il KR

KAN Mika
Through the Selfie




3

JJ s \. 7o ._.,_ ” t_@\
fﬁféfﬁﬁ{;

bl




Fhld. 2016FH52021F(CHIF T, E£JEET—~
2. AFEBEICIRAZETI A& h ) &3RKL T
Efo 2019FE LWEWHBA TS, FEEEDES%
BRYL o1 A E—HEICIRE T2 LT K=k
L—h[Hh7-%8&Sm 0 | Won't Let You Gol)—
ZXTlE, TTICEEFRLETERIN TV S EMAZY
A—#iiEREEA [ATHREXRFIeLTnya—>
EHE s, BE-BYG A XEL—2 3 [LE-> TR
h-fEG@EHE, 191HiEh 520 AR ICH I TH A IR
T172a CBG TR ANEANBR Y B LEEE AR D
FRite. R CICHRBAINK RIS ICEIEERT
HITEL1=HD7,

N EERD TS HR VRIS, LRICHTZTh
SO EIGTBENED, K1Y -OFROER ET.A. K
TS BRRC[FARRADBETE. HEHFEESL TRV
TRE—FAOEEEENI M TOFEIE. FAOBHKT
BB, |EFELT WD, K7D/ [H B ] (1816) Tl
FAANLRBEESLCRA-BBATEABDL
MEEBUVRADL, X2 EERIKERFUBITEE A 4—
DEIEESE TRE LIRS [FERIT D,

WAZFOLDIEEOED T X (1871)(FE:
Through the Looking-Glass)iZ [REBZDEDT7IX D
RN BEXETHD, 7IALBBIRD L DKELIED
BICFIIEELDI B, [BZODHHRICHIES 13
FE ZhLUAIhDSEVND — ZDIEZ-T, REsly
T KD HBENCBHEBEIEDIBELNEND, |

BEMBL TS, EEN ASKREN TR TES<
BERRICAL BB D ELE AN FEILL1=DIZ1836FE DL
2o —EBDERBIRAEIDPFICANBIEDTE S
i CHEE DS VR, 19 AR FISIC@IEN T o7
ZET—MRICTIB T BEIEoTm0 ZILTRELERR
(Looking-glass) %@ V) ¥k |3 1= ICIREZ oKW DB D
AN L > TVBEWNIRED . —RICHBEINDL
N7z

FEDLERIZEST WETR>RF Ry RIS H—
EEF—TIC BEOZEMXEROBEET—vEL
(DB EPNBIIhor, #EREESLT
[B5 &AL HCBEDP MDIEINE /=D, %<
DB Tl AP A— VR REL D B EED,
B RO EDSIRIFHELTHEVEW Y, BAIC
ZokWBRIAN B DREREY). 2LBICEZDLELD
TEERCTIETAFREL-5THEI, EDOFH
SR TEAEDBDOBIC 1 T7ERELTHE, RIS
N-DIHfEShBESBEEDTHD,

T /00 —DO¥ESIE NEDB#AELTEEE S, 19
HIEDEIFFEN L RIGEACICA IREREHELD
ICH7BL7 ZDFER. BRESRSE. FIHTEEL
DEEDIHEERBIE =, ZThaslE BRICENT
$EICHEYTIODIIRAT—N T DHATILBEIRY)
BE (tW71=)EOTIIEWERID, EFLEEZD,

HREHOBIRYEEIL. EEMHPHASN - E
ICREEANTVS, ZORBEE THB TR yh/ v —
VO (B33EE ) (1840) 72, i FEAL-EHAMTIZER
FICBRFEh, BIEIDIA-E 5 =W L THRBBE N /-
L ARA T2 D R DREEE S o7z, I AK
BREE--BRUVBEEDEIC [HELFDENTIO
BIEFEICEL ] EVOMB X EE W TRARE (SR
e NY=ILEBEBEEWDTI/O00—%5FEAL. ZTh
(& TERBIFEDERERD-BE DD HEERE
LTRBELE=DE,

