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Art Will Eternally Return
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ZONE-Poetic Moment

The exhibition “Zone — Poetic Moment” focuses on four levels which can be said to
compose a work of art. For the most part, when people think of the elements that compose
a work of art, these elements are classified and explained into contrasting dichotomies
such as form/ content or expression/ material. However, for this exhibition, | have set these
fundamental levels around four categories. | want to show that the combinations generated
by these various elements give the work its own unique style. These four categories are
materiality, symbolism, metaphor and imagination. As these concepts are adopted from,
respectively, economics, semiotics, rhetoric and psychology, it is with these ideas in mind
that we have to understand the four categories that are the primary parameters for the work.
Through each separate level, each concept, as its own representation of an academic field
in which these ideas are subsumed, comes to participate in the constitution of the work. My
reason for drawing on these various elements to compose the work from such a manifold of
fields was to demonstrate the great breadth of artistic expression related to both practice
and cognition.

Firstly, under the semiotics of C.S. Pierce, symbol indicates the various signs made up
from words and so on that are realized from the arbitrary association of signs and meaning.
However, for this exhibition, | will instead take symbol to be realized from natural association
(from resemblance and proximity). From doing this, and focusing on the intensity of the
patterns of association between sign and meaning, we can clarify the distinctions between
each level. It is in terms of symbol that the degree of association is most pronounced,
the association of sign to meaning being in fixed permanence with each other. In this
way, symbol is a powerful adhesive agent that connects one area of prior knowledge with
another. As a result of this, if we limit a sign, whether it is either singular or plural, to a
specific meaning, it works as a medium to give representation its fullest expression towards
reality.

Next, metaphor as defined by Paul Ricoeur’s “the living metaphor,” is something that
can encompass other figurative images like metonymy. In addition, it serves the role of
joining a piece of prior knowledge with something unknown. Here, what | would particularly
like to emphasize is that the unknown, due to its very virtue in being unknown, is, in contrast
to symbolism, outside the realms of our knowledge and is as a result not something subject
to prior recognition. Therefore it is the particular ability of metaphor to be able to prize
open areas of the unknown from a starting point in the already known. As its meaning is
indeterminate and vague, metaphor is the least powerful agent in assisting the association
of signs with meaning.

How about materiality? It is no doubt inappropriate to understand materiality in terms
of the association between signs and meaning but, if we have to, we could comprehend
materiality as being the absolute agreement of sign and meaning. For materiality, these
two-way associations are both absolute and inseparable. However, the material level that |
want to emphasize here is not something that is conceived in terms of semiotics but rather
something that is connected with a concept related to economics. Today, | would very much
like attention to be paid again to the values of labor and production. The main reason why |
made the category of materiality one of the four levels is to enable the reevaluation of these
values that have come not to be adequately reflected upon within our high-consumption
society, as a major theme within the realm of art.

Finally, in terms of semiotics, imagination represents a state of complete breakdown
of association. Meaning is disconnected from sign like a kite broken free of its thread
gliding and dancing wildly across the infinite masses of sky. This flight of the imagination is
fabricated from non-material images and is loaded with psychologically-charged emotions.
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By tracing what kind of path will these levels become outputs for expression? In other
words, in what way will the various elements that belong to these categories be put together
so that they compose a work of art? It is of course essential for a work of art to use actual
materials for the physical foundation of the work. Using physical materials to provide a visual
framework for the work is an essential element of art and, in fact, without this medium
perceiving expression becomes impossible. However, as | mentioned previously, this is not
my reason for choosing materiality as a theme. As | noted before, my reason for this is rather
that | would like to direct viewers of this exhibition towards the labor that is infused into the
production of the physical.

