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AR, “WEWPWR T A= 3o X 4TI R—DEETOWBREEDI L ZAZL—2 3> TF, BHOEGI ERRRINDZET, Fr7 72— I3BEHLE This exhibition was inspired by spaces that are inhabited by “non-existent existing” animated characters. When multiple images are shown

To ZNESDEHREBERDHVEEHE [HEN) [ICE-TEZEZXETIDTY,, 2HDEHRDTL —LETHE)EIh, BIZHTEE ZOEMEICITERD in succession, the characters come to life. Depicting the “intermediate” state between the images makes the characters move in a lively way.

BFEIDRIEEMP £ ENFE T, ZZTIERED LWV, BEOBKRICDOWTEZSONSHhHLNEE A, When the Characters move, interceding between the two image frames, it creates the potential for infinite time in the gap. This might be seen
as a spirit body physical form.
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(LW7=8I2T)
| hate you and i love you.

Eo4— BR21E (6539%)
7 ERIERE

Monitor, movie (6'39")

CV: AOYAGI Natsumi

2022

OPENSITE 7

YONEZAWA SHU

BE R SBIARENIT=A—Yav Dxv T
TE—EHFED DT TS, BoTe ZE BoTWizl)
EEZUDP oI ZER R Y DORIFL, 1:{SA%kD
TEHBOBEIHTELE D,

I had a dream. Images of multifariously

synthesized animated characters were speaking to
me. Their words intersected and complemented
each other, a lingua franca that connected with
many things I had thought, and with true feelings
that I felt but could not say.

PLATES




(BELDRRIAE)

no name

PA=VE 72 SN =S SE PR
AE—=h— FZ4—
Projector, animation,
speaker, monitor

2022

ZAEL DFE, BEOEOBWHLEIZOWTDH,

Nameless memories. A poem about remembering the shape of the body anew.
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ST2ODTV—RIEEENT B R L2 DI E 03228,
T=RA—yay OEELUT, OB ERFRRTEILTE
NFESILDL, 2D 7V —LALEMETELD“FNT" L
WIHIKTESHY, ZORIBINNTVET=A—varF 9 T778—%
MOBEEDPLENT LU RIBEL WS, FAETIEZD “A N
7 LRCHE - MERE R o T B R o TO R W B RE T VX
N EIHEERIS, “ANT T IEFEETIUL, ZORMITIEF v
72— D EAR ST RMBOTIBEM: D Fh - HEDITLSTDH
LD EHED, EHOB->TORWI T 70V 72 —DHHR
bolZffIZ, €Y F3E o IR THEET 2O TIR R WA, £
IR E L LT HE B THh D EE 25,

PLATES

Bodies projected on two frames, the sounds of their breathing
echoing in the space. The animation stirs to life through a
structure of multiple images displayed in succession. The
obake (ghost) technique, also known as smear, in which frames
complement one another, creates an effect as if the color
planes of moving characters and objects have been stripped
away. In this work, formless bodies with characteristics and
materiality like those of ghosts are digitally rendered. If ghosts
exist, then there must be countless possible bodies that retain
the forms of characters, bodies that to someone are nameless,
existing in clear focus in interstices where they intersect with
the unfocused light of the rear projector. This quality seems to
be like that of disembodied souls.
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Trace of anime

EZ—JL 2R REY
Vinyl, air, insect pin
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PLATES




=AU FIEFZEFHINF]

Talk | “Blink and the luminous body”

BE BUT. 25 OUFROEFETYT, #FFE
[7—FX1X V] DIRERERVENS, [REDY XY
CHELTEEREEFHL TVELE, ZhANThETDE
EDOIRBEHL TVEST, ABDBEFEREZLZDEZEET
HBAEHNPPHLT BEZDEIIICAERFATT2—
EFUHLTLEIDY, £-BEEHUENIEAE 720
EDDERELTDVITYR-T ZA=2a U ZEA DD H->
T 2OV 2D BD ) THERV WAV bDER STV
F79, RBEIFLALBREONLET,

