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«When listing full names, they are listed in the appropriate order for each language, except when specific requests
state otherwise.

«Honorific titles for artists, creators, jury members, and lecturers have been omitted. Job titles for jury members
and lecturers are listed as current at the time of each event.

«Artist and creator profiles are current as of March 2021.

«Profiles are edited and composed based on documents provided by the artists and creators.

- Titles of artworks, musical compositions, publications and film works are given in italics. Quotation marks are
used for exhibition and project titles.

«Information on the artworks is listed in the following order: name of artist, title of work, and year of production.

«Captions are omitted for installation views and the performance views.

«Information about exhibitions is written in order of: Exhibition title, venue, city, prefecture/country, year of hold-
ing. However, in cases where the exhibition title includes the name of the city it is held in, the city name is not
listed with the other items. Also, if the year the exhibition was held is included in the exhibition title, the year is
omitted from the list of items. For exhibitions in Japan, the names of prefectures are omitted when the city is a
prefectural capital or prefecture status city. For exhibitions held overseas, the country names have been omitted
the city it is held in is the capital city of a major international city.

«In award histories, venue names are omitted, and when award names do not contain the year of the award, the year
is listed at the end.

«References to “in 2020-21" reflect Japan's fiscal year of April 1st, 2020 to March 31st, 2021.

- Photo credits for exhibition views, activities, and portraits are listed in the colophon. Credits for photos provided
by the artists and creators appear next to each picture.

«All rights reserved by Tokyo Arts and Space unless otherwise specified.
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Since its founding in 2001, Tokyo Arts and Space (TOKAS) has engaged in a vari-
ety of programs aimed at providing support for artists and creators and sending
out the results of arts and culture created in Tokyo. From its two bases in Tokyo,
TOKAS mounts exhibitions and performances and conducts residency programs
throughout the year under its missions of “Ongoing support for emerging and
mid-career artists,” “Promoting creative international cultural exchange” and
“Supporting cutting-edge and experimental creative activities.”

At our TOKAS Hongo facility outfitted as a venue for art presentation, we hold
exhibitions and performances that present experimental ideas and the results of
creative activities. At our TOKAS Residency that serves as a facility for artistic
creation and research, artists and creators from Japan and abroad engage in
exchange and creative work in residence. In addition, it also sends artists abroad
to affiliated institutions and supports their creative activities overseas.

In 2020, exhibitions were held at the Museum of Contemporary Art Tokyo for the
winners of the 1st Tokyo Contemporary Art Award (TCAA) launched in 2018 with
the Tokyo Metropolitan Government. Due to the effects of the coronavirus (COVID-
19) pandemic that emerged in the beginning, 2020 became a year when it was
difficult to conduct the other program of support for overseas activities that the
winners were supposed to receive. However, in line with the underlying principle of
supporting primarily young artists that TOKAS has dedicated itself to since its
founding, this was a year when the first serious steps were taken toward the
launch of new program.

In 2020, not only the TCAA but many other programs had to be changed, cancelled
or postponed due to the pandemic, but the flame of the beacon of creativity has
never wavered. Through the changes that the times will bring, we will respond
with flexibility in our programs in order to continue our activities. In this important
time of trial, we ask for your kind support and continued cooperation.

Tokyo Arts and Space
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Tokyo Arts and Space (TOKAS) is an arts center dedicated to the support of creation and
presentation of contemporary arts from Tokyo in a wide range of genres, from the fine arts,
music and architecture, to curation and inter-disciplinary and experimental creative

activities. Operating mainly from our TOKAS Hongo facility and our TOKAS Residency
facility, we have engaged in varied activities since 2001.
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Ongoing Support of Emerging and Mid-career Artists
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TOKAS provides creators with ongoing support through such opportunities as presenting works
in our TOKAS-Emerging exhibitions for promising new emerging artists, through our Artists

Contemporary TOKAS (ACT) group exhibitions for creators who have taken part in TOKAS pro-
grams and through our Tokyo Contemporary Art Award (TCAA) for mid-career artists.
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Promoting Creative International Cultural Exchange
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Through primarily artist-in-residence programs, TOKAS provides talented creators from Japan
and abroad the opportunity to do research or create works. The results of their work are shown
in exhibitions and our Open Studio program or through talk events, as we strive to be a hub for a
wide range of talented creators working in a broad range of genres, from the visual arts, music,
curation, architecture, design and more, to meet and interact.
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Supporting Cutting-edge and Experimental Creative Activities
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Through our open-call program OPEN SITE for creators pursuing inter-disciplinary and experi-
mental projects in the full range of genres, and through our TOKAS Project run in collaboration
with international artists and curators as well as arts/culture organizations, we seek to provide
venues for work that expresses diverse values.

%&’K#E | Art Mediation and Arts Promotion

T—=TAA OV T —2— (&2 3 I EREAMERECFR~DEBBEFDZIZHDI—2
D=0 g3y RIEDBERT BT —NAITRALSAUDOHER. A—ILZ2—RAPTE
HHITHDORITRE S0Z(DALERIEDHED>BRE  HETHEAAAET,

Through the holding of talks and workshops by artists and creators aimed at spreading under-
standing about a variety of creative methods and artworks, and by broadening the range of
information we can get out through the creation of archives and utilization of online content, and
through e-mail Newsletter and publishing of Annual Report, etc., we seek to connect more peo-
ple to enjoy creative activities and share experiences.
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As winner of the 1st Tokyo Contemporary Art Award (TCAA), an award program aimed at encouraging
new opportunities for artistic development by mid-career artists, Kazama Sachiko had an exhibition of
her work at the Museum of Contemporary Art Tokyo. COBRA is an artist and director of an artist-run
space who cooperated with TOKAS in the organizing of the exhibition “Tokyo Detroit Berlin.” We
interviewed these two promising artists about their careers leading up to their current activities, the
background behind their artistic creation and more.
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KAZAMA Sachiko
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Art showed me the importance of

expressing and sharing questions and
doubts about the world I see
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Kazama Sachiko is known for her use of sharp-lined monochrome
woodblock prints to depict subjects like historic as well as current
events works that pose questions about the future of human soci-
ety. In this interview, she speaks about the trials and errors of her
career until now, winning the inaugural Tokyo Contemporary Art
Award, a program aimed at supporting mid-career artists, and also

the values that guide her in her pursuits as an artist.
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From fashion design in high school to artistic pursuits in woodblock prints

I was first attracted to woodblock printing in high school through the work of artists such
as Tanaka Kyokichi, Onchi Koshiro, and Fujimori Shizuo, known for their prints in books
like poetry collections of Hagiwara Sakutaro and the art and poetry magazine Tsukubae.
Until then, my primary image of woodblock prints was that of ukiyo-e¢ prints, but with
artists like these three, their compositions themselves were like poems, and I was attracted
to their uniquely introverted nature. Unlike oil paintings that are painted directly with the
brush, I was also drawn to the unique quality of depth perception and 3-dimensionality, or
their air of something like desolation. This newfound appeal also led me to appreciate the
type of expression achieved by artists like Aubrey Beardsley in late 19th century Britain.

At that time, I attended evening high school, and I was interested in fashion design, so
during the day I was making clothes in the “Gothic Lolita” style that was beginning to
appear at the time and wearing them to school in the evening. Also, I had always been a
sickly child, and all through elementary and middle school I only attended school about
one-third of the regular class days, so I wasn’t comfortable working with others as a group
or team and I realized that would make it difficult for me to become a fashion designer.

But I was good at drawing pictures, and that became my anchor as an individual. After
high school, I was aware of the choice of going to an art university, and since I was self-
taught in everything like design, I knew that passing an entrance exam would be difficult for
me. But I learned that Musashino Art University ran a training college called Musashino
Art School, which had no entrance exam, only an interview. And, since the classes were
taught by Musashino Art University professors, I decided to go there. After learning the
basic techniques of woodcut printmaking, copperplate printmaking and lithography, I
entered the woodblock print course. One reason was the only equipment I needed was a
sculpting chisel and a printing hand baren.

Connecting what “feels wrong” about the world to artistic expression

My first introduction to contemporary art came through an upperclassman of that school,
who organized a tour of galleries in the Ginza district of Tokyo. At first, seeing things like a
white gallery space with an installation of just strings hanging down, I said, “What is this
supposed to be?” But when I learned that there were concepts behind such works, it became
interesting, and as I realized there were no limits on expressive output and that I could
express myself just as [ wanted through woodblock prints, that opened the door for me.

Most of my work deals with things in the world I felt uncomfortable about from a young
age. When I saw people’s views on things, I thought were right, I found they are different.
In most cases, I found people weren’t concerned about the things that bothered me, so I
didn’t talk about them. But thanks to my encounter with contemporary art, I felt it was OK
to connect these doubts to my creations. Ever since, this connection remains at the core of
my being.

I think my works show a questioning of the human-centric world view and concern for
those victimized by economy-centric ideals. During Japan’s high economic growth after
WWII, a wealth became concentrated in the cities, while the surrounding areas tended to
be neglected. And when we look at the ancient Jomon Period, don’t we see thinks about life
then that are more ideal than life today? I was inspired by the concern with such issues in
writings of the folklorist Miyamoto Tsuneichi and others, and it expanded to other issues
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like apparent revenge by nature against human activities, concerns about the afterlife and
questions of life and death.

My first exhibition after school was Parco’s “Urbanart #3” (1994), where my work Owari
de Hajimari (meaning: It’s the end, and it’s a beginning) (1994) reccived the Encourage-
ment Award / Yoko Yamamoto Award. I think this was important to me in that it showed
me that my search had been in the right direction. With my first solo exhibition in 1998
(Gallery Yamaguchi), my motif was photographs on leaflets of model homes (Common
Wealth). Seen individually, the pictures probably looked like nice private homes, and they
also stood as symbols of the lifetime employment and the idea that all Japanese are middle
class, which were still believed in at the time. But when I lined them up, I felt something
disturbing and negative in them. Ever since, I have created works based on what I might call
my “Kazama Land” connecting the past, present and future.

Encounters that have supported activities as an artist

Looking back, I feel I have been lucky, especially in the support I have received from
dependable women I have met. The late Yamaguchi Mitsuko of Gallery Yamaguchi was one
who supported me from my first solo exhibition, not only with her gallery but by intro-
ducing my work elsewhere and connecting me to mentors like Hori Kosai that broadened
my perspective. After receiving the Outstanding Performance award, The Taro Okamoto
Award for Contemporary Art in 2006, Takahashi Mizuki, who organized my solo exhibi-
tion the year before as the curator of the Contemporary Art Center, Art Tower Mito
(currently the Executive Director and Chief Curator of CHAT) advised me to find a
gallery that would support me. She introduced me to the gallerist Fujiki Rika, which led to
my association with her “MUJIN-TO Production.”

Twice I had the opportunity to have Fujiki-san look at my portfolio, but I went with no
real presentation prepared. After the second of those meetings, Takahashi-san told me that
I should learn how to tell the people what I want to do in my work. Since then, I make sure
to write a rough outline of what I want to say. Even if it is about things that I can’t achieve
directly, the feedback I get helps me revise my thoughts and shows me new directions. Also,
when I get a suggestion, I can consider it as a new idea I can develop. Since if I don’t have
something inside of me, I can’t respond to anything, this is a process I value until this day.

(FEORLR) 1997
Common Wealth, 1997
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(RE135H#) 2005 XLFE GRRIBRAEMESTE)
The Whirlwind of the 13th District, 2005 Collection of Agency for Cultural Affairs, Japan
(Deposited in Museum of Contemporary Art Tokyo)

(Y7o —~)L) 2021
Der Zauberberg, 2021

Guidelines for going forward as an artist

In 2019, I was a winner of the Tokyo Metropolitan Government and TOKAS organized
“Tokyo Contemporary Art Award (TCAA)” along with Shitamichi Motoyuki. Part of the
support offered by the award was funding for overseas activities, so I had submitted a plan
to go to Munich and Berlin, etc., to research subjects such as Nazi eugenics, the Berlin
Olympics and the Decadent Art Exhibitions during the Nazi regime. Unfortunately, due to
the COVID-19 pandemic, I was not able to realize those plans. But during the period when
we had to work independent research, T had the opportunity to spend time reading Thomas
Mann’s Der Zauberberg (1he Magic Mountain), and I found in it links to today’s situation,
because it deals with tuberculosis and the long period of quarantine resulting from it. T hope
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74 774 T BILICBEL 2V, RO BRG] ICHEATD )ik, 2l kodiz
HLZzwL, 2R bus 7 AlRIcwWE E b EZTHWET,

FEMFUIEL L b H Y F A FRFIC, NS AR O o UK L CEERICE S ©
LR BT A EDSH L TR TS, ZhE2RHLTIEA 3 2 L DRYIX IR
DIHhETANZDDL, PRV EMBATTR, COZEHL5 HDTUXLTVWET,
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I can employ some of this experience in my work for the Tokyo Contemporary Art Award
2019-2021 Exhibition. Also, another part of the award is the chance to publish a collection
of my works, and for that I am presently involved in putting together a certain amount of
my writings to include in it.

TCAA is an award program aimed at providing support for mid-career artists. If I were
to cite things I have valued over the past 25 years or so, first is my determination to not let
myself be outdone by what I did when I was younger. There were things like the straight-for-
ward strength of expression I brought to my first solo exhibition, but now I want to try
achieving things I can do today. Another thing that is always important for me is to never
forget to express my gratitude for everything I receive from others. If a gallery or museum
gives me a chance by to show my work, it is not enough to do my best to provide works that
are worthy, because that is still only a 50/50 exchange and doesn’t amount to an expression
of gratitude. To be invited back for another chance to compete that way requires that I give
more. I believe that is how severe the real art world is.

The art world is severe, but art is also what showed a person like me, with all the doubts
and questions I had about the world from childhood, the importance of being able to
express and communicate my thoughts to others.
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[Tokyo Contemporary Art Award 2019-2021 & 28R ) RRHPRAENLE)
BREAR. 2021
Installation view at “Tokyo Contemporary Art Award 2019-2021 Exhibition,”
Museum of Contemporary Art Tokyo, 2021

PROFILE

1972 F RAE E ho RREA IR IER, 1996 F R EMFEREAREHET. TOKAS S
7B S5 42 [Tokyo Contemporary Art Award 2019-2021 Z#0&RE | GEREBRAEMEE.
2021),

Born in Tokyo in 1972. Lives and works in Tokyo. Graduated from Department of Printmaking,

Musashino Art School in 1996. Participation in TOKAS Program: “Tokyo Contemporary Art Award
2019-2021 Exhibition,” Museum of Contemporary Art Tokyo, 2021. PROGRAM = p.46
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ARTIST INTERVIEWS 02

277
COBRA

T—=TAARP TV AR—=RAD
S AEAIELTVBEHD

What artist-run spaces are
working to create today

20204E10H 16 H .
TOKAS AT
AVRE 22—

This interview

was conducted

at TOKAS Hongo
on Oct. 16, 2020.

A7 — b2 —7ELHIT, LECEMBOSIHLT —
PR 7 E RO R KRB TRERIRO27 513,
HWHDT =T 4 ATV« AR—=RA[XYZ collective] D1t
F74v 22—t 0iEbRE D, W OS2 TOKASDIE
BB o TEAERIC, RBIL 265212 ZLDRE
LT,

COBRA is an artist whose work draws on off-beat humor while also
including references to satires of the art world in his unique style of
expression. At the same time, he is also a co-director of the artist-run
space “XYZ collective.” In this interview, we talk with him about his
participation in TOKAS programs in both of these capacities and
the background and motivations that have driven him both as an
artist and as the director of an arts space.
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FEREFZRALF OF MR E T, o IcEHlic Nz L3 AvITFhE, ATl
BT Fw o TuehroTT, MROEMDIAEICHEKT 2 L [ZD¥H» B
ERIIT o724 ER R T E, RPoTAEL] EEbNE L, PR TIRLER%
B (X TOHEREL THIBW T %D o 72) . A¥ LS ELENRY TR T35
OBEEELLE L, GEZBTNE MIL CHEAR LS 2ERT 2., Hle— F it
RTd, ZTTHEUDD, P TIMRAR L WA WA ARRIBA L2 R, BEEM2
DERLOHTLE I DTTA, FARFICHOMEbH Y £ L7,

Z N, #IC MIHOKANNO D& C—#EICiEE) 3 2 I EUHE S, TEEEW, BAY
FL Vo BRI O NET, 2027 7ABT LAY » 72, B RENE., KEFEE
T TER R T O ABER [ FHE VRO WD | B AR R o T T,
ERFERTDH, B/~ %2 T2 AN AV 7 =Wl ZF>TL 2 N Brofhn 7223 & i E
FTA2ANEDP. Db b TTIFEHHAL T TR d X 0X 21T L,

FEH2EIF S, BIFR A EHEMEICSML TuE Lz, —Ji. THEL AR
A HFRIRZ A D2 F ¥ 5Y —IC LTEESD BB L TWT, #hFbh Tl
DTERE LZATT, EXFINCit b fivTuizFu—A v 72 FEIANRT,
(D52 beRAfFbEN] EFVOD[JERLTHNI? | EARBERATERTHEDLL
F L7z, TREEIDHI T2 TT =T 4 AMEFANCOT LS &b EL AR
AT IO E Lz, B LTYY. HFIEL 2T v =Kz win, BN T T v
TA VI BRI WE >0 hE, Lbdbh, ZIPO5ICELET, YV IR
¥ vy 7REVI KL TT,

T—F4 AP S - 2R—2EDHAL

LI R oA ES T, b—F 2 —7v X =94 } (TWS, BHHTOKAS) T3 [OaL
7o a 1T & B 2R (TWS AR, 2008, 2009) %, [Hello! MIHOKANNO |
(TWSHEA. 2009) iICBML., AN RATY =2, AL BL &% E2HEH U 2EE F I~
MR L £ L,

20104F 121 TWS O “HERMFHE TS T LTALELY DT — b+ A= H—
Fr—F-avsvRIY) =27 HBEL T, Z 2 THIFEL. &b X < IZBHb T4k
LbTEZLER TN E, 5 MBI TE T YIOWIMETTIEED 5 £ &
B TARZIFICTH I BBICA->TLEVWE L,

ZhiH FEONTHPF 72T =T 4 A+ - 7« A= 2 [Hell Gallery] D4+ — 7=
VIR FTTRAEBINE L, HHOROAL — P BEABIC LT, o¥R Ty
FAHZELZY, PETEA—RF2—%2 LT Y, I00AL bVWDOSHASEI A
BHESTHT, RADIEBE L WH KL TLZ, BhbEZ L &, HOPHEHTIRRS
NEMRE LT ORBo TR L TE A2 L ICRiIL Eon It R 25n L ET,
b 7 B ER O BERFE R E [TOKYO STORY | (TWS A4, 2010) 04+ —7=v 7T
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The Winding Road Leading to the Emergence of COBRA

The reason I chose to go to an art college was quite simple. Even though I had never really
been complimented by anyone, I thought I was very good at drawing pictures. When I
sought the advice of my high school art teacher, I was told that no one from our high school
had ever gone to an art college, but that I should give it a try. At prep school I entered the
crafts course (which had a high percentage of girls in it, and a lot of cute ones), and I ended
up going to Tama Art University, where I majored in the Metal Program of the Department
of Ceramic, Glass and Metal Works. Using a hammer to beat the metal out in order to shape
an urn or something is pretty hard work. And while I was learning to do that, I also started
to work with video and other media. Eventually I quit working with metal, but at the same
time, I had another encounter.

That was with students of the Oil Painting department who went under the group name
of MIHOKANNO, they included Matsubara Soshiro, Chiba Masaya and Enokura Sacka,
and their class was very interesting. The professors included people like Wakabayasi Isamu,
Tatsuno Tocko and Hori Kosai. Meanwhile, with the students, the fecling was like,
“Whoever does the most interesting thing is the winner.” The works they came in with were
things like parodies or kung-fu films, while another got drunk and blurted out statements
about aesthetics and it was all so wild but fascinating that I got in the habit of sitting in on
the sessions where their works were critiqued.

For about the first two years after graduation I was participating theater productions or
self-produced films. Meanwhile, Chiba-kun and Matsubara-kun had started using part of
the space of the studio that they rented together as a gallery for organizing exhibitions, and
it was at their invitation that I first exhibited my own work. When Chiba-kun saw some of
the notebooks that I had filled with drawings, he said they were really disturbing, and in a
way that communicated a strange sort of warmth and interest, he asked me if I wanted to
try displaying the works. Since at the time I was still performing in theater, it was decided
that I needed a separate artist’s name and Matsubara-kun decided on COBRA. I guess his
aim was a sort of villainous branding, like the poisonous snake or a rapper. But to this day, I
guess I continue that sort of image with sunglasses and a cap.

{2017(Gordon-Matta-Cobrark) #1)

2017

2017(Gordon-Matta-Cobrark) #1,2017
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3. COHell Gallery  €F — 7 DU & D & LT, AAARN v ERCI 72 ATEEI % AR5 <
MEETOE LT,

Z D, 201 1FEICH I THD 72 5 D 22— Z [XYZ collective| #3575 EF £ 3, —#%
IR 7201k L A &L PRI D ORI Y AT 7Y — 7 v ZREE OIGTH
T Ao BT IE B IX DIEEICH 2 LT, BIFRICIRE o TR INY B LI E ©
o, EELTHODLALATT, ZZTERET —T 4 A MEICAZ VAL LTHELEH
L. X+ 7Y —icLE Lz, Ficl, 203 mELZHE . 12200z B8
LCHEE#HICATEIcLE Lk,

ERr A4 BA IR

AR—=ZZMET 29 A TRECHHOZ=—-2 2HIbBH IRV T LA, FALHE
WOX ¥ 7Y —[Misako & Rosen| D u—¥v «EWDTILLET 7Y -3 L DS
WHh KE D o72TF, XYZ collective D & 5 Gz T E THARIC R o 72, L BEE
o TANT,EHHNAZFTALINEDRB o T I ZTOMEEZ{NE LT,
78Y)XDT7—+7 27 INADA Miami] ~OZMBEL S IC@HDTD b ozDR
EoPTT, 7—RACBERIADPREZLEZONEE T, L7 F ¥ —WUREE-> THAT
ANFE L7, FIZMERZNIZERN o7z FNE, 20 b KRYIRDHRMEY RIA
BYEFONTOE T, B FIAEL. W TORB > RANEDRHKFS FAE X
V7 ADBRTILT, 2 LARBROPT, i F+ 7Y —LoRfE (H¥ ¥+ 70 —D
HEEEZHFF v 7 ) —CHRELES) BELERLDEAS LFELE LK,
XYZ collective 1#2016F I HIE~BUE L Bl I3BEL Hizic I v F 7 oAzl
ATCT—FT 4 AP2ANDTF 4 L2 2 —(kHlIC o TOET, LRATO X 5 KL T
ZIEE R ARVo T, EECREMKTES L 0 EEICR Y £ Lk, fRMICHE Y
ZEWERENC, v AV AV P FRO AR O AWICRWEE HIFT i RIC 2> T
WE T, DR =27 & LGB D T, AT EICEREEZ BN LA X 2 Rutks
o T3 EunEd,
b 5 VLoD, Bistk24E

XYZ collective Grand Opening Party [Archive! | 2011

XYZ collective Grand Opening Party “Archivel," 2011

H2pb, X0 HFGEfRIc 37—
FTAAL TV A= [4649] &
BHizy 27 LTw3ZE, Th
BELPLHE-72DDOT, HET
LIZTEZT ) LIZAR—=RZD,
HwicRmzfichkowvwne s
TwEd (i - B0 20204
RK~2021HEYIBHICIE, R & 5t
D AR =ZRNBNMT % [Artist
Running Festival 2020] % XYZ
collective I THAfEL 72).
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[ERTPAAP <Y TRRLIZ(A N —b FT - Ty (S=FF v 5U— - T+—/3—F)) 2020
Story of egg (bird gallery for bird), 2020 displayed at “Tokyo Detroit Berlin”

The Encounter with Artist-run Spaces

Since then I have continued to receive opportunities to display my work at Tokyo Wonder
Site (TWS, currently TOKAS) in exhibitions like “Imaginary Museum of the O-collec-
tion” (TWS Hongo, 2008, 2009) and “Hello! MIHOKANNO” (‘TWS Shibuya, 2009),
where I displayed everything from sculpture-like art objects to video works like love dramas
in which I played both the male and female roles.

In 2010, I participated in the TWS Exchange Residency Program and spent two months
in residency at the Gertrude Contemporary arts space in Melbourne. I was hoping that I
might find a girlfriend there, but it wasn’t that casy, and I ended up spending most of my
time in that first overseas residency alone in my studio because of my lack of ability to
communicate in English.

It was during that time that I was invited to go to an exhibition opening at an artist-run
space named “Hell Gallery” and that experience really inspired me. They had made a gallery
space in the garage of a common residential house, and in the next room there was a band
performing and in the yard they were having a barbeque, and things like that. For that
opening there were about 100 people of all backgrounds. It was like an adult version of a
school’s culture festival. Looking back, I think that experience made me feel like, until then
I had only been active among a small community of like-minded people in Tokyo. By the
way, after I returned to Japan, I used that Hell Gallery experience as the motif for one of the
things I presented at the opening of the Result Exhibition for that year’s residencies
“TOKYO STORY” (TWS Hongo, 2010), which was a puppet play depicting my time in
Melbourne performed with Matsubara-kun and others.

After that, we opened our own space “XYZ collective” in Tokyo in 2011. The people
who opened it with me were Matsubara-kun and the freelance editor Hattori Madoka, who
I have known since our prep school days. The facility was a former warehouse in the
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Tsurumaki district of Setagaya Ward, which was lent to us on the condition that it would
only be until the planned demolition of the building a few years later. We rented out half of
the space as artist studios, while the other half was used as gallery space. We held exhibitions
curated by ourselves there once or twice a year, and the rest of the time we rented it out as
an event space in order to provide us with operating income.

Exchanges Across Borders and Generations

In the running of our arts space, we primarily referenced examples of unique overseas
spaces, but our encounter with the gallery Misako & Rosen run by Misako and Jeffrey
Rosen right here in Tokyo also became an important reference. They were interested in us
because, until that time, there had been no spaces like our “XYZ collective” in Japan, and
they ended up giving us valuable advice about connecting to other spaces not only here in
Japan but abroad as well.

Our first participation in the “NADA Miami” art fair in Florida also came as a result of
Misako and Jeffrey’s advice and they gave us advice and made us lecture videos about how
to respond when visitors came to our booth at the fair. We didn’t sell much at the time of
our first participation, but from there we were able to make a growing number of important
new connections. The hospitality Misako-san offered when people they had connected to
overseas visited Japan is amazing, and we realized that it is out of those kinds of exchanges
that have made it possible to begin holding exchange exhibitions with overseas galleries
(exchanges in which exhibitions they planned would be held at overseas galleries and vice
versa).

In 2016, we moved our XYZ collective to the Sugamo district of Tokyo, and today
Miyagi Futoshi has joined me so that we now have two artists as co-directors. Since we don’t
have enough space to use as rental space like we did in the past, our sales of artworks have
become a more important source of income to cover our operating costs. As a result, we hold
more solo exhibitions now, which are mainly by younger artists, and we have developed a
new methodology by which we help them out in the management aspects as we work to

#£)[TOKAS Project Vol. 3
THERF A~ ]]
(TOKAS #48) BRE S, 2020
left: Installation view at

“TOKAS Project Vol. 3

‘Tokyo Detroit Berlin',”

TOKAS Hongo, 2020

) ERERED

T—b AR=ZNBHL,

XYZ collective TRMEZ 72,
[Artist Running Festival 2020
DRIGER

right: Scene at the “Artist Running
Festival 2020" organized

by XYZ collective that Tokyo and
Kyoto arts spaces participated in
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ZhrHDT7— FOERRICAIFT

ERIEF & AR —REHED ATV RICONWTEZSZZELHY 3, HELZBLTO

HE0e, XYZ collective D 7 = TS ME & o FICEEN-HOOER R EDLH B L,

AT —=F4 AL TV AR=ZD X5 RGP HITICH 5 DI3IE Lwv, — /7 TH#EA
B, PRIVRBVWF Y 7Y —=BROVWT =T A AP HWICEETLZEHEELAS
ERWE T, 72, TOKASD &5 A= HAICD o & Ho TS L, %
H) L7 THRA DRI =7 iEEZERTE b v nwo TR EEZ ET,
2020412 1%, TOKAS & o AT, 300#iHIcE T 27— F + A== Z N
3 % i E 2 [TOKAS Project Vol. 3 [HH{ 7 brA + <) v [ | (TOKASAH) %17\ %

L7z MY VD[ =Tz V=3, TrRAMD[T v b A TT4 V| %,

HH D XYZ collective, 4649 b Mb V. 2LGD3 707 TCENENAF 2L —va v L
rREAE RS 2RRTT,

Pl avF YA NZEGYEDILR T O P RHTE R Ro2 DX L THERATL L
BFVIAVTHOEDRERPL, FEHIGHEETONZDEIARYBICRr o7 &
WET, SH EHKROBERBEIEE, o 72— T [SOBRBICEY b D Z2EA S &
LCW2HFMEL2 X icBunEd, 2. FHo7— 2K KPR EDIKT 23 &[H
REIC, PUE & D SIEROEFEL RIS TS, 25 LABFRE2 O, /M TD ¥ 2
L—ya Vol A R EbEETNEZ E LA HHVWA SR TWET,
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establish a mutually beneficial format. We also hold exchange exhibitions with overseas arts
spaces, which I believe provides us with good opportunities to invite artists from abroad.