The work of Hana Makiyama, in particular, places particular stress on the material level.
This is illustrated by the fact that traditional textiles called Double Ikat(natural dyeing) are
created through her focused hard work. The effort of creating these textiles was the result of
no ordinary labor from the artist herself. She has gone beyond the non-radical appearance
of someone making craftwork within the technical arts, to accomplishing a kind of cult
around the radical values of labor and production. In fact, in our high-consumption society
where the labor aspect of production is increasingly forgotten, her work, without trying to
maintain any kind of objective distance, draws our attention back to the process of labor and
production rich with creativity, and serves as an opportunity to rethink these values not just
within art but also within reality itself. Of course, the creativity of Makiyama’s work is not just
exhausted by the level of materiality. As a work of art, her work makes splendid use of the
various elements of the other level. Furthermore, what is even more surprising is that the
essence of materiality in her work eventually transforms itself into an image belonging to
the level of imagination.

Before | move to the discussion of other level in the exhibition, first of all, | have to point

out that although each work has been classified according to a category, hence the title
“Zone,” this is not a simple case of lining up the works according to the “zone” they fit into.
Rather, despite the fact that the works have been divided purposefully to reflect their strong
characteristics, the works themselves are realized from a peculiar combination of each of
the four levels. The essential point is, therefore, that the works have been placed in a “zone”
reflecting the level on which their emphasis is focused.
As each work has a different point of emphasis, as well as synthesizing various elements
drawn out from each of the four categories, each “zone” places a reiterative stress on
the “Zone” exhibition as a whole. It goes without saying that this is so that the exhibition
weaves together the themes from the four levels | have described. Or to put it another way,
the exhibition as a whole is reenacted, reiterated within each “zone.” The very way that
Makiyama’s work, where there is such a strong focus on materiality, unfolds finally into a
work radiant in the imaginary is a case in point of this reiteration. | think it is apt to think
of this kind of cycle as a cycle of return, although not a return of the same. So, how can
we characterize this cycle? This will become, | believe, self-evident as we proceed with my
discussion.

Next, after materiality, | would like to talk about symbolism. As described above, because
of the fixed association between sign and meaning, a bonding is achieved between symbol
and the external realm of materiality. The real value of symbolism, in the true sense of the
word, is fully exhibited in the moment when reality itself is shaken. As a result of this, tweaks
to, and the manipulations of, the symbols themselves imply in turn a transformation of the
materially-constructed real world. We have moved from the “zone” of materiality to the
“zone” of symbolism, and in fact these two levels demonstrates a unambiguously stronger
relationship towards each other that can be found between any of the other levels. As we
approach this “zone,” the work of Haji Oh and Rena Masuyama appear strikingly before
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us as excellent examples of the strategic or intuitive utilization of symbolism. Rather than
the trivial investigation of symbolic signs, both artists utilize signs to embark on a quest for
a strategy or roadmap to reach out to reality. The consistent approach of the two artists in
relying on symbolic expression as the most effective tool for intervening and transforming
reality comes is a most laudable technique. This “zone” brings us into contact with an
expressiveness that directly exerts itself onto ourselves. In terms of its ability and leverage
to reposition and effect transformations in the material state of affairs that constitutes
reality, the work of these two artists is almost political in nature. The sharp sense of delicate
beauty found in Oh’s work and the cheerful character of Masuyama’s work that leads to such
unregulated expressions are inherent weapons that the two artists have acquired to embody
their sense of the political.

Next, attempting to leap from the known to the realm of the unknown is the subject
matter of the “zone” dealing with metaphor. At first glance, metaphor seems a step away
from the politically-charged realm of reality related to symbolism. However, this must be
because metaphor returns once more to the real world and leaves its mark on history. For
example, Rebecca Horn has presented work which serves as an epitomization of this theme.
All of her work, from her early performance, her drawing which followed to her machine
installation is a conscientious exercise in bringing about this leap, from the world of the
known (the body, line-drawing, machines) to the world of the unknown that it is trying
to portray. This uncertain, by definition, world of the unknown may be unreal but it is not
fictitious. It is rather a future reality that we haven’t experienced before. The metaphor
“zone” of this exhibition is occupied by photography. Saying that photography is itself a
particularly strong form of metaphorical expression is not something | want to emphasize,
rather that the documentary nature of photographs steeped, as they are, unrepentantly in
history stubbornly prevent a metaphorical leap. Very much because of this, | made a point of
using photographs for this “zone.” Mamoru Tsukada’s work is a good representation of this
kind of determined resolve in trying to leap from the known to the unknown, unentangled
from both reality or fiction. However, the world of the unknown that he is aiming for is not
something that he himself is necessarily aware of. Attempting to conjure up something
of the unknown from a distortion of reality is not just a feature of Tsukada’s work, we can
see the same forces at work in the photography of Masahito Koshinaka. However, in the
way that Tsukada uses the drama of preposterous situations and Koshinaka uses illusory
modification of the photographic image, their methods for doing so are completely different.

