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InvolvIng RealIty 

Rajesh Punj

intERviEw

In interview German artist Thomas 
Ruff was drawn to confessing 
that he was a liar, for ever having 
considered that his images, or the 
images he uses, were anywhere close 
to reality. Japanese photographer 
Hiroshi Sugimoto employs a subtler, 
but nonethelesssimilar kind of 
visual deception, that rather than 
concentrating entirely on the 
real,involves realityin scenes of 
reverential reward. Where Ruff ’s 
visual inventiveness exposes 
his agenda for a more painterly 
approach to photography, discussing 
his contemporary Gerhard Richter 
as an influence, so Sugimoto sees 
his strengths as a combination of 

An interview with 
hIRoshI sugImoto    

his resilience, and an unexpected 
respect for French conceptualist 
Marcel Duchamp. And as with 
Duchamp there is no sense of 
responsibility to reality, because as 
a photographer and artist, Sugimoto 
sees the camera not as a device 
for capturing life, but a vessel for 
absorbing reality, and more crucially 
time. Operating as a filmmaker with 
photographs, Sugimoto intends with 
his still images to reveal through 
light the evolution of time. The 
anatomy of which is as much hidden 
in any of the Theatre series, as it is 
in a monochrome Seascape. Looking 
into one of the black and white 
theatre interiors, or more intently 

The majority of the 
theatre houses were built 
in the 1920’s - from 1920 
to 1926. That was the 
peak period of that kind 
of entertainment, and 
also that was the bubble 
time for the American 
economy, before crashing 
so dramatically in 1929.

^
Wolf Building Rooftop, New York, 2014
Gelatin silver print, 47 x 58 3/4 in, Edition 
of 5, Copyright: Hiroshi Sugimoto, Courtesy 
the artist and Marian Goodman Gallery

<
Hiroshi Sugimoto, Villa Mazzacorrati, 
Bologna, 2015, Gelatin silver print
58 3/4 x 47 inches, Edition of 5, Copyright: 
Hiroshi Sugimoto, Courtesy the artist and 
Marian Goodman Gallery
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the scenes of the sea, we understand 
little of how the artist might have 
endeavoured to capture time as a 
tide of visual information.

Employing the exact same approach 
to picture making that he originally 
conceived of in his twenties, 
Sugimoto likens his technique to 
that of American photographer 
Ansel Adams, who saw photography 
less as a shooting exercise, in the 
hands of Henri Cartier-Bresson 
and Garry Winogrand, but more an 
opportunity to apply oneself to a 
particular process. Sugimoto sites 
Adams’s authorship of “a series 
of books about photography” as 
hugely influential, saying “when I 
was a student I tried to follow his 
instructions, for which I found 
my own chemicals and technical 
methods.” CriticallyAdams would 
see his approach as ‘notto take 
photographs, but to make them’. 
And by replacing one verb with 
another, Adams altered the intention 
ofphotography in order that he 
could devote himself to capturing 
the nuances and nature of light 
upon an unfettered landscape. As 
an individual shouldering his large 
format camera to the remote parts 
of America, Adams would come 
to influence Sugimoto’s interest 
in the elemental, not only for his 
choice of camera and processing 
techniques, but also for his approach 
to picture making. As Sugimoto 
sees his pictures not only as a series 
of interior and exterior scenes, but 
more specifically as episodes of 
time, with images that successfully 
truncate time into one impenetrable 
picture. Explaining how he is 
‘fascinated that one shot can capture 
a moment of time’, and that his 
interest ‘is in the duration of time, 
of time itself.’ Which recalls the 
work of another Japanese/American 
conceptualist On Kawara, who saw 
time as a visual device for ‘date’ 
paintings. 

In-situ, showing at Marian Goodman 
Gallery in Paris and London, there 

is an edifyingbeauty to Sugimoto’s 
large format photographs, that 
comesas a consequence of his 
having lived through the drawn-out 
seconds, minutes, and hours, of his 
individual images, as though they 
are somehow autobiographical. By 
which the artist knows exactly the 
circumstances surrounding each 
photograph, as events in and of 
time. Recalling “in the 1970’s people 
tended to smoke in the film-theatre, 
and if they would strike a match it 
would show up as a tiny stop (of 
light).”And his understanding of 
beauty, and the Japanese notion 
of the beautiful being about 
imperfection, or the false note, 
explains Sugimoto’s interest in 
Duchamp and dilapidated theatre 
halls, rather than an intention to 
photographmodern multi-screen 
complexes, that for him have little 
or ‘no charm’. Arguing that his 
works are ‘technically perfect’ as a 
homage to Ansel Adams, and British 
photographer (Henry) Fox Talbot, 
but conceptually ‘off ’, as testament 
to his adoration of the French 
conceptualist. 