Another recent change has been that, from the second year since we moved here to
Sugamo, we share our space with another young artist-run space named “4649.” It was our
initiative that invited them to join us, and we now feel that it will be good if there is more
exchange like this between the growing number of such spaces in Tokyo. [Editorial note:
XYZ collective held the “Artist Running Festival 2020” from the end of 2020 into carly
2021 attended by artist-run spaces from Tokyo and Kyoto.]

Toward an Arts Ecosystem of the Future

I also have some thoughts I would like to share concerning the balance between one’s own
creative work as an artist and the running of an artist-run space. As an artist, there are valu-
able new encounters that come with running an arts space, and there are also works that have
resulted from my participation in art fairs. But most of all, there is the joy that comes from
having an arts space so close to me. At the same time, I also think there is importance in the
mutual growth that comes with having good galleries and good artists working together. T
think also that it will be good if we have more arts institutions like TOKAS here in Japan,
and I believe it will be good if those relationships result in unique activities in the arts.

In 2020, I worked jointly with TOKAS to organize the exhibition “TOKAS Project
Vol. 3 "Tokyo Detroit Berlin” (TOKAS Hongo) introducing arts spaces in three cities. We
invited the spaces Schiefe Zihne of Berlin and What Pipeline of Detroit in a new project to
show four exhibitions on the three floors of the venue, cach curated respectively by the
spaces from Berlin, Detroit and Tokyo, where XYZ collective worked together with 4649.

It turned out that due to the effects of the spreading COVID-19 pandemic, they were
unfortunately unable to come to Japan, but I believe it was very good that, by connecting

20 SM3IIAYILNI LSILHY

the four spaces with online presentations, we were able to get a result close to the original
plan. While on the one hand it was interesting to see differences in the four exhibitions, at

vdd090

the same time I think we also saw a common thread uniting them through the planned
theme of “What is lacking in today’s arts environment.” Also, while we saw something of
the different conditions in the art of the three cities, we also saw the diversity in the four
participating artists’ nationality and means of expression. From this relationship, I believe it
will be interesting if we can see the development of this sort of importing and exporting of
small-scale curation like this.

PROFILE

1981 FHEBET h, RREBAMWSREE, 2005FZFEEMAF I EFREE, 201154
V)) —7_'»(XI‘ S5> - ZR—2A [XYZ collective] DT 1L 0 2—%FH 5, TOKAS 7o
ZITOKAS Project Vol. 3TERFT R4/ b~ILY>]](2020), [LY T ARREREES
TTOKYO STORYJ1(2010). ["FR21EE _EMRXREET AT S L (XILHRIL) [(2010) 8 E,
Born in Chiba in 1981. Lives and works in Tokyo. Graduated with a BA in Department of Ceramic,
Glass and Metal Works from Tama Art University in 2005. Opened the XYZ collective in 2011 and
acts as representative director. Participation in TOKAS Programs: “TOKAS Project Vol. 3 ‘Tokyo
Detroit Berlin',” 2020, “Creators-in-Residence, Tokyo Wonder Site 2009-2010 ‘'TOKYO STORY"”
“Tokyo-Melbourne Exchange Residency Program 2009,” and more. PROGRAM = p.94
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TOKAS-Emerging 2020

187 | Part 1: 2020.4.4-5.6 287 | Part 2: 2020.5.16-6.14

= 11408 | MIYAKAWA Tomohiro 15 #EX | HANAWA Ryota
GengoRaw (A&t +FHERAN) ZH HETE | YOSHIDA Shiho

GengoRaw (Tomoya Ishibashi + Kento Niikura) AARRRA | IWAMOTO Mayu
7K LB | MIZUKAMI Emi

FHEARS VAN RIRIRREREEDLHEIHEPIESI N, F2H8(32020.6.2-6.21 (B,

*Due to the issuance of the State of Emergency declaration in response to the COVID-19 pandemic,
Part 1 of the TOKAS-Emerging 2020 was cancelled and Part 2 was held from June 2 to 21, 2020.

HE7—T1RMNIZEABRERODEES

Solo-format Exhibitions for Emerging Artists

Emerging (&, FIEDT7 —TFT A AMCRROEREIRBET S EAERNEL T, 2001 FENHEREL T
WREEBERTATILTT, S5RMUTOEREET —TA AN {RIZAEZITo722020FE (3.
R—tT7AVATOEIREE, HEICLIFE2REELRT. 108HHOEENL6DT —T1 XM %
BHLELI, Y¥28HChI0), 87 —T1 ALOREERR TERAFEL TWEAEE, FHEO
AF AN ABREEDILKIHRIBEEREERSDH, FIHAEBRBAREO T FhiEehD F
2 REAZTELTCOERELR DI LI, #L(EFRDAZAT AT YA L) TE(EEL,

Emerging is an exhibition program launched in 2001 aimed at providing emerging artists with an
opportunity to show their works. The 2020 holding was an open-call exhibition for artists living in Japan
under the age of 35. Following a preliminary judging of applicant portfolios and secondary judging by
interview, six artists/groups were selected from the original 108 applicant artists/groups for the final
exhibitions. The initial plan was to divide the exhibitions into two parts to provide each of the artists with
space for a solo exhibition opportunity. However, due to the temporary closing of the exhibition venue in
accordance with the National State of Emergency declared in Japan as a result of the spread of the
coronavirus (COVID-19) pandemic, the Part 1 exhibition was cancelled, and the Part 2 event was
rescheduled.

For further details see the exhibition catalogue on TOKAS website.

DATA

235 1 TOKAS A48

BIEA b ¢

AA4TEI A—TF =27 - b—=0| 5 2} - BEMBIE GRRELAENE TEMRRE) Khik

5.16 28 #—F =2 - b= S A} 1 ZHRMGBHR G BIDERENE £EFEE) KPLE
418 &5.30[ A2y T7(C&BF+FU— =7 XAk

Venue: TOKAS Hongo

Event:

4.4 "Part 1 Opening Talk” Guest: MASUDA Tomohiro (Curator, The National Museum of Modern Art, Tokyo) *Cancelled.

5.16 “Part 2 Opening Talk” Guest: SANBONMATSU Tomoyo (Curator, The Museum of Modern Art, Kamakura & Hayama) *Cancelled.
4.18 & 5.30 “Gallery talk by TOKAS Staff” *Cancelled.
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= Il %0 &
MIYAKAWA Tomohiro

RA=R=d=RPHIAETE2Y I
Super Ghost Kamikaze Attack!!

BLBADEEIN ST R—ILIZBIGT 5, HES
KA EF—TELEEOLRIARBEICBT A
ET. ZE, HFORBEXEHHO L EHOERY
Bk, 2L TEPEC(CRERBOBICBUIEIES
EOERTICRABNT AT R AA VA5 RH
FCRRLELTZ,

The title for this exhibition was borrowed an image
from a technique used by the Kamikaze Attack group
that is mentioned in the manga Dragon Ball by
Toriyama Akira, and in it Miyakawa made symbolic
allusions to the hobbies and interests of his father and
himself in his childhood years as well as fleeting
images from the innocent exuberance of the children
at the nursery school institution where he works.

PROFILE

1993 FFHERE I h, MRIBAMS(FH, 20194
ZEEMRZRZREMAREMET, ELEBBERC 3]
AR/ SR ¢ Satellite Final, or-++ ] (HIGURE 17-15
cas, B, 2020). [51A# /Mgt (L E 198 L, B
E.2019) &,

Born in Chiba in 1993. Lives and works in Kanagawa. Grad-
uated with an MFA from Tama Art University in 2019.
Recent exhibitions: “Absorption / Radiation: Satellite
Final, or..,” HIGURE 17-15 cas, Tokyo, 2020, “Absorption /
Radiation,” Hokuto Building, Saitama, 2019.
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GengoRaw
(AERE+FREAN)

GengoRaw
(Tomoya Ishibashi + Kento Niikura)

abn/FhA
Machine of Words

T—TARANDABEL VT DHAENEET
5 MO\ EABL T SEOFOREBEIY
F—2avlBTARR/HIEETI T2
—vb, AlFEfiAACFHEAR T, AP ERR
ICEIEELZANCERTIBRATVELT,

The artist Ishibashi and the engineer Niikura lead an
art unit that “engages in experiments and creative
work aimed at revealing the logic and imagination
behind languages, from the viewpoint of machines.” In
four new works making use of artificial intelligence
technology, their exhibit focuses attention on words
that tend to use unconsciously for new consideration
from a number of perspectives.

PROFILE

2018 F (CHEM. RRMAWR (ZFSH, TLEERIC
[Encounters](Ginza Sony Park, 8, 2019) & &, &
EE(Z[CREATIVE HACK AWARD] 7' 5> 71 (2019)
e,

Formed in 2018. Work in Tokyo. Recent exhibition: “Encoun-

ters,” Ginza Sony Park, Tokyo, 2019. Award: “CREATIVE
HACK AWARD,” Grand prize, 2019.

SPECIAL FEATURE = p.140
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MIZUKAMI Emi

paintings of stranger

BREREINIMEOGEOEXATEIC, 7
=R FI2DETAERESRL, HO K-
A oBLNITAABEICRITTHC I ERE
ELHBIBIEEBOBEEEF—TICLAT—
rERTHEVICREFREFRERLELE,

Taking the continuous and repetitive motion of other
people’s physical actions, while referring to the early
video works of Bruce Nauman, Mizukami presented a
group of works that arranged Nauman poses in forma-
tions like stars in constellations, and created paintings
by layering on images of the motion of laborers’ bodies
at work.

PROFILE

1992 HRHMEE h, ERELZMWSRER, 20175%
EEMAZEMNPHRETREE, TLRERC (4649
at Pina] (Pina, #—=x1U7, 2020) % &, ZEREI[2—
F=TOULH v abETrF—L2018|BFERL,

Born in Tokyo in 1992. Lives and works in Tokyo. Graduated
with a BA in Oil Painting from Tama Art University in 2017.
Recent exhibition: “4649 at Pina,” Pina, Austria, 2020.
Award: “Acrylic Gouache Biennale 2018, Outstanding
Performance Award, Tokyo.

TOKAS-Emerging 2020
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HANAWA Ryota

RIZ (S Il

Inventive equivalence

DATA
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Support: THE ASAHI SHIMBUN FOUNDATION
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L. BERZDLD D LEB/L N BREA~BEREE
THKLEL,

Hanawa's exhibit consisted of works made of appar-
ently unconnected objects like speaker parts and
drawings, or 2-dimesional supports held up by monitor
arms, the combinations of which created sense of
unrelatedness and equivalence that invited misunder-
standing in the viewers that led to an enjoyment of
meaninglessness itself.

PROFILE

1990 FEMRINBEE n, MR)IREWSFEH, 2017
ERREMAZAZRENARVAEERIET, TLE
BRIC[#] (732721, TR, 2020). [BankART
AIR 2019] (BankART Station, #&)1]) 72 &,

Born in Kanagawa in 1990. Lives and works in Kanagawa.
Graduated with an MA in Painting from Tokyo University of
the Arts in 2017. Recent exhibitions: “sake,” Akibatamabi
21, Tokyo, 2020, “BankART AIR 2019,” BankART Station,
Kanagawa.
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YOSHIDA Shiho

REOFHE
plan of blank

EATHREINIZAL AL =S 3> DAA=T k|
TR A—THNKREL, BEILFNAHEE
ELTIRE, HERICRERINIZZA DA A=
. AEADIFLXEBEICEREBL, RBRNICSES
¥, EHLKREZENARA RZL—2 3L T
wRLELI,

Images taken of an indoor installation are projected
out of doors with a projector and then photographs are
taken of that as a subject. The resulting images are
then printed on photographic paper, and those prints
are then positioned on a support with angled surfaces
and then placed around the exhibition space to create
a multi-layered installation that fills the entire space.

PROFILE

1992F FEREF h, ERMERR(CER. 20145
RRIZAFEMEBTEEREZER, TLREREC
[VOCAR2018 RAEMOELE—HL LV FEDIERT
b (LB OHEME, WR) &, ZHEWE [Prix Pictet
Japan Award 2017 774+ U=+ (2018) i &,

Born in Chiba in 1992. Lives and works in Tokyo. Graduated
with a BA in Photography from Tokyo Polytechnic University
in 2014. Recent exhibition: “VOCA -THE VISION OF CON-
TEMPORARY ART 2018,” The Ueno Royal Museum, Tokyo.
Award: “Prix Pictet Japan Award 2017," finalist.
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IWAMOTO Mayu

Untitled Scenes

BRRGOESEX I AR EERNT, #HDL
RBICHEL B VLS BEARE, KBICRBEEESTZ
BRI, A SRTHCIERERE, 2<(DF
BEARRAEDOTFhALIT BEE@ICITS
Fon, EMZOLDH L DESEH, KENTE
L EhmIEEALILT,

Iwamoto displayed paintings of anonymous things like
the scaffolding and fences at construction sites,
scenes that will never remain in anyone's memories,
painted in bold compositions with large blank areas
and fine brushwork. Many of the paintings were on
supports without wooden frames and were directly
pinned to the wall surfaces. And the fluctuant qualities
of the materials themselves emphasize the inevitable
transience of the creations’ impermanent nature.

PROFILE

1991 FRRIFEE ho 1R RAY S (EED, 20165F K
FEMAFREREMARBEMEBCFEARERET
EARRBERCIFACE 2020 RS v/ AAEMER]
(GRBE RS BIRY v/ BARBEENE, /) 4,
Born in Osaka in 1991. Lives and works in Kanagawa. Grad-
uated with an MFA in Oil Painting from Joshibi University of
Art and Design in 2016. Recent exhibition: “FACE 2020
Sompo Japan Nipponkoa Art Award Exhibition,” Seiji Togo
Memorial Sompo Japan Nipponkoa Museum of Art, Tokyo.

TOKAS-Emerging 2020



ACT (Artists Contemporary TOKAS) Vol. 3

Em7214—ILF 2020—2021
Stasis Field 2020 — 2021

2021.2.20-3.21

HHFE A | TANAKA Shusuke
JR RS 4 &K A —E | HIROSE Nana & NAGATANI Kazuma
Ei0 5 | WATANABE Go

FETREFHEZRATIERORES

An Exhibition Focused on Prominent Artists’ Activities

ACT (Artists Contemporary TOKAS) (&, 7—7 1 R F DX EA B EL T, TOKASO A
TSLIZBMBRLY D0, EFETREFHLERL TV REREPLICHERTIRERETT. $3E
ERB2020FE (E, FEAAFT VAN RABRRILADEE(CLVEBRERICHIEE -7 ACT Vol. 2
MET714—IL | OSMERIBFABEBAE LI, SFERARECBIBTA [EHT1—LF] E B
FDEIEPBECL D, AEOYMEDEE N ILEFS>TVB LI ICRABEEHTT, KETE. 1EFD
BRI LB ZEE S NABERCHIEL LA D, TMILRICE>TALDFEEN R, EHI1—ILFD
AERICEDIAEFNIZDDEI AR EE T—T1AMDZN T OB Eh bIRAL S EAAF LT,
HULCEABON AT 27z THA L) TEB(IZEL,

ACT (Artists Contemporary TOKAS) is an exhibition program that aims to provide ongoing support
primarily for artists who have participated in TOKAS programs and continued to carry on notable artistic
activities. In its third holding in 2021, the exhibition ACT Vol. 2 “Stasis Field” had to be closed soon after
its opening due to the effects of the coronavirus (COVID-19) pandemic, so the three participating artists/
group were able to appear again this time. In the science fiction styled works appearing in “Stasis Field,”
the use of time stoppage or delay creates a realm in which the objects in it appear to be stationary. In the
exhibition this time, some work from last year was viewed again from a new perspective of that lapsed
interval of time during which the effects of the COVID-19 pandemic induced a social atmosphere in
which our lives themselves seemed to be delayed or even static. This was one of the conditions the artists
sought to address from their different perspectives.

For further details see the exhibition catalogue on TOKAS website.

DATA

215 1 TOKAS A48
#%7 : ANOMALY

Venue: TOKAS Hongo
Cooperation: ANOMALY
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TANAKA Shusuke

B4DEL LW RE(E b2 HEDHF T, BHD
RELDZELEEN DB L2, 2020FH 52021
FCHHELZERERR, EF—IPERORE
(ZRIBIORBRED DN DAL IZE, BEDIKRRTIZ
BUOTRBEAE(IE, R2ZEEE AL /LD T
L7z,

To see whether his view of society has changed in the
time of pandemic that has changed our daily lives,
Tanaka showed paintings done from 2020 into 2021.
While creating a connection with the motifs and place-
ment of his works in the last exhibit, he questioned
anew what painting and seeing mean in the current
conditions of life.

PROFILE

1986 FEMALRBREE h, KERFAHRIED, THEE
RIZ[BOPTHOEMEL0 : HELZDEAVLHLTSH
B (F#L B 3a M EE. 2020), [TWS-Emerging
2016 [MEOE (TWS%®) % &,

Born in Wakayama in 1986. Lives and works in Osaka.
Recent exhibitions: “"MOMAW Summer Museum Project
#10: A Lot of Other Days Loaded in Today,” Museum of
Modern Art, Wakayama, 2020, “TWS-Emerging 2016
‘Section of the circle’,” TWS Shibuya.
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HIROSE Nana & NAGATANI Kazuma

DATA

Bh - FERHETE
Cooperation: ISAJI Yugo

(Still life) 2013 h 5 DA TR
Still life, Ongoing series since 2013

20204E (2% % L 129300 OMEER 1 KB 1> 2
L — a3 (Still life) s BERLELZ, 2<EL
T, ALERICE->TEREBRTSZE(CLD,
HEOEICHEIFEEEOHNEDESEAEDLIIL,
BRICELIZEEARBLIELL,

This time, the artists re-presented their 2020 installa-
tion Still Life, consisting of some 300 porcelain works.
By re-creating the exhibit in exactly the same space
with the same composition, the installation revealed
the fluctuations in viewer perceptions that have
occurred due to the changes in the social environment,
thus showing how suddenly changes can take place in
our daily lives.

PROFILE

IRHE 0 1980FKBRIFEE N, KA 1 1982F KERES
Mo Tay I FLTEMBTES, THARERC [Out
of the Ordinaryl (V)L L= FE, 1Y, 2019) & &,
[FR29EEVY—F LY T2 -TRTS LIS,

HIROSE: Born in Osaka in 1980. NAGATANI: Born in
Hyogo in 1982. Live and work in Dusseldorf. Recent exhibi-
tion: “Out of the Ordinary,” Ulm Art Foundation, Germany,
2019. Participation in “Research Residency Program 2017."
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WATANABE Go

(&% 1 —IL ) 2020-2021
Stasis Field, 2020-2021

HLWATEBHFIRINZKRET T RO EF]

HEORCHRABEELT. BENSTINIZETO
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L1z,

Now, when there are restrictions on all of our actions,
Watanabe chose the path from home to his studio as a
special time and space representing his “normal,” and
made it the subject of his new animation What | am
consisted of. Along with this, he created a work Stasis
Field with the exhibition room's window as a motif to
connect this exhibition to 2020.

PROFILE

1975F EEREEI N, RRALAURUTES, TLEER
(2 T 1AL ERER RGOS H]1(2021), [HE
AHATUASY— vol8 EIR T4 AAT—ar/
dislocation] EHFRF v 5V —HI A, 2017) & &,
Born in Hyogo in 1975. Lives and works in Tokyo. Recent
Exhibitions: “Yebisu International Festival for Art &
Alternative Visions 2021: E-MOTION GRAPHICS,” “Azam-
ino Contemporary vol. 8 ‘Go Watanabe / dislocation’,”
Yokohama Civic Art Gallery Azamino, 2017.

Stasis Field 2020—2021
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Tokyo Contemporary Art Award

RER7—FARAMDELBZREL Y FR—T

Supporting new artistic developments by mid-career artists

Tokyo Contemporary Art Award (TCAA) [EHERT7 —F 4 XMW RIZ, BATOERLED. B
RAMBEEERIPLTHETT, 2020FE(F. EIRZEEDRE., F1EZEENDZETIREE/
TSR AEBLE L, HEAAF VML ROFET, BEERTE TOREI FHH. BER.
FREEREROBERES VRIIALALALSAUAFRLTBAL DR E L, RETSE
&, FEE2ZDOHFHED (E ., BEERLBRL, SN TOERFEEROEREAREALZEED
ZEDOBR(ZOBNIERICANELI, F2EZEEZEDBENEETIBEEIREAOE LI,

Tokyo Contemporary Art Award (TCAA) is an award for mid-career artists poised for further development,
including through overseas activities. Winners were chosen for the third holding of the Award in 2020,
and an award exhibition was held and solo collections of their works published for the winners of the
Award's first edition. Due to the effects of the coronavirus (COVID-19) pandemic, online connections were
used for the studio visit and selection stages and the award ceremony and symposium, including overseas
online connections. As for the first winner exhibition, two artists showed their new work, as well as past
works, which made the exhibition an opportunity to review their work until now and help communicate
ideas about their work and transitions going forward. Meanwhile, support for overseas activities for the
winners of the second editions of the Award had to be postponed.
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BEES:
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<UT7-UF (Fab—8— /S48 /TF7a5—2—) FrAlL- A b—LRPEEME 7L 72-).
EHEER (F—F3—T YT FAR—R TATSLTALIZ—)

[TCAA 2021-2023] Y74 T - ~ILF 2 TR Far -4 (O AU AT 4 TFa— b A= F4LI8—),
FERXE (7 —VEitE BR/HREM AP RF BT EHIR) .

=18 A (CHAT [Centre for Heritage, Arts and Textile] T €057 47T 1L I 2= F—TFaL—82—),
Froal A —ERBEENE T1L02—), BHD S (HHHEBRAENE BR).

EBRR (F—F3—T7 VYT PAR—R TATSLTALIE—)

BEQSBEEBR  BEFRENEHEAT — VA= T F17boFa7 [AIT/TAH]

Organizers: Tokyo Metropolitan Government and Tokyo Arts and Space (Museum of Contemporary Art Tokyo, Tokyo Metropolitan
Foundation for History and Culture)

The International Selection Committee:

[TCAA 2019-2021, TCAA 2020-2022] KAMIYA Yukie (Gallery Director, Japan Society, New York),

SUMITOMO Fumihiko (Director, Arts Maebashi / Associate Professor, Graduate School of Tokyo University of the Arts),
Doryun CHONG (Deputy Director, Curatorial and Chief Curator, M+), Maria LIND (Curator, Writer and Educator),

Carol Yinghua LU (Director, Beijing Inside-Out Art Museum), KONDO Yuki (Program Director, Tokyo Arts and Space)
[TCAA 2021-2023] Sofia Hernandez Chong CUY (Director, Kunstinstituut Melly),

SUMITOMO Fumihiko (Director, Arts Maebashi / Associate Professor, Graduate School of Tokyo University of the Arts),
TAKAHASHI Mizuki (Executive Director and Chief Curator, CHAT [Centre for Heritage, Arts and Textile]),

Carol Yinghua LU (Director, Beijing Inside-Out Art Museum), WASHIDA Meruro (Director, Towada Art Center),

KONDO Yuki (Program Director, Tokyo Arts and Space)

Selection Secretariat: Arts Initiative Tokyo [AIT]
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[TCAA2019-2021 ZHELE| CRREHBFAREME) BREAR, 2021
Installation view at “TCAA2019-2021 Exhibition,” Museum of Contemporary Art Tokyo, 2021

£ ) TCAA2021-2023 ZERLE> »RY VA
above left: TCAA2021-2023 Symposium

A1) 242 A5 EEEIF)
above right: Studio Visit (Shiga Lieko)

T) 222 AHR FTARRK)
bottom: Studio Visit (Takeuchi Kota)
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Tokyo Contemporary Art Award
2020-2022

R St WIRAETF

FUJII Hikaru,
YAMASHIRO Chikako

DATA

BBV 22—

B 5 (2020.8.28 %1, 11.13V = T4F).

I ANE F (2021.1.28 €6, 2021 FE Y = 7 RE).
o227 —  EFEEE

Interviews

FUJII Hikaru: Interview on August 28, 2020,

Released on the website on November 13, 2020,
YAMASHIRO Chikako: Interview on January 28, 2021,
Released on the website in 2021,

Interviewer: SUMIYOSHI Chie

B) 1> 42— @H HK) | top: Interview (Fujii Hikaru)
T) A2 a2—(LEERIET)

bottom: Interview (Yamashiro Chikako)

Tokyo Contemporary Art Award
2021-2023

SEEIF TAAKX
SHIGA Lieko, TAKEUCHI Kota

DATA
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Award Ceremony and Symposium
Date: Award Ceremony 2021. 3.19, Symposium 2021. 3.21
Venue: B2 Auditorium, Museum of Contemporary Art Tokyo

Organizers: Tokyo Metropolitan Government and Tokyo Arts and Space
(Museum of Contemporary Art Tokyo, Tokyo Metropolitan Foundation for History and Culture)

[Symposium Panelists]
Winners: SHIGA Lieko, TAKEUCHI Kota

The International Selection Committee: SUMITOMO Fumihiko, Carol Yinghua LU

Moderator: SHIOMI Yuko (Director, Arts Initiative Tokyo [AIT])

SEEOBAXCLBMEFC. ZE~DBVPLEFOHIE, SBROBE(COV TSI 2E21—%1T
U, TCAARFRYAMIIBEL E LI, F/2, RREBAFDXZELITOETLIA, FRanF U1
WARRRIE DB & 0EMA 2021 FEICAL E L1,

Interviews were conducted with the award winners Fujii Hikaru and Yamashiro Chikako concerning their feelings
about the award and about their working methods and visions going forward, and the resulting interviews were
then posted on the TCAA website. Also, although it was the year that they would normally receive support for
overseas activities as part of their award, due to the spread of the COVID-19 pandemic, their travel abroad was
postponed until 2021.

AUTAVEHALIZAZ AFEPBRERLAR T, RELHBOBRREN OEEBEIFETAAKR
EE, SACIREREZERR I VR ILEITVELRL, PV RVIVLTEREEDLSEDIEE
2V T, FBEEREN T —TAANEHOMIFCH FEREPERICOVTELELI,

Shiga Lieko and Takeuchi Kota were selected from among open-call applicants and recommended ones after going

through the studio visits and selection stages combined with online component. Then in March came the Award
Ceremony and Symposium. In the Symposium, the winners spoke about their plans for activities going forward and

PROFILE

BEH & | FUII Hikaru

1976 FRRMAEE N, ERMEMRUIER, 20045 /<Y
FORFEY XM BEWLREDEAET. EREEBEREC
[Thank You Memory -E&EHh SEIE~ - | GLETh AN BE
EfiTEE. B, 2020). [62oNn 5 b0 12b | RRBBAEM
£E. 2020) w &,

Born in Tokyo in 1976. Lives and works in Tokyo. Graduated
with a DEA (MA) from Université de Paris 8 in 2004. Recent
exhibitions: “Thank You Memory: From Cidre to Contemporary
Art,” Hirosaki Museum of Contemporary Art, Aomori, 2020,
“Things Entangling,” Museum of Contemporary Art Tokyo,
2020.

Tokyo Contemporary Art Award 2020-2022

WLEAIEF | YAMASHIRO Chikako

1976 FmiBRAE T h, 2002 F BRI ZMAFEKRLIRE
RERERIET, TLBERC X5 ]S | EREM
R EMTEERRSIAE, 2020). [FEL TL 2 D (2 5E? BAEMM(C
BUXF] (BELHEME, BR, 2019) B,

Born in Okinawa in 1976. Graduated with an MA in Environ-
mental Design, Graduate School of Formative Arts from
Okinawa Prefectural University of Arts in 2002. Recent exhibi-
tions: “Listen to Her Song,” The Chinretsukan Gallery, Tokyo
University of the Arts, 2020, “Image Narratives: Literature in
Japanese Contemporary Art,” The National Art Center, Tokyo,
2019.
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the selection committees talked about developments and changes in the course of the artistic activities.