Here it is perhaps easy for naive doubts to emerge. Putting aside materiality for the
moment, isn’t it really possible for a work of art without symbol or metaphor to exist? For
example, how about the documentary photographs that | just mentioned? However, if we
investigate documentary work a little more closely, we can see that whatever media we
use, the contents of documentary work are always going to be loaded full with symbol and
metaphor. Literally unambiguous reality, showing the thing itself is not possible even in
documentary work. This is why, for example, it is impossible to find purely material works in
the “materiality” zone. Materiality tries its utmost to exclude the imaginary but metaphor
that has crept into the work acts as a trigger giving energy to the imaginary. The rightful
nature of documentary itself, the giving of a precise report, is transgressed as metaphor
adds to the world of the known a realm of uncertainty that immediately kindles the
imagination. However, it is through this that documentary suddenly becomes a media rich in
prophetic and historical vision.

Finally, let’s take a look at the level of imagination. In this exhibition we have moved
from materiality to symbolism, from symbolism to metaphor. Now, it is time to flip from
metaphor to imagination. The center of this movement casts away the reality that always
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comes in tangent with this process, an expression of materiality, in its entirety that lies at
the heart of metaphor. What metaphor loses when it gains the ability to reach into the realm
of the unknown is materiality, which is the foundation for the levels before imagination. To
put it another way, the unknown is simply nothingness, expression never takes off without
shaking itself of the support of material elements. Imaginative power that gives real shape
to the unknown casts off the clothes of materiality and dances into a world where metaphor
has opened out in front of it. This is like Icarus, a flight to one’s death. However, a “zone” of
imagination by itself is impossible, it is something that is cultivated gradually, only by going
through each level of materiality, symbolism and metaphor. Symbol becomes vehicle and
metaphor leads the way, right to the last but even metaphor can’t follow as imagination
ploughs into the realm of the unknown, breaking into a brilliant light. When Icarus stood at
the top of a ladder, looking at the profundity in front of him, he noticed the wings starting
to grow on his back.... In all likeliness the success or failure of the expressions that have
accumulated thus far in the exhibition is entrusted to the three artists that appear here,
Yoshitaka Azuma, Koichi Enomoto and Soshiro Matsubara. If their flight ends in failure,
then we have to say that all the efforts thus far have been put to waste. The elements
that actually give shape to the contents of the work are sensibility, storytelling and ethics,
and the propulsive power behind their imagination is no different to the other zones, itis
the “life” inherent in their expression. Even though this is an image that is peculiar to the
individual artist, it is in fact something, a collective entity of an image that is commonly
owned by visitors to the exhibition who have entered into this “zone.” In addition, if this
image can break out from materiality for just the merest instant then the image can exceed
the confines of the “zone,” over-flowing out and embracing the exhibition as a whole. At this
moment, the return begins. This image at first penetrates the “zone” of materiality, tinting
all the materials with images. The appearance of images as materiality marks the beginning
of Nietzsche’s so-called eternal return.

