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PREFACE

Eikoh Hosoe
Photographer

Through a pinhole, Yasu Suzuka in fact captures waves of energy 

that have  streamed  through space from the sun to bless our earth 

and give power to life.  His series  of  8x10 pinhole photographs that 

won the   Grand Prix Découverte at the Arles 2004 Rencontres de la 

Photographie  are among Suzuka’s most unforgettable  art works.   

Traveling the coastal areas of the Japanese archipelago with his 

pinhole camera, he determines the direction of sunrise and sets up 

before dawn to capture the moment the sun ascends from the sea. 

While facing the sun the artist prays. Like the ancients who, with 

awe and admiration toward nature, revered this great kami “divinity,” 

Suzuka worships through his pinhole camera, as if to physically share 

in their age-old rituals. In this regard, he partakes in a devotional 

trust and love of nature and humanity.

As the sun gradually spreads over the sea, it connects the many 

sacred places of worship throughout the world upon which Suzuka 

continues his tireless quest as an artist. It is this heartfelt passion of 

Suzuka’s, so full of curiosity, experiment and energy, that I find so 

appealing. I can’t wait to see what new and different worlds he will 

encounter on his endless journey as an artist.
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Four of the fourteen or so tectonic plates forming the surface of the earth 

collide within the Japanese Archipelago, their mutual compression forcing 

one plate to sink beneath the other in extremely complex and volatile 

surface upheavals.

Out of the 900-some magnitude 7+ earthquakes that have occurred 

across the planet in the last ninety years, 10% have struck these small 

islands. Such is this hotbed of seismic and volcanic activity, furthermore 

swept by frequent typhoons every year, that people since ancient times have 

inevitably felt powerless before the forces of nature.

On the other hand, the cold Chishima Current and warm Kuroshio 

Current that meet in the coastal seas around Japan host an abundance 

of plankton, upon which the sea life of both currents feed, making for 

ideal f ishing. Moreover, Japan’s changing seasons provide a rich and 

varied banquet of edible crops, so people might l ikewise easi ly feel 

blessed by nature.

Western rationalist thinking was never at home in these climes. Rather 

than striving to control nature on human terms, dwelling in Japan has 

meant attentively reading the mysteries of nature with humility and 

resolve, knowing that all might be lost come the next natural disaster. This 

resignation, that lets us give thanks for being alive here and now, is the faith 

of the Japanese.

A gigantic median tectonic line runs the length of Japan, east-to-

west. Violent subterranean activity may cause frequent earthquakes, but 

a wealth of mineral resources are found along this fault line as well as 

many of Japan’s most sacred sites from Kashima Shrine in the east, Suwa 

Shrine, Toyokawa Inari Shrine, Togakushi Shrine, Ise Shrine, Mt. Koya, 

to Takachiho in the west. Both the ancient island sanctum of Miyajima 

and the nature preserve island of Yakushima are entirely granite, slowly 

solidified from magma water-cooled deep underground several hundred 

thousand to millions of years ago. While common in the rock formations 

of continental landmasses, most deep-set granite tends to spread far and 

wide at great depths. Whereas at a tectonic plate interzone like the Japanese 

Archipelago, orogenic folding pressures force it up to the surface, laden with 

intense deposits of uranium, thorium and potassium that give off high levels 

of natural radiation.  

The soil of eastern Gifu Prefecture, where Japan’s largest uranium ore 

deposits are mined, rests on granite from some 70 million years ago. This 

area, which produces half of Japan’s ceramics, including the famous Mino 

pottery, was revered in ancient times as where the sun goddess Amaterasu’s 

umbilical cord was kept. Today it is the site of a nuclear fusion laboratory 

and an ultra-deep underground facility for contained disposal of highly 

radioactive wastes.

Looking overseas, we see uranium mines at Native American Hopi and 

Navajo sacred sites, while the Kakadu uranium veins in Australia also run 

beneath sacred Aboriginal dreamings. The ancestral guardians of these sites 

have foretold that ravaging these places will unleash terrible destructive 

forces on the world. Realistically speaking, the uranium mined at these sites 

could be used to make nuclear weapons that would kill multitudes, while 

the mining itself would expose surroundings to deadly radioactive pollution.

One thing known for certain, however, is that we find strong correlations 

between mineral veins, water tables, geomagnetism, natural radiation, etc. 

and many sacred sites where the power of nature can be readily felt. In 

other words, it isn’t just superstition that attracts people to sacred sites. 

Even without conceptual understanding, our animal body senses pick up on 

something at these places, though what we make of it depends on our own 

propensities.

The forces of nature are not to be slighted. The giant tsunami that 

struck the Tohoku region in March 2011 did not stop at the destruction 
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of the natural the environment, but knocked out a nuclear power station, 

releasing vast amounts of radioactive materials whose spread we still do 

not know how to contain. This major disaster has shown us where human 

pride can lead.

Nature gives people many blessings. Sometimes confronting us as if to 

test our mettle, only to bring forth bounties yet again. Such are the cycles 

of nature. 

Nonetheless, our anthropocentric rationality makes us value human 

convenience over the natural course of things. We also tend to view nature 

as something to manage and utilise to the fullest. As a result, we distort 

the workings of nature and break the cycles of bounty, thus unwittingly 

bringing greater misfortune on ourselves.

Whereas most contemporary artists play upon the tragicomedies of 

human society, pandering to social whims to offer f leeting consolation, 

Yasu Suzuka exists in a continuum largely removed from the prevailing 

milieu. A traveller first and artist second, he goes out and visits different 

environs, actually experiences the land and air and water, physically mingles 

with people of diverse values. He remembers sensations in their reality, for 

without that there is no judging anything. Someone who travels becomes 

acutely sensitised like insects or wild animals to the rustling of the trees, 

shapes of clouds, phases of the moon, direction of the wind, changes in 

air pressure, intimations of subterranean forces, air currents and magnetic 

fields, things of no significance to rational human society.

Thus, being physically sensitised by his travels, Suzuka relies not only 

on seeing and hearing, but also apprehends minute physical and chemical 

reactions in things when setting up his pinhole camera. Likewise, the “sacred 

sites” he has been photographing since 1988 are not restricted to famous 

sanctuaries, but include places where he simply senses relatively stronger 

physical stimuli.

The travel ler Suzuka’s chosen means of expression, far from rational 

norms, is to face nature while standing on the side of nature. He carries 

a cumbersome 8x10-inch box to remote locations, sets it up on a tripod 

aligned precisely with the solar azimuth, and waits over long exposures for 

the sun’s rays to converge though a tiny 0.3mm opening into images. During 

these times he merely feels nature breathing, never sure if he’s captured 

anything worthwhile until he develops his film.

Of course, inasmuch as photography consists of cropping a section of 

the world and trying to express something within that schema, photos 

characteristically show a limited anthropocentric view. Even the sky or a 

forest will provoke completely different emotions when experienced in their 

entirety as against partially sampled via a camera. Photos are no match for 

the vastness of nature, which is why it’s so hard to depict the true natural 

state of the world.

Today’s cameras are extremely compact and portable, with 1/8000 

second shutter speeds faster than the human eye and ultra-sensitive digital 

receptors that enable shooting in near-total darkness. Highly convenient 

and practical, they even allow us to check what we’ve shot on the spot and 

re-shoot if need be. Using these high-performance features, people cut up 

vistas piecemeal to their liking and compete to see who’s better or worse 

at snipping, whose sightings seem more successful. As a result, the most 

important transitional interface of spiritual communion between the self 

and the landscape beyond is trimmed away and discarded.

That hazy border area is exactly what Suzuka attempts to reveal when 

he focuses on coaxing the abundance of time that enfolds the natural 

world to condense through a pinhole. Not slicing up the world, but rather 

a concentrated effort to outwardly fix his spiritual response to the world 

in some meaningful form. The visuals that come closest are like the best 

landscape paintings: not realistic representations of nature, but windows 
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onto a profound f lowing time-space transcending all human scale, which is 

exactly what invites our mind to move about in them to such depths.

While chance and intuition play a major role in Suzuka’s creative activities, 

they are by no means the only factors. Experience amassed through 

persevering for so long at this one thing has given him an awareness in 

the f lesh to the ways of nature, and he has furthermore studied almanacs, 

astronomy and the accumulated wisdom of the ancients in order to get 

closer to those ways. The position of the sun and stars, phases of the moon 

and tides, everything relates intimately to reality here on the earth’s surface.

Effects may vary enormously. His landscapes, for instance, wi l l 

occasionally f lare into rainbow colours due to the copper or aluminium 

around the pinhole. Everything that becomes the work, including developing 

the image on photosensitised material, is a chemical reaction. Lengthy 

exposure time means absorbing not only the qualities of sunlight, but also 

moisture and temperature, perhaps even trace amounts of natural radiation 

unique to each sacred site. Which is why he chooses where and when to 

position his camera not only by sight, but mobilises his entire knowledge 

and sensibilities as well. While he entrusts the outcome to the wondrous 

workings of heaven with utmost guileless humility, the moment he faces a 

vista, preparing for it involves the whole of his life up to that point.

In this sense, Suzuka’s works are pure ichigo ichie “one-time one-encounter” 

unrepeatable syntheses. It takes great dedication; hurried attempts to touch 

things up inevitably result in f laws. And while he places great importance 

upon the harmony born of going with the f low, correctly reading his timing 

is equally crucial,  but constant application has made him adept at both.

Yet even if his preparations are perfect, without a self less equanimity 

that assumes results don’t really matter, he’d never go on lugging that big 

camera off into the wilds and setting up those long exposures, not knowing 

for certain if he’ll get a good shot. He can relax because he does not put 

himself forward in opposition to the scenery. Free from selfish desire, 

Suzuka simply waits and respectfully communes with nature, letting the 

surroundings embrace him. 

This waiting stance eliminates the subject ‘Suzuka.’ These are not 

photos Suzuka has intentionally snipped away; something latent in the 

landscape is speaking forth in its own voice. Subject and object, here and 

there, photographer and photographed, all such dichotomies are absolved 

into a greater wholly affirmative realm accepting of everything as-is.

Deep wait ing leads to deep t rust and deep aff i rmation, a fa ith 

encompassing something beyond human knowledge, without which his 

works would not exist. That faith acts as a catalyst between all things that 

might otherwise stand in opposition.

In recent years, many New Agers have taken to visiting ‘power spots’ to escape 

from the stress and constraints of regulated society. An oversimplification 

as criticisms go, still it does indicate widespread elements in contemporary 

society are seeking values other than rational common sense. And yet, even 

on visiting sacred sites, there’s no guarantee they’ll feel anything. Diverse 

conditions prevail, many so-called seekers only selfishly crave ‘success’ or 

‘romance,’ and increasing numbers show shockingly bad manners at such 

holy places, all because their awareness is distorted.

