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Routes, Roots, and Departures

Since we opened in 2001, Tokyo Arts and Space (TOKAS) has conducted programs in
collaboration with international artists, curators, cultural organizations and others. TOKAS
Project, which began in 2018, aims to promote international exchange and address a wide
range of themes from multicultural perspectives. In 2021, the fourth year of the project,

we presented an exhibition of works by artists based in Germany, to commemorate both
10 years of exchange between TOKAS and Kunstraum Kreuzberg/Bethanien and 160 years
of diplomatic relations between Germany and Japan.

Compared to other major cities of the world, Berlin’s social structure and environment
make it easy for artists to thrive, and creators from all over the world have gathered to live
and work in the city. Sugito Yoshie, Takeda Tatsuma, and Yoshida Shingo, whose works
are featured in this exhibition, have also lived in Berlin for several years and have been
producing works with multifaceted perspectives on Europe’s unique history and diversity
while adapting to a different linguistic and cultural environment. They participated in
TOKAS'’s Residency Program for Japanese artists in Germany, exhibited their works at
Kunstraum Kreuzberg/Bethanien, and each of them deepened their knowledge and insight
through activities and interactions that leverage the networks they have cultivated thus far.

Due to the COVID-19 pandemic ongoing since last year, the participants other than
Yoshida were unable to come to Japan, and installation of their works was carried out on
their behalf with remote communication. However, when the works these artists produced
in the throes of a global crisis came together in Tokyo, each powerfully radiated its
creator’s individual character.

Also, there were screenings of video works by Martin Ebner, Joachim Fleischer,
and Stefanie Gaus, past participants in the TOKAS residency program who are currently
active in Germany. They produced documentaries capturing urban scenery that Japanese
tend to overlook, and compellingly convey the spirit of the times.

All six artists featured in this exhibition presented works made while living and working
in foreign countries. As it happens, this year Sugito, Takeda, and Yoshida have elected
to leave Berlin temporarily, for different reasons, and have begun living and working in new
places that are also removed from their places of origin. They have taken their own routes,
put down roots, and left vestiges of themselves behind. We are impressed by their power
to travel once more to new places, and have the highest expectations for the development
of their work in these new locations.

In addition to documentation of the exhibition and interviews with the artists conducted
via email, this book contains a 10-year overview of our activities in collaboration with
Kunstraum Kreuzberg/Bethanien.

Finally, we would like to express our most heartfelt gratitude to the participating artists,
the German Embassy in Tokyo, the Goethe-Institut Tokyo, and other related persons for their
generous cooperation which made this exhibition possible.

Tokyo Arts and Space
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In Europe during the 17th century, a time of dramatic advances in diplomacy and trade, numerous
still lifes of flowers were produced in an attempt to capture “the transient nature of beauty” in
painting. Beg@luse they featured flowers of various countries and seasons coexisting in one picture,
it is said thatthese floral still lifes reflected the utopian ideals of a time when societies were
internationalizing.

For the Skin Deep Beauty series, | painted on top of photographs of floral still lifes taken at
several different museums, and once the paint was dry | peeled it off and displayed the reverse side
to reveal a left-right reversed image, as if seen in a mirror. Once t‘b'e paint, representing “skin-deep
(superficial) beauty,” was peeled off, | encased it in a single sheet-ef resin.

In the 30 years since the fall of the Berlin Wall, the number of barfiers on the national and geopo-
litical boundaries of the world has increased exponentially, and the,globe is gradually becoming
ever more divided. In recent years, the utopia of an internationalized society has begun to collapse
like the Tower of Babel as its fundamental structural flaws are exposed. Still we cling to the
skin-deep beauty of ideals, and | endeavor to respond to the world by looking, through the lens of
art history, at what lurks beneath them.




{Skin Deep Beauty) 2021



{Skin Deep Beauty (No. 18)) 2021 10 N1 {Skin Deep Beauty) 2021
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In this exhibition, | present a video work, along with photographs and drawings, based on a legend
about forest spirits known as holets, handed down over generations in the small village of Bausen
on the border between France and Spain where | went to visit a friend. Holets are elves living in
forests and fields, analogous to Japanese mononoke which do mischief by beckoning walkers in
perilous directions or ensnaring them in traps, and | saw parallels with pareidolia (the psychological
phenomenon in which people see, for example, a rabbit in the full moon, a face in stains on the
wall, or in Japan, rocks resembling certain objects are often enshrined and deified at Shrines.)

In creating this work | was inspired by psychological perspectives on enigmatic, mysterious, and
paranormal phenomena.

17
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Meanwhile, the pyjamas in Night Wander were made withifabric colored with plant dyes, made
by boiling Chinese medicinal plants, herbs and spices. The moment iron bends, glass begins to
melt, and plant pigments interact with metal to produce vivid colors, new images begin to emerge.
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Bottom: {Night Wander) (&% /detail) 2021
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Drop Car was conceived as a video installation piece, and blends
photographic street views of nocturnal Tokyo, encapsuled in

an artificial glass drop shape, with images of blanket-covered
cars, as they are often visible in the quiet neighborhoods of
Sumida-ku district. The work is about a changing psychological
relationship of society towards the car, at a moment in time when
cars are becoming “intelligent” technological extensions of

the human body and psyche.

The final scene (titled One Less) is different, like a “small film
within the film,” showing a car picked by giant chopsticks from
a crowded highway and lifted up into the sky. This absurd,
but minimalist gesture points towards a certain aspect of positive
self-restriction, perceivable in Japanese culture, but maybe
applicable to everywhere.

The work is certainly inspired by the encounter with Japanese
avant-garde art and experimental film from the period between
1960 till 1990. Having walked urban areas in Tokyo, Osaka,
Kyoto, Hiroshima and other cities, | also experienced a special joy
in recognizing the inventiveness and beauty at the intersections
of quickly changing public and private spaces. If “artificial
intelligence” is something mostly invisible, also incorporated
in cars, then Japans animistic tradition might give a clue towards
a future co-relation of man and machine.

{Drop Car) 2018
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Martin EBNER, Ariane MULLER
Untitled (Tokyo)

Like a freewheeling unemployed cousin of Gibo-chan (the official mascot of Edo-Tokyo Museum,)
this obviously non-Japanese person in costume resembles a tin can and tries to communicate

with residents and passersby by offering them three gestures that could be danced versions of
Rock-paper-scissors (in Japanese: Janken.) It wanders Tokyo’s streets in an attempt to make friends,
but can’t really distinguish between people and vending machines or cars.
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The film shows intefven:
in urban and public spaces in Tokyo. The work follows
the principle of scanning of oquts, places or architecture.
Light marks and transforms the place into a different
perception. Various locations in Aoyama have been
chosen for the act of scanning. On the one hand, it was
of interest which places can be transformed and which
change of meaning results. A kind of light stick serves as
an instrument for the scans. This creates, for example,

a light surface that is placed in the urban space and marks
a zone that is left out by light. This light surface was
always projected on the ground by one person in a public
place at different points. The area deliberately stands

in the way on the sidewalk or in the ascending and
descending metro station. A place of spatial and temporal
recess, a sort of emptiness is created. A pause. People
stream past it, the surface of light is present and acts like
a solid object, it is noticed... you walk past it. Although this
place “only” consists of light. This pause continues with
the scanning of architecture and squares in the urban
space of Tokyo. Stopping, reading with light from wha 7
has been found. '

The other films show works in public space w
reference to architecture. Miinsterscanning.is

inside to the outside and vice versa. This = .=
creates a continuous transformation of the TOWIGF-
helmet. Carrying light in the room can also be found'
in the work White eats Black, two robots “carry” light
through the room. The work Tomogramm scans levels
of an 80m long corridor in a programmed sequence.
As in a computer tomography, the architecture will be
disassembled in their levels.
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{Slow Light — Scanning Tokio) 2014
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Top: {White eats Black) 2018, Bottom: {Tomogramm) 2015
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RTIF=—HIR/TrNh—-HFyTiL
{Beyond Metabolism)

Stefanie GAUS / Volker SATTEL
Beyond Metabolism

First triangles, then hexagons — the hexagon as the geometric DNA of an erratic architectural
structure with an eerie lack of scale. Slowly, in the succession of hallways, apertures, views,
and spaces, an enormous construction is disclosed. Already in its first images, Beyond Metabolism
conveys a fascination for a utopia of architecture that imagines life in future societies in flexible,
large structures, expandable at will. We find ourselves in the interior of the International Conference
Center in Kyoto, which was built in 1966 by the Japanese architect Otani Sachio — a student of
the famous Tange Kenzo. Following an interpreter’s narrative, fragments of documentary archive
material recall what may be the most significant event ever to occur at this place, the 1997 United
Nations Climate Change Conference.

In Beyond Metabolism, filmed during an artist residency at Villa Kamogawa, Goethe Institut
Kyoto, Stefanie Gaus and Volker Sattel question our idealistic future in post high economic
growth era, with the help from this building, which is significant not only for Japans past and
present situation.
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In conjunction with this exhibition, we conducted e-mail interviews
with the artists on two occasions (February and September 2021.)
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TAKEDA Tatsuma

You began exhibiting overseas around 2013 and
moved to Dresden in 2014. Was there anything in
particular that motivated you?

