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1. Collection and Combination

An attitude often found in the work of Kazuo Yoshida is his pull-away from the photographic characteristics of ‘index point
and ‘trace’, clichés he so far has resisted by grouping together as parameters thoroughly manipulated to their very end. Of
course, with much of Yoshida’s work, what is seen by the naked eye as optical data, captured by the camera and transferred
onto photographic paper, is something unarguably photographic (1). Yet, in terms of every scene every thing identified and
characterised by this photographic transfer, there is no real reason not to consider his work as photography. On the other
hand, with photographs made from different elements that forged together afterwards—such as the conventions described
as ‘index point’ and ‘trace’—it is also clear that images lack an optical or visual correspondence with what is real. The look
of Yoshida’s production and the actual photograph appears to have been thoroughly explored according to a photographic
syntax or format, and evenly divided into definitive categories of ‘shooting’ and ‘presentation’. If it is assumed that ‘shooting’
is an integral part of data considered as ‘post-optical’, then the role of ‘presentation’ is to smooth together the effort applied
to each image.

This could be expressed as the following. It is possible to temporarily classify Yoshida’s work as ‘photography’ once it passes
through the camera (as usual) optically recorded and clearly fixed on paper. However, once something is referred to as a
‘photograph’, whether existing in reality as an ‘index point’ or ‘trace’, it points toward being what is commonly referred

to as a photograph, and to think of Yoshida’s work simply as such is probably inappropriate. This is because by him going
through a post-editing process, optical data associated at first as ‘index point / trace’ with any given subject is equal and then
unequal by being by the way data is then packed together anonymously. The core of Yoshida’s production, consciously aware
of issues surrounding modern painting, is also found in the relationship between separate ‘sense-data’, where an appropri-
ate method other than photography is chosen to collect and combine. It should be noted in advance that although we often
refer to his work up until this point as ‘photography’, in truth it significantly differs from traditional modes made real by

genuine ‘index points’ and ‘traces’.

2. The threshold value of ‘white’ — Hi-vision (2008)

Kazuo Yoshida’s Hi-vision (2008) is composed of dozens of photographs that contain some kind of white trace from within
(2). Taken on Mount Hiei during the winter, traces of a powerful strobe light he used can be briefly seen in almost all
works. As a result, the moon and stars are seen as white spots sprinkled across the image surface, with snow on another
photographs covering the ground while also forming a blank white space in the image foreground. As well as this, more
common is light reflected as smoke in the foreground, alternatively edited after with a large portion of the panel missing and
replaced by blocks of white.

One of the intentions behind Hi-vision is to show that multiple blank spaces on the image surface are equivalent to data, as
mentioned previously. By firstly selecting a location on Mount Hiei at midnight Yoshida builds up the situation, transferring
part of the entire image plane with a strobe light and smoke machine. Furthermore, the subsequent edit cuts-away a signifi-
cant part of that image plane, by later increasing the exposure with a strange sequence of information taking form and not
originally included in the blank margin. This white space will function as a foreign body fragmenting the photograph’s ideal
tone and vary in size. Stripped of its own profile and form, it is reduced to mere information and a numerical RGB value
(255, 255, 255). As well as their equivalence, blank space is also intended to be similarly found offscreen (on photographic
paper) between each margin rather than only occupying somewhere on the inner field of each photograph. Except for differ-
ences inside and outside the frame, it becomes clear why these margin colour values are equivalent.

The watermark behind Hi-vision, makes crystal clear his intention. Whatever the original subject matter, ‘white’ beyond a

certain value reduces everything to a featureless numeric RGB value of 255, 255, 255’. When faced with the the colour,

we have no choice but to guess whether or not the margin is the result of tracing the outside of what is missing, from an
outward appearance lacking contours or any form whatsoever. For that reason alone, it is possible to conclude that only half
is visually opposite to the iconography of surrounding colour. This is because the point or surface of occupying colour inside
the image plane is also equal to the outside margin. The equivalence of both inside and outside in Hi-vision comes from
what is ‘exposed’, and shared by blocks of white lacking any tone whatsoever.

