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Illumination from the Extremes of Existence 

Tsuchiya Kimio began showing his work at the end of 
the 1970s, and since the mid-1980s he has stood at the forefro nt 
of the Japanese art world. Works from around 1984, which 
belong to his early period , used oak and willow. He showed an 
interest in natural materials and created primary shapes such as 
triangles and ovals through the accumulat ion of materials. The 
underlying characteristics of his later work are already manifested 
here. 

In the catalogue for an exhibition in Antwerp in 1989, 
Tsuchiya observed that his wo rks are composed of three 
elemen ts: materials , form, and accumulation . The materials consist 
of the substance or object used, including the time or history 
possessed by the substance as it develop s as well as the 
meaning signified by its encounter and fusion with the artist. 
Although simple, forms repres ent a un ive rsal language. 
Regardless of differences in languages, nations, and epochs, 
simp le forms stimulate the establishment of commu nication that 
transcends such differences. "Accumu lation" reflects the view that 
all things are a totalit y made up of a collection of parts. No 
existences or forms of life on earth are exempt from this rule . 

Tsuchiya 's major recent works are primal shapes 
consisting of an accumula tion of driftwood found on the 
shores of the Thames River in London and Tokyo Bay, or small 
branches found in forests. An exam ple of the firs t type is 
"Premonition " (1988), an assemblage of driftwood from Tokyo Bay 
which possesses a powerfu l feeling of motion suggesting 
cresting waves. An examp le of the second type is 'Monologue ' 
(1989)atthe Openluchtmuseum voor Beeldhou wkunst Middelhe im 
in Antwerp, in which Tsuchiya attached disk-like objects made of 
sma ll branch es to several tree trunks . Severa l of his works were 
created mainly with rocks. A representati ve example is 'Eternity,' 
a 5.5-meter-wide semicircle created in a forest in France in 1990. 

Since then , howe ver, Tsuchi ya has dismantled an 
abandon ed house and reassembled all of the pillars and boards 
from it to create something new . As may be seen from recen t 
works such as "Black Dictionary" (1992) and "Black History" (1993), 
he has also tried creating installations using the remains of 
entire houses that he has red uced to a small pile of ashes . 

The repeated burning of a house produces a fine white 
powder which disp lays a sublime beauty that manif ests no 
trace what soever of the structure formerly inhabited by human 
beings. When the ashes are spread in the shape of a polygon, 
the effect is that of the traces left by the hous e on the grou nd. 
Through the repeated process of incineration, the ashes try to 
change from existence into non- existence as material. They also 
represent some thing wavering on the border between existence 
and non- existence. In this way, the ashes reduced comp letely 
to a "zero horizon" send us a message on a more fundamental 
level regarding the significance of the time (history /memo ry) 
when the object lived and functioned. In that sense, ashes are a 
symbo l that evokes the indeterm inate border between existence 
(life) and non-existence (death). A projector attached onto or the 
ceiling shines onto the ashes the years in which the house 
" lived." This could be said to suggest even more to us than the 
wo rd s in the diari es and books that are sometim es buried 
among the ashes. 



1) Black History 
ash ( worth an entire dilapidated house), diary, slide projector 

7 x 480 x 600 cm, 1992 
(Photo: Fukuda Yoshihisa) 

2) Showa 
ash (morth an entire dilapidated house ) m steel , glass , slide projector 

420 x 500 x 300 cm., 1993, at P3 art and environment 
3) Detail of Showa 
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1) Vector 
Wooden stick, iron 

1993, at the Hiroshima City Museum of contemporary Art 
(Photo : ask) 

2) The Only Fast Ones are Us 
iron , paraffinwax , plant, forklift 

220 x 140 x 670 cm, 1993, at P3 art and environment 



Penetrable Realms 

Since making his artistic debut at the end of the 1970s, 
Senzaki Chieo has devoted himself to the creation of installation s. 
His principal style cons ists of the prolific use of small branch es, 
which he arranges inside and outside of buildings. He has created 
large -scale works at JAPON ART VIV ANT (Marseille, 1987), at P.S. 
1 (New York, 1989), and , recently, at the Hiroshima City Museum of 
Contemporary Art (1993), where his installation covered the 
entire oval facade of the mu seum. 