It’s a wonderful thing to work as an artist and give back to people some 

sense of the sacred in things they can all-too-easily lose to the daily grind. 

An artist’s works can teach us to respect this short life and make us aware 

there are ways to live in harmony with nature; they can return the human 

spirit to a sacred place.

This is nothing less than the power to alter our thinking and save us. 

Whatever our nationality or religion or affiliation, whatever the times or 
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social circumstances, anyone encountering Suzuka’s works will recognize a 

certain familiar, comforting vision. Sometimes the pathos and gratitude will 

be accompanied by introspection and longing. Such is the universal power 

of art.

Only a self-effacing artist who humbly obeys the laws of nature and has 

learned how to bestow heaven’s bounty can connect with the whole world 

through a single work. This truth remains unchanged in past and present, 

East and West.

* **

Translation: Alfred Birnbaum
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Unlike a commercia l ly produced camera, the pinhole technique does 

not require a conventional lens to produce a reasonably clear image. The 

aperture of a pinhole camera is a small hole with a simple shutter attached. 

It is the most basic or primitive types of camera.

The way to produce a clear image with a pinhole camera differs from 

that of a conventional camera. After aiming the pinhole camera at the 

subject, one has to carefully measure the amount of light coming into the 

small hole, and because of its tiny diameter, the exposure is longer than that 

of a conventional camera. Exposure times can range anywhere from a few 

seconds to a half an hour or more.

Imagine capturing an image utilizing your senses rather than relying 

on mechanica l techniques. You can open up a fantast ic new world 

of possibi l ities not l imited by what you see with your naked eye or 

conventional technologies.

Unlike conventional photography, the pinhole camera isn’t meant to 

capture that immediate moment, but rather to slowly record the passing 

of time, the f lowing clouds, the ever-changing light and the evolving scene 

through its small hole. This process grants us a sense of time that early man 

once lived with day in and day out—the cycles of the sun, getting up at 

sunrise and going to bed at sunset. This is a feeling lost and long forgotten 

among most modern people of today.

THE PINHOLE CAMERA
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# 0001

Cape Muroto, Kochi, Shikoku, Japan 

1988

FIRST PHOTO

It was the Spring Equinox of 1988 and I was traveling in Shikoku. I had brought my 8x10 camera but had no lens. So I decided to try to use it as a pinhole camera and photograph 

the sunrise from Cape Muroto. During that time my mother was bedridden in a hospital suffering from cancer and her death was not far off. 

I carried a compass that day, so when I took the my exposure I faced east towards the sunrise, the direction of Tokyo where my mother was. 

During the exposure I prayed for a cure to my mother’s illness. And that was my very first image in my series Wind Mandala. 

I could not know the results, whether I had taken a decent image or not. And I thought how interesting this is!
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# 0008

Santa Monica, California, USA

1989

# 0003

Niigata-Kashiwazaki, Japan

1988
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# 0101

Holbrook, Arizona, USA

1989

# 0103

Monument Valley, Arizona, USA

1989
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# 0104

Death Valley, California, USA

1989

# 0113

Monument Valley, Arizona, USA

1989
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# 0114

Monument Valley, Arizona, USA

1989

# 0210

Santa Monica, California, USA

1989
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# 0309

Rebun, Hokkaido, Japan

1990

REBUN

People can only see things that happen from moment to moment. Taking a scene with a regular camera can be boring. 

The f lowing of clouds in this photo were created by a distant, invisible wind. The wind may be warm or cool, come from the east or west; it can be felt but not seen. 

So in this photograph of Rebun I did not see the colors or the f low of distant clouds, but they were recorded all the same by the pinhole. 

This is one meaning of Wind Mandala.
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# 0308

Cape Erimo, Hokkaido, Japan

1990

# 0310

Oshinkoshin, Hokkaido, Japan

1990
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# 0411

Okinoshima, Shimane, Japan

1991

# 0530

Enbetsu, Hokkaido, Japan

1992
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# 0524

Sarobetsu, Hokkaido, Japan

1992

SAROBETSU

I was in Hokkaido and the temperature was minus 20. The batteries in my Nikon failed—the first time it had ever happened. I also wondered if the pinhole would work in the biting wind. 

Luckily I had a heavy tripod, but I froze my bare hands trying to set it up. In the blowing snow, the sun only appeared for about 5 minutes, but the exposure was 20 minutes. 

The pinhole recorded a beauty that our human eyes cannot see.  
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# 0532

Rumoi, Hokkaido, Japan

1992

# 0548

Echigonanaura, Niigata, Japan

1992



034 035

# 0551

Kashiwazaki, Niigata, Japan

1992

ICHIGO ICHIE

I set up the tripod and umbrella, and made my exposure in a soft rain. 

After a while, maybe for two minutes or so, a brilliant awe-inspiring red sun appeared in the gap between the clouds and sea. 

You cannot see the sun in the photo, but this image was burned in my mind. 

Every time I look at this image, I remember the words I received from Eikoh Hosoe: “The heart of photography is ichigo ichie”—each encounter happens only once. 

I still cherish these words.
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# 0620

Hawai ’i, USA

1992

# 0624

Hawai ’i, USA

1992
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# 0671

Bise, Okinawa, Japan

1993

# 0685

Oku, Okinawa, Japan

1993
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# 0686

Oku, Okinawa, Japan

1993

# 0707

Lombok, Indonesia

1993
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# 0709

Lombok, Indonesia

1993

# 0714

Lombok, Indonesia

1993
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# 0808

Silk Road, Dunhuang, China

1995

# 0814

Silk Road, Turfan Wilayiti, China

1995
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# 0815

Silk Road, Turfan Wilayiti, China

1995

# 0817

Silk Road, Kumutage Desert, China

1995
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# 0819

Silk Road, Ayding Lake, Kumutage Desert, China

1995

SILK ROAD

This was my first trip to the Silk Road. My guide, a Uyghur boy from Turfan, took me on a trip into the desert in a little Suzuki. 

During our travels we encountered a dry salt lake. Its surface was hard and crunchy. 

However, underneath the salty crust was a sticky mud and when I walked out on to it I sunk in knee-deep and could not move. It was hot, about 50 degrees centigrade, 

so I was in a scary predicament. Fortunately, my guide was able to reach me and eventually pull me out by using my large tripod which could extend over two meters. 

If he had not been there I would have died.
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# 0822

Silk Road, Tianshan Tianchi, China

1995

# 0855

Yumigahama, Tottori, Japan

1995
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# 0856

Yumigahama, Tottori, Japan

1995

# 0904

Vancouver, Canada

1996



054 055

# 0920

Big Sur, California, USA

1996

# 0955

Pokhara, Nepal

1997
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# 0971

Awajishima, Hyogo, Japan

1997

# 0981

Inubosaki, Chiba, Japan

1998
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# 0987

Ooarai, Ibaraki, Japan

1998

# 0989

Kujukuri, Chiba, Japan

1998



060 061

# 0998

Numazu, Shizuoka, Japan

1998

#1003

Iwaki, Fukushima, Japan

1998



062 063

#1007

Miyako, Iwate, Japan

1998

#1008

Shiriyazaki, Aomori, Japan

1998
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#1010

Oma, Aomori, Japan

1998

CANVAS

Oma means “large gap.” It was famous as a port where large bluefin tuna were brought in. I arrived at this location too late and had missed the sun set. 

I set up my tripod anyway and made an exposure until it got completely dark, about thirty minutes. I never saw the sun and thought the shot was probably no good. 

But light from the sinking sun and moving clouds created this picture. The clouds became a canvas for the last light of the sun.
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#1051

Nanseicho, Mie, Japan

1998

#1105

Uluru (Ayers Rock) , Australia

1998
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#1116

Sanctuary, Australia

1999

#1119

Gold Coast, Australia

1999
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#1150

Noto, Ishikawa, Japan

1999

#1157

Che Suk Kang (Yellow Sea) , South Korea

2000
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#1201

Cape Kandori, Yamaguchi, Japan

2000

#1203

Amakusa, Kumamoto, Japan

2000
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#1217

Cape Sata, Kagoshima, Japan

2000

#1220

Sakurajima, Kagoshima, Japan

2000
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#1251

Cebu, Philippines

2001

#1307

Cape Ashizuri, Kochi, Japan

2001
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#1353

Cape Muroto, Kochi, Japan

2001

#1359

Cape Ashizuri, Kochi, Japan

2002
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#2012

Uxmal, Yucatan, Mexico

2003

#2023

Chichen Itza, Yucatan, Mexico

2003
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#2037

Playa, Mexico

2003

#2052

Miyakojima, Okinawa, Japan

2004
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#2151

Isejingu, Mie, Japan (Winter Solstice)

2004

#2207

Irabujima, Okinawa, Japan

2004



086 087

#2251

Shiraishijima, Okayama, Japan

2005

#2304

Varanasi, India

2005
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#2316

Bodhgaya, India

2005

#2355

Meotoiwa, Mie, Japan (Summer Solstice)

2005
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#2401

Cape Muroto, Kochi, Japan

2005

#2605

Stonehenge, United Kingdom

2006
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#2622

Nuraghe, Sardegna, Italy

2006

#2701

Iyo, Ehime, Japan

2001



094 095

#2759

Miyakojima, Okinawa, Japan

2007

THE DOUBLE SUN

I was so surprised when I got this film back from development. The sun had been covered with clouds so I wondered how it could ever appear in this image. 

Such an image would not be possible if taken in a single moment; it could only happen in a long exposure—this one was around twenty seconds, making the ref lection become ever brighter. 

