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Drawing exists between pictures and language. In
fact, drawing and writing were once one and the
same. Long before we began using what we now
know as language, the ancients etched the rhythms
of the stars into mammoth tusks, onto cave waves,
and across the face of ordinary stones. This is how
humans invented signs. Letters and language were
developed by humans to orient themselves within

a world where the unknown is constantly present.
And we have managed to survive as a species by
using language to better study and relate to our
world. But is anyone living today capable of fully
grasping new occurrences within our world's ever-
growing expanse of time and space and pointing

to the future with only our existing concept of
language?

My methodology interprets drawing as an alternative
archaeology that corresponds to our world in the
present progressive. | begin by first slipping into the
world through the ubiquitous cracks that already
exist and deconstructing them into dots and lines.
Take, for example, the wavering shapes of the
sunlight as it filters through the trees onto the
ground, the chipped white lines in the asphalt,

or the curving veins of a leaf. An indecipherable
mathematical formula, graffiti, veins bulging
through the skin, the outlines of buildings, the
topography of a rice terrace in China, the sound of
footsteps echoing in an underpass, and an animal’s
trail. The grooves on a record, the branches of

a tropical plant, an afterimage induced by car
headlights, the fictional company logo seen for a
fleeting moment on a billboard in the scene of a
science-fiction movie, the path of a mosquito flying
through space.

I look at the dots and lines within them. I'look

at them from forward and behind. I trace them.
Use my body. Recompose them. Produce an effect.
Repeat.

In this way, I connect fragments of the deconstructed
world and generate new lines, which become the
circuit that connects the here and now with the
somewhere, someday. Neither pictures nor words
can be transmitted in this circuit. Only signs can.

I excavate the signs in the ever-changing present
moment. My practice is to discover and acquire
flickering signs of light in the faraway, in the dark
and widening gap between drawing and writing.

Hiraku Suzuki
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Bridging Beyond Boundaries -

Drawing as Another Language

Hiraku Suzuki's definition of drawing is
broad. He uses the word to encompass the
whole of creative expression, extending
beyond line drawings to include murals,
photography, video, casting, and a variety of
other media. He sees drawing as a challenge
to generate a new and universal language
through which to share and interpret our
world, a means of communication entirely
separate from the conventiohal languages we
use day in and day out.

The phenomenon of light and its inversion
are the two major keys needed to decipher
Suzuki's exhibition, and the entire sequence
of his exhibition space is structured around

a series of negative inversions(1] of light

and darkness. Visitors are first greeted with
the artist's dimly lit statement printed just
inside a dark entrance. As they turn and enter
the exhibition space, they are met by a vast,
curving void, illuminated in stark white by
high bay windows that run along the upper
wall for the length of the 55-meter-long space.
The windows shine on Suzuki's mural Walking
Language, which covers the opposite wall and
is drawn in silver ink and spray paint.

Just below the windows, 91 silver stencils
neatly adorn the wall in another of Suzuki’s
works: casting. Suzuki traces the shapes of
artifacts from the pages of museum catalogues
he has gathered from places around the
world. He then sprays silver over the stencils
until only the contours of their former selves
remain. Meanwhile, artworks circuit #6 and
cireutt #7 generate an illusion of time and

spatial reversal, swirling parallel to one another

at either end of the space’ s arc.

Past the curving void, the contrast flips as
visitors enter a small, unlit room. Here 84
pieces of Suzuki's GENZO series line the
walls. Each piece is an impromptu drawing of

silver spray paint on black paper that has then
been converted into a photograph. The act of
photography, or depiction with light, is seen as
a method of optical conversion that can render
his drawings replicable. And so Suzuki inverts
the relationship of the original drawings and
the photographs. :
Visitors must return the way they came: from
the dim room back into the bright corridor,
and then outside toward another exhibition
space across the way. The deepest darkness of
the exhibition awaits just inside. Armed with
only a flashlight, visitors are immersed in

the dark, cavernous space. On the wall beside
the entrance is GENGA #001 - #1000 (videv),
Suzuki's massive collection of drawings, which
transforms midair as if suspended in space.
On the wall ahead, visitors use their flashlight
to illuminate Keyhole—the drawing of an
amorphous, luminescent alien figure. Keyhole
appears to glow magnificently, as it is made up
of reflective strips of material that shines light
directly back at the source. On the dark wall
apposite Keyhole are GENZO #£1 and GENZO
#2.The dynamism of the artist’s flecks and
lines come sharply into view when illuminated.
A single flashlight as the visitor's only source
of light, the entire exhibit can feel like an
underground cave and the farthest reaches of
space.