4 OPENSITE 7

5. EMEERX+I—-TBIRET S AN EEREIC
HoTW3, (EmEERICLTRAYARTESDE LIRS
L. SNSIZ#F89 2. ZhaERL TOEVWERZE
DEFEEDHTICEB15E50H57255, LrLFAIESE
WEREBRVEL TA L ARZMAEWNDI—EDITAIC
DT, ETHEKFENEB STV, HETHEHDE
M RICRETEBEL LD TORRICHNT
EMiEERISRADE, EXHTEEDEEICHI DL
TWBHH5TIFEWEADID,

19HHABICHEVT, VEDITHELEThIEES R
EZ5N TV -ECIE. WA TIEHIFPIEBAYICH R
£ BRI AL THEEEENDIBHDICE-T
Wb, ARER[EOE]TE. Av—hT4>DHAT%
PELENSIRE T LWL, SBEDILFER
. BRDENBUHINSIGERERILEN OB
BEEEAERIE. BIERTEECREL D B DIBEL DT,
Lo ZXEEBVIR, BUIRELTEBINI D EIIRE
SDEEEREL T E2—FUMEES TV,

LrLEDS, BERIFEEDREIHERTEHDTIEAL,
ENFERISBESTRATH, BENZI/E0/-E1RRICIE
OBV DEIE ZThELKR ATV SERISEE R,
O ERFIEDELFEEL CE[ABKEE] L. B
BOMRE—RICELIE 2LV AT, ERICIUT
Wa, [ATBEE | TR AIOABTHE ATH AR
EFELCBDE, AFISBESHICEGDEVWE/BDI,
ELTH ABWEAIALEECTLED, BEILTES
=D B ANWLEEBEN BRIV TR——MNIH
W, EB5H ABIRDD R A5 AVGAIC. FXE
ERED DB I3 BMER DX BN PR B
BRIV, AEARMD ABZERBELTVWBEE, %
DAPDOEBPFHRENEL VDDA,

ZHZHEREMIANERHR T B7-0IC1E, KERD
DENFHD. FISROKZEDHTERL. MBIELT
GERER, HATHER, LR EEBLERERGRT
|ZEE8RT %,

1672 (2. KEDIBEED KICL->THREALI-T A
Yoy Za—bolt, BBXETIZXLICESTHEELR
Wl EBOXO#HE, ST B TMERIFEESRT
% spectrum (XNThT L/ ZNTIV) EZ T 7=,

ZhPoHI150F %, EEIEAINDIE, A4l
[BEEICEZEHMPMOESNS | BNz, BEER
DFE=IE, RATHINHERDF /LRIy
PUIRFENB LI [RENL M | U T e, EBTR
[FD BERF 78] (1900) TRATL TS, /N
Yo IIZEBE[TRTOEMIZANRTNVTIERINT
WalEL. BRICEZEIC[ZANRIMVE ] B ES
hT, TL—hLEIZEBZGNBIET 28V, BHEIHE
DRIDFZEEMANELEB723 ThL D RN
ZHEIPAT DEAMAIBEELL THHRASN TV DT,

P OTHIE 2>/ spectrum i, 17HFCICHFEY
BRRICHE)NIIBICERICL - THURBREL (BB
BENBIFIECE o7 HEPR-BERDOT /LR
I, BEER[BAZVEE] (1979) T, spectrum D&
LITDOEIEEL TV D,

ST AR EWENS DL, BN TH
D, FIANRTH), —HONSEHEGTH,
WHEHPOFKELT—ROHE =HFTH D, i
ik, $IATIERE O [4t4] (Spectrum) &
MEAZ EIZ LT,

NN [BEEZOHDIIEICBICRZHV &V,
A2 IBBEEZDOHDTIIEL, R R #EHF) 2R T
WBEWDODTE, DENEEZR3EE, FhizbldBESh
7-18EX &R TH 5 spectrum (CEICHENTWEDTH
2, HBAA. INIWNITOEITETOIEY F 17 VK%
BRIRCZOEEERLTVBDTIEARL, 20HFTDK
PHLEEREZERLZET TN THEBEEIR
REETDEELTWS,

