually associated with pastry decoration. Sugaris used as a
medium and the decorative aspect is bonded with memory. As Mayumi Tsuruoka once described; “dazzling
colors or vivid forms and unique textures evoke the stimuli of scent and noise primarily present ... the
“richness* of “Life” itself, which was once cut off from human life in modern rationalism”"®, decoration has an
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ability to appeal to fading memory, emotion and narrative. Even though Sasaki starts her production process
researching the property of native stories and plants and their potential to represent, we struggle to discern
these motifs clearly from the finished drawing, because it is not important for her. Narrative is another tool
used to evoke memories yet what is more important is for the viewers to draw their own immanent landscape
inspired by her wall drawing. The fact that her work is dismantled once the exhibition ends can be seenas a
quiet rebellion against contemporary society, which entrusts a great deal of its memory to machines.

Everyone has seen the fuzzy screen on TV when the reception was interrupted for some reason. That is not
only a moment of information being intercepted but also a reminder that information travels invisibly. Carr
explores the visualization of information in transit. And since informatization is personalization, his work
embodies the visualization of such an unstable and fluid situation. “Mapping” computer generated images,
he draws in great detail. Despite the presence of digital information, his work bears an organic view of the
world undertaken by the accumulation of time and labor. This is his statement on the growth of information
based non-somesthetic experience. Carr’s drawings, a collection of small marks resembling cells observed
with a microscope, appears to be restlessly moving, even though it is a still image. Regardless of our
abundance of information, we still can’t really grasp the world. As if suggesting the absence of substantiality,
an image, looming out from the collection of marks when viewed from afar, falls a part and each mark

starts to exude its presence when viewed closely. The collection/dissolution of mark and appearance/
disappearance of image experienced with physically interacting both backwards and forwards reminds us of
the fact that we live within our body and uncertain information, in addition to the richness and complexity of
the act of “looking”.

Transferring the idea of the block print to three-dimensional work, Onishi also incorporates aspects of
photography into his work. In his work he always makes a cast of existing items. A fillet of fresh salmon
retains forever the appearance of freshness of the moment it was cast. Such photographic features become
more obvious in the “LOVERS LOVERS” series. Another feature of his work is that every piece is madeina
pair, which seems to resist the dualism of real and fake and leads the whole discussion to a grey area. It
indicates that the physicality of the embodiment of what lies in between fiction and reality is indeed only
one perspective, but its image exists innumerably. And it questions whether a presence with certain reality
in an information/replication oriented society is substantial or not. Together with the increase of computer
and cell-phone communication, intangible presence has increased in contemporary society as well. Our
blindness toward its presence is perceived as a sense of insecurity in Onish’s work. We feel threatened
when the stereotype: whose presence indicates a single understanding, is questioned as the mechanism
of perception. When we think of diversity/complexity of cognition of its presence in our time, Onishi’s work
internalizes another layer within that.

Bakker’s somewhat neurotic yet humorous and delicate work uses daily commodities and consists of

an accumulation of small parts, accompanying repeated tasks in the creation process. The repetition of
monotonous tasks, such as casting a thumb or cutting out a small part of a book, is linked up with “physical
memory” and “space”, mediated by the “time” that was consumed. Further, the result, a fingerprint and

a letter “i” for example, strongly links up with self-perception. Fingerprints, which are used to identify us

in a biological perspective, are one answer to the question “who am |I?” however incomplete. The navel

is an emblem of one’s relationship with another and of DNA. It also symbolizes one’s connection with
anincomprehensibly long history and the birth of the universe. Bakker’s installation, consisting of an
accumulation of such parts, embodies the relation between the mass and the individual, macro and micro, in
and out, and the “self” which exists in-between. It brings us to perceive the “self” in a cosmic scale and in the
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scale of close relationships as family member and friend at the same time. Once we recognize the small parts
that build the whole, we may discover a different view of the world similar to the feeling when one’s vision
becomes expanded, kind of like a hole on the wall that leads us to another space.

Robinson’s practice spans a broad range of media including neon, photography, installation and more,
resisting easy categorization. What matters here is not the classification of material or medium of work but
the content. His work, no matter what style it is, is rooted in his interest in the structure of “truth” through
“faith” and “doubt”. Just as ancient Chinese thinkers pursued various human natures such as the question
of whether man is born fundamentally good/bad, Robinson explores fundamental nature of humanity which
seems to lie hidden. That is an unending question common to all human kind, whether in the West or East. As
Roland Barthes once noted a “small gap, a punctum, comes around to subvert studium, a representation of
explanatory information”™, Robinson destabilizes stereotypes with “what has ceased to be”. In other words,
Robinson’s query becomes directed to the viewers, who come to face his work, in which he crops uncertain
elements and moments. We are likely to choose “yes”, “no” or “neither” to the question. And that potentially
leads us to identify ourselves.