Churlishly laughing at his own 
dedication, whilst regaling over 
his age, Sugimoto sees himself as 
someone devoted to a particular way 
of working, at a time when artists 
and photographers alike, are in his 
view ‘corrupted’ by new ideas. Yet 
rather than replacing originality 
with a prescribed routine and 
presupposed results for his images, 
Sugimotoapplies himself to his 
workas Duchamp might well have 
done, by being conceptually driven. 
Faithful to a set of ideas, his pursuit 
of perfection over absolute beauty 
can be seen in his (Mark) Rothko, 
(Gustave) La Gray like seascapes 
and the illuminated theatre scenes, 
as light,by virtue of its intensity, is 
evidence of the evolution oftime. 

Interview 
Rajesh Punj: It would be interesting 
to begin by talking about the 
works you have here in London, 

specifically the Theatre Series 
entitled Snow White. I want to begin 
by understanding those. 

Hiroshi Sugimoto: Well the series 
started in 1976. One of the oldest 
ones being shown downstairs is from 
1978. 

RP: You are not showing the entire 
series here? 

HS: No, no just a small fraction. So 
the system for how I photograph 
from 1976 to the present has never 
changed for almost forty something 
years. 

RP: There appears to be an 
incredible dedication to how you 
go about making a single image, by 
virtue of your approach to capturing 
time as a template for your works, 
as I have learned. And there is a 
kind of performative element to how 
you go about doing that; would you 
agree? 

HS: A photograph is based on 
an accumulation of images. The 
movie itself consists of hundreds of 
thousands of images (as light), and 
of my photographing everything 
again. That is essentially the concept 
for how I go about making each of 
these works. 

>
Hiroshi Sugimoto,Villa Mazzacorrati, 
Bologna, 2015, Gelatin silver print
58 3/4 x 47 inches, Edition of 5, 
Copyright: Hiroshi Sugimoto, Courtesy the 
artist and Marian Goodman Gallery
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RP: In the beginning, in the 1970’s, 
I read that you would diligently 
watch an entire movie in order to 
arrive at your illuminated image. 

HS: Yes, the entire movie. 

RP: Dare I ask was that painful? !ese 
were movies that were not of any 
caliber, ‘B’ movies, science-"ction. 

HS: It was quite a painful process. I 
would have to see the same film over 
and over again. 

RP: And now are you still watching 
an entire movie in order to arrive at 
a photograph?

HS: Now I am able to choose the 

movie. For the Opera Series I 
photographed from within these 
beautiful buildings, from where I 
introduced my own projector and 
power sometimes, in order I could 
project a film onto a screen into the 
space.   

RP: Because the theatre is not 
necessarily a space we associate 
with film. 

HS: But in the beginning I had no 
choice, with the ‘B’ movies. 

RP: What intrigues me, and almost 
proves revelatory, is that there 
were so many beautiful theatres in 
America and Europe. Where you 
aware of that before seeking out the 

locations for the your pictures? 

HS: The majority of the theatre 
houses were built in the 1920’s 
- from 1920 to 1926. That was 
the peak period of that kind of 
entertainment, and also that was 
the bubble time for the American 
economy, before crashing so 
dramatically in 1929. 

RP: It is interesting to think of 1929 
as a major turning point in America, 
as 1933 was for Weimar Germany, 
but for very different reasons. 
Regarding the early part of the 
1920’s, the theatres were a marker of 
a whole period of recreation, and of 
the American middle classes applying 
themselves to leisure activities.  

HS: Yes, and the movie industry was 
booming at that time. The family 
would dress well on a Sunday, and 
they often decided not to go to 
church but to go to the theatre; or 
maybe after going to church. 

RP: And are such sentiments evident 
in your photographs. The sense of 
something lost?

HS: I did actually write a series of 
essays about the phenomena. For 
the artwork I concentrate more on 
the light source that comes from the 
screen. 