PROFILE

EHEETIF | SHIGA Lieko

1980FEMEBEE N, BHELMWSIEY, 2004F 01
CEMAREF NS — ALy AT T b TR TH
A %, IRRER(CTba—vr - 2TYL T | (EREE
BEMTEE, 2019), [T/ FF— | ChB AR —ABIR
REME. T, 2017) &,

Born in Aichi in 1980. Lives and works in Miyagi. Graduated
with an MA in Fine Art New Media from Chelsea College of Art
and Design, London Institute in 2004. Recent exhibitions:
“Human Spring,” Tokyo Photographic Art Museum, 2019, “Blind
Date,” Marugame Genichiro-Inokuma Museum of Contempo-
rary Art, Kagawa, 2017.
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TRAXK | TAKEUCHI Kota

1982F EERE I h, BERAWHIZFS, 2008 FHRE
MARFEMABEIH=MERBZEE, TLEER(C [Body
is not Antibody] (SNOW Contemporary, 8=, 2020).
[XEl)— /37 ](Arts Catalyst, B> > 2016) &,
Born in Hyogo in 1982. Lives and works in Fukushima. Gradu-
ated with a BA in Intermedia Art from Tokyo University of the
Arts in 2008. Recent exhibitions: “Body is not Antibody,” SNOW
Contemporary, Tokyo, 2020, “Memory Bug,” Arts Catalyst, Lon-
don, 2016.

Tokyo Contemporary Art Award 2021-2023



Tokyo Contemporary Art Award
2019-2021

ERYFa, TEET

KAZAMA Sachiko,
SHITAMICHI Motoyuki

FIOZELSEAHABL. E/7F7%FKL
FLz, BEYFaE. EER21ML% [Magic
Mountain|& L, IRFBOAHBRPICFTHAL
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(&AL EDTEAE T —< (CHFEAFIE, =
B PIERIE~ DR FEICHIZBED
EREEDLIZBRL. ROER~DERHABR
HELI, TEETE 2011FUBEOTEY
I V=X ERERR,. RRED I D, R
ETAEEBDREFECPEEAEIRITHLVS
Az BEERAE. BEOEANBES
ha3b0%, FEBRICEEZAB(ERARRL
FlL1z, BE/U57@ ERFBHOHMBAH D H
ZHNBERL>THD, SHEDFEICOANBED,
EARADOEMELROICEBLTVET,

) B/RES | top: Installation View
T) €./257 | bottom: Monographs

An award exhibition for the winners of the first edition of the TCAA was held and collections (monographs) of
works by the two winners were published. Kazama Sachiko titled her exhibition “Magic Mountain” due influences
of Thomas Mann's The Magic Mountain that she read during the period of home restriction in the COVID-19
pandemic, which led her to create new works on the theme of breaking away from confrontation through intro-
spection. She also showed past works related to dichotomies and doubts about modernization, which helped
reveal future trajectories of her thought as an artist. Shitamichi Motoyuki exhibited works from his projects and
works in series since 2011. In addition to these, he also showed results of new projects dealing with records and
the history of Naoshima, where he is now based and works born within his everyday life and works that incorporate
the intentions of others, while placing importance on the creative process itself. Their monographs, which reflect
these creative processes and point to future developments have been distributed to museums in Japan and abroad.
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Tokyo Contemporary Art Award 2019-2021 S E R
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Tokyo Contemporary Art Award 2019-2021 Exhibition

Date: 2021.3.20-6.20 Venue: Exhibition Gallery 1F, Museum of Contemporary Art Tokyo

Organizers: Tokyo Metropolitan Government and Tokyo Arts and Space /

Museum of Contemporary Art Tokyo of the Tokyo Metropolitan Foundation for History and Culture

Supports: Fukutake Foundation, MUJIN-TO Production Exhibition lighting: YAMAMOTO Keita

Exhibition Graphic Design: Ken Okamoto Design Office Inc.

INTERVIEW = pp.10-19
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TEET BEREAS
Installation View
(Shitamichi Motoyuki)

RS 7o BRER
Installation View
(Kazama Sachiko)

PROFILE

REYF3a | KAZAMA Sachiko

1972FHREEE N, RREAARRER, 1996 FHEE
EMPERERREHET , TLRBRIC[€A P 2XRY—]
(\EABTOZ 3> BWR, 2020), [AEYFIRE 2>
oY — M| (REBHEAMEE, Bl 2019) &,

Born in Tokyo in 1972. Lives and works in Tokyo. Graduated
from Department of Printmaking, Musashino Art School in
1996. Recent exhibitions: “Cement Cemetery,” MUJIN-TO
Production, Tokyo, 2020, “Sachiko Kazama Concrete Suite,”
Kurobe city art museum, Toyama, 2019.

047

TFiE&EST | SHITAMICHI Motoyuki

1978FMILBREE h, F)NIREHWRIIFH, 2001 FRE
BERMAFERLWBEIREE, TLRESCIRAZE]
(RREMEE /BAREIE, @i, 2019), [HB58E Tz X F7 -
e F—LEBREME](BAE, 2019) &,

Born in Okayama in 1978. Lives and works in Kagawa. Gradu-
ated with a BA in Painting from Musashino Art University in
2001. Recent exhibitions: “Floating Monuments,” Ohara museum
of art / yurinso, Okayama, 2019, “The 58th International Art
Exhibition, La Biennale di Venezia,” Japan Pavilion, 2019.

Tokyo Contemporary Art Award 2019-2021
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Creator-in-Residence Program

P—F3—F—YTUFRAR—R LI T 22020 EERRE
TOKAS Creator-in-Residence 2020 Exhibition

54 —F x—> | Daisy Chain

RESIDENCY

PROGRAMS

KRE—r—F3—T VYT FAR—AL YT R2020MRHERE [T 1 —F =~ ] BRER. 2020
KOROMO Shinichiro, Installation view at “TOKAS Creator-in-Residence 2020 Exhibition ‘Daisy Chain’,” 2020
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In PART 2, we introduce the Creator-in-Residence Program that received overseas artists in Japan and

sends artists to overseas residencies and the TOKAS Creator-in-Residence 2020 Exhibition “Daisy
Chain,” showing work created by these artists while in residence during 2019.



Creator-in-Residence Program
IVI—F— A2 LT R-TATS L

JVI—2—-HRENETIAEN LIS

Being a hub for creative work by creators in residence

2020 FEFHFHEBE IO F VAN RABEEILROEZEICL) LT U R - TATSLORENERE
RO, F3EL ST RABEDOKRBICITIA -T2 - 22 F 6L THIEEh F L1z, AESIREE
MPRBIKHR, LY TR - TRT S LDBEE (& [Tk - EREEERE] 014, REEE [ZE
B TRLYVISHELEZ IV I —2—128DAE VI EGIOEL R ), [ZEBERR] O~y >
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2021 FEED BN T —2—BE| L[V —F - LTV R | ~DISEEREFIEA LR S460%
e ELI,

Due to the spread of the coronavirus (COVID-19) pandemic in 2020, most of the residency programs had
to be postponed, and all of the OPEN STUDIO normally held after the three annual residency periods had
to be cancelled. Due to the prolonged period of COVID-related travel restrictions, it was an unusual year
in which only one creator was invited for our residency from abroad in the Institutional Recommendation
Program and only one sent abroad on the Exchange Residency Program. Also, for the first time an online
residency was conducted for an invited creator from Berlin in the Exchange Residency Program. Due
perhaps to the increased interest in post-corona residencies, the number of applicants for our Residency
Program 2021 exceeded past years with a total of 460 applicants.
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Exchange Residency Program

BADOEM AL EIRIEL TR DB TEENT 57
)T —2—DHEERELITV. BN TOFIEFED
FEE BMHERREDOARF{RERXBHEL
127805 4L, 2020 EF, HEaOF UL AR
PEMLKICEDIBDOAEITRE, 12 WOF >S4
LY TFUREITVELL,

H#R—FAZA | Support contents

- (8 B E. HEE. FIfFELRME
cBE) BE. ST A A iR

This program is conducted as exchanges with our
affiliated overseas arts and culture institutions, send-
ing Japan-based creators abroad and receiving over-
seas creators in order to support their creative activi-
ties and promote exchange between Tokyo and the
cities overseas. Due to the spread of the COVID-19
pandemic in 2020, only one creator was sent abroad.
Also, the first-ever online residency was held.

« Japan-based creators sent abroad: Airfare, living expenses, fee for creative work/project
« International creators from abroad: Living space, shared studio space

12 ##%R3 | Partner Institutions

FhIZ ELTATIN(RARN=EII) IV AT VL IAAYNILY /REZT _JYH (F1Y, NIy )
HIAP [~V o F oA i—F2aF ) - T—F 1AL TATIL] 4T PALHE (G4 Z2 P ~vs ),
w B IS TR T T=INII N (HFE TRy

PLPr—El - T—F AR TAL P T—TAR A2 LT 2EI (BB A1),

ITAVNRT AANT Fv— 7= a3y T (RAAYIIUP, TT 12 /335),

TA—IV X NUF— TSV L —2ABFF (RLF— TVayL)

Atelier Mondial (Basel, Switzerland), Kunstraum Kreuzberg/Bethanien, Berlin City (Berlin, Germany),
HIAP [Helsinki International Artist Programme], The Finnish Cultural Foundation (Helsinki, Finland),
Centre Clark, Conseil des arts et des lettres du Québec (Quebec [Montreal], Canada),

Treasure Hill Artist Village, Artist-in-Residence Taipei (Taipei, Taiwan),

Edinburgh Sculpture Workshop (Edinburgh, Scotland), WIELS, Flemish Government (Brussels, Belgium)

=Mt - EREEEET RS S A

Institutional Recommendation Program

EANORRIEE, M XEEEL & DHBELY S
Uiroz—4—%F 3 Ah, BEMLRHORE
A#RBTAT T L, 2020FE (E, 75> 2AD3bi%
Bo#BLZZ 14D ERTOTAY I IE
A BRICTOKAS L F o —(TH#EL, HfEX
VH—FarHEBEITILI,

HH—FAEA | Support contents

- BEARA
- Living space

Creator-in-Residence Program

This program accepts creators recommended by
public institutions or arts and culture organizations in
Japan and abroad to promote international cultural
exchange. In 2020, one participant recommended by
a French cultural institution was given a period of
residency at TOKAS to engage in a project in Tokyo,
resulting in development in both creative work and
research.

052

BAIVI—2—BEITOIS L

International Creator Residency Program

T4 aTIL T =R LI FIERNHTT

FEETAFBRIV T —4—(C BFMNXIELLLICE

RTORMEZEBORAZIRETINETAT S L4,

HESEDORREA—T > - RASFTHEKRLET,
2020FE(F, HEanF U1 IV RBREIRAIC &

n, 2B HELERLELI,

#R— AR | Support contents
CEME, FER. GIEE. BE. 2T AT AR

This open-call program offers accomplished
mid-career creators from abroad financial support for
a residency in Tokyo to engage in creative activities
primarily in the visual arts but also a variety of other
fields. The outcome of their creative work are then
shown in the OPEN STUDIO. In 2020, all of the crea-
tors’ residencies had to be postponed due to the
spread of the COVID-19 pandemic.

- Airfare, living expenses, fee for creative work/project, living space, shared studio space

JY—F - LSFoR-TRIS L
Research Residency Program

ERAADIZFSF AL+ DIV I—Z— %R
2. ERTOEMXDOHRLHIMEY 4 —F Dk
KERMBTINETOT S L, 2020FE (E, 98D
TOKAS (SHEFETLIZA, FHE IO FIMILR
RREREL RIS L D1 HIE, 8B REEUREIC
HEHRERODE LI,

#HE—FAE | Support contents
- BEARE

- Living space

This open-call program offers creators from Japan
and abroad working in a variety of genres the oppor-
tunity to conduct research in Tokyo on the arts and
culture or research for their own new creative activi-
ties. In 2020, of the nine residencies planned at
TOKAS, one had to be cancelled due to the spread of
the COVID-19 pandemic, and the other eight were
postponed to the following year or later.

ERIVI—2—fERRTRT S L

Local Creator Residency Program

ERNTEHNTIHRAAIVTI—2—%RRETIA
HE7RJ5 4L, ALT—<ICROECENIV T —
A—EDORFEPERE LB L THIEAESD, REA
HRLET, 2020FEE . FRaOF I L RS
ELKRICEDBAIVI—2—HkBTET., S
FED2ZLHEELERLE LT,

HE—FAA | Support contents
HEE. GEE. BE. ST ALY AR

This is an open-call program for Japanese creators
active in Japan. The selected creators are given the
opportunity to work on new creations while engaging
in dialogues and discussions with international crea-
tors working in the same thematic context, and sub-
sequently to present the results of their work. In 2020,
as the overseas creators were unable to come to
Japan, the two planned residencies were postponed
due to the spread of the COVID-19 pandemic.

- Living expenses, fee for creative work/project, living space, shared studio space
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Creator-in-Residence Program
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Creator-in-Residence Program Creators

O _EHRXREEITAT S L

Exchange Residency Program

MEIVT—42—
Japan-based creators sent abroad

[TOKYO-BASEL]
BIFEZ% | HAYASAKI Manami
2020.4.4-6.29 — #EH | Postponed (2022.4-6)

[TOKYO-BERLIN]

it BH&F | TSUJI Rieko
2020.4.7-6.29 — # 1k | Cancelled
Yuju

2020.10.4-12.26

finFF =4k | FUNAI Misa
2021.1-3 — 1t | Cancelled

[TOKYO-HELSINKI]
4t — | KAMIMURA Yoichi
2020.9.7-11.28 — #EH] | Postponed (2021.9-11)

[TOKYO-QUEBEC]
El 448 F | KOKUBUN Yuko
2020.4.8-6.30 — #EHf | Postponed (2022.4-6)

[TOKYO-TAIPEI]
A H # | OHTA Haruka
2020.10.5-12.25 — #EH] | Postponed (2021.10-12)

[TOKYO-EDINBURGH]
MEIEFR#E | UMEHARA Maki
2020.4.20-7.18 — 3EHA | Postponed (2021.9-11)

[TOKYO-BRUSSELS]

2t | WATANABE Takuya
2020.7.6-12.25 — IEHA | Postponed (2021.7-12)

Creator-in-Residence Program

BEIYT—%2—

Invited Creators from abroad

[BASEL-TOKYO]
Y747+ F%Ya—| Sofia DURRIEU
2020.1-3 — #EHA | Postponed (2022.5-7)

[BERLIN-TOKYO]

Y7y - xz—s3— | Julian WEBER
2021.1.19-3.31

*A2 54> L¥F 2| Online residency

[HELSINKI-TOKYO]

Y7 > | Myriagon

A= RNAZTIRI9 AR R A SAT4 2>
Jenni NURMENNIEMI & Tuomas A. LAITINEN)
2020.9-11 — #EH] | Postponed (2022.9-11)

[QUEBEC-TOKYO]
FL4-7)FA> | Kim WALDRON
2020.5-7 — #EHA | Postponed (2022.5-7)

[TAIPEI-TOKYO]
Fxv+a—y x> | CHEN Yu-Wen
2021.1-3 — #EH | Postponed (2022.1-3)

[EDINBURGH -TOKYO]
FHEL AR 47 | Adam LEWIS JACOB
2020.5-7 — #EHA | Postponed (2022.5-7)

[BRUSSELS -TOKYO]
FTRY=R-Gpr- LR

Annelies VAN PARYS

2020.5-7 — ¥EHA | Postponed (2022.5-7)
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SEEBICOVTE, 2021 F4ARRDFETYT, FERERICLZBAENHDET,

« Postponements as of April 2021. The plans might change.

OBENIYT—2—BEITOITS L

International Creator Residency Program

FL—>—- 22U S | Tracey SNELLING
2020.5-7 — #EHA | Postponed (2022.5-7)

F14E -S4 | Timo WRIGHT
2020.5-7 — %] | Postponed (2022.5-7)

S—EvyY Y AA—X | LarbitsSisters
(REFAF -2 +aATRA—N=F XL +aAT X
Bénédicte Jacobs & Laure-Anne Jacobs)
2020.9-11 — #EHA | Postponed (2021.9-11)

=<4 - /~nU—F | Raja’a KHALID
2020.9-11 — FEHA | Postponed (2022.9-11)

~JLbS> - 75 % | Bertrand FLANET
2021.1-3 — #EHA | Postponed (2022.5-7)

A4S —+2s3—> | Tyler COBURN
2021.1-3 — #EHA | Postponed (2022.1-3)

OEANI) T —2—FERRIAT S L

Local Creator Residency Program

=352 | ASHIKAWA Mizuki
2020.5-7 — ¥EHA | Postponed (2022.5-7)

EMAR4 | KURODA Daisuke
2020.5-7 — ¥EHA | Postponed (2021.5-7)
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Institutional Recommendation Program

/N5 4« 4L | Bady DALLOUL
2021.2.15-4.4 & 4.12-5.7

VY —F-LITFrR-TRISAL
Research Residency Program

Y x—LX+- AT 4—J)VF | James SCHOFIELD
2020.9-11 — #EH | Postponed (2021.9-10)

Fa-ka’} | CHOHyun A
2020.9-11 — #EHA | Postponed (2021.9-11)

RF LTI F R | Begum ERCIYAS
2020.9-11 — #EHR (2021.9-11)

FIsRi—=}b - B LL R | Albert SAMRETH
2021.1-3 — 1k | Cancelled

sS04 2422 | Paulo DANTAS
2021.1-3 — #EHA | Postponed (2022.1-3)

F .4 -2arkar [ KIM Junghyun
2021.1-3 — #EHA | Postponed (2022.1-3)

Fx=-/7% 0| Txema NOVELO
2021.1-3 — #EHA | Postponed (2022.1-3)

AFIFU=URARZ— K-t
Steffen Kloster POULSEN
2021.1-3 — EHA | Postponed (2022.1-3)

=—v liF-=wyvr

Nine YAMAMOTO-MASSON
2021.1-3 — #EHA | Postponed (2022.1-3)

Creator-in-Residence Program
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—ERXREEITRT S L
(kY

Tokyo-Berlin
Exchange Residency Program

#7EHAR | Residency Period

2020.10.4-12.26

PROFILE

BEEI N, TOKAS—EHRERAREET OIS Ln5RE
%, BUER, ~LUERSRIES, 2019 ARARFRE
FREMPARBBRGENELRIE T, E4FHH(C [First-time
Filmmaker Sessions] (Lift-Off Global Network [#> 51
>1.2019) &,

CiR: Exchange Residency Program

HEMFBEEHECHALT, ZOHEFEPEEILIAER
THCREERD Yuju (£, I8 FHO~ILY L TR
12EZRITAE &oh (2. AMERIE Metoo-Asians
EDRPDELIL, ZIHBHFMIYERDT T AER
LoV TAAE 2 —RRAELITL, BIEEA 22—
Tarv(REINIEE) AHIE, BAyIZI LD
W TOA—T> - 2 AERBEHVEFLATLL
A YouTube TRMERAEFEFRLE L1,

Yuju is a film/media artist whose works focus on society’s
under-privileged, their dignity and the hardships of their
lives. She became connected with the human rights activ-
ist group Metoo-Asians after experiencing discriminatory
behavior due to being Asian during the COVID-19 pan-
demic in Berlin. From that encounter, she began doing
interviews and surveys about discrimination against
Asians in Germany, and from that created a video installa-
tion titled Remembered fluctuation: Ich erinnere mich...
Due to a reinstatement of corona lock-down, she was
unable to hold an open studio, but this recent work was
uploaded onto YouTube.

(RfEEn1-3EH) 2020

Remembered fluctuation: Ich erinnere mich..., 2020

Born in Korea. After TOKAS Exchange Residency Program,
moved to Berlin. Lives and works in Berlin. Graduated with an
MA from Nihon University Graduate School of Art in 2019.
Recent activity: “First-time Filmmaker Sessions,” Lift-Off
Global Network (online), 2019.

056

AVF7r-Jxz—s—
Julian WEBER

—ERXREEITRT S L
(R

Berlin-Tokyo
Exchange Residency Program

*F*> 54> LT 2| Online residency

#EHAR | Residency Period

2021.1.19-3.31

PROFILE

1986FE N VEE N, ~IVYLEMRTER, TS5V a
TFPAIEMKFE. V4~ EWMTHT I—TEL. HZT~)L
U2 de Theaterschool (7 LAAF LA L) TiRIFAER, £
7 EEC TAllonge | (/37 4 —= > 2 Tanzfabrik, ~JLU>(
2020), BEE(C~NLY> - T—b TS5 XFH (2015),
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IaFBIEBVTALSA - LI TR %7122l
Tredz——F ERAEGECHEG KBS
ADEMEICZARICERDEA, RALETFH IV YT %
#HIE, B4R FTHEEED L, TOKAS 22wy
EDBEDZoomI—=F A4 TR BHRDT —T 4 A
T aFMIRAFIEHE DT RL—> g (ldkoTar
LTI ERBSE T RV EERADRE 51
CTHRERREITVILI,

Julian Weber became the first online resident creator for
TOKAS under the COVID-19 pandemic. He worked on
choreographing extraterrestrial-mating-dances through
multiple approaches and made a collection of video clips.
Through daily practice in his studio, biweekly Zoom meet-
ings with TOKAS staff and a collaboration with Tokyo-
based artist duo, MIRA Shindento, Weber developed his
concept and held a simultaneous online event in Berlin
and Tokyo at the end of his residency.

Born in Germany in 1986. Lives and works in Berlin. Studied
sculpture at HBK Brunswick and Academy of Arts Vienna, and
choreography at HZT Berlin and the Theaterschool in
Amsterdam. Recent activities: “Allonge,” performance,
Tanzfabrik, Berlin, 2020, “streaming,” performance, Bangkok
Art & Culture Center, 2019. Award: “Berlin Art Prize,” 2015.

CiR: Exchange Residency Program



NTFL-ZN
Bady DALLOUL
=Mt - ERREREEE 0SS A

Institutional Recommendation Program

#H7EHAR | Residency Period

2021.2.15-4.4 & 4.12-5.7

DATA
R—=pF—wyF:
TASAEKWL/ T RATAF 275 wAK

Partnership: Villa Kujoyama/Institut frangais du Japon

PROFILE

1986F £ % h, SUAEREITEH, 2016F VELIGEE
MERE T, EXEER(C [Notre monde brale] (/SL - I+
F—3F=3—_ /%Y, 2020). [Orientalism] (Institut Valencia
d'’Art Modern, /SL> 27 2RA22020) &, T45H
FW2021FE LY TN T =T 4 R b,

CiR: Institutional Recommendation Program

TASARLEBOZLILE, BRICECTSTE
IW—=YDANLDHHAEE S LT, IRy - HEH - LR
(CBEBRINIZESDBEALELZYY—F L, FLULIER
BTOFER, 2NHEBICEIEETINIIOVTE
R®LELI, V=0 avT FR—A>J, 25—V a,
BALOASKRL—>arh bR 1R U—XAHIE
L. BB BV TRAT(AELEMELHOK
I nERREAHAT LI,

Recommended by Villa Kujoyama, Dalloul worked with
the cooperation of a group of newly arrived immigrants of
Arab heritage to Japan to research their personal histories
and explore the personal, social and cultural changes they
had experienced in this new environment, and how such
experiences influence his own condition. He created a
series of works including workshops, drawings, collage
and collaborations with local artisans, in an attempt to
compile a new form of history interweaving conventional
historical fact and personal stories based on a new per-
spective that greater geographical distance can provide.

Born in 1986. Lives and works in Paris. Graduated with an MFA
from Ecole Nationale Supérieure des Beaux-Arts de Paris in
2015. Recent exhibitions: “Notre monde briile,” Palais de Tokyo,
Paris, 2020, “Orientalism,” Institut Valencia d'Art Modern,
Valencia, Spain, 2020. 2021 laureate of Villa Kujoyama.
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P—Fa3—TF7—YTPLFRAR—R LT R 2020 REHRERE

o O -~
TOKAS Creator-in-Residence 2020 Exhibition

Daisy Chain

Part 1: 2020.7.4-8.10 Part 2: 2020.8.22-9.27

EAATHERNELIT IV I —2—(CLBRERE

An Exhibition Showing the Results of Creators Work in Residence

2019FEDL YT A -TAT S LIZSHL, BHADREEE L TOKAS L2 7> o —TRIERIE
T AFI5BDIV I —2— (L3RR RKRE, 3vAICRREETOEFENOF T, ZOLHD
XA N R D SEIEL 12 fERP. VY —F A2 L ICERAFHREICLIERARERLEILI, B
AADIYT—2—3KZHTOKASL L Foo—TEMLETF—< - 7AL 2 IMTE, [Ta b 20O%
FIEVHIHBOT—<DHE, FEHVBMVBALZEHEEBOREAVDEODEMICERLELT,
2 BT VAN AOEZECL2EBANOBREBFHIREE A, A 51 ETHERIZ2E2—%
BEAAEETAeHNTE&53D VRASIELELT,

This exhibition program was to show work done in residence by a total of 15 creators during 2019 at
affiliated overseas partner institutions, or at the TOKAS Residency in Tokyo. It introduced works created
while living and working in the respective foreign countries for three months, in contact with the unique
local culture, or works reflecting discoveries and deepened understandings in thought resulting from
on-site research. Three Japanese and overseas creators in residence at TOKAS Residency who
participated in the themed project worked under the shared theme of “Myth-understanding,” each
adopting their own approach to this theme and producing works that they showed in the same exhibition
venue. Also, in response to the restrictions on international travel due to the coronavirus (COVID-19)
pandemic, interviews of the artists were posted for viewing online, and 3D VR replications of the exhibition
contents were created to be viewed online.

DATA

=35 1 TOKAS A48

RIGWMH/BEHE : TP - ELTATIL (AR N—H L),

GUANSYL - IRAYNILVG [ REZT e RAYUH (FAY ~LYY),

IV APNL T IRF=Hyt (F=RMT 94—=2) €2 B— 05—0 TRy T T=YhIr )L (AFE Ty ),
PP o —b  TP—=FA R Ty T—FAR A2 LT RET (B, &),
HIAP[~vs o F - A2 B—FaF b - T—F4 AL TATS L] Z4 SO FXLHE (G152 F ~vs v F)

Venue: TOKAS Hongo

Partner Institutions: Atelier Mondial (Basel, Switzerland), Kunstraum Kreuzberg/Bethanien, Berlin City (Berlin, Germany),
Kunsthalle Exnergasse (Vienna, Austria), Centre Clark, Conseil des arts et des lettres du Québec (Quebec [Montreal], Canada),
Treasure Hill Artist Village, Artist-in-Residence Taipei (Taipei, Taiwan),

HIAP [Helsinki International Artist Programmel, The Finnish Cultural Foundation (Helsinki, Finland)
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ZN{EZR | Creators

Part 1

Part 2

A$F & | OTSUBO Akira

LE5bAD | SHIMAUCHI Mika

Fr)ob=> SFalLF+2|
Charinthorn RACHURUTCHATA

FHIRTREE | IHARA Koro

F Lk [ KIM Jihee

7K E—HF | KOROMO Shinichiro

L&A F | HOJO Tomoko

U-hA4Fa> (ZH#E) | LEE Kai-Chung

061

IS | ARIKAWA Shigeo
AT E Z | ISHIZUKA Mako

54 # | IMAMURA Aya

L ¥ — -+ | Rexy TSENG

=4 R | TAKAISHI Akira

&7 1= | HASHIMOTO Jin
<ILT1F + ILJL | Martyna MILLER

F—= TR IMERIIa P ADIEE]
Theme Project exhibition “Myth-understanding”



K3 &

OTSUBO Akira

2017 F L DL T 5 [Shadow in the Housel
AV IMIBVT, KIFEGHQOREE(ZL D
#%EEER (1945~1952) (NI N ZEABBE(C
EBL. 7—HMT7ERD LEEZHINZBEADRE
BICESALSTTEELI, A7z 4BL T
BHEARCPUIIZARMOZREEHEDBRE Y
EROEIMDHFES_EABIBLTVET,
KETE., BEDCERZLZIBFTHREAE GERE
HERXR) TOXH—EDBEICL 2 EEEBREGE
R (ECH ADDEETIHRE LI EEAER, $12
TAVHELAXEETINEL - BT EAEERIC
Auilf, BIFCEEINIZFVF U EESR
L. BEAERFZLIERPERCRHILOA TV IR
NORETARE I AL -2 a2 BEY
MIRIZT4 0> aF IV REERMAS LT, KIF
FEEABEFOALTEE L TRRL, BEECES
A TREDBAAEEL TV ET,

In her "Shadow in the House" project that Otsubo has
continued since 2017, she has focused on individual
memories that could be derived from archives con-
nected to former occupants of the private homes that
were taken over for use by the GHQ of the Allied
Occupational Force in Japan after WWII (1945-52).
Through this project, she has sought to find traces of
Japan's acceptance of and conflict with Western cul-
ture in the postwar era.

In this exhibition, Otsubo displayed photographs
taken at four such houses, including the main resi-
dence of the Maeda Family (in Meguro Ward, Tokyo),
where she took on-site photos and video footage with
the cooperation of dancers during her residency. In her
works, Otsubo also used visuals collected at the
National Archives in the U.S., and by adding fictional
elements based on such devices as works projecting
the image of a kitchen sink and counter that were
added to a confiscated residence or holes that were
opened in the original homes, she presents “allegorical
memories” that stimulate a succession of historical
memories.

