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Fondation d’entreprise Hermés is pleased to present Greenland, an exhibition devoted to the
internationally active fog artist Fujiko Nakaya and her father, Ukichiro Nakaya. In 1936, Ukichiro
Nakaya, a famous scientist known for the quote, “Snow crystals are letters sent from heaven,”
successfully made the world’s first artificial snow crystals. Ukichiro believed that the realization of
scientific truths depended on a collaboration between human beings and nature. This continues to
have a strong influence on Fujiko Nakaya, who uses fog as a medium of artistic expression.

In this exhibition, whose title refers to the site of Ukichiro’s later research on snow and ice, Ginza
Maison Hermes’ glass block is likened to the icy terrain of the Arctic, as Fujiko undertakes a fog
experiment in the interior of the space. Ukichiro’s numerous memorable phrases, such as, “To
understand ice, you have to listen to ice,” conveys the mental and physical impressions that
transcend science when we are united with sublime nature, and the rigor and reverence that
Ukichiro felt when closely examining a subject in natural science research.

Along with Glacial Fogfall - Greenland, a new work by Fujiko, the exhibition focuses on the endlessly
curious and challenging spirits of these two talented individuals. We hope that you will enjoy this
dialogue, straddling two generations, between Ukichiro and Fujiko Nakaya, who saw the process of
observing, recording, reproducing, and understanding the ever-changing character of nature and
the environment as a highly significant activity and one that is increasingly important for us today.
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Glacial Fogfall — Greenland, a new work made for this exhibition, is dedicated to Greenland, where
Fujiko Nakaya’s father Ukichiro conducted research toward the end of his life. In her art, Fujiko has
gone to great lengths to carry on the practice of observation and experiment, two essential elements of
natural science.

Using fog as a material, since 1970, Fujiko Nakaya has revealed invisible atmospheres and incorporated
the emerging environment into her art as a form of sculpture. Nakaya originated “a device for making
cloud sculptures out of water fog, which is the same as natural fog.” In 1989, she patented this method.
In one essay, Nakaya wrote, “Natural fog is normally generated when there is no wind, so it is
challenging and unnatural to artificially generate fog. That’s why fog sculptures are always threatened
by the wind.”

This work, installed in an extremely restricted indoor environment, places a spiritual focus on the
elements of observation and experiment as they appear in Nakaya’s art.

KADE—=TIV—2F K
Glacial Fogfall - Greenland
2017






[

- L] L &
el o
i | SadN B H .
b 4 - T y
L i F T %
il ik il ! /
i 2 -u P e







FEBOER / Ukichiro’s Room

FOKFABUTEIE, ARBIFLE A 5725 5 BBIE, 195746 A [E BEHER B4 0 7200 %
FIERRIZB LMD TO) =Y F U RANE R EEL -,

19574251960 F-F TO 4 MO HAFIE. FHIBIS Hi 22 LHORROFOEELLLEL,
EWEZAIZ2,100miZs AR EPEOKTFIZBbhE. 7)—-r I N, ka2 HIL 7=
TAZTT OKAE) 5 HHEERBR 357 R0 528 B A BB 2213 AL . F72 2 O Jat i@ 121, AL g ook 5
RT FANDKMDHUEEIT > TCOET . ZDKAELT[ 7=V FUFE@mDRDENELIZLHI
BbhTaEEV | ESDLOLIZEIIZOMAZ LT BO W TR ATA P E8EDE T,

In June 1957, Ukichiro Nakaya, who devoted his life to natural science through the study of cryology,
made his first trip to Greenland as a member of the American expedition in conjunction with the
International Geophysical Year.

Nakaya, who lived in Greenland for four periods between 1957 and 1960, was delighted to have
discovered this new land. Greenland is an island covered with glaciers, extending to a depth of 2,100
meters in some places and dating back to ancient times. Nakaya immersed himself in studying the
global environment and climate change using ice cores drilled from the ice caps. On a return trip, he
studied ice islands in the Arctic Ocean and glaciers in Alaska. Nakaya’s love for the region was so great
that one of his friends remarked, “It was as if he had traded his life for Greenland,” and the slides shown
regenerate that landscape.

JU=2FUR78°NDKEDET
On the Ice Cap of Greenland at 78°N
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KT Dk / Fujiko’s Trip
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In late June 1994, Fujiko made a trip to Greenland with her older sister Sakiko, a geologist, in
preparation for a fog work that she was set to install in the garden at the Nakaya Ukichiro Museum of
Snow and Ice. With the help of the U.S. Air Force, Fujiko, with her sister, collected 60 tons of glacial
stones from an expansive moraine field near Thule Air Base and shipped them to Japan and used to
create the ground for the museum’s Greenland Glacial Moraine Garden.
Fujiko used a Hi8 camera to document the area, which had fascinated Ukichiro so much that he was
reluctant to leave.

“The stones are gifts from the people of Greenland. Moraines are moving stones. The stones may

have drifted to Japan at some point in geological time.” (excerpt from the compliments by the

Minister of Culture, Education, and the Environment of the Greenland Home Rule)

— Fujiko Nakaya

TU=2F 2R KAHRDRE
Collecting Moraine Stones in Thule (78°N) Greenland

T47F (Hig% 7T 2IICER)
Video (Hi8 transferred to digital)

120'00"
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#2Mlj / Painting
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Ukichiro visited the Arctic in 1957 and began immersing himself in his research there toward the end
of his life. Around the same time, Fujiko graduated from the art department at Northwestern University
(Evanston, Illinois) and went to study painting in Paris and Madrid for a two-year period beginning in
1958.

The natural scientific motifs of the sun and clouds that she was depicting reflect Nakaya’s fascination
with the generative processes of phenomena and substances that assume a variety of different forms.
Though Nakaya ultimately chose not to pursue a career in the traditional media of painting, she and her
father held a joint exhibition of Ukichiro’s ink paintings and Fujiko’s oil paintings at Sherman Art
Gallery in Chicago in 1960.

Sun Cloud Series
1960 1964

26
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Bi%% / Observation
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Placing the utmost importance on observing natural phenomena with his
own eyes, Ukichiro Nakaya said that scientific truth is a collaboration
between nature and human beings.

Four years after beginning to study snow crystals in 1932, Nakaya
successfully made the world’s first artificial snow crystals in a
low-temperature laboratory, where it was possible to maintain a constant
temperature of -50 degrees Celsius. Nakaya observed the crystals as he
adjusted the temperature and humidity, and analyzed the results into a
graph which later became known as NAKAYA DIAGRAM, which led
him to become known all over the world.

31
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After studying snow crystals and ice, Ukichiro Nakaya laid the foundation for glaciology. In 1952, prior
to going to Greenland, Nakaya moved to the U.S., where he accepted a post as senior researcher at the
Snow, Ice and Permafrost Research Establishment (SIPRE). The entire scope of the studies he
undertook in Greenland and elsewhere in the Arctic remains unfinished. In this exhibition, we present
some of Nakaya’s research, compiled under the supervision of Hokkaido University Professor Emeritus

Yoshinori Furukawa, a former director of the Institute of Low Temperature Science at the university,
Snow cryatale mede in 4, S8now eryatals made in

and a distinguished researcher in the pioneering field of cryospheric science. - E;h s mare PLALT Clesn” BiT. Baatilos
“Reconsidering Ukichiro Nakaya’s Research”  Yoshinori Furukawa eryatal produced in the dandritic cryetal mads of
In studying the scientific phenomena that are common or universal to various substances in our dandritic condition; No.49, an aEsemblege of “’“11‘
plates; Wo.8, Tgq -16.5°C,

surroundings, it becomes clear that snow and ice play an extremely important role. For example, Ia -14 l“: T +20°C, x43.
Nakaya’s experiments with artificial snow might be characterized as a study of the process in - - -

which snow crystals are generated in a cloud and gradually grow larger as the raw material in the !
surrounding water vapor. ... As Nakaya’s experiments with artificial snow are in effect the royal
road to crystal growth research, it is amazing to think that they were initiated some 20 years before
these fundamental concepts were established. ... How was it possible for him to arrive at these
concepts? Nakaya’s famous phrase about listening to ice also seems to suggest the idea that it is
impossible to understand new and as yet undiscovered science without understanding ice.
(Extract)

Te 116.5°C, T43.
c
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454 / Video
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Nakaya’s scientific approach of observing various phenomena
while remaining close to nature, and repeatedly conducting
experiments to reproduce these laws had a decisive influence
on Fujiko as she developed into an artist. Here, we present two
of her video works from the 1970s that demonstrate how her
spirit resonates with her father’s.

Refusing to limit herself to existing artistic methodologies,
Nakaya took an early interest in collaborations between art
and science. In the late 60s, she joined E.A.T. (Experiments
in Art and Technology), an up-and-coming American group,
and engaged in a series of avant-garde collaborations. In
the *70s, TV had come to permeate people’s lives as a mass
media. Imbued with an experimental spirit befitting a new
genre of visual art, video was used to document art due to the
fact that it differed from TV as a form of visual expression.
These works, which suggested the future of alternative media,
served as the predecessor for what later came to be known as
media art.




FEXZF
Fujiko Nakaya

EFVHDOLIEF
Mona Lisa’s Queue
1974

TATF
Video

15'00"
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As a new media methodology, early video art was marked by idiosyncratic qualities even in works that
dealt with social issues.

