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The Fondation d’entreprise Hermés is pleased to present Cosmic
Garden, an exhibition by the Sdo Paulo, Brazil-based artist Sandra
Cinto. In addition to drawings using motifs of sublime nature that
surpass human understanding, such as stars, crystal, and waves,

Cinto has created countless installations that form a relationship with
the space. In addition, with her partner Albano Afonso, Cinto runs a
studio called Atelié Fidalga, and is actively involved in cultural
exchanges both in and outside of Brazil.

To Cinto, drawing is an introspective language designed to share
people’s experiences, memories, and dreams. At the same time, it is
an important means of dealing with time, and a form of meditation or
rest. While using blue gradations as a symbol of the universe, this
exhibition centers on an installation in which the fluidity of life and
cosmic space-time are juxtaposed in an abstract way. In this
collaborative project, Cinto and six other artists who are close
friends of hers, will make drawings for six hours every day over a
period of two weeks. The repetitive rhythms and undulations of the
drawings will form links between the artists in their meditative state,
and give rise to special characteristics that resonate with the space.

I believe Art is one way to connect people with themselves and maybe,
perhaps through this reconnect themselves find something deep and
mysterious outside.

— Sandra Cinto
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Sandra Cinto Workshop

Based on three activities designed to provide a step-by-step experience of drawing, this workshop will explore the potential of drawing as a method
of discovering lines in your surroundings, expressing your emotions and sensations, and creating links with other people.

Date (number of participants):
Tue., Feb. 11 (national holiday), 2020 from 18:00 to 19:30 (ten people) | Sat., Feb. 15, 20 om 18:30 to 20:15 (eleven people)

Activity 1: While engaging in conversation with each other, participants will create a single drawing together.

Sitting in a circle in the Night Room, each person will give their name and explain why they decided to participate in the workshop. Then, they will
throw a ball of yarn, one end of which is held by the artist, to the next speaker. Through this process, the yarn will form a link between the artist
and all of the participants, which will also give rise to a geometrical drawing.

Activity 2: Participants will make a living drawing using a “magic ribbon.”

Each person will take a single of yarn and make various shapes with their entire body. They will move, create vibrations, and everyone will sing a song.
Next, each person will dance while grasping a “magic ribbon” (an original tool similar to the ribbons used in rhythmic gymnastics), and make a living
drawing of lines moving through the space. Finally, everyone will lie down on the carpet and meditate while feeling the light that dwells within them.

Activity 3: Participants will make a miniature model of an installation.

After choosing a piece of light or dark blue paper, participants will fold the sides inward to make a gate fold. Next, each person will use a white gel
pen to draw their own landscape on the inside “wall,” the part that is visible when you open the folds on either side. In addition to being imbued with
time and memories of the workshop, this work will function as a miniature model of a cosmic garden that participants can take home with them.

Materials
* One ball of white yarn ¢ A magic ribbon (a light-blue ribbon attached to a disposable chopstick)
* A piece of precut colored paper (light or dark blue) * 0.5 mm white gel pens

Participants’ Comments

— “l'learned how to see many lines through the workshop. Rather than drawing big lines, | tried to draw more personal lines of the kind that
| sometimes see when | dance.”
“I had just come back from skiing, so | tried to express the vibrations that you feel and the clattering sound that you hear when you ski on the
fast track early in the morning on a snowy mountain.”
“I’'m a housewife. | didn’t have any idea what were going to do in the workshop; | just impulsively decided to take part because | was attracted
by the pretty picture. | remembered seeing some dandelions in bloom that morning, so that’s what | drew. This was the first time | had made any
drawings since my high-school art class, so | wasn’t sure what to do.”
“I drew everything that happened to me today. Actually, it was a sad day. | went to my old university for the first time in 20 years, and discovered
that it had been torn down. Then at night | found a dead cat. But it also turned out to be a fun day because | took part in this workshop, and
discovered a plum tree.”

