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Local Color and the Avant-Garde: Early postwar 
photography by Yoichi Midorikawa, Kaoru Ohto, 
Koichi Sako, Shoji Ueda

This exhibition introduces four photographers 
from the Chugoku region, the westernmost part of 
Honshu, the largest island in Japan. The region has 
two distinct areas: the San'in, known for its colder 
climate, facing the Sea of Japan to the north, and 
San'yo, which boasts year-round warm weather, 
facing the Seto Island Sea to the south. 

 These photographers pursued the possibilities 
of new photographic expression, shooting the local 
scenery, milieu, and people living in the different 
parts of the Chugoku regions throughout the prewar 
and early postwar periods. 

Shoji Ueda (1913-2000) was born in Sakaiminato 
City, Tottori Prefecture, in the colder San'in region 
of Chugoku. Ueda is internationally renowned for 
his portraits staged in the Tottori Sand Dunes, such 
as Young Girl in Four Styles, Papa and Mama and 
Children, and Dune Nude. Before WWII, he started 
his career with artistic photography, focusing his 
camera on the landscape of the San'in region and its 
people. He produced many works in various styles, 
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always at the forefront of the movements of the 
times, such as Shinkō Shashin ("New Photography"), 
Surrealism, Subjective photography, and others. 

Yoichi Midorikawa (1915-2001) was born in 
Okayama in San’yo. He practiced dentistry while 
moonlighting as a photographer and actively 
contributed to photography magazines. In addition 
to his well-known dreamlike seascapes, Midorikawa 
took many documentary photographs before the war 
until the 1950s. He focused his camera on the milieu 
of the Seto Island Sea, his photographs from this 
period feature local industry, agriculture, farmers, 
and fishermen. It was in the 1960s that he gradually 
shifted to his widely recognized experimental 
landscapes, for which he would shoot at precise 
moments of the day using various color filters, then 
later use photo montage techniques to superimpose 
his images. He earned the nickname "the magician 
of color" in the field of photography.

Ueda and Midorikawa were members of Chugoku 
Shashinka Shudan (the Chugoku Photographers 
Group), which focused on local color, documenting 
the lives and nature of the region.

Koichi Sako (1918-2010) was born in Hiroshima 
and was exposed to the atomic bomb's radioactive 
fallout. While taking photographic records of the 



4

postwar reconstruction of Hiroshima, he also used 
experimental techniques to photograph the scenery 
and the people of the Seto Island Sea. A member 
of VOU, a group led by avant-garde poet and 
photographer Katsué Kitasono, Sako is known for 
contributing experimental photographs to the group's 
eponymous magazine. 

Kaoru Ohto (1927-2020) was born in Hiroshima. 
Like Sako, Ohto was also exposed to radioactive 
fallout. The people of the Seto Island Sea region 
featured prominently in his works, and he produced 
abstract experimental photographs. Sako and Ohto 
studied under Kunio Masaoka of the Chugoku 
Photographers Group.

These four artists were also involved in the 
subjective photography movement that emerged 
in the mid-1950s. Ueda and Sako participated in 
the 1st International Subjectivist Photography 
Exhibition (1956), and Midorikawa participated in 
the Exhibition of Japanese Subjective Photography 
(1958). Sako and Ohto exhibited works in the 
subjective fotographie 2 in Saarbrücken, Germany, 
and Paris, France (1954-55). The Subjective 
Photography movement, initiated by German 
photographer Otto Steinert, advocated for subjective 
photographic expression in various fields. In 
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countries such as Germany and Japan, where avant-
garde artistic expression was suppressed during the 
war, the movement was enthusiastically supported 
after the war and developed into an international 
photographic movement. 

Local Color and the Avant-Garde focuses on these 
artists' lifelong pursuit of experimental photographic 
expression that cherishes the natural scenery of their 
local regions. This exhibition examines how their 
works transcend local and national boundaries to 
resonate with audiences from all over the world.
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Postwar Japan’s Subjective Landscape

Masako Toda (Photography historian)

Among the works of Saburō Hasegawa (1906-
57) is a photographic work titled Kyōdoshi [Local 
Journal] (1939). Hasegawa was an abstract 
painter and a creator of photographic works [1] 
who, together with Usaburō Toyama, named the 
photogram works of Ei-Q ‘Photo-dessin’. Kyōdoshi 
was first presented in 1939 in the art magazine, 
Mizue (no. 416, August 1939). It consists of twelve 
photographs taken in Hyogo Prefecture, where 
Hasegawa spent his youth (Figure 1). Hasegawa’s 
sensitivity when uncovering abstract forms within 
natural scenery and everyday life, such as tree roots, 
nets, and shoji screens as seen in Kyōdoshi, can also 
be found in Shitsunai [Indoor], a photographic work 
produced in 1940. From the four sets of Shitsunai, 
only one remains today in which an object made 
from curled-up newspapers is carefully positioned on 
the cloth edges of a tatami mat. It is said that Minoru 
Sakata of the Tampei Shashin Kurabu [Tampei 
Photography Club] participated in the shooting of 
this work [2]. While both the Kyōdoshi and Shitsunai 
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series are works that extract forms found in the 
natural landscape and daily life of Japan, they seem 
a step short of complete abstraction. This tendency 
to strike a delicate balance between abstraction and 
the locality is, in fact, a sensitivity that can be linked 
to that of Japan’s postwar Subjective Photography, 
which had become a trend in the late 1950s.   
    Artists who had been involved in the Subjective 
Photography movement in the postwar Japan period 
were also featured in this exhibition, like Yoichi 
Midorikawa (1915-2001), Shoji Ueda (1913-2000), 
Koichi Sako (1918-2010), and Kaoru Ohto (1927-
2020). But what are the actual connections between 
pre-war local and abstract expression and postwar 
Subjective Photography?

