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Foreword

The Japan Foundation was founded in 1972 for the purpose
of promoting the mutual understanding of different
countries through cultural exchange. It is engaged in a
wide variety of programs including the organization of

art and cultural events and exhibitions, the enhancement

of Japanese-language education overseas, the support

of research in Japanese Studies and other intellectual
exchanges that encourage cultural dialogues.

As part of its programs for the promotion of the
visual arts, the Japan Foundation hereby announces the
inauguration of Winter Garden: The Exploration of the
Micropop Imagination in Contemporary Japanese Art.
Curated by art critic Midori Matsui, the exhibition features
35 works— drawings, paintings, and video works — by
14 young Japanese artists active from the latter half of the
1990s throughout the first decade of the 21st century.

The artists presenting their distinctive views of the
world through the combination of fragments and imbuing
the obsolete or the commonplace with new functions or
meanings, share the similar style of expression, which Ms.
Matsui calls “Micropop.” How do Japan's artists, living in
an increasingly globalized world and in a time when shared
values are hard to establish, see our contemporary world?
We hope that visitors to  Winter Garden will nurture
the understanding of empathy with the insights and
perspectives of the artists through the exhibited works.

The Japan Foundation expresses its heart-felt
gratitude to Ms. Midori Matsui, the artists, and many
persons who have provided their generous advice and
support in the realization of this exhibition.

The Japan Foundation
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Winter Garden:

The Exploration of Micropop Imagination in Contemporary Japanese Art

1. Introduction:

From The Door into Summer to Winter Garden
—The Historical Place of the New Japanese Art
of Minuscule Social and Spiritual Change

—" What we call pop—pop music, pop philosophy, pop writing—Worterflucht,”

Gills Deleuze and Felix Guattari. Kafka: Toward a Minor Literature

Japanese contemporary art produced original forms
of expression during the 1990s. The artists born in the
early to mid 1960s, including Takashi Murakami, Tsuyoshi
Ozawa, and Makoto Aida, invented unique artistic methods
as responses to problems of postmodern society. Murakami
critically examined influences of Japanese popular culture on
the collective imagination of his contemporaries, treating the
recurrent theme of the atomic bomb explosion in his paintings,
while inventing the new aesthetic of Superflat that combined
the styles of classical Japanese paintings and sculpture with
those of Japanese anime and action figures, in order to reassert
the non-representational tradition in Japanese pre-modern
and post-modern art. Ozawa intervened in the homogenizing
processes of urbanization by using outmoded objects that
evoked the landscapes of the 1960s, while inscribing in the
landscapes traces of his personal contact with specific sites.
Aida boldly incorporated taboo subjects in Japanese art
history and social life, such as the pro-war paintings produced
during the Second World War or cardboard houses built by
the homeless in the streets of Shinjuku, Tokyo, to expose the
oppression in Japanese public life that lay beneath the seeming
prosperity of postwar society.

Compared with the powerful and politically-intoned
expression of their predecessors, the generation of Japanese
artists that emerged from the late 1990s through the 2000s
(those born between the end of the 1960s and the late 1970s),
has shown reluctance in taking strong political stances or
proposing salient social paradigms. As a general impression,
their artistic practices remain diversified, reflecting the
individual pursuit of personal aesthetics and lifestyles.*!

A common ground for the younger generation of
Japanese artists nevertheless exists. Underlying the variety in
their expressions are shared tendencies that can be summarized
by the following characteristics: 1) the use of inexpensive,
expendable materials, techniques, and technological devices
accessible even to amateurs; 2) an active interest in everyday
life as an arena for renewing perception and developing
new types of social communication; 3) the projection of a
personal vision or comprehension of the phenomenological
world through seemingly playful, comical and childlike
presentations; 4) the use of banal commodities, outmoded
fashions, obscure or defunct places as resources for unique
productions and performances. *2

Midori Matsui

Such tendencies can be considered to be the outcome of
the specific condition of Japanese society in the late 1990s and
the early 2000s. Natural and social disasters, such as the Great
Hanshin-Awaji Earthquake and Aum Shinrikyo cult subway
gas attack, both taking place in 1995, altered the life prospects
of young Japanese who came of age in the late 1990s. The
random nature and massive scale of the damages shattered any
optimism concerning prospects for economic recovery and
perpetual progress that lingered after the bursting of the bubble
economy in 1991. With serious cuts in museum budgets and
decreases in public patronage, artists who were starting their
careers in the late 1990s were confronted with the need to
devise individual ways to make the best of a difficult situation.
At the same time, the greater diversity in lifestyles and newly
developed channels of information, such as the Internet,
prevented the uncritical acceptance of one dominant ideology,
and facilitated access and use of information for specific
purposes.

The Door into Summer: The Age of Micropop, an
exhibition of 15 artists curated by Midori Matsui and held at
the Art Tower Mito, Ibaragi Prefecture, Japan, was an attempt
to provide a conceptual framework for the individualistic
practices of this generation of artists. The word "Micropop"
was coined in order to describe two methods and attitudes
shared by them. One is the accumulation of fragments
from different sources of information to form individual
interpretations and ways of operation that did not depend on
one dominant ideology. The other is the playful use of banal
or outmoded products and obscure places to invent new games
and situations that encourage flexible public communication
and spontaneous actions. Both methods, which I provisionally

call “de-territorialization” and “re-use,” aim at refreshing the
artist's and the spectators' perception of a familiar world,
enabling them to claim their corners of existence without
yielding to the oppressive codes and homogenizing influences
of commercial society and global media. Both methods found
models in the activities of anonymous persons, including
minorities within a dominant culture, or "consumers" and
amateurs, whose activities were seen to be dispersed within
the public sphere, remaining "clandestine" and "marginalized,"
but who attain their modes of freedom through the creative
distortion of "standard" codes of expression or conventional
functions of products imposed by the dominant culture. *3

The conceptual model of Micropop was constructed
by combining Gilles Deleuzes and Felix Guattari's definition
of "minor literature" and Michel de Certeau's idea of "use"
in everyday practice. Originally invented as a defense of
modernist literature in the 1920s and an explanation of the
survival tactics of immigrants in Europe from former colonies
following the Second World War, these theories emphasized
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the paradoxical achievement of oppressed people, who,
lacking a standard knowledge of the official language and
culture, turned to their imagination to create new languages
and ways of effective operation through the distortion of the
originals. Both theorists subsequently argued that in the post-
modern or postcolonial worlds, in which every person is in
danger of being lost in the network of institutional codes and
information, it was necessary to use one's mother tongue or
established codes of social behavior, in a deviating manner,
in order to form an original tongue or "ways of operating," by
thinking and acting as if foreigners within one's own culture. *4

According to Deleuze and Guattari, it is the position
of the individual person, as a free agent of his or her own
thinking, re-configuring the language of the oppressors that
represents the position of "pop," spelled with the small letter
"p."*3 De Certeau also describes the "clandestine" activities
of anonymous people gaining the comers of their existence
through their use, or re-use, of their conquerors' products as
"microbe-like."*¢ From this comes the idea of Micropop as
a model for the reorganization of language, knowledge, and
everyday activities by the individual in the post-modern or
global age.