Suzuki's notion and application of negative
inversion in his drawings is reminiscent

of land art pioneer Michael Heizer, whose
subtractive drawings extract geometric patterns
by scraping gigantic lines in the earth. Heizer's
land art is guided by a negative reversal of
traditional drawing, which adds material to
blank paper. The physical experience of Suzuki's
Walking Language is extremely similar to that of
land art; visitors can gain a sensation of béing
surrounded or absorbed into the work, or they
can put distance between themselves and the
artwork to gain a bird's eye view. If Heizer
sculpts the land, then Suzuki undoubtedly
sculpts space with light.

The essence of Walking Language, which
Suzuki drew in his short period of resident



production, is readily apparent to the viewer.
The mural is inspired by the space, created as
a dialogue berween the artist and the space
in a specific moment of intimacy. Almost
100 years ago, the progressive music of the
era profoundly influenced Wassily Kandinsky
to create his series of Improvisations and
Compositions. Likewise, both improvisation
and composition are essential to Suzuki's
work. Kandinsky's drawings, whose dots, lines,
and colors gave them a highly suggestive and
symbaolic nature, not only pioneered abstract
art—a completely new mode of expression—
but they also possessed the same provocation
and universality of the murals our ancient
ancestors drew on cave walls. Suzuki's murals,
which transform with light and the artist’s
movement, scem to connect the distant past
with the future, as if either inventing a new
language or rediscovering some ancient
hieroglyphic script.
Moreover, Suzuki’s drawings also possess
musical aspects. The lines of Walking Language
emerge as the impulsive response of an
impromptu performance. Yet the work's
structure is both logical and constructive.
Suzuki is strongly aware of the space’s
horizontal expansion as a corridor, 5o he
first lays the foundations of the artwork's
metaphorical staff with horizontal lines. These
lines and dots are then joined by a swarm of
signs evocative of letrers and other objects.
When viewed as a whole, the density of the
lines generates rhythm throughout the piece.
The silver reflects the natural light that pours
in from the bay windows. As visitors move
through the piece, light moves in front of
them, guiding them and drawing their gaze -
and attention to the mural. Behind them, they
also find that light illuminates the mural. The
viewer feels as if light is both guiding and
tracking them at the same time. Moreover: the
light causes the silver ink to shine white at
times but appear engraved in black at others.

Similarly, it also causes these same lines to shift

between ephemeral existences and primordial
entities that have long been etched into time.
In this manner, their appearances are inverted
time and again. ;

Walking Language is even evocative of concrete
poetry, the endeavor to spatialize the tangible,
concrete nature of language’s visual aspects.
Moreover, Suzuki may even be pursuing a
mode of visual linguistic expression beyond
that of concrete poetry, since the piece assumes
reciprocal and transformative qualities with his
application of light.

Suzuki discovers lines to connect the
dichotomies of language and picture, light and
darkness, and past and future, picking up and
connecting the many pieces scattered between
themn. His approach is one that he describes

as “alternative archaeology,” a new way in
which to interprer our world. To Suzuki,
drawing delineates this kind of attitude. His
real and metaphorical lines induce a variety of
inversions that build a “circuit that connects
the here and now with the somewhere,
someday.”[2] There is no doubt rhat Suzuki
will continue to question our world and shed
light on it through the pursuit of a language
all his own.

