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Taro Masushio and Ann Zhao 

TM: Currently, I’m personally less 
interested in theoretical fluff and 
more curious about how things are 
made, the practical stuff and the 
thought that accompanies it, but to 
start off I’ll begin with something 
broader.

Looking at the images of your work 
and reference materials shared 
with me, I started to think about the 
satellites orbiting this planet, old 
and new, subject to various forces 
and collisions, and many of them 
no longer in contact with the earth; 
no more transmission waves, bare-
ly held together by its own mass, 
floating in the outer space, the slow 
transit into cosmic dust. In part it 
has to do with understanding your 
work as complaints–which left me 
with questions; about what and  
to whom? 

The painting that states “I won’t 
create a Masterpiece” could be 
seen as a declaration or negative 
speech-act, but I wonder if it was 
closer to fortune-telling, terminally 
incomplete signal from elsewhere. 
Is it less an act of rebellion through 
non-production or the romantici-
zation of impossibility, but more 
a document of what one under-
stands as truth? When I saw the 
painting with the text “coping so 
hard I’m dying” I first misread it as  
copying so hard I’m dying–kind of 
like how entangled the notion of 
disappearance is in Sturtevant’s 
work. I think subconsciously I 
wanted to read your work against 
the grain of refusal, which has 
become an artworld buzzword, 
but also there is a bit of a slip in-
ternal to it. This thought takes me 
to the portrait of Nina Simone titled 
Little Girl Blues, and text painting 
that reads Niña—Simone being 
the quintessential figure in the  



discourse within black aesthetic of 
refusal, but also that Niña would 
be translated as “little girl.” In any 
case, can you tell me a bit about 
how you think about the figure and 
the text? Is there a relation? 

AZ: Her presence has a heaviness 
that I couldn’t get over. I tried to 
comprehend her as a person. 
There are seemingly endless entry 
points for this, but when I tried to 
use them to paint a picture of her, I 
just completely lost my grip on her. 
All the information dissolved her.

TM: On a related note, your paint-
ings range from formal abstraction 
to figure to text. Do you see them 
through these categories? Or how 
do you approach the different 
methods and subject matters?

AZ: No. They all come from my in-
ner life, so that’s the thread, and 
you never meet the same situation 

twice. If they start to look the same 
then I would probably be lacking in 
my aliveness.

TM: I really like this idea of alive-
ness—and that it matters to you. 
Can you tell me a bit more about 
it? Are there things that make you 
feel particularly alive or is it more of 
a constant state? 

AZ: I think it’s important that 
art isn’t created the same way  
it’s understood.

TM: You’re showing a painting you 
made as a child. What do you recall 
from this time of your life? What 
have you forgotten? Between the 
older painting and the recent paint-
ing based on it, which is more valua-
ble to you? Or, how are they valued 
or not valued in different ways?

AZ: I was very into sports and day-
dreaming. And excited for the future. 

I was going to move to America 
and that gave me all sorts of ideas. 
But I think since actually moving 
there, I’ve become more back-
wards-looking. I’m not attached to 
either painting, the value to me is in 
seeing how things have changed. 

TM: The older, childhood painting 
you’re showing is essentially ama-
teur. Could you tell me a bit about 
what it was like to revisit and redo 
the painting? Are they the same 
material? I understand that the 
scale is quite different. What re-
mains and what has changed?

AZ: It was awful. It’s like when 
someone asks “what happened  
to you?”.

They are both acrylic. Although the 
big one has some other stuff mixed 
in it. Acrylic on a big scale gets dry 
easily so I was spraying whatever 
liquids I had around on it.

TM: I’m curious about the fact 
you’re mostly showing photogra-
phy for this exhibition. Can you tell 
me how you photographed them 
and how you arrived at this selec-
tion? When and where did you 
take these photographs?

AZ:  In college I almost ma-
jored in photography. I loved the  
Onnanoko Shashinka/Girlie Pho-
tography movement with Hiromix 
and Yurie Nagashima. I got myself 
a Konica, but it got put aside as 
I began to be more focused on 
painting. For this show, I photo-
graphed them amateurishly and 
selected more thoughtfully, I would 
say. They were taken mostly in 
Shanghai, a few in California, and 
a few in the mountains of Anji.

TM:  I like Nagashima too. Do  
you think you will continue to take 
photographs? Whether as art,  
or not…



AZ: Yes, I would like to work on 
my iPhone photography craft. Just 
for myself, film is unnecessary and 
expensive.

TM: Does medicine (more specif-
ically Chinese medicine as I un-
derstand it) offer you or the world 
something art does not?

AZ: Yes.
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