That said, a sense of dissonance is clearly visible in artists style of reduction. Indeed, all human beings process colour
information that has been converted into data by combining RBG values (between 0 and 255) for red, green, and blue.
Image data is collected by the camera and literally revealed and made ‘visual’ (through screens found on digital cameras and
the interface from different software). So, what is perceived as ‘white’ can be described with all certainty as an RGB value
255, 255, 255, or black as ‘0, 0, 0’. Other than that, any value combining these two values for red (XXX), green (XXX),
and blue (XXX), corresponds without exception—it should be noted, the maximum value of 2563, or 253 cubed, equals
16777216. An essential aspect of Hi-vision is where ‘unexposed’ photographs are described as ‘black’ by the most extreme
value for each parameter, while areas ‘overexposed’ by the artist are white and as a result ‘numerically zero’ (3).

Opverstating this way of looking at things, however, probably requires some due-diligence. It is possible to describe every
image as bundled or collated data that can be freely manipulated, and in one sense rejects convention. By rejecting conven-
tion and reducing our sensory experience of external stimuli, the result transforms the multiple elements that overlap and
jostle internally into definitive images. But any attitude that suggests such a connection is purely made on the assumption
that until now there are no real answers, only ‘experiments’. Trying to describe the reduction of information we experience
each day as collated is in danger of being critically misunderstood, and should be attempted back-to-back with the earlier

statement.

3. Notations of ‘blue’ — Air Blue (2010), Sheet Scape (2012)

Yoshida has subsequently stepped away from this reductionist approach, looking for different ways to convert the data he
collects and collates. One such experiment culminates with Air Blue (2010) a digital collage involving several hundred thou-
sand photographs. The material for this huge image is taken from forests all over Japan, with subjects including trees and
clouds fragmented into different blocks and carefully interspersed over the length of the 2 metre long panel. In one photo-
graph, individual trees are almost like uniform brush strokes, and made to appear as a continuous plan. While in another,
multiple images of clouds are layered on top of each other, creating a multilayered panel with a three-dimensional depth
different from normal photographs.

With much text already surrounding Yoshida’s Air Blue, the picturesque metaphor is often seen as intentional. Because the
principle runs through the panel, as seen here, it can be said to be almost pictorial (the following two or three examples that
test this principle are enclosed in brackets) (4). As previously mentioned, the form of different sized ‘brush strokes’ comes
from the transformation in size of Air Blue’s subject matter, functioning as the hallmark of the artist’s craft rather than the
subject itself. Making full use of multiple ‘layers’ and a style ‘covering its entirety’, the panel trims a three-dimensional order
of space to a bare minimum, in some cases reminiscent of modern paintings by Jackson Pollock and Simon Hantai and not
necessarily photography itself.

On the other hand, it corresponds with his most recent work (as of Sept. 2013) Sheet Scape (2012), a series constructed

by dividing up vertical photographs horizontally (5). Likewise, Yoshida had also presented the previous work Sky Scape
(2011) by dividing the panel in two with a horizontal line (6). The pixel grain of half the image where explicitly a landscape
photograph is fully revealed, and due to the presence of a helicopter flying overhead part of the panel appears in close-up.
Whether the line that divides the panel in two is ‘genuine’ or not remains intentionally vague, but for the time being the
viewer is instead being asked to view it as symbolic of where the helicopter actually is. In contrast, elements are not arranged
to indicate a seascape. The reason for this is probably the horizontal relationship made between works when placed along-
side each other. The upper ‘empty’ half occupied by what is the subject matter is unrelated to the bottom ‘sea’” half reflected

in vertical symmetry.



Seen from afar, the works look extremely minimalist and similar to some sort of abstract painting. Again, Yoshida’s works
are firstly reminiscent of painting rather than photography—two examples being the colour fields of Rothko and Newman
(7). Yet seen close-up the unique pixel texture in Sheet Scape is gradually exposed. However, the pattern of noise in each

is not always consistent, and when placed side-by-side a real difference in width between textures is noticeable. In itself,

the repeated process of Sheet Scape is much to do with placing an emphasis on presenting variations of colour and texture
within the work, as much as transferring all into one photograph in a variety of different ways. Rather than the noise, it is
the texture of ink printed on special paper that has emerged far more. This means the outline, form, and colour of the given
subject is visible and made recognisable by the photograph’s material dimension.