Hattori Hiroyuki
{(Curator, Aomori Conternporary Art Centre)

1-— Hiraku Suzuki often uses the term “negapoji
hanten” in reference to his technique,
translated here as “negative inversion”

2— Quoted from Hiraku Suzuki's statement.
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Related Events

AReS 2 SATEu—4v 7 &b—2
201545 H3HE] 14:00-16:00

Hiraku Suzuki Live Drawing & Talk
2:00pm - 4:00 pm, May 3, 2015

FoF =0 p—
201555 H9H 1] 14:30-15:30

Gallery Tour
2:30pm - 3:30pm, May 9, 2015

YT —
20155F4H26HH] 14:30-16:30

The Code Tour
2:30 pm - 4:30 pm, April 26, 2015
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Gallery A

Walking Language

2015, Silver spray paint, Silver ink,

w55,000 X h 6,000mm

Walking Language is drawn entirely in silver using
markers and spray paint as a mural that reflects the
light through a band of windows on the opposite
wall. Streaks of light follow viewers gaze as they
walk along the wall. Or perhaps the viewer is the
one following the light. Turn around and the light
is gone, but a definite line remains, Infinice shapes
derived from the work’s horizontal lines form an
imaginary musical score of light that keeps rhythm
with the movement of the viewer's gaze.

crrcutt #06

2014, Silver ink on 140 X h1,140mm
circust #07

2014, Silver ink on paper, w1,140 X h1,140mm
Fragments of signs spiral outward from a small,
central nucleus as if to form their own galaxy.
Somehow their nonsensical shapes seem familiar
enough to be anywhere. The circuit pieces face
each other—one in the corner wall near the gallery
entrance and the other on the back wall of the
gallery—to form a symmetrical configuration. They
appear to unfurl in a counter-clockwise manner, like
the cross-section of a swirling circuit thar represents
the reversible nature of time and space.

casting

2010-2015, Cutout from museum catalogues,

Silver spray paint, Dimension Variable, 91 pi
Suzuki cuts out stencils of artifacts found in the
pages of museum catalogues he has gathered from
secondhand bookshops around the world. He then
sprays silver paint over them until only shadows and
silhouettes of the artifacts remain. Their memories
are erased. At the same time, they reappear with
the radiance of some unknown threc-dimensional
obiject. Similar processes of casting molds and
negative inversion to produce new images are both
commonly seen in metalwork and photography.

GENZO (photo)

2014-2015, C-Type prints,

w127 X h178 mm (each), 84 pieces

In GENZO (photo), Suzuki photographs his silyer
drawings of marker and spray paint on black paper
and renders them on photographic paper. Ar first
glance, they remind the viewer of long-exposure
photographs that capture light phenomena in

the dark or photograms made by placing objects
directly on light-sensitive paper. The arrist interprets

prehistoric hand stencils—and negative hand art
(stenciled negatives made by placing one’s hand ona
cave wall and projecting charcoal pigment onto it) in
particular—as one origin of drawing. By combining
digital photographic techniques with his inversion
of negative images, Suzuki crafts his artwork—a
drawing or, more precisely, a fictional photograph.

Gallery B

GENGA 2001 - #1000 (video)

2009, Video (28 min 10sec [loopi)

GENGA #001 - £1000 (video) is a video adaption of
GENGA, a collection featuring 1,000 of the artist’s
drawings completed over a six-year period from
2004. Shapes of signs are written in black marker on
Ad4-sized Xerox paper, whose colors are then inverted
and projected on the wall as digital beams of light.

Each of their shapes varies entirely, but together they-
form a series in which signs morph from one shape

to the next.

GENZO #01

2014, Silver spray paint on r, w550 X h770 mm
GENZO #02

2014, Silver spray paint on paper, w 350 X h770 mm
GENZO #01 and GENZO #02 are both imprompru
works drawn on black paper with silver spray paint
in a pirch-black tunnel where the artist was unable
to see. The conscious act of leaving the drawing to
chance preserves a silver trail of the artist's body
movements on paper. This works are a modern
metaphor for prehistoric negative hands, which were
created in dark caves. They also closely resemble the
process of developing negative film in a darkroom.
The title, GENZO, is a homonym with the Japanese
words that mean “illusion” and “original image.”

