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by Ivan Vartanian

IN BETWEEN
BLACK
AND GRAY

Jupunv:—:r I'}mlugt'uf}h_@ after World War 11
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- _|:||'l:'.:'.'*~ defeat in the World War 11 not only
lett the country’s economy in tateers bur also
|:|:|':-.'.:||_'.' redefined 115 position on the global
stage, fundamentally altering its self-image.
The J":||||'-:.||' of the Sun once expanded its
dominion to varicus territorics of Asia with an
aggression thar was akin to Manatest Drestiny,
This all came to an abrupt and sobering halt
with the ¢loge of the war. What had once been
-.||_'|';-|_:. (RLELL: |'E-'.'-. AIme :||-.l|'I:.||. amd I:|'|-:' |.|-:l-. [TiTiER -.:-I-
':."\.I'r.':ll"'\-l':lll WLTE |':']|i.:|!.'!.'l.!. -:1'I |I||.' !.'1I.'II||'\- ": le"

occupying forces in post-war Japan. It is in
thiz climate that '!r._-;-.'n.|.|r:r E'-||.'|:-:'|:_-'r,|'|1:".|;r- Ken
Domon and Thel Kimura espoused a definitive
PUTISm in El||-:-|:li-.l|||||:||i--|||1 i-:-'rl ---:-||i||:'_'L Ay SENse
of the propaganda that had been quite visible
in pranted media up until then, For post-war
photographers of Japan, the unfiltered, unadul

terated presentation of truth became the prime

directive of their craft.

I was some 240 years umntil |l|...|--:;|..!-]|q'|~
Hl-l.']'l A% H'r!llllll.; -|-l:-I|'|.II:*~'.l.. |!':-|L-l|'| Huu.n_- .|||:‘|
Hanii Kawada were able to addrezs the war,

the countrv’s culpability in it and how a new

II.I!"'.II'Il.'!'\-I.' II.E.I.".I[i|"¢ II.II\.1 |:II\-\.(':": '\-III.II'!' =II '.I!l:' '-'a'I:Tk.

of these three photographers, the distinction
between record and documens 15 important, For

hardliners, such as Domon, the photographer

i'.'."i."j"'\- [ TEMALN &M l:llllll:.l"'li""\-':'lﬂ |.'_'| i ||'l.|||I.= 1Ly
events without invoelvement 1n the world that
is E'l.'||'l|'u'.'|'||'.l;: before him, The subject of his
photography must remain oblivious to the
presence of the camera and the photographer.
The resulting images are windows into other-
'|'|'i'\-\.l.,' i”:l.'.'l\."ﬂ.""\:"'il'lll.' '-'-‘HI-I:\.I!'\-. I:ll."\n.'.'.l\.i.l.':"\- III.[\'.'I. “'II.I.'I:I
Shomel Tomarsu ook IMAZes of the American
military base in Japan, he presented photo-
;_'r.|||'|1- rthar were dee pl_l,' infused with his own
ideas and feelings, plainly positioning himself in
the center of has pictures, This was not an R0
centric move; rather, Tomatsu was presenting a
fragmentary view of the world. Instead of trying
to capture and contain the world in one frame
in one moment, Tomatsu introduced the wdea of
presenting multiple moments, which success-
fully communicated the complexity of telling
any story, especially one involving matters of
niaticonal 5||.|.|':'|I!i1:|.'.

T'he documents that Tomatsu presented in his
n'_']"i'.' |'||'|._;||:.._;| boak Nibas (1967) show the extent
to which the nation was indelibly changed by
the presence of the American military. YWhile
the infrastructure that MacArthur introduced
did modernize _]:'||‘.~:l:'.-. a considerable LlL'g:L'l.'
of Japanese-ness was lost in the process. But
this loss was a mere lament: it was a convoluted
roatter, &% Kikup Kawada draws out in his seminal
|1]!|llT-:'l book The _1.-.|'.1‘r.- (1565, J-:I]'I:I.I"I‘h risle 1 the
war and the repercussion of the ensuing years
was not a simple, lincar narrative. Kawada's pho-
I!-.:-:i;l.‘:l'|||!:| af # muckdied H,lg ol j.||1.|.r:| 1% 4 a:.'r||'|'-|_'||
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of how vexed and entangled the political narra-
tive had become as well as what it meant 1o be
Japanese i the firse place