Senzaki has also emplo yed glass as a principal material. 
Exampl es include an earl y work at Gallery 21 in 1984 in which 
glass was arranged in a trigonal pyram id, wi th a video inside it, 
and a project at Kaneko Art GII in 1992, in wh ich he covered a 
block-shaped wooden fram e with glas s. In recent years , he has 
sometimes also used paraffin. The paraffin cove rs photo graph s of 
landscape s and human activities. At gallery SHOKO NAGA I in 
1992, he covered plywo od with para ffin and made a large cub e­
shaped box, in which he pla ced a green light. Thes e are his 
major works to date. 

I have dubbed these works as a whole "a pen etrable 
barrier." In the catalogue for the solo exhibition of Senzaki's work at 
gallery SHOKO NAGAI in 1992, I wrote that Senzaki 's works "are 
alwa ys wa vering the bord er of contrasting conditions and 
relationships. He has explored many different kinds of relation­
ships: inside / outside , reflection / transmittance , organic / 
inorganic , and closed / open . In doing so he has always been 
concerned with interaction rather than conflict. The fact that he has 
settled on paraffin as a material is related to this concern. It has an 
intermediat e qualit y. It cannot make a visually absolute partition 
and do es not signify a minimalistic object. This qualit y ser ves to 
carry out his concept in its present form. With this in mind , the outer 
coating of paraffin can be described as a barrier which can be 
crossed and penetrated by interacting elements like the membrane 
of a cell ." (1) The assemblages of small branches that form a 
barrier with countless hole s, glass that reflects the outer world 
yet is also transparent , and the semi-tr ansparent paraffin seek 
to stand apart from , ra ther than confronting , absolute barri ers 
(modernism) . 

However, Senzaki 's new works will probabl y try to escape 
even further from the above sort of scheme. A box containing 
plants rests on the front of a forklift, gener ating various possible 
messages . A simple readin g suggests that the forklift repre sents 
the functions of lif:ing and transporting essential to an industri­
alize societ y. The plants in the box denote the management of 
natur e. They are struggling to maintain their balance in isolated 
positions. But the managed plants on the forklift (industrial soci­
ety's "palm of the hand") suggest that the effort is futile . Senzaki's 
new work could be characteri zed as bearing an extremely pessimis­
tic message generated by the next stage in the problems confr ont­
ing society and the environment. This message represents a depar­
ture from the happy int eraction manif ested by the installation at 
Mito Park in 1990, in which Senzaki placed two power shovels 
opposite each other and filled the space betw een them with count­
less branches. 

note 
1. CHIEO SE ZA KI, exhibition catalogue, trans. Stanley . Ande rson (Tokyo: galle ry 
SHOKO NAGA l,1992),p.1 
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Sansern Milindasuta 
(Photo: Nitikorn Kraivixien) 
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"IVORY WHISPER" u1.t'u'\llil ~.rl. 1992 !TuLiluiu~o,1~~~jjm11J1;uocl11'bii~ mm1 

1Jo1~nmi111u~o1 a11Lfflf\!zj,d'JuiJ1"aum1ruihutu~if1, ~"wu'llf'lu,1umlJ,~zj, amaif\! 

'\slivi,;uLriml1~ il'llfLLfl ,~ "THE DOOR" 111-nu'luil 1992 , ,~ "GARDINER" 'lui'I 1993 

LLa",~ "VELVET DROP" 111.t'u'lui'I 1993 L'liunu J,a11J,~il'lsliua~1'l11L11uii1m1a"a1u~o1 

iu1111 11u,~ "GARDINER" Li'luntj1J11uii~rn111Jzj,J1uuituuarnu,~tu~vi1-nuillin1Jt11" 

ocl11L~u1nu!Tuiiailu'\Ji11u~ua1uuitu vi1i11~mnui111uiimnm,ri1a11on.t'um~,n~u 

Lrn"ili'i~otjm,!Tuua"n11'l-iiLi1uzj1LUUL11~ulJ'lu11u,~il 'l,JjjiJ11no'l11L11u Na11u~~ 

"T HE DOOR" Lilu,1u~li1uon'l11Liluii1n11L~u'lum1vi111u~o1a11Laif\!~'bJ1i~otjnuiiJ 