[AFMBEE D BICAEBEIORLEVRL Tldh
{ BEZRLEZEE LB SBU BRI T
ERARRIIEVEIDIE, 2D spectrum iZE5HD
KOrEE, FAIEL TV S,

— 5 T5H. spectrumZF U T DISEEE 7,
TUX LRI —Me(EZIE. BHICABKER B
ENTEBL. LEDFINTHEDBHEREIEDIIL
P TES, REDPIIEITH). 2 H2LBEHED
bl ThE Z0FEL X TEDT—H
DEEELTEBEIENE, A THNh. R HTHN. IR
WESGRISGEWMAINES 2B EN RIREL DIZELT=5,
ZAX—bTF DT TVEEZIL, IRRPLZyF O
PELTH, ETHZDOEBICENE TEB A REMED HD,

Fhlzc DI EBEER V[ 2T Spectraly
J—ZT, BEZDODERTTBLUND S ET, RD
FIC AR EMET B2EDWT, JIEENICTH
BAHERVIROZEC U ABIBSEERIRL T30,

1. WA Z-Fr 0L [SROEDOT7YR B EBER. B)IE.
19594 p.8,

2. A2/ [BABWERE BEICDOWTDRE ] TE&EER.
ATTERE. 19854, p.16,

118128 (1)

NERRDFEHFE—BBRESAMIWZ, b—=T1X
UREfT o7 2019FE A 520205 (S VT THI1 EE .
FEERNG (A D] FEE—BR-fEEEIE-ET
2y TERATESIZND BHIE T »O2FERE T, /I
FREEMERDILIZ IS, EVDBRIERHRICZD
WTENE T

KAN MIKA

From 2016 to 2021, | explored the theme of
reproduction and “what it means to be human”
by photographing dolls. In the self-portrait series
| Won't Let You Go, which | have been working on
since 2019, | photograph myself with a doll made
from a mold of my own head, depicting a clone as
an “artificial twin” with reference to the somatic cell
cloning technology already in use in the livestock
industry. My body of work composed of photographs,
videos, and installations is inspired by the history
and legacy of quasi-humans, such as humanoid
automatons and doppelgangers, appearing in 19th-
and 20th-century science fiction, and by optical
instruments invented during the same period.

In an era when optical instruments were
devised one after another, they began to appear
in literature as well. The German Romantic writer
E.T.A. Hoffmann wrote in his diary, “I looked through
a kaleidoscope at my own self—my self consists of
the totality of the myriad shapes that move around
me.” In Hoffmann’s short story The Sandman
(1816), the main character sees an automaton
through a telescope and believes it to be a living
woman. Optical instruments reflect and refract light,
multiplying images and causing visual hallucinations.

Lewis Carroll's children’s book Through
the Looking-Glass (1871) is a sequel to Alice’s
Adventures in Wonderland. While talking to a kitten
in front of a large mirror above the fireplace, Alice
says “smoke comes up in that room too—but that
may be only pretence, just to make it look as if they
had a fire."" The process of manufacturing the large,
smooth, clear and bright mirrors in widespread
use today was established in 1835. High-precision
mirrors, which had been so expensive that they were
available only to a few royals and aristocrats, came
into general circulation after prices dropped in the
mid-19th century. Thus there emerged the widely
shared flight of fancy in which there is another world,
exactly like our own in reverse, beyond the full-length
mirror (looking-glass).

In literature, widespread use of mirrors led to
the creation of “doppelganger stories,” featuring
twins and body doubles, and dealing with themes of
the duality of the self and the conflict of ego. Through
mirror images, people became more conscious of
their own identities. In many doppelganger stories,
the protagonist struggles with an uncontrollable
alter ego. This is the result of their soul slipping
out of the body and wandering about, becoming
another person who looks exactly alike them,
going by the same name, yet acting in a completely
unrecognizable manner to the detriment of the
original person. However, if the protagonist were
to pierce the apparition that escaped from the
mirror through the heart with a knife, they would be
stabbing none other than themselves.

