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th Yokohama Triennale “Wild Grass: Our Lives”

Artistic Directors: LIU Ding, Carol Yinghua LU

Exhibition Dates: March 15 - June 9, 2024 (Open for 78 days)

Closed: Every Thursday (except April 4, May 2 and June 6)

Venues: Yokohama Museum of Art, Former Daiichi Bank Yokohama Branch,

BankART KAIKO, Queen’s Square YOKOHAMA, Motomachi-Chiikagai Station Accessway

Organizers: City of Yokohama, Yokohama Arts Foundation, Japan Broadcasting Corporation (NHK), The Asahi Shimbun,
Organizing Committee for Yokohama Triennale

Creative City Partners: BankART1929, Koganecho Area Management Center, Zou-no-hana Terrace, Steep Slope Studio
Cooperation: Agency for Cultural Affairs (Program to Disseminate Art through International Events)

Special Cooperation: The Japan Foundation

Under the Auspices of: Ministry of Foreign Affairs of Japan, Kanagawa Prefectural Government, Kanagawa Shimbun,

Television Kanagawa

Support: Office for Contemporary Art Norway*, British Council, Embassy of the Kingdom of the Netherlands*,

Danish Arts Foundation, Goethe-Institut Tokyo, Flanders State of the Art*, Ambassade de France / Institut francais du Japon
*These organizations also provided “Artist Support.”

Artist Support: Austrian Cultural Forum Tokyo; Federal Ministry for Arts, Culture, the Civil Service and Sport, Austria;
Wallonie-Bruxelles International

Sponsors: Nissan Motor Co., Ltd.; Nomura Research Institute, Ltd.; NTT EAST; MITSUI FUDOSAN GROUP; Mitsubishi Estate Group
JVCKENWOOD Corporation; Starts group; TAKASHIMAYA STORES Yokohama; PIA Corporation; The Bank of Yokohama, Ltd.
Uyeno Transtech Ltd.; KAWAMOTO INDUSTRIES CO., LTD.; Kitamura Co., Ltd.; Kiyoken Co., Ltd.; Queen’s Square YOKOHAMA;
SAKATA SEED CORPORATION; The Yokohama Shinkin Bank; NEWoMan YOKOHAMA

Corporate Cooperation: Keikyu Corporation; J:COM Shonan-Kanagawa Co., Ltd.; Sumitomo Realty & Development Co., Ltd.;
Sotetsu Group; DAIWA JISYO Co., Ltd.; DOCOMO BIKESHARE, INC.; Peatix Japan K.K.;

East Japan Railway Company Yokohama Branch Office; MINATOMIRAI TOKYU SQUARE; YOKOHAMA FLAND TOWER;
YOKOHAMA MINATOMIRAI RAILWAY COMPANY.; Yokohama Marine Tower

In-kind Support: Chosho+i, Kamakura; Nippon Paint Co., Ltd.; Saraya Co., Ltd.
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Greetings

Japan was closed to foreign countries under the policy of national seclusion,
which lasted for about two hundred years from the 17th to the 19th century. In
1859, Yokohama became one of the first five ports to open at the request of
European countries, the United States, and Russia. Since then, Yokohama has
developed into a special place with a continuous influx of different cultures, at
times clashing and, at other times, crossing over each other. Today, Yokohama
is a city of over 3.77 million people, represented by 170 nationalities.

The Yokohama Triennale is distinct from the many art festivals currently
held in Japan, for its scale and its history of more than 20 years. Taking the ex-
hibition title from the book Wild Grass, published in 1927 by the Chinese writ-
er Lu Xun (1881-1936), the 8th Yokohama Triennale “Wild Grass: Our Lives,”
was directed by Beijing-based duo Liu Ding and Carol Yinghua Lu. In the face
of crises triggered by the rise of capitalism, such as climate change and war,
economic disparity and intolerance, the artistic directors invited us to trace
the origins of these issues back to the time of Lu Xun a hundred years ago, and
together find clues to open our way to the future.