The time we are living in is only a moment in our ence.
After this life, we return to stardust and become part of the cosmic energy.
Through Art, it is possible for us to deal with sad things that happen to us and a variety of other emotions we experience in our lives.
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Cosmic Garden

2020
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Permanent pen, acrylic, paint, canvas, carpet, sound, speaker, pure essential lavender fragrance
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Wall drawing made with the collaboration of: Albano Afonso, Sayako Oguri, Fernando Cardoso Saiki, Keiko Kijima,
Takafumi Kijima, Futoshi Yoshizawa

BRBIE T2 4282

Sound: Vini Dantas

TR 7 XA

Technical support: IMAGE MAGIC INC.
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“The Air of Brazil”
From Encountering the Japanese-Brazilian Artist Tomie Ohtake
Futoshi Yoshizawa Artist

| was invited by Sandra Cinto to do a part of the drawing for Cosmic Garden at Ginza Maison Hermes Le Forum, and
during this time | got to know her better and from new angles. | have worked with Sandra on several projects, among them
Library of Love at the Cincinnati Contemporary Arts Center in 2017, in which the space housing Sandra’s drawing/installation
contained cushions, foam chairs, and carpeted floors where people could lounge, hot drinks and so forth were served, and
more than 200 artists from around the world were commissioned to produce works on the themes of objects, vessels, and
books. Sandra has said, “Without love there is no education. Without love there is no art. Today, speaking about love is the
antidote to all that we experience in our lives.” Viewers who entered the environment created by the Library of Love gained
opportunities to learn about nature, share experiences, and offer gifts to one another. | am proud that by contributing a work
(a text-less book of washi paper), | was able to participate in such a comprehensive and extensive exhibition that fully
embodied Sandra’s philosophy.

| have been focusing on making things imbued with an awareness of the fourth, fifth, and sixth dimensions, which are
invisible to us due to illusions of the space-time continuum. This may involve creating a three-dimensional object, reflecting
it in a mirror, photographing the mirror image and exhibiting the resulting photograph, and inscribing numerals either forward
or backward on the objects or the photographs in a mirror so as to manipulate time or space-time through the medium of
numbers. For this project, working with Sandra and sharing her world, | was able to engage closely with the sense of space,
weightless buoyancy, and stance toward viewers that she pursues, and it was very exciting and meaningful for me to see
how she approaches a large-scale project.

Séo Paulo, Brazil, where | first met Sandra, has a history with art that | would never have known back in Japan, one that
involves many artists of Japanese ancestry. Here | would like to discuss some aspects of artistic exchange between Brazil
and Japan based on my own experiences and impressions.

My first encounter with Brazil was when the artist Nobuo Mitsunashi, my senior and a participant in the 1991 Sao Paulo
Art Biennial, introduced me to Hideko Taguchi, the Japanese longtime owner and operator of Galeria Deco in Sdo Paulo,
after which | produced work in the city and held a solo exhibition at the gallery. The year was 1994, when Brazil instituted
a policy for its currency (the Brazilian real) that finally broke the nation out of long-term hyperinflation and pushed the real
down to 0.74 against the dollar, sparking a series of phenomenal economic fluctuations. Things like clothing seemed to me
expensive in light of their quality, but this reflected the lingering influence of many years of inflation. | was often surprised
and perplexed to hear about a world and value system | had never known, in which an old used car and a new car hardly
differed in price, where in some places a modest apartment cost less than a car, and what had been a bundle of cash could
turn into a handful of worthless scraps in a few days.

Through Galeria Deco | learned that there were many artists of Japanese ethnicity, including first- and sometimes
second- or third-generation immigrants with Japanese nationality as well as Brazilian nationals of Japanese ancestry who
were a generation or more removed from Japan, and | got to know one of the latter, Roberto Okinaka, the Brazil-born son of
Japanese immigrants. Based on Roberto’s proposal, the following year (1995) an exhibition celebrating 100 years of
friendship and exchange between Brazil and Japan was held at the Sdo Paulo Museum of Contemporary Art (at that time
a Biennial pavilion annex), and | assisted with preparations and requested that the critic Akira Tatehata write a text for the
catalogue. Through this exhibition | got to know many Japanese artists active in diverse fields, and through Roberto | gained
access to the history of art by Japanese Brazilians. Artists from Japan who participated in the exhibition later become central
to the activities of JBAC (the Japan Brazil Art Center).”!

Thereafter | lived at Galeria Deco for a time and traveled back and forth between Brazil and Japan before settling in Sdo
Paulo in 1997. Ms. Taguchi sometimes served Japanese meals at the gallery, and it was at one of these that | met Tomie
Ohtake™ (1913-2015). About six months later, after hearing that her assistant had died, | saw a precious opportunity to
engage with the Brazilian art scene by being in the orbit of this legendary artist, and resolved to offer my services through
Ms. Taguchi. Tomie was already 84 years of age and had never worked with a Japanese assistant, so she was a bit hesitant
at first, but she asked me to come and visit her studio, and my time with her began.