RP: In the beginning, for the "rst works 
in the 1970’s, did you have an idea of 
what to expect with your intention of 
attempting to capture time as an image, 
with the theatre series? And that they 

would become so beautiful? 

HS: Not really, but I had an idea in 
my mind. 

RP: Because for me when I think 
of the notion of trying to capture 
animated light for two or three 
hours at a time, to be a very messy, 
unpredictable, almost impossible 
process. Did you see it that way? 

HS: There are many things that 
have to be created (for this kind of 
image). The camera has to be set-
up. It is important it isn’t touched or 
shaken. Interestingly in most of the 
early works people were present in 
the film halls, and I would wish that 
they stayed out of shot.

RP: So as an audience will we 

Hiroshi Sugimoto, U.A. Playhouse, 
New York, 1978, Gelatin silver print
47 x 58 3/4 inches, Edition of 5, 
Copyright: Hiroshi Sugimoto, Courtesy the 
artist and Marian Goodman Gallery

<
Hiroshi Sugimoto, Paramount Theater, 
Newark, 2015, Gelatin silver print
47 x 58 3/4 inches, Edition of 5, 
Copyright: Hiroshi Sugimoto, Courtesy the 
artist and Marian Goodman Gallery

<
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notice that of the early works, that 
people occupy the seats, and had 
the potential to interfere with the 
image?

HS: People are present in my early 
works, but you won’t see them in 
this show. In my book of theory you 
can see many people (occupying the 
theatres as I photographed the film). 
Incidentally in the 1970’s people 
tended to smoke in the film-theatre, 
and if they would strike matches it 
would show up. 

RP: Something you couldn’t avoid.

HS:  So with the huge music hall, of 
the capacity of four or five thousand 
people, if someone struck a match 
it would show up as a tiny stop 
(of light), which was interesting 
sometimes; and obviously I didn’t 
have the power to stop them. 

RP: To stop life. There wasn’t the 
feeling that you had to abandon the 
shot? 

HS: Now I organise every image 
without people being present, and I 
can rent the entire theatre. 

RP: And that is what you prefer, to 
remove human presence entirely?

HS: I prefer, of course.

RP: Why is that? Something of what 
I know of your work, and that was 
reiterated in an article, is that you 
avoid photographing people. 

HS: My technique is based on a long 
exposure, and a live person has a 
tendency to move, unlike a dead 
person. 

RP: So by definition it becomes a 
particular kind of photography, 
that isn’t anything like American 
Robert Frank or Henri Cartier-
Bresson, of the notion to capture 
reality more instinctively. What you 
are doing is much more considered. 
What we see is art with reality as its 
architecture, do you agree? 

HS: I explain everything on the basis 
of time exposure. 

RP: Does that explain your desire to 
capture time in photography, in the 
manner a filmmaker captures time 
and motion?  

HS: Structuring time, usually comes 
from a moment of time. I find it 
fascinating that one shot can capture 
a moment of time. My interest is in 
the duration of time, of time itself. 

RP: As opposed to the reality within 
time? Do you think with the theatre 
series that you successfully manage 
to do that, of capturing a specific 
amount of time, the length of a 
film? But then also for an audience 
new to your work, how do you think 
they will see an image, without 
the knowledge of the accumulative 
effort that has gone into each of the 
light photographs? 

HS: Well it is about the experience 
that they (the audience) have at 
the start, by which something 
interesting should ignite in oneself, 
from the feeling of seeing. So 
initially that is enough, as long as 
the image is beautiful. 

RP: And is that the measure of a 
work of art, whether it has ‘beauty’ 
about it? In a conversation earlier 
today I was discussing the ‘notion 
of beauty’, and of how it has been 
perceived historically, when we 
think of portraiture, still-life, and 
of our adoration of the ‘au plein-air’ 
landscape. 

HS: I am an old-fashioned artist 
I still seek beauty. Unfortunately 
it is out-of-date now, that it is not 
necessary to represent beauty, 
sometimes ugliness (is better). 

RP: Of course, possibly 
contemporary art is based on ‘ugly’ 
beauty, a different kind of beauty, 
including death. By which there is a 
particular kind of beauty in death 
and another kind for devotion.  

HS: Still in my case I try to stick 

with my own standard of beauty in a 
picture. 

RP: And so with this series, whilst 
you keep adding to them, do you 
feel like there is a greater value 
to certain images over others. Are 
the early works more significant 
because you were working alone? Or 
by virtue of their existence are they 
all important works?