Here, we see Nakaya observing and documenting an event that became a social phenomenon. The
stream of people created by the Mona Lisa’s visit recalls a natural phenomenon such as fog or clouds
that changes due to the air current. By speeding up the movements of the viewers, who had come from
all over Japan to see the painting, Nakaya used a light-hearted approach to reproduce the scene, made
up of individuals and groups.

During repairs at the Louvre, Leonardo da Vinci’s famous Mona Lisa visited Japan for two months
from April 20, 1974, and was exhibited at the Tokyo National Museum in Ueno. The Japanese public
was consumed by “Mona Lisa fever,” and on a single day 60,000 people from across the country
rushed to see the painting. The museum installed a conveyor belt in front of the work so that visitors
couldn’t stop in front of it. Nakaya attempted to record this on video, but the museum did not permit
it, so instead she taped and interviewed the long line of people waiting from two to four hours to
enter the museum.

— Fujiko Nakaya, FOG, Anarchive5, 2012
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FHRXZF
Fujiko Nakaya

BICD>T—HD#REFICS
Ride the Wind and Draw a Line
1973

TA4TF

Video

18'32"
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This work centers on observing spiders spinning webs in a natural environment. With the help of Akira
Shinkai, an arachnologist, Fujiko Nakaya made repeated visits to Shinkai’s garden in Kunitachi and the
wooden station building at Kunitachi Station (on the JR Chuo Line), and created a 30-minute video
without any edits.

In the natural environment, spiders cast out a thread and let it ride on the wind to spin the first line.
The thread strikes nearby tree branches or leaves and adheres to them. Using that as a tightrope,
they spin out a second line while making a dive down to another branch. When they finish making
these scaffoldings with non-sticky threads, they walk on them to weave the parallel lines with
sticky threads, spinning the web in about half an hour. Some renew the web every evening. This
natural web-making process of the spider constitutes an elegant system, something that is
appropriately called a “technology.”

— Fujiko Nakaya, FOG, Anarchive5, 2012
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Snow crystals are letters sent from heaven.

For Fujiko — Ukichiro Nakaya
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FEORA | Fog Sculpture
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Since showing her first “fog sculpture” (using water to
create artificial fog) at the Pepsi Pavilion at Osaka Expo’70
in 1970, Fujiko Nakaya has produced over 80 installations
and performances all over the world. She has also used the
open-ended and protean qualities of fog to collaborate with
artists from other genres, including architecture, music,
dance, and light, inviting viewers to engage in a dialogue
with nature as it changes from one moment to the next.

As Nakaya has said, “Fog, which changes according to the
environment, is both a phenomena and a concrete entity.”
Despite the fact that they are only temporary, Nakaya’s
sculptures, made with water fog, have been acquired by
museums and led to the creation of places, both in Japan and
abroad, where fog can be experienced on a permanent basis.
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BOREL XL | Fog Sculpture List

UK 19,69, 71,75

Norway 72, 78,79

Sweden 02, 32

Latvia 34, 50

Maldives 53

Austria 49

Denmark 76

France 18, 46, 51, 56, 58, 60, 63, 77

Spain 27, 28, 30

ALBI | Legend
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Title

Category / Index number of closest weather station
Venue

Country

Collaborator

[*]: %3 1E&% Permanent Installation/Collection

fERIEMISTER LIFICHELS
Work information based on completion time.

Singapore 38

China 45

Japan 01, 06, 07, 08, 09, 10, 13, 14, 15, 16, 17, 20,
21, 283, 24, 25, 26, 31, 33, 36, 37, 39, 40, 41, 42, 48,
52, 55, 61, 62, 65, 67, 68, 70, 73, 74, 80, 81

South Korea 22, 64

USA 04, 05,12, 29, 47, 59, 66

Australia 03, 11, 54

Taiwan 43, 44, 57 Canada 35
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NT VR

BORL #47773

BA R E#E S (EXPO'70)
KBRAFRE T

B

Pepsi Pavilion

Fog Sculpture #47773
EXPO’70, Osaka

Japan

>1974

02

TATURTPALFAFR 17 (LELE.)
FATAYRF21—RT -2 H—bDIHD

B (DEERIGT X

IF =NV T B (B 1EHR)

AT

Island Eye Island Ear

Fog Environment for David Tudor Concert (Project)
Knavelskér Island

Sweden

>1976

03

T—=Zb=7

BORL #94768
EoEIN=—EI F—L
P /N P
F—=ZZUT
Earth Talk

Fog Sculpture #94768

The 2nd Biennale of Sydney:
“Recent International Forms in Art”
The Domain, Sydney

Australia

>1980

04

ED#H

BALRAL— 3> #72405
FE11EERE L=
Foat-E—IL /TR DC

KE

Cloud Lake

Cloud Installation #72405

The 11th International Sculpture Conference
The National Mall, Washington D.C.
USA

05

FN=I =T S BA L REL—ar
BA AR~ 3> #72503City
—1-3-7

K

M2 T T2 (AT 57 1)
Opal Loop / Cloud Installation
Fog Installation #72503City
New York, NY

USA

Trisha Brown (Choreography)

06

Bl

BOBK /1NT+—= > R #47690
BEFERDTLRT AN

BN HARBH)EERR

B4

E-J AT (HI2R)

Ojika River

Fog Sculpture/Performance #47690
A Festival of Light, Sound, and Fog
Ojika River, Kawaji-Onsen, Nikko, Tochigi
Japan

Bill Viola (Sound)

>1981

07

mAVE #1

FEORL #47590

BRfREERAFRIR (R BRADEMN-FE—5)
BRI XN EREMET

[ZE:

Square Fog #1

Fog Sculpture #47590

Opening exhibition “A Scene of Contemporary
Japanese Art”

Entrance courtyard, The Miyagi Museum of Art
Sendai, Miyagi

Japan

>1982

08

BOKE

FTINTA—T X #47605
SEIE[ARMALT YA R 82| A —T=J AN
AR pRAE AR ERT

B

Kata-no-Taiko

Fog Performance #47605

Opening event “Japan Inter-Design’82”
Ishikawa Central Park, Kanazawa, Ishikawa
Japan

09

ERNOIMALY (PH.OEHD
BITA—T LR (LEE. KR)
B8/ RE#EEK

B

Cloud Capped Citroén for P.H.
Fog Performance (Proposal)
Harajuku, Tokyo

Japan

10

BHESARDLONDEDE

FDE #47626 (E7IVEER)

BURRE - B AREMAER RHE
ETHAER : BERBMEEFMAR - RRE
BA

Fog Falls for Showa Kinen Park

Fogfalls #47626 (Preliminary study)

Wind tunnel test: Research Institute of
Construction, Tsukuba

Field test: Musashi-Kyuryo National Goverment
Park, Tokyo

Japan

>1983

11*

BROBHARE

BRI #94926

F—ZF) T ELEME - RRIER S FrNT
F—-ZIUT

Foggy Wake in a Desert: An Ecosphere

Fog Sculpture #94926

Sculpture Garden, National Gallery of Australia,
Canberra

Australia

>1984

12

WATTFHE>T

BOINTH=TLR /LR~ (REE)

1 EARORZIERE> < RIS

1984V 1S 7 FEREA I 1EER

Za—#UX

KE

Louisiana Dump

Fog Performance (Proposal)

The 1st International Water Sculpture Competition
1984 Louisiana World Exposition, New Orleans, LA
USA
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>1985

13

ZRAR-BOME
BOFURRr—7 #47412 (REE)
EWEZ RARAmEtlgt
B
FMEL
Futami Bridge over Foggy Valley
Fog Landscape #47412 (Proposal)
Jozankei, Sapporo, Hokkaido
Japan

Yuji Morioka (Planning)

>1986

14

ARV R [T 720~ BB OTFHELY
BEORL #47671/1

HEA SRR SR

HEAEMERE  REBHEASX

[ZE:N

Operetta: Frog Fantasy

Fog Sculpture #47671/ |

Opening performance

Inner Garden, Setagaya Art Museum, Tokyo
Japan

15

PEVAV IS

BORL #47671/1

A KM RREHHESX

B

SAEE (FBRR)

Fog Tree

Fog Sculpture #47671/ Il

Garden, Setagaya Art Museum, Tokyo
Japan

Sadahiko Tachiki (Lighting)

>1987
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[71- R T2EMIDIHOE W
1281~ 3> #47662Nihombashi
R R BB [ 17 FEIR T 572M |
BEEAFBE  RRHBHRX

ZES

WEARE (F11>22L—23)

Fog/Rain for “Bamboo Breathes”

Fog Installation #47662Nihombashi
Hiroshi Teshigawara Exhibition “Bamboo
Breathes,” Takashimaya, Tokyo

Japan

Hiroshi Teshigawara (Bamboo installation)

>1988

17

BOHRT—K

B REL—a> #4T772
FERPIUXER[D /=X F)-L]R
B BEKBRIE ~ ABRFTABR

BA

Fog Cascade

Fog Installation #47772

Mishoryu Nakayama Bunpo-kai Exhibition,
Takashimaya, Osaka

Japan



>1989

18

AHL4714>
BAREL—2a> #07157
FBORE Z-T1LyhAE N
TR

T2 NI (RRED)
Skyline

Fog Installation #07157
Garden of Fog, Cinematic Promenade,
Parc de la Villette, Paris
France