1111~LUu1"uuan~o'\iJ amaif\!'l-ii ~lJilln 111JJ,iu1111~N~'liJ~1nmlJ~1 ua"'l-iiLiimouuon 

~LiluLi1miou1111u mmllam1m1muocl11ifuL~o1 L'l1UL11u11uiimmrnri1a,L~if\!L~u 1~~1nitu~u 

iiJ11i,~vi1~1m11~ii~~uLi'lun!Tumatjuu1tuua"Liiu1ouuon~o,iu1111~~mnu~"111u'l~'lsli!Tu 

Ln~;u'lum11Jii~~o,a11Laif\!'lsliacl11'b 

miaaiuiu11i, 111nuocl11'bJjj~~~i\usli1um11Ja11J1rn~o1 a11L8lf\! Lilunumi 

'\IU1tJ'UDUL'UYl'IHl-1LiHfl1U1tH1'Ui~•rnnlJL"t1~tJ'Ufi1Jnl'iL~l~~i;\i'W Ln'\n1;minnrn~j'jr111lJ 

iJ1"fii~~"'hJiiiJ11no'lu11u~~il 11u~~ilan1Jt11"L11iiaui!,ili1~L•lJ'lllsli1uL~a~Lilo 11uL11~1il 

wu1u11J~"ti1u11o~m11J!i1nmu'lu~o1iiailu uarn1~Li'lu'lsliuiim"li'1i1m1ull1i!,~atjmu'lu11u 

iimm11J'l11LiluiiJ1111~LelJ'\lllf1um1lJ'lJ~LLli, 

a11Laif\!'bJau'l~iuL~o,~o,m11J'lJ~LLli,1"11i111~~~afo-nu L~1~o~nua1fiotjmu'lsli 

N111ii1~LNu'l11L11uii1m1~o~zj1ri1ii'1Ln~;umu'lu111~a,iiailuliuLi'luri1u~L~1il~'liou'l1sli1u 

Ll1~Nail ~a11u~~naaiuiiJ1111LLa~,'l11L11ufi,m11Jrl1Lh'lumw11lJ m~n11L111~anmu'lu~o1 

11u;~rn111Ju,Lilu;rnY1~~01zj1~1'lllrjmrnauiium~a,wa,'lu;~u1nusli1u 

Paintings That Live 

Sansern Milindasuta's works reflect the future of 
contemporary Thai art. In other words, the development and 
deconstruction of form in his work suggests the direction in which 
Thai art is heading. 

The degree to which Sansern's images are generated 
internally is unusual. A quiet, private imagination leisurel y 
proliferates in time and space exactly as though weaving its own 
story. In Sansern's hands, the form of paintings as still-lifes is 
surrounded by a gentle net--ecology-- that is ever changing. It is also 
a metaphor for "paintings that generate paintings." 

At first Sansern produced rectangular works. However, 
he also painted on untraditional materials and backgrounds such as 
slate and wire netting. These were free-form paintings cum objets. 
Moreover, they were expressed in end lessly recurring chains. 
It would be impossible to single them out individually to 
determine where they begin. As images , however, the artist 
has fashioned them into "a sampling of naturalist history" consist­
ing of small fascinating objects. "Ivory Whisper" (1992) is typical of 
objets that take the form of a relief. 

But we must also turn our eyes to another type of 
experiment carried out by Sansern. This is found in three recent 
series of works that announce the dissolution of form. 'Gard iner ' 
(1993) is a group of paintings that stand on the ground (floor) . 
Other similar series include one in which the artist has spread earth 
on the floor, creating the image of paintings growing out of 
the soil. Indeed, the paintings seem to descend to earth and begin 
to live there. There are no more rectangular outlines. The series 
titled 'The Door' (1992) marks steps taken by Sansern toward 
the collapse of formalism, so to speak, u sing rectangles, irregular 
forms, and soft outlines . How did such fertile interpretation s 
as "painting growing in the earth," "frescoes (forms) that slip down 
onto the floor ," and "contours that breathe like skin" take root in 
Sansern's mind? 

The dissolution of form conversely embodies an endless 
reproductive capacity; it generates cell divisions within the 
painting, like a cultur e of microbes. Almost no refined lines or 
tones can be found. The images are tr eated like living forms that 
possess flesh and blood -- and sometimes even a will to live. 
They frankly try to express the artist's inner being. They may even 
serve as a metaphor for the inner aspect of paintings as a form of 
representation that abounds with contr ad ictions. 