HS: Each of the works has its own 
unique view and light (value), from 
different locations, with a different 
history attached to it. 

RP: For me there is an underlying 
energy about each of the images this 
is almost autobiographical. Might 
you see them that way; each as 
evidence of you at a certain moment 
in your life? 

HS: I am sixty-nine years old, almost 
abandoned. 

RP: There must be with every 
photograph here and downstairs, 
which answers by question about 
works being more or less significant, 
your own sense of the details of a 
particular day. 

HS: Yes of course, beginning in 1978. 

>
Hiroshi Sugimoto,Teatro dei Rozzi, Siena, 
2014, Gelatin silver print
58 3/4 x 47 inches, Edition of 5, 
Copyright: Hiroshi Sugimoto, Courtesy the 
artist and Marian Goodman Gallery
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RP: In 1978 did you ever envisage 
in 2017, almost forty years on, that 
you would be applying yourself 
to the same way of working, but 
from different locations? There is 
something almost ritualistic about 
your approach to photography 
that has ultimately proved very 
rewarding for you as the man 
behind the camera. 

HS: I never thought of that. I didn’t 
think I would get to sixty-nine 
either. Unimaginable, when I was 
twenty-five or six. 

RP: ‘Age’ and ‘Beauty’. 

HS: When I think of comparable 
artists, who were in their twenties 

in the 1960’s, there would have been 
some kind of progress or change 
to their work, but in my case no 
changebut constant progress. I think 
I have matured since I was twenty-
six. 

RP: It interests me the idea that you 
feel you had captured all of your 
rudimentary ideas at twenty-six. 

HS: Now I just continue (as though I 
was the same age), until I can. 

RP: That makes for a really 
interesting point, because I would 
assume that when we think of art, of 
genres, of practices and approaches 
that we consider them, for better 
or worse, to be markers of process. 

Yet you have consciously chosen to 
ignore that as a method, instead 
conceiving of a set of ideas that have 
become standard’ occupying them as 
your own. Do you see it that way?  

HS: I have my way of working. I saw 
Jasper Johns exhibition today at the 
Royal Academy. 

RP: You did, how was it? 

HS: For me the first stage was the 
best part of his painterly practice, 
and as he aged his work became 
more ugly. 

RP: I think all artists are like that. 
Actually ‘David Hockney’ is a 
possible exception to the rule. 

HS: Yes, David Hockney is different. 

RP: Dare I say for me his early 
works are ugly. There was the LA 
(Los Angeles) moment, and then 
after that they become confused. 

Greg Stanger: You (Sugimoto) have 
moved through different genres 
outside of photography, so although 
your photography keeps on track, 
you are producing performance 
artists, architecture; so there are 
different elements.   

RP: How do you feel about that, 
the idea that after many years of 
being dedicated to one medium, 
photography,that you now move 
between mediums, with the 
opening of a foundation outside 
Tokyo, concentrating on music and 

performance. By doing so at this 
stage of your life, are you allowing 
yourself the liberty of learning from 
different disciplines, whereas for 
the theatre series or the seascapes 
you have held firm to a particular 
procedure as practice?

HS: I never intended to move into 
the performing arts or architecture 
projects. 

RP: I also think of the plays you 
have contributed to, with your set 
designs and lighting. 

HS: They (institutions, individuals) 
asked me to do that, and I said okay 
let’s do it. I established my architecture 
officeNew Material Research 
Laboratory in Tokyo, and at the time I 
felt I was very young to do so. 

Hiroshi Sugimoto, Lake Superior, Cascade 
River, 1995, Gelatin silver print
47 x 58 3/4 inches, Edition of 5, 
Copyright: Hiroshi Sugimoto, Courtesy the 
artist and Marian Goodman Gallery

<
Hiroshi Sugimoto, Kegon Waterfall, 1976
Gelatin silver print
47 x 58 3/4 inches, Edition of 5, 
Copyright: Hiroshi Sugimoto, Courtesy the 
artist and Marian Goodman Gallery

<
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RP: And you have just opened 
an institution, the Odawara Art 
Foundation, which I mentioned.   

HS: Yes, yes, only a few weeks ago. 

RP: Can you explain it 
architecturally, and of how it 
operates outside of your practice? 

