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FELDBUSCHWIESNER is pleased to present an exhibition of new works by artist Kota Ezawa. 
Memory is the driving force behind Ezawa's work, which involves recreating images from popular culture 
and collective history. 
His chosen mediums range from digital animation and lightboxes to collage, prints, and sculpture. For 
Ezawa, images can have a life of their own just as much as the people and places they depict. He 
translates iconic moments from film, the media and art history into images and animated videos that are 
reminiscent of Warhol and Lichtenstein pop art. 
His characteristic style involves reducing the physical and psychological expression of the protagonist to a 
minimum. For his videos, Kota Ezawa reconstructs each selected scene from his source material in a 
time-consuming digital collage of silhouettes. 
These manually produced videos possess a highly distinctive style that, for Ezawa, has its roots in 
painting. Through these techniques, Kota Ezawa reproduces the lost aura of well-known media images 
and explores the relationship between reality and reproduction. 
 
How do your pieces come about? What provides the initial creative spark? 
 

Everything starts with an idea. I am constantly coming up with ideas in many different locations: in the 
departure hall of an airport, on the escalators in a shopping mall, or when leaving the studio. I rarely come 
up with an idea while sitting in front of the computer. As I work with material from the media, I used to 
have to write to television stations asking to be sent video tapes of the footage I needed. Today, I find 
almost everything on the Internet. 
 
For your animations, you reconstruct each individual scene of your source material using a 
technique of digital silhouettes. How does this work exactly? 
 

To begin with I study the archive film footage in depth, then isolate individual frames that play an important 
function in the overall commentary. I then draw or paint these stills in my own style using graphics 
software. My final film is created by editing these images together. 
 
Ad Reinhardt, Agnes Martin and Kasimir Malevich all appear in your latest works. Where does 
your interest in this period of art history come from? 
 

What I love about art history is that it's a history everyone can rewrite themselves. Malevich, Martin and 
Reinhardt are key figures in the period of art history that I really love. Their great achievement was 
promoting abstract art, but I also find their work somewhat punk. When Malevich exhibited his suprematist 
paintings back in 1915, lots of people must have thought, “What the hell is this all about?” The same goes 
for Reinhardt's black paintings or Agnes Martin's line pieces. I find these radical gestures really 
fascinating. 
 
One feature of Ad Reinhardt's black paintings is that they cannot be reproduced in photographic 
form. The color of your new abstract expressionism series is also limited to nuances of gray and 
black. 
 

It was a conscious decision to work with his color palette. I have tried to use Reinhardt's methods in my 
own work – or, in other words, to translate a Reinhardt in my own style. 
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What do you find so interesting about the depiction of history and the way it is communicated 
through the media? 
 

When I reconstruct historic images and films in my “digital silhouettes” or animations, I am trying to 
transform a history that is oriented towards facts and textbooks into an abstraction that gives the viewer 
the opportunity to experience these events anew. What I find interesting is that, in doing so, images that 
we often already know become events themselves. Images have a life of their own just as much as the 
people and places they depict. 
 
Your characteristic style reduces the physical and psychological expression of the protagonist to 
a minimum. What do you want to achieve through this? 
 

I have experienced that reduction can actually lead to emotional intensification. My aim is to trigger 
emotion in the viewer, so paring down the images has less to do with aesthetic preference and more to do 
with a desire to impact the viewer. 
 
What do we witness in the videos that you are exhibiting here? 
 

In the double projection The Aesthetics of Silence you see the protagonists of American abstract painting 
– Barnett Newman, Helen Frankenthaler, Jasper Johns, etc. – as well as people who played a significant 
role in promoting this art form, such as art dealer Leo Castelli and critic Clement Greenberg. The source 
material for the animation is interviews from the documentary film Painter's Painting.  
Instead of recreating all the interviews, the animation focuses on the pauses in speech that occur during 
these interviews. In my opinion, these pauses say just as much as the words that the people choose.  
In addition, I wanted to show one or more animation loops: Paint Unpaint is a short animation based on 
Hans Namuth's film about Jackson Pollock. This scene shows Pollock creating one of his drip paintings on 
a pane of glass, which is being filmed from underneath. 
Tehran Museum of Contemporary Art is a still frame with subtitles in which Farah Pahlavi, the widow of 
the former Shah of Iran, tells the story of how the museum's collection came about. 
 
You work with images from collective cultural and political memory, manifested in images 
disseminated by the media. What role does memory play in your work? 
 

Memory is the driving force behind my work. I draw on particular images and events that have a place in 
my own memory and that left a lasting impression. As for the viewer, I can only gauge their response from 
the accounts and reactions that are passed on to me. I have often been told that a sort of ghosting occurs 
– that the viewer sees my images as unclear memories where details are lost, and when you sometimes 
can't be certain if they actually happened or not. 
 
How did you discover your characteristic style? 
 

My style came about completely by chance. I basically noticed that solid patches of color without any 
transitions in shade look perfect even in lower image resolution, and that they therefore come out well in 
video. The fact that my images are made up only of patches of color with no outlines also has to do with 
the fact that I have always had a stronger connection to painting that to drawing. I have been told that in 
Venice during the Renaissance there was a dominant preference for color, whereas in Florence it was the 
drawn line that was celebrated. So in terms of cultural history, I'm probably more of a Venetian artist. 
 
Kota Ezawa was born in 1969 in Cologne and currently lives and works in Berlin and San Francisco. He is 
associate professor of film and fine arts at the California College of the Arts in San Francisco. 
Ezawa studied at the Kunstakademie Düsseldorf, and was a Master's student in the class of Nam June 
Paik in 1995. He continued his studies at the San Francisco Institute of Art and went on to obtain an MFA 
at Stanford University in 2003. His work has been displayed in solo exhibitions at the Albright Knox Art 
Gallery in Buffalo, New York (2013), the Vancouver Art Gallery's outdoor exhibition space Offsite (2012) 
and the Hayward Gallery Project Space in London (2007). He has also participated in a number of group 
exhibitions, including at the Columbus Museum of Art (2011), the Musée d’Art Moderne de la Ville de Paris 
(2005), the Museum of Modern Art in New York (2006), and the Whitney Biennial (2006). Ezawa's work 
has earned him a number of awards and accolades, including the SECA Art Award of the San Francisco 
Museum of Modern Art (2006) and a Eureka Fellowship from the Fleishhacker Foundation (2010). 
 


