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The show marks the return of the renowned conceptual photographer, artist, and architect to
Los Angeles for the first time in over a decade. Sugimoto, who was born in Tokyo and graduated
from LA's Art Center College of Design in 1972, uses cameras and photographic processes to
explore time, light, and the relationships between truth, fiction, and vision. In past bodies of work
spanning a decades-long career, Sugimoto documented dioramas at New York's American
Museum of Natural History and movie theaters across the country; he presented wax figures
isolated from their museum context in ethereal, dramatic portraits; he captured bursts of
electrical energy on dry plates in his darkroom; and he photographed horizon lines worldwide,
framing cloudless skies and sharp lines as an origin point for his own consciousness. The
artist’s in-depth investigations of visual perception, natural elements and photographic
properties articulate a concern with collective and personal histories and the markings of time,
as well as the limitations and possibilities of human perception.






Sea of Buddha is a series of 49 photographs depicting 1,001 Buddhist statues at a temple
commonly known as Sanjusangendo (Hall of Thirty-three Bays) in Kyoto. In this work, Japanese
artist Hiroshi Sugimoto captures the statues as religious icons and embodiments of time, memory,
and transcendence. Sugimoto views the collective presence of these seemingly identical figures as
a form of “conceptual art” from 1 2th-century Japan

The statues are Bodhisattva, specifically the thousand-armed Kannon—a Japanese term for the
Sanskrit Avalokiteshvara, which literally means “sound-perceiver” of the cries of all sentient
beings. The statues were originally commissioned by the retired Emperor Go-Shirakawa in 1164,
a time viewed as the era of mappd, or the decline of Buddha's teachings. Social elites of this era
endorsed building temples and statues in the quest for saviors. Sanjisangendd’s uniqueness is a
visual manifestation of the omnipotence of Kannon across time through this collection of life-size
unigue wooden sculptures arranged along a narrow, 394-foot-long wall—a true architectural and
artistic anomaly. At the center is a large, seated Kannon made by the sculptor Tankei of the Kei
school, a notable lineage of Buddhist sculptors of medieval Japan.






After seven years of rigorous negotiations, Sugimoto finally received permission to photograph the
statues in 1995. As an artist known for mastery of light, he spent 10 consecutive days capturing
images of the gilded statues as they faced east, momentarily and subtly illuminated by the rising
sun. By removing all adornments and lighting added since the late medieval period, Sugimoto
recreated how the statues might have originally been experienced, conjuring a vision of a Buddhist
paradise. His compositions, which are framed from above eye level, enhance the otherworldly
effect. The photographs convey a sense of timelessness and the vastness of both spiritual and
philosophical wisdom. Sugimoto has the grandeur of the seated Kannon in three large gelatin
silver prints assembled—thus titled triptych—along with a hand-crafted wooden frame.

Based in New York and Tokyo, Sugimoto works in photography and architecture. In 1970, after
graduating from Rikkyé University in Tokyo, he moved to Los Angeles and enrolled in ArtCenter
College of Design, where he learned to make a photograph that was “perfectly crafted and
exquisitely printed.” He devoured the writings and recipes of Ansel Adams, who had taught at
ArtCenter in the late 1930s, educating himself in the mechanics and artistry of photography. With
a Bachelor of Fine Arts degree, Sugimoto moved to New York in 1974 where he opened an
antique store and became an expert in Asian antiquities.

Sugimoto's work can best be described as an expression of “time exposed.” Different from
photographers who capture a split second, Sugimoto uses an 8 x 10 large-format camera and
extremely long exposures to create conceptual works that embody an extended period and are
naturally contemplative. His series Seascapes (1980- ), for example, is made by exposing the
film for up to three hours, embedding that time in the image. Sugimoto's interest in the dichotomy
between life and death is reflected in his series Dioramas (1976- ), made at Natural History
Museums across the world, in which the taxidermied animals appear alive. Sea of Buddha is an
exquisite culmination of ideas expressed in his earlier work. This monumental photograph skillfully
unites a sense of infinity with the concept of salvation, further exploring the tenuous line between
life and death.
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Birds of South Georgia (2012),
Hiroshi Sugimoto Photograph
courtesy the artist © Hiroshi
Sugimoto, courtesy Pace Gallery
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CRITIC'S NOTEBOOK

What [s Photography? (No
Need to Answer That.)

Two exhibitions by Japanese artists raise deep questions about
the medium, and — refreshingly — leave them hanging.

~ry.
“Lightning Fields 225,” by Hiroshi Sugimoto (2009), was produced by sending bolts of
electricity across sheets of unexposed film. Hiroshi Sugimoto



By Emily LaBarge
The critic Emily LaBarge saw shows of photography by Hiroshi Sugimoto and Daido
Moriyama in London

Published Nov. 21, 2023 Updated Nov. 23, 2023

There’s more than one answer to the question “What is
photography?,” and this fall in London, there is a dazzling array of
possibilities on show in retrospectives of the Japanese artists
Hiroshi Sugimoto and Daido Moriyama.

Born 10 years apart (Moriyama in 1938, in Osaka, and Sugimoto in
1948, in Tokyo), both photographers came of age in Japan’s postwar
photography boom. During this time of political change and
technological innovation, practitioners explored, and frequently
critiqued, the photograph as journalistic document, art object and
mass media advertisement. Photo books and photography
magazines proliferated, as did connections with American art
scenes including Minimalism, Pop and the grainy realism of street
photography.



“All my life I have made a habit of never believing my eyes,”
Sugimoto has said. Across four floors of the Hayward’s stark,
Brutalist galleries, nine black-and-white series spanning 1976-2022
are staged in austere displays. Each body of work addresses the
seen and the unseen, exterior and interior life, with deceptive
simplicity.

A sequence of “Diorama” photographs, begun shortly after
Sugimoto arrived in New York in 1974, capture scenes from the
American Museum of Natural History with otherworldly precision.
Using an old, large-format camera, long exposure times and
elaborately tuned lighting, Sugimoto enhanced both the artifice
and the verisimilitude of the institution’s taxidermy wildlife
tableaus behind glass.

“Polar Bear” (1976) shows the majestic white animal roaring over
a fresh kill: the bloodied body of a seal whose inert form is bulky
and dark against an Arctic white background that stretches into
the distance. Look closely and behind the bear — with its luscious
coat of fur, its big paws so heavy in the snow you can almost hear it
crunch — the line between two and three dimensions is just visible:
a jagged crevasse in the ice floe beneath the two animals merges
almost seamlessly with a painted backdrop of receding icy peaks.



The eye judders between these realities. The dead bear,
momentarily brought to life by the vividness of the photograph,
dies again, and is preserved again, a copy of a copy, frozen between
past and present. Similar fates await a pair of ostriches defending
their new hatchlings against a family of wart hogs (“Ostrich-Wart
Hog,” 1980) and a placidly floating mother manatee and her calf
(“Manatee,” 1994).

“Union City Drive-in, Union City, 1993” from Sugimoto’s “Theaters” series, Hiroshi Sugimoto

Sugimoto’s play with photographic abstraction is evident in a
series of “Seascapes,” dominated by long horizons and blank skies,
“Lightning Fields” produced with bolts of electricity sent across
sheets of unexposed film and rich chromatic studies (“Opticks”)
made by shining light through a prism. But it’s the “Theaters”
series, arguably his most famous, that maintains the most
beguiling promise of photography to capture a flickering in-
between state.



In cinemas, drive-ins and abandoned palace-style theaters across
the United States (and sometimes Europe), Sugimoto set his
camera’s exposure time to the length of a movie screening. His
device sees what no naked human eye can apprehend: a bright
white vortex of time elapsed, frame upon frame upon frame, at
once stilled and in motion. In Massachusetts, Indiana, New York,
Philadelphia, the shadowy rows of seats, crumpled velvet curtains
and decorative wall moldings are irradiated by a central focus that
is not an image but a light so bright and uncontainable that its
edges are smudged like a ghost.

Across town at the Photographers’ Gallery, also unfolding across
four floors, the Moriyama retrospective does away with any sense
of the photograph as a rarefied art object. Where Sugimoto’s
images are clear, large, refined, singular and precious, Moriyama’s
are multiple, democratic, immersive, rapid and haphazard, and
varied in size, material and presentation.
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These are some of the earliest works here, but he pulls the same trick years later at Madame
Tussaud's, using the techniques and tactics of portrait photography to capture images of the wax
works; Napoleon all vulnerable and forlorn, Fidel Castro aged and weak, Princess Diana meek and
soft. Down in the basement, he shows images of waxworks of serial killers and psychopaths. He's
forcing you to balance on the cusp of reality and fiction, life and death. But it's smarter than that,
because he's also trying to make you ask why: why do we preserve these animals in dioramas, these
historical figures in a museum? What are we scared of losing? What have we done?



Quiet pictures of the inevitability of time’s
passing and your utter powerlessness in the
face of it

Sugimoto loves big questions, and his two best series ask the biggest of all. ‘Theatres’ is endless
images of abandoned cinemas, their screens glowing a spectral white, their walls crumbling.
Sugimoto shot each with an exposure long enough to capture a whole film. A whole work of art,
summed up and gone in an instant, reduced to nothing but the light it emitted. No people, no story, no
culture, just time disappearing. They're ghostly, haunting images that shine almost too brightly in the
dark gallery, quiet pictures of the inevitability of time’s passing and your utter powerlessness in the
face of it.