T used drawing as the model for the Micropop
imagination because drawing disrupts the limits of rational
thinking by embodying the irrational process of association
within the official boundaries of the aesthetic. Drawing as a
paradigm was applied to instances of painting, photography,
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Ha HRIREDOA—T L RROW B K] acry]ic,‘color pencil, ink on paper
Tam Ochiai 28 x 220mA )

Eternal Soup and Sudden Clarity ©Tam Ochiai

1995-2007 Courtesy: Tomio Koyama Gallery

video, and even sculptural installation, that demonstrated

a similar impulse to create new configurations through the
disintegration of existing systems of understanding and the
reassertion of unformed phenomenon. The exhibition included
artists who have been engaged in the dedicated pursuit of
this "de-creationist" aspect: Shimabuku, Kaoru Arima, Aya
Takano, Ryoko Aoki, Hiroshi Sugito, Tam Ochiai, Rika
Noguchi, Chihiro Mori, Mahomi Kunikata, Taro Izumi,
Koki Tanaka, Hiroyuki Ohki, Masanori Handa, K. K. and

Y oshitomo Nara.

The exhibition started with a photographic record
of Shimabuku's 1995 site-specific action and installation
entitled The Chance to Recover Our Humanity. [fig. 1]
The work was made as an immediate response to the Great
Hanshin-Awaji Earthquake. On the roof of his friend's
damaged house, Shimabuku set up a signboard with the
message painted on a blue and white ground: "The Chance
to Recover Our Humanity." Located beside a rail line, the
signboard was visible to train passengers until the day the
house was demolished. It was a public demonstration that
made immediate and effective re-use of a defunct building to
awaken an individual response to the collective misfortune.
The work symbolically marked the beginning of a new period
with new tactics of "making the best of the worst situation,"
embodying the poetic paradox of a small, fragile and
incomplete phenomenon evoking a great deal of hope.
The installations of drawings, photographs, and video
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Shimabuku = N Ryoko Aoki
The Chance to Recover Our Humanity '{ S e e p: animal land 1
1995, Sumna, Kobe £ 2002
Courtesy: the artist = 01 R pen on paper, 30 X 21cm
S o e e ©Ryoko Aoki
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works that followed Shimabuku’s work exemplified the change
that occurred in the role of drawing or figurative expression

in the 2000s: from a vehicle of personal emotion or narrative
using symbolic characters to a medium of association. The
sequence of drawings shown in Aoki's Animal Land (2002)
[fig. 2] and The Rope (2002), and Ochiai's Eternal Soup and
Sudden Clarity (1996-2007)[fig. 3] transmitted the paths of
imagination that connect disparate things, by showing the
process in which figurative images emerge from abstract
traces, or dissolve into a repetition of broken lines. The videos
of Tanaka and Izumi presented various movements and
sounds, made by everyday objects and simple actions that are
dissociated from their usual functions and familiar contexts.
Their effects directly appealed to the spectators' senses,
inducing philosophical reflections or conveying the materiality
of the performing body.

Winter Garden: The Exploration of the Micropop
Imagination in Contemporary Japanese Artistic Expression
starts where The Door into Summer left off. Sponsored by
the Japan Foundation, this exhibition brings together the 35
works of 14 contemporary artists, born between 1968 and
1980, who represent the dominant tendencies in contemporary
Japanese art practice. While continuing to reference the
conceptual principles and spiritual concerns behind The Door
into Summer, the current exhibition attempts to examine
the shift in emphasis that has occurred in artistic concems
and methods during the past two years. Like the previous
exhibition, the current exhibition attempts to support the
creative activity of artists in a difficult age—artists who seek
to turn their disadvantageous conditions into a springboard for
original expression, through the microbe-like activities of their
imagination. The paradox of the Micropop imagination seems
even more relevant now because of the intensified cultural
contradictions in contemporary Japanese social situation. The
nation-wide spread of the Internet has enriched individuals'
informational resources, but has nurtured new types of crime;
the neo-liberalist policy adopted by the Japanese government
during the early 2000s provided a temporary recovery in the

Japanese economy, but widened the gap between the rich
and the poor. With social life falling into rationally-justified
chaos, artists and spectators feel an increasing need to regain
a palpable sense of contact with the primary processes of
their bodies and nature that transcend the artificial waves of
information.

Between The Door into Summer and Winter Garden,
there has been a shift in focus regarding the goal of the
Micropop imagination. Formerly, the goal was the individual
agency to reorganize information and re-use products in order
to attain a position of freedom. Now, it is the flexible activities
of the human mind (unconscious) and body that maintain
freedom through changes in states engendered by the physical
and psychological effects of human relations and contacts
with other bodies.*? The change is represented by the two
artistic tendencies that characterize the practic‘es of the Winter
Garden artists, and also reflect the unique tendencies that
emerged in Japanese artistic production during the past two

years: 1) the incorporation, in the method and expression of
artistic works, of the process of fragmentation or disintegration
that dissociates details from the original systems of meaning
to imply the possibilities of new combinations, and 2) the
construction of a medium or an environment that transmits the
physical affects of "things" liberated from systems of meaning
imposed on human senses. The former indicates the connection
of human thought or imagination with the processes of nature
that repeat the cycles of decomposition and reconstitution. The
latter suggests the fact that a human being is a compound of
affective responses caused by encounters with other people
and external phenomena. *8 One of the purposes of the current
show is to interpret various manifestations of the above two
tendencies in the artistic works. The two tendencies can be
propounded as two basic principles or conceptual models

supporting the theoretical framework of the exhibition: 1)

sedimentation as a model of the unconscious processes of the

body and mind, which find a parallel in natural processes,

and 2) the body as a medium for forming intuitive knowledge

of the phenomenological world through its relationship

with other bodies and phenomena. But before elucidating

on the conceptual significance of the above two models of
artistic production, i.e., the process of decomposition and

reconstitution and affective influences of physical phenomena,

I must briefly explain the thematic organization of the Winter

Garden exhibition.

