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Greetings from the Artist

Tokihiro Sato

Professor, department of inter media art, Tokyo University of the Arts

Thank you for visiting my retirement exhibition. I studied sculpture at the Tokyo University of the Arts(Tokyo
Geijutsu Daigaku), where I discovered the beginnings of my career as an artist by coming into contact with the
contemporary art of my time, and I have continued my artistic activities by expanding my own possibilities through
contact with the world of photography.

At the same time, I have been active as a teacher. There is no contradiction in this, and I believe that I have been
in contact with students by thinking about my own production, and that I have illuminated myself like a mirror
through my contact with sensitive students.

I have spent a long time as a teacher, 13 years at the Centre for Photography since 1986 and 25 years since the
creation of the Department of Advanced Art Expression in 1999. When I held my retirement exhibition at the
Tokyo National University of Fine Arts and Music, I thought of two things. First, to look back at my own work and
think about new work. At the same time, to look back on my time as a teacher and what it meant to me to spend
time here.

Looking back, I feel that the time I spent with my students was the most important. It has been an incomparable
pleasure for me to face new projects and to pursue expression and enjoyment in various discussions.

I always wanted to make this retirement exhibition a show of new work. However, this has borne fruit not in the
form of new works by me personally, but in the creation of an entire exhibition space in collaboration with the
many students with whom I have come into contact. At the same time, I see it as the last and final fruit of my own
university project.

The exhibition ‘Intersecting Time’ aims to be a place where time spent with former students can intersect and
interweave in new ways. If the encounters and experiences with each student in the past are the vertical axis, the
new coexisting space in the museum’s exhibition space will be the horizontal axis. The newly created space will
emerge as a single landscape.

We hope that visitors to the exhibition will be able to feel the time we have spent together and the future that
lies ahead.

We would also like to thank the many alumni and current students who helped make this exhibition possible,
Hiroshi Nomura for his design work, Ryosuke Yuasa for his many suggestions and help with the spatial
composition, the Japan Arts Council, the Nomura Foundation, the Asahi Shimbun Cultural Foundation, the
Faculty of Fine Arts, the Mori no Kai for their valuable support, and the Mori no Kai, and Nikon Corporation and

Nikon Imaging for their sponsorship.
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About my Work

My artistic career began around the time I entered graduate
school in 1981. During my time as an undergraduate in sculpture, I
encountered the work of Richard Serra, which forced me to
develop a Copernican approach to my creative process, and I
became entranced by minimalist and conceptual expressions rather
than concrete representations. I primarily produced works using
iron, but gradually, and in contrast to Sera, I began to use thin iron
plates. From when I first started studying sculpture, I have always
felt the importance of the act of interacting with materials in the
context of the relationship between my own body, the material,
and the space. The first iron tunnel I made was made by welding
rods of rebar into units one by one and then assembling them, and
I became aware that this was similar to ants building a nest.
However, even though I continued to create and exhibit works, it
was an era where images were being resurrected. Figurative
sculptures and paintings were becoming popular again. I myself
began to think about more representative images and landscapes
while continuing to create my work. Then, when I asked myself
“Why do I create works?” I came to the very obvious conclusion:
“Because I am alive,” and from that time on I made a conscious
decision to focus on themes related to life. I had been interested in
photography since first entering University. I polished my skills by
documenting the climbing exhibitions of the mountaineering club,
and even working as a part-time photographer. After finishing
graduate school, I got a job at the Photography Center, and it
became an even more central part of my life. With a three-year

plan I created a series of photographic works. Using a wooden

8x%10 camera borrowed from a friend, I converted it into an
enlarger which allowed me to make large scale prints. I began
exhibiting these prints as projections on walls.

For me, photography was a vehicle that took me outside of the
confines of the studio. Up to that point I had always struggled with
my materials in a fixed place, but as photography became more
important to me, I began to go out more and more. You might say
the trips to the mountains from my student days had been replaced
with travel for the purpose of creating. In the beginning, much like
I had welded together iron rods one by one, I now recorded lines I
drew one by one with a penlight in the middle of the night. I found
it interesting that these images which were invisible to us except as
after-images on the retina could be documented only on
photographic film.

The locations expanded from within the bounds of the
University campus to outside it, and moved from night to day, and
I gradually became more aware of the meaning of scenery in
photographs. For photographing in the day I mastered the
technique of using a handheld mirror to reflect the light instead of
relying on artificial lights. This was during the bubble economy
when Tokyo was in a constant cycle of scrap and build, and the
term “jiage” (land speculation) was born. I developed an interest in
these cityscapes and aimed my camera at them with a critical eye.
Also at this time I had the chance to travel to Hokkaido where I
was shown around the ruins of the Yubari coal mines. There I saw a
place that had reached the end of its life, which was in stark

contrast to the shining new cityscape of Tokyo. I felt the contrast



of these two opposing momentums almost seemed to spark as they
rubbed against each other.

My beginnings in exhibiting my works coincided with the peak
and the collapse of the bubble economy. Although I was critical of
it, I was also interested in the chaotic power that was swirling
around at that time. As the era began to settle I spent some time
living abroad from 1993 to 1994. Immediately upon returning to
Japan I began an exhibition at Iwaki City Museum of Art, and my
work with the sea began, and my appreciation for life that came
from the sea deepened. When photographing the sea I moved
around while reflecting the sun with my handheld mirror, and I
was always at odds with the wind, the tides, the movement of the
sun, and the weather, but the meaning of this light was different
from that of the artificial light of the penlight. The light from the
penlight was merely a representation of my movements, and was
also sculptural. However, in a landscape where the light from the
mirror appeared it was an expression of my movements, but at the
same time, it was also reflecting a doppelganger of the sun. I began
to think about the meaning of nature on this planet. In 1994 I
visited the Outlook Tower in Edinburgh, Scotland, and I
experienced the camera obscura and was fascinated by it. After
that, focusing on the mechanisms behind photography, I expanded
into pinhole photography and the camera obscura in my works.
Then with the Bangladesh Biennale and the Havana Biennale I
began to exhibit abroad more widely. In 1999 the Department of
Intermedia Art was established. Up until that point I had basically

worked alone, but as I connected with students, I began thinking

in a new direction about working alongside others in projects.
Personally I wanted to convey to other people the deep excitement
I felt when looking at the inverted image on the ground glass of an
8x10 camera, or the viewing of the cityscape of Edinburgh
through the camera obscura of Outlook Tower. In this digital age
there are few opportunities to have such a primal experience with
light, and with little understanding of the principles of it one can
make a photographic image by merely pushing a button on a
smartphone. It’s because we are in such an age that I want people to
experience the actual mechanism and its ovcrwhelming bcauty. 1
continue to work on projects converting architectural spaces or
vehicles into camera obscura without tire for the very reason that
we are in an age where we are moving further away from such
primal life, and I feel the necessity of conveying these experiences.
And so what will I do from now? What do [ want to do? I want to
continue to develop the Magic Lantern series that I did at the
Hachinohe Art Museum in 2022. I will also start working on new
camera obscura and camera lucida works. But first of all, I want to
organize my studio and make a space that will allow me to come up
with ideas different from those I had in university, and I think I

will start by sorting out how far I have come.