There was no one particular impetus. During some
time off between high school and university, and then
while | was a student at Tama Art University, | got

a strong sense of how difficult it would be to live as
an artist in Japan. So, after graduating from university,
| began vaguely thinking about moving overseas,
and | made financial preparations and did some
research on where to move. During this period,

| traveled to Berlin twice and experienced the actual
flavor of life in Berlin through interaction with local
students and artists.

I moved to Berlin in 2013, but soon afterward | was
accepted at the Dresden Academy of Fine Arts, so |
was back and forth between Berlin and Dresden for
the first year and a half.

What was it that made you select Berlin? Do you
intend to continue living there indefinitely?

| chose Berlin as my base of operations because at
the time it still had both a low cost of living and a lively
art scene, and | got the sense that all kinds of artists
could live and work there with minimal resources.
Now rents are soaring and that kind of DIY appeal
is fading, but even today | think it's a great city for
people with unstable occupations, like artists, to live
in. For example, as soon as the COVID-19 lockdown
began, financial aid was given out to freelancers,
including artists.

For the time being I'd like to remain based in Berlin
and continue my activities in Europe, while at the
same time focusing on activities in Japan.

In living and working overseas, what are the
differences from Japan, or the benefits and
drawbacks, that you’ve noticed?

In Europe, even people who are not in the arts,
including those in national and local government,
have high levels of understanding of art and artists,
so it feels easy to find one’s place in society. Also,
in any city of a certain size in Germany, there are
not only galleries and museums but also various
types of exhibition spaces such as project spaces,
Kunstverein,' and Kunsthalle,? and exhibition and

1 Kunstverein are art associations that act as a bridge between
citizens and contemporary art by holding exhibitions and selling
works to members. Germany has more than 300 art associations
in various areas and regions. The exhibition venues run by these
associations are also collectively known as Kunstverein.

2 Kunsthalle are primarily non-profit exhibition facilities that do not
have their own permanent collections.
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studio subsidies are available in various areas, so all
kinds of activities are possible.

On the other hand, being based overseas means
you dealing with the language barrier, having to
renew your visa on a regular basis and so on, and
even without directly impacting artistic activities,
these things can be time-consuming and stressful.
Nonetheless, I'd say that Germany is a welcoming
country for foreigners.

What made you want to participate in the TOKAS
Residency Program?

| was based in Dresden until | joined the Residency
Program. Unlike Berlin, Dresden is a conservative
German city. Though | was just a student at the time,
| felt Dresden was a difficult place to live as

a foreign artist, so | decided to return to Berlin after
completing the diploma program. I've had friends
and acquaintances take part in the residency since
the days when it was Tokyo Wonder Site, so | applied
for it with the hope of building on what I'd been
doing in Dresden.

How do you think the global pandemic and the
increasing polarization of society will affect your work
in the future?

| often take an interest in human activity from a
historical and anthropological perspective, and | think
global events will naturally affect what | do and may
add new meanings to past works.

As the world becomes more internationalized and
transnational, in historical terms it’s only natural that
opposition to this progress is growing more vehement.
However, now with the pandemic there’s a worldwide
trend toward ever more exclusionary thinking, so | feel
it is important to use art not only to present a common
cultural language, but also to highlight differences.

Skin Deep Beauty was produced by reproducing still
life paintings photographed at museums. Why did you
decide to shoot the paintings at an angle rather than
from the front?

The Skin Deep Beauty series was initially based on
frontally shot images made available by museums

in their online archives. In recent years, I've been
basing the works on photographs of paintings | took
on actual visits to museums. | realized that because
of where the paintings are hung, the reflections

on their surfaces and so forth, with most paintings

at museums you can’t actually stand right in front of
them and view them face-on from a fixed point. When
| started using this approach, it was right around the
beginning of the pandemic, so | was quite conscious
of keeping my distance from “others.” By incorporating
the angles that | actually experienced into the works,
| embody this sense of distance from “others” and the
distortions it causes.
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Please tell us something about how you handle color.
Also, you are working on different surfaces than when
you showed your work in Bethanien in 2017 — what
changes occur when the work is encased in resin?

My color vision is impaired, so when | incorporated
existing paintings into my works, | worked with a color
recognition app. This process sparked an interest in
what lies beneath the surfaces of things, and motivated
me to start the Skin Deep Beauty series.

The floral pieces | showed at Bethanien were
made from photographs of actual flowers, bought at
a flower shop run by immigrants in Berlin. The works
encased in resin are based on still lifes of flowers
painted around the 17th century, when it is said that
the internationalization of society began, and | drew
on ideas people had at that time about immortalizing
decaying beauty through painting.

For this exhibition, you could not be present, and
installation work was carried out remotely. For the
first time, the approach of cutting out lighting with
cutter lights was used. Was there anything you kept
in mind while dealing with a structure that differed
from past exhibitions?

Making a work based on a painting | had actually

gone to see, and now seeing that work installed
remotely at a distance of about 9,000 km, was

an interesting experience. This time | was able to use
an entire room, so | aimed for a spatial composition
that would enable people in the space to feel a sense
of distance in various ways, focusing not so much of
the individual works as on the relationships and spaces
between them.

YOSHIDA Shingo

You produce work while traveling around the world.
How has your stay in Berlin related to your long-term
perspective?

My initial motivation for going to Berlin was that some
French friends and | were able to rent the first floor of
a large building, formerly occupied by the Stasi, the
East German secret police and intelligence agency, at
an amazingly low cost. After that, | participated in the
Japanese Agency for Cultural Affairs overseas training
program, which led to a long-term stay. At that time, |
was able to make Berlin my base of operations while
flying here and there around the world on budget
airlines, and as | watched the city transform into a full-
fledged capital, | felt a sense of excitement every day.
Berlin is a truly vibrant city where many people come
from all over the world to explore new possibilities and
take on new challenges, and at the same time there
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is abundant nature in the surrounding countryside,
and the more leisurely pace of life makes it easy to
concentrate on making art. On the other hand, in the
former East Berlin away from the busy downtown,
there was a bizarre sense as if time had stopped. |
was happy to be able to observe and experience a
period of time when Berlin was accepting various
changes in ideas, values, working styles, lifestyles,
and society.

My “working while traveling around the world”
originated with a video performance piece | released
as a student in France around 2003. It involved
tossing a suitcase randomly and going in the direction
it landed, traveling to different parts of the world with
different ways of thinking and social norms. The work
was about questioning your own values and identity,
about exploring what is essential and true, while at
the same time allowing yourself to feel outrage at the
absurdities of the world relating to race, nationality,
borders, economy, society, wealth and poverty,
power, systems, order, and the things people take for
granted. However, | kept in mind that | was a guest,
and just as you should not barge into someone’s
house, criticize them, and impose your own ideas, my
goal was to be an artist who acts as an intermediary,
creating opportunities for dialogue, and as a detective
making observations about society.

My stay in Berlin will end in May of this year (2021,
and I'll go back to France. There’s no particular
reason, you could say I'm operating by intuition. Just
when | was realizing that the “wall” | needed to get
over before | could blend in with German society was
too high for me, some old friends reached out to me
from France, so the timing seemed right.

In living and working overseas, what are the
differences from Japan, or the benefits and
drawbacks, that you’ve noticed?

Japanese society has rules that seem to get more
rigid year by year, and it feels a bit claustrophobic,

but | think the national character is wonderful and it
enables people to maintain social order and unite
around common values like safety, cleanliness,
relationships of mutual trust, respect, and kindness

to others. However, | believe the time will come

when Japan becomes a truly global society, and as
immigration brings in more people born and raised in
different places, with different ideologies and senses
of right and wrong, we will see significant conflicts and
discrimination bubble up to the surface in a way we’re
not yet seeing today.

