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The Triangle

The Triangle is a space newly created for the reopening of the Kyoto City KYOCERA Museum of Art. It aims to nurture
emerging artists, especially those associated with Kyoto, and to provide opportunities for museum visitors to experience
contemporary art. In order to connect the artist, museum, and viewer in a triangle and deepen those connections, the space

hosts an eponymous series of special exhibitions and presents new artistic expression from Kyoto.
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Fig. 1 (layer of my labor_40 (PP band
on lumber)) 20124¢

Fig. 2 <<layer of my labor_122
(drawing, putty on stone)) 2021 4F
Photo: Koroda Takeru
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Fig. 1 layer of my labor_40 (PP band
on lumber) (2012)
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Fig. 2 layer of my labor_122 (drawing,

putty on stone) (2021).
Photo: Koroda Takeru

21

What Can We See in the Gaps
in the Sandwich?

Nozaki Masahiro
Curator, Kyoto City KYOCERA Museum of Art

Kano Shusuke works mainly with digital photography.
His practice involves an array of mediums and forms,
not only photographic prints but also sculpture,
moving image, and fabric printing. He employs the
likes of photography, offset printing, and other kinds
of printing—technologies that copy and reproduce the
world—to make visible the unreliability of “seeing”
that lurks within the process of human sight and is
intermittently revealed. We might say that the artist
has had fun with viewers regarding the uncertainty of
sensuous responses related to “seeing.”

This exhibition, Gaps in the Sandwich, centered on
new works from Pink Shadow,' the series pivotal to his
recent practice, and compression training,” a series that
Kano has created like daily sketches. In this short essay,
I would like to give a general outline of his practice with

a focus on photography.

Photography, Sculpture, Moving Image, Collage
Kano’s work intensively extracts and deals with layering
and its compression, with collage and framing’

—the principle elements of significance for contemporary
photography—and then defamiliarizes the conditions
of commonplace landscapes and things. By so doing,
the hierarchical structure of the layers is destabilized,
and the relationship between the viewer (subject) and
viewed (object) begins to unravel. And the multilayered,
nondeterministic state surrounding the act of seeing
then leaves the human sense of sight in limbo

and mesmerized.

In the snapshot-photography series specious
notion (2011-) and snap_ P (Housing Complex) (2021),
Kano detects unique compositions in the shapes and
arrangement of objects within ordinary landscapes,
and then extracts and shows landscapes that seemingly
dislocate fixed compositions through the framing of
the camera.

In the sculpture series layer of my labor (2011-)
(Figs. 1, 2)," Kano takes three-dimensional materials like
wood and stone, and duplicates an actual object in a way
that emphasizes the structure of the object and its
photograph, and then manipulatively intervenes.

Featuring a photograph of marble affixed to the surface
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Fig. 3 compression training_DSC5438
(2021)

of the very marble in the photograph, the exhibited work
made use of photographs by repeating a process of
adding putty to the marble, drawing on the
photographic print of the marble with paint marker,
rephotographing it, and printing the photograph. This
layering and compression evokes the time involved in the
titular labor.

In the Cool Breeze on the Rocks (2015-) series of
video works,” Kano pastes the image output that is a
snapshot photograph onto the window of a moving train,
and then uses a fixed camera to capture how the image
of the photograph and the landscape in the window that
forms the background to the snapshot change according
to the speed of the train. The landscape framed in the
window and the image in the middle of the window that
was framed as a rectangle are completely unrelated, yet
come to take on a relationship of moving ground and
motionless figure.

Kano’s collages, on the other hand, include a new
work created for this exhibition, compression training 2021
(2021). In one of pieces in the installation (Fig. 3),
irregularly shaped cutouts from a photograph of a
colored mirror resembling the body of a car seen
through a wire fence are pasted on top of a monochrome

photograph (in which figures stand against a sand-beach

backdrop) that forms the base. In the top right, round
cutouts from the monochrome photograph of the sand
are laid over the monochrome photograph (the ground),
emphasizing the layers. Their rotundity corresponds
to that of the outlines of the color-photograph cutouts,
making the figure-ground perceptual layering uncertain.
Like his photographic works, Kano’s collages are not
subordinate to narratological semantic structures, but
rather play sensuously with material and color, update
the figure-ground relationship that can, in principle, be

stacked infinitely, and shift the buildup of layers.

Pink Shadow

The Pink Shadow series is the project with which the
artist is currently most engaged. Having majored in
printmaking at university, Kano references the work of
contemporary print artist Ida Shoichi,® whose pioneering
post-1960s practice ushered in a new era for the medium,
in his awareness of both the front and back of a print,
and what lies in between.