When you focus on these unique textures, the horizontal line will potentially emerge in the mind of someone uncertain as if
running through the panel’s centre. It is normal that anyone would be preoccupied with trying to guess where the real divid-
ing line exists when seen up against each other. But the position of the line seen here is in some ways unnatural. Even if the
horizontal running seam cannot be determined as being either sky or sea, it is not because the surface is made form differ-
ing pieces of paper bonded together either—such uncertainty is bound to happen with Sheet Scape. The answer of whether
the two adjacent colour surfaces really copy a seascape or show the observer’s perceptive frame as being a patchwork, is not
something simply expressed through the work itself. In any case, the representation of the external world as ‘landscape’ pho-
tography, and a two-dimensional ‘sheet scape’ space is certainly a radical shift for Sheet Scape—where both forms of ‘scape’

are not the same thing, and mutually independent from one another,

4. The medium of noise — Inform (2014)

As we have seen so far, the Kazuo Yoshida’s recent work has set its sights on searching for photographic evidence of an ‘index
point’ and ‘trace’ without being reduced to digitally to RGB colour values or mere pixel information. Instead, the heart of
the what drives his work comes from capturing a variety of indices degraded, manipulated, and transformed, and finally
combining them on an even plane. Therefore, Air Blue as often described is part of a ‘picturesque’ series, while Sheet Scape
and Sky Scape are part of a ‘conceptual’ series and not associated with appearance. Both are derivative of the a photographic
index, their only difference being the way both are ‘combined’ and finally brought together by hand as one entire surface.
The aesthetic effect of Yoshida’s work has ultimately been produced by integrating the gathered and expanded data stack

of a colour field, cutting it down to a single unit like a brush stroke to form a panel carefully composed. While the panel’s
appearance often evokes the picturesque combining different elements evenly arranged across the panel there is no doubt
the work is a product of photography. If repeated, it characterises work he has sporadically produced over the past few years
where instead of reducing the optical index of a photo to accumulated data, a controlled panel integrates index points to
work visually at different stages of degradation, manipulation, and transformation.

One of the most violent aspects with the photograph in this case would be its enlargement. Whether finally reduced to a
single image without thickness, the panel functions this way even if it is manipulated after or derived by any means whatso-
ever. To put it simply, it is violent. While optical realism is traditionally regarded as one of photography’s greatest and most
persistent features, Yoshida’s work attempts to simultaneously disassemble and reintegrate the optical index point and trace
as much as possible. And his work really comes across as sharing different characteristics of ‘shooting’ and ‘presentation’,
while using the medium of photography. The characteristics of a medium are often talked about as being ‘medium-specific’
and not necessarily described on their own as a separate thing.

Probably for that reason, the impression it gives of being chaotic and irreverent is contrary to, or as a result of, the aesthetic
appearance of Yoshida’s work. Instead of refusing to accept the characteristics of photography, they are grasped as something
impure with more than one side to their character. So work that has come out of this, can be thought as being different
from work carrying an essence of the ‘post-medium condition’, a term that has recently become popular. Yoshida’s work has
attempted to look not for a conflation or interaction with each different medium but to ferret out the multiple conditions
inherent in each one.

On one hand, it is manner which comes from listening to the specific buzz of these different conditions, and on the other

hand it comes from exploring the uniqueness of a medium. I want to further understand this by using the language of each

piece mentioned so far with Yoshida’s unpublished work Inform (2014) in spite of the idealistic expression, as the work has
a similar attitude formed in the allegory of just such a medium.

What our mind perceives as image is referred to without exception as ‘medium’, or in it’s plural form, ‘media’. Everything
called an image cannot be established without some kind a medium, whether painting, photograph, dream, or hallucina-
tion. But what is often forgotten is most media are inherently volatile. The images we see in dreams are quickly forgotten as
soon as we wake up. And images seen in mirrors are scattered into countless fragments once the mirror shatters. The word
‘media’ implies that it’s plural form is massive and recent, with the preconception that a medium embodying an image is
probably stable.

Inform reveals this nondescript nature as noise. However, the meaning of a medium’s appearance, as clearly seen in the
previous section, is definitely given off by this piece. In this video work, belonging to another strand of work by Yoshida,
the murmur of wind blown across a water surface causing ripples to repeatedly occur indifferently on-screen. At first glance
nothing appears memorable except for the natural scenery. But at the same time, the water surface reflecting surrounding
wildlife confronts the viewer with an idea that the medium in itself is disappearing. The ‘mediating’ medium of the glassy
surface we are looking into literally mirrors our own appearance onto neighbouring plant life. But this medium is extremely
fragile and can easily be disturbed by something small nearby. After a brief moment it regains composure becoming stable
and calm once again.