This is how I received such a mysterious pinhole image as this one.
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#2790

Mt. Fuji, Shizuoka, Japan

2007

#2800

Kishima, Okayama, Japan

2007
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#2807

Cape Hinode, Hokkaido, Japan

2008

#2852

Cape Muroto, Kochi, Japan

2008
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#2854

Aki, Kochi, Japan

2008

#2905

Mt. Fuji, Shizuoka, Japan

2008
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#2955

Rishiri, Hokkaido, Japan

2008

#2958

Sarobestu, Hokkaido, Japan

2008
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#2965

Sakata, Yamagata, Japan

2008

#2969

Sado, Niigata, Japan

2008
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#2974

Sado, Niigata, Japan

2008

#3011

Monbetsu, Hokkaido, Japan

2008
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#3013

Monbetsu, Hokkaido, Japan

2008

#3016

Saruru, Hokkaido, Japan

2008
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#3017

Saruru, Hokkaido, Japan

2008

#3023

Oshinkoshin, Hokkaido, Japan

2008
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#3024

Shiretoko, Hokkaido, Japan

2008

#3026

Saruru, Hokkaido, Japan

2008
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#3051

Nachi, Wakayama, Japan

2008

#3053

Kamikura, Shingu, Wakayama, Japan

2008



116 117

#3103

Oogami, Miwayama, Nara, Japan

2008

#3151

Horyuji Temple, Nara, Japan

2008
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#3203

Lake Biwa, Shiga, Japan

2008

#3251

Mt. Asogogaku, Kumamoto, Japan

2009
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#3252

Mt. Asogogaku, Kumamoto, Japan

2009

#3259

Takachiho, Miyazaki, Japan

2009
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#3402

Koyasan, Wakayama, Japan

2009

#3502

Astronomical Observatory, Kyongju, South Korea

2009
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ON HIROSHIMA AND WORLD PEACE

A question came to me one day: Where is the sacred place for all humanity? 

The sun is sacred in itself, but it is not a place. Since the invention of aircraft the world has become more global, time shorter, and wars bigger. 

Within this there is however a sacred ground for all humanity, not just for one country or one people or one religion. But a sacred ground common to all humanity—Hiroshima. 

On August 6th at 8:15am the atomic bomb detonated 500 meters above the dome, creating the pikadon or atomic f lash. 

People don’t want to hear about this moment, but for me we have to think about it positively. If the human race starts a world war again, we are probably finished. 

It will be a hundred or a thousand times worse than Hiroshima. We thus must preserve this, never to forget it, and that is why Hiroshima is a sacred ground for all humanity.  

I wanted to take a pinhole image fifty to a hundred meters from the site of the blast on August sixth at 8:15, but the angle wasn’t right and the sun was too high. 

So I made an image again in September around the time of the Autumn Equinox, a month and a half later. 

At that time, the angle was just right for the sun to appear at the point where the atomic f lash appeared in the sky. 

Unlike a single moment, the exposure took about 20 seconds and the light of the sun entered the pinhole directly. 

#3560

Atomic Bomb Dome, Hiroshima, Japan

2009
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#3563

Atomic Bomb Dome, Hiroshima, Japan

2009

#4009

Pura Uluwatu, Bali, Indonesia

2011
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#4021

Mas Atelier, Bali, Indonesia

2011

#4014

Pura Uluwatu, Bali, Indonesia

2011
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#4035

Borobudur Temple, Indonesia

2012

#4036

Borobudur Temple, Indonesia

2012
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#4041

Prambanan Temple, Indonesia

2012

#4044

Ratu Boku Temple, Indonesia

2012
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#4046

Pura Taman Ayun, Bali, Indonesia

2012

#4049

Pura Taman Ayun, Bali, Indonesia

2013
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#4054

Pura Ulum Danu Bratun, Bali, Indonesia

2013

#4061

Pura Ulum Danu Batur, Bali, Indonesia

2013
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#4059

Pura Tanah Lot, Bali, Indonesia

2013

#4064

Mt. Agung from Sanur Beach, Bali, Indonesia

2013
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#4073

Candi Sukuh, Indonesia

2014

#4080

Candi Cetho, Indonesia

2014
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#4089

Pura Besakih, Bali, Indonesia

2014

#4094

Tulamben, Bali, Indonesia

2015
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#4100

Pengeragoan, Bali, Indonesia

2015

PLASTIC IN WATER

Near the end of one trip to Bali I made a photograph of the rising sun. Soon after I noticed  a lot of white objects in the ocean and wondered what they were.

When I came closer I was shocked by the amount of plastic that had come in with the tide—plastic bottles, and other objects, mostly from convenience stores. 

This new scenery hadn’t existed when I first came to Bali over twenty years ago. It is, of course, the result of the tourist trade. 

This image is a symbol of this problem.
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#4103

Amed Karangasem, Bali, Indonesia

2016

#4106

West Sumatra, Indonesia

2016
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#5018

Izumo, Shimane, Japan

2013

#5026

Kunisaki, Oita, Japan

2013
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#5032

Meotoiwa, Itoshima, Fukuoka, Japan

2014

#5033

Kumamoto Castle, Japan

2015
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#5035

Amakusa, Kumamoto, Japan

2015

#5043

Mati Si Temple, Sunan, China

2016
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#5044

Tianti Grottoes, Gansu, China

2016

# 6001

Izalco Volcano, El Salvador

2014
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# 6008

Punta Elefante, El Salvador

2014

#7009

Tongariki, Easter Island, Chile

2017
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#7012

Tahap, Easter Island, Chile

2017

EASTER ISLAND

This year I turned 70. It is also the 30th year since I began taking pinholes. My first image, captured at a sacred spot in Shikoku on the Vernal Equinox, was entirely by coincidence. 

Fortunately, I have been able to visit some locations a second time after the passage of decades, and this has given me a certain sadness because of the changes that have occured. 

Of course our technological civilization has given us many conveniences, but spiritually humankind as become poorer. 

And today there is a greater divide than ever between the rich and the poor.

My most recent trip was to Easter Island (March 2017). When I arrived I wondered how the island got this way and what had happened to its civilization. 

Of course this question has been on the minds of scholars and archeologists for years and no one really knows what occurred even now. 

According to speculation, it is possible that rather than cooperating with each other, the many island tribes began fighting among themselves when resources such as food and wood became scarce. 

The balance between the various tribes—and people and nature—had been broken. Easter is only a small island, but we can see the very same type of thing playing out in our world today. 

We can see the loss of natural balance all across the planet, and national, religious and racial divisions growing more pronounced day by day. This is a major problem.

As an artist who has been using pinhole for 30 years, going to sacred places, walking the earth, meeting Muslims and Christians, and so on, 

I am convinced we must go beyond our religions, our ethnicities, and our nationalities in order for life on earth to survive.
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LOCATIONS IN JAPAN

Chinese compass, col lection of Yasu Suzuka
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LOCATIONS IN THE WORLD
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CONVERSATIONS WITH YASU 
John Einarsen

Yasu Suzuka (b. 1947) belongs to a rebellious and innovative group of 

post-war artists who emerged from the cultural tumult of 60s Japan. 

After investigating and absorbing the ideas of American and European 

modern art, these artists refocused their creative energies on exploring 

their Japanese roots, leading to a powerful new contemporary art in Japan. 

After spending 1975 in America on a Fulbright Scholarship, Suzuka began 

to find inspiration in Asian religious practices and philosophy—esoteric 

Buddhism, Taoism, Hinduism, the arts of divination—inyo gogyo (yin-yang 

and the Five Phases) and the I-Ching (The Book of Changes),1 sencha tea practice,2 

washi papermaking, the importance of en (the one-time chance encounter) 

and Buddhist compassion and humility. 

Working primarily in the mediums of printmaking, photography and 

installation, Suzuka’s major long-term works address the nature of time, 

balance, and “coincidence and consequence.” Wind Mandala is his major 

ongoing series of pinhole photographs of the rising and setting sun from 

points along the Japanese coastline and of sacred sites around the world. 

Samsara, a spin-off of Wind Mandala, is a collection of objects that Suzuka 

has picked up from the coastal areas he has visited. His monumental 

masterwork Engi Mandala is a depiction of a random “chain of beings” he 

encountered on Shikoku’s 88-temple pilgrimage and beyond (exhibited as a 

large installation at Toji Temple in Kyoto in 2005). Nirvana Shirts are works 

made from old shirts that have been cut up and then reconstituted into new 

forms using Japanese papermaking techniques. Suzuka has been practicing 

traditional papermaking at the Awagami Paper Factory in Shikoku for decades. 

Suzuka’s concern for harmony and world peace are expressed in 

Interaction, a series of large-format black-and-white photographs of the hands 

of people of different religious backgrounds clasped in prayer, and Gassho 

Mandala : Hiroshima∞World Peace, which includes a pinhole photograph of the 

Hiroshima Dome taken on August 6th, 2011, 65 years after the end of the 

war. All of these works, as well as other projects, are ongoing and usually 

presented as installations and sometimes exhibited together. 

When it comes to his pinhole photographs, Suzuka bases his decisions 

on direction and day by using divination methods of the I Ching and inyo 

go-gyo. He also uses a variety of compasses, the kyureki koyomi (traditional 

Chinese almanac) and the GPS navigation system in his car to help him 

get to a location. All this is an extension of how he sees his place in the 

world—deeply connected to nature where things come about through 

coincidence and connection. He realizes he can only live in the universe 

through such one-time encounters, and makes them central to his art and 

life. An example of this is his sencha tea practice; he often carries a portable 

tea set with him wherever he goes so that he can share tea and precious time 

with whomever he encounters. 

I have met ‘Yasu’ many times over the years, including at his home in 

the hills north of Kyoto. Behind his house is a vegetable garden and rice 

fields that are tended by his son-in-law. Whenever I visit, he brings me to 

his tearoom to talk and share cups of sencha. On a recent visit he showed me 

an exquisite print he had made of the Heart Sutra, which was embossed on a 

background of gold leaf that shimmered in the afternoon light. The wooden 

frame for the print depicts intricately carved lotus leaves and f lowers. 

Suzuka, who now spends half his year in Bali, hired a Balinese artisan 

to complete this work. It expressed a deep spirituality that was attained 

through a lifetime of exploration.

What follows are selected excerpts from our many conversations.
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1

2

Inyo is Japanese for yin-yang—opposite yet complementary forces in nature such as 

light and dark, male and female, negative and positive. Go-gyo are the Five Phases, an 

ancient Chinese model of the universe that explains a wide array of phenomena. The I 

Ching, or The Book of Changes, is one of the oldest classics in China. The book describes 

a divination system that shows the balance of opposites, events as processes, and the 

inevitability of change. Suzuka’s first encounter with the I-Ching came from America 

artist John Cage who used it to compose music. 

Ingen, a Chinese priest who founded the Obaku sect of Zen Buddhism at Manpukuji in Uji 

in the Edo period, introduced this style of tea to Japan. Unlike chad , which uses green 

macha tea, sencha practice uses a high grade of tea called gyokuro that is prepared in 

small servings in tiny tea cups, and is, in general, more informal than chad .

Suzuka with his sencha tea set, Kyoto, 2017 (photograph by Hiroki Nakayama)
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St udent year s ,  A mer ica ,  and ident i t y

In my third year as a printmaking major at Tama Art University in 1968 

I won an important prize at Japanese Print Association exhibition, and 

was able to show my work in Yoseido, a famous print gallery in Ginza. 