The themes of each artist at this exhibition; the transient, the permanent, ancient way of being, daily
weathering, the act of memory, cognition of presence, travel of information and mapping, grasping identity
from opposing perspectives, and fundamental human nature, are indeed the embodiment of their pursuits
of a “raw” reality. The exhibition is also an opportunity to examine the ambiguity of the idea of curation
today. Robinson, who was the project manager for the Melbourne show, has curated three exhibitions

in the past and invited Shindo to participate in his second show; “POLAR”"". His approach is to include

the artists in the curatorial process in order to enlarge and integrate its vision. He aims to construct the
exhibitions collectively through mutual understanding and sharing in the production process. The concept
of “lmmanent Landscape” is to “let things grow as they want, or, let things unfold themselves”™®. The vessel
Shindo prepared for the artists is extensive. And in accordance with the growing number of people engaged,
the shape of the vessel alters organically. As much as Shindo disdains factitive strokes in her own work, she
also restricts the curator’s control in her curatorial process, too. Such an approach allows the exhibition

to grow as each artist pursues their own interest. In fact, the level of commitment of each artist and their
proposition for the theme varies. They participate in this exhibition, which features the theme broadly
interpreted (as a position where various point of views can intersect) and the concept of moving across two
countries, Japan and Australia, on their own terms. The variety of different approaches not only allows us to
interpret the project from plural perspectives but also indicates the rich and diverse range of representation
in contemporary art. Embracing unforeseen potential, “Immanent Landscape” keeps infinitely shiftingas a
natural life form, similar to the ever-changing landscape.
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Quote from the email correspondence between the author and Shindo dated 2011/8/16

Quote from the email correspondence between the author and Shindo dated 2011/8/29

Mayumi Truruoka “Promise of Neo-Ornamentalism: The Power of Decorativeness in Japanese Modern Art” , AN10: Neo-Ornamentalism from Japanese
Contemporary Art” exhibition catalogue, Museum of Contemporary Art Tokyo, Tokyo, 2010, p.4

Roland Barthes La Chambre Claire (Translated by Hikaru Hanawa), Misuzu Shobo, 1985, pp.38-39

“Doubt” at Conical / Melbourne, 2006, “Polar” at VCA Margaret Lawrence Gallery / Melbourne, 2007, “HEVY" at Conical / Melbourne, 2011

Quote from the email correspondence between the author and Shindo dated 2011/8/25
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| consider my art practice as an expression of
thoughts and feelings towards the contradictory
nature of subjective experience. The awareness
of being in the world as an individual, distinct and
separate from everything and everyone around me
conflicts with the sense that distinctions of self-
other, here-there, now-then are not so absolute,
not so certain. With this in mind, | look for ways

of making work that shifts scale and plays on the
contrastin things. Working across installation,
drawing, sculpture and photography | try to

create a movement between opposites — the very
small and the vast, fragments and the whole, one
and many, absence and presence, the finite and
infinity. | often use manual repetition and tactile
materials such as small pencil marks on paper and
thumbprints cast in beeswax. My hope is that this

tactile approach will suggest a connection between

making things by hand and the role of the body

in how we make sense of our place in the world.
Ultimately, my aim is to make work that evokes an
intimate, tactile and contemplative experience.

.
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My work explores contemporary concerns through
the adaptation of certain constructs residing
within the landscape genre. Central to the themes
underlying my work is the application of medium.
The meticulous and somewhat neurotic rendering
of media suggests a digitised landscape. And,
reflecting the concerns of the contemporary era,
the incessant drawing infers an environment of

fluidity and relentless movement.
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Dreaming of flower

Suppose | arrange flowers here. They may blossom
more beautifully than when they were blooming on
the earth. But not everyone can view it because a
flower without aroot doesn’ t last long. Instead, |
leave the trace of the flower that no longer has its
shape, hoping the remnant of what bloomed, died
and became particle finds a landing spot in viewers
and lays a small root inthe last sleep.

THEASR

Hisaharu Motoda
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As a motif, | mainly use the cityscape.

| compose the cityscape in the photograph as a
fiction of ‘weathering’ by my own hand, where
lithograph is a means for objective reconsideration.
The world in which ‘Present, Past, and Future’
coexists cannot be located anywhere, however |
think that | may be able to catch a certain glimpse
of the contemporary world different to that of
ordinary everyday life.
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About Landscape

My association to the word “landscape” is always the
landscape of my hometown Setouchi where | grew up.
The pastel color of the sea, the hills in the town and

the smell from the factories are slightly faded but still
gleaming in the back of my brain. But acknowledging the
possibility that even we ourselves are the amassment
of information, which science and technology, such as
decoding the human genome, have discovered, and
that due to the almost abusive flood of information,
everything in the world is editable, nostalgic landscapes
should be the first to be suspected. The images
gleaming in the back of my head are possibly highly
distorted. And the dreamy tone, pastel color in my case,
can be quite fishy and virtual. However, the more | think
like that, the more the sense of reality of my images
become solidified. | wondered why? | realized these
images are something uncertain and ambiguous that
exists in between my resignation at the fact that even a
momentous memory is fabricated and my obsession to
not let it dissolve into oblivion, even if it is a fabrication.

