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Statement | NOMURA Zai

The existence of candy is ephemeral,
especially if it becomes cotton candy and has a fluffy shape,
it instantly melts on your tongue,

and only the sweetness and aroma remain in your memory.

Yeah, cotton candy is always associated with memories.
It is the sweet smell of a fair that shines at night,
it is osmanthus at the autumn cultural festival,

it is the rugged, hard hand that the tough-looking old man gave me.

Surprisingly only few people know that the world’s first cotton candy machine was made in America.

The sweetness which we feel from cotton candy is actually felt by people all over the world, and it has become associated with nostalgic

childhood memories through its sweetness everywhere.

In this sense, both candy and cotton candy are linked to the memories of everyone.
It was passed from hand to hand,

from someone to someone.

In this way, fleeting memories are accumulated,

over someone to someone.

| suddenly think that our memories themselves may be like cotton candy.
Ephemeral threads are intricately intertwined, forming vague shapes.

Once one of them comes undone, the whole thing immediately becomes blurred and discrete.

Though we can’t remember what we forgot,

when those ephemeral lost memories turn into cotton candy,
or when these are passed on to someone else,

it might be reborn again into something that will never be lost,
and we too can be reborn again into something

that will never be destroyed again.
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Lost and Found (memory cotton candy)
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Stainless steel, cotton candy machine, dehumidifier, grinder, acrylic, video monitor, media player, cable
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A performer in a white coat asks the viewer to choose a piece of memory (candy with a photo printed on it),

turns it into cotton candy using the sculpture, and hands it to the viewer.
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Lost and Found (memory of dementia)

B BAIITIN TIRF19 T80T
Candy, eatable ink print, plastic bag
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(BRI (HTEA0RE))
Recrystallizing memory (Nobuko)
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Candy, eatable ink print, desiccant, acrylic box
307x267%x63 mm
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(BRESDEFIESAORE))
Recrystallizing memory (Kazuo)
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Candy, eatable ink print, desiccant, acrylic box

307x267x63 mm
2024
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Orikuchi Shinobu Refkon-
no-hanashi (“Story of a spirit”)
from A complete collection
of Orikuchi Shinobu 3,
Chuokoron, 1995.
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Photography emerged in the 19th century as a technology
for directly depicting the real world, or for that matter,
creating “imprints” of reality. While being a form of physical
evidence of sorts that proves the existence of things in the
real world, it was at once received as something dubious
akin to magic, that makes images appear on a support
medium as a result of chemical reactions between fluid
and variable materials (including poisonous chemicals). It is at
the same time something that may be used by historians or
police as undisputable grounds for verifying events of the
past, and also a medium that tolerates the visualization of
hallucinations of things that are otherwise invisible, such as

miracles and psychic phenomena that do not exist in reality.

In that sense, photography may be regarded as a floating
and ambiguous matter that projects both truth and fiction,
somewhere between “imitation” and the ultimate “fake” of
reality.

What becomes evident here is the property of a
photograph as a “medium” in a double sense. It is certainly
not completely unrelated to this, that many psychic
and spiritual phenomena have been recorded in early
photographs. Optical signals captured in photographs are
at once nothing but formless stains, rendered with different
results/effects each time as the photograph transmigrates
from one subject to the next. Even when the recorded
images are the same, they evoke different images in
different subjects, while transcending specific locations
to metastasize and dwell at multiple places at once. That
transmigration, creating specific effects in each specific
subject they possess, is exactly what defines the character
of a photograph as a “medium.” By traversing different
places, photographs visualize the deviations between the
images that emerge individually in each subject.

2

In that sense, Nomura Zai's “Can't Remember | Forgot
You" (2024) seems to be confronting the viewer with the
ubiquity of the photographic image as an “metastatic thing”
or “gohst” of sorts that drifts across specific domains.
Inside the exhibition space, the visitor finds a solid, metallic
columnar mechanical device that looks like a minimal
sculpture, taller than a human body. At a glance, it is
unclear what kind of machine it is. Arranged around it are
several semitransparent plates (supposedly photographic
plates) with printed photographic images. A series of old
black and white photos that probably date back to the
1920s-30s, these portraits of two real living persons were
reportedly copied from images of family albums. At some
point, a woman in a white coat appears in the space and
begins to adjust the machine. “Please choose your favorite
memories,” she invites the visitor, who chooses one from
among the images, and hands her the respective plate.
The woman inserts the plate into the machine, where it is
crushed into pieces. The columnar device in the center
of the machine starts rotating at a high speed and with a
roaring noise.