II. The Organization of Winter Garden

—"The goal is to perceive and analyze the microbe-like operations
proliferating within technocratic structures and deflecting their functioning by
means of a multitude of "tactics” articulated in the details of everyday life.”
Michel de Certeau. The Practice of Everyday Life

The exhibition title, Winter Garden, contains two
opposing meanings. One literally means a "desolate garden
in the winter time." Another meaning of “winter garden,”
understood as an idiomatic expression, signifies a hothouse.
This coexistence of opposite meanings within a single
expression embodies the central paradox of the exhibition. The
first meaning alludes to the difficulties of contemporary life
brought on as the result of globalization, including worldwide
economic depression, uniformity of living environments,
and the disappearance of unique local cultures. On the other
hand, the image of a hothouse suggests a space that, in spite
of its small scale and closed artificial environment, nurtures
various organisms, including plants, insects, birds, and the
perpetual activities of microbes within the soil—the elements
that constitute rich and diverse layers of life. The exhibition
attempts to explore the efforts of contemporary artists to make
the most of the poverty and boredom inflicted by contemporary
life in order to reorganize various aspects of their everyday
activities and reinvent effective "ways of operating."

The exhibition consists of three methodological axes.
Category I presents a variety of works, including drawing,
video, and sound installations, that embody a process of
association induced by insignificant details in everyday life.
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The combination of details in individual works of art and
cross-referencing among the parts of different works reflect
the ways in which the unconscious, as a mechanism for the
random unification of images, connects different elements
in a manner that defies rational order. The process is guided
by the metonymical work of imagination, which evokes
complex fields of meaning through fragmentary details, or

establishes analogical links between incongruous things. This

section also features expressions that create an environment
in which spectators can reenact a process of perceptual

change or receive the physical impacts, or affects, of external
phenomena. Representative artists of this category are Ryoko

Aoki, Tam Ochiai, Koki Tanaka, Hiroshi Sugito, and Lyota
Yagi.

Category Il is composed of expressions that
demonstrate the creative use of contemporary Japanese
subcultures, such as manga, anime, science fiction, computer
games, TV reportage and slapstick comedies, in order to
project the internal myth of the artists, capture the materiality

of the performing body, or reveal a hidden truth about a place.
Representative artists are Aya Takano, Makiko Kudo, Mahomi

Kunikata, Taro Izumi, and Chim  Pom.

Category III includes works that simulate or incorporate

the basic structures of self-generation among plants, animals

and minerals, and construct an environment or a pictorial space

that conveys to the spectators physical and psychological
effects and impacts of external phenomena. Representative
artists are Masanori Handa, Hiroe Saeki, Masaya Chiba, and
Keisuke Yamamoto.

These categories coexist with the conceptual principles
that apply to the entire structure of the Winter Garden
exhibition: 1) sedimentation as a model for the activities of

the human unconscious and a model for the analogical relation

between the unconscious and natural processes, and 2) the
body as a locus of affective knowledge. They complement
each other to provide the conceptual consistency of the
exhibition. The exhibition also contains recurrent themes
and motifs that connect individual expressions: 1) visions of
ruins and apocalypse; 2) visions of utopia, including that of
a flexible world in which the intermingling between human
and animal aspects, and plant and mineral domains, takes
place; and 3) aspects of the four elements—earth, water, wind,
and fire—embodied within everyday situations. Through the
dialogue that arises between the artworks, induced by the
mesh of relations suggested by the principles, themes, and
motifs indicated above, the paradox of a small artificial space
containing a microcosm of the natural world is realized.

I1I. Conceptual Principles of Winter Garden:
Sedimentation and Body

as a Locus of Knowledge

—"Spinozan ethics has nothing to do with a morality; he conceives it as an
ethology, that is, as a composition of fast and slow speed§, of capacities for
affecting and being affected on this plane of immanence."

Gilles Deleuze. Spinoza: Practical Philosophy

The process of decomposition and reconstitution is the

central image and principal method that sustain the artworks
of Winter Garden. It simultaneously captures the activities of
the human unconscious as a mechanism for image formation
and the basic process of biological or geological generation
that sustains natural life. A superb description of this analogy,
connecting the mind in reverie and the natural world in flux,
is given by Robert Smithson in his essay "A Sedimentation of
the Mind: Farth Projects" (1968):

The earth's surface and the figments of the mind have
a way of disintegrating into discrete regions of art.
Various agents, both fictional and real, somehow trade
places with each other—one cannot avoid muddy
thinking when it comes to earth projects, or what I
will call “abstract geology." One's mind and the earth
are in a constant state of erosion, mental rivers wear
away abstract banks, brain waves undermine cliffs of
thought, ideas decompose into stones of unknowing,
and conceptual crystallizations break apart into
deposits of gritty reason. Vast moving faculties occur
in this geological miasma, and they move in the most
physical way. This movement seems motionless, yet it
crushes the landscape of logic under glacial reveries.
This slow flowage makes one conscious of the turbidity
of thinking. Slump, debris, slides, avalanches all take
place within the cracking limits of the brain. The
entire body is pulled into the cerebral sediment, where
particles and fragments make themselves known as
solid consciousness. *9

In this passage, Smithson declares that the human mind
is not always consistently rational, but that it is fundamentally
involved in a constant process of transmutation—breaking
down abstract concepts into more practical forms of
knowledge, and disintegrating them further into random
impressions, so that new ideas can emerge from the chaos
("miasma"), like geological formations produced by
sedimentation. He also negates the superiority of rational
constructions or consciousness over other activities of the
mind, proclaiming random impressions, physical sensations,
and associations—all properties of the unconscious—as the
clements that sustain the productive activity of the mind.