In this series, photographs are taken of cords and
objects placed on a wooden panel, which are then
printed on photographic paper. Monotone images of
stripes and polka dots are silkscreened onto transparent

film, with which the back of the photographic paper is
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overlaid; this is all lit from behind and rephotographed
from the front. Doing so enables the viewer to perceive,
on the surface, the images on the transparent film now
reflected in the photographic paper. In the completed
print, the overlaid images reverse and the monotone
image underneath appears as the topmost layer. The
original printed surface copies the physical buildup of
the object, and forms a laminate base as a compressed
layer, over which the monotone images appear as a new
layer, making it uncertain which layer concealed in
which gap it is.

Moreover, by then pressure-mounting this
print onto the original wooden panel, there appears
an otherwise unknowable, markedly physical layer
compressed into the surface of the wood, effecting a
continuously fluctuating sense of perception in the
viewer regarding the surface and depth of the images in
front of them.

Through his self-professed desire to reach nota
simple buildup of layers, but rather “the muggy feeling
that lies at the back of a flat surface,” his works have
accomplished an immense qualitative shift. This
exhibition can be seen as an attempt to glimpse the gaps
that shouldn’t be there in a “sandwich” that, ordinarily,

is tightly packed with filling between slices of bread.

Conclusion

Contemporary photography breaks down the modern
self-definition that the photograph artificially achieved—
that is, a reproduction of the true reality of the world—
while weaving ideas and practices that once again
confront the nature of the photograph.

Kano’s stance when engaging with photography is a
thinking and practice that derives from such questions
of contemporary photography, but which we can perhaps
trace back to the influence of the landscape amid which
he was born and grew up, that of a giant public housing
complex in the suburbs of Osaka. The buildings were
once covered in temporary fencing for renovations and
the view from the apartment of a friend living in the
same complex that was ordinarily quite different seemed,
now covered by scaffolding and permeable fencing with
the vista in the background visible through the gaps, to
show the exact same landscape as could be seen from his
own apartment.® What the artist saw was, to be accurate,
surely what we should call structural similarity. Everyday
landscapes, the act of seeing, details and structure, the
recognition of incompatibility and similar shapes:
underlying Kano'’s way of seeing things is perhaps that
landscape of the Osaka suburbs.

By means of digital photography, Kano Shunsuke
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remains on the surface of the photographic print with its
purely total “truthfulness” while spending an immense
amount of time and effort doing things that seemingly
require great effort but produce nothing of useful value
in order to seek out the disclosure of the world, and its
disruption, through the act of seeing. By means of images
with a surfeit of only outer layers that are meticulous and
structural, yet ultimately meaningless, made by framing
and collage, and then layering and the compression

of those layers, instead of objective portrayal or of
narratological explanation or spurred reminiscence, he is

re-questioning the credence and doubt related to seeing.

Kano began the Pink Shadow series in 2018. This exhibition included

Pink Shadow_43-72 (pp. 8-10), Pink Shadow_73-74 (p. 11), and other works from
the series.

The name refers to both the series and the act akin to making daily sketches in which
the artist laminates cutouts of magazines and photographs onto A4-sized transparent
sheets without the express purpose of exhibiting them. This exhibition featured a new
work, compression training_2021 (pp. 4, 5, 16), enlarged and printed on fabric to fita
glass surface almost three meters tall.

Shimizu Minoru, for instance, describes collages, layering, framing, and Alfred
Stieglitz’s Equivalents as the most important reference points for contemporary digital
photography. Shimizu Minoru, On Digital Photography: Non-Identity of the Image,
Tokyo: University of Tokyo Press, 2020, p. 27.

The exhibition included the new marble work layer of my labor_120-123 (pp. 13, 14).
The exhibition included Cool Breeze on the Rocks_03 (Tango) (p. 6).

Ida Shoichi (1941-2006) was a print artist who made a significant mark on contem-
porary printmaking in Japan. Kano has credited the influence of

Ida’s Lotus Sutra series of works silkscreened on the front and back of thin paper.
Interview with the artist (July 2021).