In the context of the history of photography in 
Japan, the expression of ‘homeland’ ( 郷土 : Kyōdo 
in Japanese) or ‘local’ is actually a photographic 
approach that gained attention during the war, as 
Japanese authorities suppressed expressions and 
thoughts that did not conform to national policy, or 
that clearly showed the direct influence of Western 
culture. While avant-garde photography influenced 
by Surrealism was curtailed due to censorship by 
the authorities, photographers persevered through 
the war by focusing their expression on their 



8

native land. One such artist was Hiroshi Hamaya. 
Hamaya’s Yukiguni [Snow Land], which he began 
photographing in 1940 during the implementation 
of the national mobilization scheme, is considered 
a photographic ethnography based on the Japanese 
Ethnology that was emerging at the time. The work 
was able to survive the period of suppression by 
focusing completely on locality and ‘homeland.’ 
A similar approach was taken by the Chugoku 
Shashinka Shūdan [Chugoku Photographers Group], 
which was formed in 1937 by nine artists from 
the Chugoku region, including Kunio Masaoka, 
Ryosuke Ishizu, and Shoji Ueda. The group 
members advocated ‘local color’ photography, 
taking photographs with attention to regional 
landscapes, things, events, and people. They even 
exhibited their works in Tokyo. When Midorikawa, 
who joined the group in 1940, discussed the future 
direction of his photography works with Ishizu, 
the artist advised him, “Remain silent like a stone. 
Otherwise, set your sights on the local cultures, and 
document them faithfully. Perhaps that is the only 
remaining path to survive as a provincial artist.” [3] 
The idea of ‘homeland’ was the last aesthetic that 
photographers could rely on in an age where avant-
garde photography had been stifled. The title of 
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Hasegawa’s work, Kyōdoshi, bears the imprint of 
such times.

 After the defeat in the war, the aesthetic of 
‘homeland’ played an important role in the postwar 
revival of the photography scene. Hamaya’s 
Yukiguni, which documented the folk customs 
of provincial regions, was compiled in 1956 as a 
photobook and was highly acclaimed as chronicling 
the ‘classics of life’ [4] that remained unchanged, 
both before and after the war. Meanwhile, Shoji 
Ueda attempted to recreate the aesthetics of 
local color in 1949 through Papa to Mama to 
Kodomotachi [Papa, Mama, and Children], a self-
portrait of Ueda and his family with the Tottori Sand 
Dunes in the background [5]. In the postwar revival 
of photographic expression, ‘homeland’ was the key 
that connected the pre-war and postwar periods.

On the other hand, avant-garde photography 
that had been suppressed during the war also 
experienced a revival at the end of the 1940s. 
Around this time, Noboru Ueki of K.P.S. (Kyoto 
Photo Society) produced a series of works in which 
Surrealist objects were colored using his unique 
method, giving the impression of a revival of avant-
garde photography. The Bijutsu Bunka Association 
(1939-present), which had been suppressed for 
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practicing Surrealism and suspended its activities 
during the war, resumed in 1946. Kiyoji Ōtsuji 
joined the association in 1949 and also started to 
delve into Surrealist expression. The autumn special 
issue of Shūkan Asahi weekly magazine (September 
1949) featured the works of Kansuke Yamamoto, 
Keiichirō Gotō, Noboru Ueki, Yūshi Kobayashi, 
Kiyoji Ōtsuji, and Nobuya Abe as representative 
artists of this movement. It was here that surrealist 
photographic expression was revived in the postwar 
era. However, it seems Japan had to wait until the 
1950s, with the advent of Subjective Photography, to 
see the revival of abstract expression, which, along 
with Surrealism, was another trend in pre-war avant-
garde photography.

Designer Yūsaku Kamekura’s "Modan Yūropian 
Fotografā no Shukanshugi Shashin" [Subjective 
Photography of Modern European Photographers] 
(Camera, May 1954) is often mentioned as the 
article that introduced Subjective Photography in 
Japan. However, Saburō Hasegawa actually took 
up Subjective Photography earlier than that. The 
November 1953 issue of the art magazine Atelier 
was a special on “Photographies et Peintures,” 
and Hasegawa contributed an article titled “New 
Photography and Painting,” in which he introduced 
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photographs by the Surrealist Man Ray and Otto 
Steinert, who advocated for Subjective Photography. 
This article discussed expressive trends of the same 
period, where art and photography were developed 
interactively, covering the abstraction in photography 
once pursued in avant-garde photography. The 
revival of avant-garde photography began when 
painting and photography intersected and were 
connected to Subjective Photography. This process 
may explain why Subjective Photography spread 
across boundaries from the 1950s to the early 1960s, 
not only among photographers but also designers, 
painters, and poets.