Daisy Chain: Part 1

DATA

FRSIEFEENY Y T —2—4ERRT 0I5 A

Local Creator Residency Program 2019

PROFILE

19795 EEBE i h, BRI E%2 WS (Z7EFS, 2013
ETSNIZEMAZEEZRET, TLEESR
(2 [Grayscale | (F )L —LF v 51— KR, 2020).
[Shadow in the Housel (AR—FT7—F&TFHF 1 F
W, FWL, 2019) A &, ZEEC [Japan Photo Award
2017], [6th EMON AWARD] 75> 7V (2017) i &,

Bornin Hyogo in 1979. Lives and works in Kanagawa. Grad-
uated with an MA in Visual Arts from Academy of Arts,
Architecture and Design in Prague in 2013. Recent exhibi-
tions: “Grayscale,” BLOOM GALLERY, Osaka, 2020,
“Shadow in the House,” PORT ART&DESIGN TSUYAMA,
Okayama, 2019. Awards: “Japan Photo Award 2017,” “6th
EMON AWARD," Grand Prix, 2017.
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Daisy Chain: Part 1



LES>BAaD
SHIMAUCHI Mika

LE>HE. BARDHEHHELES 2G40 52
PSONS EiCiEEh 2BE(IhIZBESEEB LR
BEEICEMAE A4 BMEDENHL B
BICELOHLN TV [BRAOHE | ARHLEL
12, BEAGEBAABERTHAEIN TN TAEKE
ICLTUBERLIILEI B, BRI N2IEAEY
HT—<Il, AU EY T - RSUCEYIABIICE
HAHEINIEROFAVS—FLELI, FLER
DEYETHE > HIERICESDERIEL 25
aFEBLERCAVLONIRBHLEETHS
[EfE A (CEBRBEAAGELIZZCE. TVT
ANELTDTAT U TATARRABET E0h FI2H
wOFELI,

AETE, MR OEARTHIEL 2R % > 7B
SILLBEHErO—A> T hFRKR, BE(TIZH
Fn, BEZIABELAEEELCEISTE L VAR
AERBTHLIT. FRBEALDIEIENILAE
BV REERLTVET,

Shimauchi is an artist who questions the extremes of
rationality that Japanese society pursues and the ten-
dency to pursue excessively idealized personas that
abound on the social media, and in response to these
she has envisioned a “contemporary myth” by which
people suffer under the burden of the ideals they cre-
ate. Driven by her sense that an excessive pursuit of
rationality by society makes everything seem bleak,
Shimauchi decided to research the ongoing redevel-
opment of Tokyo leading up to the Olympics and
Paralympics while focusing on the theme of the
removal of things that are irrational or impractical. At
the same time, the discovery of a similar “primitive”
orientation between her own work and the ancient
Japanese Haniwa clay sculptures she found at a
museum in Tokyo prompted her to create large sculp-
tures using the same “ring-stacking method"” of clay
work used in the Haniwa sculptures. This experience
led her to a new confirmation of her roots as an Asian.
In this exhibition Shimauchi displayed terracotta
sculptures made at her base in Kumamoto, using the
noyaki method (open-field firing using rice husks), and
drawings. The sense of confinement we feel in the
sculptures surrounded by pipes is surely an expression
of the human spirit’s inability to deal with rationaliza-
tion, as well as the determination to continue facing
the difficulties that come with irrationality.

Daisy Chain: Part 1

DATA

FRSIEFEENY Y T —2—4ERRT 0I5 A

Local Creator Residency Program 2019

PROFILE

1987 ERARE I h, BAREZWR(IEH, 20134
SPHAPREREMARIMET ., TLRERC [ROE
2020 : LEF>HAHAHNE BILIZD VT HEREGBGKL U
FEAERFONTCREET THS](EBRAT S 7 EM
). [JZR21(Shun Art Gallery, ki, 2018), MER

b nHABESR](WHITE SPACE ONE. &R, 2018).

[LES>BbHDPERI(HLYT - T5714Hhbis, BER,
2017) % &,

Born in Kumamoto in 1987. Lives and works in Kumamoto.
Graduated with an MFA from Sojo University in 2013.
Recent exhibitions: “Seeds in Autumn 2020: Shimauchi
Mika Solo Exhibition On being independent,” Fukuoka
Asian Art Museum, “Big Romance,” Shun Art Gallery,
Shanghai, 2018, "A Landscape seen from the border"
WHITE SPACE ONE, Fukuoka, 2018, “Shimauchi Mika
works,” Galleria Grafica bis, Tokyo, 2017.
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{On being independent) 2020
On being independent, 2020

{On being independent) 2020
On being independent, 2020

Daisy Chain: Part 1



Fryrtr—>e
SFaAlLF v

Charinthorn
RACHURUTCHATA

HEEF BN SR BECEELEATVWEA
AHBDTF2ILF v 2E ALKIZB FEIRIEH
PRELHA ] CRATVET, ARETME
BLICHOIZRBELTHSNE—AT, BER
TEDGERIBEET A EEHINFEREINATLE
The SFalF+RAEEUIBNITFETHO,
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As an artist from Thailand, where Buddhism still car-
ries great influence in society and on people’s lives,
Rachurutchata sees the lingering patriarchal system
and belief in the predominance of men over women as
a form of "mythology.” Although Buddhism is widely
respected as a religion of peace and kindness, it is a
lesser known fact that Buddhism also has a tradition
of gender inequality. Rachurutchata questions the
traditional Buddhist teachings that women are inher-
ently “impure” and must be reborn as men before the
path to enlightenment becomes open to them, and in
order to compare the difference between how this is
understood in Thailand and Japan, she conducted
research of the sacred area of Mt. Omine in Japan's
Nara Prefecture where entry by women is still prohib-
ited.

In this exhibition she presented a photograph installa-
tion titled A mountain (is no longer) set apart. The
entire installation space is arranged as a journey to Mt.
Omine, with a photo work connecting the female body
form to the shape of the mountain and film applied on
the window to create a fictional landscape. The artist’s
hope is that the peacefulness of the space will provoke
thought about the contrast between the image of
Buddhism as a religion of free thought and the posi-
tion of women that stands in contrast to it.
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Born in Bangkok in 1982. Lives and works in Bangkok.
Graduated in Communication Arts from Sukhothai Univer-
sity in 2006. Recent exhibitions: “STRATA PhotoBangkok
Pop-Up Exhibition,” BACC, 2018, “Kaohsiung Photo 2018,”
Pier2 Art Center, Taiwan, “OTAKU,” Number 1 gallery,
Bangkok, 2011.
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BHIET, BEEETRBIIN TV 2EHRDER
EEELL EAAFLI,

Ihara is an artist whose search for remaining evidence
and traces of the lives lived by animals has led him to
a form of sculptural expression that seeks to create
new value. In his search, lhara visited all 16 states of
Germany and gathered worm cast excretion mounds
while thinking about the related ecosystem and the
processes of natural recycling that occurs in it. The
casts are a combination of earth and excrement, as
well as traces of animal life that inhabited the site, and
it can be said that their shape is created naturally by
worms.

For this exhibition, a reproduction of lhara's previous
exhibit in Berlin was created, consisting of juxtaposi-
tions of raw cast (organic substance) collected in
Tokyo and fired cast (inorganic matter), as well as cast
shaped to represent a form of jewelry. Just as the pro-
cess by which worms ingest organic materials like
fallen leaves and twigs and break them down in the
digestion process that involves a partial transition to
inorganic substances, lhara's act of using the terra-
cotta method to create inorganic products is sugges-
tive of the role of the worms' digestive breakdown of
organic substances in the ecosystem. Also, by seeing
the organic cast forms created by the worms in the
digestive process as material for making jewelry,
Ilhara's work can be seen as a reproduction of natural
recycling that we would otherwise fail to notice in our
daily lives.
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Born in Osaka in 1988. Lives and works in Tokyo. Graduated
with an MFA in Sculpture from Tokyo University of the Arts
in 2013. Recent exhibitions: “PRISMA,” Galleria d‘arte
FABER, Roma, 2020, “The 20th Taro Okamoto Contemporary
Art Award,” Taro Okamoto Museum, Kawasaki, 2017.
Awards: “TOKYO MIDTOWN AWARD 2019" Grand Prize,
“TOKYO WONDER WALL 2016, TOKYO WONDER WALL
Prize.
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{jewelry in ground -tokyo) 2020
jewelry in ground -tokyo, 2020
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Kim, an artist who redefines the body as a “deficient
utopia,” displayed a large-scale silkscreen work titled
Body Proofs, composed of motifs such as cut off, muti-
lated or deformed body parts. Images such as a face
with bullet holes in it, a wounded tiger and cut-off
arms and legs are repeated across the composition in
bright colors and interspersed with floating bird feath-
ers and butterflies, and with drippings of ink running
through the entire picture plane like splattered blood.
Kim asks why we must submit to the worship beauti-
ful bodies that has been perpetrated by society from
ancient Greece until the present, and by showing
images of deformed bodies, she questions the con-
cept of the “perfect body.” Her act of accepting imper-
fect bodies as something natural and finding beauty in
them is an act of re-evaluating the aesthetic values
that have been drilled into our consciousness, as well
as an attempt to negate our existence as individuals.
By giving free rein to her thoughts, with their lig-
uid-like fluidity, Kim seeks to break apart such stereo-
types implanted in our consciousness by social norms
and history.
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Born in Seoul in 1983. Lives and works in Seoul. Earned her
PhD in Painting Department of Fine Arts from the Graduate
School of Ewha Womans University in 2020. Recent exhibi-
tions: “Your Hands Are Mine,” All That Curating, Seoul,
2020, “Uncanny Skin,” Gallery SoSo, Paju, Korea, 2019, “B.P
[body proofs],” ThisWeekendRoom, Seoul, 2019.
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Body Proofs, 2019

{Body Proofs) (&84>) 2019
Body Proofs (detail), 2019
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DOEEICHEEE L, ¥, 20HIBHEICA > &
UAMNAERSIFE L2 N—T - FT - T D
BRPMA MLV ORREISEEL N, [A4
ATy F|EVHELDEEASRL, #7220
BALKRDORE XFRET 2B RRLELI,

During his residency in Montreal, Quebec, Koromo
studied the landscapes of Canada and did research on
the sport of ice hockey that was born in that Canadian
environment. For this exhibition, he filled the space
mainly with oil paintings taking as their motifs large
open spaces of the natural environment, cityscapes of
Montreal and people he had met there in Canada,
while also placing objects such as a hockey stick and
other souvenirs he brought back.

For the painting Landscape with Ice Hockey, Koromo
took a hint from the flag of Quebec and used blue and
white paint in a composition that centered around
people playing ice hockey and surrounded that with
motifs like houses and flags and company logos, all in
one painting intended to be a landscape of Quebec
with its complex history of colonization and independ-
ence movements. Also, Koromo displayed a new type
of painting executed in oils on a wooden support that
reflects his strong attraction to the landscape paint-
ings of the Group of Seven active in Ontario in the
early part of the 20th century and Tom Thomson and
their “oil sketch” style of painting.
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Born in Gunma in 1987. Lives and works in Gunma. Gradu-
ated with an MFA in Painting from Tokyo University of the
Arts in 2016. Recent exhibitions: “project N 75 Shinichiro
Koromo,” Tokyo Opera City Art Gallery, 2019, “para nature,”
EUKARYOTE, Tokyo, 2018, “TWS-Emerging 2014 ‘Land-
scape and Still life’,” TWS Shibuya.
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(BetlziFzn &) (#4) 2020
Hover Over Man and Woman (detail), 2020

As an artist working in the areas of experimental
sound, music and performance, Hojo is presently
undertaking projects that seek to reveal the voices of
women that have tended to be silenced by history. A
former Geisha named Kawakami Sadayakko of the
Kawakami Otojiro theater troupe, traveled to Europe
and North America three times beginning 1899 at a
time when it was forbidden for women to perform on
stage in Japan and was hurriedly thrust into the role of
actress of necessity, and ended up enchanting many
fans with her beauty. Her appearance there eventually
had a great influence on the image of Japanese
women that then took root in the West. In Germany in

PROFILE

1988EEFMBLET N, HRMAHSAES, 20165FR
URUEMAFEACFY ALy Y AT a2 —
ParET, EARBESC AV EBREME2020].
[TOKAS-Emerging 2019 [E# 0 28 TJ](TOKAS
). [BRESFEECTF—L2019] (BEELARE

1901, she became the first Japanese women to ever 1li88) . Hojo+Kraft & L T/$Z74—~<> 2 [My Place/My
have her voice recorded. Sound ] GR#BEM £ 2—, 2019) & &,

By presenting for this exhibition the recording of Born in Aichi in 1988. Works in Tokyo. Graduated with an
Sadayakko's voice that had long been stored in the MA from London College of Communication, the University
Ethnological Museum of Berlin Phonogram Archives of the Arts London in 2016. Recent exhibitions: “Saitama
as a male’s voice, Hojo showed how, stripped of the Triennale 2020," "TOKAS-Emerging 2019 ‘Sotto Voce'”
repeatedly portrayed images of the woman'’s physical TOKAS Hongo, “The 14th Gunma Biennale for Young
and visual beauty, her recorded voice was perceived Artists 2019, The Museum of Modern Art, Gunma, "My

Place/My Sound,” presented as Hojo+Kraft, Kyoto Art

simply as a sound and subjected to a silencing over
Center, 2019.

time. At the same time, Hojo's work asks questions

about stereotyped images that remain today about the
races and women. SPECIAL FEATURE = p.140
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(22 sHh TR OBREMAEOTILEAD
Mefg A REEICHS, ZRTRICERSHICED
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YUBETFLEABREBLILL, EREGASURESE
BEEKD 5. AONEERRECSEL ARMELFES
MBI eHHAATLI,

Lee's ongoing project, The Narrow Road to the Deep
Sea, aims to seek out and archive the records and
voices of refugees from Hong Kong, China and Japan
who suffered oppression during WWII, and for this
exhibition he presented a video installation focusing
on the Nanshitou Incident that occurred in Hong Kong
and Guangzhou during the Japanese occupation
(1942-45). Of the many refugees that were exiled or
deported to mainland China from Hong Kong for a
variety of reasons by the Japanese Imperial Arm, that
ended up in Canton (Guangzhou), thousands of Hong
Kong citizens were detained in the Nanshitou Refugee
Camp.

For this exhibition, Lee created videos telling the sto-
ries of a man at the center who was subjected to bio-
logical weapon tests and a woman who watched what
he went through firsthand, and their monologues
gradually become a discourse in the 2-channel work
titled The Remains of the Night. Also, projected on the
walls are video images of a woman languidly smoking
a cigarette and another of an elderly man quietly
crooning the words of a Japanese popular (enka) song.
In the center of the space we see a sculpture covered
by packing material, and an old CRT television show-
ing images of a man digging up something is also
placed. Amidst this overall gloomy atmosphere, we
might try to find an aspect of human nature harbored
deep within us all.
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Born in Hong Kong in 1985. Lives and works in Hong Kong.
Graduated with an MFA in School of Creative Media from
City University of Hong Kong in 2014. Recent exhibitions:
“Once | Wake Up, My Body is Old,” Hong Kong, 2020, “12th
Shanghai Biennale,” 2018, "Seoul Mediacity Biennale
2018." Award: “Hong Kong Arts Development Awards
2017," Award for Young Artist.
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(Rm~DMRiE) 2019
The Narrow Road to the Deep Sea, 2019

CREB~OMBIE Part IV (EHIE)) 2019
The Narrow Road to the Deep Sea - Part IV: The Digger, 2019
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AEEG, FFRBEOERUEE~ DI SBEL THI
EANIIFAYANT —FTA A T B— - FTLZED
{Stolperstein) (AR (ZBHAEN-EHRSL—
DEEE) HEERABTH, BERTE, U7
ABUPEBIELNIERAEA LT 2HFH
MLHEENhET, —R. ZELOBVICLRAS AL
BUITHPEML, HRASHTRL N, T (LEEZ
PHEIE, OO THY, BERATEEDTARD &
SIIREEDERERL, MADBVEEKRL 7,
AEEFALLHECHDEDOSNIZEAVEVNE
ACAVROBHFBERICEALFL>ETE(ZLT
Bh2) XFE FAOOERDLS (CH, FHELE
BORENBZFHADELICHRA, WOMBAKE
EVMBAEEECHROTELL,

Arikawa did research on immigrants/refugees living in
Berlin, and from it he created a video work containing
a monologue of a man who fled the violence in Syria
and finally settled in Berlin. It became a multi-layered
portrait open to multiple interpretations of the actions
the man took.

This work takes its inspiration from a work known as
Stolperstein (that covered cobblestones with brass
plate) by the German artist Gunter Demnig created as
a memorial to the victims of the Holocaust, and in the
video we see the Syrian man piling up cobble stones of
the kind used in roads. The act of piling the stones and
the resulting forms may look at first glance like child’s
play, but in fact this is something seen in all parts of
the world, taking the form of things like road markers,
memorials or signs of prayer. In Japan they may stand
as representations of the border with this world as in
Sainokawara or memorials for the deceased.

The sight of the man dressed in white reticently piling
up (until they fall) the squarish black stones scattered
around a white-based room can be seen as an act of
prayer, or like the endless repetition of violence. And in
the end, it gives the viewer an impression of what the
man has experienced and his feelings.
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Born in Tokyo in 1982. Lives and works in Amsterdam and
Tokyo. Graduated with a BA in Musical Creativity and the
Environment from Tokyo University of the Arts in 2006.
Recent exhibitions: “30th Anniversary Exhibition: The
Seven Lamps of The Art Museum,” Hiroshima City Museum
of Contemporary Art, 2019, “Buried Suns,” Galerie Mazzoli,
Berlin, 2019, “International Documentary Film Festival
Amsterdam,” screening, EYE Filmmuseum, 2018.
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Piling Up Stones, 2019-2020

(B#HL) 2019-2020
Piling Up Stones, 2019-2020
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As part of her project After-Ripening & Corruption with
its focus on the gradual change of language and cul-
ture in the lives of people on the move, Ishizuka devel-
oped the video documentation from workshops she
conducted in South Africa along with experiments in
mother tongue and dialect to create an installation. It
juxtaposes the society losing its routines and trying to
adapt to the new realities during the COVID-19 pan-
demic and her own self as she has changed under the
influence of the diverse cultures she has lived in, and
thus re-examine the distances from where she was
born and raised.

The workshop we see in the video documentation was
an attempt to embody both the African philosophy of
“"Ubuntu,” which believes a person exist because of the
presence of others, and the Chinese character for
“person” (two oblique strokes leaning on each other).
At the end of the exhibition, another version of the
workshop took place using the installation as a back-
ground, where pairs of participants put their backs
together with the projection screen in-between and
went through the action of sitting down and standing
up while supporting each other. Comparing the cur-
rent situation restricting speech and physical contact
with others and South African society, she hints at the
shift of meanings inherent in the transition of context
and the immutable essence of humanity, which over-
lap even among different cultures.
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Born in Hyogo. Lives and works in Stockholm and Hyogo.
Graduated with an MFA in Free Art from Malmé Art
Academy, Lund University in 2005. Recent exhibitions:
“Frictions in the Globalisation,” Ecole des hautes études en
sciences sociales (EHESS), Paris, 2017-2018, "MOT
Satellite 2017 Fall - Connecting Scapes,” MOT Spot, Tokyo,
“"Art Meets 03," Arts Maebashi, 2016.
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(L= L—T7 [XFOBHE Fa 7)) 2019-2020
Musa Moor ‘Graphic Movements (Lean on Me),' 2019-2020

(B IR FDEIE]) 2020

Ju Xian 'Recovering the viridity in my own language,' 2020
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Imamura references images of women and veils,
expressions of the naked body and beautified depic-
tions of gender discrimination, exoticism, racial con-
cepts and the like to create artworks that re-examine
the meanings and intentions hidden within them.
Imamura’s visual experiment titled Can We Look at
Each Other? presented in Basel, Switzerland (2019)
consisted of three components: an installation and
three so-called "Observation rooms” where video doc-
umentations of the experiments occurring there were
viewable in real-time. For the exhibition this time,
there were screenings of the video recordings docu-
menting the experiment in Basel that were shown in
the Observation rooms there. In that experiment,
Imamura made use of the total reflectivity created
with light and glass to create a situation that enabled
two people to face each other on either side of the
glass barrier and see their own reflected images
simultaneously, while the other's image remained
invisible to them. This served to reveal the persons’
reactions when faced with distorted images of the
normally recognizable information about gender,
physical features, etc., that define the self and the
“other,” as well as showing the audience what can be
“observed” in such a situation.
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Born in Kyoto in 1982. Lives and works in Berlin. Graduated
with an MA in Fine Art from Kyoto Seika University in 2008.
Recent exhibitions: “Pola Museum Annex 2018 -Image and
Projection-,” Tokyo, “History is Ours- Portrayals of Women
in  Media,” Japanese-German center, Berlin, 2017,
“Connected in Art,” Schloss Plischow, Germany, 2015.
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Tseng's art draws from the dark humor and unrequited
desires found within contemporary living conditions.
In his painting and installation works, he often strives
to play on the dynamics of the intimate relationships
of his subjects.

For this exhibition, Tseng found inspiration from the
lives of workers in Tokyo, and focused on the themes
of loneliness and friendship. In a photography series
centered around a subject named “Hideki,” he cap-
tured Hideki's personal expressions from various per-
spectives. Tseng met Hideki through a unique service
business called “Rental Ojisan,” where one could rent
an “average” middle-aged man to spend time with.
And in a video work titled Aisle 16, Tseng shows an
impassive Hideki pushing a shopping cart through the
aisles of a supermarket that makes the audience
sense the emptiness in this man who resembles a
typical Tokyo salaried worker. In another work, a video
game created using artificial intelligence (Al), a sole
character searches endlessly through an interior look-
ing for his partner, but the moment he finds the other
character, the scene changes and resets. This search-
ing for the other person (waiting for the other person)
goes on indefinitely, thus realizing a visual expression
of the desperate transience of coming close and yet
never truly finding one another.
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International Creator Residency Program 2019

PROFILE

1986&F Atk s h, LBER S ICEE, 2009FH—=
F—AAVKRZEE (D710 T—F), ERRESCTA
7 =7 7—F2020] (B EMEE) . [Tomorrow
Sculpture Awards] (F9)I| EfTFBrEAMTEE. EE. PE.
2019). [Ren Ren](OPPOSITE + Grace Collection
Gallery, L3, 2019) & &,

Born in Taipei in 1986. Lives and works in Shanghai. Grad-
uated with a BFA from Carnegie Mellon University in 2009.
Recent exhibitions: “Taipei Art Awards 2020," Taipei Fine
Art Museum, “Tomorrow Sculpture Awards,” Art Museum
of Sichuan Fine Arts Institute, Chongging, China, 2019,
“Ren Ren,” OPPOSITE + Grace Collection Gallery, Shanghai,
2019.
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Tokyo-Helsinki Exchange Residency Program 2019
Camera operators of Linna A: Joonas PULKKANEN,
Elizaveta KONOVALOVA

Cooperation: The Governing Body of Suomenlinna,
Viaporin telakka ry

mAEZER. WE, RESBHN L LENICE
JERT A0 ICEBL, REINCT — AT -0 ExR
FELTVWET, AU FBIIHIERDE
FEREE EHBELTEL N, EADN ROFELT
BMEEAFREL, BEROZEB(CHL TERNLEE
STV ELIIH STEELHIBEXCEED
HWEB>TVET, BREZOEEDORICIHEFFA
Fo 2 IlBTEOREILWBERL 1ZRRE1ED
ZZAZRIILMBOKNAD 2 EL &> THRAZL A,
WEE IR, BB BHEBhE R (ICE{LTULLC
amELILI,
KETE, ZOBTFEREBRLBLZMGREEH (2,
EEOMECEER Y —F L. BEEOERKR, PR—
A7 . COREERATHIELIERANESRE=
Z2—(ZHRL T tEMCEBL E LI, AMETE. &
50— N A -
\%(DJ:?L Eiﬁ@ &ﬁ&ﬁ;*ir?ﬁ%(-ii)f (V4B 2020
BOEOL), BEEAETHIEARDBBCEEIADL Linna B, 2020
ENEE FEEALDIIADEATRLTVIET,
Takaishi is an artist who creates paintings and earth-
works informed by his interest in the intellectual/
spiritual and psychological effects of spaces, materi-
als and forms. The island fortress of Suomenlinna with
its star-shaped fortifications was originally built for
defense and proved its effectiveness militarily as a
fortress with no blind spots through the periods of

national transition. But today, the islands as a whole
serve mostly as a tourist and relocation spot. Here,

Takaishi used sand in one of the former dry docks to PROFILE

create a sculpture defined by the typical outline of the

fortifications and filmed it as the waters of the Baltic 1985 FMRINRES ho RRMAHLRICER, 20104
Sea gradually swept over it and reduced it to forms HEBEMARRZREMELCARI—2ET, TLE
resembling remains of the defensive walls, the break- B2 (2 Tnner Surface] (Maki Fine Arts, R, 2021).
waters, the islands and whirlpools. [#xtLovarIL—TRE#EO nzT—L, B
For this exhibition, Takaishi presented large-screen FodEN D12 (GRFEBEMEE. 2020). [TFHERE)
videos depicting this process, while also arranging (clinic, =, 2019). [H1BEANE7—F7=272018]
smaller monitors showing the results of his research (RLIR) 7 &

on the topography of the sites of the fortifications and
their structures, along with photographs, drawings
and CG images of the fortress. This work showed how

Born in Kanagawa in 1985. Lives and works in Tokyo. Grad-
uated with an MA in Painting from Musashino Art University
in 2010. Recent exhibitions: “Inner Surface,” Maki Fine Arts,

even something as seemingly imposing and formida- Tokyo, 2021, “Group Show of Contemporary Artists 2020
ble as a fortress and the national borders and concepts ‘Sunburn After Swimming in the Painted Pool’” Tokyo Met-
surrounding it can become nearly unrecognizable in ropolitan Art Museum, “Descending Garden,” clinic, Tokyo,
the course of societal/political changes over time. 2019, "BENIZAKURA PARK ART Annual 2018," Sapporo.
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Hashimoto is an artist who values the accumulation of
time spent in the act of creative work, and this time he
did research in Taiwan on the roots of the "Wansei”
(the “Taiwan-born Japanese”) generation that his own
grandmother belonged to who were born in Taiwan
and later returned to Japan after WWII. Based on his
research on the Wansei, who were forced to leave their
homes due to Japan's defeat in the War, Hashimoto
created an installation influenced by these people’s
feelings and lives, records of which will not be found in
any history textbook.

