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Cherry Blossoms Incarnate into Dragons
Akio Sagegami

One characteristic difference between traditional Chinese land-
scape paintings and European ones is in their point of view. As
European landscape paintings view the entire scene equally from
a single perspective, Chinese paintings import several viewpoints
into a single screen. There are perspectives viewing laterally,
stooping from abovelooking up from below, and so on. This dif-
ference originates in the aspect that European paintings are
designed to view a scene from a window (frame), whereas Chinese
paintings are designed from a narrative viewpoint where the
viewer is placed in the middle of the screen and is expected to
explore into it, from down to up, as he/she were really among the
deep nature. And such masterpieces which come to be regarded
as gods' gift are said to have a “ryd-myaku (a flow of a dragon)”,
a dynamism resembling the flight of a dragon.

Changing topics, let's talk about a gallery, the Galleria Chimera.
It has a three-dimensionsal exhibiting space which no one-room
type gallery would have. First comes the entrance space, then up
the stairs to the landing, continuing to it is the main room, and at
last the small room on the second floor. Doesn't this kind of resem-
ble the spatial structure of Chinese landscape paintings? It is quite

w5



<1997

14>

FROEMBERO LY b5 Y ABADPSIFE > T, S2iCid
19944 DEdhe B D BHITIZ954E. A4 Y v— AIZIZ964E D/ G &
T AEITHIME S NAAEdh . ZREO/NERRIZIZ 97 4F DRI AE AN A2
BRIC L7299 2 51, Pk oMER L v Bofhd, F2s6 E
NEV) EHOBEIC L > THMTEAZ EICR b, bokdTh
MERMDHEERY G Do THLSEDTERI ZETHoT, TV b
FZYABIUE WA OERIEEOY 4 —I Y X7 v T L TR
£V NV—E~NEFES,

AL YNV—HICREBAAND, TITERICHBRFHEE Rz &

VWHEEERICKELL EEZ I RLE, RORMERT 2ERONLZ
LD E%E, bbAA. THEROEETH- T, BHZED,
FENEZHBET L L ICHINZ DL Rz0F, EiFMT L3 X
6 EfIED S Tu—B, LA LYALZEBTKECERShEZ L
&N, BRZHIRYOBAEL, RIATIHOLLE NI L) 2—
VarEROBRIIEZ 720, FIZRZEE ()2 K) LwWIHEs
BhHb, HICRZZEIIER, ZAXFLELFEOMIIE B2 R0
B, ZEWAH )R> TWEEVIE L, BEOEMREIR T
SICZDZEMAEAEL SH,
TR A0y 7a—%RThE). THEREDSA ) 2a—Va Vi
KL BN LEIZZ 28 &2 RE 5804 RWE XS Mob)
SEFENT LD D, KEOERD L) TLH AL, ERFICHANLA
WDLI)TEHb, WRHRIIZHLL)LLTw AL S o
HRwhbainiv, FFICHES ShEEOMY 2, 0L
ZRTHISZER L TVB LI R AT 5,

[ERFICBENLREAD S, ZNHWMHEDOLHICBZBH, &
CHIDERICZo7:]; THOFETHZ, v IDIREI 1
DWWk ZADHAHIETE, MRBICUINIDOIWETHo72HKT
HolNIIFMERS L2 HTHNIHDEZL—ATHo7259,

a6

91 X 182cm

interesting to see that within a modern exteria of a mediterranean
style mansion there is sealed in a space of traditional Chinese
paintings. If so, there would be nothing wrong if a dragon inhab-
ited the space. And so it did. It was there in the works of Keiko
Shimomukai.

The exhibiting of Shimomukai's works also began from the
entrance. Here was placed her piece of work from 1994. In the
landing was a work from 1995, and in the main room were a small
piece dating in 1996 and one art made in 1997. In the room
upstairs, the newest of her works of 1997 were exhibited. If we
were to follow our line of movement., we would be able to view
the four years' time flow of Keiko Shimomukai's as we spatially
moved upwards. Of course, such thoughts only occur after we've
known the chronology of each work, and in that sense, the pieces
in the entrance and the landing serve as ocular warm-ups which
lead our eyes to the main room.

