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What Making an Artwork is to Me

| love mountains. Mountains are just so big, so steady, and yet also precipitous, crumbling.
Climbers often aim for the mountaintop, but to me reaching the top of a mountain isn’t such
an important thing. The reason is that | can’t see the mountain itself when I'm standing at
the top. The mountains | see from a distance get bigger and bigger as | approach them,
and as | climb it's like I'm riding right on top of the mountain’s belly, but once | reach the
top, the summit is just the ground. Then | climb down, looking again and again over my
shoulder, and head on toward the next mountain. This is obvious, but mountains are three-
dimensional objects. They have 360 different faces, depending on the angle you’re looking
from. | walk around it, viewing it from all different angles, and attempt to understand it. That's
what mountain climbing is to me.

When | am walking in the mountains, | sometimes see scenery that makes me feel the flow
of water beneath the mountain’s surface. Water after a rainfall soaks into the soil and flows
down into the valley. Moisture-loving moss thrives in this environment, growing on the
ground along the water’s path. Under the ground run innumerable veins of water, like blood
vessels in a human body. Water, the source of all life, becomes a water pot beneath the
hiker’s feet.

A mountain is a belly. Within that belly a small life lies sleeping, wrapped in a bag of warm
water and waiting to be born. This small life is brought into the world amidst the vastness of
nature, and like a newborn baby, revels in its birth with all its might. | can sense vitality in this
place, where myriad forms of life are born and nurtured, and experience it through my entire
body. | bring fragments of that experience home with me, in the form of photographs.

When I'm cutting photos, I’'m remembering my time climbing the mountain, thinking about
things like what weather was like on that day, or how the trail was. With each swipe of the
cutter, I'm thinking about which way to go from here, thinking that I'll reach the summit if |
climb up this ridge a little further, that now I'm cutting through bushes and up ahead there
are some loose rocks, and oh, here’s that steep rocky stretch. I'm feeling like I'm walking
in the mountains. As | advance the blade, step by step, | simply follow the forms of nature; |
make decisions about them, but | never disturb their natural integrity. The lines that emerge
from my cutout of the mountain are the same as a pencil drawing for a painter. Those lines
are also the path that | took through the mountains.

| set off into nature in order to experience a life force that is bursting with vitality. | bring
home the photos | took there, and then | cut them out as if drawing lines, breathing life into
them to create a single object. | think of this whole series of activities as my artwork.

SHIIBASHI Ryota
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Photo collage, An image printed on hanii (traditional Korean paper)
H83xW105cm

2018

Il The Origin #28
THRNAT—T o, BIKICTY
VhENhEBERE

Photo collage, An image printed
on haniji (traditional Korean paper)
H60xW70cm

2018

Il The Origin #39
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Photo collage, An image printed
on haniji (traditional Korean paper)
H80xW77cm

2018




Il Z2 / Relativity #21 [ Sky / Relativity #21
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Photo collage, An image printed on xuanzhi (traditional Chinese paper)
H17.7xW33cm

2020

Il Z2 / Relativity #23 Il Sky / Relativity #23
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Photo collage, An image printed on xuanzhi (traditional Chinese paper)
H16.5xW33cm

2020

Il Z2 / Relativity #26 0 Sky / Relativity #26
74hAT—Ta, BRICTUY MENETRE

Photo collage, An image printed on haniji (traditional Korean paper)
H10.5xW20cm

2020



I The Origin(2016~)
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The Origin is a series that conveys a sense of floating within three-dimentional space using only two-dimentional images.
Photographs taken by the artist are printed on traditional papers such as washi (Japanese paper), haniji (Korean paper),
xuanzhi (Chinese paper), which are then meticulously cut out by hand and then overlaid to form a combined image.
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Installation view of The Origin
[ZOHDZFDEZH] ATELIER-K ART SPACE (%)

“here, there, somewhere of those"ATELIER-K ART SPACE (Yokohama, Japan)
2018

[l Z / Relativity (2019~) [l SKy / Relativity (2019~)
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Sky / Relativity is a series consisting of layered photographs of sky cut out during the process of creating The Origin.
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“you are here, so | am here” Semi-Underground Space (Beijing, China)
2019
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For the love of mountains

Intermediaries and vestiges

Everyone makes use of intermediaries as they go
about their lives. The word “intermediary” may sound
formal, but intermediaries can really be anything,
even hobbies. While communication itself might
not be a form of mediation, what about the act of
meeting people, sharing tea, or engaging in small
talk before getting to the main topic? We all naturally
come to understand that these actions will make
the later conversation go more smoothly. What that
suggests is that chatting over tea has a mediating
effect.