Keyhole

2015, Reflector on wooden panel,
w1,180 X h2.650mm

Keyhole utilizes the circular and rectangular reflecrive
strips often seen on traffic signs and bicycles in an
improvisational composition. They reflect light
directly back at the source, leaving an afterimage on
the retinas of the viewer, producing an effect similar
to driving at night. Together with the shape of the
symbolic background, they begin to look like an
unknown bioluminescent life form or a keyhole to
another dimension.

Try shining an LED handheld flashlight at Keyhole,
located in the back of the gallery, at eye level from
different points throughout the gallery. Additionally.
try turning on your flash or use a strobe light when
taking photos of the artwork.

e

o

il



BAkes2

F¥s-vodl

197856 2. " HiCT BT 8 4 L LS. il A YRR L —ra s BB Bl S~ v 2 I bR L bR S RIPE R

B BSOS RLEEOHELLT, Fo—4 Y ORBPHHLBI TU S, RALTRRLD o a vt L3541

FRA—A VY, Fo TR A= O L F - KA EDFRL— 22V biT-T0 3, HBIZ[GENGA L [#IEL].
hutpe/hirakusuzuki.com/

19785 HEEERh HENRE S

20015 I RMAEMRMRER R

20085 WONCEWTAFERFIERMEIRRIET

20114  b—Fa—7 XA ORI SO FX R AFEF o - RIS
2011-20125 77V ANFaIN-H o ACCIOMRIZ &Y = 2—a3—21E
2012-2013%  F—3 SRR M OBz LD <Y HE

2015% [E#cZEMvoll $ike 52 [HLlofl 5 | | HHAEAFEERIH £ 2—HRIACACL, &
2013% [Excavated Reverberations | Daiwa Foundation, o ¥, UK
2011% [Glyphs of the Light | WIMBLEDON space. £/F2, UK
2010% [U]island MEDIUM, ¥ %
[GENGA and Recent Drawings | Galerie du Jour, 8. 752
20084 [NEW CAVE] b—Fa—7>Z -9 bl Wil
20065 | Digl Galerie du Jour, 731, 752
2004% [NAZOJUPLINK ¥+3)—, #x
2003% [Hiraku Suzuki] INAX #+35)—2, 5t
20004 [bacteriasign] ¥+3Y—7L- 24, HE

Th—T7R

20155 [Think Tank LabM x>+ -1 | Hoyoz, F-52F
[5x3] Kunstraum Disseldorf, Fa v/ Fa7, F42
[COSMOS/INTIME | <V (b2 M, 220, 252
[ TRAITS d’esprit | Galerie du Jour. 73}, 752
2014 [EECERERBLYFYyR7ud 2 B | IRFE 2Rl X5
WA E Lol At < 27 Sl PRPESE SRt b o
[DRAWING NOW PARIS | the Carreau du Temple and Espace Commines , 230,75 R
20134 [HET7—F77—F 2013] BankART Studio NYK, #i)1| :
(oL 2o ay- 2472 | B 7— M OR, B/ LR SR ofH LR, bl
[DRAWING NOW PARIS Carrousel du Louvre, 739, 75> 2
['Wall Art Festival Warli | Jivan Sikshan Mandir Ganjad, 22, 42 F
20124 [vyzVaixz—n, ELTHE ) SRR E0
" TSIDE COREJ BATSU GALLERY. #{ 7
[rez2evA | IEiREEA- 884L52 | TALION Gallery, #3
[One And Many | Location One, =2—-3-2,USA
20115 THi&RH 0BT | Bke 52 R K0 TALION Gallery . 9t
[DRAWING — &< E L9 E S Jisland MEDIUM, 85
20105 [AFEAZO 7 2010 8 SHidaIfEd? | BROSH, Hat
2009% [House of Art| Hotel Central, #7390, 7594
[ B0 TH 1000 4% | 6 iR 21 AL EHAE 1)1
[ Re:Membering — Next of Japan | Gallery LOOP, v #7/1, 6R1H
[VOCA & 2009 L1 % EHiE, #a .
[Between Site & Space | ARTSPACE SYDNEY Visual Arts Centre, & F=— A —R:3 97
20084 [FIXMIXMAX! 2 — BR{E7—t@7nx bZ 4> | HLEE O & LR, A
[MIMITOME | TOUSCENE, 224> & —, /A9 z—