It was around this time that a friend invited me to Atelié Fidalga, the community studio run by Sandra and her partner
Albano Afonso. On the wall in front of Sandra’s desk hung several tableaux of sky and clouds, and on the wall of Albano’s
room a tableau of map or island forms cut out and layered. Looking back on it now, these elements connect to the work she
is doing today. In conjunction with the 100th anniversary of Japanese immigration to Brazil in 2008, JBAC was launched, and
an exhibition of contemporary Brazilian art was held in Japan. Sandra, Albano and others were invited, and 11 people visited
Japan, after which | became more closely involved with Sandra and Atelié Fidalga.

In Brazil | have viewed countless great works by female artists. These include Abaporu by the highly influential
avant-garde modernist Tarsila do Amaral (1886-1973), a painting that in its pastoral serenity and charm imbued with primal
power seems to embody Brazil itself. | was strongly drawn to the many experimental works of Mira Schendel (1919-1988),
which influenced the Concretismo and Neoconcretismo movements, and explore the possibilities of language in a manner
that still feels contemporary today. Lygia Clark (1920-1988) and Lygia Pape (1927-2004) were among the most prominent
figures in Neoconcretismo, exploring relationships between the body and art. Tomie Ohtake’s oeuvre showed a consistently
ambitious pursuit of diverse forms of self-expression, and Amelia Toledo (1926-2017) produced works that sublimate the
phenomena of minerals and materials in a variety of ways. The wide-ranging work of Regina Silveira (b.1939) entails
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large-scale projects that elaborately amplify shadows and arcs of movement. Carmela Gross (b.1946) produces keenly
intelligent works including objects and large installations generated through accumulation and continuation. Jac Leirner
(b.1961) is highly respected for her complex constructions of readymades, which elevate the mundane and ephemeral to the
sublime. Beatriz Milhazes (b. 1960) is internationally recognized for abstractions incorporating tropical and Islamic-tinged
patterns. The works of Adriana Varejad (b. 1964) involving ruptured and bulging ceramic tiles evoke both viscera and the
visceral power of living beings. Among the works of Sandra Cinto (b. 1968) are striking photographs of drawings on parts of
the body. Lia Chaia (b. 1978) create mixed-media works that compellingly interweave cities, environments and the body. And
there are many more intriguing female artists working in Brazil today.

| believe that Tomie Ohtake in particular ought to be better known in Japan. People should be aware that a Japanese
woman born in the Taisho Era (1912-1926) became one of a foreign country’s best-known artists, even appearing in
children’s textbooks. Her first son Ruy is one of Brazil’s most prominent architects, designing the Embassy of Brazil in Japan,
the ambassador’s residence, and the Instituto Tomie Ohtake building, working to make the barrack-like dwellings of Brazil’s
favelas (shantytowns) cheerfully colorful, and undertaking urban planning incorporating residential buildings and cultural and
educational facilities. Her second son, Ricardo, has designed and produced art books and exhibition catalogues, served as
state and city secretary of culture and the environment, and launched the Sao Paulo Cultural Center, where he also served
as director. Currently, as the president of Instituto Tomie Ohtake, he brings the public outstanding exhibitions and art
education through a wide variety of workshops. Like the proverbial three arrows that together cannot be broken, this is truly
a family in which talent has begotten talent.

At Instituto Tomie Ohtake, around 2005 or 2006 years, Tomie — then in her nineties — staged a performance in which she
ascended about three meters on an electric scaffold and threw her whole body into sponge-painting a huge deep-crimson
circle on the wall. Afterward, when she sat down in a chair, Sandra knelt down to take her hand and tell her what an honor it
was to meet her.

While enrolled in girls’ school, Tomie came to admire a certain female painter. At the age of 23, were she to stay in
Kyoto, her future would have consisted of an arranged marriage, and she overcame her strict mother’s objections to her
youngest and only daughter’s departing for Brazil with the fifth of her older brothers, on the pretext that they were going to
check on another of her older brothers, and she would be back in a year. She recalls that in 1936 when she disembarked at
the Port of Santos, “the scenery, and even the air of Brazil itself, seemed to glitter like gold.”

As fate would have it, in 1937 soon after her arrival the Second Sino-Japanese War erupted, and the brother who had
accompanied her was conscripted and returned to Japan. Due to travel restrictions Tomie resolved to remain in Brazil, and
married a young Japanese man who worked for her brother. She strove to be a good wife and good mother, sewed her
children’s clothes herself, and slaughtered chickens for her sister-in-law who was suffering from bad morning sickness. Her
second son, Ricardo, recalls his mother saying “l can’t go back to Japan anymore. Let's become Brazilians.” She chose to
have her children educated in local rather than Japanese schools. Then, at the age of 39, she was introduced to painting by
the Japanese Western-style artist Keisuke Sugano, who visited Brazil, and he encouraged her aspiration by telling her, “Don’t
worry about your children, they will grow up fine regardless.”