Tokihiro Sato

Professor, department of Intermedia Art, Tokyo University of the Arts
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Biography

Tokihiro Sato

1957
1981-83
1986-98

1993-94
1999-

2015

Born in Yamagata Prefecture

Tokyo University of The Arts (BFA in sculpture in '81, and MFA in '83)
Assistant professor, Photography Center, Department of Fine Arts,
Tokyo National University of Fine Arts and Music

The Cultural Agency Overseas Researcher Grant, stayed in London
Associate professor, Department of Inter Media Art, Tokyo University of
the Arts

65th Art Encouragement Award by the Minister of Education, Culture, Sports,
Science and Technology

31th The Higashikawa Awards, The domestic photograper Award

2010-2025 Professor.Department of Inter Media Art, Tokyo University of the Arts

ONE-PERSON EXHIBITION

2022
2021
2019

2017
2015

2014
2010

2008
2007

2006
2005

2004

2003

2002
2001
2000
1999

1998
1997
1996

1995

1993

1992

1991

1989
1988
1987
1986
1984
1983
1982

Tokihiro Sato, Hachinohe Magic Lantern, Hachinohe Art Museum, Japan
Tokihiro Sato, Reflections, Micheko Gallery. Munich, Germany
Tokihiro Sato, Fujifilm Square, Tokyo, Japan

Tokihiro Sato, Piet Hein Eek Art Gallery, Eindhoven, The Netherlands
Tokihiro Sato, Micheko Gallery, Munich, Germany

Tokihiro Sato, Piet Hein Eek Art Gallery, Eindhoven, The Netherlands
Sato Tokihiro, Tsuruoka Art Forum Gallery, Tsuruoka, Japan
Presence or Absence: Tokyo Photographic Art Museum, Japan
Presence or Absence: The Photographs of Tokihiro Sato, Frist Center
for the VisualArts, Nashville, Tennessee

Trees, Leslie Tonkonow Artworks + Projects, New York

Trees, Haines Gallery, San Francisco

Fukushima City Museum of Photography, Japan

Haines Gallery, San Francisco

Gallery Raku, Kyoto, Japan

Tai Gallery, Santa Fe, New Mexico

Leslie Tonkonow Artworks + Projects, New York

The Art Institute of Chicago

Haines Gallery, San Francisco

Gallery Gan, Tokyo,

The Museum of Modern Art, Saitama, Japan

Camera Obscura Project, Yamaguchi Center for Arts and Media, Japan
Cleveland Museum of Art

Leslie Tonkonow Artworks + Projects, New York

Hamada Children’s Museum of Art, Japan

Gallery Gan, Tokyo

Leslie Tonkonow Artworks + Projects, New York

The Museum of Modern Art, Saitama, Japan (two-person show)
Asian Art Biennale, Bangladesh (two-person show)

Sakata City Museum of Art, Yamagata, Japan

Gallery Gan, Tokyo

Leslie Tonkonow Artworks + Projects, New York

Gallery Gan, Tokyo

Gallery Gan, Tokyo

Gallery Natsuka, Tokyo

Gallery Lunami, Tokyo

Gallery Nikko, Tokyo

Gallery Surge, Tokyo

Jacobins Museum of Fine Art, Agen, France

Spiral Garden, Tokyo

Gallery Hosomi, Tokyo

Gallery Moris, Tokyo

Gallery Valentine, Nagano

Gallery Temporary Space #022, Sapporo

Gallery Lunami, Tokyo

Gallery Surge, Tokyo

E'Space, Tokyo

Gallery Lunami, Tokyo

Gallery Lunami, Tokyo

Gallery Maki, Tokyo

Gallery Parergon I, Tokyo

Gallery Tamura, Tokyo

Gallery Lunami, Tokyo

Gallery Tokiwa, Tokyo

University Hall Gallery, Tokyo National University of Fine Arts and
Music, Tokyo

G Art Gallery, Tokyo

GROUP EXHIBITIONS

2024

2024

2022

2021
2020
2017

2016

2015

Tokihiro Sato, Intersecting Time, The University Art Museum, Tokyo University
of the Arts, Japan

Echoes of the Post-image Generation International Contemporary Art
Exhibition in Cixi City Shanglin Art Museum

Light as Medium, Tokyo Photographic Art Museum, Japan
Multi-Prismatic Mutual Views: International Invitational Exhibition of
Contemporary Art. Macao Museum of Art

TOKYO ART & PHOTOGRAPHY Ashmolean Museum Oxford

Time Flows: Reflections by 5Artists, Hara Museum, Tokyo, Japan
Mercedes-Benz ART SCOPE, Hara Museum, Tokyo, Japan

The Summer show, Fondazione Fotografia Modena

Into the Woods: Trees in Photography Victoria & Albert Museum.London,
UK

Shared Space: A New Era, Photographs from the Bank of America
Collection, McColl Center, Charlotte, NC

Lux: The Radiant Sea, Yancey Richardson Gallery, New York

The Photograph; What You See & What You Don't 2, The University Art
Museum, Tokyo University of the Arts, Japan

Sight-Seeing .Combaz7 Switzerland

Dislocation/Urban Experience: Contemporary Photographs from East
Asia, Smith College Museum of Art, Northampton, MA
Exhibition of the 31st Higashikawa Award Winners, Higashikawa Bunka
Gallery, Hokkaido, Japan

Time Present — Photography from the Deutsche Bank Collection, Hara

Museum, Tokyo. Japan

2014

2013

2012

2008

2007

2006

2005

2004
2003

2002

2001

Goethe’'s Chamber, Haines Gallery, San Francisco, CA

Time Present — Photography from the Deutsche Bank Collection,

National Gallery of Modern Art, Mumbai

Time Present — Photography from the Deutsche Bank Collection,

Singapore Art Museum

The Aesthetics of Photography — Five Elements, Tokyo Photographic Art
Museum, Japan

Still Action! 1708 Gallery, Richmond., Virginia

Tamamono: From the Collection of The Museum of Modern Art,

Saitama, The Museum of Modern Art, Saitama, Japan

Recent Acquisitions: Photography. Norton Museum of Art, West Palm
Beach, Florida

Intertextuality of Light, East Asia Contemporary, Shanghai

Summer Camp for Sculpture, Museum of Art Mercian Karuizawa Nagano,
Japan

Ogaki Biennial, Ogaki Gifu, Japan

Plastic Time Contemporary Art Exhibition, Jing Art Gallery, Shanghai
Japan Caught by Camera, Shanghai Art Museum

Landscape & Memory Il, Haines Gallery, San Francisco

The Photograph; What You See & What You Don't, The University Art
Museum, Tokyo University of the Arts, Japan

Toride Art Project, Toride City Ibaraki

Out of Body, Deutsche Bank Art, Level B Gallery, New York

epSITE Retrospective 1998-2006, Epson Imaging Gallery Epsite,

Tokyo, Japan

Blind Date Seligenstadt: New Acquisitions to the Deutsche Bank

Collection, Art Forum,

Seligenstadt, Germany

Framing Exposure: Process and Politics, Institute of Contemporary Art,
Philadelphia