A similar recognition of the correspondence, or parallel,
between the constitution and functioning of human mind and
body, and undermining of the consciousness in relation to the
significance of the body and the unconscious are presented by
Gilles Deleuze's commentary on Spinoza's Ethics, in his book
Spinoza: A Practical Philosophy. Deleuze points out that
for Spinoza, both the mind and the body possess the ability to

perceive actual states of things through the functioning and
effects of things (“bodies”) coming into relation with each
other. In this way, they form an unconscious knowledge about
various phenomena, including the activities of the mind and
body, that far exceeds what rational thought or consciousness
can formulate about them. *10

11
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And this is what is prodigious in the body and the
mind alike, these sets of living parts that enter

into composition with and decompose one another
according to complex laws. The order of causes is
therefore an order of composition and decomposition
of relations, which infinitely affects all of nature.*"!

Spinoza's proposition that the process of de-composition
and reconstitution applies not only to the activities of the
human mind and body, but to the basic structure of all the
living organisms as well makes it a unique theory that posits
an organic connection among all living things. Deleuze sees
in this a complex manifestation of the Spinozan principle that
can be described as "a common plane of immanence on which
all bodies, all minds, and all individuals are situated."*12
On this plane of immanence the human body is inserted.
Spinoza saw the body as being "composed of infinite number
of particles." In Spinoza's Ethics, "the individuality of body"
is defined by "the relations of motion and rest, of speed and
slowness between particles," as well as by its ability to affect
and be affected by other bodies. * 13 Its individual character is
constituted through these double processes of formation.

Because the human body is maintained through
a tentative balance between biological composition and
etiological (affecting) relations with others, its "identity"
has no fixed form. Spinoza's definition of a human being as
a succession of changing states, or the sum of the effects, or
affects, brought about through its encounters and relations with
other bodies encourages a much more flexible comprehension
of individuality. In other words, the human identity should
be understood not deductively, in adherence with generalized
ideas or "forms," which are preconceived cultural categories
institutionally imposed on the human mind, but empirically
and experientially, through the analysis and comprehension
of the effects of the human's encounters with other bodies

and external phenomena. Defining the human body and mind
as "not substances -+, but modes,"” and the human being on
the plane of immanence as “affective states of anonymous
force," having “ceased being a subject,” Spinoza seems to
provide a theory that encourages us to construct, beyond
prescribed ideas, our unique system of knowledge through our
experiences (ellipsis mine). *14

The idea of the human identity consisting of modes of
relations, or states of change, does not necessarily undermine
the notion of individuality. It emphasizes the importance of an
anonymous state as the basic condition for the reconstruction
of one's knowledge about oneself and other bodies. Existing
as a pure receptacle of influences and as a pure medium of
action, the human mind and body are able to comprehend the
specificity of a phenomenon as a singular experience. Such an
empirical and pragmatic approach to the phenomenological
world releases the individual from the limiting influences
of artificially constructed categories and definitions. In its
spontaneous formulation of ways to relate or réspond to other
bodies and external phenomena, the mind realizes unique
paths of perception, i.e., a unique mode of existence which can

be called "individuality."

Smithson and Spinoza, as explained by Deleuze, thus
share many ideas about the human mind and body, especially
concerning their relation to the processes of nature. These
ideas can be summarized as follows: 1) the activities of
the human mind and the natural world are analogues, with
both involved in the endless process of decomposition and
reconstitution; 2) the unconscious is important as a mechanism
for forming original thoughts and images; 3) the body is
a locus of knowledge with which human beings, existing
as pure states of affection (affecting and being affected by
others) and modes of response, build up a pragmatic—organic
and experiential—comprehension of themselves and others.
These ideas sustain the artistic expressions and experiences in
Winter Garden. They also expand the expressive capacity and
application of the Micropop imagination.

IV. Works in Winter Garden (1):

Associative Chains, Metonymical Evocations,
Affective Transfers, the Re-Use of Banal
Objects, and the Plane of Immanence

—"There is a project for a sun. The sun/Must bear no name."

Wallace Stevens. Notes toward a Supreme Fiction

—"There is no such thing as empty space or an empty time.,"

John Cage, Silence

The Spinozan idea that the human body and mind are

defined by affective states or modes of responses to external
phenomena, as well as Smithson's process of sedimentation as
a model for unconscious activities, is clearly reflected in the
artworks in Winter Garden. Ryoko Aoki's drawing installation
entitled The sun embodies these ideas in an especially relevant
manner. Consisting of 14 drawings, together with pieces of
fabric and bright-colored papers, The sun presents the process
of decomposition and reconstitution on different levels. Four
groups of drawings, featuring, respectively, all-over patterns,
a chart of embroidery motifs, a map-like structure and figures
emerging from a repetition of minute lines, are placed on top
of tables and on the wall. In the center is a triptych entitled
fiction house, which depicts a landscape with trees and two
red suns. This sequence of drawings showing the formation
of various images through the accumulation and dispersal of
minute broken lines is an apt embodiment of the processes

of decomposition and reconstitution. The work entitled

The plan for carving wooden child (2009) shows an image

of a child emerging from a repetition of broken lines, with
shimmering effects that could be likened to gouges made by a
woodworking tool. A similar process is seen again in another
drawing, entitled Sun over the rock a hundred players, in
which tiny figures of animal-shaped toys, trees, ponds and
staircases are all linked in a chain made up of fold-like
patterns consisting of minute broken lines. The repetition of
lines connects these drawings with the trees in fiction house.
The shimmering effect created by the broken lines is echoed
in the glittery surface of the cut pieces of brightly colored
paper. A chain of association is thus maintained through the
analogical resemblance of details and ubiquity of broken

13
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lines. The constant formation of different images out of the
accumulation of minute lines recapitulates the unconscious
processes that Smithson compares to sedimentation, as well as
the decompositional activities of microbes. *15

The chains of association evoked by the folded patterns
and decomposition and reconstitution motifs are also present
in other parts of The sun: The flower motif, suggested by
the stylized design of the sun, is flamboyantly repeated in
the drawing worm farm (2009). In this work, the compound
images of roses and cabbages are presented with layers of
petals, obscuring the boundaries between inside and outside. A
drawing entitled solar bomb (2009) shows a bomb exploding
over the heads of children. Sinister effects such as a long trail
of smoke and scattered fragments falling down on children are
depicted with a playful line that makes them seem like carnival
ribbons and festoons. This description of an apocalypse on a
micro level is juxtaposed with another drawing spring snow
(2009),which consists of all-over patterns of black and white
dots that constitute a sediment of particles that conceals
various figures within it, including treble clefs and flower
patterns. Together, they indicate the end of the world and the
beginning of new life emerging from a sediment where the
debris of the past culture is preserved. The sun thus embodies
the process of perpetual destruction and reconstruction of
life, presenting a micro-version of the Spinozan plane of
immanence. It also captures the mind's disintegration and
reconstitution of thoughts and impressions, described by
Smithson as the "sedimentation of the mind."