Images come into being when one’s emotions and

various different aspects are poured into them.
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Kiron Robinson
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lam interested in using the paradoxical to question
the solidity of things, anything. Building work that
unravels even as it constructs. It is through this
questioning and requestioning process, which leads
to an end point of uncertainty, that the logic of the
paradox can become apparent and stake it’s claim.

Here are some of the questions | am asking
(primarily myself):

How can the ephemeral be solidified?

How closely can an ice cream be a mountain and still
be anice cream?

How does a medium that is articulated through the
past speak to the future?

Do images need to be translated like the

spoken word?
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Preserved Gardens

| hear there is a flower that exists only in this area.
| wonder if that old flower had come from somewhere

else, sometime ago.

Everything is mobile. Humans, animals, even mountains.
Plants travel over the waters too.

Taking a long time, with an amazing way, they make their
ways to distant unknown lands.

To a new island or from an island to a continent, they
transmute themselves in order to thrive.

No matter how much we try to control, they freely slip
off and fly out.

Itis impossible to confine their habitation.

But, time to time, we harbor the illusion as if it is possible.

| decided to temporarily capture the two landscapes |
have seen before at this place, which had been moved
from somewhere else.
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Where do we come from and where do we go

from here?

I draw in order to seize what is present. It may not be
as genuine as it should be - when capturing a shadow
in my drawing - if | fail to grasp an instant motion.
Laying out the photos in which | captured the moment
of the water surface flickering with the light or the
plants swaying in the wind, | realize a totally different
landscape comes into being.

I become insecure but fallin raptures at the same time,
having a glimpse of this infinite possibility. It makes
me feel as if | touch eternity. My feet are on the ground.
| have someone | care about next to me. My body is
warm. There are certain unknown streams, which |

can only detect because of this. |, as a given finitude,
scratch the surface of the sphere where these streams
intersectinnumerably. My work is a record of these
streams, | wonder what it can possibly expose on the

basis of being inaccurate, and my illusion.
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Kurumaya Museum of Art, Oyama City
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Immanent Landscape: 21 August — 4 September 2010

Curation: Utako Shindo

Project management: Kiron Robinson

Participating Artists: Jeremy Bakker, Hamish Carr,

Atsunobu Katagiri, Hisaharu Motoda, Nobuaki Onishi,
Kiron Robinson, Ai Sasaki, Utako Shindo

Design: Dion Tuckwell, Ryuichi Maeda

Organized: Immanent Landscape Project Committee

Australian partner organization: West Space
Venue: West Space (1-15/19 Anthony Street,

Melbourne, Victoria)

Supported by: Arts grants/City of Melbourne, Arts

Victoria, Melbourne Osaka Sister Cities, Pola Art

Foundation

With the special cooperation of: Drawing and

Printmaking Department, Victorian College of the

Arts, Consulate General of Japan, Melbourne, Japan

Foundation, Sydney

LIST of EXHIBITED ARTWORKS

Nobuaki Onishi ago no hone, kugi, eda, kyatatsu, painting on resin dimension variable p.54-01
happa, yuushitessen, denkyu
Kiron Robinson Untitled.1 (from the Westward Series) chromogenic print 75X 75¢cm -
Kiron Robinson Untitled.T (from the Westward Series) chromogenic print 75X 75¢cm p.54-02
Jeremy Bakker Felt Space ear plugs, acrylic paint, dimension variable p.54-06
perspex, felt, acoustic foam
Hisaharu Motoda Flinders Street Station lithograph 69 X105cm p.54-03
(from the Indication Series)
Hisaharu Motoda Opera House lithograph 54.2 X 80cm p.54-03
(from the Indication Series)
Hisaharu Motoda The House of Parliament lithograph 40.3 X 54cm p.54-03
(from the Indication Series)
Hamish Carr Untitled Landscape acrylicand ink on canvas 180 X 320cm p.54-04
Ai Sasaki Invisible island royalicing 315X 900cm p.54-05
Utako Shindo In the darkness duratran print, light box, 44 X 55¢cm p.54-07
victorian ash frame
Atsunobu Katagiri Black eyes in repose dry wood, moss, button grass, dimension variable p.54-08
kelp, bush laurel, laser print
All works are collection of the artist and made in 2010.
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