Sightseeing Bus Camera Project, Ginza, Tokyo, Japan

The Art of Breathing in the World: Art and Respiration, Kawamura Memorial
Museum of Art Sakura City, Chiba, Japan

Pairs, Groups, and Grids, L_eslie Tonkonow Artworks + Projects, New York
Temporalscape, Haines Gallery, San Francisco

The Imaginary City “Metamorphosis” Hiroshima, Hiroshima City University
The History of Japanese Photography, The Museum of Fine Arts, Houston;
The Cleveland Museum of Art

Staging Reality. Photography from the West Collection, The University of
the Arts, Philadelphia

Regarding Landscape, Museum of Contemporary Canadian Art, Toronto;
Bronfman Centre for the Arts, Montreal

Cyclical Art Site - Contemporary Art Exhibition in Oita 2002, Oita Art
Museum, Oita, Japan

Ellipsis, Leslie Tonkonow Artworks + Projects, New York



2000

1999

1998

1997

1996

1995

1994

1993

1992

1991

Luminous, Bellevue Art Museum, Bellevue, Washington
Techno-Landscape, NTT Inter Communication Center, Tokyo
VIBRATION: Expressive Power of Sculpture, Utsunomiya Museum of Art,
Tochigi, Japan

G. Gibson Gallery, Seattle

City of Lights: Art Walk, Comité Colbert, New York

Group show, Leslie Tonkonow Artworks + Projects, New York
On Site: Contemporary Photography of Place, Center for Curatorial Studies,
Bard College. Annandale-on-Hudson, N.Y.

Echigo-Tsumari Art Triennial 2000, Niigata, Japan

Full Exposure, The New Jersey Center for the Visual Arts, Summit, New
Jersey

Blind Spot 12, Robert Mann Gallery, New York

The Big Picture: Large Format Photography. Middlebury College
Museum of Art, Middlebury, Vermont

Breathing Landscapes, Museum of Modern Art, Saitama, Japan

The 9th Bangladesh Asian Art Biennial, Bangladesh

Attack/Damage, Itabashi Art Museum, Tokyo, Japan

Japan-Brazil International Tour Exhibition 98/99, toured Rio de Janeiro
and five cities in Brazil

Catherine Opie, Richard Rothman and Tokihiro Sato, Leubsdorf Gallery,
Hunter College, New York

Photography and Beyond in Japan, the Contemporary Art Museum,
Honolulu

The 6th Havana Biennial, Cuba

Ways of (Re)Production, Hara Museum ARC, Gunma

Photography and Beyond in Japan, Los Angeles County Museum of Art;
the Corcoran Gallery of Art, Washington, D.C.;

Denver Art Museum

Liquid Crystal Futures, Neue Gesellschaft fur Bildende Kunst, Berlin;
Goteborg Kunsthall, Sweden; Muscarnok Palace of

Exhibitions, Budapest

Requiem — Koji Enokura and 33 Artists, Saito Memorial Kawaguchi
Museum of Contemporary Art, Saitama, Japan

Twelve Environments — Japan-Netherlands Contemporary Art Exchange
Exhibition, Former Schoolhouse of Akasaka

Elementary School, Tokyo

Playback and Memory, Dojunkai-Daikanyama Apartment, Tokyo
Gazing into the Light — Tokihiro Sato + Shigenobu Yoshida, Iwaki City
Art Museum, Fukushima, Japan

Photography and Beyond in Japan, Museo de Arte Contemporaneo
Internacional Rufino Tamayo. Mexico City;

Vancouver Art Gallery

After Hiroshima — Message from Contemporary Art, Hiroshima City
Museum of Contemporary Art

Haizuka Earth Works Project, Hiroshima, Japan

NowHere, Het Aporo House, Holland

Nostalgia for Future — Contemporary Art of Yamagata, Yamagata Museum
of Art

Open — Air Exhibition — Passage of the Wind, Omiya

Liquid Crystal Futures, Spiral Garden, Tokyo

Photography and Beyond in Japan, Hara Museum of Contemporary Art,
Tokyo

Liquid Crystal Futures, The Fruitmarket Gallery, Edinburgh;
Charlottenborg, Copenhagen

Visualization in the End of the Twentieth Century, The Museum of
Modern Art, Saitama, Japan

Time/Art ‘Time’ is Expressed in the 20th Century Art, The Museum of
Modern Art, Shiga, Japan

00 Collaboration, Sagacho Exhibit Space, Tokyo

Art Scope '93, Mercedes-Benz, Japan

1st Asia-Pacific Triennial of Contemporary Art, Queensland Art Gallery,
Brisbane

1st Transart Annual Painting/Crossing, Bellini Hill Yokohama Galleria,
Yokohama, Japan

Okabe e Sato a Roma 1991, Gallery Lunami, Tokyo

Japanese Contemporary Photographs, Walker Hill Art Center, Seoul,
South Korea

The Echoes Lights, Gallery Ai, Tokyo

Compound of the Maniera, Machida City Museum of Graphic Arts,
Tokyo

Simultaneita, Museo di Roma Palazzo Braschi. Rome

1990

1989

1988

1981

Photographic Narration II, Tokyo National University of Fine Arts and
Music, Tokyo

Line in Contemporary Art - The Destination of Eyes and Hands, The Museum
of Modern Art, Saitama, Japan

Okabe e Sato a Roma 1991 Gallery Temporary Space #012, Sapporo,
Japan,

The 10th Parallelism in Art Exhibition, Ohara Center, Tokyo

Make-Believe, The Photographers’ Gallery, London

New Space of Photography. \Wroclaw, Poland

20 Promising Photographers Vol. 2, Parco Gallery, Tokyo

Australia x Japan Joint Exhibition, Gallery Lunami, Tokyo

Hiroshi Yamazaki x Tokihiro Sato Two Men Exhibition, Gallery Hosomi,
Tokyo

The 18th International Art Exhibition Japan, Tokyo Metropolitan Art Museum
International Photograph Festival in Higashikawa, Higashikawa,

Hokkaido, Japan

Japanese Contemporary Exhibition, Tokyo Metropolitan Museum of
Photography. Pavillon des Arts, Paris

Pusan Biennial 5th, Pusan, South Korea

The Imprinted Ideas, Tochigi Prefectural Museum of Fine Art, Utsunomiya,
Japan

The Echoes Lights, Gallery Ai, Tokyo

Japan Professional Photographers Society Exhibition, Tokyo Metropolitan
Art Museum

Lunami Selection ‘89, Gallery Lunami, Tokyo

Summer Festival ‘89 in Hakushu, (‘90, ‘91, ‘92), Yamanashi, Japan

Window of Marginal Arts, Entetsu Department Store, Hamamatsu, Japan
Because, Gallery Surge, Tokyo

The 151st Year of Photography, Heineken Village, Tokyo

Photographic Narration, Tokyo National University of Fine Arts and Music,
Tokyo

15 Contemporary Photographic Expressions, Tama Art University, Tokyo
The 15th Contemporary Art Exhibition of Japan, Tokyo Metropolitan Art
Museum