Koki Tanaka's video, Cause Is Effect, traces the
process of association by setting down a chain of analogous
forms from everyday objects, including the circular movement
of a rotating fan, soap bubbles, the flickering effect of CO2 gas
bubbles in a glass, and the shimmering edge of a grass field,
combed by the wind.

The course of permutation in natural phenomenon
is also reenacted by Lyota Yagi's sound performance
Vinyl(2005-8). A disk of ice with the grooves of a record is
played on a turntable. The gradual melting of the grooves,
caused by the rising temperature and friction, makes the
melody disintegrate into incongruous sounds, as the audience
experiences the process of entropy. The physical effect of
mere sounds, liberated from the music's cultural associations,
appeal directly to their senses, sometimes awakening a distant
memory, or a contemplative thought about the mutability
of individual lives. Most importantly, Vinyl creates an
environment for listening to simple sounds that usually escape
human attention, but which exist ubiquitously within the
phenomenological world. This performance inherits the spirit
and method of John Cage's conceptual composition, 433",

The paradox of an apparently insignificant phenomenon
inducing a change in the spectators’ perception is also realized
in Tam Ochiai's drawings and paintings. In drawing for cat
slide (2007), Ochiai depicts a number of variations of a cat
sliding down a slope, playfully drawn as a curvilinear line that
curls and straightens out along a diagonal line set within a grid
of nine squares on a 152 by 223.7 centimeter piece of paper.

His painting, malionnette (2007), drawn on the large canvas,
which is painted white to evoke a notebook page, represents
an unidentifiable figure that retains the loose structure of a
human body, but consists only of traces of humanity in the
form of stockings, shoes, and a black dress, which merge
into an abstract pattern made up of vertical lines and black
triangles. The drawing becomes an unintelligible phenomenon,
transmitting the process of a human figure disappearing into a
mesh of lines. Together with Yagi's Vinyl, Ochiai's drawings
provide spectators a chance to experience the process of
transmutation and the sensory impact of phenomena, such as
vanishing, that are rarely contemplated in everyday life.
The process of vanishing is also integrated into Taro
Izumi's video White Bear (2009). The video documents the
mischievous act of throwing a stone into water and causing it
to splash onto a watercolor drawing. As the water dissolves
the outlines of the drawing, it leaves behind traces that
resemble the brush strokes of an ink painting. The paradox of
a seemingly childlike action becoming a catalyst to produce
unexpected aesthetic effects achieved by Ochiai in his
drawing is also achieved by Izumi here. A similar effect is
also produced by Izumi's other video, Curos Cave (2006). In
the original performance, the artist did spontaneous scribbles
on the screen of a TV set, tracing the outlines of images as
they were broadcast, adding more details, and then erasing the
drawing as the scene changed, to start a new drawing. After
setting this simple, arbitrary rule, i.e., making a new drawing
for each new scene, the artist doggedly followed it until to the
end of the performance, becoming increasingly more frenzied
as he tried to keep up with the constantly changing scenes. The
outcome was a formless accumulation of half-erased drawings
that left behind smeared brush strokes and overlapping lines
that took on the appearance of a work of abstract art. Izumi
extracted from this apparently absurd task a kind of action
painting, turning himself into a pure medium through which
to liberate his unconscious. Izumi's video Liama (2006) is
another example of the use of a childlike action to capture
the materiality of the performing body. In this video, Tzumi
imitates the sounds of animals and birds in response to their
respective images appropriated from a children’s encyclopedia.
By carrying out the act of mimicking in an automatic fashion,
the artist is able to conjure up an unknown part of himself.
Izumi's videos adopt the same conceptual tactic of re-
using banal everyday objects to induce automatic performance.
His playful use of the television and children's encyclopedia
dissociates them from their utilitarian functions, giving them
new roles as important devices in his performance. The
creative distortion of banal everyday material is also made by
Yagi in Vinyl, in which he playfully re-creates and uses an
ordinary item such as a record to devise a performance that
provides the audience with a singular experience. The contents
and duration of the performance change with each execution,
influenced by the physical conditions of the venue, such as the
weather and the actions of the audience.
A mesh of connections among the individual artworks
is thus established by the following common characteristics
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and principles: 1) the creation of a chain of association through
the metonymical evocation of other details or a larger context,
through a small detail; 2) the use of a trivial phenomenon or a
childlike act to induce a change in perception; 3) the creation
of an experiential space in which the process and the physical
impact of the phenomenon of vanishing is transmitted as a
reenactable experience to the audience; and 4) the playful
re-use of banal everyday products and technological
equipment to induce spontaneous actions and unexpected
aesthetic effects.

V. Works in Winter Garden (2):

The Reuse of Japanese Popular Culture,
"Writing" Allegories of the Adolescent Mind,
Reveries on Ruins and Utopia
—“Like the "open systems" of which biology speaks conceming living
organisms that live only by maintaining a renewable identity through
interaction with another, the adolescent structure opens itself to the repressed

at the same time that it initiates a psychic reorganization of the individual.”
Julia Kristeva. The Adolescent Novel

Izumi's videos acquire their subversive character by
borrowing the comic style of slapstick comedies, presenting
Tzumi himself as a clown in what are fundamentally conceptual
performances. They represent a creative transformation of
the art of appropriation, which was once deployed in the
postmodern practices of Neo Geo and its Japanese counterparts
to ironically critique contemporary popular culture and
consumer society. It is used by Izumi for the more constructive
purpose of realizing the materiality of his own body.