If you look back at our history, there has been plenty
of discrimination in Japan, and racial discrimination
exists today. Recently these issues have been more or
less out of sight, out of mind, and people have been
able to take a passive attitude, like “racial issues affect
countries on the continents, which share land borders,
it's nothing to do with an island nation like ours,” but
as things become more internationalized we are going
to do more soul-searching. To that end, | think it’s vital

HIFEBEOLVEBWET, LAL. 5B EFnbEL—
Wb/ T7HaX—PHE—HELIALLEZ (DI
BEAIBELIED. AYOE/RTHS O— Lt R(Th>
TeB . RERBRPEFNNSULICRET 2N
BEIHNBTLES,

BHEEIRDENE BAERNTOZKDER Do/,
ANEICERT2ERHBFEELTOET, [ AERREL R
EOKEOMETHY, BEICL-TDEWELI LB%E
BLL. BFHORBTESCHAEF(VHTWEEFED.
ECLoTLY—EECHMTICEONDTLLD. %
DlHIch, FMPLHEFOME #RMELLOEKH
LEBEPHAERF LR TEXL] 2R T ANIHEN
RERLEZET,

BIOBAPEBLLLDITTE2<BNELAL. EX
HIcEAZERALAVREAOT BEEFIEICES
HRDEDLBRBDADHNET, TREEARDL-D, 4
DEHENBALAVD. ACHEOROT HFLEN/
TNBULIENMEBRICITDARVTT,

INEREX, GIET 2 LTcoORKLEDENL, FIFIE
EOHFELLBVET, BATIRMOZLICH L CIEE
SNEZBELHVETA mAVR, BIKEN R, LRIAE
[CIRRATNBRELALE T, TRIEEWICERLDODW
EDEWHS DB LD LLNEE A

SOYREMO BB A0S VA LRPHB O ML
ElE FHECEELHDEL D

BETOY I MEDBLECE ADIDREECHIRE
DELDLHEDT, HHEEFBLTHE TN SvTFIvs
[C&oT2BBCLICERDORRHLIZE D B726. FRITHE
EIATEONEYCHLNTT, LAl BEEEINE
BERRWCERPHZ ICARVFrRbHNET, HEAD GO
TO IR FroR—v | FIALELEL, RITEORRR
ZEHFEBEIFNCEEICEDLAVICEATLE,

ElCk->TIIREABEEZIEE WS BRRESTT AN 3
AEERLLEVEFFLHIE. CoZhRPCHSWED
HLEL, BRIRBBLEIVR, KITIETEZDT (¥
YROBRDOY I LY VRICIE, bEeny Fy & iRHRth
LLGERAT RERAOCEBRAFTRROL—R0—22%
M) EHLAZLSICHERLAEDDLEL

FMmomzoT

SELBKFRICINZ, TEMEREFn—( Y I ERm%E#RA
BhEINFLEN EQLSLEMBREBRLEL LD

Fa—(v 73 BE/BEERLIRIIC, BELLIBAT
THERBECERGLEZATLNOLSIC, Wb A —F=
FRLADES hFETHELRI D, B ODLENNEO
TATVTAT4RE L. BB LV —BER T
DICHEITLTHELTCELEAATT, 24 v T=5=
TAVI I FENEERANCEOTHHRDOVTARBETHR
ARENSBEHRANTT,

52 B3

to educate young people to accept different cultures
by learning about international issues like conflict and
migration, and about social order.

I’'m not saying that life overseas is a picnic, and in a
society where not trusting others is the norm, there’s
always a sense of nervous tension in daily life. But
because this is a multi-ethnic country where the same
social norms don’t apply to everyone, it’s easy for
me personally to live, without demanding too much
from others, neither placing expectations on them nor
having theirs placed on me.

In that light, | think the difference in making art here
rather than in Japan has to do with whether or not
precedents are emphasized. Overseas, too, people
sometimes hesitate when they’re presented with
something unfamiliar, but | feel they tend to be more
positive and accepting, like “Hey, that’'s something
new, that'’s interesting.” It may come from being used
to cultural differences, and encountering others with
whom you don’t have a mutual understanding.

Has the global pandemic and the increasing
polarization of society affected your work?

Even under ordinary circumstances, there are
always obstacles and restrictions that come with
every project, so I'm used to it to some extent. But
it's really difficult to plan travel, because situations
at national borders change every other week due
to the pandemic. However, seen from a different
perspective, there are interesting things about these
times, and unusual opportunities. | took advantage
of Japan’s “Go To Travel” campaign, and | was easily
able to reschedule flights, so it was as hassle-free as
getting on a train.

In some countries curfews are strictly enforced,
but my curiosity about how things look under
extraordinary circumstances got the better of me,
and | would sneak out in the middle of the night. Even
with restrictions on public life, it was possible to travel,
so for example, during the first lockdown in the UK |
deliberately chose London as a stopover and explored
Heathrow Airport, which was like a ghost city | had
all to myself.

In this exhibition, in addition to a video work, you
also presented a combination of photographs and
drawings. What did you have in mind in terms of
spatial composition?

| think of the drawings as separate from the
photographs and videos, but | depict emotions and
experiences from the sites where | shot the photos
and videos, like a diary, using a technique something
like automatism. It's a parallel creative practice | use
to better understand myself. The title Enigmatique
speaks to the fact that it's mysterious, cryptic, an
enigma, even for the person who drew it.

Some people may be taken aback by the style,
which is completely different from the video and
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photographic works. Of course, from the point of view
of someone who specializes in painting or something,
this may not be good art, but | think that everyone can
relate to this Art Brut-like mad impulse to create that
springs up from within.

| realize there are pros and cons to showing
these two extremes, but | designed this exhibition
space in the hope that new, unexpected side effects
would appear.

The work titled Enigmatique employs a collage
technique. What can you say about the, indeed,
enigmatic atmosphere generated by the postcard,
mysterious box, photograph of white horses and so on
in this work?

Another project of mine is titled Postcards. Picture
postcards are a means of communicating with people
far away, or recording memories of places you've
visited, relating to the desire to share a moment in
your life with someone else. I'm fascinated by these
worn-out postcards from the past, and | sometimes
visit places shown on old postcards, travel to historical
sites or go on foot in search of the address of the
sender or recipient, checking what it looks like today
while exploring connections between past and
present. This is kind of a speculative research and
documentary activity that asks “What if...?”

and envisions the possibility of creating something
by synchronizing and comparing past stories
concealed in postcards with the present. Based on
the Postcards concept, this time | aimed to produce
something from which each viewer can assemble
their own story, based on fragments of the real world
obtained on site, such as journal entries and personal
drawings from memory, a small box, and video
footage of my visit to the village of Baussen along
the French-Spanish border.

Did the effects of the COVID-19 pandemic reach
Baussen? And did you personally experience the
legacy of holets?

Baussen is actually smaller than a village, it's a hamlet
with a population of about 40, so there was almost
no contact with the outside world and no one got
infected with COVID-19, but my friends told me that
during the pandemic lockdown, they had to strictly
self-quarantine at home and could not take a single
step outside for several weeks, even to take a walk in
the woods with nobody around. At the time, police in
helicopters were rigorously enforcing the lockdown
by patrolling all of Spain and France, even the forest
where there are no people whatsoever. When they
went for a walk in the woods for a change of pace,
at one point they suddenly had to evade the police,
and they hid out in their car parked near the forest’s
edge, barely daring to breathe.

As for the legacy of holets, | spoke with a friend
about how people in the old days probably imagined
holets due to night-time optical illusions, like you

St fr1zoc

EROESIPEIBEOBFEERLELTCWEEEDN. [T
DN DHBELTITATDE] BT TEEIE
fEEhTWET, Wb ZEADHEICHUT 2510, 2
FNHLPAREEEL T EHOBREABOTES
WHEWSZLELRBWET,

PHERIT

REBEMRZFZZEITCICRAYNEBoLZo0TIEH
Uk 3w

REEZHI L BAOKZRTREOMEE T LR
HTWEL, LB GEEROEELICOVTHAT
WT HDBRWEERE—DDEEB/THILT. ZnICEE
BRDEEZ-DIPEONTTT, oo FAY DRI AV
RV RE—DFEAT Oy bTn, EfiEORE T
TEELAWRT—ILRICKEIL, ZETRI>TWVDILE
[EDWTHID W EB WL, REE FAYDKRFETH
B 7RCITobOD BEFICRLCTHTIVIART
BRABERICADT ATAT7ICELONAN, BRHEDS
WBERNSI S A TRATWEL .,

RV EBALEBRIIERATTD, $25%b~ LYY
TEFELEVWTT D

FAYERThSETEAEEEALLEZY. BNDORES
OV MCBMT 2R LS olcfcsd, Ny V(TR
RNTEBL TV 2EHBEDEVHNER A, . R~y
VIFETHERTHINEIBF T WOTOR2TIhN
BIR—LDESBIBEAALEERELTWET, Fiz RYvh
DERHA~DBE N ETHL B SHELEILLT—C
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Uk 3w

REZIVHZITTH BRH2EYCHENEZERT
EBTRIIEENZHNE L. ZCTORECHEEL.
BOBEEDNYI IOV RERELIZBERLDIELID
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get when you’re climbing a mountain and see faces
in the trees. In Japan there are korpokkur, little
people in Ainu legends, and mononoke and yokai,
supernatural beings said to live in the forest, are
similar phenomena. And in Iceland, they actually
have an EIf Heritage Protection Law. A majority of
the population believes elves may exist, and national
highways are routed around cliffs inhabited by elves
to avoid incurring their wrath. | think these beliefs
are similar to Japanese Shinto, that is, the ethos

of humans interacting with nature in such a way that
we coexist.

SUGITO Yoshie

What made you decide to move to Germany
immediately after graduating from Musashino
Art University?

When | was an undergraduate, | decided to study
painting at an overseas graduate school. At the
time, | was struggling with how to discuss paintings
in words, and | thought that | could tackle this head-
on by learning a new language from scratch. | was
also impressed by the scale of sculptural projects at
Minster and Documenta in Germany, which went
beyond the walls of museums, and | wanted to know
more about what was happening there. In fact,

| attended a painting class at a university in Germany,
but | was surprised to find the atmosphere was

quite academic and didn’t suit me, so | ended up

in a sculpture class with a high degree of freedom
that didn’t restrict us in terms of media.