In keeping with Yokohama'’s history as an international port, the exhibi-
tion presented the works of 93 artists/groups from 31 countries/regions around
the world at five venues throughout the city, including the Yokohama Museum
of Art. In addition, under the program name “ManyManyArt!,” we shared the
unifying concept of “Wild Grass” and partnered with local art organizations
that have been present in Yokohama for some time. By combining the interna-
tional exhibition with the “ManyManyArt!” program, the 8th Yokohama Trien-
nale aimed to drive home the message that art can profoundly impact our lives
only when it is globally tuned and local rooted at the same time.

It is our pleasure to deliver this catalog that documents these events to our
readers.

Last but not least, we would like to express our deep gratitude to all the
artists and collectors who generously provided artworks. We would also like to
thank the Agency for Cultural Affairs and many other organizations for their
generous support and cooperation, and of course, the many Yokohama Trien-
nale volunteer supporters who helped make the exhibition a reality.

September 2024
City of Yokohama
Yokohama Arts Foundation
Japan Broadcasting Corporation [NHK]
The Asahi Shimbun
Organizing Committee for Yokohama Triennale
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Wild Grass: Our Lives

LIU Ding and Carol Yinghua LU

“Wild Grass: Our Lives” was conceived at the end of 2021 as an exhibition
theme for the 8th Yokohama Triennale. This period marked a time when the
world was gradually emerging from the COVID-19 pandemic, restarting, and
reconnecting. The preparations for the 8th Yokohama Triennale were a part of
this worldwide recovery, envisioning the creation of new social relationships.
This ambitious initiative exuded hope against the backdrop of a profound
sense of crisis brought about by the pandemic, the widespread turn toward
conservatism in global politics, the Russian war in Ukraine, the rise of con-
spiracy theories in the popular consciousness, and multitudes of other adver-
sities. We aimed to identify an exhibition theme that would speak of humble
humanism, courage, resilience, faith, and solidarity.

While reflecting on the challenging social and political issues of our time,
we were also acutely aware of the current predicament in the contemporary
art world, where we have observed an increasing sense of conformity in the Bi-
ennale mechanism. After the Cold War ended, biennales and triennales flour-
ished alongside the increasing flow of global capital and the industrialization
of culture. They broke free from the constraints of linear art history, advo-
cated and practiced pluralism, focused on social issues, and applied cultural
studies as a method to help shape the global contemporary art world positively.
However, in the past 30 years, some biennale practitioners have been unable to
employ a creative theoretical vision to engage in meaningful dialogue with the
present time. Instead, they have integrated this dynamic art mechanism into
the framework of the neoliberal economy, causing it, along with the broader
art world, to become increasingly influenced by capital and the cultural indus-
try. Many biennales have been reduced to mere forms of urban propaganda,
entertainment, consumption, and spectacle, lacking intellectual and artistic
integrity as well as historical depth. They have not been able to create a visual
narrative with the complexity and texture needed to prompt deep reflection.
The purpose and dynamism of biennales, initially stemming from dealing with
issues in a particular historical context, has gradually been overshadowed by
superficial formats, themes, and conceptual frameworks. As global art con-
tinues to highlight so-called diversity and plurality, the identity politics and
cultural experiences of the Other are now becoming integral to the global art
conversation. However, through the lens of diversity, these once politically

39



charged categories have lost their specific socio-political and ideological con-
notations and are now mere signifiers.

With the development of the cultural industry and the rise of cultural
studies as a postmodernist discipline, curating has become a routine exercise
of identifying current issues and seeking out specific artworks to illustrate,
demonstrate, or expand upon them. While biennales have addressed various
political issues, the lack of long-term research and historical understanding
of such matters has in many cases led to the depoliticization of the issues at
hand. This has created a deadlock for issue-based thematic exhibitions and
raised questions about the types of art and exhibitions that are relevant and
urgent today. These were some of our thoughts when we began curating the
8th Yokohama Triennale. A new chapter in globalization opened after the pan-
demic, prompting us to believe that a critical reflection on the institution and
practices of biennales at this historical juncture is necessary. It is a moment
in time where we feel that this Triennale affords us the chance to expand the
definition of contemporary art.