L1O



4]

SN

steagx J01d[nog AN

i r L
.1'.:;"'-?

b
il
I

g

8T Rt A o & 1= S = - = Dl gy 1N 2 L .1'1I- e
LT i e f M e g e Rl L e T

UENO’81 19814
B\ 7 v H—  ERBEN ISR B

ER & LCOMhE Y O, $k0F b o ARSI EEICE» VTR~ 2l Early in my career as an artist, [ was drawn to the softness and plasticity of
VERIEDIB U Tco [TEEE 2 L AEHIEL AT WE A b ARVDORZHR L,  steel, and experimented with various creations. But, later I got stuck and I
FNEEGOMHEX 2 |87 & St i 2RS4 % 3 ¢ & EdyE  asked myself why I needed to create. I realized that it was my motivation
BERREDT —< & Lo BB b % o< 3 X 5 kil ysR o live. Since then, life and the meaning of life have been my underlying

L7 themes. During this time, I was creating over and over again as if I were an
o
ant building a nest.
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C#3 19874

Photography had always been with me and was a hobby that I was
passionate about. One day I experimented with recording my movements in
long exposures and found that it captured my excessive movements in just
the right balance, while elegantly erasing the unnecessary parts. Since then,
I have been fascinated by the nature of photography. And photography was
the vehicle that took me out of the studio.
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L7co BIFIBITERE O E ) obEc, AR EHIE Y & HHCH &
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#138 Koto-ku Aomi 19914
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ATEL DB TAL R B A NEZ 5 o 2R 2T 50 F4
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Photography is the medium of light. Light x time fixes the image on the
photosensitive material. I was fascinated by this mechanism, but I was also
interested in the meaning of the places being captured. When I started
making art works, Japan was in the midst of the bubble economy, and the
whole country was exposed to a wave of scrap and build. I was working on
the theme of the changing city of Tokyo. At the same time, when I looked at
the realities of the countryside, the contrast between brand-new cities and
abandoned landscapes offered me images of luminescence.

Around 1990, the Manseibashi area of Akihabara was being redeveloped.
I immediately made a work there. It was the beginning of the era of the
pedestrian paradise, where you could freely walk down Chuo Street on

#123 Koto-ku Aomi 19914

Sundays. Meanwhile, I had the opportunity to visit Hokkaido and was
shown around Yubari. Since childhood, I had known about the tragic coal
mining accidents, but seeing the abandoned mine and the buildings and
other structures in ruins, I had a sense of the passing of time and of the light
given off as it brushed by.

Now, we are in a prolonged period of stagnation following the collapse of
the bubble economy. It has long been called the "lost decades,’ and when I
look back, that era comes into view. I have never created my works with the
intention of documenting, yet I keenly feel that photography is, inevitably,
a medium of record.
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Now known as a financially bankrupt town, Yubari in 1992—when I
visited—was still home to massive amusement facilities and kitsch tourist
attractions built under the lingering influence of the bubble economy.
These projects would later become one of the causes of its economic
collapse. Below is an excerpt from my production notes at the time.

(Notes, 1992)Yubari, too, is a town swept along by the currents of time.
The transition from the weighty presence of coal to the kitsch of the Melon
Castle seems to speak endlessly of modern Japan itself. The once-vibrant
history of coal is being almost entirely erased, surviving only in the name of
a few amusement facilities. Of course, I am nothing more than a traveler;
I cannot pretend to understand the full depth of the feelings of those who
live there. Yet, by looking at Yubari, I cannot help but turn my gaze toward
the Japan of the 1990s—the place where I live and the times I inhabit—

#156 Mayachi 19924

and, ultimately, toward myself.

My work always begins by selecting a subject. I extend my hand toward
it and make contact. By moving through the space with light in hand, I
transform that space, fixing the entirety of this process onto film. Through
this act, I create a realm that cannot be perceived through any medium
other than photography.

The subjects I choose are sometimes objects of admiration and, at other
times, objects of critique. Yet, they are never fixed to a single meaning. This
is because I am neither an aesthete nor interested in simple social criticism
or careless mockery. What matters is not to decide whether something is
black or white, but to examine the gradations between them—to explore
the in-between spaces where relationships between things emerge.
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#333 Yura 19984F

My interest in the stagnation of the city after that crazed economic boom
receded gradually. With the birth of my son, I found my imagination
regarding life was satisfied by focusing on the seas that surround Japan and
the mystery of unbroken evolution. My exploration began with the sea in
Iwaki, inspired by the work I created for an exhibition at the Iwaki City Art
Museum, and eventually expanded across the entire country.
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Long ago, the Japanese Archipelago was directly linked to the Eurasian
continent. Our ancestors, it is said, reached here at the end of long journeys.
Beech trees also came from the main land. They are a direct relic of that
connection to the mainland. With that in mind, there is no limit to the
things we can imagine about them. It occurs to me that the forest of
broadleaf trees now growing here trap deep stores of water.

The sounds one hears when alone in the forest are the sounds of the
leaves rusting, branches creaking, and occasionally the cries of birds or other
animals. Giving free rein to my imagination, I feel that I can understand
what inspired people of the distant past to worship things that exceed the
boundaries of human knowledge.
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It’s always a thrill to set out for a new place. What kind of place will ie be,
and what kind of encounters does it promise? On the way in from the
airport the first thing I noticed was a street full of potholes and ramshackle
cars right out of the 1950s of American Graffiti. The city reeks of exhaust
fumes and the buildings are in abysmal condition. But there isn’t hint of
darkness in the people’s faces. A bright salsa rhythm makes itself heard from
out of nowhere, and people start to dance. This is when I know I'm in a
Latin country.

Taking a walk around the city one finds scattered here and there
architecture and landscapes which fell the complex story of this country’s
history of little more than 400 years. It is not a happy history, and the entire
city seems like a museum of the changing times. I am only a temporary
tourist. No matter how much knowledge I acquire I cannot possibly
penetrate the hearts of the Cuban people. But it is possible for me to think
of the history of Habana in terms of universal human experience and
translate it into my own. This is why I create my works abroad.

In my entry to the Habana Biennale I chose to use the patios of a building
of Cuba’s Colonial period to exhibit my works. Placing one work in
between each pair of columns I chose three works for each patio for a total
of twelve. In the central space I installed moderate tree-filled landscapes and

Plaza Vieja 19974 /20244

then placed historical and monumental scenes on either side, paying due
attention to the spatiality of the site of the photographs. I tried to keep the
order chronological, but because the exhibition was held in a veranda facing
the patio, there was a sense of continuity with neither beginning nor end.