The print, an image of Japanese noh masks, was a combination etching and 

woodblock. My concept was inyo [yin-yang], and I tried to show how the 

human face has opposites: a true face and a false face, a back and a front 

and so on. I am still exploring this first inspiration. 

Later I won the Grand Prix in the Tokyo International Print Biennale, 

the most important print show in Japan at the time. Famous artists like 

Yokoo Tadanori participated, and there was a kind of hanga [woodblock] 

boom happening, so I was very lucky. My work sold for 30,000 yen and I 

started to think I was going to be rich and famous. My first collector was 

an American. We became friends and went to jazz clubs in Yokohama. 

Later he became the cultural attaché of the American Center and helped me 

apply for a Fulbright Scholarship that enabled me to study in America.

Before that, on my first trip to America around 1970-71 I bought a 90-

day Greyhound Bus pass for $90. I had only brought a total of $500 with 

me, so the bus was my hotel. I traveled at night to LA, Chicago, Cleveland, 

New York, and that is how I learned about contemporary art in America. 

Under the Fulbright I decided to go to the San Francisco Art Institute to 

study printmaking, but it turned out that my silk-screen skills were better 

than those of my teacher. I was interested in film, but communicating 

in English was diff icult for that course. So I thought I could study 

photography. My teacher was Perkle Jones, a friend of Ansel Adams. He 

lived in Sausalito and sometimes invited his students for lunch. We ate off 

plates made by the famous Japanese folk-art potter Hamada Sh ji, but I 

had no idea who Hamada was. Jones couldn’t pronounce my full name, so 

he asked if he could just call me “Yasu”—I have kept that name ever since. 

Linda Connor, who used an 8x10 view camera, was teaching there too. 

During my stay in America I was able to meet Ansel Adams. He had 

just been to the “New Japanese Photography” exhibition at the New York 

Museum of Modern Art that included works by Eikoh Hosoe, Sh mei T

matsu, and Daid  Moriyama. I knew nothing about any of them at that time, 

but Mr. Adams was not contemptuous of my ignorance, rather he graciously 

spent some of his precious time on me. He was kind and he encouraged me 

to try anything I wanted. I have maintained this as my basic philosophy for 

both myself and the education of my students. Due to this encounter with 

the great photographer, I feel I should always be kind and broad-minded 

toward others. It was a short but valuable experience for me and I believe it 

fundamentally changed my attitude toward the creation of art. 

I had gone to America with the mistaken assumption that I would be able 

to ask questions, learn many things, and steal ideas. But to my surprise, 

everyone wanted to know about Japan—they were a lways asking me 

questions about Zen and Japanese culture. “Why are the rocks arranged in 

groups of five, three and two at the Ry anji rock garden?” They wanted to 

know if I had read the books by Zen philosopher Shunry  Suzuki or the tea 

master Okakura Tenshin. I could not answer their questions. So it was in 

America that the question of my own identity struck me hard. I had studied 

major contemporary artists in America, but hardly knew anything of the 

culture under my own two feet. I knew about yin-yang, but little else. So 

this led me back to my Asian roots; I began study Buddhism, the I-Ching 

and Asian philosophy.
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Pinhole photographs 

I first encountered the pinhole technique in America, but it did not serve 

as a cphilosophical underpinning for my art until much later. Eventually I 

bought a used 8x10 view camera without a lens at Gin’ichi Camera in Tokyo.

The beginning of my pinhole work a lmost three decades ago was a 

coincidence. I was on holiday and had just begun studying papermaking in 

Shikoku. It was the Spring Equinox of 1988 and I had brought my 8x10 

with me. As it had no lens, I decided to use it as a pinhole camera and 

photograph the sunrise from Cape Muroto. During that time my mother 

was bedridden in a hospital suffering from cancer and her death was not far 

off. She was a great admirer of K kai.3 Legend has it that K kai meditated 

in the Miroku-do, a sea cave at the very tip of Cape Muroto, where it is said 

he achieved satori.

I carried a compass that day, so when I set up the pinhole on the rooftop  

of my hotel I faced east towards the sunrise—the direction of Tokyo where 

my mother was. During the long exposure I prayed for a cure to my mother’s 

illness. And that was the first image in my pinhole series Wind Mandala. I 

could not know the results, whether I had taken a decent image or not. And 

I thought how interesting that was! -

After I returned to Kyoto and had the film developed, I found the 

photos had come out far better than I expected. That gave me real incentive 

to proceed down this path. Forty-nine days after my mother passed away 

on June 22nd I went to Niigata for n kotsu h y  [interning the bones in the 

family grave] and there I made another exposure. After that, I continued to 

visit different coastlines taking pinhole photos of sunrises, sunsets, light, 

wind and air. And eventually over a few decades, not unlike the Edo-period 

cartographer In  Tadataka,4 I had circled the Japanese archipelago—from 

Hokkaido, Honshu, Shikoku, Kyushu, all the way south to Okinawa, and I 

had also visited minor islands like Miyakojima, Sado and Awajishima.  The 

order of places was random. I went where I could during school breaks in 

spring and summer. Now I am on my second journey around and nearing 

my third decade. My mother led me here—if she had not been in the 

hospital, I would not have turned my camera toward the rising sun. 

During these travels, I use bamboo divination sticks, and a traditional 

Chinese a lmanac to determine which days to photograph and which 

direction to go. The final artwork then is produced mostly by chance. By 

using these tools to determine the actual circumstances of the location and 

time, I receive an image. In other words, I am at the mercy of the universe; I 

don’t take a photo but am led to it. It is a gift from the divine. It is important 

for me to maintain this attitude. This is all about coincidence or some kind 

of connection that will allow me to express myself fully. It is a quest for the 

meaning of “coincidence and consequence,” and my own feeling that we are 

all blessed with life and integrated with the universe. 

Photographing the sun from coastlines led me to visit sacred grounds 

around the world that were related to the sun. Places like the Mayan 

pyramids in Mexico, Stonehenge, Uluru, Borobudur, and Mount Fuji. It is 

said the kami dwell where the sun is. 

Often while waiting for the long pinhole exposures—sometimes over an 

hour) —I pick up castaway objects I found nearby. Samsara [“wandering” 

in Sanskrit, a cycle of aimless drifting, or reincarnation] is an installation 

inspired by these found objects, and is a consequence of my pinhole work. 

On Miyakojima I gathered pieces of coral. For some reason they were 

broken, bleached and washed ashore—they looked like bones. In Hokkaido 

I collected small pieces of driftwood and thought they would make a good 

balance to the coral in an artwork. These were remnants of both the sea and 

the land and eventually became part of an installation in 2007 that also 

featured pieces of plastic that I had collected on shorelines.

3

4

K kai (774-835), later to be called K b  Daishi, was a Buddhist monk who founded the 

Shingon (“True Word”) school of Japanese Buddhism. He also established the temple 

complex on Mount K ya and invented kana script. According to legend after chanting a 

mantra one million times in the Miroku Cave on Cape Muroto, a shooting star entered K

b  Daishi’s mouth and he became enlightened. He is called K kai (“sky-sea”), because 

those were the only things he could see from the entrance of his practice cave. Cape 

Muroto juts out into the Pacific from the southeasternmost tip of Shikoku Island.

In  Tadataka was a Japanese surveyor who is known for completing the first map of 

Japan by traveling some 35,000 kilometers around Japan’s coast. In 1821, three years 

after his death, In ’s map of the coastline of Japan was completed by his surveying team. 

His entire map work was published as Dai Nihon Enkai Yochi Zenzu (Maps of Japan’s 

Coastal Area).
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When I looked again at the places I had gathered theses objects on 

Google Earth, I found out how drastically the coasts had changed and 

developed, and I was able to identify clear lines of waste. As the subtitle 

of this work, “Visible to Invisible,” indicates, I strive for awareness of 

those things that change, that remain the same, that can be invisible and 

overlooked in a loop of time. 

Time and Balance

One of the most important elements in my art is the concept of time. 

My works have been created through “given” opportunities as part of a 

continuous time line or time loop. As I have always tried to capture specific 

time axes in the circulation of time, I have naturally been creating works 

under the concept of continuance. One example is the family photos that I 

took in front of my house every New Year’s since 1983. This series expresses 

not only time—changes to the scenery and the family—but also my way of life. 

     In the West time is conceived as linear, as in days following days—

Monday, Tuesday, Wednesday... and so on. Our modern economic system 

comes from the Western way of thinking about time. Unlike a journey 

where time is f luid, modern society conceives of time in terms of economic 

production, the “nine-to-five” mindset. This no doubt began with the 

industrial revolution in England. Where does this straight line of time lead? 

Somewhere it might go off a big cliff. So the Western conception of time 

is a problem for us. Instead of a straight line, my image of time is one of 

circulation; it is the shape of an expanding spiral. Now, as we boil water for 

our tea, steam rises through this tiny hole into the air, and later it will fall 

into the ocean and be absorbed—nothing is lost. Everything is circulating, 

in process, but in balance. So this is another keyword for me—“balance.”

Religions convey the importance of the balance between nature and man. 

We could live without nuclear power if we had fortitude, but fortitude has 

been devoured by greed and power (the most poisonous of all). Our world 

is out of balance—witness the gap between the super rich and the rest of us. 

Religion strives to limit desire and create balance within an individual. This 

is why it is so important.

In any case, the most important thing is to harmonize the in (yin) and 

the yo (yang) . The “spirit of harmonization” among heaven, earth and 

humans is essential. Heaven is “yang” and earth is “yin.” When yin and 

yang are in harmony, ki [energy f low] can exist among humans, and allow 

them to harmonize with each other and nature. Japanese people have 

humbly accepted their existence surrounded by a living and ever-changing 

natural world since ancient times, and have shown great respect to this 

spiritual and invisible power. I would like to cherish these connections and 

show my appreciation by making a tangible contribution through my art.
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1987
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1997

2002

Commencement

Above : Samsara instal lation (2013) ; below: found object, Cape Muroto
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Learning tea

I studied sencha tea with Ogawa Koraku, who, like me, taught at Kyoto 

University of Art and Design. This style of tea became popular among the 

literati of the Edo period. Cultured men such as the painter It  Jakuch  

and the itinerant tea seller and priest Baisa  were sencha tea practitioners. 

Sencha is a rite for communication. It is much freer than other schools of 

tea, and that is why it suits me. I can have my own style; I can serve tea in 

jeans rather than kimono. Sencha has over 200 different iemoto [headmaster], 

so it is more creative when it comes to style. Other schools will collapse 

under the weight of rules and the expensive cost of equipment, lessons and 

kimono. 