KB R (LT KB)OLALBREOWELET, 713
SEOMER (BELORE) (COVWTHBALEYT, kZ
WEBBIZIRIVT7 7OV 17230 Tz DD AE LRGN
BEIN TV ZORAIESIBLICE-TVET,
ZhIBT A= a PBGEL THBEINSEE SRR
LTWET, 74— a 3T OXALKR, DFIT
L—LETL—LERUENSER 60 [RB|ZE T
RELTHETEET, ZO[TL—LETL—LDBHE]
ICDWTHIELEL Az ZhEMD XTI —U IS B ED
PIBICENENRTVWEWT ZX—2a3 % v 57 2—D 5
HPRFEINT, EBITTNSDHHEET ZX—2a> LT
FERSETVWET,

EZ0ZHFEMOAEbVBENELNEE AN, 18 &7 T
MDTL—Lh&HZD%EFPS (TL—Le/X—-thR) EFF
VL BEDOT Z4A—=23> OBYRIE1 724D TL— LT
BRENET, T XZ—ICRRINBTIL-T=x—3
I ZNSTARTDIL— LERLEAEEICLTVS—
FT BN EE2R 48, SEITIESMTHEETIROLD
DEVIFYR T ZA—2 32 U, BRDTFLET ZX
DIEFEAEP ZDIINMEBNTVET, ZORUTRUIC
Bol-BUEDERICIHENS, BADT Z4—2—1kE
(ZBARUARED 0

KBO[H/57 ),

BEOL. [FNTIEMEND. X+ T8 D HEH
FoWMSCISR ) ERIN 5 7-TL— AT T R KiFSAI. Z
ZICEBULAEmEE-TUVEhIT T i,

KBOZITT, BBEDANT I, ADDIBELET
L—LPRIDTL— LA BDBEXICHELTTH
WA NTDIL—LETL—LDHWEIZISHICERE
SESNBPEVOIRBLSSEDIEREIENEL I BIC
HRABV, BISHEWVEFDPOLICHIERDIEE, 7=
A=B—=PT ZA=2a  ERZEEUTVT, WEVFv
FUEA—ERWERILTEETVWBLIICREZHDTY,
BB [ZZICWB [FROELNERELD 28D &
HERBUD L0, BELOEHE, ZIETHEW G
(IZh D WBZE, [BWH WD | ZEEFMETELSGEER
FUlzo ZIICENEETNALOVWEST,
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BREO[ANTJETVD2EZEZELTRATERAY
Ty &,

KEBORLEAEANODE=L2—ICRBHHDL/-B%E
BOHTOHDFIR HHERALZEEICADDENITE
DIV RHBED TDEFEREIEIPATOET, BS
DFOLEEBHBLTVBEX, ZTOFEHIEN TE
32— AT BALTOWEWAEBEDIEN HOIKREICE >
TWBHrbLhELA,

EFOSODINUME[RIFAEER A |EBINTH
BhITTY . 2OV EEIBLIEEAR, 7oA—T3
SOEDPTHEDEEREE DX v 72— TIL—LDH
WETHIBEBATANTICEBIEDEEY . KiFL
ACESTIRABEFEADB>TWET S, BAVRT
WEL, ZOREVITL—LICIRESTWEWER, $5
WERESTOWTHIRDIL—LL—MDRBEICIEN B ZE
REMATVWEHDOPREICHREBINZDIrHLALNE
BLUTLWSoL%37?

KBO[FIF1ZIDHWEHRTVEWETT, BIhD
WBEDPHLNEWERS>TVET, FAET7ZX=23> D%
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BERTUCDVTARIBIICE ZIAD=DIE, FEAFED
BTl

BEOMBHICEZ T [FNT eV, WhIE R
D& N, SEIFEZ—ILRERROEICE- T, Bk
EF—TIEP 2TV b TR, KiFSAREET
ZADBGICBIMT B ELHBEAVELLTE BAD
FTLET7 ZARBIERB DL EICER D BEINIEEHFH
HEh, ZhEPF DL >TOEDDREFEEAEL-TL
EET LR NINTEUHBEEEDERICLEY ST,
VEDDDIBNELRDT DN ARRDT ZA—=23>TH
BI3THDIC, VEDBENTREDIIIBFREDH D
TU—LPRUBEBHE, [T NTDONi-b%
HOTWEDE, TZXA—2—DOONHEHLTWB]E
AHoTLED, PO TIREFEIEIEPIPEEAINAT =
AP EDOIFIRHBNETHE, REIFBYEL =L,
S A3DCCERAWVS I TEMMABEL THRILLEET
ZA=YNHEAELL, ThBARRDERESE, 7
FVTAD LD o7V ETHHYET,