Technological advances alter human perceptions:
19th-century mirrors made the experience of turning
an objective gaze on the self a universal one. The
result was a divided self, and failure to integrate with
an uncontrollable alter ego. In light of this, it is my
belief that the present-day equivalent of the mirror is
the selfie taken with a smartphone.

The world’s first selfie, taken the year after the
invention of photography, was the inventor Hippolyte
Bayard's Self-Portrait as a Drowned Man (1840). The
photographic technology he devised was deliberately
suppressed, and only the daguerreotype, invented
by Louis Daguerre that same year, had its patent
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application accepted. Bayard wrote a statement of
protest on the back of his photographic self-portrait
simulating a suicide by drowning, saying “This
man died because of all of you.” The photographic
technology that Bayard invented allowed him to
represent his doppelganger, a corpse, in the throes
of mortal agony.

In recent years, people have been taking selfies
at museums and galleries. Using smartphones,
they snap photos of themselves with works of art
as a backdrop and post them on social media. In
cases where the work was not intended for that
purpose, this activity is probably a nuisance to other
viewers at times. However, | find the phenomenon
of Instagrammable selfies with works of art very
interesting. At a time when, for the first time in
history, anyone can instantly transmit their own
image worldwide, | believe that when people choose
art as a backdrop, it is because of some intuition on
their part about the distinctive nature of photography.

The self, which people in the 19th century
believed needed to be a unified whole, is something
that today we actively slice and dice, deploying
it in myriad ways depending on our location and
interactions with others. In this exhibition, Through
the Selfie, visitors were encouraged to hold up their
smartphone cameras while viewing the works. The
experience of viewing a mirrored three-dimensional
work or a video work in which one's own image is
projected, and photographing it while doing so, is
one of proliferating, marvelous, controllable alter
egos. Alter egos that passed through the lens and
were fixed in image form are now floating around the
Internet as a record of the exhibition.

However, photographs do not show us traces
of the truth. No matter how realistic it appears, it
does not prove that a certain reality occurred. A
doppelganger is no more than a false image which
appears to be true.

“Mannequin photography,” which has been my
main mode of production, is similar to theater in that
it makes the viewer temporarily believe in a fictional
world. In this process a life-sized mannequin - an
artificial person - plays the role of a human being.
While the mannequin is obviously lifeless, we cannot
help but see something human in it. In a self-portrait
featuring a doppelganger cast from a mold and the
artist in person, if we cannot distinguish which is the
real person, there is no way to ascertain the truth.
When the distinction between fake and real becomes
infinitely blurred, and we perceive the mannequin
as a real person, are we perceiving the life-force and
soul of the person?

To begin with, identifying something visually
requires light, which is refracted by the lens of the
eye and forms an image on the retina. A camera also
records light that passes through the lens onto an
image sensor.

In 1672, Isaac Newton, who elucidated the
structure of light using spectroscopy, named the
rainbow-colored bands of light that appear when
white light is broken up by a prism the “spectrum,”
which means “ghost” or “apparition” in Latin (note the
similarity to “specter,” a synonym for “phantom”).

After photography was invented approximately
150 years later, people feared that being photographed
would suck their souls out of them. The photographer
Nadar wrote in his autobiography When | Was a
Photographer (1900) that his friend the novelist

Honoré de Balzac felt “terror” at the prospect of
being photographed. Balzac asserted that “every
body in nature is composed of a series of specters,”
and that when a photograph was taken, “for that
body... with every repeated operation, there was an
evident loss of one of its specters.” Photography was
seen as a magical process that not only mechanically
captured the scene before one’s eyes, but also
proved the reality of the soul.

Once signifying a ghost, the word “spectrum”
came to describe an optical phenomenon in the
17th century, and an entity reconstituted as a soul
by photography in the 19th century. In his treatise
Camera Lucida: Reflections on Photography (1979),
the critic and philosopher Roland Barthes defined
the term “spectrum” as follows:

And the person or thing photographed is the target,
the referent, a kind of little simulacrum, any eidolon
emutted by the object, which I should like to call the
Spectrum of the Photograph...?