As | have outlined above, each zone within the exhibition has an overriding character,
be it materiality, symbolism, metaphor or imagination. At the same time, the overall “zone”
of the exhibition is composed of each of these zones and at the same time as each zone
mutually references the others, each generates an indispensable power of creation that
works to constantly transform the whole. The static nest-like structure of the four zones
and the spiral that is generated through the circulating of the expanding and traversing
dynamic, in turn give forth this exhibition’s “poetic moment.” This sense of this poetic isn’
t just the literal meaning “poem,” but rather the “poiesis” of ancient Greek philosophy
meaning “becoming” or “production.” As a result of this, the “poetic moment” of this
exhibition is the moment (momentum or drive) of becoming and production that makes the
world. To achieve this, the exhibition “Zone — Poetic Moment” is a work of art in itself that
is composed of “zones” nest-like in structure. The visitor, from the moment they enter the
exhibition, is already participating in the work. However, this is not everything. As each of the
levels reflected in the zones continue their transition, we get to a moment where the always
open dynamism of the expressions comes to engulf even the world outside the exhibition.
The notion of the exhibition itself as art is accommodated by a reality, which in turn comes
to become a work of art. The cycle of vibrant energy surrounding each “zone” projects itself
towards the screen of the future as an expression of the eternal return.

Kentaro Ichihara (Critic of contemporary art and Professor at Kyoto University of Art and Design. he contributes in
numerous magazines and published books on Sigmar Polke(1994). Mike Kelley (1996)and Gerherd Richter(2002)

4/4



XM XEERT S

T RIFTAER

ZONE-Poetic Moment

TZone-Poetic Moment; Bl&. EMEREBRT S 4 DOKECERZEDETERE
75, —RICEROBREREVAL, FEALDEBE. B/ ARPERR/ FHEW o
TN IRAT I —ICHEINTERRIND, ULHL. RFERERICEWT, 400
HFT)—%BERNRKEE UTRET D, FL T FIhSRDEIhEEROBEHAED
B ERERGRESATERTEIEERLIZW. ZO4D0AH7T)—Lid, YME. R
#. BIR. BETHD, INSOERE. FhENRFR. TSH. BHE. DEENS
BAINTWSDT, ZhERHRICLT. EREBRHIITE 4 DOBEREHRZNT IV —%
BHRIINENH D, FAOBRIE. ThESBIZEMABTEREKIZHOELT. Zh
PNOKETHERFERICHTH B EICIRD, BH. COLIICEZTAHEDABEISERER
I BBEREMBULDIG, RBREDHICHDDIEMNEROFRBOLIEERICANK
WEEZ TS TH D,

FIERMIF. RO HETHEICTIIE. BB LEROBRBNGHEEICS>THRIL
TEEBEREDHTLSEET. UNULABREBSTIE. Zhia. BAK (FBLMN. BHEN) &
BERICES>TRILTZAMIAVPAVTYIRELEETHDET D, FDILICLHT, EBER
KROBEEHRRED, TOBEICESREYT, EKEOEEERPREICTDIENTEDIESD,
K. COFEEDESVWNIEo8HE BEICMHHEIIREIKENICEEENS. U
feh>TENIE. BAROSEBIC OB DOBREIEV DT 2RANBEERIL 55, EREL
TREIE. £5%. B cHNERTHN. FEDEKRICREISHIET. #nzENEL
TEEANFBEHNIDHEORKEEERST 2.

RICEEIRIE, R—=IL-UT—=)LD TEEER DL, tOLREREIELS2H0D
ELTHES NG, FOLTERIRIE BAOEDERMDEDEDRS/ A TDRENEITRS,
ZZT, FAADMBICERLUCVDIF. RADEDIEESICKATHZHM DRI, RBEIFEST
BEARDEHDOANEL. HOMUHRASNTWRWEERZIELRTEWSZETH D, Lich'o
TRIROMEEII > HEE. BN SHRE L TRANDERERIAT I EICH D, BENTHE
ECERRIET. BRIE. BELEKROBEDOEAVNE2EETNEDEMRS,