Walking around Habana I use the sunlight reflected off a mirror to
record images. It is like the historical memory of Habana merging with the
personal memories of one who traceeam of light fixed in the film. My body
has disappeared, but by being replaced with light it has gained access to the
universal. It has become an entity with no form. But for me, this is precisely
what sets it free to frolic people’s imagination.(1997)

In 2024, I was invited to the 25th Havana Bicnnial and once again set
foot in Havana. I had decided from the beginning to focus my work on
capturing comparison shots with the locations I photographed 27 years
ago. Plaza Vieja, which was under construction at the time, had been
beautifully restored, and changes in the currency system made a significant
difference for travelers. However, the cityscape of Havana had remained
fundamentally unchanged. For me, the most striking difference was that the
rthythm of salsa had shifted to rap.
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Sometimes I think, “I want to photograph this spot,” But when L pick up
my camera, peer through the viewfinder, and press the shutter, something
seems to slip away. The world captured in that rectangular frame does
not measure up to my expectations. What I am after is not a rectangular
fragment but the atmosphere of a place. Perhaps what I really want to do is
capture and take home the place itself.

With pinhole photography, the question is less what I am trying to
photograph than waiting for the results. Here, the framework for the
photographic image is shaped by a mechanism that takes precedence over

From and To 20054

individual will. This is not a defect but rather a source of unique potential.

I set up my camera equipment as if I was preparing to sow seeds. The
light passing through the pinhole portrays the world in its entirely, equally
and with accurate single-point perspective. Without the handy mechanism
of the viewfinder, I can only imagine the angle that will be captured. The
act that gives rise to the image and the world depicted by the light pouring
through the pinhole are means of harvesting the light, enabling me to
transcend the impulse to photograph a given spot.
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In these triptych works, I photographed scenes and fragments of daily
life I encountered during my stay in Europe, illuminating them both
metaphorically and literally with my own light. Using long exposure
photography, I moved through the landscape while reflecting sunlight with
mirrors and tracing light over everyday objects with a small flashlight. By
integrating subjects from different phases through the two-dimensional
medium of photography, I sought to place them on the same plane. The fall
of the Berlin Wall in 1989 and the establishment of the European Union, in
particular, evoked a sense of hope as we approached the 21st century.
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The decisive reason for my immersion in photography was seeing an
inverted image in the ground glass of an 8x10 camera. Later, I had the
opportunity to see the camera obscura at the Outlook Tower in Edinburgh,
Scotland, which helped me understand the historical relationship between
images and photography. Since the beginning of my career, I have continued
to work with the camera obscura alongside my print work. My interest in
this physical world of images, where light becomes image, has not waned,
and I continue to make experiential devices to convey this excitement to
others. The works in this room represent two recent series. One is a series

Sakura on Sakura #7 20184

of photographs taken using the structure of a camera lucida, a drawing aid
for bright rather than dark rooms; the other is a series using a magic lantern,
whose structure is the opposite of that of a camera, emitting light from the
dark to create an image. The Camera Lucida series is a group of photographs
taken by superimposing blooming petals on scattered cherry blossoms on
the ground, while The Magic Lantern series is an attempt to create new
landscapes by layering landscapes through projection. Both were presented
at the Hachinohe Art Museum in 2022.
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In the digital age, it has become increasingly difficult to experience the basic
principles of light, such as the pinhole effect where light forms an image.
To allow anyone to easily and enjoyably engage with this phenomenon, I
developed the “Rear Car Camera” This device provides an interactive space
where users can understand how a camera works and, by moving it, also
enjoy the experience as a moving image. I have conducted projects allowing
people to experience this device in various locations.
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Brought Forth by Photographic Apparatus: Art Projects and Photography

Tadasu Fujii
Professor, Tokyo Zokei University

The Turning Point of 1999

“Missives from the Art Vanguard!” published by Iwanami
Shoten, and edited by the Department of Intermedia Art" at Tokyo
University of the Arts, was released in 2003. As the department
had been established in 1999, this was the year of its first “crop” of
graduating students. In Chapter 5 of the book, “Process and
Project’, Tohikhiro Sato contributed the essay “Projecting into the
Unknown” covering his “Wandering Camera Project” which he
had begun in the year 2000.

This “Wandering Camera” was an enormous camera which was
towed by car and taken to various locations in both Japan and
Korea, and through sharing the experience of the principles of the
camera, was used to communicate with the peoples of each locale.
The camera was so large that to use it one had to enter the camera
itself, whereas in typical photography the photographer remains
outside the camera and observes their subject with a sense of
separation. However, in this project it was impossible to maintain
this separation. This inability to maintain a transcendental
viewpoint is probably why this piece was called a “project” rather
than a “work”.

From this period on, Sato began working on various projects
which paralleled this concept. The year 2000 saw the “Rickshaw
Camera Project” which used Bangladeshi Rickshaws, and in 2011
the “Rear Camera Project” which inherited the same format was
introduced. From 2004 the “Sightseeing Bus Camera’, utilising
entire tour buses as a camera, was begun. Sato also first began to
unify principles of architecture and the camera in 1995 with the
“Haizuka Earthworks Project; but it was at an exhibition at the
Museum of Modern Art, Saitama in 1999 where he began to delve
more deeply into the subject. Following up from all this “Trechouse
Camera” was created in 2010. But why does Sato use these large
cameras for his projects? This usage of the principles of the camera
springs naturally from Sato’s photographic work which he began in

the late 1980s (incidentally, Sato began serving as an assistant in

the Tokyo National University of the Arts Center for Photography
starting in 1986.) But why get inside the camera itself? In truth,
this could be said to be connected with this previous employment.
These photographs created by long exposures are scenes that can
only exist within the camera. You might say that Sato’s

consciousness has been inside the camera from the start.
The Light of Iron Welding and The Light of Photography

Sato’s most paradigmatic series “Phoro-Respiration” is a series of
long exposure photographs which capture the light trails of his
physical movements. Images taken at night were created by using a
penlight, and the ones during the day were used by using a compact
mirror to reflect the rays of the sun, but in neither of them do we
actually see Sato himself and his actual physical movement. This
apparent absence of a physical body makes them appear almost as
landscapes, but in reality, the human presence is animportant
element.

It can be said that this duality of landscape and body has
descended from the art of the 1970s. The “photographs of artists”
from that era can be roughly divided into “observation,” the act of
observing as a substitute for creation, and “documenting” of
physical actions (performance) as a substitute for creation, with the
former connecting to the landscape characteristics of Sato’s
photographs and the latter to its human characteristics. In the
1980s, the emphasis shifted more to the complex nature of art, and
we can place “Photo-Respiration” within the movement of this time.