The 88-temple pilgr image

My father was a salaried worker and became a Buddhist only after my 

mother died. After her death he went on the Shikoku 88-temple pilgrimage 

on one of the memorial years of her passing5 and did it subsequently five 

times. And so I picked up the baton and donned my father’s white pilgrim 

vest and in honor of my mother made the pilgrimage in the 13th memorial 

year of her passing. I started on my birthday, August 8th, 2000, and ended 

August 8th, 2001.6 By coincidence the Tokyo Photography Museum knew 

of my plan and asked me to do an exhibition. The photographs I made on 

that journey became the Engi Mandala. It started with a portrait of a man who 

was at the first temple on the pilgrimage, and then that image was followed 

by a portrait of a pilgrim I met at the next temple holding the portrait of 

the man from the previous temple. I took portraits the same way at each 

temple along the route. These portraits became a photographic record of 

coincidental encounters, a “chain of people” that would never occur again. 

This project resulted in the participation of approximately 2,000 people 

and 2,000 photos, all based on chance. Engi means karma, fate. Altogether 

I made the pilgrimage three times and still maintain ties to some of the 

temples I visited.

A very important aspect of my work is taking the role of an outsourcer. 

Like an architect, I have a concept and then get other people to complete 

the work. So for my installation of the Engi Mandala at T ji Temple in Kyoto 

roughly two-thirds of the work was outsourced, so art is always a kind of 

collaboration. I use many tools made by others. Unlike the chance creation 

of my pinhole images, this requires careful planning and the cooperation of 

many people. 

Reincarnated sh irts

My series Nirvana Shirts is connected to rinne, the Buddhist cycle of birth and 

death. To make shirts, cotton is grown and gathered, dyed, woven together, 

someone makes a design, and buttons are made. We wear the shirt, it comes 

to fit our body, then holes appear and our mother tells us to throw it away. 

Using papermaking techniques I learned at Awagami Paper Factory,7 I 

“reincarnate” old shirts by cutting them into small pieces and then remake 

them. This process is related to the Buddhist idea of gedatsu, “to be liberated 
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5

6

7

According to Japanese customs following a death, memorial services are held daily 

for the first seven days, on the 49th and 100th day, depending on the region of Japan. 

After that, services are held on the Obon festival in August, which honor the dead. 

The death is also marked with memorial services on the 3rd and 5th, 7th and 13th 

years, and a number of times afterwards with the last being on the 33rd year.

Eight is an important number for Suzuka. It marks his birthday, but also when turned 

on its side becomes the symbol for “infinity.”

Suzuka first began his studies at the Awagami Paper Factory in 1988, the same year 

he took his f irst pinhole photograph. Awagami washi papers have been made in 

Tokushima Prefecture for eight generations. www.awagami.com 

E N G I  M A N DA L A , 2005, Toji Temple, Kyoto

from earthly desires.” To become pure. Great priests are able to do this only 

after many years of practice. When shirts have fulfilled their roles, instead 

of throwing them away, I wanted to recycle them once more as an act of 

purification.

In Japan people who thought differently appeared in the Meiji period 

[1868-1912]. Until then, people wore kimono, etc., but politicians and the 

wealthy were quick to adopt Western apparel, including hats and shoes. 

Sencha tea set
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On Beauty and Washi

Even though German papers are very f ine, Japanese washi papers are 

absolutely the most delicate and subtle in the world. Try spending a year 

working with them. Though similar, they are different even from Korean 

papers; mostly in their subtlety. For instance Japanese swords are very 

beautiful and extremely sharp. Japanese things often express a subtle 

precision, which results in a beguiling simplicity.

All of the different cultures along the Silk Road—India, Turkey, China, 

Korea—entered Japan, the endpoint of all this f low of culture. So Japan 

absorbed everything that came, but then only kept what was essential and 

tossed everything else aside. We made things simpler, but at the core of this 

simplicity thethe essence was retained. It is difficult to describe such beauty 

in words—Japanese washi has a gentleness and softness, yet it is not weak. It 

is also subtle and simple.

In photography we needed light-sensitized paper and chemicals. I used to 

like Kodak Ektar, which had rich blacks that would only emerge in a longer 

bath time with Dektol or Selektol Soft developers. People who know these 

processes will understand. I can’t express the wonderfulness of this analog 

technique in words, but now much of it is gone. 

So with its disappearance, and now using digital data, the best paper 

for me is washi. It took me a year of experimentation at the Awagami Paper 

Factory but I finally created my own paper for printing my photographs. 

It is not made from the common paper-producing woods—k zo, mitsumata, 

gampi. Instead I use take, bamboo, or a mixture of k zo and take. Each piece of 

paper I use is hand-made and unique. So combining these analog processes 

of hand-made paper and pinhole photographs created through chance with 

digital printing technology—this is the way forward into the future. 

On Bal i

Coming to Bali was fate. I first went in 1993 as a tourist. I built a house 

there three years ago and follow the customs when I am there, to carry my 

prayer beads, to offer f lowers to all the gods, burn incense and pray; this is 

my way of communicating with the locals and protecting my house. 
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9 Shinto is the native religion in Japan in which countless kami are venerated. Kami are sacred 

spirits that manifest in nature, in rocks, trees, rivers, mountains, waterfalls and so on.

Much has changed since I first visited, yet if you wander a bit outside the 

main tourist centers, you will find that much of Balinese culture and life 

has remained the same. Somewhat mysteriously, the ancient bonds between 

society, gods and nature have survived. 

Bali has a special character; in a country that is eighty percent Muslim, 

Bali’s religion is a syncretism of Hinduism, Esoteric Buddhism and local 

animism. The native respect to nature gods in Bali resembles Japanese 

Shinto,9 in which there are ya-o-yorozu no kami [“countless gods”]. Like the 

sun goddess Amaterasu in Japan, the holy Hindu trinity of Brahma, Shiva 

and Vishnu are represented by a symbol for the sun in Bali. And on the 

shrine atop Mt. Agung, there is a yin-yang mark, representing balance 

between the sun and moon, the land and the sea. I’ve often wondered why 

the Balinese have been able to preserve their culture, while religious practices 

and traditions in Japan have been in decline. This is perhaps because most 

young people in Japan go off to live in the big cities.

8 Eikoh Hosoe and T matsu Sh mei are two of the most important post-war photographers in 

Japan, and helped bring photography to the contemporary art scene at the time.

Left and right: Balinese holy men pray with a Japanese Buddhist priest in a ceremony for the Fukushima disaster in Japan (2011)

These became status symbols and the term hai-karaa [high-collar shirts] 

was coined. So in my shirt artworks, the collar and buttons stand out. You 

cannot wear them, but their beauty is pure. I have used people’s favorite 

shirts. Sometimes I have recycled the shirts of people who have passed 

away. For their relatives and acquaintances the new shirt artwork becomes 

a memorial. So you can imagine the deceased by looking at this art. This 

gets to what art is—something you cannot use, but can give you an image. 

A butsudan [household altar for ancestors] is similar. Your father or mother 

isn’t really there, but you can imagine them. Art creates a relationship.

Altogether I have reconstituted about eighty shirts, many belonging to 

friends including shirts worn by Eikoh Hosoe and Sh mei T matsu.8 My 

most recent exhibition of this series consisted of 22 shirts once used by 

people from Kumamoto in Kyushu. They were shown in a museum there in 

October and November of 2016.

N I RVA NA S H I RTS , made from the shirt of an acquaintance in Kumamoto, 2015 The Heart Sutra (si lk screen, mixed media) with hand-carved frame by Balinese artisan
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What is similar between Bali and Japan is the reverence given to deities of 

agriculture—and what is necessary for agriculture is water and sun. 

I have been to many sacred grounds and World Heritage sites all over the 

world, including Borobudur and the pyramids in Mexico, but most are ruins 

and are not alive. In places in Bali or Japan, like Izumo Taisha Shrine, the 

culture is still alive and the gods are still respected.

Travel

I am a traveler first and artist second. My journeys have endowed me with 

a real sense of gratitude and allowed me to encounter people who have 

awakened me to countless new things. Traveling is one way to rediscover 

myself, to treasure once-in-a-lifetime meetings, and to feel “the invisibles.”  

My communication with ordinary folks, farmers and fishermen transcends 

language. More importantly, they have taught me what it means to have a 

kind heart.

Once I was in the city of Ürümqi in the far west of China. I was 

photographing sites on the Silk Road and my Japanese guide had his 

passport stolen. He was in a crowded market less than twenty meters long 

The famous humanist and philosopher Umehara Takeshi once wrote 

a newspaper article about “the harvest” of travel, in other words what a 

person learns or gets out of traveling. What he wrote about Bali was similar 

to what I thought. Like Japan in olden times, Bali is an island swarming 

with gods, a place where nature is positively alive. The joy directed to the 

gods and thanks given to nature, these feelings are expressed in wonderful 

arts like gamelan music and the kecha dance. But from the Meiji period, Japan 

made the emperor into the one supreme god and then forgot about the rest. 

There are still gods in Bali and places untouched by humans. 

Umehara saw that agriculture was at the center of life in Bali and in 

olden Japan, and also in Egypt for that matter. In Egypt the highest god 

was Ra, in Japan the sun goddess Amaterasu. In the corn-raising culture 

of the Mayans the rain god Kukulkan was worshipped. They were all 

deities that served agriculture, fertility and growth. Unlike cultures in 

the other Indonesian islands, the Balinese believed in Hinduism, but for 

me it is a mixture of ancient Hinduism and animism but primarily it is 

a religion concerned with balance. For example there are the three main 

Hindu deities—Vishnu, Shiva, Brahma—plus the local pre-Hindu goddess 

of fertility and rice, Dewi Sri. This deity has been around a long time, 

perhaps 15,000 years, and like Amaterasu, was originally a sun deity. 

Ricef ields in front of Suzuka’s house in Bali

Agriculture in Indonesia Monbetsu, Hokkaido (2008)
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The Tao Te Ching by Lao-Tse—if descr ibed in terms of Japanese 

manuscripts with around 5,000 characters per page—comes out to barely 

thirteen pages and consists of only 81 quotes. It is a very short and sparse 

document. However, the more you understand it, the more you realize it fuses 

deep thought with vast imagination. The passage most relevant to me is 67.10

According to Kashima, you must take care of three treasures listed in the 

Tao Te Ching in order to live. The first is “affection”—love that knows no 

gain or loss.  Love melts away the fear that crawls into people’s hearts. Next 

is practicing “self-sufficiency or self-satisfaction.” To be humble. Letting go 

of desire and knowing how much is enough is tremendously important these 

days. By knowing how much is sufficient for you, you can escape endless 

desire.  The third is “peace and non-violence.” Do not compare yourself or 

fight with others. 