The machine, reminiscent of an incubator that a
mad scientist devised in order to artificially create a human
being, produces something rather unexpected: cotton
candy. Itis a “cotton candy maker.” The plates thus are not
the photographic plates they seemed to be, but transparent
candy plates made from a mixture of coarse sugar and
glucose. Nomura transferred photographic images onto
these plates, and made those into cotton candy. The
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strange outcome, called “memory cotton candy,” was
presented to the visitor. After leaving the exhibition venue,

| put the cotton candy in my mouth. The “memories” that |
chose were captured in a photograph of three boys around
elementary school age, shot from behind while standing

on the deck of a ship and gazing into the distance. The
“memory cotton candy” were made based on the image of
those three boys. So what exactly did | do when | “ate” that?
The state of perplexity that this question caused in me,
remained unsolved for quite a while.

In artistic terms, the cotton candy that was produced
there may be considered as a “sculpture” of sorts, or
the exhibition itself may be referred to as a sculptural
installation. What the visitors took home from there,
however, was clearly more than just some abstractly
sculpted object. It was a concrete image based on a
photograph, and at the same time, it was something that
transgressed the institutional boundaries of visual/viewed
art, to enter our bodies in the most immediate of ways.

The photographic images were pulverized,
accumulated into countless fibers that were untied and
then gathered again, turned into a three-dimensional
sculpture resembling a cloud or a plume of dust, before
penetrating the visitor’s body, while touching next to the
sense of vision also the sense of taste by contact with such
internal organs as the palate. The photographic image was
physically changed and reshaped, and finally, even the
visual element that originated from the photographic image,
was erased.

The sense of vision functions on the condition that a
certain distance (physical space) lies between the subject
and the object. If something is too close, or even inside
one's own body, we can no longer see it. In that sense,
Nomura's works seem to be crisscrossing different realms
and thereby dissolve the division into (body) external and
(body) internal.

3

[t may also be valid to point out that cotton candy frequently
appears in fairy tales and picture books, as a fluffy white
and formless mass like a cloud or smoke, that stimulates
children’s imagination and association. Visually resembling
the white formless objects that appeared in many an
early occult photograph as a manifestation of a medium,
cotton candy approximates the archeological memory of
photography. In that sense, the “memory cotton candy”
indicates the function of a photograph as a medium for
storing personal memory, while at once accessing the
archeological memory of the medium of photography itself.

Think of Mike Kelley, for example, whose Ectoplasm
Photographs are parodies of early occult photography,
showing something like “cotton” coming out of his mouth
and nose. What Kelley aimed to translate into images,
are “spirits” whose shapes are cheaply outlined by while
cotton. When visitors to the exhibition eat cotton candy, it
is a scenery that is not too different from that of someone
spitting an ectoplasm “spirit” from his or her mouth.

There was a time when photography was believed
to be a scary device that removes the soul from the
photographed person’s body. Orikuchi Shinobu guesses
that the concept of “tama” (ball) existed first, and that
was later differentiated to the idea of “tamashii" (spirit)'.
According to him, “tama” could reside in a rock, and
relocate together with it. “Tama” referred to something
“abstract that would enter or leave a body.” In other words,
“tama” would sometimes quit its assignment to a specific
place or subject, and metastasize to other locations or
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subjects. In that sense, the photographic image that lives
through Nomura's work by spreading across multiple
places, corresponds to the relocation of the spirit (tamashii)
that possesses multiple bodies/subjects as well.

The cotton candy that is produced in Nomura's
machine, is handed to the visitor in the form of a carefully
made “tama” of white cotton. The "“memory cotton candy”
is thus an analogy of “spirit.” And that is what we eat here.
As a result, the photographic image ceases to exist as a
visual image, and transforms into something that “enters or
leaves the body."

This is how photography is materially transformed,
incorporated into the body, and involved in the process of
metabolism that takes place in it. It is thus a transformation
of things that exist on an informational visual level on
photographs as media, into a material substructure.

This means that specific times and spaces captured in
photographs, along with associated memories of others,
penetrate the body, where they turn into liquid sugar

that is absorbed not only into the body but also into the
brain. Given that the brain is the place where memories
are administered, the process here is nothing else than a
process of another person's memories physically invading
my own brain.

In that sense, Nomura’s work represents a
continuation of the situation since the pandemic, where
specific codes invaded our independent bodies in the form
of a coronavirus. That is because a virus consists of nucleic
acids that contain genetic information, and a protein coat.
Nomura's “photographs” in this exhibition are images
stored in candy as a support medium, not unlike a virus in
which a core of information is coated with matter. Nomura's
cotton candy moves from one place to the next while
transgressing the division between information and matter,
or covering information with a coat of matter. What we (and
our bodies) experience here, is photography as a vehicle for
memories to travel in time and space.