Ibid.
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@ (Pink Shadow_43-72)
20214E | A v 2P xy bV b AWM
308 %65%52%2.5cm

@ Pink Shadow_43-72
2021 | Inkjet print, lumber
A set of 30 works 65 X 52 X 2.5 cm each

@/
7

{Pink Shadow_23) @) Pink Shadow_23
20204 | A v 2 ¥y b TV AM
113.5%91 X 1.8 cm

NN \\\\\
X

2020 | Inkjet print, lumber !
113.5%91 % 1.8 cm

3 (Pink Shadow_73)
20214E | A v oYy F YV b A

@) Pink Shadow_73
2021 | Inkjet print, lumber

=

50 X 40 X 2.5 cm 50 X 40 X 2.5 cm
@ (Pink Shadow_74) @ Pink Shadow_74
20214F | A v oY=y 7Y v b, A 2021 | Inkjet print, lumber
50 X 40 x 2.5 cm 50 X 40 X 2.5 cm
® ¥ Y —X [snap_P (Housing complex)] X9 (% from the series snap_P (Housing complex)
20214E | Av oYz b 7Y v b 2021 | Inkjet print
SHl %42.4%32.8cm 5 works 42.4 % 32.8 cm each
© (layer of my labor_120 (drawing, patty on stone)) © layer of my labor_120 (drawing, patty on stone)
20214E | A v oY=y 7Y v b OKEG 2021 | Inkjet print, marble
54.5 % 54X 2 cm 54.5%54 X2 cm
@ (layer of my labor_121 (drawing, patty on stone)) @ layer of my labor_121 (drawing, patty on stone)

20214 | fv oY zy b 7Y v b, KRB
42.7 X 54,1 X2 cm

<<1ayer of my labor_122 (drawing, patty on stone))
20214 | A v 7Yy b TV v b KA
35.7%x38%2cm

(layer of my labor_123 (drawing, patty on stone))
20214F | A v 7 Y=y b7 Y v b RE
29.8 x38.8x2cm

(i b v—=>7_2021)
20214E | A v 2 ¥ xzy b7 Y v b, Al
SHE A X%

@ {Cool Breeze On The Rocks_03 (Tango))

20214 | v F ¥ Y FAHDE T4
A XA, 275728%

2021 | Inkjet print, marble
42.7 X 54.1 X2 cm

) layer of my labor_122 (drawing, patty on stone)

2021 | Inkjet print, marble
35.7 %38 %2 cm

O layer of my labor_123 (drawing, patty on stone)

2021 | Inkjet print, marble
29.8 X 38.8 X2 cm

compression training 2021
2021 | Inkjet print, fabric

5 works Dimention variable

Cool Breeze On The Rocks_03 (Tango)

2021 | Single channel HD video
Dimention variable, 27min.28sec.
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[# D] Galerie Aube (#E)

[PATinKyoto FUHSRKI I V = > F— L 2016) HUEKHFEMIET i)
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Kano Shunsuke

1983 Born in Osaka Prefecture, Japan
2010 Graduated from Master Course at Kyoto Saga University of Arts (MFA)

Currently resides in Kyoto

Selected Solo Exhibitions

2011 WARP TUNNEL, Gallery PARC, Kyoto
2013 Baumbkchen and Flat Surfaces, Maki Fine Arts, Tokyo
2014 Fountain Mountain, Maki Fine Arts, Tokyo
Jenga and Fountain, shiseido gallery, Tokyo
2015 Cool Breeze On The Rocks, Maki Fine Arts, Tokyo
2016 Construction Cross Section, Maki Fine Arts, Tokyo
Floating Fountain, space_inframince, Osaka
2017 Riverside Time, MSC Gallery Doshisha Women’s College of Liberal Arts, Kyoto
2018 stone age in the woods, RC HOTEL KYOTO YASAKA, Kyoto
Pink Shadow, Maki Fine Arts, Tokyo
2019 Abandoned In Da Streetz, y gion, Kyoto
2020 Counter Program, Art-Space TARN, Nara
2021 Cascade and Barrier, Maki Fine Arts, Tokyo

compression training, clinic, Tokyo

Selected Group Exhibitions

2011 Canon: New Cosmos of Photography/ Tokyo, Tokyo Metropolitan Museum of Photography, Tokyo
Puzzle & Rumination, Social Kitchen, LABORATORY, Division, Kyoto
2012 The 15th Taro Okamoto Award for Contemporary Art, Taro Okamoto Museum of Art,

Kawasaki, Kanagawa
SHOWCASE#1 curated by minoru shimizu, eN arts, Kyoto
Puzzle & Rumination, island MEDIUM, NADIff window gallery, and JIKKA, Tokyo
KAGEUTSUSHI-Reflection, Transition, Infection, Kyoto City University of Arts Art Gallery
@KCUA, Kyoto
2013 :No subtitle, HAGIWARA PROJECTS, Tokyo
2014 eeny, meeny, miny, moe | red, eN arts, Kyoto
Phorography Will Be, Aichi Prefectural Museum of Art, Nagoya, Aichi
Kasetsu, Kyoto Seika University T-101, Kyoto
TOKYO 2020 BY JAPANESE PHOTOGRAPHERS #2, YellowKorner Paris Pompidou, Paris
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