At first she painted representationally, but she was inspired by the wave of abstraction sweeping the art world and
began working in this mode. Speaking of those days, Tomie recalled: “When | tried to depict what was inside my heart and
mind, the result was abstract painting consisting of colors and shapes.”

In the late 1950s and 1960s, Tomie became increasingly active and won major Brazilian awards one after another. She
explored geometric abstraction and then worked with more flexible shapes, as well as engaging in unique experiments
where she covered her eyes and let the brush move by impulse to produce a series of amorphous abstractions. In 1961 she
was selected for the first time to participate in the Sdo Paulo Art Biennial, and she conducted a series of further experiments
such as cutting or tearing paper and basing forms in her paintings on the resulting shapes. From 1964 to 1985, Brazil was
ruled by a military dictatorship and many artists, politicians, and activists went into exile. Like many other artists she refused
to participate in the 1969 Biennial in protest against repressive actions of the regime.

A look back at history shows that many artists emigrated from Japan during the postwar period from the late 1950s to
the early 1960s. Japan was not yet in its period of rapid economic growth, and it took a long time for the wealth generated
by projects such as the 1964 Olympics to trickle down to artists. “At that time | didn’t want to be in Japan,” one artist
recalled. Brazil became a destination for artists who wanted to get out of Japan but could not go to New York due to lack
of financial resources or personal connections. They arrived in Brazil and particularly in Sdo Paulo bringing artistic
techniques and knowledge from Japan, and soon found venues for their work including the Biennial. The land they arrived
in was, fortunately for them, one where Japanese predecessors had built up immunities and tilled the soil for decades,
creating a welcoming environment.

A 1983 retrospective at MASP (the Sdo Paulo Museum of Art) determined the path Tomie was to take going forward.
Ricardo recollects, “If critics remembered and praised my mother’s work in later years, it was thanks to the exhibition and
its positive reception by the public.” Tomie herself said, “At the opening it was packed, and the Museum Director Mr. Bardi
for the first time opened up some external stairs that wouldn’t normally be accessible. At the time it was a mystery to me
that so many people would come to my exhibition.” Thereafter, around 1984 she changed materials, from oils to acrylics,
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and utilized the qualities of the brushstrokes to heighten transparency and depth while emphasizing form. In her last years
she dedicated herself to paintings with a circle motif, and in this mode, she pared down her palette and sought to create
depth of field in a nearly monochromatic blue, yellow, green, or red picture plane. Finally, when she had a commission for
a white painting, she created a fully monochromatic relief. It was an ongoing process of gradually removing elements from
her work and approaching zero.

In 1985 her work appeared in Rio de Janeiro. A yellow sculpture resembling a giant starfish*® was fabricated by and
installed with the cooperation of Ishikawajima Harima Heavy Industries in Rodrigo de Freitas Lagoon, where many Rio
residents go to relax. Perhaps it wounded the pride of these Rio residents to have art from Sao Paulo, with which they have
a deep-rooted rivalry, and especially art by an Asian woman on the cherished shores of the world-renowned resort, and the
Rio art world was abuzz, with a scathing article immediately running in the newspaper under a headline referring to a “yellow
peril.” However, fellow sculptors soon published counterarguments, and apparently it did not take long for the controversy to
subside. Sadly, the sculpture was later removed for repairs and was lost when the shipyard shut down its operation in Rio.

This chain of events led to her starting to receive many requests for public artworks in Sdo Paulo, including sculptures
and murals for buildings, schools and subway walls. In 1988, a Japanese-Brazilian lawmaker proposed that she create
a monument to commemorate 80 years of Japanese immigration to Brazil, and while no Japanese company was willing to
step in and provide the necessary support, apparently an Italian-Brazilian construction firm eventually offered Tomie their
cooperation. The outcome was her first public sculpture that was monumental in both scale and import, with waves
representing four generations of immigrants, installed in the center of a main road in front of the Sao Paulo Cultural Center,
and it became one of the city’s most iconic structures.