Sansern does not care for discord between the objects that 
are d epicted . He wrestles with the in visible repr esen tation 
beneath the surface. This also represents a battle with his hidden 
self. In that sense, the series of efforts to dissolve form in his 
paintings represents a chance to const an tly achieve a wholeness 
apart from an attachment to th e parts. Stepping into the 
inner wo rld of the painting also constitu tes an experiment 
that eagerly looks forward to th e res torative power of the 
imagination. 



1) Gardiner 
acrylic , wax . clay, wood 

1993, at P3 art and environment 
2) Gardiner 

1993, at National Gallery 
(Photo : Thaweepan Phoonwathu) 

3) Gardiner 
1993, at National Gallery 

( Photo : Thaweepan Phoonwathu) 



1) To You, Our Worshipped Leaders 
iron chair , toy, fiber glass, rose , steel 

each = 50 x 50 x 180 cm, ( 22 pieces), 1993, at P3 art and environment 
2) Detail of To You, Our Worshipped Leaders 

3) On the Road of Industry 
tire, steel 

200x 1200 cm, 1993, at P3 art and environment 



An Eye that Indicts Materialism 

"Gark shado w s" aptl y describes the throng of human 
figures painted by Supachai Satsara on automobile license plates. 
The reason is that the artist's state of mind and opposition to 
distortions in Thai society, rather than the neutral shadows of 
specific objects, are proj ected onto the wo rks. Thailand is now 
rac .ing headlong along the path of economic growth; it 
pos sesses the means of produ ction backing that growth . People 
are attract ed by it; in addition to achie ving material affluen ce 
that did not exist in Thailand 's pre-modern , pre -industrial society , 
they have been forced as well to face various problems cause d 
by economic growth. 

This trajector y is manifested in the plans for Supachai 's 
works. "On the Road of Industry " (1993) criticizes the gro wth of 
materialism. "On the Road to Bangkok " (1993) displa ys opposition 
to the abso rption of labor from the count ryside in to the city 
(Bangkok), an unprecedent ed ph enomenon brought about by 
the industrialization of Thai society. 

Neve rtheless , it is not Sup achai's aim to turn art into a 
political tool , although he is strongly aware as an artist of the 
rela tionship with society and the environment. He pers istent ly 
tries to treat the relationship as an artistic (critical) issue . "On the 
Road of Industry" depicts faces made of a strange material 
--countless tire strips. At the same time , needless to say , the faces 
are syno nymous with the wheel tracks formed by industri aliza­
tion. But Supachai 's work, transcending univocal interpretations 
like this, destroys the function of the tires, a sym bol of the drive for 
industrialization, by shredding them. In doing so, he has created 
an image of the emptiness of industrial socie ty. 

"On the Road to Bangkok " is an installation that depicts 
crowds painted on a series of license plates. The dark shadows 
formed by the figures are imp ersonal, almost like human ghosts. 
Visually, the license plat es seem mor e personal and real than the 
dark ghostlike human shadows; the y are also more orderly . 
The installation simultaneousl y seems to convey an image of 
human beings governed or controlled by numbers . In a recent , 
related work, human shapes have been cut out of the paintings, 
creating hollow figures. 

Whereas the growth of industrial society and the human 
emptiness caused by it are inherent themes in these works, "To You, 
Our Worshipped Leaders " (1993) turns to a message that concerns 
politicians. The heads of twenty politicians are arranged upside 
down on two rows of small stands. Tools (playthings) of civiliza­
tion , such as automobiles and airp lanes, are placed on the necks . 
A desir e for greater effort on behalf of the happiness and inter ests 
of individual human beings is infused in these figures , who 
ha ve served as a force promoting rapid moderni zation and 
indu striali za tion. As an expr essio n of human beings · relationship 
with society and the environment, it is nothing more than a simple 
orthodox idea. By comparison, this aspect has been eliminated 
in Japan, which is following the path of post-industrialism and 
the hollowing out of industries. But it may be inevitable for Thai 
ar tists wit h a strong social consciousness to become involved in 
the most crit ical social problems today. Signs that should keep 
Sup achai from simply ending up at this level as an artist are 
manifested in works that revea l the vision of an artist who can 
ri ve t his a ttention on th e empty forms behind material 
phenomena. 