Within the Tao are ideas that transcend our fears. Know your strength 

and capacity, know where you are and how to live within your own means. 

Living within your own means, you may realize that you are behind others 

when comparing your own situation. That maybe you have little talent 

or status or money. But even so it is important to believe in your dreams.  

Believing in your own dream is in some way not a battle with others for 

victory but a battle with yourself. If you do something little by little for 

a year you may not see much improvement, but if you continue for two or 

three years, no doubt you will begin to realize a change. Those who can do 

that have a grasp on their own position. This leads to confidence. 

I tell young people that perseverance becomes strength. This advice 

comes from deeply felt experiences. There was a time when I found my third 

daughter’s calligraphy materials and I have continued to do calligraphy in 

my own style ever since. Now I’m able to tell the difference between cheap 

brushes, stones and ink and ones that are not, and I can tell the difference 

in the characters I write now to those when I first started. It’s only twenty 

minutes out of the day but when you continue five years it leads to great 

and someone had slashed his backpack and made off with his valuables. 

When we reported it, the officials said he would have to return to Beijing to 

apply for another passport.  

Fortunately I still had an extra 30,000 yen, which I had taped in the back 

of my 8x10 camera. So with it I decided to stay and make a trip alone back 

to Turfan, an oasis on the ancient Silk Road and a famous grape-cultivating 

region. When I checked into a hotel for foreigners there, I was a approached 

by a high-school-age Uyghur kid. He asked—in Japanese—if I was having any 

problems, if there was anything I needed. He kept asking until finally I asked 

him to go buy us some ice cream. His name was Osman and he told me a 

year before a Japanese university student had visited and he had grown to like 

her. She sent him books to study. So he wanted to study Japanese with me.  

That night I took him out to eat, and he taught me many things.   

Finally I decided to photograph further on the Silk Road and wanted to 

hire Osman. I told him I needed a car and a driver and wanted to go out for 

about a week but only had 30,000 yen to cover all expenses. He was elated. 

We traveled in a small jeep owned by his friend. I slept in it at night while 

Osman curled up in a blanket outside. After our trip he invited me to visit 

his family home in Turfan. I stayed a week, the first Japanese in that village. 

10 Verse 67, translation by Stephen Mitchell:

Some say that my teaching is nonsense. Others call it lofty but impractical. But to those 

who have looked inside themselves, this nonsense makes perfect sense. And to those 

who put it into practice, this loftiness has roots that go deep. I have just three things to 

teach: simplicity, patience, compassion. These three are your greatest treasures. Simple 

in actions and in thoughts, you return to the source of being. Patient with both friends 

and enemies, you accord with the way things are. Compassionate toward yourself, you 

reconcile all beings in the world.

It was a small house with one or two electric lights and in my room they had 

placed a big fan. In the mornings all the men went to the mosque to pray 

while the mother stayed home and made breakfast. They usually don’t eat 

mutton except on special occasions, but for me they served it every morning. 

Even though we could not speak each other’s languages, we became close. 

I told them I would send gifts of my appreciation when I got back to 

Japan. They politely refused, but Osman told me his mother would like 

a scarf, and that his middle-school sister and brother would like some 

notebooks, and his father could use some good eye medicine. I would send 

later, but when I left I received presents from them all—his father brought 

me dried grapes; his mother gave me a wedding hat. I asked politely if I 

could take photographs of their family. So the next morning, they dressed 

up in their best clothes as if they were going to a big wedding. I took 

individual and group photos. Of course when I left I shed tears because 

of this human kindness. One encounters kindness and humility when 

traveling; it is it what is most forgotten today. 

You learn many things when traveling. I was invited to Korea to give 

workshops and about 15 people gathered at a house for a party on August 

15th, the anniversary of the end of WW II. In Japan it was the day we lost 

the war, but for Koreans it was the day they became liberated [National 

Liberation Day] . The TV was on and every station was broadcasting 

special programs. The matron of the house, however, scolded the children 

to turn the TV off. She knew because I was Japanese it might make me 

feel awkward. She had the TV turned off to protect my feelings. I was so 

touched by this act of kindness. I learned humanity in Seoul.  

The more I travel, the more I get into the mantra of “travelling equals 

school.” Traveling has taught me everything that is important. The pinhole 

enabled me to have communication with many people, and this is much 

more valuable than any of the images I took.

On the Tao

The first person to teach me about the Tao was Kashima Sh z . He was an 

English translator and a Taoist. Since he couldn’t speak Chinese he read the 

Tao in English and published a few books about it in Japanese. Tools of the trade : Chinese compass, Chinese a lmanac with Suzuka’s notes, and navigation by Google map

Easter Island (2017)
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improvement. Whether someone can advance to higher levels depends on 

whether they believe in themselves and have the ability to persevere. 

The important lesson in Lao-Tse’s teachings is to be content. Knowing 

how much is enough. To not have more than you need. 

 The role of the artist today

I recently addressed an adult-education art class and asked those there why 

they wanted to do art. I had to persuade myself to answer this as well. I still 

don’t know the answer completely, but I do feel travel was my schooling; 

it helped me see different things, different religions, and different ways 

of thinking. And I saw that art transcended language, that it could be 

understood by many different kinds of peoples. 

The most important thing in art is to know where you are. What is the 

meaning of being alive in this period of time? First, it begins with knowing 

yourself.  Gauguin, Cezanne and Picasso were actually all doing self-

portraits. They were painting themselves. Why do this? Because we want to 

know honestly who we are. My first photographic works were self-portraits 

taken in the U.S., making myself a subject in order to try and understand 

myself in a foreign country. Since then, self-portraits have been part of my 

lifework, used as a method to maintain the core concept of knowing who I 

really am, how I stand in relation to the world.

Today an artist must create with a global viewpoint. It may have not been 

so twenty years ago but especially with the Internet now I must consider the 

meaning my art has globally. 

The biggest problem we face is getting along with each other and 

avoiding war, especially now that we have atomic weapons. The next war 

may well be the end of the human race. Through my travels in Asia I have 

realized that Japan’s major problem is education. Japan’s aggression under 

imperialism in the name of the emperor has been forgotten and is not 

taught in Japanese schools. Meiji people disparaged other Asians and saw 

them as weak. They had belittling terms for them like chankoro for Chinese. 

During WW II the Japanese army may have done a few good things like 

building the infrastructure in Taiwan, but they also did many terrible things 

including incidents that occurred in Nanking and Manchuria. So after 

CONVERSATIONS WITH YASU    John Einarsen

the war peoples in China, Indonesia, and Korea had bad feelings. Young 

Japanese go to these countries without knowledge of this history, but Asians 

have many sad memories. Our youth need to be taught the horror of war. 

So now the artist must seek himself by first having consideration and 

sympathy for the “other”—their religion, way of life and way of thinking. 

In this respect, the artist must have a stance that appeals to peace and 

not towards war. He or she must have humility and communicate feelings 

of kindness. Art is f lat communication, in other words it is experienced 

equally, and so it is especially conducive to creating a peaceful world.    

As for myself, I am Buddhist. I pray every morning and follow the 

Shingon Mikyo sect that was founded by K kai. I have juzu [Buddhist 

prayer beads] and chant Buddhist sutras. But whatever religion you belong 

to, everyone is born and everyone dies. You have to be aware of the time 

you have left. In ten or twenty years I will not exist in this world. So 

the first thing we have to do is understand each other. For that we need 

omoiyari [compassion, kindheartedness]. In the global context, art without 

compassion and humility has no meaning. 

* **

Some of this material first appeared in Kyoto Journal and the Journal of the Pinhole Photographic Art Society.

Prayer (photograph) with hand-carved frame by Balinese artisan
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1973–1975

1975
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2002–2007

2004–2012

   Present;  

Born in Kanagawa Prefecture

Studied oil painting at Tama Art University

Instructor, Printmaking Course, Kyoto City University of Arts

Studied in the Department of Photography,

San Francisco Art Institute (USA) on a Fulbright Scholarship

Associate Professor at Kyoto College of Art

Professor at Kyoto University of Art and Design

Visiting Professor at the Academic Center for Computing and Media Studies, Kyoto University

Visiting Professor at Tokyo Polytechnic University

President of Pinhole Photographic Art Society

Professor Emeritus at Kyoto University of Art and Design 

Honorary President of Pinhole Photographic Art Society
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PUBLIC COLLECTIONS

SOLO EXHIBITIONS

2017

2016

2015

2014

2013

2012

2011

2010

2009

2008

2007

2005

2004

2003

2002

Newcomer’s Prize, Japan Print Association Exhibition

Grand Prize, Japan Print Association Exhibition

Japanese Culture Forum Prize, 5th International Young Artist Exhibition

2nd Prize, 2nd International Biennale Ashiyagawa Exhibition

Fulbright Scholarship

Special Prize, Japan Craft Competition / Kyoto Design Council Award

Kyoto City Artist Award for New Emerging Artists

Excellence Award, Kyoto Contemporary Photographers Exhibition

Grand Prize, Kyoto Art Exhibition (Printmaking Category)

Japan Paper Academy's Prize, Imadate Exhibition of Contemporary Paper Art Works

Gold Medal, Exhibition of Japan Contemporary Japanese Paper Art Works

Special Merit Award, Canon Digital Creators Contest

Annual Award, The Japan Society for Arts and History of Photography

Special Award, The Japan Society for Arts and History of Photography 

Discovery Award, Rencontres internationales de la photographie d ’Arles

The Kyoto Prefectural Culture Prize (Merits Prize)

Kurogawa inn Museum (Fukuoka, Japan)

Kyoto Municipal Museum of Art (Kyoto, Japan)

The National Museum of Modern Art (Tokyo, Japan)

The National Museum of Modern Art (Kyoto, Japan)

Tokyo Metropolitan Museum of Photography (Tokyo, Japan)

Osaka Contemporary Art Center (Osaka, Japan)

Saitama Museum of Modern Art (Saitama, Japan)

Kiyosato Museum of Photographic Arts (Yamanashi, Japan)

Shadai Gallery, Tokyo Polytechnic University (Tokyo, Japan)

Kyoto University of Art and Design (Kyoto, Japan)

Kyoto Prefecture, Japan

Polaroid Japan (Tokyo, Japan)

Janina Monkute-Marks Museum (Kedainiai, Lithuania)

Polaroid Corporation (Massachusetts, U.S.)

Johnson Collection (Wisconsin, U.S.)