On one side of large free-standing partition walls in
the exhibit space Hashimoto depicts things he found
during his residency that represented “the old Taiwan”
during the period of Japanese rule, while on the wall
on the other side he composed an installation which
reflects things that have emerged from his research
after returning to Japan and represent memories of
“the old Taiwan” seen from present-day Japan. On
each side of the partition wall are wood-sculpture
works as well as things like old maps of Taipei city from
the period of Japanese rule and works created in collab-
oration with local Taiwanese artists. In the space
between the walls lies a long brass plate that repre-
sents the sea separating the two lands and the complex
feelings related to the difficulty of travel between them.
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Tokyo-Taipei Exchange Residency Program 2019
Cooperation: PAN Xing-hua, SMC publishing Inc.,
MATSUDA Yoshitaka, INUKICHI BOOKS

Special thanks: TAKENAKA Nobuko, HASHIMOTO
Haruko, TAKAHASHI Hidemasa, ABE Yurika,

SHOZAWA Jun

PROFILE

1984 EHEREF h, HERAWRITES, 2014FH
REMAFZREREMARMIZERIET, TLRES
(Z TMemory Codel] (Kuo Mu Sheng Foundation, &
k. 2020). [Memento moril (BR&MEN'S TOKYO
tagboat gallery, &, 2019). [FORSAKING POP: A

NEW ART GENERATION FROM JAPAN | (WhiteBox,

—a—3—7,2018) &,

Born in Saitama in 1984. Lives and works in Saitama. Grad-
uated with an MA in Crafts from Tokyo University of the
Arts in 2014. Recent exhibitions: “Memory Code,” Kuo Mu
Sheng Foundation, Taipei, 2020, “Memento mori,” HANKYU
MEN'S TOKYO tagboat gallery, 2019, "FORSAKING POP: A
NEW ART GENERATION FROM JAPAN,” WhiteBox, New
York, 2018.
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Miller's project was to research the origins and cul-
tural concepts of the Japanese culturing of carp from
the perspective of anthropology, and taking as a point
of departure her own memory of nearly drowning
when she was three years old, she created for this
exhibition a video installation titled Memory Carp
revolving basically around the concept of hydrofemi-
nism that says all species are connected through
water. The Zombie kintsugi set in the middle of the
installation space consists of a glass carp and a televi-
sion set, and the video shown in the TV screen shows
Miller trying to repair a carp that has been shattered
into pieces. Back in Poland’s socialist era, there was a
glass fish placed in the most important place in the
house, namely on top of the TV. The memories of cru-
elty and despair associated with this television and
carp are motifs that appear in the work Memory Carp,
and by placing them in the different context of that
different era, changes their meaning. The act of trying
to put the broken carp back together connects the
past to the present and provokes thought about the
diversity of memories.
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International Creator Residency Program 2019

Cooperation: National Institute for Environmental Studies,
Japan, Shinodayama Koi Farm

PROFILE

1988 by (R=52F) £, T+ T%H
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(= [Common ground](Warsaw Under Construction
Festival, 7Jb> + 73E R EAT#E, 2020). [Back to the
Futurel] (BWA Zielona Géra, ¥ =A% 75 K->
[, 2020). [Squat](Body/Mind Festival, 7)L> + 7.
2020) &,

Born in Ketrzyn (Poland) in 1988. Lives and works in
Warsaw. A PhD candidate at the University of Arts in
Poznan. Recent exhibitions: “Common ground,” Warsaw
Under Construction Festival, Museum of Modern Art in
Warsaw, 2020, “Back to the Future,” BWA Zielona Gora,
Poland, 2020, “Squat,” Body/Mind Festival, Warsaw, 2020.
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Trevor SHIMIZU Sunset through trees (detail), 2020

KRN LELEFH

TOKAS Project Vol. 3
RRT FAAF~JY > | Tokyo Detroit Berlin

OPEN SITE 5

PART 3T, ¥+ ivafbd | ERALEAFERT S0 5 LTOPEN SITE] #EADT —
TARMRFab—2— LB BT 5 [TOKAS Project] TEHANIZBERIERT oAb

RNWY]EBALET,

In PART 3, we introduce OPEN SITE, a program that presents experimental artistic projects regardless of
genre and the “Tokyo Detroit Berlin” exhibition organized as part of the TOKAS Project, conducted in
collaboration with overseas artists, curators and arts-culture institutions.
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TOKAS Project Vol. 3

HEERTFbASIRLY >
Tokyo Detroit Berlin

2020.10.10-11.8

=Tz Yx—3 (RJLY>) | Schiefe Zahne (Berlin)
Ty b RAT 54> (FFAA) | What Pipeline (Detroit)
XYZ collective (BBZ) | XYZ collective (Tokyo)

4649 (BRF) | 4649 (Tokyo)

HEL{EE : AT 5
Co-planner: COBRA

3MHEDT —P - AR—RIZEIRES
An Exhibition by Art Spaces in Three Cities

[TOKAS Project] (&, EIFRMARREREL, XMW ARREBL T, TP EIEIE
RF—=OVTBETIRERTAISLTT, SEIIEFETOKASOL L TR - TATS LIS
LImlehB(ICT —F 4 R+ 5> « RR—Z[XYZ collective] #31H EF a7 S Eig@IL. TR,
FhaAr RO LT —b - AR—R%BE, FRAR—ZPBRHELIEREZBNLE L1, HES
AFTANADEEILENTALIZ—PERDPKBATER(ADELID, REBPICA 10 TE
WHEOBRE, 77— - AI2=TADRKPBEC OV TERRBEZITVLELT,
HLCBABRDHEOT AT TH AL LD SBEEL,

“TOKAS Project” is an exhibition program that seeks to promote international exchange and to shed new
light on a variety of themes involving the arts and society from multi-cultural perspectives. The “TOKAS
Project” this time was planned and executed in collaboration with COBRA, co-directors of the artist-run
space XYZ collective that he started after participating in the TOKAS Residency program. Art spaces in
Tokyo, Detroit and Berlin were invited to participate, and each of them introduced their own selected
artists. Although the art space directors and their artists were unable to come to Tokyo due to the
restrictions under the coronavirus (COVID-19) pandemic, they were connected online during the
exhibition to exchange opinions about the current states of the respective art communities in their cities
and overviews going forward. For further details see the exhibition catalogue on TOKAS website.

DATA

298 : TOKAS A %A : I#3&E—+ > Meliksetian | Briggs
Venue: TOKAS Hongo Cooperation: MISAKO&ROSEN, Meliksetian | Briggs

INTERVIEW = pp.22-31
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Directors: COBRA, MIYAGI Futoshi

Artists: Bas Jan ADER, Trevor SHIMIZU, NAKANO Kaoji,
HORI Nanami, Chadwick RANTANEN, COBRA
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XYZ collective is an artist-run space that has built a net-
work of Japanese and overseas galleries to engage in
international exchange programs. Their exhibition intro-
duced works five artists from Japan and the U.S., as well
as the works of Bas Jan Ader, with the aim of providing a
viewing experience that could provoke thought on various
emotions related to humor, ranging from absurdity, laugh-
ter and delusion to dread. Coming at a time tempered by
uncertainty related to the COVID-19 pandemic, the exhi-
bition became a venue that offered viewers a chance to
unravel some of their concerns with the help of works
involving the breadths and deaths of humor.

PROFILE

2011 FHAROAEEREL, T—T1RP -T2 2_—2
DEEZHFR, 2013 &F(2(L NADA Miami Beach (ZHEL.
BAOF SV —2TAT 2T} AR—RERRHIEE D, B
FEERBEWSEL TEHET->TV S,

In 2011, XYZ collective began operating the artist-run space. In
20183, the collective exhibited at NADA Miami Beach, marking
the beginning of its interaction with international galleries and
project spaces. Currently based in Sugamo, Tokyo.
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Directors: Daniel SPERRY, Alivia ZIVICH

Artists: Mary Ann AITKEN, Michael E. SMITH,

Quintessa MATRANGA

Tokyo Detroit Berlin
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Shown in this exhibition were works by three U.S.-based
artists with an ongoing relationship with this artist-run
gallery in Detroit since its founding. The works include
paintings by Aitken, known for her many Detroit city-
scapes and scenes from daily life, video works and art
objects by Smith, characterized by the somehow disquiet-
ing air flowing through them, and paintings by Matranga
depicting alcohol or visions inspired in a state of inebria-
tion. The array of these works in the galleries invokes in
viewers emotions related to the pleasures, anxiety and
joys of life.

PROFILE

2013F(CF RSP CRIINIZT—TFA A -S> - F v 5
U= FPAAPOEREFNIZ, PAYH, —A v/ OHH
T, FaStI7N-TALzobEL TRAL TET, Artadia
NADA NYC 2014 T EREAZH,

What Pipeline is an artist-run gallery, founded in 2013. Mainly
What Pipeline has introduced Detroit artists to audiences out-

side of the city in the U.S. and Europe through curatorial pro-
jects, and received the Artadia NADA NYC 2014 Artist Award.

096

o=—JxVz—X
Schiefe Zahne

~JLY | Berlin

DATA

FALIA—  NFR - alvh

BRER V=D R-FoFa UFr—F-HA4X
TV T HAEL ML NYTY=R TL—RTHH,
FUYTP> 3a—5— YI4— AR FFR-UyTR
Director: Hannes SCHMIDT

Artists: Lukas QUIETZSCH, Richard SIDES, Philipp SIMON,
Tom HUMPHREYS, Hélene FAUQUET, Ariane MULLER,
Sophie REINHOLD, Jonas LIPPS
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Through images deriving from the self-reflection forced
upon us by the relentless pace of change in today’s politi-
cal and economic environment, this exhibition attempted
to present the relationship between the self and the other
from a range of perspectives, such as that of self-con-
sciousness, self-establishment or relationships with oth-
ers. The display of works by artists based in Berlin, Vienna
and London in the distinctive exhibition space with its
unique combination of orange and natural lighting, cre-
ated a viewing experience that challenged the perceptions
of the art-viewing audience.

PROFILE
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(BT 2T IHOIBEARALIZT - A_—=2, F{VET
[REIVCOWE] #B®RT 2> —T7x - YVz—3 (., HARBUAK
ZAEESD2TAT T LERL EROLEEEIT>TL 5,

Schiefe Zéhne is an art space located on the ground level of a
former workshop behind a residential building in Prenzlauer
Berg, Berlin. Schiefe Zahne, which means “crooked teeth” in
German, is a program that includes a socio-political dimension.

Tokyo Detroit Berlin
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Directors: KOBAYASHI Yuhei, SHIMIZU Shogo,
TAKAMIZAWA Yuu

Artists: Benjamin Asam KELLOGG, Rafael DELACRUZ,

MURATA Fuyumi

Tokyo Detroit Berlin
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The artists and directors Shimizu, Kobayashi, and
Takamizawa each chose artists born in the 1990s, namely
Kellogg, Murata and Delacruz. The three artists live far
apart in Japan and the U.S. but share common culture and
information that influence their respective work in draw-
ing, photography and painting and other media. This pro-
gram provided an opportunity to rethink the possibilities
of working under the conditions of the COVID-19 pan-
demic and show the new directions that emerged in a
project that had the artists work in cooperation, unre-
stricted by the limitations imposed by the distance sepa-
rating the countries and cities where they live and work.

PROFILE

IHREBE BEAFE. BREO®ICLSF2TIITIL-TA
POt BADT -t ERERICLOTRAT LD
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4649 is a curatorial project by Kobayashi, Shimizu, and
Takamizawa. In addition to introducing the international art scene
via exhibitions, the project is also working to exhibit young art-
ists from Tokyo at art fairs and galleries overseas. 4649 operated
an artist-run space in Sugamo, together with the XYZ collective.
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FALSE SPACES Online Forum

2020.10.16

AyT-ayy=a— aA=— 5L FEEN ZHEF. KEEREH. RAT75-V—, v -Y—=0T
WARE, f—F3—7—VY7>FRAR—2R

IP Yuk-Yiu, Connie LAM, ITO Ryusuke, TSUDA Michiko, NAGATA Kosuke, Stella SO, NG Tsz-Kwan, WARE,
Tokyo Arts and Space

2019FE(ZEMEL 1 TOKAS Project Vol. 2 [FALSE SPACES EIRZEM| DFalL—&—, 7—
TARMIEBA T2 - TH—F L, 2020F2B(CHFET -V LV EZ—TFEL TV IZRI R
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T—TAAPEREDLS (CHBPEECREEINDELONILI,

An online forum was conducted for the curator and artists who participated in TOKAS Project Vol. 2
“FALSE SPACES" in 2019. The forum that was originally planned to be held at the Hong Kong Arts Centre
in February of 2020 had to be postponed due to the effects of the COVID-19 outbreak, and the format was

changed to an online forum. Discussion during the forum focused on how the COVID-19 pandemic had
influenced the views of the artists regarding social issues and their approach to their creative work.
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Organizer: Hong Kong Arts Centre
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Part 1: 2020.11.21-12.20 Part 2: 2021.1.9-2.7

FFEIOOF VAN ARBREEL KR ICHRIBRBREE D/, Part 2(£2021.1.13-2.7 (ZfE,
*Due to the issuance of the State of Emergency declaration in response to the COVID-19 pandemic, Part 2 was held from January
13 to February 7, 2021.

FRPHEERBRLULHFLIARR, AENLEERZEIATS A

An open-call program for creative projects reflecting the times and society

OPEN SITEZ 50 2RB\EAFICAFAHWVIIEBEIRAZEIAIILTT, BRICEIL /@RI
LI ARBAERL, LR LAEEIRIENARBE P, EMECI - R—ILEEFER S,
TOKAS RN ZEMA4EN LI-BEBREARBICL2DEAEEL TV T, F5EEALB2020FE &,
ERAANSI61BEDRED H ), EREEEFELRTERBMILE, XT7+—< REFI3E
B, dotEpPI2 B A EH L. TOKASH#ET A/ S LA MATET10bEARBEL E LI, FR IS
VAN ABREFELAOHET, EEEEHN LIORKRFAEL SOEBLRELRC(INILILZL 2h
EHFIZRAIEDF v AERA, BREAERMULIZBRAZBEELEL,

OPEN SITE is an open-call program open to projects focused on artistic expression across all genres. It
solicits innovative projects that seek new forms of expression based on contemporary perspectives as
they consider pertinent social issues, as well as freely conceived projects that make creative use of the
TOKAS Hongo space, which is different from art museums or concert halls. The year 2020 marked the
fifth annual call for proposals, and a total of 161 applications were received. Following a selection process
based on written applications and interviews, the selected projects included four in the Exhibition
category, three in the Performance category, and two in the dot category. An additional project from the
TOKAS Recommendation Program brought the total number of projects initiated to ten. Due to the
spread of the coronavirus (COVID-19) pandemic in 2020, changes had to be made in the project plan for
all artists, but this challenging situation was taken as an opportunity for further creation toward the
eventual presentations as the conditions of the day allowed.
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Venue: TOKAS Hongo

Event:

11.21 “Part 1 Opening Talk,” Guest: HATANAKA Minoru

1.9 "Part 2 Opening Talk,” Guest: KOBAYASHI Haruo *Online streaming only.

Jury members: KOBAYASHI Haruo (Director, blanClass), HATANAKA Minoru (Chief Curator, NTT InterCommunication Center [ICC]),
HISANO Atsuko (Program Director, The Saison Foundation), KONDO Yuki (Program Director, Tokyo Arts and Space)

100

ZN{EZR | Creators

Part 1

Part 2

ERT = RMER |
GOMPEI Chihiro and MORIOKA Miki
KET#EE | OIWA Euske
XA FY 7T > | Pareidolian
Back and Forth Collective
JAT T 5>~ | Chloé DELANGHE
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@ 1R 2 L % | GOMPEI Chihiro and MORIOKA Miki
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Cooperation: Irisawa zuko Event: 12.12 “Artist Talk” Partici-
pants: GOMPEI Chihiro, MORIOKA Miki

@ KEHfE | OIWA Euske
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Manzai: KIYOSU Yonesuku, YANO Masayuki Recording: oku-joh
Location: BUoY Rehearsal location: WALLA, oku-joh, BUoY
Music: MASUDA Yoshiki Furniture: COMOTO Natsumi

Event: 12.13 “Artist Talk” Participants: OIWA Euske, FUSE
Rintaro, FUKUO Takumi, Kiritorimederu

@ /LA FY7 | Pareidolian

DB B ALARYTS O TR, BB,
LWAME EREMN: Thohh

Direction: Pareidolian Performers: KANEGAE Oriyo, MASAKI
Koji, YAMAMOTO Kazutomo Flyer Design: SUWA Akane

@ Back and Forth Collective

BEA A~ @12.19TaAL 9T 4T - T4 LALF LT
Speculative Fiction: Practicing Collectively]
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g0 BRI YI-<wov=— @12.20 [WOMEN'S
BODIES / RIGHTS] ®12.20 [RR0xR%E - ZMEDBIE]
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Event: [1] 12.19 “Collective Filmmaking: Speculative Fiction:
Practicing Collectively” Guests: Jen CLARKE, Fionn DUFFY,
Rachel GRANT Music: Sarah McWHINNEY

[2] 12.20 "WOMEN'S BODIES / RIGHTS"

[3] 12.20 “Intersection of Perspectives -Women's Migration-"
Guests: Sofanit KESETE, MATSUMURA Keiichiro
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J I —T 377 | egonaku
y/n

@®70x .55~ | Chloéd DELANGHE

#%7 : Vlaamse Gemeenschapscommissie (FU 2w &L,
~JLF—)

Support: Vlaamse Gemeenschapscommissie (Brussels, Belgium)

@ BRB¥E | INUMA Tamami
%A TNTr—7 (K#48)
Cooperation: TN Probe (Obayashi Corporation)

@ LF}¥—+2REF | KAMIMURA Yoichi+ KUROSAWA Seiha

%71 : The 5th Floor BhBL : REK[I LOVE YOU] 7R
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Supports: The 5th Floor, | LOVE YOU Project 2020, Tokyo
University of the Arts Event: 1.24 “Round Talk ‘How do we
imagine an invisible ecology?” Participants: KAMIMURA
Yoichi, KUROSAWA Seiha, TAKAGI Yu, Guest: HATTORI
Hiroyuki (Curator / Associate professor, Akita University of Art)
*Online streaming only.

@ £582AA | Doubutsuenzoo

B © Aokid, BB, KE—F, 1(Abr A, HH B
A 2 Eh

Performers: Aokid, HAMADA Miri, YONEZAWA Ippei,
Takumichan, TAKEDA Ryu, PARK Kenyu, etc.

@ 7 )—x3F 7 | egonaku

-8 - ruaflE—

HOR NBISRE . AR, HPEFE FE : Olive Ol
Writer/Director: ANASAKO Shinichi

Performers: OZEKI Suzune, KINOSE Masaki, TANAKA Mikie
Music: Olive Oil

®y/n

HERL B y/n HE BAE

Conceiver/Director: y/n Performer: HASHIMOTO Kiyoshi
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GOMPEL: Born in 1985. Graduated with an MA in Mixed Media
and Textiles from Royal College of Art. MORIOKA: Born in 1989.
Graduated with an MA in Intermedia Art from Tokyo University
of the Arts. Gompei explores otherness and one's sense of
belonging in the times of globalisation and Morioka works on
relationships among people, things, and spaces where commu-
nication occurs. They worked collaboratively for this exhibition.

OPEN SITE 5: Part 1
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The Voices Between the Folds
KOBAYASHI Haruo (Director, blanClass)

Gompei Chihiro and Morioka Miki were both thinking,
"Despite the fact that the words can define are so
ambiguous, what are we to think about the fact that it
is still words that keep us running around in circles?”
That is the overlying theme. Their exhibition was com-
posed of one old and one new work by each of them
and one work that they created together.

Playing a central role among these works was a
video installation with the same title as their project,
Until | hear my voice. For these two artists, before
words are spoken, there are images that they begin
with. Morioka uses the term “pre-verbal” as a keyword
when she talks about her memories of a telepathy
game in which she had to guess what the picture
drawn on the back of a piece of paper that her friend
gave at the local shrine was. Then, as if to overlap with
this, Gompei talks about the 193 “channeling paint-
ings” painted by the artist Hilma af Klint that she has
researched, and how the paintings where considered
occult and therefore kept hidden away at the time, and
of the "“magnetic wave science” that existed in Europe
until the 19th century and the conflict between it and
the "magical faith” that existed in the church, and of
the anecdote of Frederick W. H. Myers, who became
immersed in psychical research, which he claimed to
be scientifically based and yet involving spirits and
magic, following the death of his supposed lover
Annie.

A unique aspect is the Alexa smart speaker con-
nected to the video work that answers the questions it
poses in real-time. This creates a randomness to the
progression of the work. Based on the episodes told by
the artist, the (mostly abstract) questions inserted in
the Alexa at intervals, and the seemingly evasive
answers the Alexa responds with, combine to cause
disturbing uncertainty in the viewer.

Another work consisting of drawings executed
together by the two artists employs trained and coded
pictorial language and illustrations that, in addition to
that of “voice,” attempts to invoke pre-verbal images
and personal handplay on a unique level of interaction.
The resulting patterns resembling organic cells seem
to be represent a form of happenstance answers that
have emerged from their efforts at pre-verbal interac-
tion.

Of her solo works, Gompei says that they originate
from the schisms of misunderstanding between peo-
ple of different languages and cultural backgrounds
that she has experience in her studies abroad. It seems
that despite sensing the gaps in understanding and
interpretation that exist in communication because of
the unique traditions and values of the respective envi-
ronments where the different individuals have been
born and raised, they still remain unable to bridge thus
gaps through the use of words in their discussions.

OPEN SITE 5: Part 1

However, this may be something that can be realized
when the process of globalization of education and
culture driven largely by economic forces and necessi-
ties enables specific people to communicate at a high
level using specific language. In the new work When [
make clothes, which came to be composed as the
result of conversations with a Swedish woman who, as
a result of restrictions under the COVID-19 pandemic,
decided to give birth to her child in Japan's Tochigi
Prefecture, the beeswax that we see being made in the
video and the standing negligee that the wax is used
to solidify, is displayed under a different title from the
original work My dress for a woman other than me.

A theme of Morioka's work is how mono (physical
things) and koto (conceptual things) effect people, and
her older work in this exhibition Bed Work derives from
her education as a child and consists of a bed (floor)
assembled from geometrically cut pieces of wood,
thus originating from the effects of mono. Her new
work The desk that decided to close itself is said to be
take the form of a desk that has been folded into itself,
although it doesn't look like a desk at first glance. Yet
it does emit a slight sense of something functional.
Because the title says that it closed itself up, it implies
that it is not simply folded together, but rather that,
through a moment of personalization, it has an
appearance of self-enclosure, as if it is huddled down
and grasping its own knees, and thus having trans-
formed into a different type of entity.

Gompei's works seem to be imbued with a breath of
original meaning shaped in a unique form of idiosyn-
crasy taken out of context in the process of re-reading
and re-connecting iconographies buried within cul-
tural diversity. In contrast, by presenting things that
appear abstract but in fact derive from directly per-
ceived experiences, Morioka's work appears to search
for new paths to navigate the information communi-
cated through words and meanings that have become
codified in existing societal conventions. Although the
directions of their creative pursuits are different, both
artists seem to open themselves to the finding of prob-
lems in open places and cross swords between them-
selves and society in their struggle to base their crea-
tive activities in direct action. However, lying ahead of
the contemporary conditions we have arrived at
through the progression of globalization, and in the
diversity that they seek through the potential of artistic
expression, what we find when we stand in the same
places and situations is that the language spoken
there and the things to be seen are not easy to share,
and the process may be one of re-experiencing things
of an abstract nature that are difficult to translate.

Looking at the thoughts and the discourse between
these two artists and their carefully chosen words,
rather than a regression to the pre-verbal origins, we
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might feel something close to the repeated folding of
origami paper creations. In addition to the values that
speak of gender concerns, the random mix of cultures
and languages magnifies the rejection of interpreta-
tion, the disconnection, the lack of interaction and the
parallel courses pursued. What's more, the spinning
out of works as things that showed the same kind of
inward folding of elements seemed to be honestly
reflected in the self-closed desk and the solidified
negligee we see.

105

OPEN SITE 5: Part 1



B RERPT | Exhibition

K&

OIWA Euske

INHUR

Vacances

LEa— | REVIEW

=8 | Date : 2020.11.21-12.20

FWEZIFI I TR, BEEMELTDI R E2L—2ay
Installation as Spaces that Confront Viewers with Questions
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HATANAKA Minoru (Chief Curator, NTT InterCommunication Center [ICC])

HEREVCEBREDORICASE, ZOHICER/SFILDE
AP ARADEED LY M EOLSBERLHO, R E
FAOULDMBIZFAATLANZBENTL B, &
BN 2o, BIEAEICEICA-T S, BAZOHALA
THELTWE, ~vF R LTERAECE, KoL
VyaAIDHNHHWEFDLITHZ, W—THED
HEANLEEEBD L L ENThHEL 2TV BRAL
HMEAEHRVSIZDDED EHD R UEEH K,
ZThid, BERORNO AR #2560 (REE

OPEN SITE 5: Part 1

Fol b LR VIERREDEE) (CLoT, 2FED
FIZHENDEEIBALTCBZEILLBELS (FD
BERTEMEERIEVIRED, Zhedb HEHLDEE
HHBAT, IOXRIZIETAATWED D, —F. 18
BOEENTHIN, EZHFIDBZBRRICIToTLES
&R BENPBINTVALOIBREMLD D), &
nh'. S0 ORFEABIRSE RAIE TV, L
L. Zh 2P RrEVyainEThh, KRoew
I HATEERAILIRENEETOFDOREELT

106

BEAILILEON [BERIICEEE AL,
SHBDRIZAZE, RERLT LNy D HD BE
RELIZEBEN H B, FNE.EDEFDEAIZODLS
BRRTHH 5 (EVHIEILA>TULE), ZIL— D
BETHD, R 2hid. AEEMIZ(YEAF-T
Ur 2R BNEEASBLTHIES N TV 5, (FRHE
R, ARELETORRMNREL. BAREANTHHE
AT IAINADBENILK LIRS 20 THEBI NI
HDIZEVI, ZHLEBRORRH ., Bo EAREHET
HEIBRBREILIFIEALAY—%E-T, ZEBHIICAE
REAETHEMELTRBEINIZDON, ZOFERISESEA
21259, zhnlE [KIR] £V 5 (BADOHEECEE

Bl b LNA L) fIEFED R VRS (X7 R
HAAMIVIZ, ZNHRA. FEIOF VAL R
SO THRINTLEL-EEABLIZZBTRERBA
nr, EABCAHBRCL>TABCRES NI
FEE 2O, JESERER (B) pERL T IE,
FZE. AEDEHAROY - vIb - TARE T
IHhERADANT, £ BED~YFKR>DEA
HCEIa—PINTLEIET P, R/ BIniw
BFDOATT—OREDERIL-T [ASHRIDE
SV AEERT NI TCA, BEEEEL T RE
L—grEioTWZ,

In a dimly lit exhibition space, beyond a plywood panel
is a space set up to look like an unhidden backstage
area of a theater stage, and looking up slightly we see
a display. Because of the dim lighting, the first thing
we notice is a screen. In it, two men are standing side
by side talking to each other. Listening through head-
phones, they appear to be a Japanese style Manzai act
(two man comedy act). Since the recording is playing
on a loop, if you come in while in the middle of the
dialogue the storyline gets lost and the lines the two
are speaking go on and on without coinciding.

What we hear is opposite of a bugging device,
something that might be called a Tougenki, or “blab-
bering device” (a device that is completely unknown
and unknowable), and it has an effect like someone
else’s words being injected into the middle of a con-
versation (And in that sense might be called “word
injection device” in another reading of the characters
for Tougenki. Or something that steals other people’s
words and injects them out of context. Meanwhile,
there are other places where one of the comic duo's
words are cut in the middle and sent off to another
place, as if the words are being stolen). This causes the
dialogue between the two to become mixed up and
incoherent. However, that is in fact the actual structure
of Manzai comedy where the one (boke) makes crazy
statements and other (tsukkomi) tries to bring the
conversation back on course with normal, logical
replies. So, we come to realize that the role of the boke
in Manzai comedy to mix up the coherency can be said
to be a kind of Tougenki, or word stealing device.

As we go back into the farther area of the exhibition
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space, we see a large double bed, in a room that looks
like a ship's passenger cabin. This is also the place
where the Manzai comedy pair we just saw were
standing in (or that is the supposed intention). In fact,
it is designed after an actual passenger cabin in the
large cruise ship Diamond Princess.

In fact, the artist says that this work itself was con-
ceived, after he was accepted exhibit a work to this
open-call exhibition, to be suggestive of this cruise
ship (with its many infected passengers) that became
the symbol of the initial spread of the COVID-19 in
Japan. In that sense it can be said that the artist then
went on to take this COVID era setting and apply a
multi-layered concept to give a variety of layers to the
basically empty of the exhibition space. By adopting
the title Vacances, or time off from work to travel
around with no set purpose (a concept of a that may be
foreign to many Japanese employees), the setting of a
passenger cabin on this ship where that vacation was
suddenly and unwillingly extended by COVID infection
was chosen. At the same time, the imposition on all of
us to restraint from going out, as if being confined to
house arrest, subjected us to time when information
(voices) became complicated and mixed up, and on
top of this came the added constraints of social dis-
tancing. What's more, the addition of devices such as
the muted sound of the Manzai comedy on the
headphones in the passenger cabin and the video
camerawork that doesn't show boke half of the duo,
made this installation an space for thinking that posed
questions to us as if by a Tougenki word stealing
device.

Born in 1993. Lives and works in Tokyo. Enrolled in a PhD
course of the Graduate School of Film and New Media, Tokyo
University of the Arts. Recent exhibitions: “Emergency Call,”
Telephone line, Japan, 2020, “Breaking the Relation,” BUoY,
Tokyo, 2020, “Slow Actor,” Komagome SOKO, Tokyo, 2019. His
critical writings have appeared in “Bijutsutecho,” “Eureka,”
"Waseda Bungaku” and elsewhere.
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The Language of a House, the Language of Photography
Bh E(NTTAv4—a3az=4—ar-kr2—[ICCl £EF¥=8)
HATANAKA Minoru (Chief Curator, NTT InterCommunication Center [ICC])
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The late Taki Koji was active as a critic in a wide range of
fields, from art to photography and architecture, and he
was also active as a photographer, as well as being a
founding member along like-minded artists Nakahira
Takuma and Okada Takahiko of the photography maga-
zine Provoke. From 1968 to 1979, Taki photographed 17
homes designed by Shinohara Kazuo, Sakamoto
Kazunari, Ito Toyo and Shirasawa Hironori. Of these, the
homes designed by Shinohara were central to this series
of works for accounting for 14 of the 17 homes. However,
after one point in his career, Taki turned away from pho-
tography and would not publish a consolidated collection
of his work as a photographer during his lifetime. Artist
linuma Tamami took on the task of assembling these
photographs of homes that Taki took during his lifetime,
which had been left in the keeping of the architects, to
publish a book titled Searching for the Language of a
House: Architectural Photography of Koji Taki. This exhibi-
tion became a presentation by linuma of the results of her
research conducted for the compilation of this book, and
she had also planned to hold live discussions with a num-
ber of guest speakers who were involved in her project.
The statement, “A house that one feels to be a good
one, is not one that makes you feel you would want to live
in as it is,” which Taki used as an introductory heading to
his essay “The Language of a House," appears to be an apt
summary of Taki's approach to viewing a house. The
statement can also be seen as a guide for looking intently
at a house (itself) which has (supposedly) been built to be
lived in as a subject for photography. We get the impres-
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sion that the image of a house, as a work of architecture,
has come to be taken as a purely architectural creation.
What is expressed is a viewpoint that takes what is obvi-
ously a house and thus different from display spaces
such as galleries or museums and different from a class-
room or meeting room as purely a work of architecture.