.

In the early 2020s, the outbreak of COVID-19 led to global stagnation, accel-
erating the dissolution and inertia of the neoliberalism-dominated global or-
der that came into being in 2008. This has pushed ideological and geopolitical
conflicts into the foreground of international politics and thrown the modern
world, as imagined by its predecessors at the beginning of the 20th century,
into a dim light. The forces of capital and state governance outweighed the
potential for rebellion, and the shimmering light of alternative ideas faded
into a black hole in the face of neoliberalism and authoritarianism. Amid the
pandemic and political turmoil, individuals encountered danger, irrelevance,
vulnerability, and dependency. Over the three years of the COVID-19 pandem-
ic, we experienced fear, anger, confusion, frustration, loss, isolation, chaos,
a sense of confinement, and powerlessness. These pivotal changes and dis-
ruptions have severely affected our psychology and urged us to think more
actively about our relationships with society and politics. During the pandem-
ic, people found ways to live and explore within confined spaces, particularly
when social interactions were limited. These real-life examples inspired us to
create an exhibition reflecting today’s world.

Regardless of where we are or in which political system we live, we face
significant uncertainty, conflict, and ideological differences as individuals.
Despite our desire to find a way out of our current situation, we often feel
constrained by the existing logic and structures. The rapid spread of COVID-19
has compelled us to reflect on the irreconcilable contradictions brought about
by globalization. The pandemic has not only highlighted crises in public health,
but has also revealed, triggered, and accelerated other existing adversities
while giving rise to new ones. The interlocking crises of recent years have re-
vealed not only the fragility of human existence, but also the limitations of
the 20th-century design of political and social institutions. The contemporary
world order, which emerged after the decline of socialist institutions and the
end of the Cold War, is characterized by the dominance of the neoliberal econ-
omy and conservative politics. The neoliberal system produces not citizens but
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consumers, not communities but shopping malls. It has created an atomized
society in which individuals are alienated from each other, self-perception is
morally bankrupt, and socialization is weakened. Owing to the constant divi-
sion and solidification of social classes brought about by unfair distribution
systems and the economic monopoly of oligarchies, individuals cannot find
their corresponding expressions at the political level.

The mix of political hegemony, escalating ideological rivalries, and clash-
es of civilizations exerts an ongoing corrosive and destructive effect on the
well-being of the contemporary world. Thus, the fight for equality and democ-
racy remains relevant and even more urgent today. Therefore, it is a principle
of ethics to reaffirm the meaning of the individual in the depth of history, as
opposed to the history of the successful and powerful in contemporary soci-
ety. Research on ordinary people and their lives can provide a stable and solid
structure in the face of the complexities and challenges of constant change.
Meanwhile, the individual should not be an abstract concept exempt from
moral responsibility in the public sphere. Thus, we propose a modest imagi-
nary in which we are all outsiders living in the cracks, often stealthily disman-
tling the systems that are killing us.

We found a resonance in Lu Xun’s early works and life with the challenges of
our time. He wrote Wild Grass between 1924 and 1926 during a critical period
of turbulent historical transition in China. He faced dramatic changes in his
personal life and emotional well-being alongside the crises and uncertainties
of the times. After participating in the May Fourth Movement in 1919, intellec-
tuals saw themselves as enlightened individuals capable of seizing the moment
and driving social change. However, their confidence was shaken by the politi-
cal revolution of the mid- to late 1920s. Faced with China’s intricate social con-
tradictions, they felt powerless and struggled to offer a viable vision for society.
Furthermore, they grappled with conflicts between tradition and modernity,
as well as between Chinese and Western cultures. The political revolutions in
the late 1920s demanded courage and decisive actions, which were qualities
that the intellectuals, adept at thinking but hesitant to act, lacked. This left
them unable to adapt to the changing times, creating a disparity between their
perceived image and their actual ability to lead change.