'‘Seascapes’ is nothing but bodies of water, shot with that same long exposure, their waves smoothed
out into soft flat blurs, their horizons now a sharp split of sky and water, creating miserable,
monochrome Rothkos. They're beautiful, meditative images that would have looked the same taken a
million years ago as today, just blank, endless grey; all there's ever been, all there'll ever be.

There's lots to not like here. The images of lighting-like electrical phenomena feel horribly studenty,
and the photos of Buddhist statues and mathematical models just look like they're built for some
coked-up banker’s living room.

But at his best, Sugimato makes you feel small, like time is passing and always will, like the universe
is huge and you're insignificant. When | was at the show, Sugimoto was walking around the empty
galleries playing ‘Let It Be' out of his phone and singing along. And that's the point: the universe is big
and you aren't, time is endless but yours isn't, but don't worry about it, just let it be.

% Written by Eddy_Frankel Tuesday 10 October 2023
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O An incredible technical feat ... Union City Drive-in, Union City, 1993. Photograph: © Hiroshi
Sugimoto, courtesy of the artist

It has continued to preoccupy Sugimoto too, as this exhibition also
highlights images from his 1999 Portraits series - inspired by the displays of
another major tourist attraction, London’s Madame Tussauds. Sugimoto was
drawn to the sculpted wax likeness of Henry VIII, and the fact it was based in
turn on a 16th-century portrait painting by Hans Holbein the Younger.



Conceptual Forms,

0 'Carving with a camera’ ..

Dini's Surface: a constant negative curvature

obtained by twisting a pseudosphere, 2004.
Photograph: © Hiroshi Sugimoto, courtesy of
the artist.

The sexy side of the show is in fact in
a lesser known suite of photographs
of curving abstract forms, in which
Sugimoto set out to “carve with a
camera”, surrounding actual carved
objects, mathematical models, in
scintillating aluminium, turning
geometric theory into tangible object
(using some advanced Japanese tech
to produce them). The Onduloid is
the show’s real starlet - a turning
shape that fascinates Sugimoto, and
takes his interests in composition,
geometry and space in a new
direction.

Upstairs things get weirder, a tour
around some of Sugimoto’s most
performative processes and
experiments. The camera-less
Lightning photographs are the
closest to wilding out as Sugimoto

gets, embracing the wabi-sabi and deliberately trashing sheets of film with
electricity. Taking this even further, he also mixed his own sea water, and
dunked film in it, before jabbing at it with electrical tools.
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A New Hiroshi

Sugimoto Sculpture
in San Francisco

Reaches for Infinity

His sliver of an artwork, “Point of Infinity,” marks
the start of the city’s Treasure Island Art Program.



By Jort Finkel
Reparting from San Francisco

Jurwt 9, 2023

The San Francisco skyline has radically changed over the past two
decades because of all the real estate development. It's changing
again now, but subtly, because of an artwork. The Japanese artist
Hiroshi Sugimoto, famous for his slyly deceptive photography, has
just planted a slender, 69-foot-tall stainless steel sculpture on a
hilltop in Yerba Buena Island, meant to serve as an anchor — or
beacon, given its height — for the area's new public art program.

From some viewpoints it looks like the tip of a sewing needle
poking out above the trees and cellular towers of this island in the
San Francisco Bay. From others it seems an elegant high-tech
cousin of the Transamerica Pyramid, the chunkier building across
the bay. Because of its particular curved geometry, which tapers
from a concrete base of 23 feet to a top that is less than one inch in
diameter, the sculpture looks as if it's growing infinitely smaller
and taller as it reaches for Earth’s outer atmosphere.






“With Antony and Pae, they were selected and asked to redesign.
With Sugimoto, we wanted the sculpture exactly as proposed,” she
said. “It's so simple and elegant. It's a very conceptual work but 1
think will appeal on many different levels, whether you know
anything about art or not.”



The largest of the group by far, “Point of Infinity,” is also a sundial
in a sense, though without hour markings. Instead, Sugimoto will
place a granite marker on the ground to align with the shadow cast
by the artwork at solar noon on days of the spring and fall equinox.
A ring of white gravel surrounds the sculpture to prevent it from
becoming a skatebearding ramp.

For his part, Sugimoto sees “Point of Infinity” not as a sculpture
but, nodding to Marcel Duchamp, as a readymade, because it's
based on a mathematical model. “It’s a found object, but price-wise
it's the same as a sculpture,” he said, laughing again.

There could be one other major expense left: altering the cement
walls lining the small hilitop park, remnants from a water tank on
site. Noticing how they cut into city views, Sugimoto this week
requested that the Arts Commission shave the walls down by about
a foot to 42 inches. Manton says they are looking into it but “there
are code and safety concerns.”

Assuming that doesn't cause delays, the park, currently considered
a construction site, should officially open to the public sometime
this fall. Variously called Tower Park and Yerba Buena Island
Hilltop Park, it will be renamed Infinity Point Park.

Sugimoto said he’d like to return around then to photograph the
sculpture. “I will come back with this huge 8 x 10 camera, It's
cheaper to do it by myself," he said, flashing another smile, “rather
than asking for a professional photographer”
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SAN FRANCISCO, March 1, 2023 - The San Francisco Arts Commission (SFAC). In partnership with the Treasure

Island Development Autharity (TIDA), are pleased to announce the upcoming installation of the first permanent

sculpture commissioned for the Treasure Island Arts Program by internationally renowned artist, Hiroshi Sugimoto.

The sculpture, titled Point of Infinity, will be placed on top of Yerba Buena Island in summer 2023, This artwork

marks Sugimotc

irst large scale public sculpture to be installed in the United States and the first of many public

commiissions that will be presented as part of the Treasure Island Arts Program.



“The concept of infinity is a human invention. The point of infinity is a paradox, but should it exist in the natural
world, it must be in a faraway place beyond the edge of the universe. or maybe it is no-more than an lllusion born
inside the human brain. Nonetheless, ever since its birth, the hurman race has persisted in seeing this illusion. We
call it art” explained artist Hiroshi Sugimoto. ‘The form of the sculpture is created from two converging hyperbolic
curves that get closer and closer but never meet. In the material world. it is physically impossible to make a point
that reaches all the way to infinity What | can do. however, is suggest infinity by making an approximate point that
can exist in the material world as a mathematically modeled structure with a 21-millimeter-wide tip.*

Starting at a width of 23 feet at the base, the sculpture rises to a height 69 feet (21 meters) and tapers to a
diameter of 7/8 inch (21 millimeters). Eight glass fiber reinforced concrete panels compose the base of the
sculpture to a height of 18 44 feet, and then seamlessly transition to mirror-polished marine grade 316 stainless
steel that rises another S0 ¥ feet.

The sculpture acts as a monumental sundial, evoking the Tower of the Sun sculpture from the 1939 Golden Gate
International Exposition on Treasure Island. A stone marker will be placed in the plaza to mark the precise location
of the noon shadow on the spring and autumnal equinoxes. While referencing the grandeur and innovation of the
1939 World's Fair. Sugimoto’s sculpture is an elegant and conternplative reflection on the concept of time and
humanity.

“The San Francisco Arts Commission is thrilled to have worked closely with Hiroshi Sugimoto, the Treasure Island
Development Authority and the Treasure Island Community Development to bring this monumental installation to
San Francisco and launch an historic new era for public art in San Francisco.” said Ralph Remington, Director of
Cultural Affairs. "Point of Infinity is the first of many public art installations that will transform Yerba Buena Island
and Treasure Island into a world class public art destination. | look forward to all the incredible works that will come
as a result of this ongoing partnership.”

“The Sugirmoto sculpture is an important inaugural work to implement a vision that incorporates art into Treasure
Island’s 300 acres of public parks and open space.” said V. Fei Tsen, President of the TIDA Beard. Treasure Island
and Yerba Buenaz Island have a spectacular position in the middle of the San Francisco Bay. Our intention is to
create an experience that marries art with nature.”

Point of Infinity will be situated in one of two new hilltop parks totaling 5.4- acres designed by MacArthur ‘Genius’
Grant recipient Walter Hood of Hood Design Studio Inc. The park is located on the westernmost peak of Yerba
Buena Island with sweeping, 360-degree views of the San Francisco skyline, San Francisco Bay. Alcatraz, Clipper
Cove Beach. Golden Gate Bridge. and greater Bay Area. The public park serves as a centerpiece of the community
as well as a cultural and ecological arboretum. revealing layers of history. and sits upon the foundations of a
decommissioned water tank that has been transformed into a scenic overlook. The sculpture is located on top of
the former water tank and will be a beacon for people around the Bay Area and visible from many vantage points
including the Bay Bridge and San Francisco.
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In the sixteenth century it became the custom for cultivated
Japanese people of a certain social status to enjoy the rituals of
the tea ceremony. The quotidian act of preparing a cup of tea for a
visitor was raised to the level of art, with meticulous care
lavished upon the unique goal of entertaining one’s guests. In a
small room, a single but magnificent picture would be hung.
Flowers to set the picture off were arranged in the alcove.
Especially strict attention went into selecting a bowl of the right
color and shape from which to drink the tea. Finally, every
movement of the host conducting the ceremony had to be as
graceful as a dance by Nijinsky.