Supachai Satsara 

i!fl'lf u ~1t1111fm1::a51,1 tn'W LiJu L>11i'1v1tcJ,rntj11'!fuuui11 V"t'l:: LDuu rnuu\1lll~atl1,1 L l1lJ7::f1l.l 

111~Na~a,1~1~a m1~1v11a~am1z~a,a111Jru m11J!~n11azm11J1i'Ju,JijifmJ'~anmiJ~vu11iJa, 

~a,l1',fl1J'l11v1J1nn-:i1~z1;vumw~a,a,11rt,a,'l~~,J11no'l111i'.iwi~1~\JllU\Jfl\JL\J,fllC~,J1011111l11v 

ri1tr,aQ'lu1011fomm~,-uwil, 1i'lu1,J~11Jiii111,,v,m11J1~1111111,1,11i;~ii~Ju ~fl1JL1Jll,fl1J'l11v 

ll~i'11Nan'i:::ii11Hnnm1 L~1qJL~ul9'1'1 6mf-1Vi1fi'WaY11,r)111~filJi'L'U11J1~umnr1 inm1tl1-1~lhJL'i'lo 

tlnno1J1riau 'lw1b,riau11ii1qfll1',fl1Jftij'v'\111j 11azriau11ii1Qflll,fl1J~~ai11m11J ~flum~1Ju 

li1viv,vv1J1Ni111fi11ilcy111~1ii~~1nm11J1~1cy111,111rn!ii~d 

iii111,nmiJ~vu11iJa.diJnnovQ'l1J,1u,v, iini'v t~v1,m1cvcii.E, hNanu 

i!v "11\JO\Jllfl7V~~fl111m11J" (ON THE ROAD OF INDUSTRY) ~ri,tu'lui'I fl.lf. 1993 

Na,1ud iw1ml'i~nrunmiicy1~11t~111,1~~ ~1u'lu,1uilo "11uouu~nl•111w~" (ON THE 

ROAD TO B;NGKOK ) ri1tu'lui'l1~v1fiu nclivu'l111i'.iuii,m11J1i'Ju,Ji,jifmJ' ~vm1ti1111, 

-11tJ'l.lt1-1'i'lutn n'!fu11V11J1tjnllLV1w, Lihah1nom1CU ~L~lJLfi\11'1tu~o1::uu ~\Jla1r1nn1/lJi'L'Urn,ij 

111111111'lul1',~1J'l11v 

oci1,11n~11J ijni'v ii'lviii~~*111J1v~~c'li,1uiiatlc1i'lu~o11a~,1iom1,v,nmiiv, 

i,, ~1~1rl1iinotj1n1Jfl'l7Lll!71JZ,a,iiailui!u UfllJVIV,iim11Jl11JlSIJfifi1Jl1,mmaca,111~iiv1Jotj 

11ii1 11ni'vumi'um11Jvio,nu~~zn1i1,nm'inuiia,Jz~ii1dv11m1c'lu1i,'i~uruoci1,1111~1, 'tu 

r1a.1u ·'11uouua1v~~a111nn1J" 11a~,'l111i'.iu11ii1flu~,ri1vi1v1a~11tlan ~~01iiuv1,1i'lu 

li1mu1J1n 11ii1fl1J 111~1Jui1m11Jflii1 Vfl~,fi11io,1v v~v,iiv1ovuii ti'uNa N~~,o,1:1111~~a111m11J 

,1u, v,iini'v~V\J'UH~:vi n~vm111,J~m11J111J1v'l111i'lu~ 1-ii1'l ~ 'lvi 1,1'lvi,~ ~,J1 c tv,'1111, m1'li 

nav~v,v1,10;,1i'Jw11i'ivul1'cytrni;ru ,a,mm5nvi'u'ltlrj1z1111~~a111nn1Jovn'\,J n1111iJ1amw 

,v,ij'uvi1vm111vnvi,ovn1i'lu~u ~ 1mv11'lliri11n11a\'1,mw,o,m11J-:i1,1tlri1~,J11no'lul1',fl1J 

" ~~a111mw~u 

"11uouu'l,J~np111w1" ,i'lu,1uiiatlz11miiun~va,a'll'u~11a~,'l11111umwntjlJ~1J111JiJ1v11z1iivu 