KiBOZITTHo ZHZHFD T ZAEHEEIADH/=DIS.
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P17 19 100G HDEBHL I EIEHIETH?
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TUVBBIRIE, FTAIMFRET ZA—2a>F 0T 78—
QAP ANT DEBIAEERNTEINTERUICITBD
DANTIERODET, LOLEEANTORIFZHZH
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11A13H(H) 16:00~
AN BE B EER)
11/13 (Sun)16:00-
KUROSAKI So (Critic)
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T oA=L IR EE ISR o2 E R OHROBIRE
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HEKFSANHEL TV BDIE, [REREIDE | &RS>TE
BALEERWET, ZOBEEVWAWNALL-ETHEHE
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DI EELHEA TV IR LET,

TZADF v ST 2=k EABMRIEL T, BHETIC
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DD, EBRZZICX Y TIE—DT AT T4 T 1%
HUNBIET S, BEIFEBOBFELANTICES7IR
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Foo TEALZEIH)ETH?

KEBOTIKEZELEL, BEIAILELY, FADIF
WBREFEICT 2D, R—AOCKICT R, BRSEIC
TEIDT AL HETHEVADBEZOHDICRE
DT, BICEZEEDEID DT WALERICHER
WIS T EDBBAICHRENLEL ., 1EDHEIADEIL
B2, XTI 8—DEITRDEL L, §TEEHE
BRETULEDhEL L, AIETHEVWETIREL #HD
FERVWHETIOIBVENDEERIEE T &R,

BEFOEDBIAITILIATIN?ZhEDIRER LD S
$ELI?
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355, FETHIZX LY —ETHHEVEEREZOHDD
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EAIME,
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BE, FCTTCELEDBDINIY T A= 3> EDTIEE
WHhEEZFEUT, BRI, 15 THE- /-85, Bi=h
Do/ ERFRL T, ZZICA @Ik 2ETT =
ANROEND DR, DEWEZ—ILTIEELT, @R
TWBIFITZRETT,
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PARBECTU I, BEETVR-TWTH, 75—Th-
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KBOT Z A= 3L FBEINDIZE TR EHRP E TN
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Anima of extinction

2022
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(BIsZHR : 1\ DB’)
Obake no B’ : the movie

2022

[A=T 2 ZAN=22021 Z2—TFYFFIR]T—T 10— 041
NTTA>4—232=4—>a>-+>%2—[ICC]
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(WEVWEWNES)
Peek-a-Boo

2020




(SR =5 DVBIBAT)
Places exist place

2021

[ATAMI ART GRANT | &/ i

ORI - -

i L g

(FNrm)
Obake no

2021

[BBEIRFZZNR]| S EEHAE
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{Swimming Pond)
2020

[#404, Near, Nowhere, Newtopia|¥+Z')—-JL73

{(Swimmers)

2019

SEERMAE
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I think | was in elementary school at the time. As a child | was an enthusiastic watcher of anime, and there was
also a period when | avidly consumed TV programs dealing with ghost stories and the occult: unidentified
mysterious animals, urban legends. These programs reported on cracks in the consensus reality of our world,
things | could not bring up casually even with friends. One of the images that stuck with me most was of a vast
hole that seemed to lead down to the center of the earth, too deep and dark to see the bottom. When the footage
— filmed by a camera pointing down from above as if peering into the darkness from the edge of the pit — was
played back frame by frame, numerous white objects could be seen streaking across the screen. The program
explained that they were “skyfish,” unidentified creatures swimming rapidly through in the air, which were only
visible on video. A series of special TV features were produced, showcasing attempts to capture the elusive
beings on camera.

Something swimming between frames, rendered visible in frame-by-frame playback. The obake (ghost), a motif
with which the contemporary artist Yonezawa Shu has been engaging, can be called the skyfish of animation
(referred to below as “anime”). With televised anime in particular, if you take a sequence where, for example, a
character jumps with arms raised overhead and play it back frame by frame, you may find a frame in which all
or part of the character’s body appears to be melting, as if it had turned to slime. This is sometimes called an
obake. It is not uncommon among anime fans to share images of such frames and laugh at the amusing failures
in artistic quality control. However, when they are termed obake, it is generally quite a positive expression, which
interprets the phenomenon as heightening the impact of the moving image.