2008 %
20045
20024

MO F 437 | b—Fa—7 2w X—4 bifihh, W
[Tokyo Style in Stockholm | Karl_|johans Torg, 2 by 2L, A9z —F >
[Tokyo Art Jungle] JRILF 8 WHER? 45 4, WX

FEFITFOQ—A L T-NT4 =T

20145
2013%

2012%
201 %

20104

2000

20084
20075
20064
20055

20045
20034

(B 60 LD IHRE IBY x>+ 1 2014 ] JCHER, (L R mBL)
@R 21 IR AW, B Ay 40-5)

B iR 21 B ST, 1 (L)

Printed Matter, ==—2-2 s USA (Loren Connors, Julien LangendorffL)
Location One, = 2—3=2%, USA (Raz Mesinai k)

WIMBLEDON theatre, 2>/ F> UK

TOU SCENE, 24,3 # —, 2% 2 4 (Kitchen Orchestra -k Akt b
Agnes B.CMC. /31, 75> 2

Super Deluxe, W (35 75h w4 L)

2. W5 (Shingo2t)

SRIR21 AL, T2 1] (Shing02 &)

TOU SCENE, 228 H—, 209 4 (KR8 - PEB]-Co5e— SFHN- AFHEL)
UPKINK FACTORY, #5 (i a—a- (g sL)

FrI3Y—FoPa—n 3732 .

UPKINK FACTORY, HE 5 ()] 58 - KUJUN £)

WE 7Y 2 b7 BREAR., BN

Kulturhuset, Z by 2kl 292 —F > (Shing02 - HEHE R &)

FLOL Rtk ki

Super Deluxe, RUT(% P e MgFE L)

25 L0 B VAACER . BT (nibo- $HFEBRE)

20105
2010%

[BEH¥RL ] F—Fa—hnFr—F by ¥—AR
[GENGA] il i i ek

A3viary7-7

2014% COMME des GARCONS HOMME PLUS Ul AR LD KL~ ax)
20134 Z0OZO BASE (8m) .

COMME des GARCONS SHIRT, Paris Collection UIAREEDIFHL~2ax)
2012% Agnes b. # L% (ART FACADE PROJECT Yol.5)
20115 COMME des GARCONS # 1L/ 5#l/ oo Ko/ ik /von AHERUE (RS NARR LD H L —3ax)
20104 COMME des GARCONS db5(E (H% NARSEDazHr—ay)

Agnes b. HOMME, Paris Collection (7 =x2~—# 3t/ 54 7 Fo—4>4)
2009% HIRAKU SUZUKI pour Agnes b. 2009 (7= 2 <-ta)a5#L ~a>)
20085 HIRAKU SUZUKI pour Agnes b, 2008 (7 = x2<-toaFdv—av)

Agnes b. voyage #8381k (ART FACADE PROJECT)
ALsay
W21 R KHE,
Agnes B. Collection. 731, 75> 2
oy P ER RS oy F2 UK

ﬁm:uaj}a‘/. RO
Hi#E7—kal 2, iz

281 29



Hiraku Suzuki

Born in 1978. A major recurring motif of SUZUKI's work is the act of drawing. His varied portfolio of productions
includes two-dimensional works, installations, murals, video, performance, and sculpture. Using drawing as a method

* to generate and transform time and space, SUZUKI continues to push the boundaries of his medium. He has held live

drawing sessions with numerous musicians and collaborated with entities like agnés b, and COMME des GARCONS.
SUZUKI is also the author of drawing books such as GENGA and Looking for Minerals,
' hetpiwww.hirakusuzuki.com/
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