The houses are taken as subjects before they begin to
accumulate the traces of the time their owners spent liv-
ing in them. In this sense, the photographs lie on the
opposite pole from ones that would show evident traces
of the lives (time) spent there by their inhabitants. In par-
ticular, the final photographs we see of Taki's own resi-
dence, the “Ginsha,” which were taken only shortly after
he took up residence there, and thus before the house
truly began to function as a home, seem to be frozen in a
long period of time as images of the house prior to the life
it shared with its owner. Those photographs do not
appear to show something in the past, however, but
rather something already eternal.

Since linuma's exhibition appears to have been
planned as a discourse that would only have been
complete if the various planned talk events had taken
place, it is very unfortunate that all of them had to be
cancelled due to the COVID-19 pandemic. However, one
of the positive results that actually remains is the reviews
of linuma’s book of Taki's photographs. The fact that the
printed pages of the book displayed in the exhibition were
from before the book was bound, and before being
exposed to human hands, also left a strong impression on
us.

Born in Tokyo in 1983. Lives and works in Tokyo and Paris.
Earned her PhD in Fine Arts from Tokyo University of the Arts in
2018. Recent exhibitions: "JAPAN IN DER DDR~-I Found Three
Japan Houses in GDR,” Nikon Salon, Tokyo/Osaka, 2020,
“"Momentary Architecture,” Atrium Gallery, Pola Museum,
Kanagawa, 2018. Award: The 22nd Miki Jun Award.
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KAMIMURA: Born in 1982. Recent exhibition: “Michikusa:
Walks with the Unknown,” Contemporary Art Center, Art Tower
Mito, 2020. KUROSAWA: Born in 1991. Enrolled in a PhD
course of the Graduate School of Global Arts, Tokyo University
of the Arts. Recent exhibition: “Desire: A Revision from the 20th
Century to the Digital Age,” Irish Museum of Modern Art, Dub-
lin, 2019.
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Visions of Curatorial Ideals
KOBAYASHI Haruo (Director, blanClass)

Kamimura Yoichi is an artist who has used field
recordings of phenomena that occur around ice in a
variety of performances and exhibitions. As for Kuro-
sawa Seiha, he is a curator who doesn’t shy from
engaging in his own artistic expression from a curato-
rial perspective. For their joint exhibition held in 2019,
Kamimura used field recordings made along the ice
flows of the Okhotsk Sea at Hokkaido’s Shari Town on
the Shiretoko Peninsula, and Kurosawa brought work
resulting from research done in the Amazon region of
Brazil while participating in the LABVERDE traveling
residence program with for artists.

The two had done field research in two extreme
environments at opposite ends of the global spectrum,
but they say that when they got together to talk about
their findings, it was not easy to communicate what
they had experienced. Because they had happened to
do research in the two extremes of cold and heat, they
say that they immediately arrived at the idea for a
theme of “Floating Between the Tropical and Drift Ice
Zones.” And with the addition of another extreme cir-
cumstance in the form of the COVID-19 pandemic
that prevented travel for most, they found a common
motivation for this exhibition in the desire to share
with others the experiences they had in places that so
few have ever seen.

The exhibition begins with a collage work of photo-
graphs taken from the same angle showing the bow of
a small boat pointing into the Okhotsk Sea and the
Amazon and juxtaposed back-to-back, and with a
symbolic snow globe in which snow falls on a large ice
block floating on waters of the Amazon.

The main display room is dimly lit, and in it plays a
soundscape shuffling sounds the two recorded of ice
flows and the Amazon jungle. In the back of the room
there is a video installation with a three-section moni-
tor set. On the two sides of the center monitor show-
ing a young girl sleeping in Tokyo there are monitors
showing scenes of the Amazon. On the right-hand
wall are displayed drawings by Kamimura. These
works created around the concept of a girl day-dream-
ing in a hammock as she explores the Amazon and ice
flows, depict Kamimura's memories of the ice flows
and stories he heard from Kurosawa about the Ama-
zon, and they are arranged in a gradation, from cold to
hot.

In the center of the room, a hammock of the type
Kamimura imagined is hung, and scattered around on
the floor are clear vinyl balloons, creating a landscape
that doesn't belong to either of the two (Okhotsk or
Amazon) areas. On the balloons are printed texts in
English about ice flows and the Amazon gathered
from a variety of sources, and they are illuminated
using blacklights to appear as if floating. This is
inspired by the two artists’ shared experience of dis-
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covering unexpected new things when shining a flash-
light in their surroundings during the dark of night.
One wonders what it was that the two artists actually
experienced. Was it the joy of thinking about their
experiences in such extreme places, or the extasy in
the process of creating works from them? And what
had made them undertake such field research to begin
with? The answers that come back from the two are
slightly different.

The shock that Kamimura experienced from wit-
nessing the earthquake and tsunami of 3.11 made him
question his style of creating work in the studio until
then. And as another answer to the actions of thinking
and creating as an artist, he turned to thrusting him-
self into new natural environments and doing field
recordings. He has also continued to consciously
rethink from a contextual perspective his activities in
creating works based on those actions.

Kurosawa appears to want to directly address the
serious societal and environmental issues we face as
the main motive of his curatorial art. As he said it a
statement for this exhibition, “the creators seek an
artistic methodology that sets forth a new sensibility
and framing of issues surrounding ecology and the
changing global environment.” In light of this, he
chooses a methodology that looks at an extreme land-
scape on a number of levels, examining the environ-
ment from the perspective of natural science, the
sociological conditions, historical aspects, economic
conditions, to consolidate a new geological age that
includes the Anthropocene aspect and then reorgan-
ize it with respect to each element.

The slight differences between the two's motiva-
tions seem to be reflected in the expressed transition
from cold to hot, as well as the internal gradation from
artist to curator.

As for the dreaming young girl that emerges in their
work, could it be an image of ourselves as we drift off
in naps during our increased time spent at home?
Even if not, the research that the two have conducted
in their respective extreme environments with their
multi-layered problems, and with the differences in
their respective approaches that made the collabora-
tion this time so complex, have resulted in an exhibi-
tion with an extremely abstract feel. And perhaps this,
too, is due to their hope to instill in the viewer the same
type of imagination the young girl possesses.

As if to contradict the abstractness of this exhibi-
tion, we see that the project was not concluded here,
as a second related joint exhibition* with the artist
Takagi Yu at a different venue was executed to add
another dimension to the project, while also including
an artist talk event with guest speaker Hattori
Hiroyuki. And in this approach by creators who have
pursued separate realms of research and explored
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multiple levels of thought and, having experienced in
the process the difficulties of mutual understanding
still continue to think together, we may be seeing an
unexpectedly ideal relationship. Therefore, we hope
that, without regard for the artist-audience relation-
ship, these creators will continue unfettered to display
the materials that have actually gathered and thought
about, and work to exhibit them in ways that show
even more levels and dimensions of complexity going
forward.

*“COLLISION POINT ON DIMENSIONS: 35°42'59.0" - N 139°46'07.4"E - 36.0892"AA Ft.,” The 5th Floor, Tokyo
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“Doubutsuenzoos” under the COVID-19 State of Emergency
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HISANO Atsuko (Program Director, The Saison Foundation)
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The "Doubutsuenzoos” are originally outdoor perfor-
mance events that have been held in places like Yoyogi
Park and Kamogawa riverside venues. They combine
performances, workshops, talk shows and film show-
ings in an atmosphere that can be party-like and
meeting-like, as well as picnic-like. This time, one was
held in the white cube of TOKAS Hongo, in a way that
summarized their activities over the past five years. In
this coronavirus time with its restrictions on people
gathering and traveling, the event still brought
together a total of 78 artists to present a constant
stream of performances and the like over three days,
from 12:00 noon to 7:00 in the evening. For each per-
formance the audience was limited to ten people, and
the variety of media presented included live perfor-
mances, online broadcasts, film documentations,
note-form documents from observers and more, all
made viewable by a variety of methods as a sort of
“z00" experience.

In the center of the space there was a moveable
garden of artificial grass, and between this and the
audience area, as if to ensure social distancing, con-
struction site cones and bars formed an inobtrusive
barricade. On the walls were displayed drawing, a
chronology one could write on, while scattered around
on the floor there were boxes, computers, a trampo-
line, cardboard sculptures, audio, visual and online
monitors, etc., all generating a warm, at-home atmos-
phere. And in this space, a progression of artists with
different backgrounds and means of expression
appeared to perform and then pass the baton (by
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Aokid) on to the next performer one after another.
What unfolded there was a zoo-like menagerie of acts,
including for example, a performer giving a talk while
brewing a cup of coffee, another giving a gallery tour, a
talk on the building's architecture, interviews, readings
of poetry and plays, speeches, improvisational music
performances, dance, song, workshops and more.
Also, by going online or using QR codes, visitors could
connect to other far-flung Doubutsuenzoos in places
like rehearsal studios in Berlin or Tokyo's in Koto-ku,
and nighttime Yoyogi Park.

Among the many interesting works and experi-
ments, one of the most surprising things of all was this
platform itself and the way it enabled such a diverse
group of artists and works from different contexts to
use this same space so naturally, at times with their
works connecting, and other times not. As restrictions
on performance venues grew stricter throughout soci-
ety, this event became an opportunity to encounter
new world views, values and aesthetic visions different
from our own in the greatest freedom possible. It was
here that we re-discovered the great appeal embodied
in the mission of a zoo. Being in the midst of such
diversity of things and ideas gives birth to new
thoughts and new awareness. This was surely true
both for the participating artists and for the viewers.
Hidden in the presentations here may be things that
point toward new directions in the future of perfor-
mance and stimuli for new ideas. It was with such
expectations that | hurried home in the midst of the
COVID-19 State of Emergency.

The “Doubutsuenzoos” organized by an artist Aokid are outdoor
events held mainly in Yoyogi Park, in central Tokyo. Since 2016
there have been more than 70 presenters working in different
disciplines. Recent activities: “Doubustuenzoo vol. 11,” Yoyogi
Park, Tokyo, 2019, “Doubustuenzoo vol. 10,” Yoyogi Park, Tokyo,
2019, "Doubustuenzoo vol. 9,” Yoyogi Park, Tokyo, 2018,
"Doubustuenzoo vol. 8,” Yoyogi Park, Tokyo, 2018.
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Between sound and meaning

*Due to the spread of the
COVID-19 pandemic, live pres-
entations at TOKAS Hongo
were cancelled, and the format
changed to online streaming
from January 29 to March 29,
2021 as "A musical/drama that
draws you to dramatic/music
experience.”
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KONDO Yuki (Program Director, Tokyo Arts and Space)
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Due to effects of the COVID-19 pandemic, the Fukuoka-
based group egonaku had difficulty not only in conduct-
ing research for their new work but also in making prepa-
rations and conducting their creative work and traveling
for the planned performances, which forced them to
change their original plans to hold live performances of
the new work. The proposal put forward regarding the
plan to hold performances at TOKAS Hongo under
restricted conditions was to have present egonaku’s
theater work as an audio work.

The setting of this work, which consists of three vocal
and music parts, deals with the daily lives and small anxi-
eties of three classmates who all have a hard time getting
used living and working together with others. The inter-
weaving stories of these three characters are told in a
style similar to a radio drama or a musical production. As
stage drama and in terms of the narrative content, it is no
more than repetitive scenes from daily life, and there is no
deep meaning in the lines that are spoken at times in its
course. However, while the succession of rhymes overlaps
with the story, the rhythm also communicates to the body
of the listener. The reverberation with this strange physi-
cal sensation may be close to the sensation that people
get from rhythms or dance in rituals or ceremonies as
well. And, although they may be trifling daily concerns, to
the young characters of the story they are indeed very
important happenings, and the experience of hearing the
internal monologues of the characters delve deeply into
being whispered into our ears makes us feel that we are

reliving their feelings and experiences at a very close
proximity. And as the succession of enumerations that
may or may not have any meaning are spoken, with their
sound accentuated by music, the short stories, each
about 20 minutes in length, paint vivid scenes accompa-
nied by physicality that appear somewhere in the back of
our minds.

The main character of the first part (case 1) says in the
end, “The temple of thanks will never disappear. No, it is
amazing because even if it does disappear, or even if it is
already gone, it will never disappear.” It is certain that this
is an important line for the character. And at the same
time, it also expresses the very thing that egonaku is
attempting to show. When content and form come
together in one line, and when the motifs and uttered
sounds (words) that are repeated during the work seem-
ingly as things that have nothing to do with the main
subject, they are reborn with a new kind of strength. And
in the same way that scattered trivia can harbor symbols,
the small stories can transform into an abstract universal
consciousness. Or rather, because the sound was discon-
nected from the meaning, it may transcend the intended
meaning into a realm of larger expansion that is felt in the
listeners' ears.

“The work COINCIDE, which explores the concept of
simultaneity of meaning and sound inspired by the use of
rhyme in HIP HOP,"* was released online for free as an
audio piece only, in a way that seemed to intensify the
intent of the work even more.

* 7 )L—x 342 [[Coincideaudio (A1 > H A F4—F 1 #) ] (22T (http://buru-egonaku.com/coincide/)
* About egonaku’s “Coincideaudio” (http://buru-egonaku.com/coincide/)
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Formed in 2012 and headed by Anasako Shinichi. Based in
Fukuoka. Recent activities: “Zanzaka To Yugyo,” Okukinosaki
Seaside Hotel, Hyogo, 2020, “ROMEO AND JULIET," Kitaky-
ushu Performing Arts Center PLAYHOUSE, Fukuoka, 2019, “I
Notice by Stopping Breathing,” Inside the monorail of the
Kitakyushu High-Speed Rail, Fukuoka, 2019, “sad,” ROHM
Theatre Kyoto North hall, 2018.
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This y/n “Sex / Work / Art” was performed in the form of
a lecture performance dealing with the associations and
relationships inferred from the three words it brings
together. Creating in this way a fusion of lecture and
theater helped to clearly show the complex inter-relation-
ship between these three themes, and thus succeeded in
heightening the audience’s involvement.

On stage in the solo role of lecture presenter was the
actor Hashimoto Kiyoshi. A number of white vertically elon-
gated boxes of varied heights were placed around the room,
and on them were placed things that might be found in any
home, like books, toy figurines, CDs and the like. The first
story Hashimoto told was about how, as the producer of
small theater performances, he did a “uri-sen” side-job of
catering to the physical needs of gay clients in order to
cover the losses in his theater business, and that he used
the money he earned from the uri-sen jobs to buy a projec-
tor to use in his performances. Next, he told that, after being
selected for this OPEN SITE program, he had used part of
the production funding he was given by TOKAS to buy the
projector he was using in this presentation. He also
informed the audience that the projector had cost 80,580
yen. After that he continued to talk on in lecture style about
the “labor and compensation” relationship, taking examples
from the various jobs he has worked at, from delivery and
transport work to working at pubs, call services and uri-sen,
and discussing the work contents, working hours and
wages, and also including episodes from those experiences.

Before and after this lecture about his work experi-
ences, many books are introduced along with their prices,
and a stopwatch is used to suggest that here to the work
hours are being kept track of. Furthermore, a lot of infor-
mation and various episodes from history, social rules and
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regulations, the Anti Prostitution Law, etc., are also inter-
jected. It must also be said that the overall structure of the
lecture/performance was very skillfully organized in terms
of the way it gave a clear picture of the connection to soci-
ety as a whole, while also at times showing contrasts and
connecting it all to the core of the work. Along the way
there were also comments such as, “From here we will talk
about is fiction,” which stimulated the audience’s interest
in the repeated shifts between the lecture and the theater
performance.

In the latter part of the lecture, Hashimoto explained
that the payment system for the uri-sen work was con-
ducted on a commission system by which the wages the
sex worker received were determined by the number of
customers they serviced. After that, it was explained that
admission ticket revenue from this OPEN SITE event was
all paid to y/n as the performance reimbursement, and
those who wished could purchase an additional ticket for
1,000 yen after the performance. It was then suggested
that the decision as to whether the performance’s admis-
sion price was a “fair or reasonable price” would be left up
to the audience were in a position add an additional
amount to y/n’'s revenue through the purchase of another
ticket. The final book introduced was titled Sexwork
Studies, dealing with views by sex-workers themselves
about the relationship between sex and labor, and that the
price was 1,900 yen. At the end we realize that the story
about earning money to purchase a projector was meant
to prompt a questioning of one's preconceptions and
prejudices regarding “Sex / Work / Art” and that the lec-
ture and performance was intended to re-examine ideas
of “proper” relationships between “us,” as those providing
labor or services and those who pay for them.

Founded in 2019 by Hashimoto Kiyoshi (Director, Actor) and
Yamazaki Kenta (Critic, Dramaturg). The projects are based on
interviews and research, and in a sustainable way. Recent activ-
ity: “Coming Out Lessons,” Steep Slope Studio, Yokohama,
2020, TPAM Fringe.
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This workshop delves into “the way we engage with
music by plunging headlong into the surprise and
confusion that comes from encountering new and
unfamiliar sounds.” It can probably be said to be a
response to the commonly shared impression that the
genre known as contemporary music is “hard to under-
stand” or “too difficult” and at times even “unpleasant.”
Pareidolian is an experimental music unit consisting of
members from different disciplines, a coordinator, a
learning-environment design researcher, and a com-
poser, who engage in workshops to help listeners
transcend the obstacles that can make contemporary
music difficult to approach.

The workshops were intended to use the new com-
position by composer Yamamoto Kazutomo titled
Kanrisareta Hijoujitai to Yuugeki (literally: Controlled
state of emergency and raid). However, a boycott by
the original performers of the piece led to a perfor-
mance with no musicians/performers and instead an
improvisation in which participants in the workshop
were asked to become the performers for a series of
short skits. The participants used the instruments on
stage (many of which were actually noisemaking
devices) and perform with them as directed by the
conductor. After that, a discussion was held that con-
sisted to a large degree of getting the participants to
talk about what they experienced.

It is true that contemporary music is a novel genre
that is sometimes curious as well. If contemporary
music does indeed offer a chance, as the Pareidolian
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members say, “To access the joy concealed in cryptic
works, created with the goal of presenting “new
sounds” no one has ever heard, when participants
experience a new piece,” then surely thought should be
given to the fact that it is a genre closed away in a
unique position today with only a small number of peo-
ple who actually share in that enjoyment hidden within
it. The same thing can also be said about contempo-
rary art, and in the same way, efforts to make the diffi-
cult works easier to understand can, in some sense,
actually hinder people’s attempts to understand it.

If a workshop's title is based in the fact that a device
would be included to make the participants end up
being performers before they knew it, it would proba-
bly be possible to guess what the contents of the
workshop would be. But this time, it can probably be
said that it was conceived in a way that succeeded in
avoiding even such a degree of prediction (even if one
could say afterwards that it wasn't what | had guessed
but rather this instead!). On the contrary, most of the
participants seemed to find something surprisingly
refreshing in the experience. And, although there
might have been some elements that could have
caused reluctance or frustration in some participants,
at least that would surely be better than having
everything work out smoothly in the end (in some
sense that is how it went in the premiere of 4'33”).

However, the issue of the presence of that type of
quality of deliberateness in a workshop is probably
something that should be thought about going forward.

An experimental music unit formed in 2020 by Kanegae Oriyo
(art manager) who is interested in expression and dialogue in
groups, Masaki Koji (researcher) who designs learning in special
environments, and Yamamoto Kazutomo (composer) who cre-
ates new music from a small sense of uncomfortable feelings in
everyday life. They explore new perspectives with participants
based on “experience and reflection” through their workshops.
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Back and Forth Collective, active since 2017, consists of
Sakamoto Natsumi, Taki Asako, and Homma Mei, who are
based in Scotland, Japan, and Indonesia respectively. Their
recent projects include exhibitions, events and collaborative
research focusing on gender issues and feminism. Recent
activity: "Remaining Traces of Art and Colonialism in Towns,”
Koganecho Area Management Center, Yokohama, 2020.
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Toward a More Inclusive Sisterhood
KOBAYASHI Haruo (Director, blanClass)

Back and Forth Collective (BFC) is a collective formed
by Taki Asako, Homma Mei and Sakamoto Natsumi
for the purpose of reassessing history from the per-
spective of women and to conduct activities on a daily
basis with regard to gender issues and feminism
through projects such as exhibitions and events, etc.
The project this time titled Feminists in Collective
Practice consisted of four days of film showings and
three events, which cumulatively amounted to quite a
large amount of information presented.

To begin with, we look at the first event (P.101@).
The British documentary from the 1970s titled Women
of Rhondda was screened, after which discussion was
held about this work that was produced by women
inexperienced in the processes normally conducted by
all-male staff, resulting in a sharing of technologies
and by-hand trial and error in the production process.
Then, Rachel Grant and Sakamoto introduced the
collaborative work involved in the film Speculative
Fiction: Practicing Collectively that they planned and
produced. This was followed by a screening of the
work and a talk session.

Here, during discussion centered on the problems
faced by women artists in Scotland and Japan, it
became clear that even in Europe, while feeling the
distant presence of the male-centric era, women are
still uncomfortable about various aspects of society
and their realizations that they continue to be uncon-
sciously dragged into conservative norms. On the
other hand, perhaps because of the effects of the
COVID-19 pandemic, the film project they worked on
together contained things about trifling changes tak-
ing place around their homes, re-thinking about the
roles they are expected to perform, and more. Some
were practical and some random motifs, and all of
them were mixed together in almost a random order.
What came out of the exchange eventually was the
unavoidable conservatism that, almost like supersti-
tion, lay rooted in the different localities.

The second event (P.101®) involved the screening
of Homma'’s film Bodies in Overlooked Pain. Being one
who herself has experienced pregnancy and childbirth,
the subsequent lecture and discussion focused on
thoughts about the female body and social institutions
and systems. The discussion proceeded on to the sub-
ject of defining Sexual and Reproductive Health and
Rights and reviewing the transitions so far in the his-
tory of the Feminist Movement. The subject of rights
concerning pregnancy in Japan was touch on. Homma
said she herself had known little in detail before her
own pregnancy about things such as the fact that
there are too few forms of conception allowed in
Japan, and the realities of the medical conditions
related to childbirth. She also related her experiences
in her other base, Indonesia, and the differences in
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conditions, regulations and legal system there that she
didn't know about until she actually became involved
with them.

Of course, one of the biggest advantages and disad-
vantages of modern life is the way the course of life
and death has been stripped away from our existing
communities and consolidated completely in today’s
hospital institutionalization. Aside from the conveni-
ence and safety we can gain as a result, in the process
we also risk having some of the sensitive differences in
our individual bodies that make each of us unique
being cut away. In fact, those small but sensitive
things that are cut away may not really disappear com-
pletely, but instead remain, unrecognized to us, as if in
some fold deep within our bodies.

The third event (P.101®) takes a look at refugees
and immigrants who have moved to Japan from
abroad, with whom Taki is closely involved in her daily
activities. And a presentation was made with guest
speakers Sofanit Kesete, an Ethiopian woman who
studied fashion design there, and the Cultural Anthro-
pologist Matsumura Keiichiro, both of whom spoke
about the lives of women living in the rural areas and
the cities of Ethiopia and the changes they go through
when they move to new locations.

The Matsumura film Anbar and Abd is based on
interviews of Abd, women from Ethiopia’s economi-
cally desperate rural areas who choose to go work in
more affluent European countries rather than remain
in poverty, and the Ethiopian men and elderly who
oppose this exodus. And the Documentary on Next
Design, Ethiopia’s first Fashion Design School, which
depicts the lives of women living active, fulfilling lives
in the sophisticated urban environment. Exposing
such extreme differences in economic level and edu-
cation that exist in today's global society makes it clear
that, when focusing on women’s lives, the nature of the
problems themselves that women face become
increasingly complex due to societal change.

It is often the case that a male-centric conservative
social structure is eventually supported by a fragile
bond that clings desperately to the immediate eco-
nomic activities at hand. And that is the very reason
why the fundamental ideas become isolationist and
fixed in terms of ideology. It is also the reason why,
despite the virtually unimaginable diversity of values
that naturally exist in society, not only the world of
sports that is often criticized today but even the envi-
ronment surrounding the world of art remain so insti-
tutionalized. If things do not change and the same
types of conservative institutions remain in place, for
the women that enter the art world, even to the point
where they may make up the majority, it will still be
under a new but still structurally conservative system.

If only women today are able to learn from the meth-
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ods of their Feminist Movement predecessors to con-
verse, share their pain, learn, think and connect to each
other, wouldn't it be possible to take a big step to
throw out the existing systems and institutions?
Because the BFC project this time was eventually
held as an international event, it was possible to con-
nect everyone by means that are only possible with the
social media and only because of the necessities of the
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COVID pandemic. If this was an opportunity that ena-
bled the participating women to use the internet to
connect to each other from their own homes with their
tablet as the window of communication through which
to take this opportunity to look at and re-think who
they are and what they want to be, and with the empa-
thy born of that process, can't this perhaps be one way
to a new, more relaxed and inclusive sisterhood?
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Chloé Delanghe, who participated in our 2019 resi-
dency program, is an artist who deals with subjects
like the fragility and complexity of human relation-
ships. For this exhibition she focused on the relation-
ship between humans and animals and encounters
with them, while referencing John Berger's book Why
Look at Animals? and using the camera as her medium
in pursuit of the themes of solitude, love and more to
create a multi-screen video installation work titled
Minnebrieven (Love Letters).

Delanghe’s work for this exhibition took as its base
the exhibition “Love Letters” that she held in Brussels
drawing on her experiences in Japan in 2016 and pho-
tographs she took there. Working from that base, she
further developed it by adding new visual and audio
materials gathered during her 2019 residency in
Tokyo. This new work depicted animals living in
Japan's cities from the perspective of “looking,” and it
consisted of three video compositions. The one titled
Love Letter consists of film images of pigeons and
cityscapes and text written for a fictional companion;
another titled Two portraits of animals consists of
photo portraits of two types of animals; while a third,
titled Postcard from Sumida river, is composed of night
scenes along Tokyo's Sumida River. The pigeon in
Ginza, the deer in Miyajima and the crow in Sapporo
that appear in these works by Delanghe are depicted
on screen with a loving eye, and from that eye that
gazes at them and follows their movements, we sense
moments when, perhaps unconsciously, it longs for a

PROFILE

1991FA—2AbToF (NLF =) EEh, TVaywLiail
HMUEH, 2014F 5 P EMEMT H T I—(KASK) %3,
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FANN(FRFTVavo B4V, 2019). [elephy](Size
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[FMI1EEEMI - BB TR 5 41(2019),
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return gaze or some sign of communicative intent.
However, despite that hope of reciprocity, the deer and
the pigeon run or fly off, and the crow diverts its line of
sight from ours. From this, we sense that the animal’s
actions are perhaps even ripe with wariness or tension.

With her career background in photography,
Delanghe has become well aware of this characteristic
of the camera to directly convey the emotions of the
subject, and by emphasizing the relationship between
looking and being looked at, she is able to suggest to
the viewer the potential mental or emotional distance
that can exist. Furthermore, the way the eye of the
camera gazing at the subject conveys a one-sided
fondness, the physical distance involved and the diffi-
culty of getting a response from the other, are things
often shared in common with the nature of love letters,
and they are depicted here in a romantic tone.

The experience of failing to receive a response from
the one you project your feelings of affection for is, of
course, not limited to our relationship with animals.
This kind of lack of communication or discord occurs
between people as well. In these works, accepting the
lack of a response in return as a self-evident fact, pro-
vides us with the possibility of a new type of relation-
ship that doesn't ask for something in return. That
applies not only to relationships with animals but also
between people, and by extension, it can also provide
us with an opportunity to reconsider our relationship
with the world at large.

Born in Ostend (Belgium) in 1991. Lives and works in Brussels.
Graduated from Royal Academy of Fine Arts (KASK) School of
Arts, Ghent, Belgium in 2014. Recent exhibitions: “32nd
European Media Art Festival 2019,” Osnabriick, Germany,
“elephy,” Size Matters, Vienna, 2019. Participation in TOKAS
Program: “Institutional Recommendation Program 2019.”