Concept Art Museum (San Francisco, U.S.)

Center for Creative Photography, University of Arizona (Tucson, U.S.)

San Francisco Museum of Modern Art (San Francisco, U.S.)

Henry Poole Collection (New York, U.S.)

Institute of Contemporary Arts, Kunsan National University (Kunsan, South Korea)

Xian Institute of Fine Arts (Xian, China)

Shumeikai Cultural Foundation (Shiga, Japan)

YASU SUZUKA: PINHOLE PHOTO EXHIBITION “SACRED PLACES”

Wind Mandala  –Sacred Places in Japan, Gallery Main (Kyoto, Japan)

Wind Mandala – Sacred Places in World, Lumen gallery (Kyoto, Japan)

The Sea-pinhole photo of YASU SUZUKA, Ramón Alva de la Canal Gallery 

          (Xalapa, Veracruz, Mexico)

Maritime Silk Road – the Exhibition of Yasu Suzuka, 

          The gallery of Xi ’an Academy of Fine arts (Xi ’an, the Shaanxi province, China)

“Yasu Suzuka Exhibition” Kyosei-no-Sato Kurokawa INN Art Museum (Fukuoka, Japan)

“NIRVANA SHIRT” Shimada Museum (Kumamoto, Japan)

YASU SUZUKA Exhibition “Wind Mandala” Gallery Maronie (Kyoto, Japan)

“Yasu Suzuka Exhibition” Gallery SARA (Shiga, Japan)

“Yasu Suzuka Exhibition – Yasu Suzuka at Home Exhibition” 

          Own home in Shizuhara (Kyoto, Japan)

“Yasu Suzuka Exhibition – Sacred Places in Indonesia” (Tokyo, Japan)

“Yasu Suzuka Exhibition - Through the visible to the invisible” Gallery Monma (Sapporo, Japan)

“Yasu Suzuka Exhibition” Accademia Platonica (Ibaraki, Japan)

“GASSHO MANDALA prayer for the world peace –hands series–” (Czech Republic)

“WIND MANDALA ancient pinhole photo art in digital world” (Duszniki, Poland)

“Yasu Suzuka Exhibitions” Fuji Gallery (Osaka, Japan)

“Wind Mandala” GALLERY 21 (Tokyo, Japan)

“Yasu Suzuka Photograph Exhibition at Toji Temple 'Hiroshima – World Peace’” 

          Toji Temple (Kyoto, Japan)

“Yasu Suzuka Exhibition” (El Salvador)

“Yin Yan” Gallery Maronie (Kyoto, Japan)

“Happy maker in Koyasan 2009” Eco-in Temple, Mt.Koya (Wakayama, Japan)

“INTERACTION” A.A Gallery (Daegu, South Korea)

“INTERACTION” Kaigandori Gallery – Contemporary Art Space Osaka [CASO] (Osaka, Japan)

“Yasu Suzuka – INTERACTION” Daegu Photo Biennale (Daegu, South Korea)

“Yasu Suzuka – SAMSARA 2” PUNCTUM (Tokyo, Japan)

“Yasu Suzuka – SAMSARA 1” Gallery Maronie (Kyoto, Japan)

“Yasu Suzuka – Gassho Mandala” Gallery SOWAKA (Kyoto, Japan)

“Yasu Suzuka – Engi Mandala” Toji Temple (Kyoto, Japan)

“Yasu Suzuka – Interaction” Photo Gallery International (Tokyo, Japan)

“Between The Heaven and The Earth” Gallery Space  (Kyoto, Japan)

“The Sun and The Pyramid” Gallery Printz (Kyoto, Japan)

“Suzuka’s Polaroid Method” Studio EARKA (Osaka, Japan)

“Scale of Landscape” Gallery Printz (Kyoto, Japan)

“Exposicion de Foto-Mural” EX CONVENTO DEL CARMEN (Guadalajara, Mexico)

“Yasu Suzuka – COMMENCEMENT” Gallery Maronie (Kyoto, Japan)

“Wind Mandala” Shadai Gallery, Tokyo Polytechnic University (Tokyo, Japan)

“Self Portrait 1975 – 2001” City Gallery (Osaka, Japan)

2001

2000

1999

1998

1997

1996

1995

1994

1993

1991

1990

1989

1985

1984

1983

1979

1976

1975

1974

1971

1970

1968

“Wind Mandala” LUX Gallery (Seoul, South Korea)

“Faces” Gallery SOWAKA (Kyoto, Japan)

“Faces II” Photo Gallery International (Tokyo, Japan)

“k@o.com” Polaroid Gallery (Tokyo, Japan)

“Yasu Suzuka – Pinhole Photos – Mindscape” Kyoto Art Center (Kyoto, Japan)

“Wind Mandala” Goto Gallery (Daegu, South Korea)

“Wind Mandala” Moriguchi Store, Keihan Department Store (Osaka, Japan)

“Wind Mandala” P.G.I. (Shibaura Tokyo)/Gallery Printz (Kyoto, Japan)

“The World of Pinhole” Higashiyama Youth Center (Kyoto, Japan)

“Self Portrait” Printz (Kyoto, Japan)

“NAMASTE” Polaroid Gallery (Tokyo, Japan)

“Self Portrait” P.G.I. (Shibaura, Tokyo, Japan)

“The Silk Road” Gallery ISSISS (Kyoto, Japan)

“Yasu Suzuka Exhibition” Gallery TAF (Kyoto, Japan)

“Self-Portrait from the Ku-Shiki Series” A.O.I Gallery (Santa Fe, U.S.)

“Yasu Suzuka Exhibition” Memories Gallery (Nagoya, Japan)

“Yasu Suzuka Self Portrait [YIN & YANG]” D.C. Gallery (Osaka, Japan)

“Breathing of Darkness 2” Gallery REWDEX (Kyoto, Japan)

“Breathing of Darkness 1” Brain Ce-SS (Kyoto, Japan)

“Rise and Falls on the Horizon” GALLERY RAKU (Kyoto, Japan)

“Yasu Suzuka Exhibition–YIN & YANG” Voice Gallery (Kyoto, Japan)

Gallery MIN (Tokyo, Japan)

“Shades of Light, Water and Sound” Yamada Shomei Lighting Co., Ltd. Show Room 

          (Tokyo, Japan)

TAKADA FINE ARTS (San Francisco, U.S.)

Gallery MIN (Tokyo, Japan)

Picture Photo Space, (Osaka, Japan)

Andrew Smith Gallery (New Mexico, U.S.)

Gallery Sign Language (Kyoto, Japan)

Gallery Cuore (Osaka, Japan)

“Ruth Ramberg” Gallery (New Mexico, U.S.)

“A Point of Contact Transcends Time” Gallery Wide (Tokyo, Japan)

“Friend” Polaroid Gallery (Tokyo, Japan)

“STONES IN THE STREET” Gallery DOT (Kyoto, Japan)

“My Friends” City Gallery (Hyogo, Japan)

Gallery Niji (Kyoto, Japan)

“Yasu Suzuka Original Print Exhibition,” Gallery Niji (Kyoto, Japan)

Upstairs Gallery (San Francisco, U.S.)

“Yasu Suzuka Exhibition” Heian Gallery (Kyoto, Japan)

“Yasu Suzuka Exhibition – Landscape” Heian Gallery (Kyoto, Japan)

“Yasu Suzuka Exhibition” Kinokuniya Gallery (Tokyo, Japan)

“Yasu Suzuka Exhibition” Ginza Yoseido Gallery (Tokyo, Japan)
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GROUP EXHIBITIONS

2017

2016

2015

2013

2012

2011

2010

2006

2004

2003

2002

2001

2000

“Shitsurai—Offerings III” The Terminal Kyoto, (Kyoto, Japan)

Reincarnation in Shinkaku-ji temple, (Fukuoka, Japan)

The Age of Photography, National Gallery (Jakarta, Indonesia)

The f lourish of f lowers in the Gansu province – the Silk Road exhibition The gallery of 

          Xi ’an Academy of Fine arts (Gansu province, China)

“Shitsurai—Offerings II” The Terminal Kyoto, (Kyoto, Japan)

What is Fiber? Janina Monkute-Marks Museum (Kedainiai, Lithuania) 

“Solidaritas” Art Spce.1 (Jakarta, Indonesia)

“Shitsurai—Offerings I” The Terminal Kyoto (Kyoto, Japan)

“Nexux – Paper Works Expressions” Kurokawa INN Art Museum / 

          Fukuoka Prefectural Museum of Art (Fukuoka, Japan)

“The Age of Photography” Toniraka Gallery (Bali, Indonesia)

“OFUSA-KANNON ART FESTIVAL 2013 MARBLE” Mt. Koya (Nara, Japan)

“Tokyo Metropolitan Museum of Photography Collection Exhibition” 

          Tokyo Metropolitan Museum of Photography (Tokyo, Japan)

“Biennial of Douro 2012” (Portugal)

“Hirosho Asatani + Yasu Suzuka Exhibition” Gallery Maronie (Kyoto, Japan)

“OFUSA-KANNON ART FESTIVAL 2011 REGENERATION” Koyasan (Nara, Japan)

“Two Personal Views” Monbetsu Museum (Hokkaido, Japan)

“KANHIKARI ART EXPO 2010 ‘ENTSUJI’” Entsu-ji Temple (Kyoto, Japan)

“Debut of spring” Galerie Aube, Kyoto University of Art and Design (Kyoto, Japan)

“Modern Japanese Art from the Museum Collection” The National Museum of Modern Art

          (Tokyo, Japan)

“Rencontres d ’Arles 2004” Rencontres Internationales de la Photographie d ’Arles 

          (Arles, France)

“PEACE ART” Tokyo International Forum Gallery (Tokyo, Japan)

“CAP Exhibition – party” CAP House (Kobe, Japan)

“88 Sacred Sites in Shikoku – Kukai and Pilgrimage Culture” 

          Tokyo Metropolitan Museum of Photography (Tokyo, Japan)

“The World of Polaroid Photography” Polaroid Gallery (Tokyo, Japan)

“Spaciotemporal Media Theater – Gozo Mandala, Macrocosmos” 

          Art Complex 1928 (Kyoto, Japan)

“Asian Crossing with Photography: Vol. 1, Korea and Japan” Kyoto Art Center (Kyoto) / 

          Daegu Culture & Arts Center (Daegu, South Korea)

“The 20th Century – Art Recognized Virtual Images” The Hiratsuka Museum of Art 

          (Kanagawa, Japan)

“International Print Triennial in Kanagawa 2001” Kanagawa Prefectural Gallery 

          (Kanagawa, Japan)

“Looking into Collection: Faith” Center for Creative Photography, 

          University of Arizona (Arizona, U.S.)