In Eikoh Hosoe's photographs, from the
serics Emdrace, there is certainly some degree
of solace and comfort. As a child during the
Wr, ] |-=l.-llt' Wik rl.'|'-u. .1I:;'-.| I'I'l 1T '|-lk_'|l1 Lo ] .%}".-:11'*1
north o be Ll:|:'. gafe. In s there that he learned
firsthand about the nation's Agrarian and the
story of kamaitachi, a weasel-like creature thar
lives AMang the rice fields. Az an adult, Hosoe
returnecd to .|.|'|'-:|||':. nocth wath the Butah E'-i-::--
neer Tatsum | |:|ii|:,.|.|:.|, .11'u_|. rh-;:,- .;n'.lh_'-d ] -w:ri-.'n
of work titled after the invisible creatures.
Hi_iik:ll:l enacted the embodiment of the famar-

facki. Even though these creatures are mythic,

Hoszoe was able to reconstruct a document of

-II'\- I.IIi]!.jII':'l:ll.I. -:"-:|||.'ri|.'|::|.4' I:lr-ll'i.l.' WAT :I]:II.I. BT
photography to see what is otherwise invisible.
T'he photographs from Emérace extend this
funcrion an':1|||11||;f:L|11|]' Lo Caplure the unsee-
able, The stark contrast between dark and
pale skin tones represents a dynamic balance
between |.L-:-|‘|_'. sian and ."||.|.:I||:|-:l:|.5|'.':::| imptlses.,
The uze of a dichotomy to create tension was
alse employed in his series Man and Worman,
which also cast dancer Hijikata as the svmbsolic
man of the series, These pictures of Hiikata are
what prompted Yukio Mishima to invite Hosoe
o photograph him as well.

The :.-::l.l:.;{'- af Mizhuma were ||1l.||I:||:|'|.: EXpi-
sures and heavily staged productions that
l.'IIl:"\-l:E.'I-'.".I. t:::l'.' :I.I.H.Il'.' ||‘|'-|.!L' b Jl‘l:l Iul.'|1.'| %=, IEXIUrcs
J.rld LI:'._.‘lIII]i.I.ﬂ.'.' l'l'lllllll‘"-;llillllh tl'l..” I'I.:I.':! I.It:]i
resemblance to .;r.;:}'-:ﬂ.'::l.' n;.t]il;:.', Indeed, the
absurd was prevalent in the arts at this time.
Hosoe's assizstant on the shoor with hMizshima
WHLE i _1'||'.Lr|!_r| ]}:Ii-i‘ll.:l .1'-1|rr-l:|.'.;:|:|:|:|., ".‘-'I'III '|'|'\.:l|||-\.! .II'H.II
later become a regular photographer for the per:
formance and rheater ErOLpe r[.l:'l:'.jll Hﬂ_i:lhi. ledd
by the playwright and artist Shup Lerayama., In
a way, as performance spaces were no longer
localized solely on the stage bur spread out
i the streets, back alleys and=—in the case of
Hosoe's Kamaitachi series—the countryside,
the camera became not only a tool to document
the actions of the 51r|.‘|'||r||1{'r- bBur al=o a part
of the production. The performative quality of
theater was seeping into the very fabric of the
E'IEI.'!!'lII;_-;T:I."I]'I:I.' ilhl.'l!-.

In the madst of this carnmval of forms and
ideas, photography became both a tool for decu-
mentation as well as an expressive means of
.:'r|.11i'.'i.1_-.'. Heveral |1|1|1|;-:'|:_:1';:|1|‘||_'r-: ]'|{'|F!ll_'|;i. b
blur the line between realism and non-realism,
including Daide Moriyama and Issei Suda. In
Moriyama's photographs nr'l.".'r;r}'d.q:.' SCEnEs,
ordinary views of city centers look like alien
|.'l|a:'.|.'[:~. There was now 2 sense of the world
around us not being as it appears, and of the
camerd as a tool to tease out the difference
berween our socially reinforoed !.|."|I'-]1l:r-.'|."|:l!i-::-|1h
and whatever reality there is to be seen in its true
form. This yields some shightly awkward com
positions that are at Cimes out of foens oF EELLTY.
The photograph and the process of making the
photograph is a self-aware event and part of the
image’s composition. The significance to the
viewer 15 thar it k|:|:|'n us gware that an irn:u_r.-:_:
i in itself a fabrication and self-awareness may
be our one saving grace. Unlike the self-con-
tained completeness of cinema, for example, the
-.’,“ﬂr'l'l]‘:l“l;u.l!l.'-::l hll‘llx'lllri:l:lﬁ_ af a |lh.|||!|::-J_r|r:|'|1|| [r-c1ir|1'\.
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back to reality. It is a bit paradoxical: seemingly
absurd images reference ":':'Iil.'" msore ol 'u.l".:.' than
so-called fimizhed {.:-||||1:niri-.'|'|~.'_ lzzel Suda's
photopraphs of in-between moments also ger ar
'.I'Ii.‘\-. “:.h L] 1:||.-.:.|.'| :'.:l|l:'-:l:l.. h l.[.lkln:_' EXPOSETCE
:.||||.i-:-||||_1.' and then -.:|I!_'| Im *:-ic:.ll_rh -{".!_'n.'tin:-l'.a from
his contact sheets) was a way to prevent himself
from pursuing pre-conceived and pre-deter-
mined pictures, What could the camera see thar
Wi rmss s