Viewed in the context of this background, it 
becomes clear why the expressions of artists in 
this exhibition, Yoichi Midorikawa from Okayama 
Prefecture, Shoji Ueda from Tottori Prefecture, 
and Koichi Sako and Kaoru Ohto from Hiroshima 
Prefecture, tend towards abstraction in which forms 
are found in local things. Ueda and Midorikawa 
used to be committed to local color as advocated by 
the Chugoku Photographers Group. Furthermore, 
Sako and Ohto were taught by Kunio Masaoka of 
the Chugoku Photographers Group; therefore, their 
local color mainly focused on local customs and 
scenery in Hiroshima. However, it was not until the 
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mid-1950s that they achieved a creative style that 
combined local color and abstraction. Until then, 
they used local color that revolved primarily around 
the documentation of provincial localities. With the 
arrival of Subjective Photography in the mid-1950s, 
abstraction through high-contrast and long-exposure 
technique combined with local color expression. 
Shoji Ueda’s Sekkei 1 [Snow Scene 1] (Fig. 2) and 
Koichi Sako’s Form C (pp. 61) are representative 
works of the combination of local color and 
abstraction. Similarly, works by Kaoru Ohto in the 
late 1950s also show abstraction that retains traces of 
Hiroshima’s landscape and other features.

The combination of local color, which 
photographers chose as a means of survival during 
the war, and abstraction, found at the interface 
between photography and painting, was favorably 
received in the context of the international 
photographic movement of Subjective Photography. 
The photographs by Yoichi Midorikawa and Koichi 
Sako, shown in the exhibition, The Land, curated 
by Bill Brandt at the Victoria and Albert Museum 
in 1975; both combined such local color and 
abstraction. This “subjective landscape” was indeed 
one view of a landscape that showed Japan’s postwar 
recovery.



13

Figure 1: Saburō Hasegawa, Kyōdoshi [Local Journal], Mizue, no. 
416, August 1939

Figure 2: Shoji Ueda, Sekkei [Snow Scene], A Special Number Atelier: 
New Photography, no. 34, May 1957

[1] Saburō Hasegawa frequently traveled between the U.S, Europe, 
and Japan since his arrival in the U.S. in 1929. He was known for his 
abundant knowledge of the overseas art scene and his interaction with 
Isamu Noguchi. In 2019, the exhibition “Changing and Unchanging 
Things: Noguchi and Hasegawa in Postwar Japan” (January 12 - 
March 24, 2019) held at the Yokohama Museum of Art introduced 
Kyōdoshi along with other photogram and collage works that 
had previously been unknown. Shitsunai is known to have been 
photographed by Kiyoshi Koishi.
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[2] Eri Taniguchi, <Shitsunai Series> (1940 nen) no Shūsaku Purinto 
to Hasegawa Saburō no Shashin Sakuhin [The ‘Study Prints’ of 
the Shitsunai Series (1940) and the Photographic Works of Saburō 
Hasegawa], “Bulletin of the National Art Center, Tokyo,” no. 3, 2016.

[3] Ryosuke Ishizu, Sakka Shōkai: Midorikawa Yoichi no Ashiato 
[Artist Introduction: Footprints of Yoichi Midorikawa], in Nippon 
Camera, July 1950.

[4] The term ‘classics of life’ is headlined in the article featuring 
Hiroshi Hamaya’s Yukiguni (Mainichi Shimbun, 1956). The article 
states that the book “records the classics of Japanese life.”

[5] Shoji Ueda, Tsuzurikata: Watashi no Kazoku [Composition: My 
Family], in Camera, October 1949.
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Shoji Ueda
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Shjoji Ueda (1913-2000)

Ueda was born in Sakaimachi, Saihaku-gun 
(now Sakaiminato city), in Tottori Prefecture. His 
parents ran a manufacturing retailer specializing in 
footwear. In junior high school, he became interested 
in photography, and his parents bought him a 
Japanese-made Vest 127 film Camera. In 1931, the 
photography magazine Camera (Ars) published his 
photograph titled Boy on the Beach. In the same 
year, he joined Yonago Shayukai. Founded in 1925 
in Yonago, Tottori Prefecture, it was the first amateur 
photography organization in the area. At the time, 
artistic photography was also thriving in Tottori. 
Other than Yonago Shayukai, also prominent was the 
Vest Club led by Teiko Shiotani of Akazaki, Tohaku-
gun. 

Around this time, Ueda encountered a 
photobook that heavily influenced him. It was a 
British photobook that his father had purchased 
for him, titled Modern Photograph 1931 – The 
Special Autumn Number of Studio. It served as a 
comprehensive guide to Europe's emerging New  
Photography trends. In 1932, Nihon Koga Kyokai, 
an art photography association that he later became 
a member of, selected his Suidobashi Landscape for 
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an exhibition. 
 After graduating from junior high school, 

he moved to Tokyo in 1932. He enrolled in the 
Oriental School of Photography, where he studied 
for three months, and then returned to Tottori, 
where he opened the Ueda Photo Studio at his 
home at 19. He actively contributed to photography 
magazines such as Camera, Asahi Camera, Photo 
Salon, The Photo Times, Camera Art, and Shashin 
Geppō (“Photography Monthly Newsletter”). His 
submissions were often selected for publication and 
lauded. 