Sugimoto’s point was that the Japanese tea ceremony possesses
the same elements of art valued in the West: There is dance in the
movement of the person performing the ceremony, music in the
sound of the water moving between vessels and states of cold and
hot, sculpture in the form of the ceramic bowls. The earliest record
of tea being grown in Japan dates to the ninth century, when a
Japanese monk, having brought seeds back from China, served tea
to Emperor Saga in 815. The ceremony as we know it today was
largely developed in the 16th century by the tea master Sen no
Rikyu. It is intended as a marriage of practicality — to unite
enemies over a cup of tea — and art. The harmony and
gracefulness of the performance is almost as crucial as the quality
of the tea being poured. Though Sugimoto has made his name as an









LISSON GALLERY

The Art Newspaper
13 January 2023









LISSON GALLERY

The New York Times
07 December 2021

Che New Nork Times

By Hiroshi Sugimoto
Mr. Sugimoto is an artist, architect and writer.

Dec. 7, 2021

Turning Point: For some stranded away from home, the seemingly
endless months of the pandemic became a kind of sabbatical.



In medieval times, people typically lived out their entire lives in the
same community. It was only with the advent of modernity and the
invention of trains, automobiles and airplanes that people started
to broadly roam the surface of the earth. Even an artist like me can
circle the earth two-and-a-half times, as I did in 2019. I'm usually
based in New York, and my ever-expanding workload comprised
solo exhibitions, lectures, theater productions and architectural
projects. Then came Covid-19. I happened to be in Japan when the
pandemic began. Because of the global shutdown, I have
rediscovered the simple pleasure of living in the same community
— in this case the Shirokane district of Tokyo — for more than a
year and a half.

In 1665 London, the plague was rampant. Isaac Newton retreated
to Woolsthorpe-by-Colsterworth, his native village in eastern
England, for a year and a half to avoid the spread of infection.
There he threw himself into his research. This was when he came
up with the theory of gravity, after witnessing an apple fall. This
was when, after setting up a prism on the second floor of his house,
he discovered that daylight refracts into a spectrum of seven
colors. This was when he developed his theory on infinitesimal
calculus. This work laid the foundations of modern physics and
mathematics. Some good can come out of a pandemic. My work as
a photographer owes a debt of gratitude to Newton’s prism
experiments then.

I chose to follow Newton’s example, treating these 18 months in
Japan as a sabbatical and focusing intently on my work. In my
case, that meant pushing my final work — the one that will be my
legacy — closer to completion. I have called this project the Enoura
Observatory, a multidisciplinary cultural complex that includes a
gallery, two stages for the performing arts, a teahouse, shrine and
numerous pavilions. It is set on 10 acres of hillside overlooking
Sagami Bay in the Kataura district of Odawara, and the
architecture hews to a style that the ancients once built for the
observation of the heavens. Seven thousand years ago, humans
began erecting structures to verify that the sun rises in the east
and sets in the west, and that time progresses as the seasons
change. I imagine this gave them a sense of place and purpose in
the universe. These archaeoastronomical structures are now
reduced to ruins in places like Egypt, Peru and Ireland.



Civilizations rise and fall. In a bid to prepare for the possible
collapse of our modern civilization, I am making a garden that will
devolve beautifully into ruins of stone. Perhaps someday a future
society, with little knowledge of our time, will discover this site and
will ponder its meaning.

Here at Enoura, where I toil every day, I have appointed myself
master of a crew of stonemasons. For guidance I refer to
“Sakuteiki,” or “Notes on Garden Design,” written by Tachibana
Toshitsuna in the 11th century. In his book, Tachibana states that
the most important thing is “to listen to the voices of the stones.”
Each stone has its own unique character. By listening to the stone
and recognizing this character, I can identify the purpose of each
one and see how they need to come together to work in harmony:.



While I have been unable to leave Japan, I have been working
remotely on my next major project, in Washington, D.C. I have
taken on the challenge of revitalizing the sculpture garden of the
Hirshhorn Museum. Gordon Bunshaft, the architect of the
Hirshhorn and designer of the original garden, was deeply
influenced by the stone gardens of medieval Japan. Inspired by
Bunshaft’s dream of a modernist stone garden, I decided that a
Japanese dry stone wall could act as a symbolic link between the
ancient and the modern, providing the perfect background for the
museum’s modernist sculptures.

Just before the outbreak of Covid-19, I was visiting quarries on the
East Coast of the United States, listening to the voices of their
stones. Now as I work to build the Enoura Observatory, while
listening to the voices of the stones, I think of the Hirshhorn
sculpture garden. The stones that link these two sites, halfway
around the world, existed long before the advent of humanity, and
their voices will continue to endure long after the fall of our

civilization.

Hiroshi Sugimoto is an artist, architect and writer.
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Two years later, an inspired Sugimoto began working on Diorama. The photographic
series has already spanned four decades, during which time he has travelled to
natural history museums across the United States, documenting their dioramas with
an 8x10 large-format camera. His intention is to subvert the supposed objectivity of
photography by deceiving the viewer: at first, these pictures appear to be like the
black-and-white photographs usually found in National Geographic, until closer
inspection reveals detailed brushstrokes. Gerhard Richter’s early photorealistic
portraits are an obvious influence.
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Hirshhorn Wins Approval for Hiroshi Sugimoto’s Sculpture Garden Revitalization
Multi-Year Federal Review Process Concludes with Mission-Forward, More Accessible
Design

The Smithsonian’s Hirshhorn Museum and Sculpture Garden has successfully completed the
public consultation process for the revitalization of its Sculpture Garden. The National
Capital Planning Commission voted to approve the final proposal, joining the Commission of
Fine Arts, which voted on July 16 to approve the project.

“We welcome these approvals, which have followed a robust public process that allowed us
to hear and incorporate the views of so many who care deeply about the garden,” Hirshhorn
Director Melissa Chiu said. “The final design by Hiroshi Sugimoto, the renowned Japanese
artist and architect, will enhance the experience of millions of Hirshhorn visitors in coming
years."

With the approvals, the Smithsonian Institution and the Hirshhorn Museum will move forward
with site development plans proposed in the spring of 2019. The plans were reviewed and
revised in a series of eight public consultation meetings which addressed the museum’s
mission, as well as the sculpture garden's architectural legacy and landmark status.

Sugimoto’s design accomplishes two important goals: making the Sculpture Garden more
accessible and inviting to the 30 million people who pass it on the National Mall each year
and offering flexible venues for the kinds of large-scale sculpture and time-based and
performance works that are the hallmarks of contemporary art today.

The entrance on the north perimeter will be broadened from 20 to 60 feet, widening
sightlines into the Sculpture Garden and doubling the number of ramp entries. On the south
side, the design will reopen the underground passageway connecting the Sculpture Garden
to the Hirshhorn's distinctive circular plaza and museum building.



The Hirshhorn is the only Smithsonian museum directly integrated into the National Mall. The
revitalization project will connect the 1.5-acre garden on the National Mall with the 4-acre
plaza surrounding the museum, which welcomes 1 million visitors annually. The project will
address long-overdue repairs to infrastructure, increase the Hirshhorn's display of modernist
sculpture in the east garden by almost 50 percent, and honor the vision of landscape
architect Lester Collins, who redesigned the garden in 1981, by expanding the number of
native plantings in the garden by 70 percent, thus offering a 160 percent increase in shade
and seating.

“Our vision for the Hirshhorn, the only national museum of modern art free and open to the
public year-round, champions artists first and foremost,” Chiu said. “The art of our time is
often immersive, interactive and ready to break free of walls, and we believe that a museum
of the 21st century needs to be responsive to the art being made today.” She noted that the
Hirshhorn’s original architect, Gordon Bunshaft, took the same approach when he designed
the museum half a century ago.

Sugimoto has adapted and reenvisioned the garden, which Bunshaft said was inspired by
Japanese gardens, with a thoughtful, considered and contemplative approach, Chiu said.
“Sugimoto’s vision is very much aligned with the garden’s original influences but takes a view
toward the future. Our next chapter is one that is more inclusive and accessible and elevates
the experiences and voices of today,” she said.

The Hirshhorn is the only Smithsonian museum directly integrated into the National Mall. The
revitalization project will connect the 1.5-acre garden on the National Mall with the 4-acre
plaza surrounding the museum, which welcomes 1 million visitors annually. The project will
address long-overdue repairs to infrastructure, increase the Hirshhorn’s display of modernist
sculpture in the east garden by almost 50 percent, and honor the vision of landscape
architect Lester Collins, who redesigned the garden in 1981, by expanding the number of
native plantings in the garden by 70 percent, thus offering a 150 percent increase in shade
and seating.

“Our vision for the Hirshhorn, the only national museum of modern art free and open to the
public year-round, champions artists first and foremost,” Chiu said. “The art of our time is
often immersive, interactive and ready to break free of walls, and we believe that a museum
of the 21st century needs to be responsive to the art being made today.” She noted that the
Hirshhorn’s original architect, Gordon Bunshaft, took the same approach when he designed
the museum half a century ago.