Aya Takano and Mahomi Kunikata also use aspects of
Japanese manga to construct narratives of their internal myths.
Takano adopts a style reminiscent of both Japanese girls'
comics and Jugendstil drawings to project a vision of utopia
in which asexual, long-limbed adolescent boys and girls float
within ambiguous environments, including a future Earth with
genetically-transformed plants and animals, or a boundless
expanse that simultaneously evokes outer space and the
bottom of the sea. [fig. 4] In Takano's world, the adolescent
signifies a state of utmost flexibility and an embodiment
of spiritual androgyny. This attitude reflects the idea of the
French philosopher Julia Kristeva who sees adolescence as a
psychological state, not an age category. She describes it as
an” open psychic structure" that embodies the indeterminacy
of human identity through its constant oscillation between
the child and adult states, and the feminine and masculine
genders. *16

Takano's treatment of adolescent androgyny as a
retaphor for spiritual freedom takes up the ambitious legacy
of cutting-edge Japanese girls' comics of the 1970s and their
young female creators whose narratives actively explored
androgyny and cross-dressing as allegorical representations of
young Japanese women's longing for spiritual independence
and an active agency that transcends conventional gender
roles. Influenced also by the new-wave science fiction that
emerged in the '60s and ‘70s, with its philosophical skepticism
towards the expansion of human civilization into outer space,

Takano has repeatedly depicted in various media the story of
the adolescent heroine in search of her place in an indifferent
universe. These include drawings, paintings, narrative comics,
and a critical commentary on science fiction entitled Tokyo
Space Diary (2006), which she presents in narrative comic-
book form. Such paintings as Bus Trip in 2006 (2005) and
Tokyo Tower (2003) depict moments of epiphany encountered
by an ordinary girl in the midst of urban squalor and her
subsequent transfiguration into the chosen one. [fig. 5]

Kunikata renders the opposite of Takano's dream-

like utopian vision in the form of nightmarish pictures of an
adolescent inferno, painted in a style influenced by erotic
underground comics. In her works, she repeatedly relates cruel
tales of death and dismemberment centered on an adolescent
brother and sister pair, in which the brother dies a violent
death or turns into a monstrous figure, and the sister becomes
a witness, or sometimes an innocent victimizer. Her allegorical
paintings retrace an adolescent girl's spiritual pilgrimage that
spans the entire gamut of emotions, ranging from the pain

of parting from her spiritual double and the fear of bestiality
lurking within her, to the longing for reunion with her loved
one following the purgatorial process of self-desecration.
Sound of Body and Mind Freezing, a series of paintings
started by Kunikata in 2005, portrays the narrative of the
adolescent pair using a complex format that divides the canvas
into comic book-like squares, in which images and text are
integrated, in order to condense different moments and levels
of experience.

Makiko Kudo lets emotional memories from her
adolescence freely enter the field of her imagination as spectral
presences that resist rational interpretation, that oscillating
between a personal memory and a fragmentary image from a
video game. Her application of unusual colors to details, such
as crimson in a girl's hair blazing out from the darkness of the
night in might fly at night (2005), suggests emotional truths
whose nature may be obscure even to the painter herself.

The invocation of a collective experience through
enigmatic images conjured up from the depths of personal
memory can also be found in Masaya Chiba's paintings. His
imaginary landscapes of empty ruins are inhabited by the
heads of unfinished or destroyed sculptures on wooden sticks,
against a backdrop of dilapidated buildings and withered trees.
This vision suggests a transitional world lying between the end
of an old civilization and the beginning of a new one. Chiba's
2008 painting Crying Face powerfully evokes this sense of
desolation by showing a faceless sculpted head propped on
a wooden pedestal, shedding tears from its vacant eyes. The
allegorical message of his painting is supported by Chiba's
unique technical devices: the thick application of paint that
covers the surface of his canvases with solid layers and rough
texture, and the use of wooden props to hold the painting of
sculpted heads at the eye-level of the adult spectator. Such
devices imbue his paintings with a mysterious presence like
that of a relic from a lost civilization. Based in the town of
Mitsukyo, Chiba uses as his model sculptures of his own
making, set against the local landscape. His paintings reflect
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a view of the present age as containing the seeds of ruins.
By projecting this entropic vision of the future through his
hermetic images, Chiba takes up the challenge of making

figurative painting an allegorical vehicle with which to convey

the collective feelings of his contemporaries through the
emotional intensity of a personal vision.

V1. Works in Winter Garden (3):
Elastic Bodies and Affects of Landscapes

"To organize this mess of corrosion to pattems, grids, and subdivisions is an
esthetic process that has scarecely been touched"

Robert Smithson. A Sedimentation of the Mind: Earth Projects

—_"The infinite fold then moves between the two levels. But by being
divided, it greatly expands on either side: the fold is divided into folds, which
are tucked inside and which spill out onto the outside."

Gilles Deleuze. The Fold: Leibnitz and Barogue

In spite of their strong allegorical appeal, Chiba's
paintings suggest an irrepressible need in the artist for physical
contact with primal experiences. This feeling is conveyed by
the solid materiality of his paintings, with their thickly layered
surface and three-dimensional mounting—qualities that evoke

associations with rocks, geological layers and monumental

sculptures. The inclination to simulate the characteristics of

natural objects or living organisms can also be detected in

fig.4
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Aya Takano

1999, watercolor on paper,
18.2 x 25.7cm

All Rights Reserved.

[Hot House: ) b—. 2> FoH %3]

Hot House: Oh no! I'm gonna be caught

©1999 Aya Takano/Kaikai Kiki Co., Ltd.

Hiroe Sacki's drawings.

Saeki’s elaborate drawings are made up of dense
accumulations of minute, contiguous pencil lines. Repeatedly
applied to the same area, the lines produce tight networks of
folded patterns that form a composite structure with various
extensions. Through the contiguous accumulation of folded
patterns, the structure is able to expand endlessly or become
more dense internally. * 7 This elastic structure, composed of
particles constituting fold-like patterns, and integrating the
law of growth through the contiguous arrangement of such
patterns, simulates the basic structure of biological generation.
In Saeki's drawings, the embodiment of the flexibility and
complexity of a living organism through the arrangement of its
minute fold-like patterns recapitulates Deleuze's proposition
that on the Spinozan plane of immanence, the individuality of
a body is determined by the speed of motion and resting state

of its particles coming into relation with one another. Saeki's
elastic structure assumes an indeterminate form resembling

a plant with branch-like extensions that nurture numerous
heterogeneous parasitical fragments that look like flowers and
tendrils. The ubiquity of folded patterns in the natural world
reflects the fundamental structure of organisms composed of
collections of cells. In a similar way, Saeki's objects constantly
evoke associations with other biological or mineral forms,

fig.5
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Aya Takano Tokyo Tower 2003

acrylic on canvas, 162 X 131cm

©2003 Aya Takano/Kaikai Kiki Co., Ltd.