In Barthes's view, “a photograph is always invisible.”
He stated that people do not look at photographs
themselves, but at the object of interest (the
photograph'’s subject). In other words, when we
look at a photograph, we are directly engaging
the spectrum, which is the object captured in the
photograph. Of course Barthes is not using the term
with the kind of spiritual implication it would have had
in the 19th century, but rather with a 20th-century
understanding of optical photographic principles,
and yet to him, the photograph still captures the soul.

| believe that it is this “spectrum” that makes
mannequin photography something more than an
exploration of the real and the fake, a unique mode
expression that resurrects the magic of the past
while advocating a modernist viewpoint.

At the same time, these days summoning the
spectrum is a simple task. It is easy to separate white
light with prisms and spectral sheets, or to generate
specific hues with LED lights. This may be no more
than a pretense, which merely makes something
seem like it is there. But what if it were possible to
gather that light with a lens and freeze it as a single
photograph, giving a mannequin or an alter ego
something virtually indistinguishable from a soul?
There's an app for that: anyone can enter this realm
without any special knowledge of photography or
retouching.

In my Spectra series, which employs such
optical devices, | decided to deal more directly
with the perception of light as it enters the eye,
in a manner other than presenting photographs
themselves. When we see something, it is light that
we perceive.

Notes

1. Lewis Carroll, Through the Looking-Glass, Arcturus
Holdings Limited, 2019, p.142.

2. Roland Barthes, Camera Lucida: Reflections on
Photography (Richard Howard, Trans.), Hill and Wang, 1981,
p.9.



(GERERISH)

Reversal mirror theatre

TIVIZT— REUSRIV LED Tk
Aluminum mirrors, wood panels, LED lights
1800%X4318X2079mm

2022

HREVI 7D, +AEERMUIEARIC BT
B[S, S0EDEbEHEITL-oTEI IS na 3
SRS | ORGEZ A ATz, BH OFIZRGHERIZK
59225 BB OB 0 B KRS L IEBE TSI
505, [BIS$E | IFALTCRNIME LTI 70 DDOTHY, 19
PHATI B DL HEE L LT S L, ANGLTI TSR
LLUTRBs T,

6 OPENSITE 7

KAN MIKA

(1>T74=Z71-ILIN)y7-FO—1>T)
Infinity electric drawing

TIIVIWIN=TIZ— ELTAY— XAT7>L R
Acrylic half mirrors, EL wire, stainless steels
1800 250X 150mm X 7@

2022

W BIZ Lo THELI D HITEOLIMEETEF -T2,
FTHIVIMaNIZL YAV Y —CTIEEE), N—737— T
TETCAYIU=TUIT—DIEIEE LT, —H R F 055D D LD
12 oTEY, 2NN OE DL R LT VALERORERKIZ R 2
2, AAVERIZ20HACMIITEL L, ieBbashi L g
HFETF DNz ZOVERMDBBEAR T D DIXINAS=Y TV ] L[
#BlTH5,

PLATES



(Spot 001)

29T yh T b
Inkjet print

297 X420mm
2021

B O E TR LI NI EA 7 aty s I AR D 75

ATA TR LT B EAR fh FA70Ay 75 FR3I6D

W AEITL>TRZ AR L M ER o, 191D

Tyyz7u<y/NRTR, VYR ETHWTR I AEE AM7EE

3 DB DI D, BTOI RS |V HIFTRITIEE
FRUTAERITT SR,

OPENSITE 7

KAN MIKA

(BLI-DHSHEVBFRICLNS)