HS: !e institution is a series of buildings 
that are quite unusual. !e building looks 
out - it was been grounded out, whereby 
we created a crater in which to build into. 
And it is based in Japan, an hour and a 
half west of Tokyo. 

RP: And what is the intention of the 
building as a foundation, and as an 
institution? 

HS: It is for the performing arts on 

three stages, together with a one 
hundred fifty metre gallery space. 

RP: And this is an institution for 
artists you have an interest in, or 
that you represent? 

HS: I designed and built my own 
theatre, and then I called my friends, 
performing artists I knew, for them 
to perform. 

RP: There is a big significance on 
performance. 

HS: Yes, yes.  

RP: Is that based on a tradition of 
performance in Japan? 

HS: I am working from my own 
experience of performance and 
puppet plays. 

RP: A huge departure from your 
photographs, and of what we 
know you for. Going back to the 
exhibitions at Marian Goodman, 
in relation to your theatre seriesin 
London, you have an exhibition 
of seascapesin Paris, and I am 
as interested in understanding 
how they came about, and of the 
mechanics of taking a photograph 
outside. How easy it is to 
photograph the sea?

HS: Some years into working on the 
theatre pieces, I started the seascapes 
in 1980. They were intended to 
capture time. With the theatre 
pieces it is about capturing two to 
three hours at a time, the seascapes 
involve capturing historical time. 
During the Neolithic period the one 
thing that can be shared between 

early and modern man is the 
seascape. The seascape has changed 
the least, compared to everything 
else that we know. So the perspective 
is based on someone standing and 
looking out to sea, watching and 
wondering. 

RP: It is really curious to consider 
that even from here, in the United 
Kingdom, that the majority of us 
hardly ever endeavour to leave the 
city for the coast, to see the sea. To 
stand close to the edge, and realise 
that we are an island, surrounded 
by a network of oceans. 

HS: Cornwall is beautiful (the South 
West of England), but the North Sea 
is not so beautiful. 

RP: In terms of ‘seas’, I did read of 
your remarking when discussing the 
‘Black’ and ‘Red’ Sea, of why they 

had been named as such? As with 
the theatre photographs, how have 
you decided or determined which 
ocean to photograph? Is it all about 
geography, or are you deciding more 
by chance? 

HS: I was more random to begin 
with in the 1980’s (loosely following a 
map). Saying that I have since covered 
the Italian and English coasts.

RP: And of the light? I think (and I 
refer to cities) of how we are told the 
light in Lisbon and Paris is different 
to the rest of Europe. How do you 
see such differences between one 
seascape over another? Is it entirely 
about geography? 

HS: Comparing the north and 
south of a country, every location is 
different. Day, night, the morning, 
the end of the day.

Hiroshi Sugimoto, Tasman Sea, Table Cape, 
2016, Gelatin silver print
47 x 58 3/4 inches, Edition of 5, 
Copyright: Hiroshi Sugimoto, Courtesy the 
artist and Marian Goodman Gallery

<
Hiroshi Sugimoto, N. Pacific Ocean, 
Ohkurosaki, 2013, Gelatin silver print
47 x 58 3/4 inches, Edition of 5, 
Copyright: Hiroshi Sugimoto, Courtesy the 
artist and Marian Goodman Gallery

<
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RP: And how do you decide on a 
particular part of the day that suits 
you to photograph?

HS: When I am driving to a location 
I decide whether to shot in the day 
or at night, and then I stay for an 
extended period of time. At night I 
load the film into a camera that is 
very old-fashioned. Applying the 
film to the holder and sliding it in. 
For ten pictures I have twenty films. 

RP: So no mistakes.

HS: These days you can shoot (a 
camera) like a machine-gun, ouh 
– ouh – ouh – ouh. Usually I take 
two shots, one shot for testing, 
and one is as an addition, and then 
whichever of those comes out better 
(I work with). Taking ten shots per 
days. So I have to be very careful 
to choose the moment, because 
everything is constantly changing. In 
the morning you have the sunlight 
with a beautiful sea.  

RP: If I think about it capturing 
that sense of absolute calm is an 
incredible achievement, because the 
sea must at times be very volatile, 

influenced entirely by the changing 
weather;with many elements at 
play. 

HS: It can be foggy, nice, raining. In 
terms of taking a photograph of the 
sea, to have a nice clear sharp day is 
very rare. I can experience a whole 
spectrum of atmospheres in one day. 