In 1997 a monument commemorating friendly relations between Japan and Brazil was erected at the University of Sdo
Paulo and was unveiled by then-Emperor Akihito and Empress Michiko of Japan, and in 2008, the 100th anniversary of
Japanese immigration to Brazil, she created colossal centennial sculpture for the city’s main port and airport. A monument
on Santos Beach was unveiled by then-Crown Prince Naruhito. In the city, a massive and marvelous relief was installed at
Ibirapuera Auditorium in the world-famous Ibirapuera Park, designed by Oscar Niemeyer, who repositioned a ramp to
accommodate Tomie’s work.

This is a digression, but at the 1996 Tomie exhibited her first rotating sculpture suspended from an atrium ceiling, which
caused an uproar. There was a demand to stop the piece’s movement, evidently because it detracted from the appearance
of a work by Anish Kapoor, and someone involved rush to unplug it, but Biennial staff and other supporters of Tomie’s
plugged it back in.

Tomie was a beloved figure central to the art scene in Brazil, and many famous friends came to call. These included
choreographer and dancer Pina Bausch, Nobel Prize for Literature recipient José Saramago, stage director and theater artist
Robert Wilson, and dancer Kazuo Ohno. Yoko Ono expressed her respect and admiration for Tomie and her family. Evidently
she was deeply impressed with the way she and her sons had flourished in Brazil. Yoko was fervently committed to the idea
of working with Tomie, and although this never came to fruition, Tomie had been working on ideas for this collaboration.

Tomie’s work and her persona came together to form a potent symbol of the immigrant community in Brazil and in Séo
Paulo. This is a testament to how she loved Sdo Paulo, loved Brazil, and stood at the forefront of her generation while
consistently rooting her activities in the local community.

At the end of 2014, | returned to Japan temporarily for family reasons, and in her usual hoarse voice she told me both
jokingly and seriously, “By the time you get back here, I'll be gone.” | did not know how to respond.

“Have a good trip back,” she said. “Thank you, | will.”

She took my hand and touched me on the cheek. That was the end of my time with Tomie.

She passed away at a Sdo Paulo hospital on February 12, 2015, aged 101.

Brazil's first female President, Dilma Rousseff, issued a memorial statement saying that “our nation has lost one of our
greatest female artists.”

| went to her studio with some of the large red anthurium flowers that Tomie loved, and the paints were set out as usual.
She had always said “l am not religious, my religion is painting,” and later her family and friends gathered to scatter her ashes
as she wished in her favorite place, the courtyard garden of her house.

For me, Tomie Ohtake was as great a presence as the vast nation of Brazil, a mountain from which knowledge flowed,
and a boundless sea where currents warm and cold merge together as one.

*1 In 2008, the 100th anniversary of Japanese immigrants’ initial arrival in Brazil, JBAC (the Japan Brazil Art Center) was established in Japan by Chairperson
Nobuo Mitsunashi, Yasuichiro Suzuki, Yasuo Ogawa, Nobuhiko Suzuki, Kansuke Akaike, and Daisuke Kobayashi, who were later joined by Takashi
Nakajima.

*2 Tomie Ohtake was born in Kyoto in 1913, and died in 2015. She moved to Brazil in 1936 and became a naturalized Brazilian citizen in 1963. She is one of
the best-known Japanese-Brazilian artists. Her works in Japan include the 11-meter-high Infinite (2012), installed in the garden in front of Ark Hills
Sengokuyama Mori Tower in Roppongi, and Untitled (2008) (collection of the Museum of Contemporary Art Tokyo), a sculpture formerly installed next to
the pool in the courtyard of her home.

*3 To me, it seems to resemble a starfish, but Instituto Tomie Ohtake and others describe it as a star.
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Untitled
1997/1998
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Color photograph
148 x 50 cm
Collection of the artist

(R L&fE (C)a—i->7))
A travessia dificil Aprés Géricault
2007-2014

BH(CFA—(>T

Drawing on photographic print
100x130cm

Photo by Teresa Arozena

All images courtesy of the artist and Tanya Bonakdar Gallery, New York / Los Angeles
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Trails of Stardust

Reiko Setsuda Curator

Cinto throws her entire body into the creation of murals on
the walls of venues, which are often removed at the end of the
exhibition, as if she were drawing lines in the sand only to
have them washed away by the waves. The exhibition Cosmic
Garden, which opened on February 11, 2020, has been
temporarily closed since March 3 due to the COVID-19
pandemic. The novel coronavirus sweeping across national
borders has necessitated the closure of museums, galleries,
theaters and other cultural facilities around the world, and all
manner of activities have been suspended or postponed.
April has come and gone with no end to the crisis in sight, and
in Japan museum closures are being extended further in
response to a declaration of a national state of emergency.
Ginza Maison Hermes Le Forum is waiting for Cosmic Garden
to resume, and will extend its run accordingly.