Stepping into the main room. Here, I saw the dragon. A figure
of a peach-skinned dragon powerfully continuing its flight, mean-
dering its majestic body in the deep dark. Of course, this was only
an illusion of mine, and what was painted which was as if it sur-
rounded the room was actually a group of 90 X 180cm horizontal
tableaus. However, by being placed horizontally in the cleverest
intervals, it bore a huge undulating line and inspired me with the
illusion of a flying dragon. In oriental calligraphy. there's a con-
cept called “ku-kaku” (an invisible stroke). The visible brush
stroke is a “jitsu-kaku” (a real stroke), but we also see in between
the letters a “ki-kaku” which hold the characters in line. Shimo-
mukai's positioning of her own works bore just this “ki-kaku”.

Now, let's see the tableaus individually. Then, all at a sudden,
the image of a dragon disappears, and a glamorous body show-
ing sensual motions emerges from the dark. In some ways it looks
like a female body, but in other ways it also resembles the white
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serpent appearing in legends. No, but rather, it might be more
appropriate if I'd say it was like a white serpent transforming
itself into a woman. The surrounding dribble of paint seem to
form a magnetic field which enhances the transformation.

“I remember once being held admist a flurry of falling cherry
blossoms, I think that inspired me, but it turned out totally dif-
ferent.” These are the words of Shimomukai. Cherry blossoms are
somewhat erotic. I can't recall whether it was in the noontime or
at night that she was hurried into the flurry of cherry blossoms,
but if it were in the night hours, the eroticism must've been the
more intense. Even more, the sense of “being held amidst™ (the
original Japanese meaning “being held inside” or “being inside")
is suggestive. Not only did she appreciate the color and form of
the petals by her vision, but she also appreciated it through her
whole body. There, we can even see a trans-jubilation between
plant life and human beings. She talks about “turning out totally
different”, what she had sensually received through her trans-
jubilation with the cherry blossoms seem to overflow the main
room. Being loyal to her own words that she'd like to value “rela-
tions with space”, her calculated spatial positioning has trans-
formed, through the mediation of her body, what she had been
inspired by the flurry of cherry blossoms into a white serpent, and
the white serpent into a dragon. And this line of transformation
gives the spectator an illusion of a repectivelly strengthening vital
force.

Holding within me this impression of her works which showed
a somewhat fleshy concreteness, I go upstairs. The works there
were a little newer than those in the main room, and in them,
were seen a hard abstractness. A square tableau consisted by two
vertically placed 90 x 180 tableaus. The dark part painted in black
has lessened its area, the meandering broad lines of peach-skin
color has relatively grown its space in the sparkling of the light,
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and the motion has become multiplex, moving from the inner part
to the outer surface of the screen and again back to the depths.
Perhaps this is why the dark in the background seems to have
even gained depth and size though the relative space given to the
black part has decreased. The space in between peach-skin undu-
lation and the black of the dark seems to have widened. Because
of this, the fleshiness seen in the works in the main room —as a
result this seemed to originate in the vagueness of boundary
between black and peach-skin — has been sublimated, and what
she had planned and designed has clearly stood up as a visionary
language. My impression of it as hard abstractness must have
come from here.

Well. according to the lines of Chinese landscape paintings which
I gave at the beginning of this essay. we have now come to the
top of the mountain, and now, let us descend to the foot again. The
title of her works are all “ENERGY” . The exhibited works from
1994 to 1996 are also all the same. ENERGY, according to physics
and philosophy, this term refers to a vague and infinite domain
of meanings. However, for Shimomukai who says that she has no
interest in minimality, ENERGY must refer to what was first
inspired by the bodily memory of “being amidst the flurry of
cherry blossoms” and then has bursted out of the life called Shi-
momukai. In short, it must be the ENERGY called Shimomukai.
And this fixes on the screen as bodily movements. However,
though I've mentioned here about bodily movements, T am not
refering to the exceeding brush touches and thick coating of paint
as was seen in Western abstract expressionism, but rather to the
clear drawing of forms through the usage of paint which soak in,
such as Chinese ink or pigments of Japanese paintings. Therefore,
in the changing of her expression we can see the changing of her
ENERGY. Sometimes she loses grasp of her ENERGY and seems
vague, and sometimes she entrusts it to the colors and lets it dif-
fuse. Such revelation of her path is also interesting.

On one hand, there is in modern day art a movement where the
keyword is healing. It must be a demand of the age, but to me, it
sometimes sounds like a synonym to “escapism”. Shimomukai's
works are the opposite; they rather vitalize life. Rather than retir-
ing into the peace of “healing” , her works are as if they give us
strength to challenge into the world where “healing” is needed.

(Monthly, Shodo-kai, editor)
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