In Hiroshi Yamazaki's series Hefiapraphy, the

sun is like a knife curting a line in the compo-

sition, providing an “interruption” and a focus
of organization, Yamazaki’s use of extended
;,"-;|'-||'\1|":.'|_' TIITNE Tk -'l_'u_ul-'ul '.|||' O ICNT af rI:;-
sum 2cross the sky iz only possible with the use of
the camera apparatus and photosensitive chem
istry. Photography permits us to sec something
thar the human EVE Cannol .|i|-.'.'l::. aecess and,
by extension, Yamaxaki’s work points to natural
phenomena that are not only bevond our abiliry
o pereeive but alsa 1o comprehend ina direct
manner, By keeping the components of his
composition to a minimum, Yamazaki is able

o 4] in..'nrpnr.'r.r.- 1ir.":|.' .'|1'|l.:. A :|'|l.';.|il:|.[i-'q.' '.|u:|.'.|'.:.' Gl
|‘~.'r':-:.=~h'.'||-..'l.' .||'.|.| |l:|.l:.|.'|u P :"{-:-|1l.'l'."u"||.'--. there 15 an
anti-human _||_|__||i_|;:.- to his |1E'|||1‘||:_':I'.|.'_'\III-'; .‘h,--l,'-iu-

&. |:|'||_= u.'l.‘:'l'llllg'i'.' r:'.||'|l.|||':. |:-.l|'i.-!-.'-:'| liree, the absence

- ¥ 2 2 "
||| man LI.:':'.'\I-‘-!'\- 11011 Gl IL|.'|"\-|IL:I||I:III IIIII"'.'.I'\-I' '.]'lJ.'. 15

underscored by the sun's slash across the sky.
Koiyvoq Otsuji is best known for his writing on
and teaching. While his background 15 based in
commercial photography and design, he founded
the experimental collective Jikken Kobo, an

||'t-:n||-'-.'i]1|m:u". avant-gande assembly of artists,

misicians and thinkers. His photography is
infused with an experimental practice thart leads

to some surprising choices of subject and for-

mations in composition. Otsup clearly sets the
stage for inviting a metatextual dialogue about
photography with images that are simultane
l:-ll:~|.'- SLrOag and lack resolunion. One of t}r~u_'|i'.-
students was Shizpeo Gocho, Where Otsuji
| worked in a terrain prescribed by concepts and
ideas, Gocho's work was direct and _:.'Il-'lllln.i. d

i1'. I:|'|-'.' l.".'l.'l"n'l.|.|.'.. ”':x |.-:-r|||l-:.l:~5|'.':-|||- draw their

h[!’l:l::!::ll I:r-::-l.n the F:-'|1||:-:-:i:r.'||1h{-:'~. .-~.1._a|'|-
hished -."|-:--|_'|'|q'-- o l.|i*~1.ll1-.'t' '-'\'irll'l ili."- "-I.II."'ii.'l.[-.
In that |_|1. namic, there is a I:ill',;-'.' ol ||||.'|.|:'.-. |'|||!,_|,'
because the people af ks immediate surround-
ings have a shightly ambivalent stance toward
the photographer.

On the other hand, Mobuyoshi Araki’s rela-
tienships with his subjects go to an opposite
extreme. Araki's |'li:'|:|'r-:L.l|. presence in his own
COROSILINS makes him not only the observer =

but also the observed. He mok this idea further
by wsing his camera as a tool to insert himself,
both metaphorically and liverally, into the subject
of his work. In rhis sense, the vast majority of
Araki s work can be seen as autobiographical. His
use of digitally imprinted dates in his images has
many functions. It not only rerurns photography
1o its ofiginal purpose as a tool to record events,
it also cheapens it. Elevated images that are made
tor the purpose of serving as art are less powerful

than the i-l'l'll'l'-l-"\-j:-il-'-'f-' I'l.'-l1l:I-ZI;.;'!'h that are mace for 5. Bhermet Tomatin. Unritled { Henoko, Okimawa), frowr tbe series Chewing Gun and Chocoolate, F969
- lowved ones. One’s immediate reality—the love of Gelarin=-stlver prind, € Shomer Tontatig = INTERFACE. Courtery of Tika Iebii Gallery, Thbye

a wite, the death of a family member, one's own i i
; : 5 o B el ey, From the series Inugramike o hitobate, F975

miortality—is the ultimate subject for this e i G Ty R o

- : - . : : pl: rat, Jerapane Herdd, Henrix Teraparma
tographer whose signature 15 the passionate belief - -
— that photography can be a vessel for the heart to 7. Quges Swda, 1976
- - - . . T i ] ¥ 5 Y BF . ¥ ] ] - I ] gy
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