Why did you choose Berlin? Do you want to continue
living there in the future?

| had many opportunities to travel around various
cities in Germany and participate in overseas
residency projects, so | don’t have much of a sense of
putting down roots in Berlin. However, Berlin is

a very free and open place, and it feels like a home
that | can always come back to. | think another
advantage is that it's very easy to get from Berlin to
other cities, and you can easily come into contact
with a range of culture and art. During the pandemic,
with museums closed and movement restricted,

I've really come to understand how important this is.

In living and working overseas, what are the
differences from Japan, or the benefits and
drawbacks, that you’ve noticed?

I've had many opportunities to exhibit in historic
buildings and unusual spaces, including Bethanein.
Some of the histories and narratives there are

z'leoe
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interesting to me because they’re so foreign and far
removed from my own background, but at the same
time, there are times when | try to find some common
ground with my own experience. Engaging with both
of these contradictory feelings while producing my
work is a lengthy process of trial and error. In that
sense, when I'm working in Japan things go faster,
since this back-and-forth takes less time and | can
connect directly to the themes I’'m dealing with.

What was your motivation for participating in the
TOKAS Residency Program?

| think it was the TOKAS residency that enabled me

to produce an interactive, dialogue-style performance.
First, | envisioned both Japanese and German viewers
and participants, which meant there were a total of
three languages used in the dialogue among the
performers, and the gaps that occurred between the
dialogues were incorporated into the performance.
And | think the TOKAS residency was an open-ended
place conducive to organizing something like this.

How do you think the global pandemic and the
increasing polarization of society will affect your work
in the future?

As long as I'm living as an expat, not a citizen of my
country of residence, | have a sense of crisis about
challenges | might face, depending on the social
situation. During the pandemic, I've tried to be attuned
to what'’s happening in society. Personally | have not
incorporated it into what | express with my work, but

| think that discussing and debating social issues and
saying what you think are an indispensable part of life.

The performance presented in Bethanein, involving
dialogue between a girl and viewers, was adapted in
print form as PYJAMA WEARERS for this exhibition.
Pieces of magnetized stoneware were placed in the
corner of the prints, and Night Wander combines
fabric, steel, and glass in an organic form. Was there
anything you were particularly conscious of in terms of
the development of the work and the dialogue among
the materials?

In my prints, | try to connect continuous images and
fragments of scenes to render them visible to the
viewer’s mind’s eye. Things do not occur in a single,
uniform world, and allowing foreign objects to enter
the field of view fulfills the function of pulling the
viewer into a space outside the picture. The same is
true of the performance, where narratives emerged
through dialogue between the audience and the
performer, and also the installation, where | created
a space where dialogue takes place through materials
and images instead of words.

You were in Berlin when this exhibition was being
installed, and the installation work was carried out

61c0C

A2 RIT B [Hibernationstation ] BRER 2021
Klosterruine Berlin, Photo Credit: Juan Saez
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remotely. How did you feel seeing your work set up
over video, in a place so far away?

In the process of planning an installation, | make a

lot of drawings for the installation while also creating
three-dimensional works. The drawings clearly show
what my priorities are for the project, so | always

try to keep the drawings in mind as | make physical
decisions. This time | supervised the installation
remotely, but it was actually very refreshing to put the
subtleties and details that | envisioned in my drawings
into words so as to convey them to others, to have
them receive the messages, and to watch the work
take shape that way.

Your works deal with subtle gaps between people,
and things that emerge unconsciously or randomly
without us willing them (pyjamas representing sleep
and dreams, coffee fortune-telling), and there was
a sense that the remote installation process itself,
of completing a work in a space while allowing or
correcting gaps with others, became one of the
elements that made up your work as a whole.

Because of the time difference between Berlin and
Japan, the work took place at an unusual time for me,
between midnight and dawn. It was a very strange
experience to watch on screen the “pyjama” pieces
being assembled in the venue lit by the sun, while |
was in my dark, quiet room over here.

What can you tell us about the relation to your solo
exhibition “Hibernationstation,”® which opened in
Berlin while Routes/Roots was in session? Girl in
Pyjamas (Bethanien) seems to tell a story about the
pyjamas that glimmer in your prints at TOKAS Hongo,
and the party with a sleepwalking giant (in Berlin) also
seems to share the theme of sleep.

The venue in Berlin (Klosterruine Berlin) was a former
monastery where the roof had burnt, and it was
semi-outdoor. | made an installation with the theme

of a pyjama party before going into hibernation. The
“pyjamas” grew in size to fit the building’s interior, and
the limbs inside them were stretched. On the other
hand, the people in the prints at TOKAS are teenagers
wearing pyjamas, spending their time freely in

color fields until it’s time to go to bed. Pyjamas are

a costume for sleep, and the time between when

you put on your pyjamas and when you fall asleep
can be regarded as a kind of ceremony in the midst
of daily life.

3 £1§:2021/9/16-10/17
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TAKEDA Tatsuma
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2021

[De Liefde | [{ERE] (puntWG, 7LRF AL L)

faLsvavB1 Inner Cosmology ] (&R21H#2£Hi8)
[VOCAE 2021 HREMOEE—F LW FEOER/H—]
(LB oFREME, /R)

2020

[Skin Deep Beauty | [fE] (Cité internationale des arts, /<)
[z T—F4 R LI 32020] (BAZFHENE. =R
[MEISTER 20 (Motorenhalle. Projektzentrum zeitgendssische
Kunst, FLRXF >, F4Y)

2019

[Chronicle] (Projektraum Kunstquartier Bethanien, ~/LU>)
2018

[Death Becomes Her] [fE&] (Kunstquartier Bethanien, ~>)
TPATCHWORK J (STOFF-PAVILLON, /b, F4Y)

[Lowen Safari -L21-] (#¥ Rk AL Yz 24 R)

2017

IDiplomausstellung | (Oktogon, FL 27>, FAY)
lJahresausstellung] (FLRFVEHiRZ, F4v)

Participated in Tokyo-Berlin Exchange Residency
Program (2017)

Born in 1988 in Kumamoto. Lives and works in
Amsterdam/Berlin. Earned a Meister’s degree with
Prof. Carsten Nicolai, Dresden Academy of Fine Arts,
Dresden, Germany in 2020.

Recent major exhibitions:

2021

“De Liefde,” [Solo exhibition] puntWG, Amsterdam
“Collection Exhibition 1: Inner Cosmology,” 21st Century
Museum of Contemporary Art, Kanazawa

“VOCA 2021 - The Vison of Contemporary Art,” The
Ueno Royal Museum

2020

“Skin Deep Beauty,” [Solo exhibition] Cite internationale
des arts, Paris

“Shell Artist Selection 2020,” The National Art Center,
Tokyo

“MEISTER 2020,” Motorenhalle. Projektzentrum fiir
Zeitgendssische Kunst, Dresden, Germany

2019

“Chronicle,” Projektraum Kunstquartier Bethanien,
Berlin

2018

“Death Becomes Her,” [Solo exhibition] Kunstquartier
Bethanien, Berlin

“PATCHWORK,” STOFF-PAVILLION, Cologne, Germany
“Loéwen Safari,” Kunsthalle Luzern, Switzerland

2017

“Diplomausstellung,” Oktogon, Dresden, Germany
“Jahresausstellung 2017,” Dresden Academy of Fine
Arts, Germany

— List of Works

{Skin Deep Beauty (No. 9))
2020/ 610X 515X20 mm

{Skin Deep Beauty (No. 10))
2020/ 910X 315X 20 mm

{Skin Deep Beauty (No. 1))
2020 /620X527X18 mm

{Skin Deep Beauty (No. 12))
2020 /800%X307X19 mm

{Skin Deep Beauty (No. 13))
2020 /1035 X195 %19 mm

{Skin Deep Beauty (No. 14))
2020 /1100 X540 X19 mm

{Skin Deep Beauty (No. 15))
2020/ 710X145X17 mm

{Skin Deep Beauty (No. 16))
2020/ 670X295X20 mm

{Skin Deep Beauty (No. 17))
2020 / 740X 370X 20 mm

{Skin Deep Beauty (No. 18))
2020/820X405X22 mm

{Skin Deep Beauty (No. 19))
2020/290X80X18 mm

{Skin Deep Beauty (No. 20))
2020 /940X 450X 20 mm

IRTTIUMEOE, HIfE, T4, 8 XTVLR

All Works: Acrylic paint, resin, rubber, iron, stainless steel
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www.shingoyoshida.com
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EEQELETE LRE
2021

63 minutes |

(HARABEL Contemporary Art Platform 74 77 7/L/8=7)
TEARTH, t.b.a.] (Haus am Liitzowplatz (HaL), ~<tY>)
2020

[Berlin Video Art Festival Programme ] [ L]
(Berlinische Galerie Museum of Modern Art, ~_LY>)

[—The Summit—I& Lt | {BE]

(Loko Gallery, SB12 BB LL HFM GRS IEEIET 0 ST 4 'HR)
2019

TWATER(PROOF)]

(MOMENTUM — Kunstquartier Bethanein, <))
2018

lVideoart at Midnight Festival *18, 10th anniversary|
[_EB&] (Kino Babylon, ~y>)

THidden Places | ] (Mikiko Sato Gallery, /x> 714, FAY)
[The Cuckoo’s Nest| [fB/&] (Pavillon am Milchhof, ~U3)
2017

[Landscapes of Loss | (COP23 EESIREEIHASKE 23 E 4
HIERE (K1 VBIEREE, ~YY)
2016

[R#ICI->T/ BEREFT—EAROLELIORRER]
(BB RS REMEMIRE)

Participated in Tokyo-Berlin Exchange Residency
Program (2015)

Born in Tokyo in 1974. Lives and works in Marseille.
Earned at La Villa Arson - Ecole Nationale Supérieure
d'art in Nice France in 2004. In 2005 earned a
Postgraduate Diploma at the Ecole Nationale
Supérieure des Beaux-Arts de Lyon, and subsequently
in 2007 received another Postgraduate Diploma
Programme La Seine at the Ecole Nationale Supérieure
des Beaux-Arts de Paris.