Yonezawa's interest in obake is not limited to the technical wizardry that goes into creating moving images.
What she presented in her solo exhibition “no name” was the sea of time in which we all swim.

This exhibition venue consists of two rooms. On the wall of the room immediately inside the entrance, the video
work / hate you and i love you is projected. It is clear that the characters, all facing forward, are rendered in
multiple images superimposed with the same composition. However, the blurred focus and the slightly different
hair color and hairstyle of each character make it difficult to grasp their images clearly. In the background, live-
action images of the water’s surface and underwater are superimposed, and occasionally a woman'’s voice can
be heard speaking in fragments. “Aren’t you cold?” The characters’ hair sways, their eyes blink and their mouths
open and close repeatedly, and it is clear that a simple animation, probably consisting of just a few frames, is
being played back on a loop. It is as if a database of multiple animations, or elements that make up characters,
have all been loaded and activated simultaneously in the same frame.

In his debut essay “Character ga, miteiru” (Characters Are Watching), the art critic Kurose Yohei discusses the
sophistication of metafiction, not in the form of a congratulatory narrative discourse or a representational
analysis to which the analytical vocabulary of film studies is applied, but that of a “theory of animated expression”
which applies only to anime’. The essence of this theory, however, is a theory of animated expression as a theory
of space. The core of the essay, however, is a theory of character rendering in spatial terms. Kurose attributes
the distinctive quality of animated imagery to an “indeterminacy of space.” For example, in most anime the
background and the character moving in front of it are not depicted from the same point of view, and are not in a
“correct” positional relationship. The screen is merely a frame bringing together images rendered from different
perspectives. In short, Kurose’s analysis revolves around the inability of the viewer’s gaze to unite this side and
the other side of the screen into a single continuous space. He cites, as a good example of this, character design
in which the larger the eyes are, the more the light source is scattered, making it impossible for the viewer to “make
eye contact.”

At first glance, a similar issue seems to appear in the blurred and multilayered characters in / hate you and
i love you, but the situation differs greatly. Yonezawa questions the temporal identity of the characters. In the next
room of the exhibition, there is a work that makes this questioning even more apparent.

A display on the wall of the next room shows a fragment of a poem by Yonezawa, as subtitles at the bottom of
the screen against the backdrop of a still image, silent and also out of focus. “Words did not come out of my
mouth.” However, an environmental a difference from the previous room is the sound of breathing echoing from
the space beyond. The spoken words corresponding to the subtitles cannot be made out. Two large horizontal
screens are suspended in the rear of the room, in such a way that when someone stands between them only
their feet will be visible. A huge reclining obake is projected, out of focus, so that it can be seen from both the
front and back. Together, this group of images and sounds constitutes the title piece, no name.

Obake are created at the end of the animation process, and mainly play the role of filling in spaces
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between multiple key frames generally known as genga (lit. “original pictures”). The practice is also called nakawari
(“inbetweening”), in the sense that an obake is filler in between two frames. The composition of no name applies
“inbetweening” by having the viewer stand between the frames, so that their own body becomes the “filler.” The
viewer is compelled to wonder whether an obake, in focus, is being projected on to them... a “ghost of a ghost"?

Another “frame” is called into question, one that Kurose has left outside the scope of analysis. This is not the
spatial frame separating the interior from the exterior of the image, but the temporal frame of the number of
frames per second, which divides time into segments. Specifically, the Japanese anime that Kurose analyzes is
characterized by its number of frames per second, generally eight, which categorizes it as “limited animation.”
Full animation, as in Disney films, runs at 24 frames per second, which means that Japanese anime has only one-
third of the smooth continuity of full animation. The abbreviation of animation to “anime” essentially refers to
Japanese animation with its jerky movements, and the distinctive feature of Japanese anime is the revelation of
temporal intermittency. It is because both animators and viewers perceive these conditions that the technique
known as obake is sometimes laughed at by viewers as exemplifying poor production quality.