Alain Pelissier (Architecture)

>1991

19

H—F47E-BTOTIb

B 28— 3> #03715(RER)
T I TIRT AN in Y=L R
FHTE—T—bt 8= Y-V H—F1T
ESE]

Cardiff Bay Fog Project

Fog Installation #03715 (Proposal)
Japan Festival in Wales

Chapter Arts Centre, Cardiff, Wales
UK

>1992

20*

TOANYZ'92

BINTA—T X $47707
ABWLFFREE BILRIED
BA

FHR(BE)

RHAR © 1992-20065F
PROSPECTA '92

Fog Performance #47707
Taikoyama Land, Shinminato, Toyama
Japan

Shoei Yoh (Architecture)
Installation period: 1992-2006

21*

BOH

FBIRI #47660
EERBMEEARELDHF  RRELIT
ZE:

HIRTEAEE R

Foggy Forest

Fog Environment #47660

Children’s Forest, Showa Kinen Park,
Tachikawa, Tokyo

Japan

*Installation under maintenance

>1993

22

UHA 7T —h-NEVA >

B RaL—a> #47132
AEEREE R 9B ENATEE  AH
]

EFER(IETH)

Recycle Art Pavilion

Fog Installation #47132

Daejong Expo’93,

Korean Government Pavilion, Daejong
South Korea

Jae Eun Choi (Concept/Supervision)

>1994

23

FOG AL-F-FxbU>

B R4L—2a> #47662Aoyama
AL T Fp VL FNET AL ZIN=Z
RREAX

B4

FOG Comme des Gargons

Fog Installation #47662Aoyama
Entrance space, Comme des Gargons,
Aoyama Boutique, Tokyo

Japan

24*

JY=2F U RKADE

BORE #47704

PAFHR EOMFIEPE A/IRMES
B4

Greenland Glacial Moraine Garden

Fog Garden #47704

Inner garden, Nakaya Ukichiro Museum of
Snow and Ice, Kaga, Ishikawa

Japan

>1996

25

IZMF—=TIV A

BORY #47636

M ISR (R KRR T =T 32T T4)
FHIRFE T

B

WIRTEREH

Mist Circle/Hanchi

Fog Sculptures #47636

Mindscape Museum, Okazaki, Aichi
Japan

*Installation under maintenance

26*

DMK

BALABL—2a> #47417
wIRERETE AR AtEERAT

BE

Fog Fountain

Fog Installation #47417

Obihiro JR Station, South Park, Obihiro,
Hokkaido

Japan

>1998

27*

I7-#—-Y—(F.0.G.)

FBORY #08025

EWINA T2 N AR
INZTBIBMEN/NF

AN

F.O0.G.

Fog Sculpture #08025

Lagoon, Guggenheim Museum, Bilbao
Spain

>2001

28

1UZ(IRIS)

B RHL—23> #08285

BIEY 7Ly 7 EIVF—L
TAVIINEBERE TrLT
AN

BRI (FY A BR)

IRIS

Fog Installation #08285
Valencia Biennale

Tinglado del puerto, Valencia
Spain

Shiro Takatani (Installation/Video)

46

>2002

29

FIN—=—7 B

THT ARG = A L XA~ #74490
[N T 590 2 RET— D35S
1961~2001] &

TTA) o FoTU— /T R=1N—

~)S4-TF2 (ALHT5741)

Opal Loop/Cloud

Fog Screen Installation #74490

“Trisha Brown: Dance and Art in Dialogue
1961-2001”

Addison Gallery of American Art, Andover, MA
U.S.A.

Trisha Brown (Choreography)

>2003

30

F=FR-F T TA(ROR)
BAL G~ 3> #08181 (REZ)
Forum 2004/ /3)Lt20F

ANRAL

BALH(RET Y1)

Olas del cielo

Fog Promenade #08181 (Proposal)
Forum 2004, Barcelona

Spain

Shiro Takatani (Architecture)

>2004

31

EREICELT
FBORL #47638
4> ZAM2004
ILBYIR AT

BA

AR (H2) BO#Z (KOESR)
In Love with the Locus

Fog Sculpture #47638

Dance Hakushu 2004

Hakushu, Yamanashi

Japan

Min Tanaka (Dance),

Noriyuki Haraguchi (Water stage)

32

Z47a-5

BORL #28634

[HEBREHIN - TMERMOER (EAT) IR
J=YryELTEMR S/~ TvEST
AYr—T>

[=VAC N ¥ O %
(F=TZ2TF AR INTF—T2R)

Dialogue

Fog Installation #28634

“Technology for Life: Experiments in Art and
Technology”

Konstmuseum, Norrképing

Sweden

Robert Whitman (Opening night performance)

>2005

33

ANYI-IZAMATT

FRIRIE #476620motesando

EM-V REBEEX

Bz

Perrier Mist Cafe

Fog Environment #476620motesando
Café Montoak, Tokyo

Japan

>2005-2006

34

BRI

BALREL—2a> #26422

[BEKENRFE —FMEMPIEIPER
IXIFx—Yar R
SPETRRELEME )

ShET

Fog Chamber - Riga

Fog Sculpture #26422

“Conversations with Snow and Ice:
observation/imagination in Art and Science”
The Natural History Museum, Riga

Latvia

>2006

35

[N =PN0L

BRI #71624

[N=PRN=EE
hACRAFR-ERDE bR

o d

Fog in Toronto

Fog Environment #71624

“Nuit Blanche,” Philosopher’s Walk,
University of Toronto Campus, Toronto
Canada

>2007

36

21_21 DESIGN SIGHT
FBINTH—T X #47662Akasaka
(BT 3al—>3y)

21_21 DESIGN SIGHT BifgzE&1 N b
HRERBX

BA

21_21 DESIGN SIGHT

Fog Performance #47662Akasaka
(Proposal / Simulation)

Opening event, 21_21 DESIGN SIGHT
Tokyo

Japan

37

SNTANYCORR

FINTA—T X #47687

230 (RROE) ERE2007
BARERRRE RRBIRX

Bz

ANANY L (EE)

Johann Jéhannsson’s World

Fog Performance #47687

“The 23rd Tokyo Summer Festival 2007”
Miraikan, National Museum of Emerging
Science and Innovation, Tokyo

Japan

Joéhann Jéhannsson (Music performance)

>2008

38

HEBOA

FBORLZ #48687

j JL-ETF—1-2008 “Wonder”
IRTFH—R-TUyTHTiE
SEAR=I

BEARE 1T (FREA)

Noontide

Fog Sculpture #48687

Singapore Biennale 2008 “Wonder”
Esplanade Bridge Underpass
Singapore

Takayuki Fujimoto (Lighting)

39

MAME-BEDRE

BDE #47670
iR T2 F—L2008
=IRESE R R RS
B

Tales of Ugetsu

Fogfalls #47670

Yokohama Triennale 2008
Sankeien Outer Garden, Yokohama, Kanagawa
Japan

>2009

40

BIUDE

B XZL—> 3> #47662Roppongi
RAEKRT —bFAh
RAERENVZEFERERREEX
=&

Mobhri Garden Befogged

Fog Installation #47662Roppongi
Roppongi Art Night

Mohri Garden, Roppongi Hills, Tokyo
Japan

a1

MU: [REShRRER
AR5~ 32 #47662Ichigaya
RRBILFRRHIE RREHBEX

B

mIlAIA /I\iE#$% (doubleNegatives
Architecture)

MU: Mercurial Unfolding

Fog Installation #47662lIchigaya

Entrance Garden, Institut Franco-Japonais,
Tokyo

Japan

Sota Ichikawa / Kaoru Kobata
(doubleNegatives Architecture)

42

Fa—Ar

FBORZ #47590/11

BRREERE SRRMUET

[ZE:

Tune-in

Fog Sculpture #47590/11

Entrance Courtyard, The Miyagi Museum of
Art, Sendai, Miyagi

Japan

43*

HBRH®

BORL| #46696
HERILSBENZE S 2— HE
BE

Talk to Fog

Fog Sculpture #46696

Taoyuan County Performing Arts Center,
Taoyuan

Taiwan

>2010

44

FBOTALF—F

BOREL #46692
7_7#"‘]«7&7";‘/7'-‘//%4!:

aE

FEABEL QTN FHTY)
Fog Promenade

Fog Sculpture #46692

“Art with Mountain,” Taipei
Taiwan

Yuji Morioka (Planning / Design)

47

45

FBDEE Murasaki
BORZ #58367

TR
RAEERE HE(%] L
$E

Fog Garden Murasaki

Fog Sculpture #58367

Shanghai Expo

Ryotei “Murasaki”, Japan Industry Pavilion, Shanghai
China

46

HLTHERIHEAES
FBINTA—< X #07579
BEAET =3 RBIR
F-NRVEREER T3>
TR
SEITAIOX (R BRI B A EW)
This is How You will Disappear

Fog Performance #07579

64th Avignon Festival

Gymnase du lycée Aubanel, Avignon
France

Gisele Vienne (Conception, Direction,
Choreography, Scenography)

a7

WA

FBORL #74208

JV— I (h-ABEAEREELIL—ar
Za=Tr=T—=MNIN=TL ANy

*
ON=h Ry (B SR ERRE
INTH—TR)