However, Sato’s starting point was not originally photography.
At first, he worked on sculptures made from welded iron, then
replaced the iron with light and fixed it in the form of a
photograph. In what sense was this transformation possible? As
one can clearly see from his “Sculpture Prototype”, a work from his
student days that is on display in this exhibition, in Sato’s
sculptures the main focus is placed on welding rather than on
constructing the iron material. Welding is, in its essential form, just

a technique for joining metals together, but Sato sees a meaning in



it that goes beyond that. The light produced by welding is so
strong that one cannot look directly at it. If we regard Sato’s
sculptures as the remaining traces of such light, then we can also
understand the connection to the traces of light within his
photographs. Though sculpture and photography are very
different forms, the consistency of expression here can be
understood. In his further art projects his use of welding would be
revived. For example, the Wandering Camera was manufactured
out of aluminum that Sato welded himself. During the same
period, the “Gleaning Light” involved another camera that Sato
made by hand, and here and elsewhere he used his wclding skills.
While these instances of welding were more closely in tune with its
original purpose of joining materials together, they nonetheless

represent a continuation of those early welded iron sculptures.
The Inversion Between the Inside and the Outside of the Camera

Among the works exhibited at this exhibition, one of the
newest is the series “Magic Lantern” which was first exhibited at
the Hachinohe Museum of Art in 2022. Using a projector to
project images which were photographed at night, one might say
that this series was born from the idea of inverting the principle of a
camera obscura. This principle of the camera obscura is that when a
pinhole is opened into a light-tight box, the light which enters
from the outside through this aperture forms an inverted image of
the outside world inside the box. By contrast, in “Magic Lantern”,
the light from within the box is allowed to escape to the outside
world. If you pay close attention to the placement of the light
source and the placcmcnt of the projccted image in this work, you
can see that they are in a contrasting relationship to each other.
Namely, the inside and the outside of the camera have been
inverted. So what brought about this inversion? One reason might
be the COVID-19 Pandemic. During this time even the act of
going outside meant a kind of liberation. But it would be remiss to
try and find all the reasons there. In fact, this work was begun in

2019, and while the pandemic might have accelerated it’s progress,

it cannot be considered the sole impetus for the work. It is more
probable that it began as an art project that mainly looked to
connect with the outside world. In truth, we must consider that
“Photo-Respiration” is also a work which was photographed both
during the day and at night, and for Sato these positions of both
light and dark can be regarded as interchangeable. When this
inversion of the inside and the outside occurs, the screen for the
projected image becomes important in itself. In “Magic Lantern”
the concrete foundation of a harbor, the walls of a factory, the
surface of the sea, and the rocks along the coast are used as a screen.
When Sato creates an image within a camera, whether it is
something prefabricated or handmade, he is using something that
he himself has prepared beforehand, but when creating the image
outside the camera, he does not utilize such things. This use of pre-
existing objects (which you might call a variation of “between man
and matter”) occurs in “Wandering Camera 2” (from 2013
onwards) where he projects the images of the coast onto the sand at
his feet, or in “Sakura on Sakura” (2018) which superimposes
images of cherry trees upon fallen cherry petals on the ground, and
“Magic Lantern” is a continuation of this. Since 1999, Sato has
been carrying out both art projects involving large numbers of
people and also solo photographic works. The former is based in
comprehensive thinking, and the latter based on reductive
thinking, but it can be said that both of these approaches have been
with Sato since the start. Both his projects and his photography
represent a complex approach to using the act of observation, and

the act of physicality as a substitute in the act of creation.

1 Translator’s Note: The official title for the [Fcif=fli5I7#l | is The Department of Intermedia
Art. However, it is important to note that the first part of the name [ 4t 35 4i | can be more
accurately translated as “the Leading Edge of Art” or “Cutting Edge Art” - or in this case as the
“Art Vanguard” in the title of the book.
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The Photography of Shared Light

Takayuki Hayashi

art critique / professor, department of aesthetics and art history,
Tokyo University of the Arts

Sunlight, nightscapes, or a single ray beaming down through the
clouds. We are attracted to various forms of light in various
individual ways. Tokihiro Sato’s oeuvre of works use photography,
which comes from light (photo) and to draw (graphy), but rather
than simply capturing an image, becomes a method for directly
handling the light itself.

The first of Sato’s works to attract attention were his
photographs recording the traces of light created in the air by
penlights or handheld mirrors. From there the focus of his work
shifted to old optical device such as the camera obscura (latin for
“dark chamber” from which the word camera originated) and its
potential mobility, projecting with magic lanterns, and the
presentation of images by “camera lucida’, which means “light
chamber”. However, throughout all of these, the mechanism
remains the same: light from the outside world is taken into a
device, it is received onto a surface, and then these traces are pullcd
back out of the device as photographic images which then meet
our eyes. This shifting and transportation of light weaves together
the history of Sato’s work.

However, Sato’s physical body, and his physical movements, are
also essential to his work. The name of one of his earliest series of
works, “Photo-Respiration”, reflects this.! Sato’s physical movements
give a breath-like quality to the depictions of light in these photos.
Though we cannot see his actual moving figure due to the long
exposure, it is not hard to imagine the motions in all directions
needed to create such light trails in the air, and which probably left
him short of breath. But Sato’s body has not disappeared. Instead,
it is still there in the place where it was photographed, but its

outline is no longer visible because it has merged with the

surrounding waves, or the people walking through the intersection.
Large and small points of light “breathe” here and there in the
photograph serving as indexes of Sato’s movements, or conversely,
behind each of these breathing points exists the Sato who is always
in motion.

This duet between the corporeal body and light in “Phozo-
Respiration” almost causes a physical reaction in us as a viewer.
Roland Barthes’ explanation? that the light of a photograph is “a
light, though impalpable, is here a carnal medium, a skin that I
share with every person who has been photographed” does not feel
like hyperbole. The photograph takes in the light reflected off the
subject and mediates it to the viewer, and this viewer of the
photograph then receives the light into their own body. This
sensation is even more powerful in “Phoro-Respiration”. When
taking the photos Sato moves around with his hand held mirror,
reflecting the sunlight and shining it directly into the camera. And
as we look at these photographs, we feel as if we are standing in
place of the camera and are exposed to the barrage of reflected light
from the sun. Even if what we see with our eyes is merely a hole-like
void created on photographic paper, they remain as a physical trace
of the light coming toward us, or as Barthes said, the light itself.

In this moment, as we are buffeted by the light, and as we are
directly facing the picture plane, we experience a compression of
time and space much like that of filmed images. The effect can be
compared to the final scenes of Federico Fellini’s 8 1/2 (1963). In
this film, the character of the director who is in a slump, and also
regarded as a surrogate for Fellini himself, comes to a resolution
regarding the film he has canceled in its last stages of production,

the difficulties of bcing a filmmaker, and the various turmoils of his



personal life. Immediately following this, a final scene unfolds
where all the characters who had appeared up until that point
gather together and dance on the dismantled film set before the
eyes of the protagonist. During this scene the numerous filming
lights remain lit, and the dance continues with these lights as a
background. Scattered across the screen, these strong lights cause
the viewer to lose their sense of distance, and gives them the fccling
of facing a flat surface, dramatically compressing the progress of the
story up to that point. In both Sato and Fellini’s images, the light
coming towards us from the images transports us outside of real
time and space.

Many years later in his Hachinohe “Magic Lantern” project
another twist was added to these effects of the light. Sato continues
to be the director of the light source, but by exchanging his
handheld mirror for a video projector, instead of directing the light
back toward the viewer, he now directs it to the exterior walls of a
building. In these works we come to view both the projected image
and the wall as one.