RP: When I look at the works, the 
individual photographs of the sea, 
I see a beautiful similarity about 
them that borders on abstraction; as 
the works become about two blocks 
of colour that represents the sea and 
the sky. 

HS: That’s why (Mark) Rothko’s 
works make my work look 
inexpensive. 

RP: There is that sense of Rothko 
to your work, obviously not by 
sentiment but the final appearance.

HS: For one year he (Rothko) 
painted black and white, and there is 
a similarity with my seascapes. 

RP: But to critique my original 
premise, of your works being 

from Antarctica or the Arctic; 
different seascapes entirely? 

HS: The Arctic I could see from the 
edge of Norway. Those kinds of severe 
places can be intensely windy all the 
time - the winds and the white caps. 

RP: Your notion of going to every 
possible coastal location in the 
world sounds incredible, but I fear 
almost impossible. Going back to 
your theatre series, are you finding 
new locations all the time, for the 
more recent drive in theatre images. 

HS: We researched Italy, especially 
southern Italy, and I feel that I have 
enough. 

RP: Is there a moment you feel you 
will have completed this series or 
the seascapes, or are you allowing 
yourself to see more? 

HS: When I have suffered enough.

RP: Is that is your barometer, of 

how much you have endured? There 
are also glass sculptures that are 
part of your Paris show, can you 
explain those and of how they came 
about?  

HS: At the Paris show I have 
included some small sculptures that 
are part of the seascape series. I 
made miniature seascapes, for which 
the film is much smaller, to create 
how-do-you-say ‘shrunken’ images 
set within a crystal pagoda, based in 
a Buddhist symbolic sculpture. 

RP: And those are relatively new 
works or something you have been 
working on for while now?

GS: Seven years. 

HS: They have five material 
elements - clay, water, fire, wind, 
and emptiness. 

RP: Emptiness is such a significant 
word when applied to your work, 
if you consider the unqualified 

comparable to abstraction, how 
do they compare, when you are 
attempting something much more 
complex? Possibly a comparison 
to Rothko isn’t applicable to your 
work. The mediums are different, 
the energies and methods are 
different; yet visually there is still 
something of one in the other.

HS: I don’t think about Rothko.I 
consider the waves in my 
photographs, the really small waves, 
thousands of little waves that are 
frozen in my images. 

RP: And do you go back? Have you 
gone back to a particular location, in 
order to photograph a seascape again?

HS: I don’t go back to the same 
place, because I want to cover the 
entire surface of the globe (if I can). 
I have not been to South America as 
yet but I hope to. 

RP: Can I ask have you photographed 

There are many things that 
have to be created (for this 
kind of image). The camera 
has to be set-up. It is 
important it isn’t touched 
or shaken. Interestingly 
in most of the early works 
people were present in the 
film halls, and I would 
wish that they stayed out 
of shot.

^
Hiroshi Sugimoto, Tasman Sea, Marion Bay, 
2017, Gelatin silver print
47 x 58 3/4 inches, Edition of 5, 
Copyright: Hiroshi Sugimoto, Courtesy the 
artist and Marian Goodman Gallery

>
Hiroshi Sugimoto, Installation View, 
Photo: Rebecca Fanuele, 
Copyright: Hiroshi Sugimoto, Courtesy the 
artist and Marian Goodman Gallery
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emptiness of the seascapes and the 
volume emptiness of the theatres. 

HS: Yes, yes. 

RP: There is this sense of vastness 
about the seascapes in particular, 
by which you attempt to capture the 
enormity of the situation; or are we 
looking at something more intimate?

HS: They come out of my mind, so 
they are intimate in that sense. With 
the seascapes we (the audience and 
I) can share the same feelings of our 
ancestors and of human memory. So 
the characteristics of my seascapes 
are comprised of those elements, and 
usually they have them.

RP: In contrast to these two worlds, 
of the seascapes and the theatre 
series, I wonder if you have ever 
considered to turn the camera on 
the city; the outside as inside if you 
like? 

HS: I have another series entitled 
the wax portrait series. The city 
manifests itself here. 

GS: And then your architecture 
series covers modern architecture. 

HS: Yes. 

RP: Yes, I saw an image of a 
‘(Constantin) Brancusi’ that you 
photographed. 

HS: I have started photographing 
modern art. 

GS: It is a new body of work that we 
are still working on. 