MoonRain

Fog Sculpture #74208

“Free Acres Centennial Celebration”

Berkeley Heights, NJ

USA

Robert Whitman (Projected images, Sound,
Prop, Performance)

48

EBH

BENEBDA L XFL— a2 #47784
OISR ER 25— (YCAM) /LA LA
BA

SESE(E K KE)

Cloud Forest

Fog Installation #47784

Yamaguchi Center for Arts and Media (YCAM),
Yamaguchi

Japan

Shiro Takatani (Sound/Lighting/Object design)

>2011

49

TBYLVILEA
TAZEL—23> #11060
Hohenrausch.2 (K2 NDZ2F1E)
OKBRLEM > 5— )y
F—=2ZM)T

Cloud Parking in Linz

Cloud Installation #11060
Héhenrausch.2 “Bridge to Heaven”
OK Centrum, Linz

Austria

50

BEB

B ZHL—3> #26318

NRG LN T —b32—0T L/ HE-L

SRET
FY—IVZTTIVRNILT X (RORH)
Stone.Fog

Fog Installation #26318

Pedvale Open-Air Art Museum, Sabile
Latvia

Ojars Feldbergs (Sculpture)



51*
ZytEAT AN I-ROBE
FBDEE #07172
OL—#H =y 2 T
TR

Moss Garden Nicey-sur-Aire
Fog Garden #07172
Nicey-sur-Aire, Lorraine

France

52

FBILD Asuka.... BRSEHERDE
FBIRIE #47780
REALE ZREHAAEH

ZE

Ea AR (FREA)

Fog over Asuka breathes with ancient life
Fog Environment #47780

Ishibutai Tumulus, Asuka, Nara

Japan

Shiro Takatani (Lighting)

>2012

53

ENTATDEE

FBORZ #43555

MR g BIRME— BT T - BARRAEN R
ENFTELEIME L
ENTF4T

Cloud Tree

Fog Sculpture #43555

“Breathing Atolls: Japan-Maldives
Contemporary Art Exhibition”
National Art Gallery, Malé
Maldives

54

aAvHY—BDOFER

B ZEL—2a> #94767
BI8EVR=—EI F—L
IR=—

F—=2F)T

Living Chasm - Cockatoo Island
Fog Installation #94767

The 18th Biennale of Sydney

“All our relations,” Cockatoo Island, Sydney
Australia

55

BORS

BALZEL—3> #4T771
{EEMREE ERPIRE HERTFLS
BA

Tea ceremony in Fog

Fog Installation #47771

Raku Kichizaemon Tea room, Sagawa Art
Museum, Moriyama, Shiga

Japan

>2012-2013

56*

B2 R4L—232 #07015
1)—)13000[ L]t 5]

T IVIREG )V

T2

Sea Cloud

Fog Installation #07015
Lille3000 “FANTASTIC”

Place Frangois Mitterrand, Lille
France

57

FOTOLF—F
RANT =N T4 Ry =7 #46692
Seed Projects - Art Architecture Life
&ait

‘i

Fog Promenade

Post-Urban Fogscape #46692

“Seed Projects — Art Architecture Life
Exhibition”

Taipei

Taiwan

>2013

3> #07156

G5 SINY

TI2RX

Le Bassin de Brume
Cloud Installation #07156
DYNAMO

Grand Palais, Paris
France

59*

I3 TVvY

TG #72494
IYRTATNT L/ Y2752 23
KE

Fog Bridge

Fog Bridge #72494

Exploratorium, San Francisco, CA
USA

60

IAbE

BALREL—2a> #07240

TP IVARE Ya—ELY 07—k
TILR

Standing Cloud

Cloud Installation #07240

Parc du Goualoup, Chaumont-sur-Loire
France

61*

BE

BALZEL—3> #4TT72

T ITANKIRODELS S ABRRF AR
BE

SEd:

HEHKLE

Sea Fog

Fog Installation #47772

Grand Front Osaka Umekita Plaza, Osaka
Japan

Shiro Takatani

%#Closed during winter season

62

AnRE

BORZ #47636

REHE

SEHEMNE BANREAT
BA

Memory of Wind

Fog Sculpture #47636

“Antigravity”

Toyota Municipal Museum of Art, Toyota, Aichi
Japan

48

63

THTRILIT

B RHL—>a> #07156R
ZaA- 7T N (BRE)2013
LEAT YIRS/ 1Y)
TI2A

Fog Square

Fog Installation #07156R
Nuit Blanche Paris 2013
Place de la République, Paris
France

>2014

64

MU I

BORK) #47117
BARRE/NT )y - T—NT 0TI
Kim Chung Up Museum ” & #& 1
$E

#1J11&lA& (doubleNegatives Architecture)

Mu I

Fog Sculpture #47117

The 4th Anyang Public Art Project

Kim Chung Up Museum, Anyang

South Korea

Sota Ichikawa (doubleNegatives Architecture)

65

IR RAE
BOREL #47882
E#FEF—b2014
FRERILT

BA

Dogo Onsen Honkan
Fog Sculpture #47882
DOGO ONSENART 2014
Matsuyama, Ehime
Japan

66

Jr—v

BORK #72504

TIANY (T4 T -Taryri&at)
AxFhYMNZ1—T1F>

KE

Veil

Fog Sculpture #72504

The Philip Johnson Glass House, New Canaan, CT
USA

67

BOE

TAT R —T #47412

HLIRERE 7522014 (SIAF2014)
LIRS M DFREMEE /A mEAL IR T

Fog Fall

Fogscape #47412

Sapporo International Art Festival 2014
(SIAF2014)

Sapporo Art Museum, Sapporo, Hokkaido
Japan

>2015

68*

NAGI— &

FEDBE #47662Shinagawa
@RINP—ZTFIR RREAX
ZES

HEHARIE

NAGI - Lull in the Wind

Fog Garden #47662Shinagawa
Shinagawa Season Terrace, Tokyo
Japan

#Closed during winter season

69

74%97') v —Bristol

FBOE #03726

In Between Time | ZUZNVEBR 7T X7 1/%b
(IBT15)

~ODOE TNV

=E

Fog Bridge - Bristol

Fog Bridge #03726

In Between Time | IBT Bristol International
Festival (IBT15)

Pero’s Bridge, Bristol Harbourside, Bristol
UK

70

IILXZRE

B> ZBL— 2> #47662Ueno

Hermés 2015 M&EL T Z- AL 73> va—
FRELEMEREE  RRHARK EFAR

HERMES

Fog Installation #47662Ueno

Hermés AW15-16 show

Tokyo National Museum Hyokeikan, Tokyo
Japan

7

EHRN—IFBR
BA>2HL— 3> #03238
WVII—IL-HF L2015
ESIN

*xE

St. Cuthbert Cathedral
Fog Installation #03238
Lumiére Durham 2015
Durham

UK.

72

KADFE—MOSS

BA>2EL—3> #01494
EARLB—ARBREMELSF—L /EZ
JIvyz—

Glacial Fogfalls - Moss

Fog Installation #01494

“Momentum - 8th Nordic Biennial of
Contemporary Art,” Moss

Norway

>2016

73

ENIEL
BB #47632
ESEMZAKE
I3 82 IR SE 7T AR

Like a Cloud

Fog Sculpture #47632

The 8th Enku Grand Award Exhibition
The Museum of Fine Art, Gifu

Japan

74

WATTFDIEBHIC

FBDEE #47662Yebisu

R HEBIRSE [ TLBEE]
BHhEN-FLTAR ERZBESK
BA

For Louisiana

Fog Garden #47662Yebisu

“Garden in Movement” Yebisu International
Festival for Art & Alternative Visions 2016
Yebisu Garden Place, Tokyo

Japan

>2017

75

OYR>747

FBINTA—7 X $03779

BMW Tate Live Exhibition: Ten Days Six Nights
F—hESL /ORY

*E
BRR(4X). Ba LB (FRRA) SRA s — (FXK)
London Fog

Fog Performance #03779

“BMW Tate Live Exhibition: Ten Days Six Nights,"
Tate Modern, London

UK

Min Tanaka (Dance), Shiro Takatani (Lighting),
Ryuichi Sakamoto (Music)

76

BORE

T R4L— 3 #06048
ARoSM)I>F—L[THE GARDEN -
End of Times; Beginning of Times]
ARoS BRUKEMRE A —72
Fw=7

Fog Garden

Fog Installation #06048

ARoS Triennial “THE GARDEN - End of Times;
Beginning of Times”

ARoS Aarhus Art Museum, Aarhus
Denmark

77

FATHZ YN=T

FBINTA—T X #07150

ManiFeste - 2017

(Centre Pompidou*IRCAM40/E 232 &)
AV

TR

KTL(ZF (=T A7) — E—5—L—/\=7)
NIAGARA REVERB

Fog Performance #07150

ManiFeste — 2017 (the 40th anniversary of the
Centre Pompidou and IRCAM)

Paris

France

KTL (Stephen O’Malley & Peter Rehberg)