All Rights Reserved.

Courtesy: Galerie Emmanuel Perrotin, Paris & Miami

fig.6
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Masaya Chiba Mitsukyo 2008

oil on canvas, wood, 259 X 330 X 70cm
©Masaya Chiba

Courtesy: ShugoArts
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such as fish scales and geological sediments. Saeki's drawings
thus give form to the paradox in which minute, fragile lines
constitute the body of an inclusive organism.

Masanori Handa's landscapes allude to another
Spinozan rule that maintains that individuation is achieved
through the body's ability to affect and be affected by others.
In the fall of 2007, Handa created a series of felt-pen drawings
on parels made of tiles. These were landscape sketches done
in an extremely elliptical manner and incorporating details that
had a special effect on the artist. The three tile-drawings in
Winter Garden belong to this series. In Turn-Off Paradise:
Sense Surfing Part I and IT (2007), Handa juxtaposes
elliptical records of different landscapes on the white pictorial
plane. Drawn with loose outlines and random strokes, the
"Jandscapes" seem to be maps of the structural relations among
things, as well as traces of affects from the artist’s contact
with places. Near the center of Turn-Off Paradise's pictorial
plane, a small diagram-like stretch of land is sub-divided in a
grid-like pattern. This stretch of land is repeated on a larger
scale and with colors in The Ocean of A (2007). The grid-like

pattern appears as an accumulation of sectioned planes that
evoke associations with geological layers, boulders on a river
bank, or an aerial view of rooftops. A grid pattem is also used
to cover the entire pictorial plane of the tile drawing entitled
You Can See It From the Rooftop (2007). This repetition
of grid patterns, presented in varying forms and scales,
establishes a correspondence among the three drawings.
Handa's drawings embody the restructuring of existing
visions of the world through the effective exploitation of
anonymity, which dissociates individual traits or objects from

fig.7
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Handa Masanori NUCLEAR PLANT-GOURDS 2005
ballpoint pen on paper, 25.2 X 35.8cm(10" x 14")
Courtesy: Kodama Gallery

their original context to construct new relations based on the
structural analogies and affective connections among them.
Reduced to pure things, these fragments become the base
for new relations and constructions. This “de-structuring” of
existing systems to promote new combinations recapitulates
Smithson's idea of sedimentation, or pulverization as a method
for a new conceptual art that sets up an aesthetic process that
organizes fragments into "patterns, grids, and subdivisions,"*18
In fact, Smithson's identification of sedimentation as
the principle behind land and process art, which “incorporates
the processes of rock and mineral destruction through the
four elements—oxidization, hydration, carbonization, and
dissolution—"is revisited in a humorous and relational way
by Handa's installations in which change is brought about by
the effects produced by interaction between the spectators and
his sculpture.*!° This is exemplified by Handa's installation
entitled NUCLEAR PLANT-GOURDS (2005). Handa
placed a gourd-shaped reheatable bathtub inside a gallery,
along with a shelf of natural gourds. The rise in temperature
and humidity produced by people using the tub accelerated the
growth rate of the plants, so that midway through the show,
the leaves had withered, leaving behind fat gourds and Handa's
sculpted objects. The result embodied the effect of human
intervention in natural processes, alluding to an experience in
which Handa saw abnormally large gourds growing at the site
of an atomic plant.

fig.8
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Handa Masanori NUCLEAR PLANT-GOURDS 2005
installation view from solo exhibition
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NUCLEAR PLANT-GOURDS

at Kodama Gallery / Tokyo

Courtesy: Kodama Gallery
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VIL. Anonymous Body on the Plane of
Immanence: The Opening Boundary of
Micropop

__"The freshness of transformation is/The freshness of a world. It is our
own,/ It is ourselves, the freshness of ourselves.”

Wallace Stevens. Notes Toward a Supreme Fiction

__Summer has come, When I look at my small garden, I see hollyhocks
grow to the Jevel of an adult's chest, and pale blue flowers are already ruffled
in the wind. Young red twigs of roses are growing straight, and among
beautiful red leaves and red thorns, numerous red buds are contained. They
are more interesting than fuli-blown flowers."

Masaoka Shiki. Shoura Gyokueki

In their various applications of the sedimentation
process and the affects of everyday experience, the artists of
Winter Garden demonstrate in their work flexible ways of
responding to things happening within them and around them.
What this suggests is an increased interest among artists in the
unconscious processes of the mind and the material experience
of the phenomenological world.

Let us consider the change that has occurred in the
artists’ perception of freedom since the first definition of
Micropop two years ago. Before, freedom to the artist was
associated with an emphasis on free agency and the ability of
the individual to rearrange various information without regard
to existing standpoints. Freedom now is associated with the
unconscious processes of the mind and body through which
flexibility is increased by the constant reorganization of their
constituent parts and affective responses. Deleuze's explication
of Spinozan idea of freedom as being "an 'interior’ and 'self’
determined by necessity" applies here. Especially apt is
Deleuze's corollary that "one is never free through one's own
will and through that on which it patterns itself, but through
one's essence and that which follows from it."*20

This new idea of freedom, i.e., the acceptance of one's
own internal inclinations, informed by the activities of the
unconscious and affective responses of the body, also signifies

fig.9
Chim 1 Pom

Saya mau pergi ke TPA 2008
©2008 Chim t Pom

Courtesy: Mujin-to Production, Tokyo

an openness to things in their given states. This acceptance,
or unbiased observation, of the natural course of phenomena
awakens the human mind to many possibilities of meaning
buried in the apparently inert phenomena of everyday life,
as demonstrated in the videos and performances of Yagi and
Tanaka, or the drawings of Aoki and Ochiai. It also brings out
the palpable knowledge of the specific realities of people and
places that far surpasses cultural assumptions imposed by the
media. The social actions of the artist collective Chim t Pom
serves as superb examples of the paradox in which
spontaneous actions based on direct physical contact with
things and places reveal a truth about the current reality that is
usually obscured by the official networks of information. .