“20 Japanese Photographers” Photo Gallery International (Tokyo, Japan)

1999

1998

1997

1996

1995

1994

1991

1990

1989

1988

1987

1986

1985

1984

1983

1982

1981

1980

1978

1976

1975

“1999 Nagoya Contemporary Art Fair” Nagoya City Gallery (Nagoya, Japan)

“Contemporary Photographs from China, Korea & Japan” Gallery A.O.I. (New York, U.S.)

“History of Instant Cameras” Queen Mall Gallery (Yokohama, Japan)

“The 8th Art Festival Kyoto” Shoseien, Higashi-Hongan-ji Temple (Kyoto, Japan)

“Imadate Paper Contemporary Art Exhibition” Imadate Art Museum (Fukui, Japan)

“History of Photography, from Beginning to the Present” 

          The National Museum of Modern Art (Kyoto, Japan)

“A Mandala of Clouds–Yasu Suzuka, Nobuhiro Aihara” Gallery ISSISS(Kyoto, Japan)

“Selected Contemporary Photographs of Hands” Thread Waxing Space (New York, U.S.)

“Digital Visuality ‘96” Jyvaskyla Gallery Harmonia (Finland)

“Seven Contemporary Japanese Photographers” Xian Institute of Fine Arts (Xian, China)

“17 Contemporary Japanese Photographers” Gallery A.O.I. (Santa Fe, U.S.)

“Eyes of Fifty Artists” Museum of Tama Art University (Tokyo, Japan)

“Horizons of Korean Photography” Contemporary Art Center (Seoul, South Korea)

“A Portrait is Not a Likeness” Center for Creative Photography, University of Arizona 

          (Arizona, U.S.)

“Photographs of the Sea” Shimonoseki City Art Museum (Yamaguchi, Japan)

“Message to Flowers by 100 Artists” Umeda Seibu LOFT (Osaka, Japan)

“Polaroid Super Photo Exhibition” EXPO ‘90 Photo Museum, The International Garden & 

          Greenery Exposition (Osaka, Japan)

“PRINT COMPOSITION 1998” Striped House Gallery (Tokyo, Japan)

“Trio Exhibition – Dialog with Images” Art Salon, Shibuya Seibu (Tokyo, Japan)

“IDEAL COPYOPEN” Photo Interform (Osaka, Japan)

“High-Tech Plants Photos Exhibition” Hanshin Department Store (Osaka, Japan)

“The Sea of Japan Coast Art Exhibition” The Museum of Modern Art (Toyama, Japan)

“Biennale du Dessin, de L’estampe et du Papier” (Quebec, Canada)

“Japanese Photographers” Center for Creative Photography, University of Arizona 

          (Arizona, U.S.)

“International Impact Art Festival 1988” Kyoto Municipal Museum of Art (Kyoto, Japan)

“Photography and Its Surroundings II” Gallery Miyazaki (Osaka, Japan)

“PAPER NOW IN JAPAN 1988 + ALPHA” Gallery Hongo (Tokushima, Japan)

“International Impact Art Festival 1987” Kyoto Municipal Museum of Art (Kyoto, Japan)

“Parts” Gallery Iteza (Kyoto, Japan)

“Photography and The Circumference” Gallery 16 (Kyoto, Japan)

“Kyoto Design Pilot 1987–Fibers in the Living Environment” Kyoto Prefectural Center 

          for Arts & Culture (Kyoto, Japan) / Axis Gallery (Tokyo, Japan)

“Photography and Sculpture Forum 1987” Shizuoka City Culture Hall (Shizuoka, Japan)

“Kyoto Modern Photographers” Kyoto Prefectural Gallery (Kyoto, Japan)

“New Year’s Lighting Exhibition” Amano Gallery (Osaka, Japan)

“ART BRIDGE” City Gallery (Hyogo, Japan)

“Launching Base D3” Axis Gallery (Tokyo, Japan)

“British International Print Biennale” Cartwright Hall (Bradford, U.K.)

“Departure From Recognition” Ryo Gallery (Kyoto, Japan)

“Busan–Osaka Modern Art Exchange Exhibition” Osaka Contemporary Art Center (Osaka, Japan)

“Emba Art Contest” Emba Museum of Chinese Modern Art (Hyogo, Japan)

“1986 Opening Eight Artists Exhibition” Root Gallery (Tokyo, Japan)

“THE VENEER FESTA” BELCA HOUSE (Osaka, Japan / Tokyo, Japan)

“K.I.S. 1985 Kunsan International Contemporary Art Festival” 

          Institute of Contemporary Arts, Kunsan National University (Kunsan, South Korea)

“Art Front 50” PARCO (Osaka, Japan)

“1985 IBM Art and Illustration Contest” ABC Gallery (Osaka, Japan)

“International Impact Art Festival 1985” Kyoto Municipal Museum of Art (Kyoto, Japan)

“Image Exchange through XEROX Copies by Eight Artists” Art Shop Nomura 

          (Tokyo, Japan) / Osaka Contemporary Art Center (Osaka, Japan)

“trans . for . ma’tion” North Fort (Osaka, Japan)

“Japan Impact Art Now 1985” Korean Art Museum (Seoul, South Korea)

“International Impact Art Festival 1984” Kyoto Municipal Museum of Art (Kyoto, Japan)

“Image Concept 1/20” North Fort (Osaka, Japan)

“STONES IN THE STREET by Three Artists” Gallery DOT (Kyoto, Japan)

“International Impact Art Festival 1983” Kyoto Municipal Museum of Art (Kyoto, Japan)

“Paper Now in Japan” BELCA HOUSE (Kyoto, Japan / Tokyo, Japan)

“White and Black” The National Museum of Art (Osaka, Japan) / 

          Tokyo Central Art Museum (Tokyo, Japan)

“Seoul Biennale International Print Exhibition” Seoul Museum of Modern Art 

          (Seoul, South Korea)

“International Impact Art Festival 1982” Kyoto Municipal Museum of Art /

          BELCA HOUSE (Kyoto, Japan)

“The Craftsman Show” J. Kyoto International Craft Center / BELCA HOUSE (Kyoto, Japan)

“Image Expression 1982 – Another Eye” Kyoto Municipal Museum of Art (Kyoto, Japan)

“New Wave Photography – Original Print Exhibition” Gallery Miyazaki (Osaka, Japan)

“ARTIST'S PHOTOGRAPHS” Crown Point Gallery (Oakland, U.S.)

“San Paulo Biennale Exhibition – Mail Art Division” (San Paulo, Brazil)

“International Impact Art Festival 1981” Kyoto Municipal Museum of Art/

          BELCA HOUSE (Kyoto, Japan)

“BELCA HOUSE 1980” Soker Caseman Gallery/BELCA HOUSE (San Francisco, U.S.)

“Kyoto Fair” BELCA HOUSE (Boston, U.S.)

“International Impact Art Festival 1980” Kyoto Municipal Art Museum/

          BELCA HOUSE (Kyoto, Japan)

“Japan Crafts Competition” Kyoto City Kangyo-kan/BELCA HOUSE (Kyoto, Japan)

“Landscape 1976” Art Core Gallery (Kyoto, Japan)

“Duo Exhibition” Upstairs Gallery (San Francisco, U.S.)

“12 Artists’ Print Arts Exhibition” Gallery Core (Kyoto, Japan)

1974

1973

1972

1971

1969

1969

1968

1967

“Mainichi Selection Art Exhibition” (Kyoto, Japan)

“Art Now 1975” Hyogo Prefectural Museum of Modern Art (Hyogo, Japan)

“Biennale Tokyo International Print Exhibition” The National Museum of Modern Art 

          (Tokyo, Japan / Kyoto, Japan)

“Ashiyagawa International Biennale” (Hyogo, Japan)

“Japan Art Festival” (Tokyo, Japan / Canada)

“CONTEMPORARY FIX–Trio Exhibition” Gin Gallery (Tokyo, Japan)

“Printing Now” Gallery Signum (Kyoto, Japan)

“Modern Art 1973 → 1974” Art Core (Kyoto, Japan)

“Modern Japan Graphics Exhibition” Gallery Graphitica (London, U.K.)

“Duo Exhibition” Maurice Form (Los Angeles, U.S.)

“Japan Art Festival” (Tokyo, Japan / Mexico)

“Weight and Spring (Space, Plurality and Relations)” American Center (Tokyo, Japan)

“Modern Japanese Arts Exhibition–Invitation Section ‹Humans and Nature›” 

          Tokyo Metropolitan Art Museum (Tokyo, Japan)

“Words and Images” Pinar Gallery (Tokyo, Japan)

“Tokyo International Screen Print Biennale” The National Museum of Modern Art 

          (Kyoto, Japan)

“Modern Art Trends” The National Museum of Modern Art (Kyoto, Japan)

“A New Generation of Printmaking” Bijutsu Shuppan-Sha (Osaka, Japan / Kyoto, Japan)

“Paris International Young Screen Print Biennale” Musée d ’art moderne de la Ville de Paris, 

          (Paris, France)

“Japanese Printmaking Artists in Paris” Casse Galerie (Paris, France)

“Tohanshi Image Montage Exhibition” Shinjuku Kinokuniya Gallery (Tokyo, Japan)

“Tohanshi Image Montage Exhibition” Ginza Ichibankan Gallery (Tokyo, Japan)

“Young Printmaking Artists in Japan 1969” CWAJ (Tokyo, Japan / Kochi, Japan)

“UP Printer 16” Ginza Miyuki Gallery (Tokyo, Japan)

“Compact Gallery Group Exhibition” Tsubaki Kindai Gallery (Tokyo, Japan)

“Modern Japanese Arts Exhibition–Contest Division” Tokyo Metropolitan Art Museum 

          (Tokyo, Japan)

“The Japan Print Association Exhibition” Tokyo Metropolitan Art Museum (Tokyo, Japan)

“Kanagawa Prefectural Art Exhibition” The Museum of Modern Art (Kamakura, Japan)

“International Young Artists Exhibition” Seibu Department Store (Tokyo, Japan)

“Japanese Modern Print Arts” CWAJ (Tokyo, Japan)

“The Japan Print Association Exhibition” Tokyo Metropolitan Art Museum (Tokyo, Japan)

“Group Cyclone.” Gallery Shinjuku (Tokyo, Japan)

“The Japan Print Association Exhibition” Tokyo Metropolitan Art Museum (Tokyo, Japan)

“Kanagawa Prefectural Art Exhibition” The Museum of Modern Art (Kamakura, Japan)