You are in a place that you don’t know ; ; el v o 3 e el o7 A o
TOY 18— BUR(5H25I—T) SATHAS AT~ . b T R s ; _ -
Projectors, video (5'25” loop), live camera, screeh A P D, - i e A AL
#4XA[Z | Dimension variable » Sy R PR . : N o :
2022 G oA e e o
AT T o 3 gl S
i : i o S

s

3DCE 0% v 375 — 2B LIBEF B D ORUIF AV )= ALEDT 0 V=25~ B RWLTS, 1A TSI AL Midjotrney | T HAEL 21 357
L) MEERIE LTI LI THOA I SE=%, HITERAZY =Y BLITH 25 TREH OL LRI ) VA LISFHEL TS, 19180 70V
DE— LW RBEWTHEEAS ST v a— R BT ASEREBR, BEE OS H 55 RHOBIIc OB IR EEV T,

- o . i i # br '-_ ¥ o d - 3

r
B -
- 5' -,



MERBO®ED | 2250574 ]
Imaginary Lie

25150 shiseido art egg & X1t B
2021F10R198(X) -11A148(H)
BEEFvI)—

% HNEE 62 | Photo: KATO Ken

10 OPEN SITE7 KAN MIKA PLATES 1



CEERCE 3720 DM 05)
Watchful Machine 05

TLRILLE R %
Fresnel lens, iron
2021

[Z2~7h5 / Spectra] 1) —X &H)
%15 shiseido art egg & 1€ B
[RREO®ED | #E5D3%N]
FEEXvI—

B2 ONEE 62 | Photo: KATO Ken

12 OPENSITE 7

EMHESR - TIAF—LLTHILND TN —) « 1T —
V23RN TW S ' ¥ —(Useless Machine) D
BET BRI, AR H R TR EIRIR
RZEF—7LT2/NUDEL—NVT, RE—XYR
OLIZBBLTHRDO R NE#ES DI S
B, ANZZDIERIZ 7 VANV YR B E R L, B
DRDHEEIT:DDEE LT, KEREOHR
IZERIE LT,

TVANV YR, Kk O ZEVRITHEILTUEA
O LT RV VX T, 6 - IR - IER SR O
BEE RO, 18224RICE RSN, [TEDONEEET
JETBIDIFAS NI R o7, BHETIX 7 0
V72— ATV L ATV S,

KAN MIKA

PLATES

(GERERISE)

Reversal mirror theatre

TIVIIT— KRBV LED Z1b
Aluminum mirrors, wood panels, LED lights
1800%x4318X2079mm

2022

[Z~T1hZ ./ Spectral ¥ )—X'&h)

P> p.6




(P ETEE)

Double Teleidoscope

(A>T4=F1-ILIN)y7-RA—125)
Infinity electric drawing

& (15478 —7)
Video (1'47" loop)
2021

TIIIWIN=TIZ5— ELTAY— XAF7>L R
Acrylic half mirrors, EL wire, stainless steels
1800250 150mm X 718

2022
[Z~T87 ./ Spectral Y U—Z &)

2515M@ shiseido art egg & E1E B
[MRBDED | #Z5D53%H ]
BEEXT)—

[Z~YU1Z ./ Spectral ¥)—X&h)

BE»p.7

18164F, KT B DHDOHFFEHIZ, DA D 80 Iz ibikk
ROMGs RzeZenF A shiz, Zn e LTz dDH
TG, FEG(IVAF AT =) 1%, O Rbic B 172
EF =T DBWAUREFEEE T2HDE0, KT WIGE
EHF(TLVARZRa =), BYOREEHHN OIS T2,
(OHFEGENI AT KSEEERLBFEOEEFRELEBL
T LIIMUETH 2, 7 IATA %D A% LED 1 M B
PLEAMLRLTIE T ARRB» TGS ET 2,

14 OPENSITE 7 KAN MIKA PLATES 15



<

(BROF D)

The Light in the Eye

HAIR, N=T3I5— LEDZMh, TIRH R
glass, one-way mirrors, LED light unit, glass sand
2021

IR - KEREBL(H T XMER)
Production Cooperation: OKAMA Akihiro (Glass Artist)

AN

[Z~2h5 ./ Spectral V1) —X &)
#16M@ shiseido art egg & £t B
[MREBOWED | HZ5D5% ]
BEEFvI—