The six-member Chim t Pom, (Elie, Ryuta Ushiro,
Yasutaka Hayashi, Masataka Okada, Toshinori Mizuno,
Motomu Inaoka,) explores situations in which their apparently
mischievous actions uncover a hidden truth about the local
condition. Often presented as imitation reportage on an urban
problem or some remote location, their projects are planned
around specific details that emblematize the actual conditions
of a place. In their 2008 project of Saya mau pergi ke TPA
(Please Take Me to TPA)[fig.9], the members visited a
gigantic garbage heap in Thailand. While some members
collected garbage, one member tossed down a plastic bag from
a helicopter. In spite of its resemblance to an act of illegal
littering, the video of the event showed local people vying for
the bag, revealing a truth about the specific social situation: to
those who make a living by collecting and selling recyclable
garbage, a plastic bag is an important resource.

Their video, Feelin' like the guys make me hot 01,
made in a suburb of Tokyo during the summer of 2008,
documents the group burning garbage outdoors and building
a fire on the ground in the shape of succor court. Although
seemingly a flamboyant act of fun, the action was nevertheless
a beautiful spectacle in which the shape and movement of

* the flames appeared as abstract patterns. The image, evoking
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a sense of warmth, brightness, and speed, conveyed to

the audience the power of fire. Through this simple and
childlike action, what was ultimately reinstated was the joy

of immediate contact with the primary element of fire, an
experience, along with its joy and sublimity, that is now nearly
forbidden in contemporary urban environments.

The image of an elemental world is also reflected in
Keisuke Yamamoto's paintings. He depicts, through the watery
application and gritty layering of paint, vague figures with the
characteristics of plants, animals and minerals floating in an
ambiguous space that seems to be simultaneously inside water
and the earth.

Hiroshi Sugito's paintings also reveal a vision of an
elastic world through the use of a loose geometrical framework
that evokes associations with disparate things such as houses,
mountains, the interior of rooms and paths to woods and the
ocean. He extends the scope of the painting’s impact beyond
the picture frame by taking advantage of the affective states
induced by the tactile feelings of hardness, softness, coolness
and warmth that he conveys through the skillful manipulation
of paint.

Collectively, the artworks in Winter Garden
demonstrate the actions of a flexible imagination that breaks
down the rigid frames of seeing, understanding and acting
imposed by various socio-cultural regulations, and creates a
space that encourages an immediate interaction between the
spectators and the artworks through the sensory affects and
associations evoked in the spectators. In this way, the works
aspire to attain the state of pure phenomena that induces
sensory and cognitive responses. For this reason, the artists
have cultivated increased materiality in their respective
formats of presentation. This is shown in Ochiai’s and Saeki's
use of large canvases and Handa's use of tile panels for their
drawings to reinforce the process of change and physical
impacts and to convey them to the spectators as tangible
phenomena. The same efforts to capture the materiality of
physical phenomenon are also found in Chiba’s use of props
to create a three-dimensional setting for his paintings; and in
Yagi's use of ice as something that moves between liquid and
solid states to involve the spectators in the process of change.
The collective experience of Winter Garden thus comprises
a micro version of the plane of immanence described by
Deleuze as follows:

“[A] plane of immanence has no supplementary
dimension, the process of composition must be
apprehended for itself, through that which it gives, in
that which it gives. It is a plane of composition, not

a plan of organization or development. There is no
longer a form, but only relations of velocity between
infinite small particles of an unformed material.

There is no longer a subject, but only individuating
daffective states of an anonymous force. Here, the plan
is concerned only with motions and rest, with dynamic
affective charges.” *?!

This characterization of the body as the sum of the
effects produced by affective impacts and the decomposition
and reconstitution of details suggests a reconstruction of our
view of life from the most elementary level, not through our
consciousness or will, but through our sensory perceptions and
associations.

In the contemporary Japanese context in which artists
seem to deliberately avoid strong theoretical positions,
movements, or political goals, the model of life as a "plane of
immanence" presents a viable paradigm for the creation of art.
The approach adopted by the artists introduced here already
corresponds with the direction suggested by the Spinozan
theory.

Winter Garden is small in physical scope and provides
only a short introduction to the individual approaches of
artists with complex histories and impressive bodies of work
already behind them. Nevertheless, the aim of the exhibition
is to provide an overview of the conceptual approach that has
been pursued with consistency by the younger generation
of Japanese artists today. What is provisionally termed the
“Micropop tendency” primarily points to the ability to make
use of the most insignificant phenomena as a medium of
perceptual change. If The Door into Summer emphasized
the ability of the individual to choose and effectively use
relevant pieces of information or products out of the millions
of candidates proffered by a commercially and informationally
controlled society, Winter Garden reasserts the more basic
ability of individuals to respond to their internal directions and
external impacts to realize their natural inclinations and the
integration of mind, body and natural phenomena. The process
of de-territorialization in The Door into Summer finds its
counterpart in the process of decomposition and reconstitution
as a principle behind "creation through de-structuring.”" By
combining the two merits of choice and change, incorporating
the four methods of de-territorialization, re-use, sedimentation,
and physical affects, the Micropop imagination can provide,
in spite of its modest outlook, a positive weapon against the
indifferent reality of our time, and offers a rewarding way of
seeing and dealing with the phenomenological world.

Modem poets, such as Wallace Stevens and Masaoka
Shiki, observed with great sensitivity the almost imperceptible
but certain changes in the everyday world, like a gust of
wind in a suburban park or the growth of plants in a small
private garden, treating each one as a catalyst for refreshing
perception, finding in each occurrence an increased joy of
life.*22 In a similar way, the artworks in Winter Garden
provide various devices that help us regain the enjoyment and
enlightenment that life offers through the recognition that the
human mind is constantly being nourished by small changes
within the immanent world and that it is the role of art to
enhance that process. This is the positive message of Winter
Guarden and the spirit that sustains the work of the Japanese
artists in our time.
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