So, there are various forms of intermediaries in
everyday life, but they exist in art, too: painting or
sculpture, and, in performance, the body. And it is
another intermediary — the motif to be expressed — that
becomes the object of what is actually appreciated
in the work. As a matter of fact, while we might not
consciously recognize an object as a painting, and
then as the motif depicted, it is the case that with art
there are two layers of mediation. But what do we
actually mean by that?

In this case, taking a painting as an example, the
real world or a mental image will be the motif. And
that mental image is generally a visual memory of
the real world. The visual memory obtained through
the retina is depicted through the application of the
painter's technique. In this way, a finished painting
has in fact already been through intermediaries
already. What is seen in the painting by the eye
is not actually what was depicted — the effect of
mediation is at work.

Meanwhile, the art before us here, Shiibashi's form
of creative expression, involves photography.
According to the philosopher Charles Sanders
Peirce, paintings are icons, and are distinct from
photographs, which are indices. The art historian
Atsushi Okada also has an interesting dialogue on
icons and indices in his “On the Source of Painting”
(The Japanese Society for Aesthetics, October 17, 2011, Tohoku

University)

AMANO Taro (Independent Curator)

And it goes without saying that in vestiges,
there is always a difficulty, an impossibility of
comprehension. For example, what’s interesting
about Veronica’'s cloth is that it is like a stain
originally created by chance, so if it were
to be drawn clearly like a real face, then,
paradoxically, it actually wouldn't look real. The
more similar it is, the less similar it becomes.
The painter Zurbaran, for example, was well
aware of this and created several variations, and
they generally lie somewhere between irreqular
stain and the outlines of a face. Philosopher
Georges Didi-Huberman also points out that
in medieval theology there was a distinction
between imago (image) based on resemblance
and westigium (vestiges) based on dissimilarity.

The vestiges discussed here relate to indices, or
photographs, which belong in the same category.
They possess a resemblance similar to that of a
mountain collage created when Shiibashi cuts up
and rearranges photographs taken during mountain
climbing.

The visual landscape and physical
experience of mountain hiking

In a statement about his work, Shiibashi writes:

Climbers often aim for the mountaintop, but to
me reaching the top of a mountain isn’t such an
important thing. The reason is that | can’t see
the mountain itself when I'm standing at the top.
The mountains | see from a distance get bigger
and bigger as | approach them, and as | climb
it's like I'm riding right on top of the mountain’s
belly, but once | reach the top, the summit is
just the ground. Then | climb down, looking
again and again over my shoulder, and head
on toward the next mountain. This is obvious,
but mountains are three-dimensional objects.
They have 360 different faces, depending on
the angle you're looking from. | walk around it,



viewing it from all different angles, and attempt

to understand it. That's what mountain climbing
is to me.

In this case, the mountain is for Shilbashi the subject,
and mountain hiking is the most important act in the
production of the work. At the same time, the myriad
experiences of mountain hiking, involving all five
senses and not just the sense of sight, are linked in
various ways to the work.

As mentioned earlier, the photograph itself is both
an index and a vestige, and it also establishes a
strong relationship with the experience. As Shiibashi
himself says, what everyone who goes on a
mountain hike experiences is a re-confirmation that
the viewed mountain and the climbed mountain offer
up completely different landscapes. The ridgeline
that looks gentle will inevitably etch itself in the
body as being steep or having repeated descents
and ascents. However, the view that extends from
there is a new discovery that can only be obtained
through the experience of climbing. In other words,
the visual landscape changes constantly during the
hike, and changing physical impact on the climber is
evidenced at each moment. This aspect of diverse
experiences spanning the five senses is inherent in
Shiibashi's work.