Recent major exhibitions & screenings:

2021

“63 minutes,” HARABEL Contemporary Art Platform
Tirana, Albania

“EARTH, t.b.a.” Haus am Litzowplatz (HalL,) Berlin
2020

“Berlin Video Art Festival Programme,” [Screening]
Berlinische Galerie Museum of Modern Art, Berlin
“-The Summit-,” [Solo exhibition] Loko Gallery, the
Partnership Program of Yebisu International Festival
for Art & Alternative Visions 2020: The Imagination of
Time, Tokyo

2019

“WATER(PROOF),” MOMENTUM - Kunstquartier
Bethanien, Berlin

2018

“Videoart at Midnight Festival 18, 10th anniversary,”
[Screening] Kino Babylon, Berlin

“Hidden Places,” [Solo exhibition] Mikiko Sato Gallery,
Hamburg, Germany

“The Cuckoo’s Nest,” [Solo exhibition] Pavillon am
Milchhof, Berlin

2017

“Landscapes of Loss,” The UN Conference on Climate
Change (COP23,) The Ministry of Environment, Berlin,
Germany

2016

“Standing on the Earth, Looking up into the Sky,”
Gunma Museum of Art, Tatebayashi

— List of Works

(=T yh =Ty b EBHDREF>TLEEL)
ludert, ludért preserva-me dera sérp
(ludert, ludert preserve me from serpent)
2020 / 4K B | 4K video, 954% | 9'04”

(RLARYT)

Pareidolia

2017 / L4 7Y~ b | Lambda print / 1189 X793 mm, 793 X 1189 mm, 841X
560 mm

(z=0=74v70)

Enigmatique

2021/ #&. A4 /L2 7 4v % | Oil stick on paper / 1780 X1510mm,
1745 X1510mm, 1620 X1510mm, 1990 X1510mm, 1710 X1510mm

*23&&51 yoshiesugito.com

SUGITO Yoshie
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2021

Hiberinationstaion | [{E&] (Kiosterruine Berlin, ~/Y>)
[To Sometimes Disappear] (NARS Main Gallery, =a—3—2)
2020

INEST NESTER] &R (Einstellungsraum, /~\> 7 L2, RAY)
faM+ vol.1 B3 8% EEEFiTEE (MOAO) | (gallery aM. BX)
lterrail | (Mathilde Hatzenberger Gallery, 7Y ay+tL)

2019

[The story tellers] {EE] (Terrail, ¥7aYR, 75 2)
[Night Wander, Coffee Reading | [{fB&]

(Kunstquartier Bethanien, ~/U>)

[DIASPORA ] (Mathilde Hatzenberger Gallery, 7YaytL)
[COLD MANGO RATINA]

(Galerie 21im Vorwerkstift, /x> 74, F4Y)

2018

peoplelpeople!] (mom art space. -\ 74, F4Y)

[Glas Herz Fenster] (Il Caminetto, /\¥ 74, FA )
[STAUB IN DEN AUGEN EINES SEILTANZERS |
(Galerie 21im Vorwerk-Stift, .\ 72, K4V)

Participated in Tokyo-Berlin Exchange Residency
Program (2018)

Born in 1985 in Aichi. Lives and works in New York/
Berlin. Earned an Meisterschiiler from Braunschweig
University of Art, Germany in 2013.

Recent major exhibitions:

2021

“Hiberinationstaion,” [Solo exhibition] Klosterruine
Berlin, Berlin

“To Sometimes Disappear,” NARS Main Gallery, New
York

2020

“NEST NESTER,” [Solo exhibition] Einstellungsraum,
Hamburg, Germany

“aM+ vol.1 The National Museum of Art, Okutama
(MOAO),” gallery aM, Tokyo

“terrail,” Mathilde Hatzenberger Gallery, Brussels

2019

“The story tellers,” [Solo exhibition] Terrail, Vallauris,
France

“Night Wander, Coffee Reading,” [Solo exhibition]
Kunstquartieer Bethanien, Berlin

“DIASPORA,” Mathilde Hatzenberger Gallery, Brussels
“COLD MANGO RATINA,” Galerie 21im Vorwerkstift,
Hamburg, Germany

2018

“peoplelpeople!” mom art space, Hamburg, Germany
“Glas Herz Fenster,” Il Caminetto, Hamburg, Germany
“STAUB IN DEN AUGEN EINES SEILTANZERS,” Galerie
21im Vorwerk-Stift, Hamburg, Germany

— List of Works

{Coffee Reading 01)
2021/ 8. Fv /3R, IR AF 47 | Steel, canvas, mixed media /

1110X1450 mm

{Coffee Reading 02)
2021/ # F+>/3R IV RPAT4T | Steel, canvas, mixed media /

1490 X1060 mm

{PYJAMA WEARERS 01)
2021/ EERL k4> 5. £/ 447 | Pigment, ink, monotype /
1500X2700 mm

{PYJAMA WEARERS 02)
2021/ EERL i1~ 5, £/ 447 | Pigment, ink, monotype /
1150 X 910mm

{Night Wander)
2021/ 88, HF A, £F3Iv), Fo. EAH | Steel, glass, ceramic, fabric,
vegetable dyed cloth / %4 X&Z | Dimension variable
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www.martinebner.org
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2021

lHow to find meaning in dead time |

(Savvy Contemporary, NJYJ>)

2020

lPalydos] (Swallow, ¥4Y=2X, U+7=7)
IWalking in ice ] (XC.HuUA Gallery, ~sY>)
[Stadt und Knete ] (After the Butcher, =)
2019

[Starship. Die nahe Zukunft. The Near Future. |
(LVX, Pavillon der Volksbiihne, ~/Yy)

[Walter Benjamin in Bern |

(BB 718 — Ry P IVRE2019, NV KFE 2AR)

Participated in Berlin-Tokyo Exchange Residency
Program (2017)

Born in 1965. Lives and works in Berlin.

Recent major exhibitions:

2021

“How to find meaning in dead time,” Savvy
Contemporary, Berlin

2020

“Palydos,” Swallow, Vilnius, Lithuania

“Walking in Ice,” XC.Hua Gallery, Berlin

“Stadt und Knete,” After the Butcher, Berlin
2019

“Starship. Die nahe Zukunft. The Near Future.” LVX,
Pavillon der Volksbiihne, Berlin

“Walter Benjamin in Bern,” International Walter
Benjamin Conference 2019, University of Bern,
Switzerland

— List of Works

{Drop Car)

2018 /HDEF# | HD video / O FiFLY - /"Fzh w—FA4v - TTF—|
Sound: Theresa PATZSCHKE, Martin EBNER /104 | 10°00”
<—F4v - TTF—, FYT ¥ Ia—75— | Martin EBNER, Ariane MULLER

{Untitled (Tokyo))
2017 / HDE'F 54 | HD video / 750431 1 743"
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2021

lNnversion] 1B A SR & (Kunsthalla Géppingen, ¥ yE>4, F4Y)
2019

First Prize of the Evangelical Church

(Kunsthalla Géppingen. 7yEY 7> F4Y)

[Weisse Zeit] (Durr Systems AG und Town Gallery Bietigheim
Bissingen. ¥ abyy bAL b FAY)

2018

[WEISS ISST SCHWARZ / White eats black] [{BE]
(Kunsthalla Géppingen, 7 vEvY 4 v F4Y)

2016

[Aufstiege / Ascents] (Art in public space 25 cities / 45 artists
/ curation, ¥ abyy bHLE FAY)

[Scannings ] [{B&]

(Centre of Contemporary Art in Torun, k> R—=7F)

2015

[Miinsterscanning] {BE] (Y v L KEE, F{v)

2014

[Scannings | [fBE] (Sakura Art Gallery, %)

2006

[Lichtkunst aus Kunstlicht/ Light art from artificial lightJ
(B=WRN—Z  T—:TYRATFTLT 22— FLY)

2005

[Movable Parts] (74> % U—%1iiggE, ~—£ 1)

2004

[Movable Parts| (/¥ RS R-55—, F—=Z+Y7T)

2O TH—= Y A BARM G ESRIC D> TER,

Participated in Research Residency Program (2013)
Born in 1960. Lives and works in Stuttgart.