If you strictly obey the principle for such production—like this water surface, separating volatile aspects of the disappear-
ing medium along wth with our own reflection, it remains in the dimension of being ‘a lesson’ attempted over and over in a
variety of different ways, without ever having a rigorous style. At the same time, things which are not the result of accumu-
lated ‘learning’ and experienced nowhere and everywhere are the result of different experiments presented as ‘work’ happen-
ing right before our very eyes. Every time we call this ‘work’, it functions as one possible lesson—much like the water’s sur-

face— that temporarily bundles together elements that have disappeared, as a plastic medium for fixing images in existence.

Notes

(1)For the time being this paper is restricted to talking about image work, but in the past Yoshida has attempted the
production of several three-dimensional works alongside video. In one example presented in a group exhibition in 2012,
“MP1:Expanded Retina” (G/P Gallery, January 21—February 5, 2012) photographs were printed on fabric with work hung
from the ceiling by string as well as placed on the floor.

(2)Kazuo Yoshida, Hi-vision is limited to work presented at Guardian Garden (Web Gallery, Vol.03, Jan.1-30, 2011)
(3)Refer to the artists statement for the previous exhibition, Hi-vision. Although the RGB value for ‘black’ and ‘white’
described in this statement are written as respectively opposite, this is a factual error by the writer.

(4)For example, refer to reviews by Gen Umezu and Chieko Kinoshita regarding the Gunma Youth Biennale 2012. Yoshidas
Air Blue won the grand prize at the biennale that year.

(5)Sheet Scape was presented in the following group exhibition; “Space Cadet Actual Exhibition #2” (Turner Gallery,
May25—]une 2, 2013)

(6)Yoshida Kazuo, “The war of all against all”, in Planetary Phonebook #22 (heuristic & artbeat publishers, 2012).

(7)In text by Shigeo Goto (Goto, Shigeo, “Post-Blue”) included in the monograph Air Blue (Uhr Publishing Laboratory,

2012), references to Rothko and Turrell have been made concerning the serene impression that Air Blue gives.
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The Fool's finger
2017
photograph, digital type-C print

The direction in which the sun rises in places below the tropics of Earth indicates ‘south’ , and ‘north’ in places above the same equator. This
photo work is shot every day at noon in various places using a compass. That picture pointing at the sun is presented as a moment in the
middle of the day. This performance is recorded from both sides of the earth based on the tropics. This project starts in Helsinki and continues
in Sydney after passing through Tokyo. Currently, the fingertip heading south points north in the direction of arrival, the moment when it
crosses the Tropic of Capricorn.

“When a finger points to the moon, The Fool looks at a finger.” This is taken from a passage of Mahayana Buddhist scripture written during the
Chinese Tang Dynasty. In the film “Enter the Dragon” , Bruce Lee considered this to have a number of meanings, such as “Don’ t think, feel.” .
The ‘Fool” in Western tarot cards is defined as someone not bound by the same rules. Does the viewer become a fool by ‘feeling’ work as it” s
put together instead of considering these rules? The recorded actions of this work continues on from a residency program at The Finish Artist’

s Studio Foundation in 2017.
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Attitude Control (2017, Helsinki, Kalasataman Building)
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Ruler #STAEDLER 45mm

2015

600x400mm,

photograph, Gelatin Silver Print

Ruler #STAEDLER 45mm
2015 &
600x400mm

GE, €7F 3 NN=7Y b

Each frame of 35mm film measures 36 x 24mm, with the space between frame being 2mm. Ruler is photographed with a life-size lens, linking
the scale of a ruler with the film. Revaluation the value of the number inherent in the ruler.