RP: And when do you plan to show 
those?
HS: In a year or two. 

RP: That becomes interesting, the 
notion of your photographing ‘art 
objects’, which again are entirely 
inanimate. Movement might well be 
the thing you desire the least. 

HS: I am focused on the twentieth 
century, of the movement of 
modernist;including architecture 
and art itself.

RP: I wanted to ask you of your 
influences, of the artists and 
photographers that have inspired 
you. You have mentioned Americans 
Ansel Adams, Andy Warhol, the 

Britain (Henry) Fox Talbot, and 
of the French conceptualist Marcel 
Duchamp. 

HS: I went to see the (Marcel) 
Duchamp/(Salvador) Dali show.

RP: I have yet to see that.  

HS: It was very interesting. 
Duchamp influenced me very 
negatively. 

RP: ‘Negatively’, is it the notion of 
chance that he heralded? 

HS: The ‘found object’ as a view of 
the world, was a cynical stance in a 
way. 

RP: Are you equally cynical. 

HS: Cynical yes.

RP: Really. There is a neutrality 
about your images that doesn’t 
necessarily associate with anything 
negative. 

HS: You won’t find cynicism in my 
art, but as a person.  

RP: Do you appreciate Duchamp’s 
honesty? 

HS: He changed the course of art. I 
found from his early paintings and 
sketches that he was very good. 

RP: Something we think less 
of Duchamp, as a painter and 
draughtsman. 

HS: Some of the early paintings were 
very beautiful. On the other hand 
Dali’s early sketches were very poor. 
How can they compare Dali and 
Duchamp?

RP: I am sensing it is a bad 
combination. 

HS: It is a bad combination. 

RP: Possibly those responsible at 
the Royal Academy are trying to 
elevate Dali to where Duchamp is 

art historically. You talked about 
Jasper Johns; again the early works 
were good? 

HS: Yes, very very strong and 
aggressive, but after the early success 
is when artists are usually spoiled. 

RP: You must have seen so many 
artists corrupted by their initial 
success, even ruined by it. 

HS: Corrupted by it, and they don’t 
know what to do next. 

RP: How have you managed to 
stay so disciplined and decisive 
about your practice? I think of the 
pressures of being an artist, with 
your gallerist demanding new work, 
and collectors and dealers watching 
you perform. How do you manage 
that, and do you decide everything 
yourself ?

HS: I determine everything, my 
schedule and production. I am 
always thinking of what to do next. 

When I think of 
comparable artists, who 
were in their twenties in 
the 1960’s, there would 
have been some kind of 
progress or change to 
their work, but in my case 
no changebut constant 
progress. I think I have 
matured since I was 
twenty-six.
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What is the primary thing to do, 
and of how much time I will need to 
successfully do it. I established my 
own art foundation, which required 
quite a big chunk of money. So 
everything is more expensive now. 

RP: And that must take a lot of your 
time. Dividing yourself between the 
institution and your own work?

HS: Especially making time to 
finish off my foundation last year. 
This show has been two years in the 
making. 

GS: A couple of years (for this show 
and the one in Paris) from beginning 
to end. Wanting to introduce new 
works.

RP: So there is in this exhibition 
new works from the last two years? 

HS: Yes, yes. 

GS: Everything is new, including all 
the opera houses and the images of 
abandoned theatres. The older works 
are the indoor theatres on your right 
as you come into the gallery, and the 
drive-in. 

RP: I am really drawn to the 

photograph of the ‘drive-in’, and the 
idea that it takes you in a new direction 
of a very di#erent cultural moment. As 
with the theatres there must have been 
a golden age of drive-ins. 

GS: Which have all gone now. 

RP: They have all disappeared? 

GS: They were easy to get rid of. 
Real estate goes up and they are 
concreted over. 

RP: I guess a reflection of the 
transformation of the modern 
landscape, and how technology and 
entertainment has become about 
the individual experience. And in 
terms of the modern moment, does 
it interest you to photo from within 
a modern multiplex theatre? 

HS: There is no charm to those 
spaces; they are much more like 
mechanical boxes. We use to 
enjoy the theatre, and there was a 
deliberate atmosphere. 

RP: As you said, you would likely 
put on your Sunday best and really 
appreciate seeing a modern movie. 

HS: A social event.

HS: Yes, Ansel Adams was a great 
teacher - very technical. 