Recent major exhibitions:

2021

“Inversion,” [Solo exhibition] Kunsthalla Goppingen,
Germany

2019

“First Prize of the Evangelical Church,” Kunsthalle
Goppingen, Germany

“Weisse Zeit,” Durr Systems AG und Town Gallery

Bietigheim Bissingen, Stuttgart, Germany

2018

“WEISS ISST SCHWARZ / White eats black,” [Solo
exhibition] Kunsthalle Goppingen, Germany

2016

“Aufstiege / Ascents,” Art in public space 25 cities / 45
artists / curation, Stuttgart

“Scannings,” [Solo exhibition] Center of Contemporary
Art in Torun, Poland

2015

“Miinsterscanning,” [Solo exhibition] Permanent Light
Installation Ulmer Minster, 125 Year anniversary of
completion

2014

“Scannings,” [Solo exhibition] Sakura Art Gallery, Tokyo
2006

“Lichtkunst aus Kunstlicht / Light art from artificial light,”
ZKM Karlsruhe, Germany

2005

“Movable Parts,” Tinguely Museum, Basel

2004

“Movable Parts,” Kunsthaus Graz, Austria

Joachim Fleischer also works in

various public projects, performance and lighting design for stages.

— List of Works

{Slow Light — Scanning Tokio)
2014 / HD EF | HD video / 9% | 9'00”

{Miinsterscanning)
2015 / HDE57 | HD video / 15378 1 137"

{White eats Black)
2018 / HD E 5+ | HD video / 159% | 109"

{Tomogramm)
2015/ HDEF# | HD video / 59#) | 59”

www.stefaniegaus.com

RTIT7=—-HIR

Stefanie GAUS

FERR29 Q0N EEY Y —F LY TF VR -T0IT LB

1976 FEE N, VYV EREISER, TINEMTHTI—
MIGZE R T I - AT AT EMKRFZRE,

EhfERe EME

2021

(AAREKXB)

(EFVENOKEBER)

{Plansequenz fiir eine Planstadt)

(Diana Artus & Volker Sattel & D EHIE)
Eisenhittenstadt-Zwischen Modell und Museum. B
RERUY VRIS Y L (2021)

2014

{Beyond Metabolism) (Volker Sattel £ DRI
Osterbotten/SAFA, Vaasa, =7 AV RAT74ky—F74
vZv k(2019 Rencontres Internationales Paris/Berlin/
Madrid (2015)

North West Film Forum. <7 kL (2015)
Fo4EI~LY v EEMRESR (2014)

2006

{Laufhaus)

BEE3EF— =YV EERRER (K, 2007)

Biennale de I'image en mouvement (¥24—7,2007)

Neue Gesellschaft fur Bildende Kunst (ngbk)

(=Y, 2007)

{Ende eines Elefanten / End of an elephant)

TI)RATALZREBRA Y TRy F v MREER (BAFICI) (2007)

Visions Du Réel, Nyon (24 2, 2006)

Ny —N—ERIRE S (534, 2006)

Participated in Research Residency Program (2017)

Born in 1976. Lives and works in Berlin. Graduated
from Academy of Media Arts, Cologne (KHM,) film and
television studies.

Recent major works and festivals:
2021
Nippon-koku Ogata-mura / Japan - Big Lagoon Village
Ogata-mura — A model farming village
Plansequenz fiir eine Planstadt (together with Diana
Artus and Volker Sattel)
Eisenhittenstadt-Zwischen Modell und Museum,
symposium and exhibition, 2021
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2014

Beyond Metabolism (together with Volker Sattel)
Osterbotten/SAFA, Vaasa, Goethe Institut Finland,
2019
Rencontres Internationales Paris/Berlin/Madrid, 2015
North West Film Forum, Seattle, 2015
64th Berlin International Film Festival, 2014

2006

Laufhaus
53th International Short Film Festival Oberhausen,
Germany, 2007
12. Biennale de I'image en mouvement, Genf, 2007
Neue Gesellschaft fiir Bildende Kunst, Berlin (ngbk,)
2007

Ende eines Elefanten / End of an elephant
Buenos Aires International Festival of Independent
Cinema (BAFICI,) 2007
Visions Du Réel, Nyon, Switzerland, 2006
Vancouver International Film Festival, Canada, 2006

— List of Works

(ETVENOKXBR)

Ogata-mura — A model farming village

2021/ DCP-2K / 29% 1 29'00" / #4k /&8 | Author/director: Stefanie
Gaus / &% | Camera: Lilli Kuschel, Stefanie Gaus / & /4>~ 4ta—|
Sound / interviews: Caroline Bergmann / €>4—%a | Montage: Bettina
Blickwede, Daniela Kinateder, Stefanie Gaus / 4V ¥ FFH¥A>v /Ivs R |
Sound design/mix: Jochen Jezussek / Z'L—F4v 45 /RAMTaLsvay
| Grading and postproduction picture: Till Beckmann / #l4E | Production:
Volker Sattel / @R /% | Translation and text work: Megumu Ogata,
Masayo Kajimura / Funded by BKM -The Federal Government and

its Commission for Culture and Media, conceived during a Research

Residency at Tokyo Arts and Space.

RTIF=—HYR/ THNH—HF T Stefanie GAUS / Volker SATTEL
{Beyond Metabolism)

2014 /HDEF# | HD video / 41% | 400" / 88 | Director: Stefanie Gaus,
Volker Sattel / #&% | Camera: Volker Sattel / $&., 47 FFH (> Ivs
2 | Sound recording, Sound design, Mixing: Shinya Kitamura / 4'L—71
%' | Grading: Patrik Metzger / T&€ 4547 - 707 a—4— | Executive
Producer: Caroline Kirberg / 7”85 a—4— | Producer: Volker Sattel /
Funded by Medienboard Berlin-Brandenburg / Supported by Goethe
Institut Kyoto, Japan
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Ten Years of Exchange Between TOKAS and Kunstraum Kreuzberg/Bethanien

== o
-1 b

2014, TOKAS (IBb—Fa—7v&—44 ) [FRIFEBTH IR
BriE s~ rméRREOMTIRMIIR150A
FI1#RRL. ZHHENLYYDIVRINIY LB,
YRNY [ RE=ZT Y DABREDSE, WEMICI)T—
A—%iRE-BETELY TV RBEAHBLELE,
WL YTV AR TORBERESL BOT—T4 X
£AI2=FTATORREBEL T B TOERBIES
EROBEFRMTELT TR EMXLORES
BiELTEELTEE L7,

IVRRNIYL - IOAYRLY S REZTV(E EBR
ZAR=ZPFyrTY—, RETA R IE AL HERS
NEEAXEHER DIV RN TTAT RE=TVA
IZHhEd,

150EMUERIICERSNAERNEEYTHD,
1970FE R DEELEL T v VLD T —T 4 AN EER
BRSERNZITO N DT — by —v 2 ES| L TEL
[OVRIS—NGR-RE=TY | FFEOMTT,

COMBANICHIREAVAHRBERR—ZT,
TOKAS D DifES N T—T 4 X ML #9345 BRIBTE
FIMEEITOE L7z, MERICIRABR CHEINGE
BRCARVIRECSMLIZY. BEORRDIFLL
TREAVAERRLEZOLEA D, BDOALLEDRR
HROELT, 202F 0 D(E FAYTEFEOBERANT —
TAAMCODHRRELIT, TREIBRARIREICEWNT,
RATFRAR—REFMITEALTHOVEL .

IVRRNSYL-IOLYRLY /RE=ZTV DT AL
A= RTFIFV N T—KET—T4A A PDARFTEY
AKECIE RARBELYDLV—ELT. 7T—T1RbD
FRERCHESOBECHEEZCEVTE R AT R—
FBOEL, CCICHROTRBOBERLET,

RUYVRELHTEITL FAYVERELTE2T—T4R
FEERERRTOREMNECHBELELAL, Bo(dMEE%
BETHROLLHEERR BEDEREES
HLFL.

2021%F3R% b o TTOKAS [, /Y X +Fv Lo
AYRNY /REAZIVEDTREE S —BIRT T2
CLERDELED SEOPA YLD RBEL MG T
5FETT,

In 2011, TOKAS (Tokyo Arts and Space, formerly
Tokyo Wonder Site) launched an Exchange
Residency Program in which creators are
dispatched to Berlin and invited to Tokyo, the two
having a Friendship Cities relationship, based

on a four-way agreement with the two cities

and Berlin’s Kunstraum Kreuzberg/Bethanien

and celebrating 150 years of German-Japanese
diplomatic relations. Creators live and work at
facilities in both cities and interact with local artists
and communities, with the goal being not only to
offer opportunities to produce and present work
overseas, but also to promote the development of
art and culture.

Kunstraum Kreuzberg/Bethanien is located
in Kunstquartier Bethanien, an arts complex
containing an exhibition area, galleries, studios,

a printmakers’ workshop and more. It is located in
a historic building dating back over 150 years, and
is the place of origin of Kunstlerhaus Bethanien,

a leading presence on the Berlin art scene that
has presented experimental projects by artists of
diverse disciplines since the 1970s.