GEBSICHAZNS 35mm 74)LAD—a2lF 36 x24mm, ZNZFNDa<DkEIE 2mm THREFENTWS, HEEL Yy A2 M HLAXTT, bOILEE
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Ruler (2014, Tokyo, Japan, G/P gallery)



Station
2016
photograph, type C-print
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My little branch

2018

515x728mm

photograph, Digital type C-print
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Ruins of Sense
2018
Taichung, Taiwan, washida HOME STORE

JERTE DI
2018 4
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Grafting (Tree diagram of Meme)
2018
25’ 37"

performance, video

BEEA (3—20BIEX)
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Grafting is a horticultural technique whereby tissues of plants are joined so as to continue their growth together. This
work consists of flotsam and jetsam collected on the Japanese island of Tsushima. In Tsushima, a lot of trash from
China, South Korea and Taiwan flows to the coastal area, due to the influence of the ocean current northward from the
south, near mainland China. In recent years, Yoshida has driven the art projects related to the collection and use of such
flotsam and waste. This is a new environment created by humans - a practical quest for the relationship between nature
and artifact. In the video, he installed the driftwood collected as a simple sundial on the shore. The tree starts moving
again as an axis of artificial time. This work is a performance imitating old playing “Kagefumi” (“Shadow Tag”) in Japan.
In “Kagefumi”, compete to step on the shadow of others. In Japan, a person who is stepped on shadows is a game that

becomes the soul of the dead.
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TSUSHIMA ART FANTASIA
2018

Nagasaki, Tsushima Art Center
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Hatoba (On the waterfront)
2018

Dimension variable installation, Corrugated sheet
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Air Blue

2012

1500x1000mm
photograph, inkjet print

This work is created by a montage of sky photographs taken from the ground looking up. This project began in
2012 and has been continued in various cities and regions, , in order to consider “light” as diverse viewpoints
in different community such as nation, ethnic group, and religion. Until now, shooting was mainly done in the
primeval forest around the East Fuji Maneuver Area training ground of the Japan Self-Defense Force, the radia-
tion exclusion zone of the Fukushima Daiichi nuclear power plant disaster, 228 Peace Memorial Park in Taiwan,
and the midnight sun in Lapland, northern Europe. All the sky collected by the camera is used as the color of
light. Thousands of sky photos opened in the virtual canvas of Photoshop are integrated by combining tech-
niques such as multiple exposure and stitching, and are represented as a stack of light surrounding us. Yoshida
visited Fukushima and published Air Blue, a series of photographs with a focus on the forest area of Fukushima,
and received the Jury Prize at the Selection at 16th Japan Media Arts Festival in 2013. This work was collected

by The Museum of Modern Art Gunma.
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Air Blue

Air Blue
2012 2014
1500x1000mm 1500x1000mm

photograph, inkjet print photograph, inkjet print



Air Blue Air Blue
2012 2012
1500x1000mm 600x400mm

photograph, inkjet print photograph, inkjet print
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Boundaries of Photograph (2014, Kanagawa, Yokohama Civic Art Gallery Azamino)
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Youkobo x Finland Artists” Studio Foundation AIR Exchange Program 2017 report
“Soaking up the Twilight”
Kazuo Yoshida

For the months of May to June in 2017, I participated in the artist-in-residence program co-hosted by the Finn-
ish Artists Studio Foundation and Youkobo Art Space. During this program, the organizer offered the Tapiola Guest
Studio in Espoo, close to Helsinki as a place to stay. Generally, organizers of the artist-in-residence program request that
participating artists produce works that make use of the residence characteristics or produce work from investigations
and interactions with the place. In other words, except for special cases, an artist should act as an intermediary with their
previous experience and activity with the current history, climate and culture (including a critical position) through
an investigation of where they will stay.

For this residency, I described in a proposal submitted beforechand that I would focus on the characteristic of
skies (light) in Finland known as “White Night', and recreate my previous work Air Blue on which this was based.
The following is a definition of “White Night'.

*“White Night is written both as byakuya and hakuya. It refers to the phenomenon of the sun that never sets, when
nights are short and twilight lasts a long time. Twilight refers to the time when the sun moves almost parallel with
the horizon during sunrise and sunset

(Source:MyPedia Encyclopedia, Hitachi Solutions, Inc. Create)

*Byakuya

(hakuya) exists in the upper latitude region. The phenomenon is caused by the sun setting near the horizon, and
results in summer twilight lasting for a much longer time.