MEDBEIFESH ? FNELSLREOBEE U BRI DT ERFITEHEN. HRT
SETAETNIE. BEEEROIBTMN—RERZIZIENTELD, WEF. ZHEOES
MHEIW T, BSEREREIDETIENTERVDTH S, ULH UMEDOKETINEA
LizW\Dld, 5 LIS MR TldiRd, BBERICB I 2R EDEVTDETH B, S$H.
EMEBICEVWTBRINGRL B BB EEDMERXZIFLEMVRLEV. BERE
HEDOBHTEHSNEL B o>fcINSOffiER. EMOEEHTERE LTI LIS B
FBIE, FNHIYEOHT IV —%WHT 4 DDOKED—DEUIcEDEBERTH S,

Blc. BRIZ. TERNICLZISHEENERICTMIShicREERDY, ZI TR
FEEENSHEEL. ROTNIEMDESICEEDRZZBE LU CELET D, COBKRORN
&, MEHEORBRWAA—VERMETIN. DBENRBRTHIRENZIICEDHSNS,

INSDKE, EQLSBREELES>TREDHAICEET Z2DIEE5H. TrbDE,
FNoSDOATIV—ICBITZIHEEBERN. EOLSICENSINTERETRT BICWDDh,

1/4



ZONE-Poetic Moment

ERICEME LTOMBEN AN RELRDEARSICERINEL S, KRENGRITMELT
OMBEZEMIE. EfCE>TREDERERTHD. FNHAIThIE, RRIFMERATRE
BHEDERD, UNUEIRLzESIC, B ERD EIFTCEBRIFZ IRV BDEL
T=Ez1E. MBOEEICRAShEHEIC. BEEOBRLZRFWASTHD,

MBEDAHEICELITHEEBLLHDE LTI EFTARILTEDERIE, HED. TEARZRSD
ICEBIBERDT) EWSEHRIBYOHIEICEFRNICEERATNSIEZF>EDERLT
W3, ZNEMED EFBIedIBLZhEVNSSEARSE TRV, Zhid, BRI TERN
BE/MEDELTVDE WS TS@REEENTEHI T, HBCEEDST NILEMEDILE
CETELTVNS, £EOHENEBENSNESNTALWEERELROBNT, BL
DERE. BSOSO THNAREHEEABNENBEEDTOLAICONbNDERES|E
SiF. EMOHIESTREMBRICELIB DT 2HDEERE- I HEEZDKEE5, 7
BIELZDERDERD . MBEOKECREZEVWSDIFTIFERW, ERTHIHED, D
KEDEBADEREEHDDZFORBERBICHEEL TS, LHb, SSICEINERDI,
BEDERICH>THENERLESNIEDN, ZOEERENICBEROKEICET D
A—VICER{LTHIETH D,

HDKECB D, ABBEROYANUCHS V=) & 2O 420ATTU—IC
WUTIHEBERENET ZHOENTIEH B, FNIFLOEZZTIRAReL S, HR
BEFEILNBHD V—y) TREBEWZEE, TTR>TEHIRFNIBSRV, BER
5& TV—y, &, ZOEAMNBVNEBDNAERERBETIEN TSN TENSDN
BETELORRI. 4 DDKEDZTNENICBRBEZEDRICE>TRILTZNETH
2, Uleh'>TERIE. BOMEZSNZKECZESTERZND V-2 AERD DTS
nd,

BARDEVNEHN. 4 DOHTTU—DSEOHUCHEBERERALTVIOT. & V-
Vi V= BO2HERELTVWG, ES5XTHRIOBESRD. 4 DDKEEE
EDTHHAALTWDIDTH D, & V—r) TElic. ZO2E0 V-, ZEDIEULE
BT 2EVWShIFRE, MEEIEVNEBbnILDOERD. REICAX—IEDRVMER
EH-STERSETIEME. FSCCOREILDHZ. ZOLSRERIG. BRIEZT—IILE
E5TLWD. UNULALBOOEIRBTIEFERW, Tl EQOLSREREBELTDLEIH ?
FEURLICETBCET. FRIFROT EHSMNIBRDIES D,