In 1937, Ueda became a founding member of 
the Chugoku Photographers Group, a group of 
photographers of the Chugoku region rallied together 
by Ryosuke Ishizu. Ueda's major prewar works, such 
as Spring, Chin, Young Girl in Four Styles, and Old 
Man Chatani and His Daughter, were shown at the 
group’s four exhibitions held in Tokyo between 1937 
and 1940. 

 At the time, the Tampei Photography Club 
in Osaka and the Nagoya Photo Avant-Garde 
pursued experimental avant-garde photography. In 
contrast, the Chugoku Photographers Group sought 
a photographic expression imbued with their local 
color. 
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In 1947, a group of prewar photographers 
gathered at the home of Eiichi Akaho in Ginza to 
form Ginryusha. Among the founding members 
was Ryosuke Ishizu, who served as editor-in-chief 
of Shashin Bunka. At Ishizu's invitation, Ueda 
joined the group with Yoichi Midorikawa, who 
was also a member of the Chugoku Photographers 
Group. Ginryusha was an organization formed of 
professional and amateur photographers, photo 
magazine editors, and people involved in Japanese 
photography in various capacities. The organization's 
goal was to promote the revival of photography 
in postwar Japan. The Nika Association, an art 
organization initially established in 1914 by 
predominately Western-style painters, established 
a photography division in 1953. The founding 
members included Ginryusha photographers such as 
Shotaro Akiyama and Tadahiko Hayashi. Ueda and 
Midorikawa became members of Nikakai in 1955. 

Ueda was involved in various major Japanese 
photography organizations before and after 
World War II. As an acclaimed photographer, he 
was a key member of the Nikakai Association 
of Photographers, was in charge of jurying the 
organization’s exhibition, and provided guidance to 
generations of young photographers. 
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While prewar artistic photography based on 
pictorial expression influenced Ueda's work, 
he also incorporated emerging avant-garde and 
Subjective Photography trends that emerged later, 
ultimately independently developing a style rooted 
in the locality of the San'in region of Tottori. Ueda 
continued to pursue his prewar aesthetic after the 
war; the group portraits he shot in the Tottori sand 
dunes, like Young Girl in Four Styles, developed into 
series such as Papa and Mama and Children. 

In 1956, Ueda’s works were included in the First 
International Subjective Photography Exhibition, 
which introduced the Subjective Photography 
movement established by Otto Steinert of Germany. 
Two of his works, Snow Landscape and Setting Sun, 
were included in an extra issue of New Photography 
(Atelier Press, 1957) which featured the Subjective 
Photography movement sweeping over Japan. 

In 1971, his photobook Warabegoyomi (Children 
the Year Around) was published, featuring 
photographs of his local San’in landscapes, children, 
and seasonal customs. Although quite different from 
the staged group portraits he was known for, they 
were well received. Throughout the late 70s and 
early 80s, he continued to produce notable works 
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which can be considered sequels: Small Biography, 
a collection of his old and new works, and Memory 
without Sound, a group of photographs taken on his 
first trip abroad. In 1981, he published White Wind, 
a collection of soft-focus color photographs. In 
1983, at the suggestion of his second son Mitsuru, 
who worked in the advertising industry, Ueda took 
up fashion photography, and his photographs were 
featured in the TAKEO KIKUCHI collection catalog. 
In 1995, the Shōji Ueda Museum of Photography 
opened in Hoki, Tottori Prefecture. 

His notable photobooks include Warabegoyomi 
(Children the Year Around) (Chuokoron-sha, 1971), 
Shin Izumo Fudoki (“Record of New Izumo”) 
(Shueisha, 1980), Shōji Ueda Vestan Camera Photo 
Album: White Wind (Nihon Camera-sha, 1981), and 
Sand Dunes (PARCO Publishing Bureau, 1986).

*References: 
Shōji Ueda and His Friends 1935-55 exhibition 
catalog (Yonago City Museum of Art, 1992)
The Making of Shōji Ueda exhibition catalog (Tokyo 
Station Gallery, Iwate Museum of Art, 2013)
Shōji Ueda: Trajectory of Images (Shōji Ueda 
Museum of Photography, 2013).



21

Shoji Ueda

Kako

1949, printed in ca.1980 by the artist

signed on recto. signed, stamped on verso

31.2x28.6cm, gelatin silver print 

Image published in following materials:

Fukinukeru Kaze, Shoji Ueda Photobook (Kyuryudo, 2006, p.62-63)

Shoji Ueda Photographs: (1930s-1990s) (Shoji Ueda Museum of Photography, 

1955, p95)
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Shoji Ueda

Nude in the Dune

1951, printed in ca.1980 by the artist

signed on recto and verso

23.9x22.5cm, gelatin silver print 

Image published in following materials:

Shoji Ueda Photographs (Takarajimasha, Inc.,1995, p65)
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Yoichi Midorikawa
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Yoichi Midorikawa (1915-2001)

Midorikawa was born in Mushiage, Mokake-
mura, Oku-gun, Okayama Prefecture. In 1936, he 
graduated from Nihon University Dental School, 
passed the national dental examination, and worked 
for a hospital in Kamata, Tokyo. The following year, 
he returned to Oyakama and opened the Yokoyama 
Dental Clinic in Ekimoto-cho, Okayama City. While 
working as a dentist, he began taking photographs, 
and under the penname Yoichi Midorikawa, he 
submitted his work to the monthly photography 
column of Shashin Salon (Genkosha). 

