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In her early years as an artist, Julia Dogra-Brazell expressed an interest in Haiku; which might explain why, even now, she can find positive and
actual potential in a blank space, between lines, where things untold and incomplete remain. In her films, we are often conscious of things, once
removed and cutout, untold yet looming. Here, excessive and dramatic elements are intentionally avoided. For instance, in Plot it seems
impossible to pin down or fully articulate the memory of some tragedy. It is not even clear if the memory is real. For the work is filled with
contradictions. Shots are fragmentary and ephemeral but cut in a breathtaking way that captivates viewers. They seem to be filled with
symbolism but a clue to their true meanings remains unattainable. Yet, | am often overwhelmed with the moments when the world behind the
images seems to suddenly incline and flow into me. Compared with these phantasmal images sound, where there is sound, is given a more
realistic aspect. Needless to say, these effects are achieved by precise and laborious editing, specifically synchronization of sound and image.
The other day in a music tv program, Ryu Goto, a young violinist, talked about his sister, Midori Goto, an internationally famous violinist, who is
his greatest influence. ( ‘Untitled Concert’ TV Tokyo March 6th 2016). | was impressed by his following comment: Midori seems to play in
order to circle a musical rest, a blank space. Her playing style could be called ‘Zen violin’ . this comment is evoking the intensive rest in the
traditional Japanese music and reminding Toru Takemitsu’ s music, especially his early works in which silence as a musical rest is given much
presence rather than sound is emerging and his early essay. ( ‘Confronting Silence’ selected writings Scarecrow Press 1991, the original one
Shinchosha Publishing Co, Ltd. 1971) These imply a style depicting a world where things are in vivid contrast, positive and negative, figure and
ground, rather than an obscured world, in dense mist, where things start to lose their outline. | think there is something of this in
Dogra-Brazell's approach to sound in relation to image.

Toshihiko Izutsu, religious scholar, philosopher dared to explain the three stages of Zen meditation, which has been regarded as the issue
hardly reached by language in his book, ( ‘Consciousness and Essence’ 1991 lwanami Library).

Usually, we are looking at a landscape in front of us as the inhabitants of the world consisting of language in which everything is supposed to
be classified with the linguistic method, but through Zen meditation, the second stage is appearing where the linguistic classification once
collapses and the world of the compound of all without boundary between individuals as inner existences and landscapes as an outer will
emerge. Then, finally, the third stage is coming where the world clears up once again but it would be completely different from that of the first
stage, which is released from any linguistic constraint without the tendency to coagulability. Here, it is hardly for me to imagine how the world
looks like and | guess there would be no strong connection to art anymore but | imagine Julia’ s works coming from somewhere on the

boundary, transfixed, like Takemitsu’ s early works, between the second and the third stage.
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