MBEORICRMERD EFES, Zhid, BIRULKSICRS EBWA BV TRIFN S
ZElcEoT, FOAMICH DY EDEFEDEREERRT . REOELHDfMER. €D
PR BN CHEEAESN T T ENTELEZICTRICHEIND, TNOIRBERIFI L
WS ZEld MERRBIRICE > THREShICREEFREERIEDIETH D, Do,
MBED TV — M5, FREDEEINMEDKELDEBESMNTBORBD V- K8
Fllco 20 TV—y, Thnbhzilz2SBREBUBROERE. ORBE. Bl
HHZWEERNICERLTWSENHITH D, MEFESIC. KREWBLSICETER
kBB ENE, FEBVWTRELCHENTZ2ZOFEPEHORRZRIEDERGRE



ZONE-Poetic Moment

ELTWR, BEHRICTFHUTEET DL 6BWNRFERE, RENRRICTETENS
WEZIcBEO—EUEBE. HIBEDELALISZRUIEDDOTIERLD, bhbhid, &
D =y T, bbonOBBICERERT2REBEOAHICHMNDEICRDEES, ¥/0
THNI7OTHN., REZFERIT2NEOREZZ S THEEET 2HENDITHEENS
BT, MEIBOERIIBN TBCANTH S, SOERICESHAMIlREICHT 3850
RE. $20\IBNORBOBFREAETICEIWERIG. ZOBAKEEIRT B0l
LB B O T-EEDHIEFLSE5,

RICBRDKEICDWTENIE, 20 V—) TEAHLSKIDBHADYEENHAS
nacelcihzd, Bikid. KRENDDDOIREOBGANERN S—BEiET2L3ICRZ %,
ULhLzhid, BUREERICBREVTELRZZDIOHITIENESR, fcEZELRYH -
R—( ZOHBE R HERERERL TELBMEDHEID/ T 4 — Y APFDHDRO—
AV TPOBDA VY RIL— 3V ETNT, BT (FK, RE. #@H) 1S, #h
DEERZSETIRMNDERNDORBOBRGRETH D, KA THEINDZICRIEER
ZOMRIE FERELDEB TRV, NI WEERBRINTOWRWERERORELZ DL,
AEREBLOER V—y) 1d. BETHEDSNTWS, FAld. BENEIRNARIBICEN
TWBEERULEWDIFTIERL, TLS, BEMNICEHFDVWTVWSZEEDRFIAVFY—
KRR, BERORBEERICTS 21225, FnkbR, HATID V- . BE
EWSAT AT ZBATCEDE A D, BHETOERIE. RWEPEBICHDNDDERL BEHAHS
RANDBEZRAREHAAHDEDEEDRDODNTHD. UM U, HOBIEITRADHR%E,
KEENFE>EDRWFLTVWBER/INESEWN, REDOEMICE > TRADRICHEHFSE
2EVWSETIE BREADEESRUAAESA TS, L. FRIGFTEERDIRL
DEHRT, BRIIEROELINEL TEVWSESIC. FOFEREE>KBRZDED,

CZTHRMNGEBPNEENZDE LAV, PBIREENL. REVEROBWERIZE
FELBWDN ? F2EZILEIFERNIZRF 2 XAZY—E? UDURF2XF)—FLLE
BRUTHNIEDDBESIT, EDOLSBAT1TEBWZELTH, ZOABITEBHRIREE
RIRTHOSN TS, XFBODDO—FMWARE., DEDYBEFRZIRTIDIEF. RFaXy
H)—TISRAREBRDTH D, Thh'. MED V- T, MRIZYEICHESTE
DTEBRWEBRTEH Do FERFa2XVT—E, BIREMOBERLLDSETDDREN. %
ZITHNIAALRRIG. BRZESIETLIHIGLEHD. EVWS0D, BIRIEEHNOHRICR
BELEROBEHZEAL. TNHESICIBBRAICAERITT. HROEEZLR—~EL
SRFAXVIY—REDFEGEBELTLESNSTH D, LML, FDTEICE>TRF
XVF)—(F, BNELTEEMBERWUITFENBEBEETVEL5ICR3,