Many of his photographs appeared in the 
publication. Around that time, he became 
acquainted with Ryosuke Ishizu, a more seasoned 
photographer from his hometown, and Shoji Ueda 
of Tottori. A member of the editorial department of 
the photography magazine Camera (Ars), Ishizu 
suggested to Midorikawa that he shoot a series of 
photographs set in the Seto Island Sea. In the years 
that followed, Midorikawa presented multiple 
documentary photos series in Shashin Bunka 
(Magazine for Advancement of Photography) like 
The Island in the South Country Where Stones 
Appear (1941), Salt Field (1942), and Two Farming 
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Methods (1943). 
In 1940, Midorikawa joined the Chugoku 

Photographers’ Group through Ishizu's introduction, 
which included Shoji Ueda, Haruo Yamazaki, Kunio 
Masaoka, and Akiyoshi Nomura. In 1945, he formed 
the news department in the Okayama Regimental 
District Headquarters and became a group member. 
In 1947, he became a member of Ginryusha, a 
group of editors and professional and amateur 
photographers who came together to revive Japanese 
photography after the war. 

In 1950, he published his first book, Onna: 
Jissen no Jitsugi (“Woman: The Practical Skill of 
Photography”) (Genkosha). The following year he 
published Onna no Hyojyo (Woman's Expression) 
and Onna no Pose to Saiko (Woman's Pose and 
Lighting) (both published by Sogeisha). From 1946 
to 1951, Midorikawa often photographed women 
dressed in black, like in his series Women in Black 
and Group of Dunes, and female nudes, influenced 
by the poses of Buddhist statues. From 1951 to 1952, 
he produced two series on the theme of Kurashiki 
and Osaka, and he was awarded the highest prize at 
the Nika-kai Photography Club exhibition in 1953. 
A few years later, in 1956, he participated in the 1st 
International of Subjective Photography exhibition 
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in Tokyo. 
He won the top prize at the Canon Contest in 

1958; the following year, he used the prize money 
to travel to 11 countries and take photos. When he 
visited Hammerfest, Norway, the colorful rows of 
houses along the sea reminded him of the changing 
colors of dusk in his hometown on the coast of 
the Seto Island Sea. After returning to Japan, he 
began taking color photographs and produced a 
series capturing the rich coloration of the Seto 
Island Sea. His photobook Seto Island Sea (Bijutsu 
Shuppansha, 1962) was published and won the 
Japan Critics Society Award. He continued to take 
photographs as he traveled east and west, wrestling 
with the distinctive features of Japan from Hokkaido 
to Okinawa, publishing numerous photobooks 
throughout his life. 

Midorikawa created illusory landscape 
photographs using long and multiple exposures, 
strong contrasts between black and white, different 
filters to create vivid coloration, and photomontage. 
Acclaimed as a leading figure of Seto Island Sea 
photography  Midorikawa also produced Salt Fields 
and Two Farming Methods before the war, published 
in Shashin Bunka (Magazine for Advancement of 
Photography). 
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Postwar, he produced Scars of Seto: Hiroshima 
– Atomic Bomb Disaster (1947), White Village – 
Record of a Lime Factory (1954), and many other 
documentary photography series on the theme of war 
memories and local industry. 

References 
Showa Photography: All Work Series 6, Yoichi 
Midorikawa (Asahi Press, 1982)
Midorikawa Yoichi and his Circle: The Early Years 
1938-59 exhibition catalog (Okayama Prefectural 
Museum of Art, 2005)



Yoichi Midorikawa

Misty Morning

1986–91, printed c.1980, stamped on verso

21.9x16.9cm

Reversal direct print (RP print)

Provenance: Acquired directly from the artist's family

Image published in following materials:

Symphonic Poem of Light: The World of Yoichi Midorikawa (Asahi Shimbun, 

Cultural Projects Division, Osaka Department, 2001,  P20, No.5)
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Yoichi Midorikawa

Autum with glasswort

19.2x24.2cm

Reversal direct print (RP print). 

n.d.(Before 1982), printed c.1980, stamped on verso

Provenance: Acquired directly from the artist's family

Published materials (mirrored image):

Showa Shashin Zenshigoto (Showa Photo All Works Series) Volume 6 Midorikawa 

Yoichi, (Asahi Newspaper, 1982, pp. 6–7)
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Yoichi Midorikawa

Night Sea (Passing Voyage Lights)

1973, printed c.1980

stamped on verso

25.4x30.1cm

Reversal direct print (RP print)

Provenance: Acquired directly from the artist's family

Image published in following materials:
Showa Shashin Zenshigoto (Showa Photo All Works Series) Volume 6 Midorikawa Yoichi (Asahi 

Shimbun, 1982, pp. 2–3)

Fairy Tale of the Sea, Yoichi Midorikawa (Gyosei, 1988, p. 27)

Symphonic Poem of Light: The World of Yoichi Midorikawa (Asahi Shimbun, Cultural Projects 