For Lu Xun, the greatest sense of crisis (and the sense of defeat that coin-
cided with it) was the failure of the Revolution of 1911, which toppled the Qing
Dynasty but did not usher in the desired fundamental change to social order
and imaginary. He soon established desperation, not hope, as the starting point
for his own life, work, and thoughts. He fully accepted that there would be no
more hope or ambition, but only darkness and darkness alone. In the mean-
time, he was dedicated to searching for an exit in such complete darkness, and
he found the strength to affirm himself and the meaning of his life, even amid
great moral pain. Wild Grass was not just a truthful record of Lu Xun’s state of
life and mind, but a profound self-interrogation at the darkest point of his life.
This approach of beginning with despair instead of blind optimism can serve
as great inspiration for us today, allowing us to maintain confidence even un-
der challenging circumstances.
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In 20th-century China, Lu Xun was a solitary individual who constantly
rebelled against the existing order. He was also a thinker who remained at-
tentive to the movements of the world, contemplating the fate of individuals
and the humanity within them. Wild Grass reflects Lu Xun’s philosophy on
the universe and life. It does not simply call to mind the image of a fragile and
defenseless existence, inconspicuous and alone in the wilderness with nothing
to fall back on. It is also a symbol of a life force that is unregulated, irrepress-
ible, defiant, and prepared to fight alone at all times. Furthermore, there is
no ultimate state of existence to arrive at. Every state of being is a mediation
and a process. Hence, there is no victory or failure but a perpetual state of
internal movement. Every state of being is thus potentially a messenger for
all the others, all mediating for each other. These philosophical propositions
are not abstract but exist vividly in the world of experience and are the expe-
riences themselves. Wild Grass signifies a philosophy of life that elevates the
irrepressible force of individual life to a respectable existence that transcends
all systems, rules, regulations, and forms of control and power. It is a model for
flexible expression of subjectivity. In this sense, “Wild Grass” is our self-por-
trait and self-expectation.

V.

As an exceptional literary work, Wild Grass reflects not only Lu Xun’s per-
spectives on life but also his views of literature. It contains deep thoughts and
predominantly uses symbolism, drawing inspiration from the intense com-
batant spirits and sophisticated expressions of Friedrich Wilhelm Nietzsche,
Kuriyagawa Hakuson, and others. In this Triennale, we revisit a selection of
historical moments, events, figures, and trends of thought throughout the 20th
century. Some examples include the resonance of Japanese and Chinese left-
wing woodcut movements in the early 1930s, the rise of subjective imaginary in
the postwar cultural construction in East Asia, reflection on modernity after
the global radical movements of the late 1960s, and the emancipatory energy of
postmodernism in the 1980s. We juxtaposed historical works with artworks that
directly address the present, blurring the boundaries of time and allowing the
historical and the present to mirror each other. We present the undercurrents
of the autonomous cultural and social initiatives that have surged through East
Asia in 2010s. These are the efforts of individuals dialoguing with established
rules and institutions. These efforts to resist oppressive social structures offer
hope to people, aiming to alleviate their anxieties, liberate their daily lives, and
envision “postrevolutionary worlds” within the existing social framework.

In our view, artistic creation is a humanistic practice, a combination of
the artist’s worldview and formal expression, rather than an object of con-
sumerism or establishment in a modern discipline. In our research on artists,
we placed importance on the connection of their artistic expressions to the
specific social space they inhabit, and their awareness of and sense of urgency
toward reality manifested in their artworks. Artworks that address real issues
reveal the artist’s genuine responses to their context, showing their intrinsic
underlying intellectual and artistic manifestations. The selection of artists tes-
tifies to our understanding of art history, extending beyond the stylistic devel-
opment of art to encompass artists, their conceptual drives, and their artistic
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expressions.

