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Where a Vision Leads

lioka Riku (Associate Curator, Yokohama Museum of Art)

Kamata Yusuke (b. 1984) has conducted research into Japanese
architecture built in contexts such as colonization and emigration policy
in Japan and overseas, including in South Korea, Taiwan, the United
States, and Brazil. Through these projects, he has reexamined modern

history, nationalism, and colonialism.

A recurring figure in Kamata’s work is the Czech-born architect Antonin
Raymond (1888-1976). Having studied under Frank Lloyd Wright,
Raymond produced many works of modernist architecture in Japan and
had a profound influence on Japanese architects, among them Maekawa
Kunio and Yoshimura Junzo, who worked under him. Kamata has taken
a particular interest in the group of Japanese houses that Raymond
designed during World War Il for US military incendiary bomb tests,
and has returned to them repeatedly in his work. Meanwhile, Kamata
has also addressed the fact that Raymond, having returned soon after
the war to a Japan beginning its postwar recovery, was involved in
piano design for a Japanese company. Illuminating the dynamics of
nationalism and colonialism (and the ways architecture and art have so
often been bound up with them), Kamata invites each viewer to regard
the complexity of history as something connected to their own life and

to let that recognition inform future dialogue and action.

Our understanding of Kamata's stance may be aided by the discussion
in Tessa Morris-Suzuki's The Past Within Us: Media, Memory, History
(Verso, 2005). Morris-Suzuki argues that continuing to assign people,
from one generation to the next, the fixed roles of perpetrator or victim
of past violence and oppression can breed new conflict. On that basis,
she calls on us in the present, even if we were not directly complicit, to
accept our relationship to history as people living in a society shaped by
past violence. In the book, she presents this idea through the concept
of “implication.” She also warns that an openness to multiple historical
perspectives can at times be exploited by historical revisionism, and
she makes the case for shaping our understanding of history through
dialogue that transcends both differences in perspective and national
borders.

Kamata first addressed Raymond in the 2015 solo exhibition Diagram
of the Radius 7km, held in Yokohama, where he was born and raised.
Drawing on historic buildings and remains within a 7 km radius of
Kamata’s family home, including the Ehrismann Residence designed by
Raymond that served as the venue, the exhibition gave layered form to
the modern history interwoven with Kamata’s own family history. Since
then, Kamata has built relationships with people from many different
backgrounds, Raymond’s descendants among them, and has developed

his practice over time.

This exhibition concerns Hara Tomitaro (known as Sankei, 1868-1939),
a businessman who made his fortune in the silk trade in early-20th-
century Yokohama and designed Sankeien Garden in the Honmoku
Sannotani area of the city. The exhibition extends the concerns Kamata
has long cultivated while turning toward the past. Sankeien previously

figured in Diagram of the Radius 7km, and Kamata, who graduated
from a high school very near the garden, held his first solo exhibition
in the Main Hall of the Former Tomyoji Temple through Sankeien
Garden’s open-call program in 2006, while a university student. The
current project offered an opportunity for Kamata to engage once again
with Sankei, who played a major role in shaping the Yokohama where

Kamata was born and raised.

Kamata searched for connections between Sankei’s artistic sensibility
as a calligrapher, painter, and patron of the arts, and urban development
in Yokohama and Seoul. In December 2024, before he was invited to
hold this exhibition, Kamata began researching Sankei’s residential
land, agricultural, and forestry development ventures in Korea under
Japanese rule, and this inquiry began to take shape. He then undertook
further research, drawing on the Yokohama Museum of Art’s network

and intellectual resources, and his findings shaped this exhibition.

What the exhibition illuminates with particular force is Sankei’s spatial
imagination. By means of this faculty he is said to have directed land
purchases only by looking at maps, without ever setting foot in Korea,
and Kamata sees in this a grounding in classical Chinese learning.
Southern School painting, which came to be known in Japan as Nanga
in the late Edo period (1603-1868), was practiced by scholar-officials
in the Jiangnan region of southern China for mental and spiritual self-
discipline alongside their administrative duties, which included civil
engineering projects. Sankei was also influenced by the Zen monk Muso
Soseki (1275-1351), who, without leaving Japan, created Zen gardens
by superimposing visions of an idealized China on the landscapes he
encountered. As Kamata's work indicates, Sankei would also have been
familiar with the landscape paintings produced by Korean literati. The
work emerges against a historical background in which art mediated the

imagining of landscape among East Asian cultures.