Division, Osaka Department, 2001, p. 16–17, no. 2)
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Yoichi Midorikawa

Return Road

1951, printed in the 1980s by the artist, titled, stamped on verso, 17.8x21.7cm

gelatin silver print

Provenance: Yoichi Midorikawa Museum of Photography, Okayama (1992–2000)

Image published in following materials:

Symphonic Poem of Light: The World of Yoichi Midorikawa (Asahi Shimbun, Osaka Planning 

Department, 2001, p. 38-39, no. 41)

Midorikawa Yoichi and his Circle: The Early Years 1938-59 exhibition catalog (Okayama 

Prefectural Museum of Art, 2005, p. 168, no. 315)

Showa Shashin Zenshigoto (Showa Photo All Works Series) Volume 6 Midorikawa Yoichi 

(Asahi Shimbun, 1982, p. 60-61) Date of production is stated as 1952
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Yoichi Midorikawa

Group in sand hill

1949, printed in the 1980s by the artist

signed, titled, dated on verso

25.5x30.4cm

gelatin silver print

Provenance: Acquired directly from the artist's family

Image published in following materials:

Symphonic Poem of Light: The World of Yoichi Midorikawa (Asahi Shimbun, 

Cultural Projects Division, Osaka Department, 2001, p. 42, no. 51)
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Yoichi Midorikawa

Island and Fishing Boat

1958, printed in the 1980s by the artist

signed, titled, stamped on verso

17.2x25.3cm

gelatin silver print

Provenance: Acquired directly from the artist's family
"This work consists of a triangular island, a group of fishing boats, and clouds. These three were 

photographed separately. I placed them on litho film and burned them. The result is a positive image. I 

had planned to make a black-and-white work from the beginning, so I transferred it to litho film."

Written by Midorikawa in Showa Shashin Zenshigoto (Showa Photo All Works Series) Volume 6 

Midorikawa Yoichi, Asahi Newspaper, 1982, p. 41)

Image also published in following materials:

Midorikawa Yoichi and his Circle: The Early Years 1938-59 exhibition catalog (Okayama Prefectural 

Museum of Art, 2005)
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Yoichi Midorikawa

Woman in Black Clothes (A)

1947, titled, dated, stamped on verso

27.3x16.8cm

gelatin silver print

Provenance: Acquired directly from the artist's family

The same image is in the collection of Tokyo Photographic Art Museum

Image published in following materials:

Symphonic Poem of Light: The World of Yoichi Midorikawa (The Asahi Shimbun, 

Osaka Planning Department, 2001, p. 41, no. 45)

Women - Photography Techniques (Kogeisha, 1950, no.11)

Showa Shashin Zenshigoto (Showa Photo All Works Series) Volume 6 Midorikawa 

Yoichi, Asahi Newspaper, 1982, p. 54)
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Yoichi Midorikawa

Fireflies

1957, printed in the 1980s by the artist

signed, titled, dated on verso

14.1x29.6cm

gelatin silver print

Provenance: Acquired directly from the artist's family

The same image is in the collection of Tokyo Photographic Art Museum

Image published in following materials:

Midorikawa Yoichi and his Circle: The Early Years 1938-59 exhibition catalog 

(Okayama Prefectural Museum of Art, 2005, cover)

Symphonic Poem of Light: The World of Yoichi Midorikawa (Asahi Shimbun, Osaka 

Planning Department, 2001, p. 50-51, no. 69)
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Yoichi Midorikawa

Typhoon Approaches Mizunoko Lighthouse

1965, printed in the 1980s by the artist

stamped on verso

20.3x29.1cm

gelatin silver print

Provenance: Acquired directly from the artist's family

Image published in following materials:

Symphonic Poem of Light: The World of Yoichi Midorikawa (The Asahi Shimbun, 

Osaka Planning Department, 2001, p. 94-95, no.158)
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 Kaoru Ohto
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Ohto Kaoru (1929–2020)

Ohto was born in Sakai-cho, Hiroshima City. 
After graduating from Hiroshima First Junior High 
School (now Kokutaiji High School), he entered 
Hiroshima University. After about two years of 
treatment for radiation exposure, he worked at the 
Hiroshima University Research Institute and Takeda 
Pharmaceutical Company. 

In 1950, he joined the Hiroshima Photography 
Salon. Like Sako Koichi, Ohto studied under Masaoka 
Kunio (1908-1978), the salon's founder, and took up 
photography in earnest. Masaoka was also a member 
of the Chugoku Photographers' Group and, together 
with Shoji Ueda and Yoichi Midorikawa, was a central 
figure in the Chugoku region's photography scene. He 
also actively contributed his work to Nippon Camera 
and other magazines.

In 1954, he participated in the subjective 
fotographie 2 exhibition held in Saarbrücken, 
Germany, and Paris, France. Eight of his works, 
including Black Gloves and Chicken, were featured 
in an Atelier Press special, New Photography (1957), 
which featured the Subjective Photography movement 
sweeping over the Japanese photography world at the 
time. 

In 1958, the Museum of Modern Art in New York 
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acquired his Leaves and Clothes Hanging in Wind, and 
his work was featured in their exhibition The Sense of 
Abstraction (1960). 

