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Foreword
Saori Miyake

The works in this book were inspired by the photographs,
photo albums and letters of a certain Japanese gymnast
who participated in the 1936 Olympic Games in Berlin,
along with related collectibles such as newspaper ar-
ticles and books that I had come across. These items are
personal records that document the man’s life from his
childhood via his participation in the Olympics, and his
experiences serving in the war, up to his later years work-
ing as a teacher.

One day, when browsing through one of his photo al-
bums that had the Olympic rings engraved into its cover,
my eyes were caught by pictures of magnificent foun-
tains. Next to them, the man had written the following.
“Mainly known from the Potsdam Declaration, Potsdam
is a city located not far from Berlin. The former imperial
villa, where the king of Germany used to reside, attracts
numerous visitors from around the world today.” I was
bewildered, and wondered what had made him write that
caption. From these lines, I concluded the simple fact
that he had revisited the photos, shot in Potsdam during
his expedition in 1936, once again after the war that his
country had lost, as declared in the Potsdam Declaration
of 1945. The caption highlights an intersection and trans-
formation of individual and historical perspectives. As I
felt that there might be something implied that cannot
otherwise be spoken out in this phrase that sounds as if
taken from a tourist guide, I kept looking at those photo-
graphs, until at some point I realized that I had begun to
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explore this man’s perspective before I even knew it.

Further research revealed that the fountains were
located in a larger area that is still described as “the pal-
aces and parks of Potsdam and Berlin” today. I traveled
to Germany, with the aim to follow in the man’s footsteps
using the photos in his album as a guide.

The videos that I shot during my visit eventually
became “Garden (Potsdam).” Around the same time, I
made photograms related to the gardens in Potsdam and
the Berlin Olympics, based on photographs, and subse-
quently got the opportunity to exhibit them in juxtaposi-
tion with a work composed of found objects in the form of
various related collectibles.

Standing in the exhibition space, surrounded by the
light of the video projection, I started thinking about the
act of looking at things now that someone else had seen at
some point in the past. If this chain of visual perception
unfolds across temporal and spatial coordinates not as
something uniform and obvious, but as indeterminately
unique views, I thought, then the “painterly images” in
front of everyone’s mental eye may be images that are

continuously projected anew into the present.

I would like to thank everyone involved in the
publication of this book, as well as in the creation of the
respective artworks, and in the realization of their exhi-
bition, for their support. Further thanks go to the authors
of the essays that are included in the book.
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“Untitled”

23.0 X 38.3 cm, 2019, acrylic on plastic sheets
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“The missing shade 52-17

m, 2019, gelatin silver print
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“The missing shade 50-1” “The missing shade 53-1”
47.5 X 38.5 cm, 2019, gelatin silver print 47.5 X 38.5 cm, 2019, gelatin silver print
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“The mi » shade 51-1”
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cm, 2019, gelatin silver print
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“The missing shade 56-17
39.5 X 47.5 cm, 2019, gelatin silver print
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“The missing shade 57-2” “The missing shade 57-1”
39.5 X 47.5 cm, 2019, gelatin silver print 39.5 X 47.5 cm, 2019, gelatin silver print
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“The missing shade 54-1”

21.5 X 33.0 cm, 2019, gelatin silver print “The missing shade 55-17
36.0 X 47.8 cm, 2019, gelatin silver print
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“The missing shade 32-3”
100.5 X 79.0 cm, 2019, gelatin silver print
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“Bedl”
45.7 X 56.0 cm, 2007, gelatin silver print
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Between Death and Rebirth: On Saori Miyake’s “The missing shade”

Tomohito Ishii [Artist]