RBIC. BROKEILBZZEICLES, V-, & DEHISKRE. KEDSERA
EBITUTERD, SERBRNSEBEALHET IREIIND. COBITOIRHTE
BARNIA> TV HDIF. FOTOLRTORICHE=E-> TELRE, FTHDEREIROED
EHB BRI GEDD—YTH D, RIRIFRADBIRDIEF L5 SRR K STcEDTE,
BIRUBTDORKED L B EB>TERYBERRBDR, BIOSWAZEITRE. KNS IEHRIIC

3/4



ZONE-Poetic Moment

ETHD, EVWSTERIYENEMDOZZ R U TRBIZBEZETURITNIERSBNEND
TETH B, RAICEFNFERESZ2BENIE. WEOKRREREET. BIRLTIDIRL
e ZDOHRAERD ZEBLTIRESHRV, Fhld. 1HILZAERUGRIEORIATH D, 12
M. RBRD V- FHTRIENRARERIEN. WE. FH. RBIREVLWSEEREZRED
CBTET, BRICTARBEEESFRANERESH TV RBEWSEDYICMZATRIRE WSS
BERENBRBEFTHERSOT. KNOBRICEZBEAANELSETBREREIC. BLDITRL
RENS UADDRE, NYTDERICIL>TA ARG RRZERIICLTEDDOEHRICE
DEZTVWBZEILTIK e TTICEH TS 3 NOT—T A ANERE, BFH— BE
HEBRICTES NS, BREFSKIZETEEVREOBEOHEZERT2EDERS
1225, HESORPENEHINIE. ThETOBANICEICRTETEEZD. BEDIER
DRBEEENICAEZEON. BRETHN. WETHN. FBEETHN. RESOBKRD
HEEHIZ LD 3 DD TV —r) ERULK RBICRTET S () BUMNTIERW, Zhdt 77—
FAAMEAANTEEDAA—ITH>TH, RIFZO V=) ICADRAREEEICLS>T
HEIN, TTICERERDAA—IICB>TVBDRE, ZUT. BUMA—IDYENZHD
E—BTbHEBTENE. FOXA=YiE V—r, OREZEEZ TENEL. RESOE
FENES 3T TH D, TDEEMMBIEED, TA—JRBEITYED " —2 1 ITRAL,
FOEMEAR—VICEDHD, (A—JELTOYBEDHETHD. Z—FHESKHEIF
DIREDTH Do

Y IR ER U ESIC ENTYE. . BIREGNI I RNE@EE2T5E V-
Vi ok FnNS 400 TV—v, TESHTERIN2ED V- [F. HECSREN
BRERICHZERABIC. RLBANEICRARDAEBRI B TCRAHELLEERTSETN
420D =2 DRITVIRBRANTFEEE. ZOBEREEMU LR T 2 HDERICE >
TEFENZZIASID, KBBEESD TRIF Y - E—XVbh) 29, RITavo&
FBICXRO—I vV ILTHE 5 &2I8TOTIER BaRFI Vv BERETES NI RAT—
VR, DED TER SItE) EERITEDDEVTERBIND, ThiPZ TRIT vy -E—
AVB EF MREER - FIETDE— XAV N (22 R THD. ZDTdhIC, "Zone-Poetic
Moment, Bid. IV —> D ANFEEICL > TERE LTSN HEERF. RBICAS
ST, ITIERDBMNCBALTWS, FREFTIERN. V-V ICRBRENSE
KEEBBLENS, DRICEANMNIERRDYAFIXAIE. BERSOADHEREZLEZIA
DE—AVNIED, BEESIMERELBDIET, FNEZIIBNZREENEESRICED, U
WTRIERERZDSRE, ZULT. & V=) EHSZERHIADERIF. KFEIREL
TOERBEEREKEDRAYY —VICEFTTRET 2D TH 5,

HRAR (EMEERR - RERER=MASERR)
EMFFIRDE DM TS ICER. ESICTYI/Y—IL-RILT7y (1984) . Tw17-57U—; (19
/HERKOBEY (2002) U EDAY - T—UX - AT - F—r RN B3

JFWIULK UeS—

©
[}

4/4