49

78

a - form

FINT+—< X $01488

FZAOFE LXMW F 20

JIgT—
BHR(H2). &a L8R (BRA) SRR — (B%)
a - form

Fog Performance #01488

The new National Museum, Oslo

Norway

Min Tanaka (Dance), Shiro Takatani (Lighting),
Ryuichi Sakamoto (Music)

79

THTVIN—

T2 —232 #01488

I NIVIREIAR . #AZ0
JIyz—

Fog River

Fog Installation #01488
Ekebergparken Sculpture Park, Oslo
Norway

80

EMFEEL
BINTH—T R HATTTA
BESuE  RARRF R AR

B

SBEPIFYCEL). WTeE BEEE (BRI
Kinkakuji Otobutai

Fog Performance #47771

Rokuoniji, Kyoto

Japan

Kaori Kanaya (Stage Direction),

Shiro Yamamoto/Sayaka Shimada (Fog Technical
Supervision)

>2017-2018

81

KADFE—-TU—2F UK

FEORLZ #47662Ginza

SREEXJ U TIVAR T4 =T L/ RRERRREK
BA

Glacial Fogfall - Greenland

Fog Sculpture #47662Ginza

Ginza Maison Hermes Le Forum, Tokyo
Japan

01 XZEE Pepsi Pavilion 1970
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What Overflows
Kenjiro Okazaki Artist / Critic

One consistent characteristic found throughout the body of works created by Fujiko Nakaya is the devotion to
medium. Let me rephrase that more plainly: the potential of medium always overflows lavishly from her works,
transcending the frame of the artist as well as that of the work, and even the regulations pertaining to the genre of
expression. This ability to overflow is the intrinsic force of a medium.

Contrary to the concept of medium serving as the premise for the well-known but misleading definition of
Modern Art,*! a medium is actually characterized by the material status or behavior that escapes regulation of any
form. The notion of “freedom” is conditioned by such behavior of medium. Therefore, the devotion to medium found
in Fujiko Nakaya’s works fundamentally contradicts with artworks posited as forms of expression (these are bound
to be regulated as deterministic tautology, stuck in the repetition of the same). What her works instead reveal is the
force that transcends and overflows all forms of regulation: the behavior of medium, which is the absolute condition
for “freedom” in this world (along with our “free will”).*?2

| The Primary Condition of Medium

1-1

For example, when the statement “a scientist discovered X” is uttered, what exactly has been discovered?
Does that “discovery” or “discovered X” belong to the scientist who discovered it? In other words, was X
nonexistent until it was discovered? Common sense tells us differently.

But if the term “discovery” is switched to “production,” and the statement to “an artist produced X,” we would
immediately think that X was actually created by the artist, and did not exist prior to that.*3

For instance, when Archimedes exclaimed “Eureka!” what did he discover? What he experienced as he entered
the bathtub was an ordinary and familiar phenomenon: water overflowing the tub. This is something that always
happens when an object is thrown into a vessel filled with water. The only thing Archimedes perceived was the
overflowing water. How can this be a discovery? More precisely, what Archimedes had done was to re-discover the
event of water “overflowing.” This is why it is incorrect to say, “Archimedes discovered buoyant force.” If water
hadn’t spilled over, he may have never thought up the concept of buoyancy. He may have never become aware of
the concept of water, or even that of Archimedes. The essence of buoyancy is a force that occupies space. Whether
it is water, the body of Archimedes, or the bathtub, all things possess the right to exclusively occupy space and
repulse one another accordingly. Water is fluid so it tends to be pushed immediately away by the force of repulsion;
but by the same token it immediately infiltrates any opening. What overflows is this force.

Archimedes directly perceived the phenomenon of “water overflowing.” From this “overflow” he indirectly
re-discovered water, his own body, the bathtub—their size and quantity. As this example shows, human
perception does not grasp external objects in a direct manner. On the contrary, human sensory organs only
function through distance from what is sensed, thus relating to them only indirectly. For example, without an
appropriate distance from the object, vision cannot function. The color we perceive is a flicker (gap or latency of
incidence angle) produced by light hitting the surface of an object and partially absorbed in the material, if not
refracted or dispersed. In other words, vision is a phenomenon caused by the distance between the object and
sight—our eyes capture the distortion and diffused reflection caused by what exists in between (the surface of
objects, the humidity of air, floating substances). We do not see the object itself. The same mechanism also
applies to the act of listening. If there is no distance between the ear and the sound source, there would be no
sound wave to start with.

What living organisms, including humans, perceive is not the object itself, but the behavior or change of
medium that fills up the space between the object and the senses (again, such medium is not perceivable in itself
as an object).

The perceived change of medium shakes the stable relationship between the perceiver and the perceived,
forcing a shift to the concept or figure of the object that has heretofore been regarded as an invariant. Or rather, it
is only then that we discover and redefine what we perceive as a concept. It was this overflowing fluctuation surging
against us that Cezanne called “sensation,” and prompted Archimedes to shout in awe—"“Eureka!”
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1-2

A medium is generally regarded as a material continuum. But such understanding is a mere presupposition. Our
perception reacts only to individual phenomenon that subverts such presupposition, the discontinuous fluctuation
caused by the medium. In other words, the medium as continuum never appears as such. Matter as continuity is
only sustained in an inert** (inactive) state in relation to perception. When something is perceived, or when
relationships between various objects emerge, it is the medium that connects such events. The medium itself does
not appear directly but encompasses what it connects and fills up the space in between them.

We can observe the same traits in things we generally call medium of expression. For instance, the expressive
nature of paint is determined more by the vehicles (such as turpentine oil, acrylic emulsion, or gum Arabic) than the
raw materials such as pigment or dye compound. It is these vehicles as medium that determine color and texture.
Perception reacts to the difference created by the medium because this difference is connected to the polarization
of the permeating and reflecting light. What we are able to see is light refracted and dispersed by the medium that
encompasses and distances the object. Again, the medium itself is not perceived as an object. It exists in between
the object and sensory organs (distancing them); a latent cause for activating oscillations and deflections that
perception reacts to.

What is important is that this character of medium is what makes possible the concepts of time and space. The
origin of time is latency and that of space is distance. These are generated by the fluctuation of medium, the inert
and imperceivable existence that nonetheless assures continuity and expandability. To repeat, a medium conditions
form but it is also a movement that destroys and transcends form (form is merely a rough frame to extract inert
medium as a continuum). All forms, including mathematics, inscribe incidental breakdowns and fissures onto the
medium through their deductive application—cleavages that bounce back and consequently inflict irreversible
wounds (the basis of time) to the form in question, thereby revealing its imperfect nature.

Il The Internalization of Event

11-1

This short essay reconsiders the characteristics of Fujiko Nakaya’s work across the years: the early paintings,
the “Fog Sculptures” widely regarded as representative of her endeavors, video art, and the variety of activities
related to independent experimental video developing from “Video-Hiroba” to “SCAN” (actually, in order to examine
the entirety of Fujiko’s work, it is not enough to list up only the activities that seem to belong in the domain of Art)*5.

Among these diverse activities, we could say that (with the important exception of cooking) it was video art that
Nakaya engaged in the most consistent and wide-spreading manner. But even video art could not be reduced to
individual art works or artistic expression attributed to Fujiko Nakaya as an individual artist.

The collective activities of “Video-Hiroba” in which Nakaya was involved as a principal member began in 1972,
and subsequently developed into the video gallery “SCAN” which she established in 1980. SCAN was an important
hub for the video art movement in Japan, supporting the production and distribution of video works by providing
technical equipment, organizing screening events and archiving works regardless of whether they were collectively
or individually (at times anonymously) produced. But SCAN was also more than just about video art—located at the
center of an alternative network, SCAN established itself as one of the most significant driving forces of artistic
activity in the 1980s. Nakaya’s work always involved such openness and collaboration that cannot be reduced to
the frame of individual work or artist. The Fog Sculpture was initially created through collaboration with E.A.T., and
its subsequent development also involved collaboration with various artists including David Tudor or Trisha Brown.
So if there is still some unexplained enigma concerning Nakaya’s Fog Sculptures—which is also their potential—this
may be revealed by reconsidering the allure of video as medium that Nakaya discovered, which on the surface may
seem to lack any common trait with her fog works.

When economical portable VTR (video recorders), cheap enough for ordinary people to purchase, appeared in the
market towards the end of the 1960s, its most attractive feature was that (contrary to film) one could record as long as
one wanted with no additional cost. As a visual medium, however, the image of video was extremely low-resolution.
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For instance, like Marshall Mcluhan pointed out, television cannot be considered as a visual media because it
is too vacant, which is to say, too “cool.” The nature of television, which “cannot stand to be stared at,” was
amplified (i.e., deteriorated) in the portable video system. The mechanism of television consists in sequential
projection of horizontally sliced images via 480 parallel scanning lines. Hence, by nature, it does not contain any
image that can be fixed as a single screen. Furthermore, the television screen is produced by electronic beams
passing through and lighting up each pixel aligned in a mosaic pattern on the scanning line. Consequently, contrary
to films projected uniformly from a single light source, the texture of TV screen is formed by innumerable material
dispersion of light. Television, which is radically materialistic in this way, thus became installed as an object in
ordinary homes, mixing in with other furniture.