For a period of approximately three months,
artists dispatched from TOKAS lived and worked in
combined studios and living quarters at Kunstraum
Kreuzberg/Bethanien. During their residencies,
they were able to participate in exhibitions and
events at the complex, or open their own studios
to the public as exhibition spaces, while deepening
their ties with local residents. In 2012 the scope
of the program was expanded to include Japanese
artists living in Germany, who were invited to work
in a different environment than usual and make
effective use of the studio spaces.

Since the launch of the Exchange Residency
Program, Kunstraum Kreuzberg/Bethanien
Director Stéphane Bauer and artist Kimura Kanta
have consistently provided kind and generous
support to resident artists, in terms of both their
work and their daily life abroad. We would like to
reaffirm our deepest gratitude.

While Japanese creators were dispatched
to Berlin, Germany-based artists were invited
to participate in residency in Tokyo. They have
produced a large number of works and interpreted
Japanese culture and society from a range of
unique perspectives.

As of March 2021, TOKAS has concluded our
activities in partnership with Kunstraum Kreuzberg/
Bethanien for the time being, but moving forward,
we intend to continue our exchange program
between Germany and Japan.
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2012

GVRMSIYL-IALAYRNYG /REA=ZTYVBET—T4RF

Artists who stayed and worked at Kunstraum Kreuzberg/Bethanien

KEBFRERE TARO Chiezo

2011.9.5-12.4

Tokyo Wonder Site Berlin 35 EIFICEELT. B
E 4 [Crisis and Modern Art Manner] #¥alL—
vavl. BEABERCHELLKBBE2ELF
O—Avrééblc, RERE FEF. LT -HA
X2 —ILOFEERRLT.

FFHEESF MURAI Hironori
20121.5-3.31

BNUEORRLL,CEES S ET—<LLT
7’8 x4 b [Picnic from East of Eden] % £, 4
vaEa—LtIBEEER REO—ITATRER%H
#L7.

ﬁ# {é IWAI Masaru

2012.514-8.10

BRELBELTCECENLEBIES [H)—F—X
1178V z0 e R, ATV DEYHbEDE
BT CH oo e DBEREB T NHEFE, B
LYY —F&IT Ef~ORMAZIE-.

BBEEE TERUYA Yuken

2012.8.22-117

Ny HROTRES REEHICOVWTHEE
BLTIY—FETVBEOEELT—ITHD [
Bl EEENLERETRODIEES BBEAE~
DRECEBICOVWTHEENEBELE,

ARFBEMN KIDO Ryusuke

2012.11.20-2013.2.2

NVYVEEDT—TAA LD CRERE BH, R
L7, BIFETIE EEENBEHLEILTRERT D
ERmERR, BERBRETICFMYEAERDIEZ 5/
BEEhRALE EREBFCL>THLLAAE BN
BIICTT o7

JERRER)  KONDO Aisuke

fe3Ed 2013.2.8-3.31

s —7& body | border | body] &, {BE lN=Y=0=
o] &R, 50D ATYAXDRa—( v 5k
{Human-Error) %, Bk, KESTEMERLEEEGH
EL 7,

2013

{EHE B FUKUDA Megumi

HERKER FURUKATA Taro

7Y 2013.415-77
AEDRB(CERTITRCEYLLOECTEELE
DTRBOYY—FORBET o7, FIHBLLD
[CEENBENEZITO BIRCHBEINAEAER
DYY—FEZNEFER LAY R2L—yav OFlE
w1To7,

ZIREA—HB  MIHARA Soichiro

2013.7.11-10.7

SNMUBOEARET—<(C FAYRVIT74FDREF
Hzr¥F—%BMAEL. TE BHR B A4~
A=y MREBICELET2EF—T%R . 77
/AY—tHBEOBREERTIAVREL—Yay
EHIE RRL7,

FK OLTA

201310.10-2014.1.6

RWYVRR—=F VR DI F74FTDYY—FT. T
Uy aby Y EBEINEReF TR LB DE
ELMFENDIHFEZKD, B&KESR (GHOST OF
MODERN) % #lI{EL 7z

2014

BEERE X  Kiyomi+Tetsuhiro UOZUMI
2014.117-3.31
BERICIEDA—T Y R4V F % L. BEED
KEAVRAL—2avDIED FA4YRULTHED
AEOHRBLFEL. FAECA>HRARCEN
EEDOEBRLIEA VY REL—Yav iR CHERLE,

AEF ¥  KUNO Azusa

te3E4 2014.7.28-10.10

2010 LY NDEE R FEo /- EREFIEL., BEP
IZ(31,5008 5 DETTEL -V E#RL LIS B
2m OKIRES 22— 3> (£22R] Spaces of
Hair) ##&RL 7.

TEE % NISHIHARA Nao
20141118-2015.1.28

SCPEEFEYELKD, BRICHTEE-Z2M- &
HoOBREICOVNTIER, B ThRELZEBR T,
BORYRYMR—RA—R—LOEBIETEED
AVREL—YavERRL, RT7+—< VY AH{To7,

RIFAHEE  YASUNO Taro

2015.2.2-3.31

BIEDHENEEMM (VY EBR) 0ELIREME%
A ORY MNEREEBOAERC ITURY IR
IBREBOFIECERDIBAT, IBItDBENEREWE
ERDERTAEFRD, EBPLZTOLHEHCONTE
fR% RO,

2015

2016

F% E NAKANO Gaku

2015.4.6-6.30

HEWFBICHL, BLALIDEES LT HE
B0l BHOROELBENISH HBULTDE
BEERL AAORNELDOFHH, HACHE
52 pAREMEERLE,

AHFF  ISHI Maki

77259 2015.4.6-6.30
B2RMFAKRERCRIESNLTAVAY -2y TH
LET Y] BESLT, HROTAYHDEFRR
PAVFIT ICER Y TAMRKER $a3Ivs
TERAINIEEBNEREZERALLBEREF
=L,

Bh{EE TANINAKA Yusuke

20157.6-9.28

B BHERREESLHFHE (In/Flesh/Out) %
ERK, P2 EEDRAALLERBEDO A=V ERL=TY
BIGISCHAIT, ZDOMT AL BEWIT5—
< v ZAho, DEFELUOFHLWEEERL /.

FavFaA KYUN-CHOME

201510.8-20161.3

RN AEBLZVYTHEORLY Y TORE(S
ANDDEFOREBECERAEL., BOLEZBEDLY
ERH LML MKVER (RTL W EE) & 1. Hito
FREICHERY EFbohnt,

&v3-3aAY A YOSHIDA Shingo

20161.5-3.31
EHN(CBEERO EMaE EiEL., BERAICE
A4DEREERLAZSECPMEEREMICLT 75y
Yany I DL CRET DM v RAL—YavE
FE-FRL,

IBIB+43  KOJIMA Sako

2016.4.4-6.28

NVYVEEOMEDT —T4 X D0 E % 3 Hi 1T
BVZ(F-Emz. RisoaLsyavERELTR
TTRERERME, FRLELHICTOBNELSH
FEERIC A BB HE TERL .
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2017

B B AKBEB TAKI Kentaro
2016.7.4-9.27

MEMRE T WS T—DbEHHEMD BRI
LIRS (CEBL. HEM -REIICEPm DOBELE
[CRITRATYxa bk, 2Ty OFBTHE
RERETIRBEMEA v R4 —vav KL,

AFIMA £ OWADA Shun

201610.3-12.27

RVYVBADY 2—F—RFLT FAYEEBTAE
YarybrORREREREVY—FL. AREL
EMELEAREL—Y 3 Y—X (Unearth/
dissolution) O#i{E% HIE- k.

FHEEF MOCHIDA Atsuko

20171.5-3.31
EERRIRDOARBE L% N HEZE (CAAEE S [Push
the Walll ey =/ bORBICEMIFTIY—F.2E
fc, $RAEVFRICEETBEREEE TIy
FIA—LELTERICKRPREE T/

& BREE  KIN Mizuki
2017.4.5-6.28

[EBH DB 2T —< (S EHARRCH o1z
WYY D3IDODREE, RIE-BE-KREDALT7—
LLTR R =B EEM%ERE [PORTRAIT OF THE
CITY — Berliner Airports| TH%&.