In 1959, he opened the photo studio Modern Photo 
in Hiroshima City. In 1967, "Please tell me the name 
of your work" won the Minister of Education Prize, 
the highest award at the 6th Hiroshima Prefectural 
Selected Exhibition. 1968, he became a member of 
the Nikakai Association of Photographers. He was the 
head of the Hiroshima branch of the association from 
1992 to 2001. 
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Kaoru Ohto

Title unknown

1950s, printed in the 1980s

signed on verso

12.1x17.4cm

gelatin silver print

Provenance: Acquired directly from the artist's family
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Kaoru Ohto
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12.1x17.4cm
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Provenance: Acquired directly from the artist's family
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gelatin silver print

Provenance: Acquired directly from the artist's family
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Kaoru Ohto
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1950s, printed in the 1980s
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gelatin silver print

Provenance: Acquired directly from the artist's family
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Kaoru Ohto
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1950s, printed in the 1980s
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12.1x17.4cm

gelatin silver print

Provenance: Acquired directly from the artist's family
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Kaoru Ohto
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Provenance: Acquired directly from the artist's family
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Kaoru Ohto
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Provenance: Acquired directly from the artist's family

46



Kaoru Ohto

Title unknown

1950s, printed in the 1980s

signed on verso
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Kaoru Ohto

Title unknown

1950s, printed in the 1980s

signed on verso
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Kaoru Ohto
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12.1x17.4cm

gelatin silver print
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Kaoru Ohto

Title unknown

1950s, printed in the 1980s

signed on verso

12.1x17.4cm

gelatin silver print

Provenance: Acquired directly from the artist's family
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Koichi Sako
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Koichi Sako (1918-2010)

Sako was born in Yoshiura-cho, Kure City, 
Hiroshima Prefecture. After graduating from the 
Machinery Department of Hiroshima Technical 
School, he joined Toyo Kogyo (Currently the Mazda 
Motor Corporation). 

When the atomic bomb fell on Hiroshima, he was 
working in Kure City. Although the bombing did not 
directly harm him, he was exposed to radiation when 
he entered Hiroshima city a few days later.

In 1952, Asahi Camera Yearbook published 
his Rural Family, and he began to contribute his 
photographs to various photography magazines 
and annuals actively. He also received instruction 
from Masaoka Kunio, a Chugoku Photographers 
Group member, and Akita Heihachiro, who had 
formed the Koyo Camera Club. In 1954, the newly 
established Nikakai Association of Photographers 
selected his work for the first time. He exhibited 
with them for 18 consecutive years until 1972. He 
also regularly contributed photographs to the avant-
garde poetry coterie magazine VOU, which was 
presided over by the poet Katsué Kitasono. Sako also 
wrote poetry. In his youth, he dreamt of becoming 
a poet but was inspired by the camera boom of the 
time, so he thought to use poetic imagery for his 
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photographic expression. However, Sako realized 
later that photography and poetry are essentially two 
different forms of expression and began to search for 
an expression unique to photography. Based on the 
premise that merely realistically capturing the subject 
is not all there is to photography, he sought the realm 
of abstract expression. 

In 1954, the subjektive fotografie 2 exhibition 
exhibited his Fushin. It was held in Saarbrücken, 
Germany, and Paris, France. Yusaku Kamekura first 
introduced the Subjective photography movement, 
first coined by German photographer Otto Steinert, to 
Japan in the May 1954 issue of Camera. Two years 
later, Shuzo Takiguchi and others founded the Japan 
Subjectivist Photography League, and the movement 
flourished. It was not limited to abstract, documentary, 
experimental techniques, or straight photography. It 
was based on individual subjectivity. 

At the time, Japan had been liberated from wartime 
repression of avant-garde artistic expression and 
found international support. Sako was one of the 
beneficiaries of the momentum of the Subjective 
photography movement. His works were included 
in international exhibitions such as The Sense of 
Abstraction at the Museum of Modern Art in New 
York (1960) and The Land-Twentieth Century 
Landscape Photographs selected by Bill Brandt at the 
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Victoria and Albert Museum in London (1975). 
His works include Re-introduction to the Art 

of Photography (Hyoronsha, 1969), Photobook: 
Genealogy (Kitanihon Shuppan, 1975), and 
Photobook: Etajima (1990). 

References: 
Stain of Solitude, The Remaining Photographs of 
Koichi Sako, by Toda Masako
Koichi Sako Photobook Memoires of the Showa Era, 
Edited by Sako Seiju
Photobook Edajima: Sako Koichi, By Sako Seiju
My Photography Aesthetic, Koichi Sako Photobook 
Genealogy, Kitanihon Shuppan, 1975
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Koichi Sako

The One Tied to the Sea

1960

signed, titled on verso

12.1x17.4cm

gelatin silver print

Provenance: Acquired directly from the artist's family

Image published in following materials:

Asahi Camera Annual '61, 1961

The One Tied to the Sea (B) Koichi Sako's Photobook - Genealogy, Kitanihon 

Shuppan, 1975, plate no. 27
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Koichi Sako

Movement (The One Tied to the Sea (F))