The mechanism of video further extends this non-visual nature of television (which can be positioned and
disseminated as an autonomous object). Television programs could only be delivered uniformly from TV stations via
their broadcasting network. Therefore, in order to watch a program, all viewers had to turn on the TV at the same
time, specified by the program listing. Television broadcast in this way demands all viewers to share and
synchronize into the same flow of time. Needless to say, the sharing of time is not the only requisite—viewers are
also asked to accept only the selected general contents that are broadcasted.

Against such centralized system of television broadcast, portable VTR regained the possibility for citizens to
receive information at any time and place, opening up the possibility to document moving images that are not
constrained by the pre-established time slot in the program schedule, which could then be individually broadcasted
and distributed (by hand or via cables connected in private, without going through the television network). In short,
it opened up the possibility to create multiple, localized time and space of communication that could not be
encompassed and controlled by a singular time-space.

The form of expression in both film and television was based on how content is transmitted, staged, and
viewed—the constraints of distribution format. The demand that a given content must end within 30 minutes or an
hour and half, was merely derived from how it was distributed.*®

Therefore, the portable VTR made the artists who obtained it clearly (critically) aware of the social system that
constrained representational forms such as films, television, or art works, and to actively develop the potentials of
video as an alternative tool. This ultimately bestowed on the artists the power to dismantle the axiomatic nature of
concepts such as “time” or “space,” “subject” or “object” that had similarly been fixed by the system, and focus
instead on re-constructing them on their own.

Fujiko Nakaya was one of the artists in Japan who best understood the potentials of video as a medium. In
1974, Nakaya translated and published “Guerrilla Television” by Michael Shamberg and the Raindance Corporation,
which was regarded as a bible for the alternative video movement. The development leading from “Video-Hiroba”
to SCAN can be seen as a social practice to generate alternative networks in various ways through video. As
Nakaya wrote in the translator’s afterword for “Guerrilla Television,” quoting Paul Ryan’s phrase “video is a
morphological mirror of time,” video had the potential to internalize time and space—heretofore only externally
enforced—as a self-reflexive structure within the medium itself, and autonomously generate a spatio-temporal
network. It was understood as a medium that generated absolutely specific space and time, as well as social
relationships (human relationships) by creating new differences/distances and weaving them in new ways.

Nakaya’s own video work, for instance Statics of an Egg (1973), presents in a clear manner how video
generates and internalizes its own temporality.

What is captured in Statics of an Egg is the sequence of movement until two raw eggs stand vertically on a
desk—the only visible objects are the desk, the arms and hands of the person engaged in the task, and the egg. It’s
the so-called “Egg of Columbus,” but around 1947, shortly after the Second World War, an ancient Chinese book
was discovered containing the information that if one attempted to stand an egg on February 4, the First Day of
Spring, this could be achieved without having to flatten the bottom like Columbus. Based on the news that multiple
experiments were then carried out around the world to confirm this ancient wisdom, making an egg stand on the
First Day of Spring became a worldwide boom. The physicist Ukichiro Nakaya, the father of Fujiko, became
interested in this phenomenon and wrote the essay “The First Day of Spring.” Ukichiro explained that upon close
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observation, the surface of any egg is revealed to have tiny irregular bumps instead of being smooth. Hence if one
found three such bumps forming a single plane at the bottom of the egg, and patiently tasked oneself to adjust the
perpendicular line dropped from the center of the egg to land on this plane, anyone can stand an egg up on any day
other than the First Day of Spring. This may appear as a lucid conclusion of a scientist but readers also may feel
slightly disappointed. Even if the mechanism of standing an egg had been revealed, the question remains as to why
an egg that did not stand until then stood simultaneously all across the world on the First Day of Spring of that
particular year. Ukichiro never answers this question. Fujiko’s Statics of an Egg is clearly inspired by her father’s
essay, but contrary to the latter, her inquiry points directly towards this issue of “time.”

Needless to say, the development of mass media such as newspaper or radio also played a part in the
simultaneous standing of eggs around the world on the First Day of Spring. The news spread that if the experiment
was conducted on the next First Day of Spring, the egg would stand. However, Fujiko’s video does not give in to
such external explanation that takes recourse to social psychology. That explanation merely grounds the systematic
synchronization of the world to the development of media technology; the media has forcefully synchronized
experiments that were conducted separately until then.

The filming process of the video work makes explicit how Fujiko did not submit to such understanding. The
footage is completely unedited, continuously documenting the attempt to stand an egg on a desk (actually standing
two eggs next to each other) until it succeeds. If the attempt took two days, it would have documented two days
(actually it only took 11 minutes). The length of video is determined by the time it takes for the egg to stand.

In other words, the preposition that this video work presents is as follows: Any day that the egg stands is the
First Day of Spring.*7

This brings to mind one of example presented by Jacob von Uexkull to illuminate his theory of Umwelt: a tick
in a forest would wait without eating for nearly 20 years until a mammal whose blood it can suck appears. The
blood-sucking action of the tick is only activated when the triple conditions of adequate temperature, smell and
touch are fulfilled (these three are the only senses it has; therefore “mammals” as an object of perception does not
exist for the tick). Besides this internalized time, there is no exterior, universal time measuring it. In other words, it
makes no difference for the tick whether the action is activated in 5 minutes or in 18 years.

What Fujiko Nakaya understood as the nature of video as medium is a similarly internalized time. Like the tick,
video keeps waiting even if something takes 20 years (or 11 minutes).*® Because of this, video can internalize an
event without being forced or constrained by external frame. In other words, just as homogeneous flow of time does
not exist for a tick, there is no need for a viewer to continuously watch a video that may last 20 years. The video
merely internalizes the event that takes place—there is not much need for such event to be situated visually as a
homogeneous and continuous duration of time.

Video as an event or internalization of time. This structure is shared across different works by Fujiko Nakaya,
such as Ride the Wind and Draw a Line (1973) which follows the process of a spider making a web—and since the
spider waits for the moment his prey is captured by the web, the video continues to film even after the web is
completed—or, Mona Lisa’s Queue (1974) which documents the line of visitors to the exhibition of Mona Lisa—the
long line of people (as well as the video itself) is organized solely around the momentary event of “seeing” a glimpse
of the famous painting (which the video does not capture). The long line/time that has been organized for the act of
seeing is, perhaps ironically, not based on vision, but rather on the thickness and length generated by distance and
obstruction. The video as a medium becomes a locus which encompasses such distance and obstruction.

11-2

Soji-ji (1979) is a video work documenting a chant recitation at a Zen temple. The chant recited by many monks
does not proceed in unison like group singing. Each monk recites in sync with his breath, so that the intake of breath
occurs at different moments. That is to say, each monk articulates the chant differently. Since there is no unified
division, when the multiple chants overlap, an endless wave of chant (sutra) appears as a collective density or
modality (at the same time, each monk’s steps form a totally different rhythm from the individual chants). The
temporal articulation of the chants is internalized and determined as a medium within the body of each monk, but
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when these are assembled together, what appears is a singular continuum or volume. Each ascetic Zen monk is
given the name Unsui (clouds and water), and Nakaya discovers the same modality as the allure of fog in the moving
body created by the overlay of different temporalities pertaining to each “clouds and water.”

The way of the Water is not something that water is aware of, yet water is fully capable of functioning, and
it is not something that the Water is not aware of, yet the Water is fully capable of functioning.
(Shobogenzo, On the Spiritual Discourse of the Mountains and the Water, 150)

In other words, water functions correctly regardless of whether each water is aware of how it behaves. Citing
the above passage written by Dogen*? in Shobogenzo, On the Spiritual Discourse of the Mountains and the Water
(1240), Nakaya describes the insight obtained through the production of her video work:

Clouds or fog (if the bottom touches the ground it is fog; if it is floating it is cloud; if it falls it is rain) appear
according to the meteorological condition such as temperature, humidity, or wind, and disappear when the
temperature goes up a couple of degrees. Nay, the water only transforms itself and still exists in air. This
point is important for Buddhist concept, but let us focus on the random structure through which a cloud
retains its state. This is realized through a delicate balance. It might be more adequate to say that it
constantly dies and is constantly re-born.
When the cloud particles crush into one another they grow bigger and fall from its own weight. This
aesthetic of the cloud phenomenon which appears as an ideal model of democracy, seems to be also
usable as the ontological model for a Zen collective.

(Fujiko Nakaya, From Means to Method: “Form of Zen” observed in video, 1980)

Let us consider what Fujiko discovered here by referring again to Shobogenzo, On the Spiritual Discourse of
the Mountains and the Water:

Consider the statement, “It falls to earth and becomes rivers and streams.” When the Water descends to
earth, It becomes rivers and streams. Some varieties of rivers and streams frequently turn into wise,
perceptive persons. In the opinion of the everyday stream of the ordinary and the befuddled, water is
unquestionably that which exists in rivers, streams, oceans, and seas. This is not so, for the rivers and seas
have come into existence within the Water. Thus, there is the Water even in places where there are no rivers
or seas. It is just that when the Water descends to earth, It creates the effect of ‘rivers and seas’.
Also, do not work it out that, when there is some place where the Water has formed rivers and seas, there are
no social worlds or Buddhist lands. Even in a single drop, immeasurable Buddhist lands manifest before our
very eyes. Hence, it is not a question of water existing within a Buddhist land or of a Buddhist land existing in
the Water. The existence of the Water is in no way dependent on the three atemporal worlds or on the worlds
of thoughts and things. Even so, the Water is the spiritual question that manifests before our very eyes.
()
The path of the Water circulates every which way—up above and down below, far and wide. So, within
Buddhist Scriptures, it is said that fire and wind climb up above, earth and water go down below. This ‘up
above and down below’ is something to investigate in particular. Consider carefully the ‘up above and down
below’ of the Buddha’s Way. It means that the place where earth and water go is ‘down below’; it does not
mean that down below is some ‘place’ where earth and water go.