Sugimoto has adapted and reenvisioned the garden, which Bunshaft said was inspired by
Japanese gardens, with a thoughtful, considered and contemplative approach, Chiu said.
“Sugimoto’s vision is very much aligned with the garden's original influences but takes a view
toward the future. Our next chapter is one that is more inclusive and accessible and elevates
the experiences and voices of today,” she said.
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Scene Stealers: ‘Dioramas’ Set Many
Stages at the Palais de Tokyo

For many years we have been seeing installations and groupings of objects and figures
either culled from the real world or meticulously fabricated. Rather than being displayed
in a straightforward and unambiguous way in a gallery or museum setting, they are
often separated from viewers by a framing device, such as a vitrine, a box, or other clear
zone of demarcation. This distancing effect, rather like looking at something through the
wrong end of a telescope, intensifies a work’s emotional charge, whether it’s of wonder,
political or social edification, or of fear, revulsion, entropy, or dystopia. (Think of
Damien Hirst’s glassed-in and formaldehyde-soaked animals.)
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Hiroshi Sugimoto Has Hard
Thoughts and a Soft Focus

In his new book, the photographer reveals the essence of
important buildings. In conversation, he has a few unvarnished
things to say about some of them.



By Roberta Smith
Published Oct. 1, 2019 Updated Oct. 3, 2019

Of all contemporary photographers, none has so rigorously
explored the nature of his medium as Hiroshi Sugimoto. Since the
mid-1970s, and working exclusively in black and white, he has
devoted series of images to natural history dioramas, the interiors
of movie palaces lighted only by their uncanny glowing screens
and the historic personages of Madame Tussauds wax museum.

His photographs have stretched and reshaped the concepts of time,
space and light endemic to the medium, and in the process they
have altered our grasp of history, visual perception and existence
itself. He has anointed fossils “the pre-photography time-recording
device” and called photography “a process of making fossils out of
the present.”

About two decades ago, Mr. Sugimoto turned to photographing
iconic, mostly modernist buildings (the exception: the Temple of
Dendur at the Metropolitan Museum of Art) and two years ago
inaugurated a building of his own design, his idiosyncratic
Odawara Art Foundation Enoura Observatory perched above
Sagami Bay in eastern Japan. This month brings the publication of
“Hiroshi Sugimoto: Architecture,” many of whose 100 images have
never been published before, including two of the Enoura
Observatory.

Roberta Smith, co-chief art critic of The New York Times, sat down
with the artist to discuss the new publication, museum architecture
and another Sugimoto book that has yet to appear in English. The
interview has been condensed and edited.



“Summer Solstice Light Worship 100 Meter Gallery,” 2018, is a photograph of a gallery
that is part of the Enoura Observatory. The gallery is 100 meters above sea level and is
100 meters in length. Hiroshi Sugimoto

How did you start photographing buildings?

I was first commissioned by MOCA in Los Angeles, for their survey
of 20th century architecture. I don’t accept commissions but in this
case, I thought, wow, it might be interesting, if it gives me the
challenge of visiting the icons of 20th century architecture.

I was already very interested in architecture.



Your photographs of buildings are deliberately blurred, which
reduces the architecture to a kind of essence, a geometric form
without finishing or details.

Losing all the details brings back the fundamental concept. I'm
trying to bring it back to the original vision of the architect.

When it is in a purer state. You’ve written that “a building is the
result of an ideal making a compromise with reality.”

Yes.

I’m interested that the captions in the new book don’t give the
reader a lot of information about the buildings.

Just a name.

The name of the building, but not who designed it, when or where.
So it’s for the most professional people.

Well, not everybody knows everything. I know quite a few of them,
but had to Google others. The Italian buildings from the ’30s I
didn’t know.

I see. Just the name of the building. No location.

That says something about how you want them perceived. We’re
supposed to experience the image on its own.

Right.

This looking at so much architecture seems to have led you to ask
yourself, “What would I do if I were an architect?”

Yeah, sometimes I thought if I were this architect, I wouldn’t have
done this.

You would have changed that.

Right. This is a mistake or failure. So several years ago I made this
book in Japanese as a report criticizing the design of museums.



I know. I read about this book online and my first thought was:
When is it going to be translated into English?

I never thought of translating it into English. It’s mostly for the
Japanese market. I was kind of free to say whatever I said. I have
this rating page; each museum has a short explanation and up to
five stars.

So a lot of people think that, in the United States, the best museum,
or one of the very best museums, is the Menil in Houston. Have
you seen that one?

Houston. Yes, yes. That’s beautiful. The light from the ceiling is
very nicely diffused but I never had a show there. The book only
covers all the museums that have given me a one-man show.

Hands-on experience.

I was really into each building. And I suffered a lot. This is a
consumer report. A user’s manual.

Well, I’m begging you to translate it into English.

It was published like six, seven years ago, so now I have more
museums to criticize.

Better still, an expanded English edition. I read that you ranked
Peter Zumthor’s Kunsthaus Bregenz as the best.

He designed a space to make art look its best, which is quite
unusual for an architect.

Here’s another 5-star.

Renzo Piano’s Hermés building in Ginza
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“Maison De Verre," 2014. Hiroshi Sugimoto

It looks like Pierre Chareau’s Maison de Verre, your photographs
of which appear in the new book for the first time. Piano has done
some pretty good museums. Have you photographed the new
Whitney?

No. This was before the Whitney.
Right. Have you seen it?

Yeah, yeah.



What do you think?

It’s a storage area. It’s not a gallery. It brings people into the
storage.

You should really publish this in English. You’re very opinionated.
You once wrote that art today is “stilling into a breezeless lull.”

The worst museum in my consumer report is one César Pelli
designed, the National Museum of Art in Osaka. Such a bad
building.

What did you think of the César Pelli Museum of Modern Art?

In New York?

The 1984 expansion. That’s when they had escalators across the
big windows in the lobby overlooking the garden, diagonally. I
mean, hello?

I attended the opening and was amazed. It was like a shopping
mall.

I know.

And the beautiful original MoMA, with — I still remember when I
went there, like in the early "70s. The beautiful staircase —

It went up two levels.

And then “Guernica” was there at the top.
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"MoMA, Taniguchi Staircase," 2013. Hiroshi Sugimota

“MoMA, Bauhaus Stairway,” 2013. Hiroshi Sugimoto

And the galleries had linoleum floors. Remember that? It was very
humble and unpretentious.

Right. I photographed that Bauhaus staircase.

It’s in the new book opposite your photograph of the Taniguchi
staircase in the lobby of MoMA’s 2004 redesign.

Right.
So did you like the Taniguchi better?

Taniguchi, no, no, no. I liked the original one better. The Taniguchi
staircase is O.K. But compared to this, it's —

They’ve restored the second flight of the Bauhaus staircase. So you
can go all the way up to the third floor again. No “Guernica” of
course, but it’s a big improvement.

Oh yeah? Oh, I didn’t know that.
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But since March, when the museum announced plans to redesign it
to accommodate a wider variety of programming, the garden has
become the subject of intense interest among aficionados of
landscape architecture and Washington history.



To those familiar with Mr. Collins’s work, the garden ranks among
his most notable creations, and some fear that his vision, which has
defined the space for nearly 40 years, could be lost in the redesign.
This week, the Cultural Landscape Foundation, an education and
advocacy group, designated the garden as an at-risk landscape as
part of its Landslide program, which calls attention to significant
works of landscape architecture that are threatened.

Richard Longstreth, a professor emeritus of American studies at
George Washington University, said Wednesday, “It is in many
ways, I think, one of the finest modernist landscape designs we
have in the federal city”

“When the original Bunshaft design grounds didn’t really work
very well,” he added, “Collins came in and did something very
special and very lyrical, and to ignore that is to ignore history.”

As conceived, the plan would add a large performance space in the
center of the garden, clear the way for larger sculptures, and
provide an entryway directly from the National Mall. But the
degree to which this would diminish Mr. Collins’s imprint is not yet
clear.

The Smithsonian Institution, which operates the Hirshhorn, says
that the new scheme is being done thoughtfully, making the space
more accessible while maintaining its character over all.

“We are looking at, potentially, removal of the influences of both
Bunshaft and Collins,” said Carly Bond, a historic preservation
specialist at the Smithsonian. “But I think we do feel that the
design we have put forward in concept does build off influences of
both designers, and the organization very much is still the same.”



“This is what we’re seeing again and again,” Mr. Birnbaum said.
“It’s really about having more open spaces to accommodate more
people and more programs.”

In part because the museum lies on federal land on the National
Mall, the redesign will be subject to public federal approval
processes and open to public comment.

Among Mr. Collins’s other projects were designs at the National
Zoo and more than two dozen parks along Pennsylvania Avenue.
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Inside the Private New York City Residence Designed by Hiroshi Sugimoto

Here, a look inside the private New York City
residence designed by the artist Hiroshi
Sugimoto. In the hallway, a 2013 Sugimoto
print of a theater at the Palais de Tokyo in
Paris with a centuries-old garden stone from

Japan below. The black tiles were custom-
made by a ceramist in Nara, south of Kyoto.




The kitchen, sheathed in hand-hammered
metal. The cabinets have round windows that
allude to a ship’s portholes. The Towada stone
table and the cane chairs are designed by

Sugimoto’s New Material Research
Laboratory in Tokyo.




One of the apartment’s two master
bathrooms. The walls are made entirely of
Towada stone, and the cypress bathtub sits
atop old stones salvaged from a defunct tram

station in Kyoto. The ceiling is cedar.




The entryway, with “Five Elements,” a glass

sculpture containing a miniature seascape by
Sugimoto on a thin cedar pedestal next to a
large plank of hand-cut cedar, and more
stones from the Kyoto tram station.