A girl keeps bouncing up and down on the spring mattress
of her bed, until her bouncing motion subsides, and the
bed’s equilibrium is restored. What is it that we feel in the
girl’s jumps? What do we see in her motion of disturbing
the balance, sinking down into the once even surface, only
to be thrusted up and out of it again? What is that move-
ment that creates a sensation as if being pulled into the
recurring action of body hitting matter; into the black-
and-white of jumping up and falling down, between the
states of sleep and consciousness in broad daylight? On
our way around a number of boundaries, we cheerfully get
lost. In Basho’s poem, a frog awakes from the drowse of
its hibernation and jumps into the water. What is it that
happens the moment we, like the frog, are thrown into
the water and break its surface? Will the girl be able to
do such thing as step into that border area where the con-
scious subject and its visual reflection are differentiated?
Saori Miyake picks up abandoned photographs.
Photos that are flicked out of their cycle of correlations
provide access to imagination. As the records of some-
thing that happened in the past break out from the
network of one human life, they die a double death. This
duality of death is of course not a material duplicity, but
it also seems to be hinting at a circular structure in which
individual death experiences are linked to the continuity
of all life, including death. Within existing photographs,
there are small gaps, little caves that give room for imagi-
nation. Finally, it seems, the records of one individual
human life have been liberated from the closed confines
of one individual death. The caves are perhaps times
and spaces somewhere between death and rebirth. Such
a cave exists in every single photograph, and in every
photo that Miyake sees, for her it is probably defined by
the place where the negative image, which the picture
was developed from, was created. However, as paradox as

it is, she can only see the positive in the past tense, as a

negative that was previously reversed and developed. In
the process of light falling through a hole onto a surface,
and ultimately creating an image in the form of a shadow
on that “screen,” both the shadow image and the object
that produced it are invisible to those outside the cave.
For Miyake, to paint pictures, or in other words, to
create works of art means to enter these caves, armed
with her imagination, and trace the shadows of images
that don’t exist in reality. The operation of seeing photo-
graphic (positive) images inside the eye corresponds with
that of tracing the shadows of (negative) images inside
the cave, as both are acts of following something invis-
ible, taking place at the same time. To paint a picture
means to touch the shadow of an image. Shadows have
no substance, but nonetheless, Miyake certainly contin-
ues to touch the shadows, and the walls/screens of the
caves. The touch of shadows in a cave is a physical affair
that is as chilling as feeling the texture of a rough sur-
face. Through her contact, the living shadow becomes a
shadow that is touched by someone here and now, result-
ing in the generation of a painted shadow image in which
phenomenon and action overlap. Once she has finished
tracing the shadows and steps out of the cave, the painted
shadow image gets exposed to light. Very intense light.
The painted shadow image is reversed, and developed
once again as a positive photographic image — a photo-
graph with the dual nature of containing something that
existed sometime, and that someone traced back some-
time later. Looking at these meta-structured photographs
will surely make the viewer aware of the boundaries
between the darkness of the cave and the light of day, and
imagine how this person repeatedly crossed the boundar-
ies while traveling back and forth between these places.
While light and shade are reversed several times, they
touch the various boundaries at which death is cast into

the continuity of life.
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Between Image and Landscape

Ryosuke Kondo [Art critic]

At first glance, [the central column] seemed as neat, as motionless, as a sculpture fashioned out of water.

Yet watching closely he could see a transparent ghost of movement moving upward from bottom to top.

The title of this exhibition, “Garden (Potsdam),” is overly
pregnant with meaning. Potsdam is of course a place of
historical significance, where Sanssouci Palace, an epitome of
the industrial revolution in Germany, and Cecilienhof Palace,
the site of the Potsdam Conference, are located. But there
was also a certain man from the Far East, in whose life Pots-
dam had a very special kind of meaning. Mr. Y., a member
of the Japanese national gymnastics team, visited Potsdam
when he participated in the 1936 Olympic Games in Berlin.
Carrying the expectations of a country that was inclined
toward nationalistic seclusion from the world, the young man
must have felt a mixture of anxiety and admiration for the
great power that he saw in the dignified palace and garden.
Within modern sports that emphasize individual skill,
gymnastics occupies a unique position. Gymnastics is based
on a disciplined routine regarding the way the athlete liter-
ally uses his or her body as an “instrument” — an anony-
mous, “docile body” devoted to the common purpose of the
group, rather than to its own interests. Therefore, in totali-
tarian countries, gymnastics has been regarded as an im-
portant type of sports, just like exercises of military training
or formation, for example.' At the time of the Berlin Olym-
pics, gymnastics events took place in outdoor arenas. In
contrast to today’s well-lit and air-conditioned gymnasiums,
the giant stadiums in which gymnastics were performed ad-
ditionally emphasized the relationship between the athlete
and the earth — the effect of gravity, or more precisely, the
fate of the human body that cannot escape its rule. In other
words, the gymnast’s body is restricted by two forces at the

same time: state power and gravity.
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— Yukio Mishima, “Fountains in the Rain” (1963)