Since she made her first wall drawing in 1997, Cinto has
frequently created works characterized by impermanence, as
they are removed once the exhibition ends, and the current
project continues in the same vein. So far, she has produced
large number of works on walls that have subsequently
vanished. In Japan as well, All the Light | Can Give You (2008)
at Toyota Municipal Museum of Art and A Landscape of
a Lifetime (2015), made during a residency at Aomori
Contemporary Art Centre, were made by Cinto with the
cooperation of local people, but they no longer exist. Her
drawing always emerges through a meditative process and is
performed in the manner of a lyric poem, contrasting the
infinity of the heavens with finite human lives and celebrating
both the sublime natural world and the intricacies of everyday
life and varied emotions, like air streams shooting across the
sky and leaving trails of stardust* in their wake.

This essay will briefly explore the issues raised and
practices involved in Cinto’s works, which appear and
disappear into the blue from whence they came, focusing on
two of her past works in particular.

Cinto began working in the late 1980s and her career
began in earnest in the late 1990s, while in the meantime she
studied education and taught at high school, first gymnastics
and then art. While working in these capacities, she studied
art and then became fully active as a contemporary artist,
exhibiting both in Brazil and internationally.

Untitled (fig.lll), shown here in reproduction, is a same
series of works produced in 1997 and exhibited at the Sao
Paulo Art Biennial the following year. It is a photograph of
a foot and part of a lower leg, its skin covered with fine line
drawings like tattoos, slightly elevated from the ground.

Cinto views drawing as a language, and her starting point
was the practice of drawing on skin and photocopy paper,
both the most familiar of materials. As action linked directly to
emotion, communication, and thought, this practice was
a highly effective means of internal reflection that encouraged
dialogue with the self. While drawing on the skin, the
membrane that separates the self from the outside world, she
began making larger drawings on walls, and in the 2000s
arrived at her trademark style of drawing representations of
infinite space-time directly on large walls. The body was
a central theme of contemporary art in the 1990s, and among
the underlying reasons for this was the battle against AIDS,
but looking back on this time, Cinto recalls how deeply Brazil
was also steeped in other social ills such as political
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corruption, economic crisis, inequality, and violence.*?
Incorporating into her work photographs of her own body and
childhood scenes, or objects such as books, benches, tables,
and beds that evoke the body of the artist and the viewer, as
if in physical defense against the turmoil, she frequently
presented the scale and volume of the human body as an
anchor of reference while simultaneously exploring its
variability. In her works of this period, the artist’s body blends
into the background as if camouflaged, with the expectation
that structures would metaphorically manifest themselves
alongside viewers in installation venues.

Next, let us turn to the 2007 work A travessia dificil Aprés
Géricault.*3 Taking as its subject the painting The Raft of the
Medusa by Théodore Géricault (1791-1824), this work was
shown in a 2007 solo exhibition at MAC (Museo de Arte
Contemporaneo Gas Natural Fenosa de A Corufa) in La
Corufia, Spain. Cinto juxtaposed present-day immigration
issues with Géricault’s iconic depiction of a 19th-century
incident,** creating an installation that clearly dealt with
political concerns. It was primarily composed of a vast space
containing a work (fig.) featuring lines added to a digitally
printed reproduction of the original painting, and a room
containing 8,000 ships placed on the floor and a wall drawing
four meters high and 70 meters wide. Cinto’s lines enfold the
desperate scene of the people on the raft, the tragedy is
deconstructed in such a way that it pervades the entire space,
and the waves seem to crash like echoes across the gulf
between here and there, now and then. She was strongly
drawn to classical masterpieces that reflect contemporary
society, and their historical backgrounds, and for several
years continued studying works on the same subject.
Presenting drawings by survivors and installations
incorporating actual rafts, she invoked the composition of
Géricault’s painting, reconfiguring the lingering afterimage of
this traumatic scene. While Cinto dealt with the same theme
in her solo exhibitions at Instituto Tomie Ohtake, (Sdo Paulo,
Brazil, 2010) (fig. ) and the Seattle Art Museum, Olympic
Sculpture Park Pavilion (Seattle, USA, 2012) (fig.H),*s it is
notable that over time the depiction of the incident was
gradually swallowed by the waves, and in the end all that
remained were the rippling of waves and torrential rain in what
resembled abstract patterns.*s Here artist studied techniques
used in “The Great Wave off Kanagawa,” the most famous
scene in Katsushika Hokusai’s woodcut series The Thirty-Six
Views of Mount Fuji (c.1830-1835), and she imagined she was
sitting in that ship dwarfed by the Great Wave, extrapolating
the undulations of this seascape into a three-dimensional
relief, while endeavoring to sail through those waves and into
the sea of time that lies beyond.