The tatami-mat-floored tea-ceremony room
that was Sugimoto’s original commission. The

custom shoji-inspired shades, when lowered,
allow only the sky to be visible.




The dining room, with floors made from
ancient cedar from Yakushima island. To the
left is the dining table; at the right is a sushi
bar. The two ficus bonsai trees reflect

Sugimoto’s original impulse to create an
indoor garden.




The second master bathroom, with a rainfall
shower and two rust-colored slabs of

Komatsu stone from Japan.
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Hiroshi Sugimoto Le Notti Bianche

Aimee Lin Reviews 29 September2017 ArtReview Asia

Fondazione Sandretto Re Rebaudengo, Turin, 16 May - 1 October
2017



Following a 12-year hiatus in the production of Hiroshi Sugimoto’s
Theaters series (begun during the late 1970s), Le Notti Bianche, showcases
20 photographs of theatres and opera houses produced in Italy over the
last three years. These ‘new’ theatres are in fact old: markers of the
country’s history. They include the famous Teatro Carignano in Turin
(built in 1752), the private theatre in Villa Mazzacorati, Bologna
(inaugurated in 1763) and Teatro Olimpico in Vicenza (Andrea
Palladio’s final design, built between 1580 and 158s, it is the oldest
surviving enclosed theatre in the world) and Teatro all’antica in
Sabbioneta (constructed between 1588 and 1590 it was the first purpose-
built freestanding theatre in the world). Sugimoto sees the theatre as a
place for collective ‘religious’ experience, and notes in his essay ‘Image
of the Void’ (included in Time Exposed, 1995) that movie theatres in the
United States ‘have adopted elements of religious architectures from all
over the world without principle’. By visiting classical theatres in Italy
—all built before the invention of cinema — he aims at exploring the
root of the architectural form and its cultural meaning: the ways in
which the architectural features of American movie theatres of the
1920s (which were featured in the artist’s early Theaters works) derive
from the older, palacelike theatres of Europe.

Like those earlier works, the photographs on view here explore the
perception of time, of space and the relationship between the two by
blending three kinds of time into one: the time of a film screening, the
time of a camera exposure and the time of human attention (watching
the film). The production of the photographs depends on the length of
time of a particular movie, screened on the theatre stage (as Sugimoto
previously did on the movie-theatre screens), which determines their
exposure times. In the case of the Italian photographs, these films are
national classics (selected by Sugimoto) such as Pier Paolo Pasolini’s
Salo (1975), Luchino Visconti’s Le Notti Bianche (1957) and Federico
Fellini’s I Vitelloni (1953). But the object (classical theatres in Italy) and
the selection of films are not the only features that differentiate these
works from the earlier photographs. When Sugimoto rebooted the
project in 2014, he added a new gesture: having taken the familiar
photograph of the theatres’ stage, he reversed the scenario to
photograph the auditorium from the stage. Each theatre is now
represented by two images that, here, are hung face-to-face on
opposing walls, so that visitors, standing in between, can only see one
of them at a time.



While this new mode of representation obviously provides a more
complete representation of the actual space of the theatres, it also
inspires further reflection on the space of theatre in more general
terms. The theatre as a place for focused, cultural activities where
comprehensive art appreciation becomes a collective quasi-religious
experience, a space that, despite being a social space, has one absolute
centre: the screen/stage. In his new series of works, by turning the
camera around and looking back to the rows of seats, Sugimoto has
captured two spaces that face each other, bound in an antithetical
relationship — the ‘Look at me’ of the stage is now complemented by
the “We were here’ of the auditorium.

In the pictures of the stages, the space of the screen onto which the
films were projected becomes, due to overexposure, a void across the
space: as if a spirit (or as Sugimoto puts it in ‘Image of the Void’, ‘the
kami [god| of film’) has just arrived, or the soul of a movie-watcher has
disappeared in the act of losing oneself while watching the film. In the
auditorium images, the functional facilities, such as the seats and the
main entrance, may appear quiet and empty, yet their hidden message
is one of fullness, of numerous ghosts speaking in low voice: ‘I was once
here, watching’. Indeed, the antithetical structure of the spaces and the
images reminds me of a classical Zen metaphor: the void is a
consequence of fullness.
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Sauth Georgia (2012), Hiroshi Sugimoto ® Hiroshi Sugimoto
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Hiroshi Sugimoto:
[lluminating Opera

Houses and Abandoned

Movie Palaces



After teaching himself photography in his early teens, one of his first
subjects was Audrey Hepburn — or at least a 20-foot-tall image of her
projected onto a theater screen. He discovered that by employing a
shutter speed of a 30th of a second he could produce a still image of a
single frame of the movie. But he eventually realized, in New York
City in 1976, that the light that entranced him on screen could also
illuminate the interiors of America’s remaining movie palaces.

This vision led to his seminal, and surreal, “Theater” series that
captures the splendor of cinema and is also a meditation on the
nature of time. By leaving his shutter open for the full length of a
movie to create a single still image with a luminescent white screen,
Mr. Sugimoto offers a meditation on impermanence and the fleeting
nature of civilization.

“Usually a photographer hangs around and captures the moment, but
I created my own illusion that doesn'’t exist in reality,” he said. “It’s

just my own imagination — but I get to make my imagination visible.”



“Summertime” (1955) at Teatro dei Rozzi. Siena, Italy. 2014. Hiro

Forty years after the beginning of that series, Mr. Sugimoto has
turned his attention and technique to capturing the majestic opulence
of Italian opera houses. The results are on display at the Fondazione
Sandretto Re Rebaudengo — a contemporary art museum in Turin,
Italy — from May 16 to Oct. 1. For the first time, he has also included

images of the reverse view from the screens of the audience seats.

While some of the opera houses had existing screens to aid in staging
live performances, most of the time Mr. Sugimoto brought projectors
with him and built the screens. He played the complete versions of

classic films about Italy by Fellini, Visconti and others.



Different film genres, he has learned, demand different exposures.
Upbeat films and comedies tend to be brighter, he said, while sad
movies are darker. Occult movies are the darkest, because they are
mostly shot inside, so he opens up the aperture on his large-format
camera by two stops, he explained.

“The brightest movies are spaghetti westerns because they are all shot
outside,” he added.

The opera house series reflects his passion for architecture and his
fascination with the history of theater, reaching back to ancient
Japanese and Greek plays. These interests are not just limited to
photographic expression.



In addition to designing buildings, he is also working with a
choreographer and a composer on a ballet influenced by Noh theater,
commissioned by the Paris Opera, and is also organizing a Bunraku
Japanese puppet show, to be performed at Lincoln Center in 2018.

The grand movie palaces he documented in the 20th century are now
mostly abandoned and he has begun documenting their decay by
temporarily reviving them by projecting films. These emotional,
visceral images reveal the death of the glory days of cinema, when the

screens were large, and the stars even larger.

“Look at Greece and the beautiful Parthenon,” he said. “It once was
glorious, and now it’s in terrible condition” he said. “History is
passing and we will not be forever. I can look out my window and
watch New York City being built now. But maybe 500 years later,
1,000 year later, this might be ruins too.”
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Hiroshi Sugimotos Most Ambitious Project

The 69-year-old Japanese artist Hiroshi
Sugimoto, who made his name as a
photographer, is transitioning into
architecture. His most ambitious undertaking
is his own Enoura Observatory, a complex in
the Enoura district of Odawara, a city on the

eastern coast of Japan, about an hour from
Tokyo. This is Enoura’s glass Noh stage,
alongside a 70-meter-long “underground

chamber.”




The reception area. The complex, set to open

in October, is the culmination of the artist’s
career, a series of structures he hopes will still
exist hundreds of years from now. The
structures include exhibition spaces, two Noh
stages, a teahouse and the offices of his
Odawara Art Foundation.




The 100-meter-long gallery space. With
Enoura, Sugimoto aims to define a “new

Neolithic aesthetic.”

The future site of a rock bridge leading to a
second Noh stage.




The wooden supports beneath the glass stage.




An aerial view of Enoura.

An aerial view of Enoura.




Sugimoto inspecting a stone slab. Rather than
designing architecture that looks its best new,
he seeks to create buildings that will “still

look nice after civilization is gone,” he says.

Sugimoto inspecting a stone slab. Rather than
designing architecture that looks its best new,
he seeks to create buildings that will “still

look nice after civilization is gone,” he says.




The gallery, seen from below.
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Hiroshi Sugimoto designs mountain-
side building for his Odawara Art
Foundation

ArtReview DNews 16 March 2015  artreview.com

Japanese photographer Hiroshi Sugimoto has designed the plans for
the building that will house the Odawara Art Foundation, a non-profit
organisation founded by the artist in 2009, the Art Newspaper reports.
The project was funded through a $6m grant awarded by the Japan
Society, who will collaborate with the foundation to produce
exhibitions and performances.

In tune with the foundation’s ambition to promote Japanese culture
and history, the arts complex will include exhibition halls, a
contemporary Noh theatre with a stage that appears to float above the
sea, a tea ceremony room as well as an underground tunnel from which
visitors can view the sunrise during the winter solstice.



The foundation will spread over 9,500 square metres on the coast of the
Sagami Bay in eastern Japan, and is due to open by 2017. The exhibition
programme, along with the costs associated with the project, have not
been revealed.

