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Monogoshi: Beginning and Mechanism

SHIOYA Ryota

| first showed ceramic vessels a little over ten years ago. | was
at a loss with the approach | had taken to sculptural expression
before then, because | somehow could not produce a work that
I was completely satisfied with. In this situation, | got the idea of
boldly making lines on the surface of the forms molded by hand
with a potter’'s wheel. This method resulted in a match between
the creation of bowls and urns with my own aesthetics, and
turned out well.

The sensation | received when making lines on the surface of
vessels differed from that of “drawing,” which | had pondered for
a long time. In the middle of running a brush on the surface while
turning the bowl in hand with the movement of my wrist, the figure
that appeared changed—what was visible up to the previous
instant disappeared on the left while a new scene arrived from
the right. In this entirely commonplace process, | felt a freshness.
It was as if space had suddenly come into being. This was clearly
different from reproducing something or giving form to an idea.
This feeling also spread to my hands touching the clay. While
taking the “way of understanding”*1 | had cultivated through
dealing primarily with ceramics, | witnessed the manifestation of
a certain type of reality before my eyes.

It was perhaps around that time that | became conscious of
terms such as sugata (aspect) and tatazumai (atmosphere) that
one often hears in discussions on the merits and shortcomings of
vessels. There is a deep emotion that is vague and obscure, and
brought forth by the subtle interplay of forms and colors. | began
to wonder if | could manifest this emotion on forms other than
bowls and the like, and so started production of the Monogoshi
(demeanor) series, works from which will be displayed at this
exhibition.

| always think that world spreading out before us is always
thought to be two-dimensional as long as our perspective and
focal length are fixed. If the viewer or object moves even a
little bit, the angle of the line of sight changes, and the visual
image transitions to the next two-dimensional scene. The
deviation between the first and second two-dimensional images
accompanying this movement generate space—I| wrote so in
the “artist’'s statement” for a solo exhibition at the Touch Art
Corner at this museum in 2019. | believe that the chain of such
deviation makes the present exist by creating time and space,
and carrying consciousness.*2

This chain of deviations ordinarily unfolds unconsciously, based

on our accumulation of experiences. When a subtle interplay in
formative expression transcending normal cognition is inserted
here, however, the outlook collapses, consciousness stumbles,
and time-space recognition disintegrates, too. Within this
turmoil, the staggering consciousness is probably supported by
recalling some memory as a stopgap measure, while the time-
space perception is reintegrated and the “now” is retrieved. If the
evocation of memories is involved in the recovery of the present
in this way, the recalled past makes an appearance precisely
because it is needed in the present, and renews its meaning
each time.

This complementary relationship between the past and the
present brings to mind the relationship among past, present, and
future that the protagonist Momo discovers in Michael Ende’s
novel Momo, while solving the riddle presented by Meister
Hora, the administrator of time. The answer is akin to the “three
presents” espoused by St. Augustine; Momo discovers that what
we call the present exists precisely because the future becomes
the past. If so, the recollection triggered by a subtle interplay of
forms and colors may naturally summon even the future as yet to
arrive into the time of now.

At any rate, if the dismantlement, recovery, and updating of
consciousness is the structure for truly living in the now, and
support the conformity of mind and body, | hope that my works
will make a contribution to such possibilities.

Notes

*1. Ryota Shioya, “The Way of Understanding without Disassembling,” Tama
Art University Bulletin, No. 28, 2013, pp. 43-49.

*2. Ryota Shioya, “Discussion of the ‘Sense of Reality of Movement’ that is a
Source for Figurative Expression,” Tama Art Studies, No. 7, 2018, pp. 53-
66.