N

17
Y7y

4997).
"y

e ‘_“’
Y

>

FRDEHEFIZERLTHLDIFE ATRITIZD DL TEDF
HEDTIATATH D, HLEHF I NOAEILLoTN T2
MIZEACT 22470497 HIAEFHWTWS (05 701y2
BIAEFNT 7 F V=% AT A RTELANRTEAA ¥ TR)THIT
2 TV3),

BRy — AR L[N —7 37— BHEIF—CHT L
T MRELDZ EFOLED I b2 =y bASIES L7 N e KAR
SRR TWDBEINTRZ DAY 74 =743 7 —DEEE
HizRT,
INEAVODLEE)TER OB O GHITER LTz, /N
BRED EEIIEL, —EHRITKBEREORN A ET R
WG D2, B2 EERET ANTORE DT,

r" - ]
sy 1Y9YY

E
1
’

%

' |

»
i
®

e

{Spot 001)

A7 TyhTb
Inkjet print

297 X420mm
2021

[Z~YU~Z / Spectra) U—Z'&h)

P p.8

PLATES 17




HOAXYXZ, FEROT —T1 A4
v« V¥ F Y Z[PARADISE AIR (/¢
HAR - 2T7) | D—ERIZH Do TEZIZKTIV
2Zotens, BAERENIO T — T4 A2t
I OWIERVEERAT O MR E UGEE
SNTWBHGH T, FRMBEORE T 0 %,
ZHEREOWNE L& TR L2, AL
BRI EF—7 2RO Lic v M —
PFADFAANE, £ I F AT DK
MEBIL, FEELLTVAXYAELT
Bz T0oTz,
TUFRTIAFAR—L]DEE D HEN
120 ZOIERFH W LM T, 7Y A&+
ZUILHEERO ANE LRSSV, KR
a1 FLFE N EIRBT D05
ERELBEFETIHLZ L 5T, 2FD, F
IZESTUE AT A NTEARE KT ST
LG5z DTE,
ZOVERIZETYEIY Vv R—%
L7z V7 R—h—bTH D,

WEEN L MG OREKELTE, BAOHF
W EIVEIT B, 70— E—fIATH 1
BERLUTWD, FEE L TEL, A
ICHEEERID WV, e fiSHoT 0ok
FIi,

(RFAINFH 1 Z09)
Stay Paradise 09

A2V TyRT) b
Inkjet print
1101X1544mm
2021

RN XSt hI~
Production Cooperation: Kashima Co., Ltd.

[®% - %8870/ | Won't Let You Go U —X&H)
%15 shiseido art egg & E1E &

[REO®EY | #E5D3%N]

HEBXvT—

18 OPEN SITE7

KAN MIKA

(DUt zBEs 7/ TWon't Let You Go) i34E# HE OEEESZ R UTHE o Te AT E—FEITIRE LTc =V 7 B— M — R D E LT ) =X, $i e O T
BTl 70— |27 —< LTS, ABEARZ RO T OO0 RBATH N TFELTERTLIET, BikriEssd,

[NEEE i3, ANTEZABOIITH T2 LT BMERY LR ER D) 2—Ya v LA, AR/ TLATWEW AR LA bR L FIER, 5
BRI HEEOEITHLLENIAY Ty 7 A RIZZ ORISR LTz DTS,

(Untitled)(2020)1&, FORNVHATIZEBIFLIEDS, VEY FIZHEL TR, 19 OFBIN LY 7 874 — WA BB Z T LT, BRAR L EEO —EIITE
R 2B D 5, GIRERSTDIT, X—Va2 OB EMUITHEGROEOWIIFE VT JUSEWERORIAIREL., SLIVVAILAMNW X VT EF TV Iv T %
PR TTLY VERA LI ClREE1T o7

{Untitled 09)

12Ty TIh
Inkjet print
906X906mm
2020

PLATES

FFREMHZ| | Nomura Art Prize
[HL7-%8&H 1 Won't Let You GolU—X&h)
#15E shiseido art egg & £t B

[RIBDUED | #25D5Zh)

BEEXvI)—



(XSELZ S TR) (BEF-DRSLVIBFRICWND)