16 March 2015.
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Hiroshi Sugimoto is best-known for his large-format photographs of dioramas,
seascapes and buildings, but he is also a collector and was once an antiquities
dealer. He talks to Apollo about the links between his collection and his art, and
about capturing the passing of time.

On a cold January afternoon, Hiroshi Sugimoto is in his New York studio,
where he and his assistants have recently packed off to London a wide
assortment of his own personal collection of fossils, antiques, first-edition
books, and various relics of lost worlds for an upcoming exhibition of artists’
collections at the Barbican Centre.



Outside, the air is freezing - but inside, on one of the higher floors overlooking
24th Street, heat pipes through the studio, plentiful but inefficient, and the
glow of the fluorescent lights against the concrete floors gives the impression
of an office filled with people slowly wrapping up their day.

In an art world where there is a lot of chatter about galleries and studios
opening further and further east - in Chinatown, the Lower East Side, and
across the river into Brooklyn’s Bushwick and Greenpoint - Sugimoto’s
Chelsea studio is something of an anachronism. Here, the mega galleries
dominate these large stretches of city blocks — Gagosian is just down the
street; David Zwirner, Hauser & Wirth, and Pace are not far off, too. The
current Chelsea landscape sometimes feels more like a marketplace than a
home to creativity, where tourists take art selfies in front of reflective
Murakami sculptures, and bright, young painters fetch extravagant sums. But
there is a longevity to Sugimoto’s presence that makes him impervious to
these small motions of change.

Sugimoto was born in Tokyo, in 1948, and now splits his time between there
and New York. His main preoccupation as an artist is with time, and how best
to capture its meaning. His tool is the camera, and he self-deprecatingly likes
to say that he applied to study photography because it was the easiest
discipline to be accepted in at the Art Center College of Design in Pasadena,
California, where he received his BFA in Fine Arts. But given the last century’s
long debate about the value and place of photography in fine art, Sugimoto’s
body of work is proof that the medium belongs firmly alongside sculpture and
painting. If a photograph is a record of what we see, then Sugimoto is obsessed
with how we see. One of his earliest and most impressive series is the ongoing
Dioramas series, which he began in the mid 1970s, in which he photographed
prehistoric scenes of life on display at the American Museum of Natural
History.

Birds of South Georgia (2012), Hiroshi Sugimoto Photograph courtesy the artist © Hiroshi Sugimoto, courtesy Pace Gallery



Sugimoto is a master of the long exposure and the large-format camera; the
scenes are static and preserved, but in the true black and white tones of his
gelatin silver prints, they are not entirely lifeless, either. Sugimoto’s ability to
trick the eye - even in just an instant - juxtaposed with his open
acknowledgement of the scene’s artificiality, demonstrates both his playful
curiosity and also his rigorous technique. ‘The stuffed animals positioned
before painted backdrops looked utterly fake,” Sugimoto has said before of the
Dioramas photographs. ‘Yet by taking a quick peek with one eye closed, all
perspective vanished, and suddenly they looked very real. I'd found a way to
see the world as a camera does. However fake the subject, once photographed,
it’s as good as real.’

Sugimoto moved to New York City in 1974 after finishing his studies in
California. There was a time when, like many young and struggling artists, his
work did not yet support him financially and he remembers, after driving
across the country in a VW van with his friends, marvelling at the economy of
contemporary art — an industry then dominated by powerhouse-dealers such
as Leo Castelli and Ileana Sonnabend. He tried his luck at a variety of jobs - he
disliked working as an assistant to a commercial photographer - but
eventually he and his wife opened a successful antiques shop on West
Broadway in SoHo in 1979. ‘My wife was also a painter. We were married,’
Sugimoto says. ‘But it was difficult to live as two artists together, so we
decided to divorce. For the first time, I asked my father to borrow some money
to open the shop - but I didn’t tell him we were going to divorce and I needed
money.’ Their gallery initially specialised in Japanese folk art, but grew to
include a rare collection of Eastern antiquities, and the income it generated
kept Sugimoto and his estranged wife afloat. When Sugimoto’s career took off,
the need to run the shop became less urgent, but his interest in collecting
remained. ‘Suddenly, my art started selling; I didn’t have to buy things for my
clients, so I stopped it,” Sugimoto says. ‘But,” he adds with a sly smile, ‘I kept
buying for myself.’

We are now facing each other at the centre desk in his studio’s main office,
both of us seated in tan, swivelling Si¢ge Tournant chairs. The Empire State
Building can be seen from the one large, northern-facing window. Sugimoto’s
table tops are covered in the mess of a man caught in the middle of working -
with various books splayed open next to stacks of paper. He has brought to the
table an 18th-century French book of anatomical illustrations, which he has
placed to my left. A slender case of Second World War German-made glass
eyes sits to my right, alongside an army doctor’s optical surgery kit and an
antique set of eye lenses. These are some of the objects in the studio that
haven’t yet been flown to London.



Sugimoto speaks both English and Japanese but is, unsurprisingly, most
comfortable expressing himself visually. As he walks me through a list of
what’s been packed off and what still remains here, he makes a point of
showing me precisely what the value of each object is to him. He flips to an
illustration of a woman’s rib cage in the French anatomy book. ‘This looks like
a beautiful lady being opened while she is alive,” he says, pointing to her face,
which, it’s true, is expressive and aware despite the fact that her back is
spliced open to reveal the bones and tissues. ‘On the contrary,” Sugimoto says,
‘in British 18th-century anatomy books, the body’s expressions are
completely dead. But this is almost like an angel - an angel being opened.’

There are no rules when it comes to hunting for antiques. Sugimoto says he
could find something he loves at a flea market, at Sotheby’s, on the street. ‘It
doesn’t matter how much I paid for it,” he insists. Like many collectors, the
price is immaterial to his desire to possess it — an impulse that can be as
whimsical as it is deeply and inexplicably emotional.  am reminded of a short
story by V.S. Pritchett called ‘The Camberwell Beauty,” involving the
obsessional nature of antique dealers: ‘...there is one object he broods on from
one year to the next, most of his life; the thing a man would commit murder to
get his hands on if he had the nerve, but I have never heard of a dealer who
had; theft perhaps...”

Sugimoto’s collection includes stone-age tools, meteorites, Roman amulets,
the remains of an Egyptian cat, and perhaps most astonishing, fossils that are
anywhere from 20 to 30 million years old. If you think about it, Sugimoto says
to me, a fossil is just like a photograph. ‘One side is negative, one side is
positive. Same thing.” Sugimoto is much more Zen about his practice of
collecting than he is about his art. But obsession goes some way to explain his
owning, for example, early editions of Isaac Newton’s Optics and the Principia
Mathematica. ‘1 can study them,” Sugimoto explains to me patiently. ‘I just
want to stay with them and I want to live with them. Some collectors want to
buy [something]| at auction and put it in storage and put it back to auction
after a few years - as if it’s just investment. I'm interested in how the human
eye captures images and reads the images and makes meaning out of them,’ he
says. ‘So, in general, I just want to know what is going on in our world. And
how a human being is aware of the outside of themselves. As a photographer,
that’s what I was interested in in the first place: the perception of human
existence. How do you read what is outside your body?’



After our interview, but before I leave the studio, I ask one of Sugimoto’s staff
to show me his chashitsu, his room for Japanese tea ceremonies, which he built
a few years ago in a neighbouring space on the same floor. It is cold, dark, and
unheated - there are no guests expected for today - and I stand silently,
looking at the tatami mats where the artist must sit for the ancient Japanese
ritual. The alcove walls are currently bare - customarily, Sugimoto chooses a
work of art to hang that matches his guest. I can’t quite believe that Sugimoto
would so willingly part with any of his collection - there is nothing about the
artist that strikes me as precious, but his objects clearly bring him a rare sense
of wonder and joy. Yet when I asked him if he could one day live with
nothing, his answer was thoughtful and honest. Perception, according to the
photographer, must happen in both negative and positive spaces. ‘To have
nothing, yes, it must be a nice feeling,” Sugimoto concedes. ‘Sometimes the
teahouse is empty. Today it is empty. I need a nice, clean empty space to stay
with sometimes. It will always teach me something.

‘Magnificent Obsessions: The Artist as Collector’ is at the Barbican Centre from
12 February-25 May.
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‘Hiroshi Sugimoto: Still Life’ at Pace Gallery, London (Peter Yeung)

The first time Hiroshi Sugimoto laid eyes upon a diorama was shortly after he
had moved to New York City in 1974. The surreal, uncanny displays of
taxidermy wildlife and delicate, hand-painted backdrops in the American
Museum of Natural History struck the young Tokyo-born artist, who later
wrote of being overwhelmed at how they captured the *fragility of
existence.” Two years later, an inspired Sugimoto began working on
Diorama....at first, these pictures appear to be like the black-and-white
photographs usually found in National Geographic, until closer inspection
reveals detailed brushstrokes.
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The first time Hiroshi Sugimoto laid eyes upon a diorama was shortly after he
had moved to New York City in 1974. The surreal, uncanny displays of
taxidermy wildlife and delicate, hand-painted backdrops in the American
Museum of Natural History struck the young Tokyo-born artist, who later
wrote of being overwhelmed at how they captured the ‘fragility of existence.’



Two years later, an inspired Sugimoto began working on Diorama. The photographic
series has already spanned four decades, during which time he has travelled to
natural history museums across the United States, documenting their dioramas with
an 8x10 large-format camera. His intention is to subvert the supposed objectivity of
photography by deceiving the viewer: at first, these pictures appear to be like the
black-and-white photographs usually found in National Geographic, until closer
inspection reveals detailed brushstrokes. Gerhard Richter’s early photorealistic
portraits are an obvious influence.