4

The transmitter between the interior and the exterior of the
body here is saliva, which melts the “memory cotton candy
that we put in our mouths. As if resisting the contemporary
quality of photographs as immaterialized information, the
photographic images that Nomura works with connect to
the archaeological origins of photography while physically
transforming. This also evokes a mysterious phenomenon
in early photographs that Kaja Silverman describes in a text
about Talbot's calotypes.

The images on many of the plates in The Pencil of Nature
vanished, and a reviewer of the 1862 International
Exhibition wrote that some of the calotypes that were
exhibited there had “fad[ed] before the eyes of the nations
assembled.” Talbot’s surviving photographs are also
labile in another sense, one that recalls both View from a
Window, and the Boulevard du Temple daguerreotypes.
They seem — as Gail Buckland puts it — to be “in a state
of evolution, of slowly being created by dancing rays of
light.” And although Talbot was alarmed by the blackening
and fading of his photographs, he loved watching the
latent image slowly emerge on a sheet of sensitized paper
after he removed it from the camera obscura. “I know of
few things in the range of science more surprising than
the gradual appearance of the picture on the blank sheet,”
he confided in a February 19, 1841, letter to the editor of

the Literary Gazette®.
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This shows how early photography was an unstable matter
full of indicators for physical modification, akin to a natural
phenomenon of images fluctuating between appearance
and disappearance. Therefore, while quoting Talbot,
Silverman emphasizes that photography was for him also
“something that naturally develops™. In Nomura’s work, it is
the liquid of saliva that mediates between the appearance
and disappearance of the photographic image, while on
the other hand, his metallic column-shaped cotton candy
machine has a built-in dehumidifier.

So while liquid and moisture are thoroughly
eliminated in the cotton candy machine, the cotton candy it
produces necessarily encounters liquid in the form of saliva
—a mechanism that is again similar to what happens in a
camera and in a photograph. It is imperative that the interior
of a camera is absolutely free from humidity, which is why
it must be sealed with glass, while for the development
of a silver halide photograph, putting it into liquid is an
essential part of the process. In a silver halide photograph,
the recorded image only appears through contact with
various liquids that are used for rinsing, bleaching and
melting®. The very elements that had been shut out in
the process of photographing, now come in again in that
process of developing the photographed image. This is
how something “unknown” develops on a photograph
with the help of liquids. The “ingredients for cotton candy”
- the photographic images - that had been transferred
onto the candy plates that were used in this exhibition, are
reminiscent of the photographic plates that were used up
until the invention of film. Nomura’s works remind us of the
fact that water and other liquids were essential not only
in the manufacturing process, but also as components in
silver halide photographs that represent the archaeological
origins of photography.

Probably not unrelated to this is also the fact that
many of the black and white photos, which were chosen
from old private photo albums to be used in this exhibition,
where taken at waterfront locations on lakes or sea
coasts, if we consider not only the involvement of liquids
in the process of making silver halide photographs, but
also the contact of cotton candy with water (saliva) as a
metaphorical analogy. The contact of cotton candy with
saliva triggers an anachronistic process in which not an
image is developed, but contrarily, a developed image
is reverted into a latent one. At the same time, it is also a
reversion of the photographic image to its archaeological
origins: memories. With saliva as a mediator/transmitter,
the photographic image here metastasizes to different
places and situations. In this case, saliva is thus also a liquid
medium that communicates between different support
media.

A consistent theme in Nomura's work is the
exploration of images as “ghosts” that haunt while
transmigrating through different support media. The
“memory cotton candy” passes through our bodies,
degenerates, and exists in the “here and now.” What we
can detect here is the paradox transmigration process of
a photograph, from been developed as a storage device,
to being reverted to a latent image, erased physically,
and ultimately forgotten. It is at once an affirmation of the
survival of the erased image, or in other words, a denial of
death.

SAWAYAMA Ryo | Born in 1982. An art critic, art theorist and an
associate professor of Musashino Art University. In 2020, his first
book Dynamics of Painting published by Shoshi Kankanbo (Fukuoka),
collected essays on Postwar American and Japanese Art.

2. Kaja Silverman, The Miracle
of Analogy, or The History of
Photography, Part 1, Stanford
University Press, 2015.

3. Ditto, p.83

4. While referring to Jeff Wall's
text “Photography and Liquid
Intelligence,” Silverman
points out the inseparable
relationship between
photography and liquid. Ditto.
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