BWHEF  IWAKI Kyoko
2017101-12.20

747 ORRICHTIEEOME | 2T —<I(C,
Mo I RROENMEERTOIXHEFNT(—
W= % R, ARE~DSINLREIBEHRE~
DAVAE2a—%BLTIEEOMEES | 2 RBEL/.

HEAZTEE TAKEDA Tatsuma

20181.5-3.30

7RO REFBEEZSRBL THIEL 7 ¥E & (Skin
Deep Beauty) # EICHKE, £BHCZTHHILEL
BIERDN—DDREDHRICHET S LILF—D
EN—FBOI—IET %, SESTRELIMEN E
(FreraryrenwSEHIcERAabE iz,

2018

2019

$87K 3 FUKUNAGA Atsushi

2018.41-6.28
IAAYRNVIMED T FIL4TARRREA—TRE Ay
-V EEMDIERCAA—VEREL. X2V F
OREAWEZAT—Y 2 tEREFIE, RIBOEBEN
FoONDENNVY Y HDLAROHRMBEEE R /-,

ZE 5 MIIKAMI Ryo

2018.10.2-12.28

W. Ry IvDMI00EED~N LY Y DHERKD
LW. Yy B—ROME T~ Y REDE] % F#H
MOICHESE HBOBRESERAE. £
UV TEEZ (CTED) (CDWCA v R 2—% 1T o7,

FBERIL  SUGITO Yoshie

20194.3-.3.31
FIEBRTEL M A—VDOTNICESEYT b
aa—e—HWERLGICYY—F, BREICEIN
DREAA—YHFOMEE, 74— F7—0%FO—
AVTICEDERL, 27—V atk@EHEL

HERE 1HARA Koro

2019.4.4-6.25
ERBROBRTRELZEEEBSIIXCEHL.F
A VLRI T, ZOEIROKRME L DAE%E R,
E DR AR BRI EIR (EiEgy) Xt €
FeAVREAL—Yav bR Tr—< v REFR L,

2020

BES  ARIKAWA Shigeo

2019.10.15-1218

AEOEREEROTL—FTEL, FFREEES
EADBREERLEERIOEBREBT YITA
BREOBMA[GEEE | TA%E L THFRYE
ETFHA v RAL—varv i filfE, BAOYELERE
ByICHRRL 7z,

JLIEHF  HOJO Tomoko

2020.1.6-3.29

HAANELTOHTHREINLN LERDOFEEZRL
UV ENRESFEMEET 4/ 0T L T—HA T TRE,
WaniE /SN TBEAZEILZREINTWEZAIS
EBL. BTN EDN-FE IR ESREHIEL
7o

Yuju

2020.10.4-12.26
aIaFRORLY Y THEDRF L ERNNTARES
MFIE. AHEEE Metoo-Asians D7 HD, FAY
BROT ST AEMNCOWTA VR 2—% FiE, B
BA v RaL—vav (GRIRS N IEE) 2HIEL 72,

it BY&F  TSUJI Rieko
MEBA0F VAN RBEIER DR E (T LD IREPIE

RFEIE  FUNAI Misa

BN F VAN RARLARORE (T L i@ Ik

20m
2013
2014
2015
2016
2017
2018
2019
2020

TOKASL YTV —BET—T4 A

Artists who stayed and worked at TOKAS Residency

F ¥/ NT— Nadja SCHOLLHAMMER
A% A+ HNs8a Yishay GARBASZ
IT77-F%F—Y<TY EvaKIETZMANN
TYyy-alIvh  Erik SCHMIDT

Y +Hs3k  Shirin SABAHI
<—54Y+IT7F— Martin EBNER
¥5-249<> YalaJUCHMANN
7aY7v+/A7xb  Florian NEUFELDT
Y7 vJz—s8— Julian WEBER
HAVTAV LY T VR
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TOKAS [F201MEND2021FDHI0ER T, 32D T —T4 R b2 IV R
bSO L-IBLYRLG /RE=TY (KKB)ICHRELE L AT OS5 LD
HB&(X. TOKASHAKKBADIBERALLREY A% RET—T/4 AMIRET 2
FeaboTWAEILETT, RET—TAAMIEBEEGHLETI20FK%EBXD
LOZEMEE-T, BERDOEEZBACKTEZ—AFT. BoOT B
IERLZRTEI-DDRITHCKEN N2V TAHRBETLIZ, NYY
F-EMXREETOSILORTHEICAROBHETLES, CORTH
SEOEWNRELTLE,

R VEEDBMT —TA A b D %L, COERETFRLTELRN
[CH=TV - RETFHToTRBERERRL, BEPCHIEL ZF LR
[CHRRLELAAEFRBBHLERIBY I TNETNEEIRE - FaL—v3
VLN —TEORELE L, AT 05T Al AR, REFKE. X
MEE. EMFE Vo, YOV FROT—TARIDSHL 2L EFHT
To YUV F- T RBEEOBRALIRIFON LYY T EOIEH%E R
WMDY IV E-T—TARAPPLEEREORRPATRL—vav E#BIBICTT
W BRTCOESRERDENT7+—< v REBL T RIBOFTREMEIEEL
L7,

— 5T, BEEEN R BL CHARMBEICHEE 7 —T4 A MO RONFE L7,
20155, AP EBCANEE., BE M DHND 0, FRPT 7Y HEE LD
1008 ANEBZDIALPI—AYyRITRALELED ZORTFarFate
BINES X RELTERAZ(TANL I Y TREBERABTL IO LH A, §
EICBFEL,

2020 [CRIMEL T S/ FBARF VAN RBRFED AV T Iv (L
D, AE1~3BICHEL W ZILEMF (&, FERBCOy I LYV ERERL.
ZORICFEINTOAETRRFEMAEEDREIEILADRIELRD
FL7co 2020 EM—DRIET —TA AT FERMICKKB ISHEL 2 RE
DFET—TA Ao/ Yujuld, I0F R TEEDOR(FLTYTAEN%E
oIS, SHDHEE*ZEELCCOMELXRSBGEREFEELE LA,

TRET —TA A M= DFEECERIZ. ZOLHBONLY Y TLLRLIEH
MolcbDTHH HWOHNRBIIIC, HDV(EEBBCREALI 72, HEFON
MIYDEREHARBEINTWET, SETEAZERICLD, Bo&L5cTmY
IhEEDONEDI 2T —TARPSWELED, BEOREELTHERLE
@RI LIS KKBBERICRLY Y THRAEBBRIRTH, Z0EOELES
T TT BMT—TA XM e bDZDOERDOFRO—IHKIC, AT DS T LT
DEBIEIINTNWBILEFE>TWET,

P—Fa—T—YTYVFRR=R LY Ty —

32 Artists from TOKAS at Kunstraum Kreuzberg/Bethanien

Over the approximately ten-year period from 2011 to 2021, TOKAS dispatched
a total of 32 artists to Kunstraum Kreuzberg/Bethanien (KKB) in Berlin.

The residency program was distinguished by the fact that TOKAS provides
the artists with studios that it rented from KKB. The system was designed

to enable the artists to work freely during their stay by utilizing an expansive,
over 120-square-meter space made up of two adjoining rooms. At the same
time, they needed to have the ability to get things done and negotiate,

and the vitality to realize their projects. Although Berlin has long been

a popular city for bilateral exchange programs, these circumstances made it
a challenging place for a residency.

Many Berlin-based participants took this opportunity to present their past
works in the open studio on a regular basis, and showed the new pieces
they had made during their residency at the end of the term. Kondo Aisuke
and Kojima Sako, however, planned and curated their own respective group
exhibitions. It is also remarkable to note that a number of artists who work with
sound, such as Nishihara Nao, Yasuno Taro, Owada Shun, and Hojo Tomoko,
took part in the program. As Berlin is known for its lively sound art and
experimental music scene, these artists actively engaged in exchanges and
collaborations with local sound artists and musicians, exploring the possibilities
of sound expression by staging performances as well as displaying their works.

On the other hand, there were artists who addressed social issues through
their work. In 2015, there was an influx of over a million people from the Middle
East and Africa attempting to escape war, political crackdowns, and poverty in
their countries. In light of these circumstances, the artists KYUN-CHOME and
Arikawa Shigeo researched the situation in Germany, which took the initiative
in accepting migrants, and used their findings to create works.

Due to the novel coronavirus pandemic that broke out suddenly in 2020,
Hojo Tomoko, who was staying in Berlin from January to March of that year,
experienced a lockdown at the end of her residency. This was followed by
the unfortunate cancellation of residencies planned for Tsuji Rieko and
Funai Misa. The only artist dispatched during the 2020 fiscal year was Yuju,
who also turned out to be the last artist to stay at KKB. After experiencing
anti-Asian discrimination related to the pandemic, Yuju changed her original
plan and created a video work dealing with this problem.

The artists’ activities and works were things that could only have been
made in Berlin at that time, and consciously, or unconsciously, they reflect the
atmosphere in the city. Due to a variety of factors, some of the artists were
unable to carry out their projects in the way that they had originally intended.
But over and above the works that emerged from the artists’ residencies, all of
their experiences during their stay in Berlin at KKB are certain to be a source
of nourishment. It is our hope that the participating artists would make the
most of the experiences they had in this program in some aspect of their
subsequent activities.

Tokyo Arts and Space Residency
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August 21— October 3, 2021
Tokyo Arts and Space Hongo
Tokyo Arts and Space,

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

The German Embassy in Tokyo
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OSHIMA Ayako, KITO Sakiko (TOKAS)
ONO Junko, TSUJI Makiko (TOKAS)

SUPER FACTORY Co., Ltd.
YAMADA Haruka [SUGITO Yoshie]
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TAKAHASHI Kenji
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Museum of Contemporary Art Tokyo, Tokyo
Metropolitan Foundation for History and Culture
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