OPEN SITE 5: Part 1
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In PART 4, we introduce new promotional and outreach
society at large from multiple directions. We have designe(
initiatives, which include online contents to introduce ex
“Bunkyo Muse Festa” organized by our local Bunkyo Ward|
Hongo Exploration Guide,” and more, all conducted under t




& % [5%R | Art Mediation and Arts Promotion (O

VR»FE%ZFRALIZFASM1TORDIEA

Online Exhibiting Initiatives Using VR and Video Contents

FRIAF VAN RBRPELKRCHEC, BEIREERSZZEOFHIRAZ(I122020FE (X, VR
HEEFRALACSATRERYT—T1AMERBAMLELI, LY T2 22020 RRERE] TE.
EBES0D3D VREFHEL, BT —T4 XML 2 ERBEHOBE L &4 (ZRFH, [TOKAS Project
Vol. 3] T, BMF+SV—DT AL IZ2—Da4  NRGEBTASABIEICEEDHE LI, F12.
[OPEN SITE S| F—F =27 - =& A FA>TSATBELVERHEINELIZ, Inb IS
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Amidst the spread of the COVID-19 pandemic and the resulting restrictions on travel and social
distancing for gatherings and in confined places and venues that lasted throughout most of 2020, we
turned to online exhibition contents and artist introductions making use of virtual reality (VR) and video
presentations. For our “TOKAS CiR 2020 Exhibition,” we reproduced the exhibits in 3D VR and broadcast
videos introducing the artists’ works, while for our “TOKAS Project Vol. 3" we put together videos
introducing commentary by the participating gallery directors and views of the exhibitions. Also, for our
“OPEN SITE 5" we presented a live online broadcast of the opening talks. These presentations remained
posted on our website after the events ended and have now been preserved as an archive.

[TOKAS Project Vol. 3] DBIEITE, 71 LI 2—h'F v 5 —DEB BN
In the video of “TOKAS Project Vol. 3, the respective directors introduce the activities of the galleries

Online Exhibiting Initiatives Using VR and Video Contents 130

BDVRICED AL S THEEEFRICLII LT 22020 BEFHRE]
"TOKAS CiR 2020 Exhibition” can be viewed online in 3D VR format

SATEREENI

[OPEN SITE 5]
F—F=2Tb=0
"OPEN SITE 5"

opening talk broadcast live
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At TOKAS, we are engaged in ongoing research since 2018 concerning the TOKAS Hongo building, and
from this research we have created a 3D VR version “TOKAS Hongo Exploration Guide.” This guide uses
VR technology to enable a virtual walk-through of the building from the outside and through the rooms
and floors of the interior, complete with explanations of the building, which was originally constructed in
1928 as an employment agency, and photographs and architectural design drawings from that time.
Furthermore, we solicited old photographs of the building and interviewed people in the neighborhood
who remember its history as an employment agency in order to document our findings and develop them
as part of a new neighborhood outreach program.

1928 F DEBR UKD EE %L
#B#L7Z3D VR

The 3D VR building guide with photos
from the time of its construction in 1928

1928 F DEBR YR ORENE %
#B#L723D VR

The 3D VR guide with architectural design
drawings for the construction in 1928
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Bunkyo Muse Festa 2020

2020.12.15-12.20

XRXDEYE - EMEAEHDN —BIIRT [XRI2a—XTxR%], 2020FE &, BE(ICLIER
A6 HMBAEINELE, TOKASKBNDT—ZTlE, REANDRRZ—PVRIZFTIEAT
E5QRI—FAEBRLTEEABNLEZED. [BYHIF=v T EZDVREBN . 5%, VRARIC
BETIEOEYEENEELTV I, BERYUMHP SBELI TORELERICELHTHREL.
TOKAS KO EY DB AT E—NLTHERERDFLI,

The “Bunkyo Muse Festa” is a program held jointly by museums and other culture facilities in Tokyo's
Bunkyo Ward. In 2020, the six-day program consisted primarily of booth displays by the museums and
other facilities at the Bunkyo Civic Center. The TOKAS Hongo booth displayed information about the
TOKAS programs, such as exhibition posters and a QR code for accessing 3D VR online presentations of
exhibition contents, and a Hongo building guide map and a 3D VR version of the facility were also
displayed. Going forward, a request was made soliciting old photographs of the building to be used in a
3D VR reproduction. A chronology was made and released showing the building’s transition from the time
of its construction through to its subsequent renovations in order to show the full appeal of the TOKAS
Hongo facility.

DATA

KRB I NRIEY I E— FrIU—2EYD
i XRK

Venue: Gallery Civic, Bunkyo Civic Center
Organizer: Bunkyo Ward
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TOKAS T, EFNEEREZ [TOKAST7ZaT7 ] DEHL, —SBERESDAHAZOT % [Tokyo
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At TOKAS, we publish our TOKAS Annual Report covering the programs and events conducted at TOKAS
each year, and we also publish catalogs of some of our exhibitions and monographs of the winners of the
Tokyo Contemporary Art Award that we co-organize. Also, each autumn we publish updates of our
TOKAS Pamphlet and Residency Pamphlet about our projects and our residency programs, and in 2020
we produced a traditional Chinese-character version of our TOKAS Pamphlet. These various publications
are made available to the public at our TOKAS facilities and published on our website.
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1. [TOKAS-Emerging 20201 »%a7% (P.34) 2.[TOKAS Project Vol. 3] h2Rr% (P.94) 3.TACT Vol. 3] hzrZ (P.38)
4. [Tokyo Contemporary Art Award] €/257 (P.42) 5. TOKAS7 =27/ 6. FEMA4s < a—)L 7.TOKAS/S>TLyh

1. The catalog of “TOKAS-Emerging 2020" (p.34) 2. The catalog of “TOKAS Project Vol. 3" (p.94) 3. The catalog of “ACT Vol. 3" (p.38)
4. The monographs of “Tokyo Contemporary Art Award” (p.42) 5. TOKAS Annual Report 6. TOKAS Schedule 7. TOKAS Pamphlets
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COVID-19 PANDEMIC,
THE IMPACT ON ART

20204E%, b —F 3 —7 — Y7 FAA—2Z (TOKAS) TIZHH 2 v F 7 4 V2 IERGYE D H5 KB
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TL&IN?

TOKASICBD Y DHBZ 7V T —R —~DAVRE 2 —RT Vs —+, ZLCT—F 4 Ab -4V
LYTFYARF v 7Y —IcBb 2 HMRICL 2% MEML T, ZNZhoBREMATE L LD
I, IuFHIcE T 3 TOKAS DY fla L £ 5,

During 2020, Tokyo Arts and Space (TOKAS) took various measures to counter the spread of the coronavi-
rus (COVID-19) pandemic, including closing our facilities and cancelling or postponing programs, and as a
result, it became necessary for artists and creators to abandon plans for holding exhibitions and conducting
creative activities in residence in Japan and abroad. The disruptive effect of the pandemic on daily life was
substantial, raising many questions about the effects on artists’ creative activities and the conditions within
the art world at large.

Based on interviews with and questionnaire answers from TOKAS-related creators and reports contributed by
professionals involved in artist-in-residence programs and galleries, we introduce their current situations, while
also reporting on the COVID-19 countermeasures taken by TOKAS.
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INTERVIEW:

ST NNV T74Y
Mia CABALFIN

TOKASvY Fvy—T
WMzizanr i

Encountering the COVID-19 pandemic
during a TOKAS Residency

FlanF AL ZEYYEDIEKIC L V., TOKAS LY T vy — COMIEEI % RER < S hi-
TZA4VEVHEBDEYR T —F 4 AL, 3T - AT 4 v, 2020464 H DIRETE DK 47 AL
MWe 2y, 7HOHEER ., B3 L TRELZa2e - Hlol, 2 LTy 4 XaeF2Z20Eolk

M BEZ 2iEhic o nw a2 Bv 72,

Mia Cabealfin is a Filipino artist whose stay at TOKAS Residency was unavoidably extended by the spread of the
COVID-19 infections. In this interview held in July 2020, just before her return to the Philippines that had been
delayed some four months from the originally scheduled April repatriation, we asked her about her unexpected

experience of the COVID-19 pandemic in Tokyo and her activities under the resulting with-corona life here.
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COVID-19 pandemic in Tokyo

My stay at TOKAS on the Research Residency Program
was originally scheduled to end on March 31, but when
the COVID-19 pandemic made it difficult for me to
return to the Philippines at that time, I was permitted to
stay on until travel was possible. Being in a foreign country
under such uncertain conditions was unsettling for me at
first, but after a succession of flight cancellations, by the
time I was forced to apply for my third residency exten-
sion, I knew I had to let time work things out. I say that
because no one knew how things were going to go after
that. During that extension period, I started giving dance
lessons online. Compared to other foreign nationals here
who were troubled because they couldn’t get home, I was
truly glad to have a place where I could be active. Besides
TOKAS, I was also helped by friends here in Japan and by
the Philippine Embassy in Japan, so I was able to start my
present activities by changing my attitude and thinking
about how to react and handle things now if this was
going to be the new reality.

Even in the tough conditions of the time, the good
thing about being in Tokyo was that even though we
might not be able to go to the usual tourist spots, I could
still go for walks and bike rides. At that time in Manila the
lock-down was so strict that people couldn’t even walk
around outdoors freely. Another thing I would add is that
in May Japan’s State of Emergency edict was withdrawn
and I began to get the feeling that this metropolis of
Tokyo was going to begin functioning again. After the
Museum of Contemporary Art Tokyo re-opened, I went
to the exhibitions several times and, I was able to partici-
pate in dance workshops and take lessons too. Of course, I
have been careful not to go to places that are crowded and
such, but I think it is something special in that I am able to
experience life here in Tokyo that is almost close to “nor-
mal”

Activities in the residency extension period

In the Philippines I teach dance and also at fitness studios,
but now I have been dealing with the new realities by
teaching online. What's more, the schools in the Philip-
pines are having online classes until the end of the year, so
I am doing my workshops for children online too. In these

hard times, being able to help children who are forced to
stay home a chance to get exercise is a special joy in itself.
But, one of the problems of doing these classes online is
that we can’t feel the energy directly. Because in the case of
dance there is a sense of mutual interaction that occurs by
feeling the physical energy, it is rather challenging to work
without that aspect. Every day it is a matter of touch and
go, trial and error, trying to find ways to interact effectively
with the children and get them involved. The other day, I
did a workshop with nursery school children in Saitama,
and it gave me a renewed awareness of the importance of
teaching dance physically in the same space with the stu-
dents, which until recently I had taken for granted.

This time, my creative partner, Rhosam had to leave
Japan sooner than he had planned, and I decided to stay in
Tokyo and try to finish the project we had started. I think
that was the right decision for me. The OPEN STUDIO
program that would have been the opportunity to present
our work during the residency had to be cancelled due to
the pandemic, but I continued our research and I was able
to do workshops as well. And for the online performance I
did during the period of the national State of Emergency, I
was able to collaborate with Japanese artists, including
Hara Marihiko, Muranaka Masumi (Polar M) and Asano
Tadanobu who cooperated for me on the music. When
they were told that this project came under a fund-raising
project to support Filipino dancers (LikhaPH), they hap-
pily agreed to join in the performance. For me, this perfor-
mance rendered significant results and was a very mean-
ingful experience.

New challenges to begin going forward

I am also involved in fund-raising activities through the
online kids classes I teach, and we make donations to an
organization that provides meal service for impoverished
people in the Philippines (ATD Fourth World) and also
sends PPE (personal protective equipment) for the front-
liners in the fight against the COVID-19 pandemic (Pro-
tect The Frontline). We also support Save The Children
Philippines, which helps kids get access to online learning.
Ours is a small-scale program but there are lots of other
initiatives like this and we can see the growth of a spirit to
help each other. The Philippine government also has sup-
port programs for artists with a small amount of funding.

ITDEME A= F—DAY L TIT o2 p 8P 22T EESITHTER(CHIEL 72571 (Pahayag (RER)).
HAOAQ, ALOBEFRE, BRERRICOVTDI U RE2—D LEREBIISEPHTL SR TRRLI,

The new work Pahayag (Expression) created by Mia and Rhosam Prudenciado Jr. in residence. The work gives physical expression to
words and concepts that emerged from interviews concerning the population of Japan, interpersonal relations and expression of emotions.

I am a dance artist and most of my income comes from
teaching, and in these times when both teaching and per-
forming are difficult—I’'m aware that I am not alone, as
co-artists and other members of this industry are also
crippled. This is a wake-up call for me, and I feel that many
artists in the Philippines have little awareness about safe-
guards such as insurance, pensions and savings, and
because some don't see their artistic activities as a form of
business, they find themselves in trouble in times like this
when they are suddenly deprived of opportunities to per-
form or present their work. For artists, I think this experi-
ence is an opportunity to think anew the way we do our
work, rather than only looking to “hand-to-mouth” means
of living. Of course, I am also deeply grateful whenever we
receive support from funding sources (both government
and private sector), but I feel now that we have to be pre-
pared and be responsible for ourselves. It is a good oppor-
tunity to unite and rethink our artistic practices and sup-
port system, and really think—how can we thrive in and
not just merely survive this “new normal” that we are faced
with.

Recently, I have been thinking about what my stance
should be as an artist and what should be the direction of
my creative work when I begin my activities again back in
the Philippines. That is because we are in times when the
theaters and the dance works where people used to gather
in close proximity are no more. The challenge is to find
how to deal with this new situation. On the other hand,
there is also a more positive aspect of the COVID-19
pandemic that has brought people to feel more intensely

the necessity of what art can offer them. I believe that as
we have had to spend more time in the seclusion of our
homes, watching TV shows and films, and taking part in
dance and exercise lessons, and having children draw and
paint pictures, we have realized how essential these things
are for us to live and stay stable. Art helps people cope with
such situations when the future is unforeseeable and we
find ourselves wrought with anxiety, and I personally gain
encouragement from the fact that I was able to share my
work during this time. If we can find meaning like this in
our activities, artists become inspired to move forward in
their work. So, how we can move forward with our activi-
ties in the midst of the COVID-19 pandemic? I believe
that is a big challenge not only for me but for all artists—
how to keep putting the work out there.

(This interview was conducted at TOKAS Residency on
July 8, 2020)
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Lives and works in Manila. Graduated from Ateneo de
Manila University in 2003. Along with her solo activities, she

works together with Rhosam Prudenciado Jr. Participation in
TOKAS Program: “Research Residency Program 2019."
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Artists in the Present
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In late November of 2020, at a time when fears and uncertainly about the further spread of coronavirus infections

in the coming winter season were in the minds of so many, we asked six creators from Japan and abroad (four

individuals and two as pairs) to respond to a TOKAS questionnaire asking about the thoughts of artists and one

curator on art in the COVID-19 pandemic and the with-corona era, and about their current creative activities.

EF4 | QUESTION

Q1 e a2 FHic BT 5 HlfEPEFRORIICOW
THATLEI N,

F 7. SRR TE T SR 7 & DRI 72 iR %
ZIELED?

Please describe the state of your current creative activities
during the coronavirus pandemic.

Also, do you receive financial support for creation or other
activities?

Q2 @ 7 BT KER - KBRS R, Y
DOMEICKIE NG LBETH?

$7e T3 LEARBLAHI 7 5 KB~ & b B
PIcR LB ETH?

Do you think that things you have experienced or
observed during the coronavirus pandemic have been
reflected in your works or forms of expression, or in your
project plans? Also, do you think conditions under the
pandemic will provide directions/inspiration for new
forms of expression?

Q3 @ EE Ao ke AGHIH. £ & —E DlEak
TE3DVRAEAYIA v TOBIEASAHEL 72 o
TWET, hdrdOFmERPERZER O H
DF. EEOEREEICOVWTED LS IcEZ
FIH?

There have been cancellations of exhibitions and restric-
tions on venue admissions, and at some facilities there is
the possibility of new art viewing methods such as 3D VR
and online viewing. Please tell us your thoughts about
how art can be viewed or about viewing venues/spaces in
the future, and about the value of having people see the
actual artworks in person.

Q4 0K, FLE, V=7 SNSEEDHantHic
HE PP EZI =S8 H 0 327

During the coronavirus pandemic, have you found any
words or behavior that you have influenced of inspired you
from sources such as books, TV, the Internet or social
media?

Ty —hRREEFOXE LFEES T, BEL TEERL TuE T,

* For this questionnaire, the answers by the creators themselves were translated directly, without editing the creators’

original answer wording in advance.
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1980F 74 S P EEh, ~ Lo F WK ITTES,
2013FETTININKRFET, ~ v F - FTH A EME
FalL—42—, TOKASEMT RIS LI [FRILEEY
Y—F LITFrR-TRIS L],

Born in Finland in 1980. Lives and works in Helsinki. Gradu-
ated with an MA from Aalto University in 2013. Works as a
curator at the Design Museum Helsinki. Participation in
TOKAS Program: “Research Residency Program 2019.”

Al® ~ Loy F - THAVEMEDOR X v 7 L LTD
MR ISISERE Y T, BRI A 7 4 2 TiR%
CHETHHZ L TuEd, Efiiffid 20204 0HF 0
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TTY GRiE : 2 DH%20214E3 R TIREE S Nk).
7 4 v 7 v FEFE UL B IC MBCEE % f ik L <
WETHE, B BBV T Iy 72 TRbIEZINAD
FTRTEAN—L T NEbITEHEYEEA, L
AL, FAEDMEZR I FE A = i, THA v ELffR &
74 v 7Y PEREEYEERAL Tl 2 =Y
T LB BIEET PO 7 u Y = 7 Mgk LT, K
2 & F 2w F oA L AGEEHT O —B e LT
6,000i 22— DXFEEZT L ENTEE L 72,
H L Wi 2 20274E 1A — 7Y FRETT,

For us, the staff of the Design Museum Helsinki, work
continues as almost normal, only at the moment not at the
office but working from our homes. The museum has been
closed due to lockdown for two periods since the spring of
2020: first time from late March until beginning of June, and
now again from end of November until January 10 (Edito-
rial note: Subsequently postponed until March 2021).

The Finnish state has offered financial support packages to
the cultural field, but of course they do not cover all of the
income lost to the pandemic. However, our museum has
also been lucky, as our ongoing project for a new museum
that would merge the Design Museum and the Finnish
Architecture Museum to form a completely new institu-
tion, has received 60M€ from the Finnish state as part of
the Covid-19 recovery plan. The new museum is planned
to open in 2027.

2 TOALEKILE 794 F—DfkIc oW TIHAL T
WEZEBHY., 5D ORHRARILZ. Ricow
TOHLVWEEZEEZKL R IWELERVELE, 5
B oW, FESMEFRIROIKE LD K b
%L T&ED. ZLTEEZDI bDIFAD—H
L M Ic BB b DT A o722 8 %, 3o
EDERLTANE L, DT &iFZoom*
Teams R ED Y — L %{lio TH Y 74 v TRIFTH
FHEEY 50T,

L LZD—/T, B DD BRICBIL TizZzn
BOPICHERRRDDTH o720 bW ICRD
L7z, DB 7 2, ZEI 2 (RBR, Blve, 5. 22
loKkE X, HOW & o TR BIRLD RV 213
PIRECE R WIGITICH R E KB AR L, Dol
FICEE > TWB LT TIREK-TLE I DDMLL
IABHYET,

Especially as my previous project looked into the travels of
Nordic designers from the 1940s until today, this time and
these special circumstances have brought on a lot of new
thoughts related to traveling. On the one hand, this time
has made it very visible how much we have traveled, more
or less in relation to work, and how only a fraction of these
travels has been absolutely indispensable. A lot of things
can be transmitted online; a lot of conversations executed
via Zoom, Teams, or other such tools.

On the other hand, however, this period has also made
clear how very meaningful some of these travels have been.
There is a lot that we miss out on when only staying in one
place: physical encounters, spatial experiences, smells,
sounds, the dimensions of a space, or the experience of
being in a place that is entirely unfamiliar and incompre-
hensible to you.

A3 @ TOKASHIEHICHL Y # A 72 [ Travel as a Tool |
JEZ. 2020464 H i 794 v =il chifE ¥ & T
L7z, audfic~rs v FOEMBEAREL 20,
A =TV 27 HilEND C iz BT, BR
NEEAVIAvTIma Lo &, vz T ICFHEL %
R T eWYRAA FIT — T A Ay v aviclk
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TuE L7,

INLEIRVE->THDS E, 3 F vokbDl X
ITHRVDDRDHY TF, SEDIGHTE S LKL
7=01k3DY 7 —C. 5 ChHETETT., co7
TV r—vaviSumbBliEcHioTthoxETL.
BIZEKEEDRE R EF 2L — K2 —HDYy—r L
THHIZO LB T,

LALZD L) RSFETHRESREZNS & EREox
5ofs b 3 22, R R ARBRIZ R 2 b v
twi L LT, AHE I EDu Yy 2 XY
VRIS D TEMEE N & i, B & 2%
EDICTBE LB ERDTEL F L7

The project I worked on during my residency at TOKAS
was the exhibition “Travel as a Tool.” It was scheduled to
open at the Design Museum in April 2020. When the
pandemic kept the museums in Helsinki closed and
pushed the opening of our exhibition forward by two
months, we took several measures to make the contents of
our exhibitions accessible online; these were actions such
as special web presences, guided video tours, discussions
online, etc.

Looking back at these actions, some of them feel more
worthwhile than others. One of the actions that I would
repeat is the 3D tour of the exhibition, still visible on our
website. This is an application that could also in the future

[Travel as a Tool - Nordic Designers on the Road 1940-
2020] BRER (~Ls v F - FH A MR, 2020)
Installation view at “Travel as a Tool - Nordic Designers on the
Road 1940-2020," Design Museum Helsinki, 2020

Photo: Paavo Lehtonen

both serve our visitors, and work as a tool for curators, for
example in relation to touring exhibitions.

However, what’s very much apparent looking at these
kinds of presentations of an exhibition is the fact they
can’t transmit the spatial or haptic experience of actually
visiting an exhibition. This was very much evident to
myself, too, when visiting an art exhibition for the first
time after the spring’s lockdown — the influence of being in
the space with the artworks was immense.

A4 @ 7Ll SNS 23, & K /N AR iE Tt o X

NERLBRVEZICETHEERDDTH S Z LT,

A CREA X g L 7= 42, MR 5 D iR CHig L
EEHEE & B LCHRET 25 O TR S R, i
F2EINBVIR~DHACREF L T T L (LEKC
BT HYELED),

L L. CORAAHS A c LT &, & ZFIC [Less
is More D7 Wi BB\ A TH B) | IZFENLTZE VWS T L
T3 RT3 72 0BHEZRI L TwS L,
SETRICODHAD D072 X RN R Lh b, B
EBFERPREMEETNTEET, Thi3, FAEDOR
HIEREZ TS REN 28, HITTTb TL kLR
B), SNSIC B 2 # 2 il 20 W HIHR D ER I X - THIA
REICR-> TR LEYEE->T0ES, 20 (Hi
172) A2 OB A, REE I hTW72b DD 7=HD
REZHRST 2 DICEL T ED0d LALER A,

Books, movies and the social media have definitely proved
important during the life spent inside very small circles.
The faraway cities or landscapes experienced through
films, or even through my own travel photos, have acted as
cure to the unfulfilled need to travel (although they have
also occasionally made it worse).

But what this time has also made apparent is how less
really sometimes is more. When all you have are daily
walks around your neighborhood, new details and per-
spectives can start popping up — small things that were
never paid attention to before. I see this as telling about
the way our capacity to receive visual information has
become so saturated by both our constant travels and by
our incessant consuming of images through social media.
Perhaps this period of (partial) isolation has helped clear
space for things overlooked.

Q1@ IRFHBICBIBFEPRPEIORRICOVTHATIZIL,

Q2@ NS BTOEER - BREFIPRE, EBEROPEICRRINZEBVITHN?

Q3@ NHLDERBRPEREMOD N APEBEOERBECOVTEDLICEAETN?
Q404 FLE, VT SNSAENSLARFWIIBENHECKBAZILEHEHVEITHN?
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KURODA Daisuke
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Born in Kyoto in 1982. Earned his PhD in Fine Arts and Art
Theory from Hiroshima City University in 2013. Participation
in TOKAS Programs: “Local Creator Residency Program
2021," “OPEN SITE 2017-2018 ‘The Absent History of
Sculpture’,” “TOKYO EXPERIMENTAL FESTIVAL Vol. 8
“YAMA ARI TANI ARI Peaks and Valleys',” 2013 and more.

Al @ o F DEETL YTV RREE LML IC 72
DELZ, ACEITLEDHTET, L woTHY
4 v TR D 72 <. Z oI IR AENIC B 4 ic
&GRS Y £ Lz, 2O, BHE LA
BIFERZELL, INTRERADTE AL LIC
K[BoPINE Lz, @O IchEEirT L
ZLATTVEDT, HEZMVEL T LS
FHWEEZDEDE L ZBWILE LA, #HfERw -
Y LRl Z 2T THE LAV ) ICEDE LT,
Z D 5 Z TR - FAEEBE 2 © DR 2 42 Bh 13 AT
REZRBIPACH—FFD bWk L7z, FFICHEE L <
Wty dhrzdne, zh kb bERCHY M
-ODEERBELIELEZDTLE, AMEIZIEL
PN RIS ELKEREL, ZOkDERD
DOHEAFDODO L Y TBI LE L7z, ThA20204E3
~8HL bWVWETORIT, ZOHDOHEEIZE S
LB LS EREBETHT IR, FAeLTira
uF LB E > T BB T,

Due to the coronavirus, residency programs and exhibi-
tions were postponed and we weren’t able to meet with
people. But I also lacked the energy to talk online, and T
spent a lot of time examining myself. It was then that I
found I'liked being alone, and also that by myself I can do
next to nothing at all. T was exercising to maintain my
health and I tried to recall the physical feeling of my
younger years to regain the kind of condition I had in

those days. As for my creative work, I continued working
ata pace that was never too strenuous. I got as much finan-
cial support from public and private organizations as pos-
sible. There were times when I was financially stressed, but
I tried to get enough to finance my experiments. Since we
only live once, I have tried to spend my time wisely to
prepare for the developments that lie ahead. That was how
things went from March until about August in 2020, and
I spent the short remains of the summer after that until
now when winter has come, and I feel now that I am enter-
ing the post-corona period going forward.

A2@ YR E D LTS, anF@HTiEE
¥ X F AL CES BIRAE L o 2 2 & B
IEOLNBENELAERA LR B
NEA] WS bDOEREHRL F Lic, ZHITERMD
RIETEHE L L 2 BIR T RIE =
Bl7zboT. FAo kSl & H v, HEONEIC
FoTWL XHICBEITLAET—T4 AL E0ER
SDT,. ADLDLHCEBHEMICERTHL K5
BERPWZ 20TRAwrtBoTnEd, 21
BELBTWEREES L) A —Bmtobord L
AR, B BROFHRC LD D0 H B
DT, ERE IR Z T BEZEKLE T
T3, #ilER EOKIRKARICE 5 LEEA~DF
LR ENTH T, BERBIREMRAHZ 2 /S
L. ZNICKFET 5 & 2RI H L WRID BT
32D TRAVHEBCEST, AEEF. #icHL
WRBICHA TOE I A RIS IS e X
SICFEELTWEEZNLTT,

Naturally, I think the things experienced during the pan-
demic are now reflected in my work. During the pandemic
we were made aware of the presence of numerous institu-
tions, from the national and local governments to various
agencies, which made me more conscious of the public
sector. It was like a sense of belonging that connected to
collective unconscious and the acsthetic sense, and proba-
bly a lot of artists like me stayed home and became
absorbed in their own thoughts during this time. This
probably contributed to an increase in artistic expression
based on a more affirmative perspective bridging the self
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and the public domain. It may be a flecting, but since it is
also similar to the atmosphere in Japan before and during
WWIL I feel a need to watch this trend with a critical eye.
I think this critical approach should include the system of
financial support, because reacting against the increase in
so-called government-made contemporary artists may also
be an opportunity for new types of expression to emerge.
Personally, I am always secking new forms of expression,
but I'am also be careful to avoid getting caught up in the
conditions involved at any one time.

A3 @ A3 A7 513k & v D TEEICHE
x5 2 L ofEHiRIZIERIc% < 3D VRTIR
FEERLFEVBRIONEVLDOLBDH Y, EROEE
HEEOEE X # FHdifis g onE L, 272 L. FA
13 VRICIZIEHR ICHLR 23 & > T, THBFIT WL
BOMROTRENZ KL CTWET, 552 L2H5
i, 2 uF MTEMBLEDER LT —T 4 A
FPRE SRR ENDBPTVWIHIREH Y, Th
BERFELOENLDAELBVWE Lz, b L2
VIAT A4 TRBNED»272D0, £ HAMRH
&R T ED L TABERTN TV 57213 TRl
LI A —NDHTHEEFE L TS ZLBER
Ch B & o ICBuE T, gk L v H
BELTH, 7T—7 4 A b % DA D EHTREK &
LTRE AfkcHAAETNR TR XS IKBAT
Vol LlELE BROBYITIE, 2I0) LEE
2oz, TV TA T4 TTHERERLL
BunE L,

Since human beings can never be released from the body,
there is a tremendous amount of sensory information we
receive, and things like 3D and VR are not at a point
where they can surpass that capacity. So, I was impressed
anew with the importance of the actual viewing experi-
ence. However, [ am extremely interested in VR, and I feel
that it can open up other worlds. In my impression, the
actions that institutions and artists have taken in response
to the coronavirus pandemic have been rather similar, and
that made me feel uncomfortable. I wondered why people
couldn’t be more creative in their responses. I felt that

(RZzI(=RE<) 2019
Asking the Sculpture, 2019

behind this lay a dependence on public funding resulting
in a simple top-down flow of funds that produced meas-
ures complying to the same set of rules. With institutions
this may be unavoidable in some aspects, but regarding the
artists who are doing the actual end work, I became very
uncasy with the feeling that they were acting like parts of
the large organizations. I felt that it was exactly in times
like these that there should be more creative experimenta-
tion to find new forms of exhibiting works.