To explain the effect of this “lantern,” it is best to cite Michel
Foucault’s theory of Manet. In discussing Manet’s works, Foucault
points out that the scandalous portrait of a prostitute Olympia
(1863, Musée d’Orsay, Paris) is painted so that it is illuminated as if
by light coming from the front, that is to say, from “the space in
front of the canvas, i.c., “precisely where we [the viewers] are.” He
states that “our gaze upon Olympia is like a lampadophore (a
torchbearer, a magic lantern), bringing the light.” From this,
Foucault posits that the effect of this light emanating from the
front of the painting makes us “responsible for the visibility and

nakedness of Olympia,” and that we are “necessarily implicated in

her nudity” as participants in the scandal of the prostitute
Olympia.? If we accept this to be true, then the light emitted by
Sato’s “magic lantern” constitutes a device which powerfully pulls
the viewer into the landscape of the port district where the images
of the festival are projected.

This sense that through photography we share light with the
subject, or that light from the subjcct comes to touch our skin or
contacts our skin, is also realised in other works from Sato,
including a series that made use of the camera obscura. A good
example would be the series of projects from the 1990s in which
the entire exhibition room is turned into a camera obscura and the
viewer is led inside. During this, we, with our bodies, are trapped in

the dark box with the light that is forming the image.

When I was a student of one of Sato’s intensive courses, as part
of the assignment for that class, I recall making several camera
obscura out of small paint boxes and then leaving them in various
locations. Though those particular cameras and the photographs I
took with them are now lost, even now the sensation of having

captured some light still comes alive in my hands.

1 Many reviews have discussed the importance of light in Sato’s work and the involvement of
his own “body,” but for the most recent and particularly substantial commentary on the scope of
the word “breathing,” see Shuniji Ito, “Light Breathes with the City: Sato Tokihiro’s Hachinohe
Magic Lantern Project”, Tokihiro Sato, Hachinohe Magic Lantern, T&M Projects, 2022, pp. 144-149.
2 Roland Barthes, La chambre claire; Note sur la photographie, Gallimard, Le Seuil, 1980, pp.
126-127.

3 Michel Foucault, La peinture de Manet, suivi de Michel Foucault, un regard, Editions du Seui,
2004, p.40. The same use of light to “involve” the viewer in the image, i.e. to “hold
responsibility” can also be seen in the depiction of the city in Anri Sala’s Dammi i Colori (“Give
Me the Colors”) (2003), for example.
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Symposium: “Photography Education at Tokyo University of the Arts”
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Date & Time: Saturday, November 16, 14:00-16:00

Venue: Lecture Room 1, Central Building, Faculty of Fine Arts, Tokyo University of the Arts

Guest Speaker: Yoshinori Marui (Professor, Department of Photography, Faculty of Arts, Tokyo Polytechnic University)
Panelist: Tokihiro Sato (Professor, Department of Intermedia Art, Faculty of Fine Arts, Tokyo University of the Arts)
Moderator: Fumihito Nagai (Former Assistant Professor, Photography Center, Tokyo University of the Arts, and Lecturer,

Department of Intermedia Art)
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The symposium explored the history and future direction of photography education in Japan.

Professor Tokihiro Sato, former member of the Photography Center, has been dedicated to photography education for over 30 years, while
maintaining his artistic practice. His extensive experience in both practical and academic settings informs his teaching philosophy. Similarly,
Professor Yoshinori Marui and former Assistant Professor Fumihito Nagai have each contributed to the advancement of photography
education, drawing from their unique experiences and respective backgrounds.

Photography education at Tokyo University of the Arts (Geidai) is characterized by its approach to photography within the framework of
fine arts. Emphasizing photography as a means of artistic expression, rather than merely a technical skill. Through exhibitions such as
Photographic Narration, which explores the narrative potential of photography, the university has showcased the diverse possibilities of
photographic expression. The Photography Center, formerly an institution within Geidai, provided an environment that extended beyond
technical training, encouraging students to reconsider the concept and meaning and conceptual framework of this medium from a broader
perspective. Meanwhile, Tokyo Polytechnic University has established a systematic curriculum for specialized studies in photography,
incorporating practical training in film photography and darkroom techniques. As digitalization progresses, the significance of analog
techniques is being reevaluated—not only for their distinctive aesthetic qualities but also for the creative processes involved in shooting,

developing, and printing film.

Future challenges in photography education include the growing prevalence of digital technologies and their integration with video media.
At Geidai, the curriculum prioritizes the cultivation of broad-based knowledge over specialization, aiming to transform experience into
cultural literacy. In contrast, Tokyo Polytechnic University focuses on deepening specialized expertise, highlighting a clear distinction in
educational approaches. Photography education is not merely about acquiring technical skills; it requires a continuous inquiry into the
fundamental nature of photography itself. More than just “taking” photographs, students are encouraged to critically “think” about the

medium, pushing the boundaries of photographic expression, and ultimately pushing their own creative and intellectual limits.



AvbaRrRryay

ik RERTE L FRLE T,
SHETEROEHEHEICONTI LRSS
T—=TEHELLEVER T T2, HENITIR
REGTELDITTRDVEE A, 772 FAEH
BEDISICERICHREZRD, F U, CTET
Kb ELTCNDHEDIS ICEEPE
BHEHZTRTHEEZTREDN £5\nolk

i e

CEEBHLTENR EE-TwET,

FLIED &b LR EMRE DR ZIF 222
L. ZOBICEER U, BHEREEZH 2T
WET SEZ AL THIBEL B EFFE
BRI, DL LB RFE DT FA VEL
ZEELE L7, 20K HRir S EEEMF
BCFEN RERHR R LERFEOEZ T
DT LLnET, Fes AlRDKRHFL
Aol RIEMTR RO BEE R 2% %, 7

Y —CIEE I ZOBREFEBEIRFEDOEE
VA —CREBMTERINTEE L, IhIC,
SR RBRI 0BT L L CHIEES LT
=

INEFNEBZEATEEDY ZREANE
T EEZESANZIEIET, ZCHhHE
FIEARBRACHEEEZ b ARBL, T NEN
BEEZEC, ZLTHLITCE T, AHIZ %
ABTEACELIRMEZ R I > T 7 i e
Bwgd,

e o BEEEBICOWT

i £ AAEDISICEBEICHEHKZED,
BEEOMBICA 7D ENSFERLEE TN
Telc&% 3o

FE & AP EENERZVEV 1RO 7 D B
LB 3O IBETHLTLE, Th.EE
ICERANCEIR 2 o7 DIEH - & F o &Rl D
ERDETT . Eoh T REHOIEFICON
TV R—AHATTLIco SBZE. 7
0—=—7 4 V(1207 4 V1) R fES H AT T,
HARRE S OVEHICH 5\ ERDBFOREE %
o7 BB T CLHIRICE>TwET, 2D
BEERACh AU ->TwET,

TN FDBRDEBEEL DD D L L b
TWVEEL7, DR E BB XA T KT
[ BEEEREE | 2 EoCEERZEELTEL

RREMAFEFE > X —
RREMAFXMABMBOETREEF DL LRER
MOMFK EHB e HET BiER. AR DF—BE. K
BTV E— EBAX T RPAEMEMA . BFETH
B EMORLET T2,

Photography Center

The Photography Center, affiliated with the Faculty of
Fine Arts at Tokyo University of the Arts, is a facility
dedicated to the research and education of visual arts
with a focus on photography. It is equipped with black-
and-white and color darkrooms, a large-format printer.
various cameras, and studio lighting equipment, and
offers courses, workshops, and equipment rentals.
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This is the first project started by Tokihiro Sato after receiving his
first public and private grants. This is an art project in which a mobile
camera obscura* was constructed and towed around the country by car,
encountering landscapes, meeting with people, taking pictures, and making
video documentations of the workshops. It started in the fall of 2000 as an
attempt to go beyond the confines of museums and galleries, in search of the
possibilities of art on street corners. We “wandered” and stayed in dozens of
places in total, from the far north of Hokkaido to the far south of Okinawa
and even venturing over to South Korea, all the while contemplating the
meaning of art as well as the meaning of travel.