1ovu.'i~1mu11rt, 1,1l'U1J~o,1ll11Hfl1J~tlnnoi!u'bJ1z1i-:i11i'lum~o,~~ trni;fllz~a, l'7 

iiflflll 1flrl1u1cyf\!lfU L~tl'W'U~'W~l'iWl-ll'U;''Ud"llfl-3 r!fli£JLLft1 ~::L'Hui1 U1uY1:::L{jUlJ'lfllruiir11u, 

1i'lurl1uvi'11rnciim11J1i'lu~1,1J1nn-:i1mw,v,1,1;,~flii1v1i'luicycy1fll,v,~u 11~ciliv11:1iivu 

111~1,!u~n~~m'l11i'im1lJ1i'lu1:1iiv111J1nn-:i1 nuiiun~varn'll'u~ud~111i'iou~zi'im11J111J1v1i'lu 

ll'v-:i1flu'lul1',fl1J~nm11~lJ1i1vvi'1rn~ ,1u~ud~,~~,v,1,1~ii11u1~~oci1,1~v1fiu 1ll111,~o,fl1J 

'lu,1ud ~nvi'~1~1:von~1nll1v,101uvu~,J1rnv111-ii1t'ivi1vfiu1i'lu'lio,t11-:i~11Jltl111,flu 'lu,fllz~ 

n111~11111~11t~,o,l1'~fl1J~~a111mrn11acm11J-:i1,1,J~1,v,1Jlj1"U ;,,ilu~M1z1111i1nm11J1~1cy 

i!uu~N~'1\J "11~111u~ti1~m\l,1" ri1;u'lui'Jfl.~. 1993 ~~7\JlJ7n511i1,iv,rnL11am,~v1 

fi111l'nnmiiv, ,1u1iua~v~1a'll'ud ,J1cno11vi1v,J1z~mnn1J;,1i'Ju111i;c,o,l!nnmi1o, 20 

,i 1u ~ ml11J111 ,'l 'i'l u ir ni; fllZ n trrn1' 1 a, ua z J ,'l 111\J! 1u rn, fo~, ~~,'.Iv, 1 i'lu 11 o 1 no, 11 u 1 

VJ1Vf1\J ,a,1~1J1~n~,aflm71Jl11J7Vii,a7WZfilllJ,V,ll,fllJ~~fl111n111JL'lill 10V1J.'i1rn:1fl~O,iill 

~ml11Jn1,W1~1J1Jflfl~o,ll'nnmi1a,111,fl1J m11Jviv,nu,~v1fi11m11J1,v1v1lJ~~:1i'lu'l111\i ;, 

1i'lwaiivul1'cytrni;ru~a,m11J~~11aznu'lvifom11Jauh~v,1J1j1"u11~azflu'lvi~n11Mm11Jfiuotj 

n1u'lu11;~::'llt1-lUnn1,Liifl-lL"t1~1i!u 'Unn11Liit1-ldli1M'W1~Lefiiaul1n'-l~fli.!1Jt'l\¾'Ufl17lJLtlu 

1z1111~~ai11mw11azm11J1i'luaijv'l11i.i 111J,~l"1mv111~v11'lutrni;fl1:dtvi~n,~~,,J~1niJ1:,1111 

~~uzj,ri1tr,1i'luiJ1z,1111~,~1cy1ovm1Ji ii111,,a,1z1111~~a111mwqfl11tr, 

01~1i'lu'liJ'lvi'i1rl111foiiailu'l11vmrn~n1~v,m11Jiirl1iin,~v1fi11l1'~fllJOci1,1111nii1 

Ju~,1i'luii,~ri1'llivin il6ilu'lvii'irl1ui11Jfi11ilcyml1',fl1Jti'u1u,111~,ii~tuatj11n1ud Lll!71lz,o, 

ii6i11Ja,~u1~0'1i1vHi1p1iv'bjq~mrn1i1,ami',1u1vlv111~1z,i'11,1Ju~v m7lJL'U7L~ •~o~~\Jnll 

11n~,'l111i'.iuii,nn•ontl1m1lJnu'l~~"m11J-:i111iJri1;,vtj1i1orn5,,J11nf.lm1ru~o,tan1•~ 
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