Towards a resemblance to a mountain,
not the mountain itself

Although Shiibashi’s work is a photograph, the
image of the mountain photographed is not simply
presented as is. It looks like it has been cut out
along its rocky surface or a ridgeline. Shiibashi
has previously explained the act of cutting out his
images as follows:

When I'm cutting photos, I'm remembering my
time climbing the mountain, thinking about
things like what weather was like on that day,
or how the trail was. With each swipe of the
cutter, I'm thinking about which way to go from
here, thinking that I'll reach the summit if |
climb up this ridge a little further, that now I'm
cutting through bushes and up ahead there are
some loose rocks, and oh, here’s that steep
rocky stretch. I'm feeling like I'm walking in the
mountains. As | advance the blade, step by
step, | simply follow the forms of nature; | make
decisions about them, but | never disturb their
natural integrity. The lines that emerge from my
cutout of the mountain are the same as a pencil
drawing for a painter. Those lines are also the
path that | took through the mountains.

This text, which compares the act of cutting out to
that of drawing for a painter, was written in regard
to one particular work: Sky / Relativity, part of a
series he has worked on since 2019. In this, multiple
photographs taken during mountain hikes are
printed on paper (not Western paper, but Japanese, Korean
or Chinese paper), then cut out along the mountains’
ridgelines. The sky portions are then pasted together
in layers. The main part where the mountain was, is
left void. Hence the viewer is made to imagine what
would come where the void is. And so, the work
has not only the effect of indicating the object of
the “photograph” itself, as mentioned earlier, but, by
combining parts from multiple images, it creates a
different kind of resemblance, in which space and
time have been skewed.

Of course for Shiibashi the mountain is the motif of
the work, and yet at the same time, it is the physical
experience underwriting the creative process that
is entailed within the work and that constitutes it.
The work is clear-cut and literally flat, but through
the layering compositional work, it evokes a holistic,
three-dimensional impression that itself resembles
the act of climbing a mountain.

SHIIBASHI Ryota

A photographer & sculptor with a degree in Fine Arts from Bunsei University of Arts. Born in 1979 and raised in
a farmstead on the outskirts of the city, he continues to live and work in Yokohama. An invitation to scale Mount
Karamatsu in the Northern Alps of Japan during his late twenties — in the company of his uncle — led to a passion
for further climbing and an enduring fascination with the alpine scenery. This continues to inform his work, which
has transitioned into photo collage techniques since 2016. To date, his ventures further afield have included artist
residencies in both Gwangju and Beijing.
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20194 [Objects & Images] Art WeMe Contemporary Gallery (/751> F =L, L —v7)
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Solo Exhibitions

2019 “you are here, so | am here”/ Semi-Underground Space (Beijing, China)
2018 “here, there, somewhere of those”/ ATELIER - K ART SPACE (Yokohama, Japan)

Group Exhibitions

2020 “Wall Street Museum”/ The Chain Museum x NEWoMan Yokohama (Yokohama, Japan)
“Selection”/ ATELIER - K ART SPACE (Yokohama, Japan)

2019 “Objects & Images”/ Art WeMe Contemporary Gallery (Kuala Lumpur, Malaysia)

2018 “On Paper Supreme”/ Qindao Tiantai Art Center (Qindao, China), etc.
“Intangibility, Digital, Fine art & Fair"/ Space Ppong (Gwangiju, Korea)

2017 “Some, Point”/ Space Ppong (Gwangiju, Korea)

2016 “Koganecho Bazaar 2016"/ Koganecho Area Management Center (Yokohama, Japan)

Artist in Residencies

2019 Semi-Underground Space (Beijing, China)
2017-18 Gwangju Museum of Art (Gwangju, Korea)
2017 Space Ppong (Gwangju, Korea)

2015-18 Koganecho Area Management Center (Yokohama, Japan)
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