RP: Was he responsible for creating 
formulas? 

HS: He authored a series of books 
about photography. When I was 
a student I tried to follow his 
instructions, for which I found 
my own chemicals and technical 
methods. 

RP: I can recall some of his 
incredible monochrome landscapes. 
Adams was a big influence for you? 

HS: Yes technically, but not 
conceptually. The conceptual side 
of my work would be (Marcel) 
Duchamp, and the technical belongs 
to Ansel Adams. 

RP: So when you look at a 
photograph by Ansel Adams it does 
not appeal to you entirely? 

HS: Yes, I still think wow, how 
does he manage to capture shadow 

details, grey scale, and reverse tone – 
tonality? There are no highlights to 
his work.A white is never too white, 
and his blacks not black enough. All 
his tones read as (circumstantial) 
blacks and whites. All of which is 
amazing and very very difficult to 
do. 

RP: And with Adams he was a man 
on his own. I think of him in the 
same vein as French painter Paul 
Cezanne, or Dutch artist Vincent 
Van Gogh; going out with a canvas 
and easel and disappearing for 
days at a time. Adams approach, 
like yours, was as much a test of 
endurance as it was about the 
endeavour to photograph the 
unseen. The adventure that you 
take is the same is it not? Or is 
everything different now that you 
are accompanied by two or three 
assistants?

HS: Yes now I have assistants with 
me because I can’t carry the camera 
myself. When I was young I would 

RP: Everything is influence to 
change. With photography too, how 
do you feel about the notion, with 
the mobile phone becoming a more 
and more sophisticated camera, that 
we are all potential photographers?

HS: The iphone can take a good 
picture. 

RP: How does the modern 
phenomena of instant imagery effect 
photography, or are they two very 
different things?  

HS: Studios can still process 
pictures, so nothing has changed, 
but nobody besides me is working 
this way. I feel good knowing that 
I am the only person that can do it 
now. 

RP: I am trying to recall the 
photographer, was it (Henry) Fox 
Talbot or American Ansel Adams, 
who created a whole series of 
instructions for producing pictures - 
a manual.  

I determine everything, my 
schedule and production. 
I am always thinking of 
what to do next. What is 
the primary thing to do, 
and of how much time I 
will need to successfully do 
it. 
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do everything by myself. All the 
processing, kit and camera, and I 
couldn’t afford back then to hire 
someone. 

RP: Therefore do you feel a 
greater sense of ambition when 
accompanied by others?

HS: I maintain the process. I try to 
keep everything the same. 

GS: You travel a lot more with your 
equipment too now. 

HS: When I was young I had much 
more of a chance approach about 
how I worked. 

RP: And do you have other cameras 
that you use? 

HS: I have a digital camera for other 
things, not for making art; just as a 
recording device. 

RP: You sketch aswell?

HS: I always have a conceptual 
sketch in my mind, as the basis of an 
idea.

RP: Another work that interests me 
is ‘The Last Supper: Acts of God’. 

HS: Ah yes, spiritual mass, in New 
York.

intERviEw

RP: Incredibly moving, there is 
something almost emotional about 
it.

HS: Are you religious? 

RP: No, but of course maybe if you 
look at it from a religious point of 
view it touches on faith, and of its 
diminution? 

HS: The work has an incredible 
presence by itself. 

RP: It is comprised of a series of 
images? 

GS: It consists of five panels that 
make up the single photograph; 
unfortunately they were in a flood 
and that’s why they appear as they 
do. 

RP: It is exhibited on its own in New 
York? 

HS: The work was in storage, and 
water came in during a hurricane, 
and three days worth of damp 
destroyed parts of the photograph. 

RP: It appears very effected.

HS: The damage is interesting. 

RP: There is a huge imperfection 
about the work, which is interesting 

in relation to your existing cannon 
of works.  

GS: They were finished photographs, 
and when they were pulled out of 
the water the emulsion had literally 
melted, and we didn’t re-photograph 
them. What you see now are the 
damaged and undamaged panels 
shown together. 

RP: And that work is part of an on-
going series?

HS: We are not sure. I never say that 
a series will continue indefinitely. 

RP: But likewise every series has 
the potential to keep going.  It is all 
about time, your time. 

HS: My time, as long as my heart is 
beating I will keep going. 

GS: ‘As long as my heart beats, I will 
keep going’, the closing line. 

^
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