The word “camera” originally meant a room, and when a small hole is
made in such a closed and dark space, light will shine through the hole to
project the outside scenery onto the opposite side of the space. We created a
camera obscura that allows you to physically experience this principle. The
house was named Camera (House) because it is large enough for about 10
people to fit inside at once, and it can also be used as a sleeping arca for the
participating members.

In addition to printing the scenery reflected in the Camera (House) on
photographic paper, I repeatedly invited people to come and experience
the scenery reflected there. Passersby and visitors who were suspicious of
the mysterious object that had abruptly appeared suddenly turned their
wariness into exclamations of surprise and admiration when they stepped
into the darkness. This project began with the idea that this experience
might symbolize an encounter with a person who lives a life unconnected
to contemporary art.

The total distance traveled was 40,000 km. Exhibitions were also held
at the Hamada City World Children’s Museum (Shimane), the Tokyo
Photographic Art Museum, and various art galleries.

* Camera obscura

Meaning darkroom in Latin, it is a device for projecting images through a small hole, and has
been used since ancient times as an aid for artists and for gaining perspective. The name
“camera” comes from the name camera obscura.


https://youtu.be/6LiP-FuzlKs
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“Nanohana Satomi Discovery Exhibition (Art Universiade) > was an art
program held in four regions in Chiba Prefecture in the summer of 2002,
in which teachers and students from 39 seminars at 23 universities studying
art and architecture participated. Mr. Fram Kitagawa served as the director,
and the project was run mainly by students, in cooperation with the local
government and local residents. Several laboratories from the Faculty of
Fine Arts at the Tokyo University of the Arts also participated.

While each team was working on unique initiatives under the theme of
“Community Design,” Tokihiro Sato’s laboratory considered plans with
the students who had participated in the Wandering Camera Project. We
focused on Kazusa-bori* a traditional technique handed down in Ichihara
City, Chiba Prefecture, where the event was to be held. For the project
we proposed to dig a well to create a place for people to gather, like the
wellsides of tenement houses in the past. We actually duga well, pumped up
groundwater, and finally used that water to serve nagashi somen “flowing
somen noodles” to many people. The meaning of the title “Waterscape” is
to imagine the image of a small hole that would be reflected in a well.

The treadmill used to dig wells resembles a Ferris wheel as well as bein a
giant sculpture in it’s own right, and by stepping on the treadle, the hole
could be dug with manpower alone. Learning from Wandering Camera
Project that it is important to involve people in projects, we got local
residents to participate in the digging of the well, and were able to pump up
groundwater as planned. It took about 10 days to reach the water vein, and
a total of 180 people participated in the “flowing somen noodles” event.

It was an attempt at a new art, reviving the techniques created by our
ancestors in the modern era and rediscovering them through hands-on
physical experience, and it led to subsequent projects.

* Kazusa-bori

A technique devised in the early Meiji period for manually digging deep boreholes. In 1960, the
tools for Kazusa-bori were designated as an Important Tangible Folk Cultural Property, and in
2006, the technique of Kazusa-bori was designated as an Important Intangible Folk Cultural
Property.


https://youtu.be/yqnFiDiS5lA
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Tokihiro Sato Laboratory participated as a guest planner of the 2007
program Meta Unit_MI Project* which is a part of the Toride Art Project
(jointly managed by citizens, Toride City, and Tokyo University of the
Arts), an event which has been ongoing since the establishment of the
Department of InterMedia Art in 1999.

Laboratory members conducted brainstorming and planning to reconstruct
a mass-produced housing unit called Sekisui Heim M1 using free-thinking
ideas not constrained by traditional architectural conventions. During
the production process, the laboratory members designed, produced,
and constructed the project almost entirely by hand, relying as little as
possible on heavy machinery such as cranes and shovels, or on the skills of
professional craftsmen.

Laboratory members pooled their brains to move each 500 kg unit using
levers and rollers, lifting it up using pulleys and manual winches, and fixed
the four units so that they were leaning against cach other at 45 degrees
using their own weight and gravity. M1 Athletic Pyramid, a public art piece
that combines aerial space and athletic functionality, was completed on the
banks of the Tone River.

This project, which was accomplished through a series of ingenuity and
physical labor similar to that used in the construction of a real pyramid, was
the most strenuous physical work of co-creation carried out by all members
in the history of the laboratory.

*Meta Unit_M1 Project

This is an attempt to reintroduce the use of the Sekisui Heim M1, a mass-produced modular
housing unit first produced in1970, and through collaboration with guest planners, and to
propose new forms of architecture and landscape. The producer is artist Masato Nakamura
(professor at Tokyo University of the Arts).


https://www.youtube.com/watch?v=IXC26Ys6a7U
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“Space 8x8” is an art gallery located within the Tokihiro Sato Laboratory
on the 4th floor of the Media Education Building, Toride Campus, Tokyo
University of the Arts. It was established in 2008 as an experimental
space for mutual production and critiquing among laboratory members.
Successive members have continued to hold various exhibition projects.

As part of the Tokihiro Sato Laboratory Production Program, laboratory
members designed and constructed the exhibition walls and lighting,
designed the logo, and formulated operational rules. The name 8x8 comes
from the fact that the size of the exhibition box is 8 shaku x 8 shaku (2400
mm X 2400 mm). It functions as an exhibition gallery that looks like a show
window facing the hallway.

Each laboratory member holds an exhibition once a year. It serves as
a training course for creating an exhibition, in which exhibitors are
responsible for setting up and dismantling their works, designing flyers,
opening parties, reviews, and archival recording. In the past, real-time video
via webcam has been streamed with the theme of “seeing and being seen.”

Operating the laboratory as a permanent art gallery is a unique endeavour
within the Department of Intermedia Art, and the exhibitions have
generated a wide range of discussion and reactions that extend beyond the

lab itself.

Exhibition archive :
Archival records of the exhibitions are posted on the sato labo @wiki (https:/w.atwiki.jp/wiki14_
tokihirosato) website, and some archival views of the early exhibitions are available for viewing.


https://youtu.be/95wraUUCjb8
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Tokihiro Sato Retirement Memorial Exhibition with Laboratory Students + Graduates -Intersecting Time- A Highlight Video of the Exhibition
Video editing by NIE ZEWEN
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