As the above examples illustrate, Cinto has consistently
superimposed her works on various difficulties and
contradictions accompanying everyday life as well as historic
disasters and crises, and as defensive camouflage, her
drawings served as a means of silent resistance against
violence and authority. These two works are not only turning
points when looking back on Cinto’s oeuvre of the past 30
years, but also strongly reflect approaches that she carries on
in her current work. The current exhibition unexpectedly ran up
against the tumultuous social circumstances of the pandemic,
but Cinto’s unchanging message resonates all more

powerfully in the context of this 21st-century global tragedy.

Cosmic Garden is an installation consisting primarily of
wall drawings, produced by Cinto, Albano Afonso, Sayako
Oguri, Keiko Kijima, Takafumi Kijima, Futoshi Yoshizawa, and
Fernando Cardoso Saiki between January 27 and February 8,
2020.*7 The total wall area is 250 m?, and a drawing-printed
carpet is laid on the floor in a space known as the Night Room
so that viewers can sit on cushions or lie down while
experiencing the space.

The course of a day, from early morning to late at night, is
expressed as a multi-dimensional space-time continuum
formed from the repetition and variation of motifs such as
water, rocks, stars, crystals, waves, swing seats, chandeliers,
bridges, and rain, evoking the universal: eternity, time, life, the
universe, nature. Cinto is drawn to contrasts, and while
heightening tensions between strength and weakness, she
also liberates the near and the distant so that they freely
intermingle, bringing opposites into harmony. Scenery visible
in the gaps between clouds, boldly rhythmic geometric
motifs, faint birdsong and the flow of water, insect calls, birds
taking flight, the scent of lavender, tranquility. And yet more
tranquility.

Watching Cinto at work, one sees her treat the wall as if it
were a malleable material like sand or soil. She creates
a cosmic garden as if kneading it directly with her hands,
grasping soil that contains water and resists fire. Soil and
sand are soft substances that even children can easily
handle, and the body can be imprinted on them, but they
are vulnerable to contraction, expansion, and cracking
due to water and wind, while fire both alters their form
and strengthens them. She tills the soil, forms balls of mud,
or draws the vast cosmos on sand dunes, completely
absorbed in the garden taking shape on the enormous wall,
while the imagery connects at times to the dreams, visions
and unconscious minds of her collaborators, draws on the
boundless well of nature’s providence, and renders light that
fades like stardust. Artist has often spoken of a strong
connection to poetic aspects of water described in Gaston
Bachelard’s book Water and Dreams, but one could say she
deals not directly with water but with the body at play, the
trajectory of which draws water toward it. Even if lines
drawn on arms and legs wash away in water, even if wave
patterns obscure a scene completely and become fertile
ground for new tragedies, Cinto always welcomes water and
lets it wash over all, becoming a source of energy that drives
the work.

Finally, the essay contributed by Futoshi Yoshizawa, long
based in Brazil and serving as assistant to Tomie Ohtake for
18 years, is a valuable examination of a chapter in the history
of the Brazilian art scene in the context of his own experience
and the reception of Japanese-Brazilian art. This testimony,
a history of artists who emerged over generations in Brazil,
which has strong ties with Japan, resembles a sweeping
seascape that Yoshizawa paints for us. These stories tell us
that a sea voyage from one country to another is not a straight
line between two points, but the trail of a small boat that
follows the wind, the weather, and the flow of the tide,
sometimes guided by the twittering of birds and the paths of
the stars.
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Imitagdo da Agua (kEnESW)
(Imitation of Water) Encounter of Waters
2010 2012
BRI BRI AR HY T 1T —b
Permanent pen on painted wall Permanent pen on wall,
AT vinyl cut on wooden boat

Dimensions variable H1 XA
Dimensions variable

linstallation view of Olympic Sculpture
Park Pavilion, Seattle Art Museum, USA

Photo by Robert Wade

Installation view of Instituto
Tomie Ohtake, S@o Paulo, Brazil

Photo by Everton Ballardin

Allimages courtesy of the artist and Tanya Bonakdar Gallery, New York / Los Angeles

*1 “We are stardust” is a message that Cinto has repeatedly conveyed to
participants in workshops and artist’s talks. See p.21 for quotes from
Cinto’s remarks during workshops.