Alaskan Wolves (1994), Hiroshl Sugimoto € Hiroshi Sugimoto

Pace London's exhibition presents a lustrous selection of these monochrome images,
which combine form and concept majestically. The photographs on show were taken
in the New York museum between 1976 and 2012 (some recently printed for the
first time), and feature dizzying landscapes from the Alps and Alaska, to the
Galapagos and California. But although 'Still Life’ speaks of worldly beauty, it
suggests the inherent violence in the natural world too: a grizzled polar bear glares
ata bloody seal carcass, lizards crawl beside gnarled cacti, and warthogs raid an
ostrich’s nest for eggs.

For Sugimoto, photographs are like fossils, in that they both halt the flow of time in a
certain way. Perhaps that’s idea that he is playing with now, since there is little
change in style between the first and last of these photographs, despite the gap in
time between their production. Though, it may also be because Sugimoto’s artistry
rarely wavers or alters (even in high school, he would frequently visit the cinema to
take photographs of Audrey Hepburn in her latest film).



California Condor (1994), Hiroshi Sugimoto © Hiroshl Sugimoto

This sort of trompe 1’oeil photography is no longer the most original of ideas - as
Joan Fontcuberta's puckish images at the Science Museum earlier this year attest -

but when Sugimoto first began, his concept was radical. There are no labels in the
exhibition, which omits the didactic elements of a museum display, and thereby
amplifies the works’ aberrance. Furthermore, these photographs are still bold and
arresting - some using exposure times of up to 20 minutes, some prints stretching
almost five metres wide - and they remain undoubtedly memorable.

‘Hiroshi Sugimoto: Still Life" is at Pace London until 25 January 2015.
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Hiroshi Sugimoto Hiroshi Sugimoto

By Julie Lasky
June 4, 2014

Hiroshi Sugimoto is a celebrated chronicler of the monotonous, the
frozen and the familiar. He has photographed seascapes, modernist
buildings and wax figures of famous people. But the 66-year-old
Tokyo artist, who maintains a second studio in Chelsea, where he
sat down with a reporter last month, also has a deep feeling for the



ritualized performances of his homeland. He has produced and
directed his own versions of the traditional Japanese puppet
theater called bunraku, and the building he designed for his
multidisciplinary Odawara Art Foundation in Japan will have a noh
theater stage perched 100 meters above the sea when it opens in
2016.

On Friday, Mr. Sugimoto unveils a teahouse at Le Stanze del Vetro,
a museum on the island of San Giorgio Maggiore in Venice. In this
glass cube set over a tiled pool, the traditional tea ceremony will be
performed for the public. The project is the first in a series of
temporary artist-designed structures at the museum and will be on
view during the Venice Architecture Biennale. (This interview was
edited and condensed.)

Q. You’re known for photographing architectural monuments,
among other subjects. But lately, you’ve taken to architecture
yourself. Why?

A. I'm a consumer of space in museums. To design my own shows,
I have to be able to make floor plans and wall plans. So I trained
myself how to make architectural drawings a long time ago.

You saw this work as a corrective?

I take every museum show as a challenge from the architect; I just
enjoy fighting with them. They teach me a lot — what not to do. For
architects, especially the famous star architects, it’s probably the
empty space that is the perfect space. They don’t want to have art
inside of their beautiful artistic space.

Let’s talk about your own beautiful artistic space: the teahouse you
built in Venice.

Basically, I wanted to make an intimate teahouse: only one tea
master and one guest. Your vision is completely surrounded by this
wooden fencing; it has a design motif borrowed from the famous
Ise Shinto shrine. But you can still see greenery and the tip of the
church next door.

I see on your plan a reference to ‘antiquities’ in the pool. What are
they?



I found 13th- or 14th-century Venetian antique columns. Now we’re
globalized, so I can expand my Japanese aesthetics to use any
material I want. The most important stones are from Japan, but the
mosaic tiles covering the pool are provided by an Italian maker,
Bisazza.

Why?
0Odd numbers always have a center. I like to have a center.

Will the teahouse have a traditional ikebana flower arrangement
and hanging scroll?

They are all omitted. I designed the environment so that, seen
through the transparent structure, it is itself a beautiful painting.
And also the greenery, you can see it; you can borrow it from the
church next door. So those are all ikebana.

You’ve named your teahouse Mondrian, but I’m not seeing any
primary colors. Please explain.

There is so much abstraction in the design of the teahouse. Here is
a picture of the only surviving teahouse by the 16th-century master



Sen no Rikyu. It is almost the same size as mine: two-tatami size.
This is the wall that he designed with two windows — shoji. This is
very Mondrian to me. And this is 400 years ahead of Mondrian.

The teahouse has to be named, and the name makes some kind of
sense or some kind of joke. So Mondrian, it’s bridging Japan and
the West. Wrapping more than 300 years.

Please talk about the things you designed for the tea ceremony.

Usually in a teahouse you need a charcoal pit for heating water. But
in this glass cube, if I burned charcoal, it would get too hot inside.
And so I commissioned the design of a bucket where you can keep
water hot for at least an hour or an hour and a half.

And then there is also the tea bowl. Since Venice is famous for the
glassware, I am making them of Venetian glass. I took the
measurements from a very famous tea bowl and adapted it to a
square shape.

In other words, your tea bowls are glass boxes?
Why not? Everything is ‘why not?’ That’s a good title.
You should use it for your next teahouse.

I’'m bringing the spirits back from the dead. The tea ceremony, to
me, is kind of a dead tradition. To make it alive and modified to the
modern world, I need that contemporary spirit and energy. People
believe that tradition should not be changed, but that’s not true for
me.
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‘Fossilizing’ With a Camera



There is a speckled shard of moon rock. There is a soccer-ball-size
chunk of iron meteorite that fell in Namibia, almost too heavy to
hoist off the windowsill where it now sits. There are fossilized
dinosaur eggs that look like props from “Alien.” And there is a small
manmade object that Mr. Sugimoto fetched from a cabinet on a
recent afternoon: an Egyptian cat sarcophagus from around 200
B.C., with the elegantly cast form of the memorialized feline
perched atop the sealed rectangular bronze box.

He handed it to a visitor and told him to shake it. Something dry
rattled around inside, making a sad, ancient maraca sound.

“It’s in there but we’ll never be able to see it,” he said, smiling
placidly.

Like many contemporary photographers, Mr. Sugimoto’s work
grapples with questions of perception and photography’s claims to
truth. But his interests have always reached further, to an almost
scientific concern with time and time’s inconvenient companion,
mortality.



The series has often focused on scenes of animals — polar bears,
musk oxen, African antelope, ostriches — that come off, in his stark
black-and-white translations, as surreal, tricking the eye much
more effectively than the dioramas themselves into believing that
they are images of nature taken on the Serengeti or in the Artic, too
perfectly composed to believe.



“Maybe it is my age,” he said during an interview in his studio. “I'm
starting to take a very long view.” He gestured out the window to
the Manhattan skyline. “In a 100 years, if we weren’t here, this
whole city would start to look like a forest again.”

First, weaving through patrons, the assistants had to erect tall
frames for black curtains that cloaked the chosen dioramas, to
eliminate reflection on the glass. Then Mr. Sugimoto set up his
beloved R. H. Phillips and Sons 8x10 camera inside the curtains,
focused it and took Polaroid film test shots, which he examined
painstakingly in the beam of a spotlight shining down on the
nearby bust of a long-dead botanist.

When the shutter was finally snapped, for exposures lasting as
long as five minutes, the work was sometimes not even then at an
end. In one diorama, “Timberline in the Northern Rocky
Mountains,” a permanent spotlight shining on a painted cloud bank
was too bright and would have marred the exposure.



Because he was reflecting no light and constantly moving — it
looked like a kind of hopped-up ceremonial dance — his form would
not show up on the picture, though his darkening efforts would.
“Ritual over,” Mr. Sugimoto said, after the shutter snapped closed.
In his ninja suit, he added, deadpanning: “I’m inviting the spirits
into my photography. It’s an act of God.”

“And they also have this wonderful simultaneous quality of
conceptualism and photographing what’s right in front of us, or
what we think is right in front of us,” she said.

Mr. Sugimoto said he continued to return to the Museum of Natural
History — and to other natural history museums around the world
— in part because he sees something in them, a realer-than-real,
that he is able to capture a little better each time. “I’m trying to
make it as close as possible to my wished vision of what it should
look like,” he said.

Back in the studio a few days earlier, after displaying his artifact
collection, he showed off an auction catalog of new items on his
wish list, ones that also spoke eloquently of nature and its
strangeness, but in a very different way than a meteorite. The
auction was for ancient torture devices, including a spiked neck
ring that looked like something Duchamp would have happily
declared a readymade.

Mr. Sugimoto shrugged. “I collect weird things,” he said. “And I
make weird things.”
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Stealing Mother Natures
Thunder

These photographs are the largest that Mr. Sugimoto has ever
made, and they took him some four years of intensive research to
perfect. “I have always been curious about science,” he said in a

recent interview at his Chelsea studio. “But now it’s getting very
serious.”