(Source:Digital Powers, Shogakukan)

When planning what to shoot, I struggled to fully understand the ambiguous definitions of these ‘white nights—
in the first place, they are not visible in Japan. One of the problems of translating ‘white night’ into another language is
that the corresponding translation changes depending on whether the sun is visible or not throughout the day. To briefly
recap, ‘white night’ describes a twilight state at night, regardless of the sun’s visibility. With that being the case,
at what time does ‘night’ begin and end, and just how bright is ‘twilight’? I realized that I could not understand

the words or find a clear definition (in the first place, a precise definition does not exist) that fully matched the term ‘white
night’ undil I finished the text. What follows is an examination of the relationship between the defined situation of ‘white
night’ and words that correspond to it in each country. I tried to organize these in my own way. Although presenting such
sentences in a state not factually perfect is regrettable, I am delaying the submission of this report for the second time so
that I can give priority to what ‘white night' actually is and not what I think it might be, allowing me to finalize

these sentences with the appropriate context.

The Finnish term for ‘white night’ is keskiydn aurinko or ydtén yd, where keskiydn aurinko refers to ‘midnight
sun’ and yoton yo refers to ‘nightless night' in English. When examining definitions in the Japanese-English
dictionary, this corresponds with ‘midnight sun’ and ‘white night. ‘Midnight sun’ is said to occur in an area 66.6
degrees north latitude or 66.6 degrees or more of south latitude— indicating that the sun will not set at certain times
of the night. However, ‘midnight sun’ literally refers to the sun itself, not the term ‘white night’. A direct translation in Eng-
lish, ‘white night’ is considered a term closer to the phenomenon and the meaning of ‘night without sleep’” is gener-
ally stronger in English-speaking countries. In the Finnish dictionary, the same expression is said to be ydtén yd
(nightless night). “White night’ is also a familiar sight at the White Festival in Russia’s St. Petersburg, close to the residency
in Espoo, and is known as ‘Benble HOur'—occurring in areas of 60 degrees 34 minutes or more—an endless state
of twilight. Although a slight deviation, in terms of the nature of light itself, ‘midnight sun’ is direct light while

‘white night / nightless night’ can be classified as indirect. The point above reorganized was explored from before the

residency up until now. The main essential point I have kept in mind so far is not the ‘midnight sun’ visible from my

residence in Espoo, but ‘white night’ and ‘nightless night’ instead.

The above classification of ‘white night’ was not even finished before my residency began. The purpose of staying for a
length of time was to shoot in Lapland in Northern Finland. When first running into people in the local area, it was
troublesome talking about such ambiguous white nights by myself. However, without a clear purpose, it would have been

a waste of time and expense traveling and staying elsewhere when so much of Lapland is uninhabited and ‘expansive’. For
each person I met I tried to ask simple questions regarding places where the ‘midnight sun’ could be seen but naturally only
got answers that were just as simple. I would look at a map of Northern Europe stuck on the studio wall every day, and
would repeat the same question over and over again—where am I now, and what is the characteristic of the place, but the
answer never came. At the end, my stay was also over a month, and impatient to start on the exhibition ahead, I shifted
the inquiry from the characteristics of what this place might be to the characteristics of what my presence (and my

media) in this place is and somehow survived the final exhibition.

Leaving Espoo on the final day and returning home, I was satisfied with the work I had done and felt very
emotional. And as a result, the dawn sky I saw as I headed toward the airport from the car felt more beauti-
ful than usual, changing my thoughts and feelings of the place. Unlike a polar night where the aurora borealis is visible,
my disappointment with the ‘nightless night’ meant I could not find a clear enough distinction in the sky (light) with
other places during my time in Finland. However, light is visually perceived as the sky colour; not the nature of light
but a continuous amount of subtle night light lasting several hours, the amount of which perhaps remains a mystery.
And maybe nighttime light measurements can visibly point toward numerical differences. This discovery was a
wake-up call for me. Romantically speaking, that accumulation of sunbathing in twilight for two months gently stimulated
my senses, finally connecting with my brain’s synapses. As mentioned at the beginning, artists participating in
artist-in-residencies are asked not to deal with photometric data but rather connect with the characteristics of the place.
I therefore present this rather vague and extremely nonessential

exchange with the surroundings in the form of a report as the outcome of being an “Artist in Residence”.