Y.’s photo album includes a page that is titled “The
Landscape of Potsdam,” collecting six photographs taken
in the palace and garden of Sanssouci. Four of these photos
show fountains. Within the geometric layout of the gar-
den as a symbol of absolute imperial rule and authority,
fountains are beautiful displays of a constant fight against
gravity. Y. probably identified himself with the fountains
he saw in the garden. When he looked once again at the
photographs in his album after the war, his perspective
had somewhat cooled down, and his subsequent comments
unerringly grasped how the (photos of) the landscape of Pots-
dam were overwritten by the strong meanings and contexts
between the locations and the events that took place there.
Today, the imperial villas of former Prussian autocrats are
regarded as places that have shaped post-war Japan. Y.
assuredly perceived Potsdam as an imperial villa as well,
although back in 1936, he should have been able to look at
the landscape that stood right in front of him with a rather
open mind. It certainly is through Saori Miyake’s work that
these images are stripped of the meanings that are attached
to them, and their raw and original views are revealed.

Miyake does not choose the photographs she works
with based on such criteria as what they depict, who shot
them, or why, where and how they were made. The one
thing she is concerned with is the “painterly image” that is
latent in each of them. She assumes a position of complete
indifference about the past history or material quality of
the subject, as for her it is all about the superficial visual
effect — a bit like Instagram in a way. But these “painterly

images” are nonequivalent to what we consider “Insta-



grammable.” In contrast to the showy, clear and immediate
images that are floating around on social media, the images
that Miyake creates are largely obscure, and remain incom-
prehensible even after careful observation. Needless to say,
opacity is a principle of modern painting that shifts the
focus away from the painted object, and onto the material
quality of the work and the physical nature of the painting’s
subject. In this respect, the “painterly images” share the
same quality that defined the “picturesque” aesthetic cat-
egory that was established in England in the 18th century.

The expression “picturesque” is derived from the Ital-
ian term “pittoresco,” literally meaning “after the manner
of painters.” Dilettante Richard Payne Knight saw this
“manner” in the way the Baroque painters treated lines
and tints, and how they “blended and melted them together
with a playful and airy kind of lightness, and a sort of loose
and sketchy indistinctness not observable in the reality.”” Tn
other words, as opposed to the notion of reason, as pursued
by Renaissance artists, Baroque and picturesque paintings
reflect the aesthetic quality of motifs suited for dramatic
emotional expression. Different from “the beautiful” and
“the sublime” in terms of such objective and perfectly
obvious properties as scale or surface texture, however, the
ability to recognize and enjoy the picturesque is limited to
subjects from the privileged class who have acquired the
“painter’s eye” — literacy in 17th-century Italian “pictures.”
Picturesque landscape, just like gymnastics, rejects those
who do not follow a formulated model.

In the “painterly images,” opacity is certainly acknowl-
edged, but there is no privileged subject. As these images
were previously made by some unknown individual rather
than by the artist herself, their “subjects” — not only those
depicted but also those depicting — are obscured. But isn’t
photography supposed to be a medium that belongs to
unspecified duplicators and observers rather than to one
specific photographer, and therefore offers opportunities
of repeated interpretation and reinterpretation? Photo-
graphs processed using the negative-positive system, on the
presumption that they will be printed (reproduced), with the
photographer and the developing lab technician (duplicator)
not necessarily the same person, rarely communicate the
photographer’s personal experience to the viewing audience

directly, through physical characteristics, like paintings do.’

In the 1930s, when Y. took his photos, photography was
breaking out of the shell of “art photography (pictorialism)”
that was modeled — as an extension of the picturesque style
— after paintings, to develop a unique “new photography”
style influenced by German New Objectivity. Prior to the
popularization of the TV, large amounts of images had
come to be produced, replicated and consumed in the form
of bold displays of news photographs in pictorial magazines
and newspapers. When cameras became smaller, and were
produced domestically, the center of photography gradu-
ally shifted from a limited elite to the broader general
public. Y. was just one of many amateur photographers who
embodied this new kind of visual culture, and compared
to the constraints of eloquence typical of painters of the
picturesque, the gaze here is direct. In contrast to when
he performed as a gymnast, Y. was not restricted by any
predefined format in the moments he pressed the shutter.