(Shobogenzo, On the Spiritual Discourse of the Mountains and the Water, 150-151)

We tend to regard the movement of water in relation to external scales of measurement, thinking that water runs
“downwards,” but this is not true. Actually we discover that wherever the water runs is “down below.” “Down
below” and “running downwards” are attributes that are intrinsic to water, and it is only by the water running that we
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know where the lowest point (“down below”) is. The same is true for the judgment of whether something is a fog or
a cloud. It is not that beings called “fog” or “cloud” (or “river” or “sea”) exist beforehand, having water as their
shared attribute. On the contrary, “fog” or “cloud”, “river” or “sea” exist within water—they are attributes of water.
For this reason, water containing all of these as its attribute or part, is much more unlimited and larger as a collective
(therefore water itself cannot be recognized as an object). Water appears in every place and in every object. In other
words, not only “fog,” “cloud,” “river,” or “sea,” but even a single droplet of water contains and manifests “social
worlds” or “Buddhist lands.” The functioning of water lies in such manifestation. But, to repeat, water itself cannot
be seen. We can only grasp the behavior of water that is generated as an event; what we actually see is “fog” or
“cloud,” “river” or “sea.” Furthermore, Shobogenzo, On the Spiritual Discourse of the Mountains and the Water
teaches that the very event of us seeing water is itself generated as an intrinsic attribute of water.

As for the Water, It is neither strong nor weak, nor is It wet or dry, nor does It move or stay still, nor is It cold
or hot, nor does It exist or not exist, nor is It deluded or awakened. When frozen solid, It is harder than a
diamond, so who can smash It? When melted, It is more yielding than diluted milk, so who can tear It to
bits? This being so, we cannot doubt the qualities of the various forms of existence that manifest before our
very eyes.
For now, just concentrate on learning to recognize, through your training, the moments when you are able
to open your eyes and see the Water in the whole universe as the Whole Universe. And ‘learning through
training’ does not refer just to the times when ordinary people or those in loftier positions see the Water;
there is your learning through training in which the Water sees the Water. Because the Water puts the Water
into practice in order to realize what the Water is, there will be your thorough investigation of the Water’s
expressing through words what the Water is. In this way, you will manifest the pathway upon which we
ourselves meet our Self. Until then, you must go back and forth on that road of life upon which others are
all involved with making as study of ‘other’, until you leap free.

(Shobogenzo, On the Spiritual Discourse of the Mountains and the Water, 148)

What needs to be recognized (through the training/investigation of meditation) is that instead of me looking at
something (water), the event of water seeing water (the gap, difference, and latency that is inherent within, and
generated by, water) already contains the generation of innumerable events (including that of me seeing something).
It is not that water does not exist. Water itself is not an object. It is not even “one” to begin with, but rather generates
numbers from the innumerable and discontinuous gaps and shimmering it internalizes. Such is the function of water
as a medium. Accept the differences and fluctuations to discover therein the path that overflows any concept (the
self becomes the other, and is generated as other concepts, so to speak). Leap free from here—this place where
water overflows water (the pre-existing frame that contained water as itself).

Il The Generation of Concept

To conclude, let us list up the characteristics of medium that Fujiko Nakaya discovered in video (as is already
clear, these characteristics underlie Nakaya’s Fog Sculptures and all her other activities):

A) A medium never appears as an object. For instance, the video as medium does not appear as a visual object.
A medium only appears as an event. An event is the material state of difference inherent within a medium.

The event internalized in a medium is not a documentation but a material situation. Therefore, its reenactment
(perception) also triggers the return of events reacting to it. As a material situation, the perceiving subject/observer
does not need to be a human. Even an (unsophisticated) A.l. could perform the role.*1° Therefore, when thought
from the condition of the medium, seeing the event as a work of art is not necessary. In other words, even if
humans ceased to exist, a medium would still reenact and re-generate the perceiving subject through its
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internalized structure.

The attempt to critically and reflexively incorporate such potentials of medium into the structure of a work is
equivalent to conceiving a piece that could exist without taking as its premise the observer situated within the
external format of presentation. This is because the medium always internalizes the subject who receives the piece
along with the time-space situating the subject as a difference/attribute contained within itself—they are bound to
be generated. If the medium is realized as a material situation, even if the location is spatially and temporally distant
from the original, the event (the subject, the reaction generated by the subject, as well as the time-space which
encompasses such reactions) would still take place therein.

Moreover, since the medium is a concrete material situation, its perception is not limited to a particular
sense, such as sight. Fog Sculptures are not visual to begin with—they rather impede and block the visual desire
to see the entirety of the fog. But the senses of skin (sense of temperature and humidity), smell, and touch, which
have been regarded as localized perceptions, perceive the entirety of the moving “fog” more concretely and
directly than vision. The same thing can be said about the medium of video. Video is not a visual media. It erases
the very distance that vision requires in order to see, and works more concretely and directly upon the body and
all the senses.*!!

B) A medium does not have a representative form of its own, and therefore does not have a fixed form of
expression that can be determined in a singular manner.

C) A medium does not have a (temporal and spatial) limit. By overflowing the given limits, it demands and
generates concepts that had not been realized.

A medium is not regulated by forms of presentation and distribution pertaining to genres of expression; it is
rather the force that overflows and crosses the borders of such forms. But the same overflowing or crossing of
borders also demands and generates in reaction the very forms that try to fix them as concepts.

D) A medium is not a singular object. It is a countless emersion of difference—the collective interference,
mutual reference, or the assembly of multiple differences in relation to itself. By nature, these differences are
detached and discontinuous. However, the shimmering, oscillation, and movement that such mutual
interferences generate, produce the characteristic of continuum as an effect. This gives birth to the
permeability, overflowing-ness, and trans-boundary nature of the medium.

For instance, the self-reflexive structure—a structure which generates difference internally—embedded in
Fujiko Nakaya’s Fog Sculptures is vividly shown in the fact that many locations where her works have been installed
were places where fog is naturally and normally generated, such as San Francisco, London, or Oslo. That is to say,
the difference between natural fog and Fujiko’s artificial fog is almost impossible to distinguish. Why is it necessary
then, to generate artificial fog in a place where fog already exists naturally? Isn’t this a waste of labor and money?
But Nakaya’s intention was precisely in internalizing the self-reflexive gap of “the fog seeing the fog” and “the fog
encountering the fog”*12: “there is your learning through training in which the Water sees the Water. Because the
Water puts the Water into practice in order to realize what the Water is, there will be your thorough investigation
of the Water’s expressing through words what the Water is. In this way, you will manifest the pathway upon which
we ourselves meet our Self.” (Shobogenzo, On the Spiritual Discourse of the Mountains and the Water, 148)

In other words, the “fog” is discovered and generated by the fog. Time and space, distance and latency
overflow therein; we are enwrapped and find ourselves astonished (generating oneself for the other, and as the
other), discovering ultimately that the “fog” indeed had existed therein. In other words, the observing “subject” and
the observed “fog,” along with “space” and “time” wherein they both exist, are all tentative concepts generated by
this self-reflexive structure.

66

That is why the works of Nakaya Fujiko could be said to have embodied the radical potentials of conceptual art
in the most brilliant manner. How are concepts generated? It may appear as if the “fog” is one thing, yet it is not.
What exist are countless movements —“see the Fog in the whole universe as the Whole Universe”—and it is
precisely because numbers cannot be exhausted that “one” can keep counting. What overflows without being
exhausted—that is the origin of free will, the significance that the world exists.*13

#1  The most prominent example is the widely spread definition of Modern Art by Clement Greenberg, which claims that the form of each expressive genre
of art is self-referentially derived from the specificity of the medium it relies on. However, the power of medium is mostly exercised by its irreducibility to
deterministic frames that organize a work.

%2 Needless to say, the precursor for such definition of medium is found in the philosophy of Epicurus. It is well known that Cezanne tried to grasp the
constructivity of nature based on the intensity of sensation. Following the example of his beloved Epicurus,—whom he read through Lucretius’
writing—Cezanne understood nature as a function of mechanical balance and imbalance created by the movement of ever-changing minuscule
particles, a power that appeals to sensations.

%3  However, does the same hold true when the word “production” is changed to “creation”? If creation consists in making something one has never made
or seen before, wouldn’t that be extremely similar to discovery?

%4  Marcel Duchamp’s “The Creative Act” offers one of the most insightful understandings of medium that enables artistic creation. A medium is, in itself,
an inert matter. However, through its permeability, the medium generates, or enables the mutual transfer of, different concepts between the author and
the viewer, or even between the phases of production and result within the same artist. Duchamp defines this gap as the function that makes creativity
possible: “art coefficient.”