Last of all, I would like to thank the Finnish Artist Studio Foundation and Youkobo Art Space who provided me
with the opportunity to concentrate on such thinking and practice, and
everyone at the Finnish Embassy for providing a space and place to work and interact, enabling me to

conclude this work.
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Latter (2014, Performance, Installation, Movie, 5min.33sec, Quicktime, 1920 x1080pixel (16:9), 29.97fps)

Strobe lighting is typically perceived as a means to momentarily expand the field of vision when vision is limited. When
perceived in a different light, however, strobe lighting can be said to be a tool that exposes things as they simply are,
stripped of their detailed textures,and forces them into our vision. Working with Daisuke Yokota, we experimented
with this concept, creating an environment using only strobe lighting and eliminating all natural light. Our cameras
capture mostly darkness; however, emerging from the strobe lighting are fragmentary images that appear and disappear

irregularly. This image is the very instant in which light and dark come together in our field of vision. (Futoshi Hoshino)
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Expanded Retina #2 ( 2014, Tokyo, G/P+g3/ gallery)
RER AR #2 (20144E, Hi5{, G/P+g3/ gallery)






JAPAN TIMES” Aug 21, 2014
Artists expand photography and film conventions into a new language

Stuart Munro

At a time when popular culture is fed both mesmerizing and disturbing imagery, it often carries with it a sense of terror,
while alluding to the possibility of something disturbingly sublime. What makes that something “ sublime, ” however,

evades easy definition.

“ Expanded Retina #2 ” at g3 Gallery (Tolot / Heuristic Shinonome) explores this contradiction and more, with an installa-

tion of film, photography and ephemera that stutters between being uncomfortable, unsettling and strikingly captivating.

In the woods surrounding Mount Fuji, Daisuke Yokota and Kazuo Yoshida, members of the artist group MP1, photograph
each other at night with only flashguns providing illumination. They capture the outlines of each other’s bodies and the
close proximity of their alpine landscape. For MP1, the tension between terror (of photographic realism) and the sublime

(the artists  experience and impression) is what makes “ Expanded Retina #2 ” so provocative.

During America’s struggle for independence, political thinker Edmund Burke thought the line between terror and sublime
was “ authoritarian ” - you submit to the power of authority because its terrifying. Philosopher Immanuel Kant, on the
other hand, thought that tension involved identity, self-discovery and inner freedom - not oppression. All this is visible in
both Yokota and Yoshida’s work, yet the images seem to cement the emotional and analytical elements that terror and sub-

lime separately enjoy, in ways that engage as much as they distract.

Together, the two-channel video and photographs form a self-portrait of sorts. Yokota and Yoshida capture fragments of
their bodies as they evade each other’s camera. There are no Lynchian “ Black ” or “ White Lodges ” here, but the forest
surrounding Mount Fuji is full of its own dark symbolism. The darkness helps to further their detachment from the city
and eliminate detail from images of each other, turning this photographic process into a filmic performance replayed in the

controlled space of a gallery.

Unto itself, the exhibition is every bit the experience it professes to be. The video, accompanied by equipment they took
into the woods and discarded material from the shows construction, stands in good company. Filmmaker and musician
Tony Conrad’s “ The Flicker ” (1966) contains just 6 key frames and its the opening warning frame, written here on gallery

door, that prepares you prior to your entrance through the black curtain.

With Conrad, film slowly evolves before the viewer. His series “ Yellow Movies ” (1973), painting “ performances ” that
gradually change over time, was made by restricting the exposure of square sheets of photographic paper with industrial

black paint.

This exploration, now shared with Yokota and Yoshida, rejects photography and film as a way to simply portray realism.

Where previously they sampled, distressed and cut images together like music, they now analytically group together images,

objects, material and sound. Experiencing both terror and the sublime and their delicate balance, is consciously encouraged.

Viewed repeatedly, the exhibition reveals new combinations of sound and image. Patience is necessary, but

it’'s well worth it - to quote Conrad’s welcoming warning message: “ a physician ” should probably “ be in attendance. ”
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Attitude Control
2016
Bode, Norway

installation, dandelion
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Attitude Control #stand alone complex
2016
photograph, digital type-C print
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Attitude Control #study
2016
photograph, Type C-print
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SPACE CADET Actual Exhibition #2
2013
Tokyo, TURNER GALLERY



Sky Scape

2012

1500x1000mm
photograph, Type C-print
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2013
Tokyo, Japan, hpgrp GALLERY TOKYO



Sheet Scape

2012

600x400mm
photograph, inkjet print

If you place the same digital image data of sky on different paper and then scan it, a relationship is shown between surfaces
of water absorption and reflection that appear along the visible horizon. Here, both top and bottom of the photograph are
real images. The material dimension of photography is seen through the recognisable subject of their profile, form, and

colour.
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Medium Conditions
2014