Paradise Shift You are in a place that you don’t know
R T7IVI, BE=8— BUR (252971 —7) TV 78— BIR(5H258IL—T) . SATHAS ZTY—>
Woods, plexiglass, monitors, video (2'29" loop) Projectors, video (5'25" loop) , live camera, screen
2021 44 X B]% | Dimension variable
2022
[Z~7hZ ./ Spectral ¥)—X &V
2515 shiseido art egg & £t B [Z~9hZ / Spectral V1) —X &)
[REBOWRED | HZIDS%M]
BEEXvT)— B p.9

B2 ANEE 2 | Photo: KATO Ken

19T I B CIM B A R I T 27 DITEF R ENT [ Ry =X =2 JEEL/NULLUTHRR O T2/ 0 Y —THBL Tz, FROEED L%, EiEe T i@
TEZZ—=DEDF ST B, BRI, FOF IR DASEITEE S NIGBWE 77 VRIS F 5, 35 LR O TBYEASH IR VT, ZOBRITE RS
FCEL o TRZD. A VAR —Y a5 IE ST R 2 20,

BAHFENEOBEE M v X7 UTHR AL, ARLUTEV SR AL, EEPIZE N, LIELRIE R 2D TeRIZE T, TR S M i AX VA NITF
DT EDZDFABTHY, 22 AFETHHY, LHELELLEDRTE LIV T—2M LD 7S,

20 OPENSITE 7 KAN MIKA PLATES 21



1988 F M/ B ETh, EI1IHBOLE)T7L XS, AT BE-RFEEEAVT[ ABEIEABDER £/,

ILRESR

[8515M@ shiseido art egg & £t R [{RIEDIED | HZ5DH%H] (BEEF+5U— BR. 2021)
[BankART U35 & ETE{ERE | (BankART KAIKO. #i&. 2021)
[VOCAR2020 A EMDBLE—HLWFEDERZE—] (EHOHEE ®x)

TLTZHE

FILABA AL =T (2020)
B A4S (2020)
VOCAR20203Zm &

Born in 1988 in Kanagawa. Using dolls, photographs, and optical devices,
Kan questions the “boundary between human and non-human,” mainly with reference to 19th century culture.

Recent exhibitions

The 15th shiseido art egg “Mika Kan: Imaginary Life,” Shiseido Gallery, Tokyo, 2021
BankART U35 “Mika Kan Solo Exhibition,” BankART KAIKO, Yokohama, 2021
VOCA 2020 “The Vision of Contemporary Art,” The Ueno Royal Museum, Tokyo, 2020

Recent Awards

lkuo Hirayama culture and the art award, 2020
Nomura Art Prize, Nomura Foundation, 2020
VOCA Encouragement Prize, VOCA2020

http://mikakan.com

PROFILE




OPEN SITE 7

EREMHEOE]
=1 20227108220 (1) ~11827H(R)
=5 h—F5—T7— VT LRZNR—ZAHER
= ARWFFEANRRTESL LB E KRR EMNEE h—F3—T7 -V 7LRIN-Z
BhAk — M EE AN BHEE
SBRT Z—IN—-Tp7N)—#X &t
HE T EE
RE AR
it EAF. KEHF (—F3—T7—VYT7LRZAX-2Z)
BB EIE2A (pp.8. 13~14, 21) & X1t (pp.6~7.9~12, 15~19)
BMER JYANT 77— ZF 4T X
FHA FHET
Nl =XENRIFRK &1L
17 AR NE R ERRESE LB E SRR ERR A EMRE h—Fa—T7— Y7 LRIN—2
17H 2023%3[28AH

KAN Mika “Through the Selfie”

Date 2022/10/22 (Sat) —=11/27 (Sun)

Venue Tokyo Arts and Space Hongo

Organizer Tokyo Arts and Space, Museum of Contemporary Art Tokyo, Tokyo Metropolitan Foundation for History and Culture
Support Nomura Foundation

Installation SUPER FACTORY Co.,, Ltd.
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