1958

signed, titled, stamped on verso

17x24cm

gelatin silver print

Exhibitions with same image

Japan Subjective Photography Exhibition, 1958, Fuji Photo Salon, Tokyo, Japan

The One Tied to the Sea (F) Koichi Sako's Photobook - Genealogy, Kitanihon 

Shuppan, 1975, plate no. 31

Image published in following materials:

The One Tied to the Sea (F) Koichi Sako's Photobook: A Record of the Showa Era, 

edited by Seijyu Sako, 2019, plate no. 31
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Koichi Sako

The One Tied to the Sea

1960

24.1x18.8cm

gelatin silver print

Provenance: Acquired directly from the artist's familyImage published in following 

Image published in following materials:

Asahi Camera Annual '61, 1961

The One Tied to the Sea (D) Koichi Sako's Photobook - Genealogy, Kitanihon 

Shuppan, 1975, plate no. 30
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Koichi Sako

Title Unknown

1950-1960s

24x30.3cm

gelatin silver print mounted on board

Provenance: Acquired directly from the artist's family

A montage of photographs from Glowing Paddy Fields (Koichi Sako's Photobook: A 

Record of the Showa Era, edited by Seijyu Sako, 2019, p. 108)
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Koichi Sako

Toride(Fortress)

1960

24.8x19.8cm

gelatin silver print

Provenance: Acquired directly from the artist's family

Image published in following materials:

Koichi Sako's Photobook - Genealogy, Kitanihon Shuppan, 1975, plate no. 16
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Koichi Sako

Form (C)

1950s

40.5x27.5cm

gelatin silver print

Provenance: Acquired directly from the artist's family

Image published in following materials:

Koichi Sako's Photobook - Genealogy, Kitanihon Shuppan, 1975, plate no. 68
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Koichi Sako

Form(D)

1974

12.1x17.4cm

gelatin silver print

Provenance: Acquired directly from the artist's family

"The dove was originally painted by Picasso, but it has a different meaning in this image. No 

matter how much Picasso accused me of 'borrowing without permission,' I have no intention 

of yielding. The mushroom cloud is a collage. The key is a collection of things I had, painted 

black and white, photographed, and synthesized. The white key symbolizes the nuclear 

powers, and the chain symbolizes the bondage of mankind."

(Koichi Sako, "Photographer Koichi Sako Talks about His Own Work," in Sako Koichi 

Photography Collection: Records of the Showa Era, edited by Seiki Sako, 2019, p. 110)

Form (D), Koichi Sako's Photobook - Genealogy, Kitanihon Shuppan, 1975, illustration no, 12

Form (D), Koichi Sako's Photobook: A Record of the Showa Era, edited by Seijyu Sako, 2019, plate no. 

135, p. 110
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Koichi Sako

Poem of Natural Scenery of Island Sea (Scenery of Uwajima)

1967

12x17.7cm

gelatin silver print

Provenance: Acquired directly from the artist's family

Image published in following materials:

Koichi Sako's Photobook: A Record of the Showa Era, edited by Seijyu Sako, 2019, 

plate no. 97 (in Japanese).

Exposition Internationale de Photographie, Regards sur la terre des hommes, 

exhibition catalog, plate no. 27
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Koichi Sako

Scenery(White Pansy)

1954

24.7x19cm

signed, titled Landscape on verso

gelatin silver print

Provenance: Acquired directly from the artist's family

Image published in following materials:

Landscape, Asahi Camera Annual 1954 Edition, Asahi Shimbun, March 1954, p. 31

White Pansy, Koichi Sako's Photobook - Genealogy, Kitanihon Shuppan, 1975, p. 22

Photography Year Book: 1961,London: Photography Magazine, 1961, p. 89

Same image exhibited in The Land-Twentieth Century Landscape Photographs selected by 

Bill Brandt, Victoria and Albert Museum, 1975
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Koichi Sako

CYCADS

1958

titled, dated, stamped on verso

53.4x40.5cm

gelatin silver print

Provenance: Acquired directly from the artist's family

Image published in following materials:

Composition. Koichi Sako's Photobook - Genealogy, Kitanihon Shuppan, 1975, plate 

no. 13.

Asahi Camera, 1956
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Koichi Sako

Nude

n.d. (1950s)

titled, stamped on verso

22.3x33cm

gelatin silver print

Provenance: Acquired directly from the artist's family
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Koichi Sako

Eye

1960

Titled, dated, stamped on verso

17.5x26cm

gelatin silver print

Provenance: Acquired directly from the artist's family

Image published in following materials:

A Certain Form, Koichi Sako's Photograph Collection - Genealogy, Kitanihon 

Shuppan, 1975, illustration number 4

Photo Art, 1968
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Koichi Sako

White Expression

1962

signed on verso

30.1x19.1cm

gelatin silver print

Provenance: Acquired directly from the artist's family

Image published in following materials:

White Expression, Koichi Sako's Photobook - Genealogy, Kitanihon Shuppan, 1975, 

illustration number 10 (mirrored)
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Koichi Sako

Title unknown

1950s

"Hiroshima A" inscribed on verso

39.5x52.3cm

gelatin silver print

Provenance: Acquired directly from the artist's family

Image published in following materials:

Shape (E), Koichi Sako's Photobook - Genealogy, Kitanihon Shuppan, 1975, plate 

no. 70 (mirrored)
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