Tokyo, Japan
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Inform
2014

Movie, 4min.49sec, Quicktime, 29.97fps
1080 x1920pixel (9:16)
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Inform

2014

600x400mm

photograph, Type C-print







Photo by Tadasu Yamamoto




Territorial sea/ Table of Ingredients
2017
liquid (water, tea, soft drink, urine, etc. ), plastic bottles

This work consists of flotsam and jetsam collected on the Japanese island of Tsushima. In Tsushima, a lot of trash from China and South Korea
flows to the coastal area, due to the influence of the ocean current northward from the south, near mainland China. The- contents of plastic
bottles in the exhibition can be classified into a liquid that filled prior to the collection and a “body fluid” paid by the author after the collection.
From sealed containers without labels, we can only speculate on the nature of each liquid.

A bodily vessel lives on this planet dependent on its function. Approximately 60% of the human body consists of water. The amount of water
required by adults on a daily basis is about 2 litres, about half of which is excreted as urine. Our body is therefore a temporary water container.
My body is “recycled” as an infrastructural circulator when my excreted urine flows through the sewer system out into the ocean, and is then
reprocessed as water which I then drink. This work was produced and presented as part of the 2007 Tsushima Art Fantasia residency program.
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TSUSHIMA ART FANTASIA

2017

Tsushima Art Center

Nagasaki,
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marginal part

2016

Bodg, Norway
photograph, inkjet print
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Body Language
2017
liquid (wine, coffee, milk), glass, cup
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Boundaries of Photograph
2014

Kanagawa, Yokohama Civic Art Gallery Azamino
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Makros

2012

400x300mm
photograph, inkjet-print



Makros

2012

2000x1333mm
photograph, inkjet-print



finger

2016

1160x880mm
photograph, inkjet-print
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Wav

2012

1500x1000mm
photograph, inkjet-print



Wav

2012

900x600mm
photograph, inkjet-print

30 August - 23 September, 2013
Exhibition “TB”  (hpgrp GALLERY TOKYO)  statement
Kazuo Yoshida

The computer I am currently using is extremely heavy. By “heavy” I am referring not to its physical volume, but the slow-
ness of its performance. Today, the computer is used based on the premise that it can exchange data and connect with
external devices via various networks. This means that compatibility with an ever-evolving exterior is imposed on computer
users. The relation between the personal computer’s “personal” element and its exterior are therefore inextricably linked to

any discussion of its value.

Since the 2000s, the homogenization of personal computers has created a formula equating performance, numerical value,
and monetary value. To prolong “ his ” life, I plan to purchase 2TB (tera byte) or approximately 110,000 worth of HDD.
This is the current worth of “ tera.” “Tera” is a prefix used in the International System of Units and denotes a factor of 1012.
It is derived from the Ancient Greek “teras” meaning “ monster”. “ Giga, ” which denotes a factor of 109, is derived from
the Ancient Greek “gigas” meaning “giant.” “ Mega, ” which denotes 106, is derived from the Ancient Greek “megas” mean-
ing “great.” Since ancient times, the term “giants” has denoted creatures that are anywhere from twice the size of humans to

monsters that are as tall as the sky. “Monsters” therefore, are malleable.

We are continually troubled by the perennial drive to escape the scale of our thoughts and emotions as prescribed by our
bodily forms. With our sluggish bodies, what we need to do is not attempt to defeat this ever-expanding creature, which
travels fasterthan light, but rather to turn ourselves into Leviathans and follow our fundamental beliefs and evaluate this

“terra” or world with some interest.
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hyper-materiarily on photo (2015, Tokyo, JP, TOLOT/ heuristic SHINONOME)



Clear File #sand

2015

290x210mm

photograph, Type C-print










=

Clear File #78 AREMEHHAHK)
2015

290x210mm

photograph, Type C-print
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Uncertain Map
2018
297x210mm

photograph, gelatin silver print
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Implantation Rates
2016
512x288mm

photograph, gelatin silver print
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Ratio #Hi-vision
2014
512x288mm

inkjet-print, photograph






Ruler
2014
Tokyo, JP
G/P gallery



Ratio#gold

2014

258x156mm
photograph, Inkjet-Print
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Hi-vision

2010

1200x900mm
photograph, type-C print
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