Needless to say, animation is a temporal art form that depicts movement, and in critiquing animated
expression, we should question not what is placed inside or outside the frame, but what lies between the
frames. Unlike “limited animation” as an avant-garde technique that attempted a critical questioning of Disney,
animation in Japan has been produced using the technique of “quasi-full animation” with a reduced number
of frames, which was compelled by economic circumstances. No matter how poor the conditions may be due
to a shoestring budget, the images must aim to establish the identity of the characters. In fact, this is precisely
where we see not only the discontinuity of time that is always a latent factor in anime, but also the minimum
requirements for filling the gaps and creating the “impression of life.”

Yonezawa exposes the “putty” that binds anime together, generating what we might call a minimum
of continuity in characters, along with anime’s various textures. Whether it is a simple moving image of a
mouth opening and closing, or a close-up of a still image with the mouth closed, once the sound is played, we
attribute the voice to the image and ascribe a specific personality to the character. But what if the only sound
is of breathing between words? The obake that lurk between key frames leave the flow of time before and after
these intervals barely clinging to form. But when the direction of gravitational pull is indecipherable, can we still
consider disfigured and disembodied limbs, like drops of oil swirling on the surface of water, to be afterimages?

It was not until much later that | learned that the genesis of the skyfish legend was the work of video editor
Jose Escamilla in the 1990s, and that the white streaks in the footage were the blurred, moving afterimages of
winged insects rapidly crossing in front of the camera. The 24-frames-per-second rate of a video camera can at
times make a winged insect look like a ghost. Today, when even a smartphone films at more than 60 frames per
second, a camera would not be able to capture a skyfish without deliberate manipulation. The number of frames
a video camera recorded back then would today be described as “limited.” But this does not prove that skyfish do
not exist. The creatures were born in intervals in the frame rates of our perception. When time is discontinuous,
life fills in the gaps.

In the article cited earlier, Kurose Yohei refers to an example in which the depicted character itself plays
the role of a frame, and concluded that the space occupied by the viewer is determined in reverse by their being
seen by the character. | will conclude by saying the following: Yonezawa's work does the same thing temporally,
with the depicted character determining the frame rate, and life (anima) revealed in the gaps between perceptual
time-scales created by the artist, the work, and the viewer. This leaves open the possibility that we ourselves
could be skyfish, or obake—afterimages lingering in the perceptions of the characters.

Pinned to the wall are sheets of clear plastic with burn marks. This is the final work, Trace of Anime. As if
something had passed through the holes that resemble handprints, they were ever so slightly vibrating.

KUROSAKI So

Born in 1988. Critic. Kurosaki began his career as a writer/editor for the review journal Arguments (2015-2018). He has published many articles
about phonologies such as Buddhist music/Shomyo (chanting of Buddhist hymns,) Japanese silent film narrators, voice actors, synthetic voices,
and VTubers. He is currently preparing a book Voice Laundering (tentative,) a magazine about Antarctica /AY-International Year of Humanity
Observation, and an essay Extreme. He also distributes podcast program “Voice Memo (3600+600)".
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Born in 1999 in Tokyo. Artist and animator. Yonezawa has been creating works focusing on physicality of characters in the current
digital animation, and mental physicality and emotions possessed by creatures in the real space, as well as atmosphere of the space
in which these animations live.

Maijor collaborations include the music video “Nitecore - Heartbeat” (directed by Fantasista Utamaro), animation for the music video “I
want to meet you...” by Tokyo Ska Paradise Orchestra and Hasegawa Hakushi. Artwork for the single “Umi no Namae” by KAIRUI, etc.

Recent exhibitions

“samsa planet,” Former site of Odaka Bookbinding Company, Tokyo, 2022

“emergencies! 041,” NTT InterCommunication Center [ICC], Tokyo, 2022

“ATAMI ART GRANT,"” Hidden Village in Atami, Shizuoka, 2021

“This-Display,” Calm & Punk Gallery, Tokyo, 2021

“AB," [a two-person show with Ushio Chicken] Shinjuku Ophthalmology Gallery, Tokyo, 2020

Recent Awards

Student CG Contest Evaluator’s Award, Etsuko Ichihara Award, 2021

http://shuyonezawa.com
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