In her hybridization process, Saori Miyake revives
the raw views that photographs by nature entertain. But
she does more than simply revive them. Not only do the
“painterly images,” which are generated by anachronisti-
cally “restoring” (other people’s) photographs into (her own)
paintings, eliminate the emotions and narratives of modern
painting, but they dismantle at once also the objectivity and
explicitness of digital photography, and ultimately question
the very conditions of the image in the present age. What
remains are images in a state before they became embed-
ded with the signified (signifi€), and that is exactly why they
encourage any viewer to look at them independently, as
countless views of what is at once one larger landscape.
Therefore, quite in contrast to the exhibition title, Miyake’s
works themselves lack meaning, and this is precisely the
point she makes when presenting us with the landscape
that Y. had (or had not) seen back in the day.

1—— At the Berlin Olympics, Germany won a total of six gold
medals in nine gymnastics events, while Japan suffered a crush-
ing defeat.

2—— Richard Payne Knight, An Analytical Inquiry into the Prin-
ciples of Taste, 2nd ed. (London: Payne, 1805), pp. 148-30.

3— “Vintage prints” that are traded at high prices these days
reflect a marketing strategy to add such “value of paintings” to

photographs.
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Painterly Images: Touched by the Hand of Saori Miyake

Tomoko Yabumae [Curator, Museum of Contemporary Art Tokyo]

Painting pictures is an activity that humans have been
engaging in since the very beginning of human history,
as if to bear testimony to the creative abilities that we
have been bestowed with. It is said that the habit of draw-
ing is closely related to the evolution of spatial percep-
tion. Accordingly, a painting is something that a human
being creates as an “object” based on the awareness of
the existence of things and people around, and different
from, him or herself. When Saori Miyake claims that
drawing means seeing, she defines the nature of it in
the relationship of the drawing subject with everything
and everyone around it. Miyake started her career in

art with drawings, but she chose to study printmaking
at university, which is probably because she had sensed
in such copying techniques the possibility to exceed the
limitations of the “I” as a subject. She later came across
the hybrid technique of the photogram, which combines
methods of drawing and photographing. In her early
works, Miyake used to translate her own paintings into
photographs, as a form of conversation of sorts with the
“other” inside herself. At some point, she then shifted to
a creative technique that involved depicting photos made
by other people, and subsequently developing the results
as photographs. This transition is something that report-
edly came about after the Great East Japan Earthquake,
as a product of Miyake’s consideration as to how she
could share other people’s experiences.

In recent years, she created a series of works that
focus on photos left behind by a certain gymnast who
participated in the 1936 Olympic Games in Berlin as
a member of the Japanese national team. The year
in which these spectacularly choreographed Olympic
Games were held and presented in the worldwide media,
was also when Walter Benjamin, keenly aware of the
fascist trends of the time, published ”The Work of Art in
the Age of Mechanical Reproduction.” The gymnast who
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took said photographs must have been objectivizing his
own life at the intersection with history, as he discovered
himself in pictures and movies documenting the Olympic
Games, and later revisited the shots in his own photo
album after the war, while continuing to travel and get in
direct touch with the world. His position is one point on
the curve that represents the media age and the trans-
formation that, according to Benjamin, it has brought

to human perception and self-recognition. Through the
process of her creative work — depicting photographs and
printing the results once again onto photographic paper
— Miyake attempts to reconsider and regenerate with
her own hands the domain of human individuality that
does not get swallowed up by the whole, translated into a
different format.

From a certain distance, here we share the photogra-
pher’s view of the palace garden during his visit to Pots-
dam in 1936. And it’s not simply a matter of time, of the
decades that have passed since. Through her work, Saori
Miyake lets us experience exactly that distance that is an
inherent aspect of media. On the other hand, within that
layer of accumulated time and space, we perceive the ap-
pearance of consistently preserved “images” —— which
Benjamin would probably have discussed in association
with “aura” as being singular and continuous at the same
time. When tracing the photographs, the “silhouettes”
captured by one Japanese person, Miyake’s hands touch
upon the endless amounts of images that we have been
sharing, while consciously remembering the origins of
painting. The works that she refers to as “painterly im-
ages” certainly offer various suggestions regarding the
human desire to capture moments in life as it slips by, or
regarding the question why we need and produce culture
and history in the first place. They display at once pos-
sibilities for the limited “I” to keep connecting to others,

beyond the boundaries of space and time.
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