Ad@SEL LTIk [ZF] TF, CoOTPERSER
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Q1ePlease describe the state of your current creative activities during the COVID-19 pandemic.

Q2e Do you think that things you have experienced or observed during the COVID-19 pandemic have been
reflected in your works or forms of expression, or in your project plans?

Q3ePlease tell us your thoughts about how art can be viewed or about viewing venues/spaces in the future,
and about the value of having people see the actual artworks in person.

Q4 eDuring the COVID-19 pandemic, have you found any words or behavior that you have influenced of inspired
you from sources such as books, TV, the Internet or social media?

Something that emerged from the pandemic that
impressed me was the new term “san-mitsu” (the three
conditions of closed spaces, crowds and close contact that
facilitate the transmission of infectious diseases like
COVID-19). I still don’t understand what this strange
term means, but it seems to be some kind of magic spell
trying to say something but not really succeeding, and that
made a very strong impression on me. Another thing,
though it is not a word, concerns the reason why everyone
seemed to be reacting in similar ways, like I just men-
tioned. I wondered if it was something biological or some-
thing political. It impressed me that artists, whose work is

supposedly creative, and people involved in the arts were
acting in very similar ways. Another thing that left a strong
impression on me was “amabie” (images of a legendary
monster that forecasts abundant harvests or epidemics,
which became popular at shrines, etc., from around July of
2020). It may be just for diversion, but it was disturbing
for me to see this very Japanese interest in “omajinai’
(good luck charms/words with magic power, etc.) emerge
at a difficult time like this pandemic. I felt uneasy seeing
this trend when we should rather be cool-headed and
implement scientific pandemic measures. It discouraged
me to see the amabie image.

®
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GengoRaw (Tomoya Ishibashi + Kento Niikura)
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[TOKAS-Emerging 2021 [ak/x/FAH41]]. [TOKAS-
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Formed in 2018. Work in Tokyo. ISHIBASHI Tomoya: Born in
1990. Graduated with an MS in Biology from Waseda Uni-
versity. NIIKURA Kento: Born in 1989. Graduated with an
MS in Mathematics from Tokyo Institute of Technology.
Participation in TOKAS Programs: “TOKAS-Emerging 2021
‘Machine of Words'," “TOKAS-Emerging 2020 ‘Machine of
Words"."
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More time has been spent at home and the volume of our
creative work has increased. Rather than artistic output,
however, at this point it scems to be more a time to con-
centrate on input. So rather than actually creating works,
more time has been spent on research for future work.
Also, using remote communication environments, we have
been participating in many circle discussions and study
groups. However, as there became fewer and fewer places
to present works, we experienced a decrease in motivation
to create works because of the fewer possibilities of pre-
senting them. Regarding financing or grants, we did some
investigation of potential sources of funding, but work has
eventually kept us too busy to make any grant applica-
tions.
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There are some aspects of our GengoRaw theme of
“Machines and Words” that are not related to the condi-
tions of the coronavirus pandemic and therefore have not
changed. On the other hand, I believe that our online
exhibition BECV.jp, which we curated based on “The idea
that exhibition opportunities are something we create
ourselves,” was a project that was born of the unique envi-
ronment brought on by the pandemic. In it we collected
and studied tweets related to the pandemic and then cre-
ated works called bot “Infodemic” in which we created
tweets that had the same number of letters as cach day’s
new corona infections reported, and we believe that this
was a work that reflected the confusion generated on the
social media from a mechanical perspective.

We believe that, despite the pandemic being a time when
the number of things we can’ do increased, those restric-
tions can now be turned around and expanded on to give
birth to new things that we caz do. In our case, we began
doing online exhibitions and that provided us with the
opportunity to seek new possibilities for expression.
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We believe that using online exhibitions as an alternative
for real (in-person) viewing opportunities is not a practice
that makes full use of the advantages of the online plat-
form. Media where physicality is tied to art works will
never surpass the experience of real live viewing. Detri-
mental aspects will always emerge when works that are
online-adaptable are presented as they are in viewing situ-
ations on online media.

Our BECV.jp project experience showed us anew the dif-
ficulties of online exhibits. In the online environment,
where limitations cannot be placed on the viewers’ con-
sciousness or physical state, it is difficult to create a truly
strong, impactful viewing experience. The absence of
interaction or exchange between the viewer and the artist
is also painfully apparent. This made us newly aware of the
fact that viewing works in a real space is an experience that
builds new connections with viewers.

We want to continue to search for new ways to communi-
cate meaning online and better methods. Communicating
the meaning of works that make use of social media is
easier than simply using the online exhibition format for
existing works, and we find it also has a high degree of
compatibility for our theme of “Machines and Words.”
This past year has been a time that has forced us to think
again about the necessity of the physical sensations that
accompany the art viewing experience in real spaces, and
in addition, the necessity of the opportunity offered by
online exhibitions.
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Q1@ IRFHBICBIBFEPRPEIORRICOVTHATIZIL,

Q2@ NS BTOEER - BREFIPRE, EBEROPEICRRINZEBVITHN?

Q3@ NHLDERBRPEREMOD N APEBEOERBECOVTEDLICEAETN?
Q404 FLE, VT SNSAENSLARFWIIBENHECKBAZILEHEHVEITHN?

{Journey into Word2vec) 2020
Journey into Word2vec, 2020

On the Rhizomatiks’ Staying Tokyo and Playing Tokyo
programs broadcast every Friday, people active on the
front line in the arts, advertising and entertainment have
talked about ways that people are dealing with the corona
pandemic and have given their opinions and held discus-
sions on the subject that we have found very useful. Also,
in an article about the coronavirus written by Yuval Noah
Harari, the author of Sapiens: A Brief History of Human-
kind, he spoke about his views on globalism, nationalism,
privacy and health, while also posing informative ques-
tions about the world after corona from a broad perspec-
tive and with in-depth examinations that we found very
stimulating.
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' HIROSE Nana & NAGATANI Kazuma
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HIROSE Nana: Born in Osaka in1980. NAGATANI Kazuma:
Born in Hyogo in 1982. Live and work in Dusseldorf. Both
graduated from University of the Arts Bremen in 2014. Par-
ticipation in TOKAS Programs: “ACT (Artists Contemporary
TOKAS) Vol. 3 ‘Stasis Field 2020—2021'" 2021, “ACT
(Artists Contemporary TOKAS) Vol. 2 ‘Stasis Field’,” 2020,
“Research Residency Program 2017."
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In the past several years, we were able to travel to various
places through artist in residence programs and the like
and engage in creative work based on the travel experi-
ences and exchange with people in each vicinity, but we
have also suffered the consequences of increasingly strict
corona-induced travel and social distancing restrictions,
and now we are mainly conducting creative work in our
own studio and the local vicinity.

We have received financial support in the form of com-
pensation for losses in income from the government as a
private business owner, and we have also received grants
from the German state government and the National gov-
ernment public-funded arts foundation for the purpose of
restarting artistic activities.
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Due to the effects of the coronavirus pandemic, daily con-
ditions have been constantly changing and the rules we
live under have consequently been rewritten numerous
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times. The life circumstances we had taken for granted
have completely changed and we believe that the experi-
ence of having the values we had considered normal sud-
denly overturned has been reflected in our works and
modes of expression. Since we believe that artistic works
and modes of expression are products based on the
exchange between the creators and the viewers/audience,
we believe that the effects and changes occurring in them
are experienced on both sides.
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In Germany, where we live and work, new lockdowns were
enacted from November in 2020, and it closed down art
museums and theaters, etc. That has reinforced our inter-
est in the new possibilities in online and VR platforms for
arts viewing. In May, a new art award exclusively for VR
was established in Germany. These are areas that are
expected to grow in the future as developments of the
coming era, regardless of the effects of the corona pan-
demic, and for that reason we are interested in the new
possibilities they will offer for exhibitions and arts view-
ing. On the other hand, there are also many art works with
qualities that make them only fully appreciable in actual
in-person viewing and one with structures that can only be
viable in certain spaces or places, which leads us to the
conclusion that such works cannot be displayed online or

through VR.
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Early in life under lockdown, we found ourselves wonder-
ing how long these conditions would last, or when things
would get back to normal again. Then, an acquaintance
made the point on social media that there was no need to
return to the way things were before the pandemic,
because that was by no means a perfect world after all. We
found that to be a very stimulating idea. So, now we think
that conditions under the corona pandemic are not the
only problem and that we should take this opportunity to
re-examine the accepted state of life today and common
beliefs and attitudes at the most fundamental level and
re-evaluate the core elements of things once again.

(Why don’t cats wear shoes?) 2019
Why don't cats wear shoes?, 2019

Q1ePlease describe the state of your current creative activities during the COVID-19 pandemic.

Q2e Do you think that things you have experienced or observed during the COVID-19 pandemic have been
reflected in your works or forms of expression, or in your project plans?

Q3ePlease tell us your thoughts about how art can be viewed or about viewing venues/spaces in the future,
and about the value of having people see the actual artworks in person.

Q4 eDuring the COVID-19 pandemic, have you found any words or behavior that you have influenced of inspired
you from sources such as books, TV, the Internet or social media?
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Born in Oripaa (Finland) in 1986. Lives and works in Basel.
Graduated with an MA from Bern University of the Arts in
2014. Participation in TOKAS Program: “Basel-Tokyo Exchange
Residency Program 2019."
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The pandemic left it’s traces in the art world in Switzerland
too, a lot of shows were canceled or postponed. After
returning from my residency program, I took part in a
group exhibition in the art space “Kunst Raum Richen”
close to Basel. Said show was put together by a befriended
artist, who organized everything. It was a wonderful start
in a rather challenging time. I reccived some support by
the local community that funds the art space. Later on, I
had a solo exhibition, that was made possible through
Atclier Mondial - giving me the opportunity to show
works I created during my time in Japan. This exhibition
was supported by the Christoph Merian Foundation,
which also funds Atelier Mondial. While I write this text,

the third show is running at zsuzsa’s gallery, a small local
gallery in Central Switzerland. As you see, I had many
opportunities to show my work. While I was supported a
little by some of the exhibition organizers, I didn’t get any
support by the government, because I didnt meet the
necessary requirements for some support options and on
the other hand didn’t apply for other support, because I
didn’t see myself in a dire enough situation.
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While I certainly believe that some artists are profiting
creatively from this situation, I didn’t see much change in
the concepts of my work. But I might be wrong, since
daily life always influences our work, any kind of change of
behavior, political movements or in that case — a global
pandemic may have an impact on our work. What did
change, is the expectation towards possible exhibitions in
the future. It’s not that easy to plan ahead and it’s certainly
not easy to work for an audience that doesn’t pop up since
the museums and exhibition spaces are partly shut down
or started exhibitions without any opening ceremony. My
production effort and rate are mainly the same, but I have
to get used to produce for a silent audience.
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{Daily Exorcism) 2020
Daily Exorcism, 2020

Some time ago I recognized first galleries showing VR
representations of their exhibitions. The technology seems
still very young and first steps are done. Artists start to
incorporate new technologies fast and I think it doesn’t
take long until pure VR exhibitions can be seen online. It
will be a new field of presentation, and it will probably
work as a new way of understanding art. But I don’t think
it will substitute any kind of exhibition display that is
meant to show specific art works physically. With any
kind of presentation practice, there is a certain eligibility
for certain works of art. It’s just important to find the right
way of showing and perceiving what we understand as an
art work. It’s refreshing to see so many new approaches
towards curatorial practices, talks and shows. Speaking
about my drawings, I believe there is an indefinite number
of possibilities to show them, cither digitally or in a tradi-
tional situation. But it seems important to me to be aware
how our perception works and how an exhibition setting
is influencing the way we perceive and finally consume art.
The most preferred circumstance to show my work would
still require the visitor to be in close contact to the
drawing. Having the exhibition architecture and lighting
specifically arranged to interact with the surface of the
paper and the graphite with it’s reflecting and absorbing
qualities.
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I havent consumed more digital media since the pan-
demic started but started to communicate way more on
digital channels. From teaching classes online to contact-
ing friends and business partners, daily life has undergone
a huge change in the way I communicate. Meanwhile I
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took up studying Japanese during my free time since I plan
to spend more time in Japan in the future. There must be
some interaction and influence in my art works by the
study of Kanji, I presume. Reducing the amounts of exhi-
bitions, openings, presentations etc. left me with more free
time to spend (e.g language study).

©
Je Aok a5

HOJO Tomoko

Photo: rikiya nakamura

PROGRAM = p.74

PROFILE

1988EFEMBEE h, RRMAWS(CTER), 2016F0>
M= N2 = D DR | PRV i N
BT, TOKASBMT AT S LI [b—F3—T—VY 7>
FAR—ZL I FL 22020 BHEEE [TV —Fz—
I TERIIEE—ERRREETRT T L (LYY
(2020), [TOKAS-Emerging 2019[E%# 0 Z&H Tl % &,

Born in Aichi in 1988. Works in Tokyo. Graduated with an MA
from London College of Communication, University of the
Arts London in 2016. Participation in TOKAS Programs:
“TOKAS Creator-in-Residence 2020 Exhibition ‘Daisy
Chain’,” “Tokyo-Berlin Exchange Residency Program 2019,”
“TOKAS-Emerging 2019 ‘Sotto Voice',” and more.
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Due to the emergence of the coronavirus pandemic, the
situation changed dramatically for me, as planned exhibi-
tions, performances, concerts and the like in Berlin had to
be cancelled and the 6-month New York residency pro-
gram [ was scheduled to have beginning in July of 2020
was postponed indefinitely. I had spent a lot of time pre-
paring with the hope to open up new perspectives for my
future work through input from local rescarch and
exchange with people during 2020, so I was forced to
think about what to do in the face of this sudden change in
my situation. In the end, I decided to place top priority on
projects that could be conducted online. I have now been
doing things for which I had ideas in mind but hadn’t
started work on yet, such as releasing past sound tracks,
composing music picces and preparations for things like
publishing a record of past work, as well as starting work
on new ideas that had come to me under the new corona
conditions. For these projects I made use of funding
received from two public foundations and government
grant money.
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I think my experiences during the coronavirus pandemic
are reflected at least in my present creative work. At pres-
ent, [ am creating music for my concert in 2021, and it
seems this music will reflect parameters related to meas-
ures put in place for infection prevention, such as the dis-
tance between the performers and the audience. This can
be said to include ideas that would not have been present
if not for the corona pandemic. As for the possibilities of
opportunities to expand my forms of expression going
forward, I believe this will most certainly depend on what
kinds of restrictions become necessary. For example, in the
performing arts from now on, we can expect the emer-
gence of creative work where priority is placed on things
like the illumination potential and dimensions of screens
and the ease of perception of the images portrayed on
them as intended for live streaming and video recordings.
In that case, forms of expression that cannot be easily per-
ceived or understood on screens will either be eliminated
or presented through different methods. Depending on
the approach of the individual, I think restrictions can
lead cither to trivialization of forms of expression or
opportunities for new ones.
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Normally, I think that when a work in an exhibition is
accompanied by sound, headphones are most often used
to prevent interference of sound from other works in an
exhibition. With the need now for sterilization of such
headsets, they can still be used only if there are enough
workers available to perform that sterilization regularly,
but if not, the sound volume will have to be lowered, or
such sound-emitting works must be placed farther apart
or the mutual noise interference simply ignored. In fact,
when I participated in TOKAS CiR 2020 Exhibition at
TOKAS Hongo in July, there were plans for the display of
numerous sound-emitting works, but I was forced to
change the output of the works as a result. Online display
is optimal in terms of infection prevention, but on detri-
ment is that the effect of multi-channel works will be
decreased. Under present conditions, the search for better
forms of display and viewing experience will require close
and detailed consultations and trial and error will be nec-
essary between the creators, the curators and the institu-
tions in order to find the best compromises.

(B LoED (EASN2)E0#) 2019

Some (possible) leftovers from imaginary paintings, 2019

Q1ePlease describe the state of your current creative activities during the COVID-19 pandemic.

Q2e Do you think that things you have experienced or observed during the COVID-19 pandemic have been
reflected in your works or forms of expression, or in your project plans?

Q3ePlease tell us your thoughts about how art can be viewed or about viewing venues/spaces in the future,
and about the value of having people see the actual artworks in person.

Q4 eDuring the COVID-19 pandemic, have you found any words or behavior that you have influenced of inspired
you from sources such as books, TV, the Internet or social media?
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For a month after the declaration of the State of Emer-
gency on April 20, 2020, I participated in the “My Num-
ber Project” of the contemporary poetry unit TOLTA.
There were 16 participants, and once a day for a month a
line containing multiple numerals was composed and
added to the collection anonymously, and the resulting
collection of poems was published under the title Quiet as
itis, today’s town is one bit brighter. Amid the vague anxiety
and discontent that embraced society as a whole in which
we were forced to measure distances in the world though
numbers such as the daily infection counts and social dis-
tancing, etc., I recall feeling a strangely comforting sense of
connection with others living their individual daily lives
under the same conditions through these lines of poetry
that were added each day online. Also, there was a sense of
satisfaction and achievement with each passing day’s addi-
tion, and it inspired me to resume my creative activities.
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CONTRIBUTION ‘ Japan’s AIR programs in the COVID-19 pandemic

ODAI Mami (AIR director, Sapporo Tenjinyama Art Studio)

Artist-in-residence (AIR) programs are part of the infrastructure for the promotion of arts
and culture, and a defining characteristic of the AIR programs that have spread throughout
Japan in the past 30 years is the local orientation of their program operators, aiming mainly
to discover and promote regional resources, while also promoting local re-development
through the use of unoccupied residences and buildings and the like. Besides AIR programs,
this trend can also be seen in international arts exhibitions/fairs and other arts projects
conducted in localities around the country. Another trend in recent years is that, instead of
the common international programs bringing in overseas-based artists, a growing number of
AIR programs have been initiated for domestic Japanese artists, thus facilitating the continu-
ation of programs despite the COVID-19 pandemic, while also leading to the birth of new
AIR facilities.

The COVID-19 pandemic has had a devastating impact on AIR program operation in
Japan, due to their inherently low level of recognition and weak base of support, but active
communication between AIR program operators has seemingly proved to be a positive
side-effect inspired by the coronavirus pandemic. In May of 2020, an open call from AIR
Network Japan for an online “Tea Talk event for non-themed general sharing of information by
AIR program operator’s about current conditions,” which attracted a turnout of 80 partici-
pants. With the success of this event, the Sapporo Tenjinyama Art Studio organized an event in
August called the “Domestic AIR Operators Online Meeting,” which attracted another large
turnout of 76 representatives of facilities from Hokkaido in the north to Okinawa in the
south. The response and number of participants in this event and the information from
throughout the country brought to light the fact that many of the AIR operators were
struggling with difficult problems. Also, a survey* conducted of the participants in this event
in August revealed that about 70% had plans to continue their AIR programs in 2020.

This survey showed that severe restrictions on travel to and from abroad were placed
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Domestic AIR Operators Online Meeting

particularly on domestic institutions conducting
AIR programs that were dependent on public
funding or subsidy grants, and also that even
domestic travel was not easy, nonetheless, most
were still conducting their 2020 AIR programs.
Behind this finding seems to be a uniquely
Japanese condition, namely that budgets of local
governments and the grants they allot for
programs are provided as part of yearly budgets
that have to be used within the given year.
Therefore, institutions do not have the budget flexibility to allow programs to be postponed
into the following year. As a result, rather than cases where the institutions could debate and
make decisions on the viability of AIR programs even if the invited artists could not be
physically present, it appears that the institutions felt compelled to go ahead with their
planned programs which were already funded.

Furthermore, the COVID-19 pandemic makes it easier for another, darker side of the
Japanese character to come out—the side that wants to be rid of those who are different,
bothersome or causing interference. Although this trend differs in degree in different regions
of the country, one fears that the excessive sense of caution now prevalent in society, and the
very Japanese conditions that exist, may subject AIR programs to obstructive pressure of
varying degrees in the future. But it has become certain that this new pressure will become a
strong source of energy for the artists in their creative activities and for the AIR program
operators in their efforts to deal with it. As I have said above, the way that our AIR operators
have adapted to the unexpected conditions of the COVID-19 pandemic in Japan until now
has presented us with an opportunity to analyze our present state. When we return to the
question of what is the essence of AIR programs, we are forced to recognize that, as part of
the infrastructure that provides artists with the spaces and opportunities to engage in creative
activities, we must clearly show ourselves to be a flexible part of that infrastructure that
clearly stands as a counterpart to the society at large and its institutions that lack the flexi-
bility to change in response to the changing times. If I were to cite one example, it might be
Barbapapa, a program that has the ability to change its engagement format to be able to
successfully engage in play with children that they always become absorbed in.

(This is an edited version of the interview broadcast on AIR on AIR in Dec. 2020.)

*The results of the online survey conducted along with the participant applications for the “Domestic AIR Operators
Online Meeting,” event in August. Survey answers of the 77 respondents (breakdown: 17 public sector organiza-
tions, 29 private sector organizations and individuals). https://tenjinyamastudio.jp/

Other institutions conducting surveys on AIR organizations about the COVID-19 pandemic in Japan.

*Res Artis (May, 2020)

-Youkobo Art Space, Microresidence Network and AIR & Pandemic Research Lab (Dec. 2020)
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management of Sapporo Tenjinyama Art Studio. She has
conducted research on domestic and overseas AIR programs
and their backgrounds, and has been involved in numerous
projects for AIR program design, program operation and
creating infrastructure for creative activities.
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CcONTRIBUTION | Keeping the flame of creativity alive

Connie LAM (Executive Director, Hong Kong Arts Centre)

Hong Kong Arts Centre (HKAC) always believes in “art is life, life is art”; and the year of
2020 was the best timing to put this belief into test.

At the close of the second decade after the millennium, the globe experienced an unprec-
edented pandemic of COVID-19 which posed challenges to the human world, and the
world has officially come to the age of “new normal.” Preventive measure of social distancing
interrupted most of our daily activities, including those that take place in the art ecology.
With the closure of art venues, art exhibitions, performances, workshops and seminars, at
this critical moment, we are prompted to ignite our creativity in order to keep us to stay on
track with our mission of promoting contemporary arts and culture and making our city
artistically vibrant during times of turbulence such as this pandemic.

What's more important a lesson the whole humanity has to learn is the preciousness of
“staying together” despite the pandemic sets us apart. In this year, we all experienced isola-
tion, followed by anxiety and even depression as a result of lockdown of our city. We see
individuals who were desperate to express and to connect with one another, and it is at such
moment when we discovered that art is more than just for fun and leisure.

Technology is redefining art in strange, new ways, and the combination of modern tech-
nology and art serves as a possible solution in dealing with hardships that humanity faces
today, providing people with new ways to express themselves, and allowing more human
interaction. We also went virtual all of our art programmes online and on live. We believe
that our exploration will continue, as the Hong Kong government has just recently
announced their interest in the development of Art Tech, and will set up a task force
comprising representatives of the Innovation and Technology Bureau, the Commerce and
Economic Development Burecau (CEDB) as well as the Education Bureau (EDB), plus
representatives from the relevant sectors and non-government organisations (NGOs) to
formulate strategies and measures to develop and promote Art Tech.

The number of viewership of our online programmes revealed the deep desire of people
around world for artistic nourishment and entertainment. The setup of virtual galleries in
forms of AR and VR brought us one step further and made our online programme delivery
to become interactive and experiential.

Various online meeting means also enabled us to carry on with all sorts of seminars
and workshops for an exchange of ideas and dialogues, and we saw how enthusiastic

EFEHBT7— Y+t 2—(HKAC) h* 4> 54> TERMEL 72 [Nimrod Weis session from Jockey Club Pop-Up
Art Park-Roundtable Discussion]

“Nimrod Weis session from Jockey Club Pop-Up Art Park-Roundtable Discussion by Hong Kong Arts Centre”

Online version

participants had been in hearing each other’s thoughts, as well as making themselves

be heard.

Last but not the least, HKAC has joined hands with local art groups to safeguard the

creative life of the art practitioners. For instance, we collaborated with alocal theatre group
and launched a play reading programme which showcased the unpublished scripts of
twelve local playwrights through live-streaming. With more resources available, similar

programmes will be launched in the future as a token of support to the local art scene.
HKAC has wrought upon conceptions of space, time and technology, and how ‘art’ can
be applied under the “new normal,” and we believe that we're strong when we're together.
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Connie LAM

Connie Lam joined the HKAC in 1997 and has been the
Executive Director since 2009. Apart from working at the
HKAC, she has been sitting in the committees of a number
of arts and cultural bodies, as well as being a member in
judging panels of various video, visual arts and comics
competitions. She is a seasoned curator. Participated in
TOKAS Project Vol. 2 “FALSE SPACES" as a member of
Curatorial Team of HKAC with IP Yuk-Yiu in 2019.
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TOKAS Countermeasures in the COVID-19 Pandemic

Toward the Acquisition of New Methodologies
KONDO Yuki (Program Director, Tokyo Arts and Space)

The outbreak of COVID-19 that became apparent at the beginning of 2020 is still
spreading today. To help prevent the spread of corona infections, restriction had to be put
in place to prevent movement and contact, thus making international travel difficult and
causing the cancellation or postponement of many planned activities around the world.

At TOKAS, the thing that was affected most was probably our residency programs. The
artists in residence here that were scheduled to return home at the end March (2020)
suddenly saw their flights home cancelled one after another due to the COVID-19 shut-
down, leaving them stuck in Japan. Residence invitees from abroad and those scheduled to
go from Japan to our affiliated residence organizations overseas all had their residencies
postponed. While the artist who had traveled to Europe, where the epidemic was raging
most severely, became the object of anti-asian discrimination.

Meanwhile, exhibitions, lectures or events scheduled at TOKAS Hongo had to be
cancelled or changed in format, and it became impossible to hold workshops that involved
close contact with others or to support artistic activities overseas. Thus, for the artists
involved it surely became a difficult year of dealing with these situations and the changes
they caused.

At the same time, this became a period when TOKAS, like other institutions, worked to
develop new ICT-based methods such as projects or showing of works via video broadcasts
or 3D VR, online meetings and construction of remote venues, remote judging and the like,
all of which helped relieved artists of the need to engage in inadvisable travel or gatherings
in difficult places.

In this publication, you will find the results of artist and arts professional interviews and
questionnaires we initiated concerning their activities during the coronavirus pandemic.
Although we still find ourselves in a situation where true objectivity is difficult, we believe
in the significance of recording these voices while still in the midst of this very pandemic.

Although the current epidemic and frequent natural disasters experienced in recent
years are often being described as unprecedented, they are in fact events that have occurred
repeatedly throughout the history of the human race. Like the artists we see who have posi-
tively sought other new methods in the face of the current restrictions on exhibiting works
or finding facilities for their creative work, we at TOKAS are determined to continue posi-
tive reflection during this time of seeming stagnation to search for and acquire viable new
alternative methodologies.
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Online meetings with other affiliated residence facilities
and online residency activities were conducted.
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TOKAS Hongo

Tokyo
Contemporary Art Award
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TCAA nominated artists were connected online
with the selection committee in Japan and abroad.
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Everyone entering the venue sterilized their hands and
passed a temperature test.
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“OPEN SITE 5" opening talk was broadcast live online.

3. TOPEN SITE 5] T(¥Zoom*YouTube# &% EMA L
TREEL A S RIEET1,
The planners of “OPEN SITE 5" used Zoom and
YouTube to broadcast their projects online.
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Filming of the displays to produce 3D VR presenta-
tions of the exhibition spaces.
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Program Director: KONDO Yuki

TOKAS Hongo: KITO Sakiko, OSHIMA Ayako, ONO Junko, TSUJI Makiko

TOKAS Residency: OTAKE Kaori, UNO Ayumi, HANAOKA Mio, UCHIYAMA Fumiko, UEDA Kaoru, TAGUCHI Minako
Art Mediation and Arts Promotion / TCAA: FUNABASHI Makiko, ICHIKAWA Akiko, NAKAMURA Nami, SEKI Asako,
TAKECHI Asagi, YAMADA Eri
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