%5  Fujiko Nakaya is known among her friends as an expert cook who for more than fifty years has offered food to many artists and thinkers. Numerous
important discussions were held during dinners she organized. Since the 1960s, many new artistic movements were literally nourished by Fujiko. For
instance, the activities of Western avant-garde artists and critics who visited Japan, such as Robert Rauschenberg, John Cage, Bill Viola, or Merce
Cunningham who did not like eating out, were supported by her cooking. It is not an exaggeration to say that young artists, including myself, were
brought up by her. However, such activity has been regarded as a mere infrastructure of art, and almost systematically excluded from the discourse on
artistic expression. But in order to understand what a medium is, we must realize that such activity is deeply connected to the nature of how a medium
functions. The super-structure is merely the tip of an iceberg. Its generation is conditioned by the material infrastructures including food and cooking.
The exclusion of such infrastructures is analogous to the biased act of aesthetically selecting the few beautiful snow crystals from the process of snow
generation that produces countless irregular crystals.

%6 The determination of forms of expression by forms of distribution and presentation is not only the problem of film and video, but also that of painting
and sculpture. For instance, the frame (external shape) of a painting, similar to the installation form of sculpture, is determined by the requirements of
presentation and distribution forms, and not by the intrinsic necessity of the medium. The various characteristics of film apparatus that Rosalind Krauss
analyzed in “Reinventing the Medium,” were originally derived from the mechanization of distribution and presentation form, which produced in
mechanisms to process multiple information. For instance, the black inserted by the shutter blade to make explicit the articulation between film frames
has a similar function to the architectural partition of space, the layout of comics, or the frame of painting: a contrivance to mechanically articulate the
multiplicity and variety of information to prevent confusion, and to forcefully and efficiently connect and synthesize the process of perception and
recognition in accordance to the unidirectional flow of time (narrative). Even if experimental film artists exposed the disjuncture inherent in this
mechanism, such manipulation was not any different from the pseudo-expansion and collapse of expressive forms through the development of shaped
canvas in painting which reflected the exterior frame of the canvas—the external form of presentation—into the content. Although the seemingly
exposed articulation or disjuncture, along with the act of fissuring, may be interpreted as suggesting a path towards hybridity of forms, what is taking
place is not more than a redundant extravagance and squandering of existing forms, which does not lead to any further development. Simply put, all it
does is to produce an alienating effect which depends on existing forms of presentation and distribution. In any case, such analysis only seems to
demonstrate a naive submission to the form of presentation which attempts to reify the innumerable processes of perception and drive as a mechanism.

%7 In 1974, Fujiko developed Statics of an Egg into an installation called Standing an Egg. A basket with an actual egg was placed on a desk placed in
front of the three monitors displaying the video work, so that audience members could also attempt the same task. It is said that in front of the
monitors, any visitor could easily stand an egg, as if they were suddenly in sync with the happenstances in the video. The video thus functioned to
demonstrate the time of “the First Day of Spring” which synchronized the multiple acts of making an egg stand.

%8 Andrei Tarkovsky’s Nostalghia (1983) contains a famous scene where a character crosses a dried-up hot spring pool without letting the candlelight he is
holding die, shot without any cuts. This scene succeeds in inserting into the fictional frame of the movie (the patio-temporal frame imposed by its form
of distribution) a real event/time that transcends it (the actual time it took to accomplish the task after many failures, as is captured in the film). The
event is always reenacted as a miracle.

%9 Dogen (1200-1253): Japanese Buddhist priest, philosopher, and founder of the Soto school of Zen in Japan.

10 For instance, Ukichiro Nakaya’s saying “Snow crystals are letters sent from heaven” is well known. But this letter was not written for someone
particular. “The ‘mountains and water’ of which | am speaking at the present moment are a manifestation of the words and ways of former Buddhas.”
(Shobogenzo, On the Spiritual Discourse of the Mountains and the Water) Similarly, “snow” is also a word/way that has been written since ancient
times. The act of reading these words generates the person reading, no matter when this takes place (it could be tens of thousands of years later).
Such is the significance of internalization. | as a subject is in this way discovered and generated. A letter written in ancient times (a time that could be
any), creates the reader/human. In this sense, it is suggestive that Ukichiro Nakaya focused on the research of ice-caps in Greenland in his later years.
—*“An ice-cap is snow that has accumulated from ancient times without melting, which was condensed by its own weight and turned into ice. That
is why when you extract a sample of ice from the depth of an ice-cap you will get water from the past. The deeper you go, the more ancient the
water becomes. Furthermore, the ice forming the ice-cap contains many air bubbles. When the snow was condensed into becoming ice, the air
inside the snow became entrapped inside the ice as air bubbles. That is why the air inside the bubble is the air from the past. Actual samples of air
and ice from several thousands or tens of thousands of years ago are preserved inside the icecap. If one used this natural archive in a clever
manner, it might be possible to extract some knowledge about long-term climate changes.” (Ukichiro Nakaya “Moon World in White”, 1957)

#1

This characteristic of video/television was accurately shown in the midnight scene from Poltergeist (1982) where the white noise displayed on the TV
monitor enwraps and swallows the body of a young girl—reminiscent of how fog enwraps our bodies.

#12 It is by showing that “the fog is not that fog” and “that fog is also a fog,” that “being fog” becomes manifest.

%13 Contrary to most “conceptual art” works that merely criticize an existing concept to momentarily annul it, Fujiko Nakaya’s work internalizes the
momentum and movement of a concept being generated as an incident (criticism thus develops into production).
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A X = F Fujiko Nakaya
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Born in Sapporo in 1933 as the second daughter of Ukichiro Nakaya. Graduated from Northwestern University in the U.S. Participated
in E.A.T. (Experiments in Art and Technology), an experimental group focusing on collaborations between art and science that was
formed in New York in 1966. While active with the group, Nakaya showed her first “fog sculpture” made with artificial fog in the Pepsi
Pavilion at the Osaka Expo in 1970. Since then, she has used artificial fog to create environmental sculptures, parks, installations, and
performances all over the world. She has also produced collaborations with artists from other genres, including architecture, music,
dance, and light. In the 1970s, Nakaya began making video works and in 1980, she established Video Gallery SCAN in Harajuku. In
2008, she received the Special Achievement Prize at the Japan Media Arts Festival, and in 2017, she was made a Commander of the
Order of Arts and Letters by the French government. Among her most notable works are Foggy Forest (Children’s Forest, Showa Kinen
Park, 1992), FO.G. (Guggenheim Museum Bilbao, 1999), Tales of Ugetsu (Yokohama Triennale 2008), Veil (Philip Johnson’s Glass
House, New Canaan, 2014), and London Fog (Tate Modern, London, 2017).

Selected Works

2017 “London Fog,” Tate Modern, London, UK

2015 “St. Cuthbert Cathedral,” Lumiére Durham 2015, Durham, UK

2014 “Veil,” The Philip Johnson Glass House, New Canaan, USA

2013 “Standing Cloud,” Parc du Goualoup, Chaumont-sur-Loire, France

2013 “Fog Square,” Nuit Blanche Paris 2013, Place de la République, Paris, France

2012 “Living Chasm-Cockatoo Island,” The 18th Biennale of Sydney, Australia

2009  “Talk to Fog,” Taoyuan County Performing Arts Center, Taoyuan, Taiwan (Permanent Installation)

2008 “Tales of Ugetsu,” Yokohama Triennale 2008, Sankeien Outer Garden, Yokohama, Japan

1999  “F.O.G.,” Guggenheim Museum Bilbao, Spain (Permanent Collection)

1994 “Greenland Glacial Moraine Garden,” Nakaya Ukichiro Museum of Snow and Ice, Kaga, Japan (Permanent Installation)
1992 “Foggy Forest,” Showa Kinen Park, Tachikawa, Japan (Permanent Installation)

1988 “Skyline,” Parc de la Villette, Paris, France

1983  “Foggy Wake in a Desert: An Ecosphere,” National Gallery of Australia, Canberra, Australia (Permanent Collection)
1980  “Opal Loop/Cloud Installation,” in collaboration with Trisha Brown Dance Company, New York City, USA

1970 “Pepsi Pavilion,” Expo’70, Osaka, Japan

R A FEER Ukichiro Nakaya (1900-62)
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Born in Kaga, Ishikawa Prefecture. Ukichiro Nakaya was one of Japan’s most prominent scientists, and an experimental physicist who
established the foundation for glaciology. Nakaya is known for the quote, “Snow crystals are letters sent from heaven.” In 1930, he
accepted a teaching post at Hokkaido University, and in 1932, he began studying snow crystals. In 1936, he successfully made the
world’s first artificial snow crystals. In 1952, Nakaya moved to the U.S., and continued to study ice, frost, fog, and the ice caps of
Greenland. In 1962, while engaged in this research, Nakaya unfortunately succumbed to an illness. His most notable published works
include Snow (Iwanami Shoten, 1938), Snow Research: The Form and Formation of Snow Crystals (lwanami Shoten, 1949), Snow
Crystals: Natural and Atrtificial (Harvard University Press, 1954), and Ice in the Arctic (Houbunkan, 1958). In 1994, the Nakaya Ukichiro
Museum of Snow and Ice was opened in Kaga, Nakaya’s birthplace, in recognition of his achievements.
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