Kamata considers what it means to see in one place the likeness of
another, to reproduce and possess a landscape, and to own land and
shape it into an ideal form. In his video work, these acts are narrated as
the scale shifts from paintings and domestic interiors to architecture,
gardens, regions, and cities. At the end, it quotes the diary of the painter
Ushida Keison, who traveled to Korea with Sankei’s support. Visiting
Apgujeong, where Sankei owned land, Keison was disarmed and moved
by the beauty of the scenery and wrote, “It could almost be a scene
straight out of a Chinese landscape painting.” In sync with Keison’s
narration, views along the Hangang River at Apgujeong, which Kamata
visited in the course of his research, appear in sequence. How actively
Sankei was involved in his Korean ventures remains unknown. Even
so, Kamata quietly suggests that an aesthetic gaze turned toward the
scenery of a foreign land (and our possession of such a gaze) is not
unrelated to colonialism. Above all, the exhibition emphasizes that the
places to which Sankei’s multifaceted vision led are continuous with the
land on which we stand, as the three-dimensional wall-mounted map,
extending down to our feet, makes plain.
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Whole: KAMATA Yusuke, A Vision for the Two Landscapes, 2026 / installation [Display Fixture Production and Installation] Liu Gongzhen (LIU KOBO), Kawashima Yasunori (LIU KOBO), Obata Yuya [Wall Graphics] Kitsuya Yuri [Wall and Sign Installation] Super Factory [Technical Support] Yamagata Issei
Center: A Vision for the Two Landscapes, 2026 / video (12 min. 27 sec.) 3 Script and stills are printed on the back [Script, Filming, Editing] Kamata Yusuke [3DCG] Yamagata Issei [Sound] Kamata Yusuke, Yamagata Issei

Left: The Eight Views of Seoul, 2026 / 2-channel 4K video (4 min. 45 sec.)
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Japanese Houses (Seoul/Yokohama), 2026 / acrylic board, mat, inkjet print, UV coating, wood, aluminum-composite panel HARA Sankei, Shangri La, 1927 / color on paper, hanging scroll / Collection of Yokohama Museum of Art / Donated by Ms. Yoshida Kiyoko (formerly owned by Watanabe Mikai [Masao])

(left: Interior of a traditional Japanese house in Huam-dong; right: Interior of Rengeinteahouse in Sankeien Garden) Tokonoma overlaying a sliding door painting of Rinshunkaku villa with the current scenery of Seoul
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| remember the sense of awe | felt when | first wandered around Sankeien Garden.
| was particularly struck by the way the Rinshunkaku villa blended in so perfectly with its surroundings.
It was very different from the kind of scenery | had grown up with in Japan, but | couldn’t help feeling that there

must have been such scenery in the past.

Sankeien was created by Hara Sankei, an entrepreneur in the silk trade who made his fortune as Yokohama began
to modernize in the early twentieth century.

Sankei inherited a vast plot of land in Yokohama’s Honmoku Sannotani district from his adoptive grandfather.
After relocating historical buildings from Kyoto, Kamakura, and elsewhere and extensively landscaping the
property to his liking, he opened the garden to the public as Sankeien in 1906.

In addition to being an aficionado of Chinese poetry, calligraphy, painting, and tea culture, Sankei was also a keen

art collector and patron of young painters.

Both his grandfather and uncle were Nanga painters.

Having studied under them from an early age, Sankei produced many works of his own.

Nanga evolved as a uniquely Japanese interpretation of the Nanshuga (“Southern School”) style of landscape
painting developed by Chinese literati and officials as a spiritual practice.

The Nanga approach of imagining Chinese scenery and rearranging it from a birds-eye perspective into near,

middle, and distant aspects likely had a profound influence on the design of Sankeien.
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Another major influence on Sankei was the Zen monk and garden designer Musou Soseki (1275—1351).

Deeply inspired by the gardens and landscape paintings of Hangzhou in southern China, Musou laid the
foundations of Japanese garden aesthetics.

He too conjured up images of utopias in lands he had never set foot in, making them a part of his contribution to

Japanese culture.

Anticipating that the area was ripe for residential development and seeing real estate as a much safer bet than the
volatile silk trade, he proceeded to buy up the land surrounding Sankeien from around 1911.
Sankei pursued the pragmatic venture of real estate development in tandem with a much more idealistic venture:

Relocating historic buildings to Sankeien and creating his own utopia.

At this time, Sankei joined Nakamura Fusajiro, Ichihara Morihiro, and Sato Torajiro in a silent partnership to invest
in real estate and agricultural development on the Korean Peninsula.

Sankei’s role was limited largely to deciding where land should be acquired.

He apparently entrusted on-the-ground property management to Sato Torajiro, who had connections with the

Hara family, and other business figures in his circle.

In 1912, the partners purchased a 25,000 sq. meter residential plot in Huam-dong and 0.43 sq. km of farmland in
Paju City, both in Gyeongseong (present-day Seoul).
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In 1918, Sankei launched the Korea Agriculfur )
According to the biography Hara Sankei Ouden, San )
He studied maps of Gyeongseong to pinpoint Namsan and the Han qg:l{ .
based on his reading of the topography of the land lying betweén tl:len;, arr;d e

contours evoked in his mind.

How did Sankei imagine the landscapes of distant lands?

To what extent were his decisions influenced by the way scenery was envisaged in Nanga and by garden design?

In 1917, Japanese painter Ushida Keison visited Korea with Sankei's encouragement and support.

The following is an excerpt from Keison's travel diary:
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Jeong Seon (1676-1759)
ng Art Museum, Seoul

O
'tiég‘ pping from pavilion eaves fell directly into the river, creating a

trees are a deep green, the peach blossoms in full spring glory. Sailing boats and rafts pass by carrying
Koreans clad in customary white robes. Ducks, plovers, magpies, grebes, swallows and other birds cavort along
the river, creating a scene beyond words.

It could almost be a scene straight out of a Chinese landscape painting.”

Apgujeong was once a scenic retreat for aristocrats, often depicted in Korean landscape paintings by artists who

stayed there.
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