*2  Remarks during a conversation between Sandra Cinto and the author.

*3 Of the 8,000 small boats on display, 6,000 were made over a
six-month period by commissioning local unemployed families. The
remaining 2,000 were produced with the participation of local
elementary school students.

*4  La Corufa is a port town on the Atlantic coast, and Cinto focused her
attention on the history of ships seeking to discover the New World
and the arrival of large numbers of African immigrants.

*5  The titles of both exhibitions and works are Imitation of Water (Instituto
Tomie Ohtake) and Encounter of Waters (Seattle Art Museum, Olympic
Sculpture Park Pavilion).

*6 Cinto has said that she avoided the use of perspective in these
drawings, and instead drew inspiration from the woodcuts of Hokusai
(1760-1849). Hokusai's distinctive palette, including the Prussian blue
pigment used in the Thirty-Six Views of Mount Fuji can also be seen as
an influence on Cinto’s use of color.

*7  Since 1998, Sandra Cinto and her partner Albano Afonso have been
chief organizers of the activities of an artist’s community, Atelié
Fidalga, at their home in Sdo Paulo. The community aims to create
alternative modes of exchange and circulation through practicing,
thinking and sharing with a focus on how people from various
backgrounds can come together to connect art and society. These
activities are also important in terms of understanding Cinto’s and
Afonso’s approach to art-making. Aiming not only to educate and
support local artists but also to interact with internationally active
artists, Atelié Fidalga has been hosting artists in residence since 2012.
Sayako Oguri, Keiko Kijima, Takafumi Kijima, and Futoshi Yoshizawa,
who participated in producing the current exhibition, were among the
participants in the residency program.
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Born in 1968 in Santo André, Brazil, Cinto currently lives and works in Sdo Paulo. Preferring drawing as a direct act that enables
her to focus her time on this concern, Sandra Cinto has developed a rich vocabulary of symbols and lines to create lyrical
landscapes and narratives that hover between fantasy and reality. Using drawing as her point of departure, the artist renders
intricate and mesmerizing environments of turbulent seascapes, violent rainstorms, and celestial skies that frequently engage with
the surrounding architecture to a disorienting effect, creating the illusion of a weightless, spiraling universe. Evoking stories of
human hardship and redemption, these fantastical landscapes serve as a metaphor for the human odyssey.

Selected Solo Exhibitions

2019  “Landscape of a Lifetime,” Dallas Museum of Art, Texas, USA

2017  “Contemplation Room: Library of Love,” Contemporary Arts Center Cincinnati, Ohio, USA

2016 “Sandra Cinto: Chance and Necessity,” West Gallery, USF Contemporary Art Museum, Florida, USA
2014  “La otra orilla (The Other Shore),” Centro Atlantico de Arte Moderno - CAAM, Las Palmas, Spain

2013  “A casa das Fontes (House of Fountains),” Casa do Sertanista, Museum of the City of Sdo Paulo, Brazil
2010  “Imitacédo da Agua (Imitation of Water),” Instituto Tomie Ohtake, Sdo Paulo, Brazil

Selected Group Exhibitions

2018  “The World to Come,” Harn Museum of Art, Florida, USA
(traveling to University of Michigan Museum of Art, Michigan; DePaul Art Museum, lllinois)

2017  “Code: Sandra Cinto, Carla Chaim, Albano Afonso, Carlos Nunes, Ding Musa,” Osnova Gallery, Moscow, Russia

2015  “Museu dangante (Dancing Museum),” Sdo Paulo Museum of Modern Art, Sdo Paulo, Brazil
“Passage: A Day in Eternity,” Aomori Contemporary Art Centre, Aomori, Japan

2008 “Florescendo: Brasil-Japdo O seu lugar (Blooming: Brazil-Japan Where you are),” Toyota Municipal Museum of Art,
Aichi, Japan

Selected Public Projects and Commissions

2012 One Day, After the Rain, The Phillips Collection, Washington D.C., USA
Encounter of Waters, Olympic Sculpture Park Pavilion, Seattle Art Museum, Washington, USA
When The Night Comes Into My Room, Parque Natural Municipal Estoril, Sdo Paulo, Brazil
2011 Sky and Sea to Present (Japonisme), SESC Santo André swimming pool, Sdo Paulo, Brazil
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