He generates his lightning photographs without a camera, rather
like a photogram. But instead of placing an object on photo-
sensitive paper, then exposing it to light, he produces the image by
causing electrical sparks to erupt over the film’s surface. The
process “creates a similar situation to the first meteorite hitting the
Earth,” he said, before embarking on a discussion about the
panspermia hypothesis, which holds that life was created when
meteorites laced with amino acids plunged into the primordial
seas. “That’s the theory that’s most believable now,” Mr. Sugimoto
observed wryly. “But it sounds like a fairy tale to me.”

He has conceived of “The Day After” as a spectacular sound-and-
light installation focused on the origins of life and the intersection
of art and science. Along with pieces from his own fossil and
meteorite collections the show includes a sculpture that emits
miniature purple lightning bolts. There are also photographs from
his “Diorama” and “Seascape” series.

Hiroshi Sugimoto, Courtesy of Pace Gallery



Lightning Field Photographs

Mr. Sugimoto said that forging a “Lightning Field” photograph can
be a bit risky, involving a 7-by-2.5-foot sheet of film laid on a metal
plate, a 400,000-volt Van de Graaff generator and an electrical-
discharge device that he calls a wand. (He has several, each one
made from a metal kitchen utensil taped to a plexiglass handle.)

To start Gregg Stanger, who manages Mr. Sugimoto’s studio,
connects the wand to the generator with an insulated wire. Then he
and Mr. Sugimoto sequester themselves inside a pitch-black
darkroom. (Although they wear rubber-soled shoes, they have both
been shocked many times.) Mr. Stanger flips the generator switch,
and Mr. Sugimoto waves the wand until the air crackles with static
electricity.

Mustering the right dose of charge is a matter of intuition, but Mr.
Sugimoto knows he’s near the jackpot when “all the hair on my
arms stands up,” he explained. As things start “getting into the
danger zone,” and he senses that “it’s ready to spark,” he lowers the
wand toward the film. Then “Bam!” he said. “It’s a big bang. It’'s a
miniature lightning field.” But he doesn’t know exactly what
pattern the electricity has wrought until he has developed the film.



Then Mr. Sugimoto searches for the perfect 8-by-10 portion of the
film to enlarge. By this point he has scores of negatives to choose
from. “It’s like trying to cut the center out of the entire sky,” he said,
joking. “I tell people that I hired a god to do it for me. Gods are not
SO expensive anymore.”

Faraday Cage

Using an antique birdcage, a Tesla coil and other found objects, this
assemblage pays homage to three of Mr. Sugimoto’s mentors from
history: Marcel Duchamp, who invented the mechanical
readymade; William Henry Fox Talbot, who invented negative-
positive photography; and Michael Faraday, the 19th-century
English physicist and chemist who discovered the basic laws of
electromagnetism.

At first the Faraday cage evokes Duchamp: it’s based on his
drawing for the Bachelor Machine, the contraption that occupies
the lower half of “The Bride Stripped Bare by Her Bachelors, Even”
(1915-23). But the Tesla coil, which sputters with purple electrical
arcs, is a nod to the moment Mr. Sugimoto decided to make a
serious study of electricity.
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Hiroshi Sugimoto, Courtesy of Pace Gallery



While visiting the Fox Talbot Museum in Britain some years back
Mr. Sugimoto was stunned to discover that Fox Talbot had once

conducted joint research into static electricity with his friend and
colleague Faraday.

“All the books mentioned his photography activities only,” Mr.
Sugimoto said. Since he was already pursuing similar research, Mr.
Sugimoto decided to plunge in where Fox Talbot left off.

He said he has learned that it takes many years to transform
scientific discoveries into art. But “if I keep practicing,” he added,
“then maybe I will find the secret of the universe.”

Seascapes and Dioramas

Mr. Sugimoto finished his first “Diorama” photograph in 1976, soon
after moving to New York. Back then, like Timothy Leary and other
pharmacological experimentalists before him, he was using
hallucinogenic drugs to explore his consciousness.

“I ingest a hallucinogenic substance,” he said excitedly, recalling
those days, “and then all of a sudden this small piece of material
gets into my body and changes my sight and sounds and vision and

memory. Then I lose my sense of time. I can speak to anybody in
history.”



One day, without drugs, he had a similar sensation on a visit to the
American Museum of Natural History. He was familiar with the
dioramas there, full of “dead stuffed animals, posing for me,” he
said, but the fusty scenes suddenly seemed to spring to life.

“If I can photograph them as I see them,” he remembered thinking,
“maybe people will share the same vision.” The rest is
photographic history.

Similarly he conceived of his “Seascape” series as a way to evoke
the birth of human consciousness. As he traveled the world,
photographing vast expanses of water, he decided to take the
perspective of “the first human who appeared on this planet,” he
said.

He was also driven by a potent childhood memory: the moment he
caught his first glimpse of the ocean and “became aware of myself”

A version of this articie appears in print on Nov. 14, 2010, Section AR, Page 22 of the New York edition with the
headline: Stealing Mother Nature's Thunder. Order Reprints | Today's Paper | Subscribe
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Hiroshi Sugimoto: History of History
Stylized Sculpture: Contemporary Japanese
Fashion from the Kyoto Costume Institute

NOV 2007

Asian Art Museum, San Francisco October 12, 2007 - January 6, 2008

A lot of what photographer Hiroshi Sugimoto does
ought to be really annoying. He's famous for
making very large photographs of things that
might seem hardly worth photographing: museum
dioramas, celebrity waxworks, empty movie
theaters, expanses of the calm ocean. Through
what alchemy does he make these depictions of
depictions and chronicles of blankness seem
worth looking at, even enchanting?

That same magic is on display in two shows at San
Francisco’s Asian Art Museum, both
masterminded by the Japanese-American
photographer himself.

History of History, a traveling exhibition that has
already appeared in New York, Washington, and

Toronto, combines objects from Sugimoto’s Photograph by Hiroshi Sugimoto, (2007). Dress by Rei
Kawakubo for Comme des Gargons Noir, (Autumn/Winter

personal collection—including prehistoric fossils, l1‘)94)- Wool, nylon. Collection of the Kyoto Costume
nstitute.

fragments of ancient Japanese textiles, antique

scrolls, and miscellaneous collectibles—with his own photographs and conceptual pieces in a

way that blurs the distinction between curator and installation artist.

It would be easy enough to see History of History as an exercise in the ego, for he's not only
showing off his museum-quality possessions but also including his own work (a photograph of a
waterfall here, another of a waxed effigy there) among these timeless treasures. Indeed, to
create “Time’s Arrow,” the piece that appears on the cover of the show’s catalogue, Sugimoto
took a fragment of a 13-century bronze reliquary and placed one of his own seascape
photographs inside the frame originally made to hold a sacred relic of the Buddha.



Some Conceptual and Minimalist work leans

toward holier-than-thou asceticism or a kind of angry contempt for people who still want art to
put on a show for the eye and heart as well as the mind. But Sugimoto’s photography, austere
though it is, is more seductive than challenging; he seems to want to lure us down his latest
conceptual path rather than shock and awe us with what he has found there. One reason,
perhaps, is that he takes as his subjects things we all like to look at—famous people, famous
buildings, movie screens, the ocean—but uses them to investigate mortality, impermanence,
and other ideas that our day-to-day mind-set shies away from.

In History of History Sugimoto uses his collecting to explore his photography’s philosophical
underpinnings. He introduces a display of fossils by describing them as “prehistoric
photography” because of the way they preserve the past. Arrays of little squares of ancient
Japanese fabrics evoke modernist collage and also the endless labors, esthetic and otherwise, of
all the generations who've preceded us.



Religious artifacts—a 12!"-century carving of a graceful Shinto deity, a 15™-century Buddhist
painting of a symbol-laden white deer, a stone phallus dating from one or two millennia earlier
—are accompanied by a text on Japanese religious history that encourages us to reflect on how
humans’ eternal truths are continually rewritten, along with the rest of our ever-shifting
history.

Stylized Sculpture, meanwhile, its mannequins adorned in amazing high-tech ruffles and
brutalist draperies, speaks to the same point, for what is more eternal and more evanescent
than fashion? And Sugimoto’s photos of these clothes, placed alongside the things themselves,
call to mind his natural history diorama series, his soft-focus depictions of architectural
landmarks, and the fantastical aspect of even the most quotidian documentary photograph.

Unique to the San Francisco edition of History of History is a set of seven hanging scrolls,
fragments from an eighth-century Flower Ornament Sutra. Deep blue and covered with
delicate calligraphy in shiny silver ink, the fragments have a wavy brownish-red border of singe
marks, evidence of the scroll’s miraculous survival of a 1667 fire that destroyed the temple hall
where it was housed. Sugimoto has arrayed the “burnt sutra” on a series of silk banners, each
dyed a slightly different blue-green, to create an installation that looks like a gorgeous piece of
contemporary art but is also a monument to the randomness of survival, to both the nobility
and folly of human endeavor.

History of History confronts us with the dead weight of infinity while offering the solace of
philosophy, of art, of our mind’s ability to find some kind of meaning, however impermanent, in
our dilemma. In this context the seascape Sugimoto inserted into the Buddhist reliquary—blank
white sky above, smooth dark water below—seems the opposite of egotistic. It points to a yin
and yang of human limitation and aspiration, to the comfort we can take in recognizing how
little any of us, including the artist himself, matters amid the vastness in which we find
ourselves.
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