In addition to artists, we invited thinkers, scholars, cultural researchers,
and social activists as Fellow Thinkers to take part in formulating the exhibi-
tion. Despite negative social developments, we aim to reiterate the significance
of thought, which represents human subjectivity and agency. Thinking is one
of the most proactive actions in life. The loss of the capacity for contemplation
has resulted in static and absolute life values, leading to anxiety and hysteria
in modern society. Like fellow travelers, thinking and taking action go hand
in hand, always enabling and fulfilling each other. Thoughts became lines of
latitude and longitude traversing the landscape of this Triennale. We provided
our audience with a Directory of Life, which included texts selected by artists,
thinkers, and social activists reflecting on our multifaceted era, history, and
life within their own social context since 2000. These texts outline the political,
intellectual, and cultural energies hidden in our daily lives. We hope that these
creative texts will sow the seeds of action and hope in the hearts of the audi-
ence and that their thoughts will linger with us.

While these Fellow Thinkers served as our intellectual companions during
our artistic journey, we also collaborated with researchers, historians, cultural
experts, and scholars to conduct detailed studies on various topics in the ex-
hibition. As Thinking Partners, they assisted us in defining our research, un-
derstanding the essence of the subject matter, and articulating our discoveries
clearly and vividly. We worked together to integrate historical and contempo-
rary case studies into different parts of the exhibition, outline the emotions
and thoughts of the individuals involved, highlight the link between intellectu-
al and artistic endeavors, and consistently present the dynamic subjects from
diverse perspectives and contexts.

After two years of intense research, we constructed a narrative for the ex-
hibition to unfold in five venues: Yokohama Museum of Art, the former Daii-
chi Bank Yokohama Branch, BankART KAIKO, Queen’s Square YOKOHAMA,
and Chinatown (Motomachi-Chiikagai Station Accessway). The exhibition was
divided into seven chapters, weaving together an overall narrative as if com-
posing a symphony and unfolding an expansive world of life scenarios through
a vivid exhibition language. The first chapter, “Our Lives,” presented an image
combining a collapsed temple and a temporary campsite, portraying emergen-
cy and precarious existences as the everyday norm rather than exceptions. The
second chapter, “Symbol of Depression,” was the core of this exhibition, tak-
ing its title from a book by Japanese literary critic Kuriyagawa Hakuson, who
described how the vitality of creativity is born from the pain in life. The third
chapter, “Streams and Rocks,” used youth as a symbol of vitality, referring to
the various states of energy transfers between barriers in the flows of life and
to the flows of life themselves. The fourth chapter, “Dialogue with the Mirror,”
echoed the ode to youth in “Streams and Rocks,” and focused on the self-con-
structions of mankind via objects and reasserted the subjectivity of human
beings. The fifth chapter, “My Liberation,” unfolded in the two galleries at op-
posite ends of the museum floor and focused on the intellectual growth of the
self and efforts to find gaps in the existing system to liberate oneself from the
conventional notion of public space. The sixth section, “Fires in the Woods,”
also spanned two galleries, foregrounding multiple radical voices from the
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20th century to the present, with corresponding works in both galleries. The
final section, “All the Rivers,” brought together practices and imaginaries
that emerge from real-life experiences and conditions, connecting individuals
who think independently with those who are active practitioners. Like artists,
we approached exhibition-making as a humanistic practice, grounding it in
our consideration of and concern for the changes taking place in the broader
world.

The exhibition language developed at Yokohama Museum of Art was in-
spired by Tange Kenzo’s architecture. We introduced various imageries and
forms to change the original architecture without deconstructing the exist-
ing structure. Rather, we proposed creating a language for today through ap-
proaches that diminish, conceal, interrupt, intervene, and transfer onto the
original structure. They reflected our understanding of modernity. We con-
sider it a logical framework for social organizations responding to its specific
historical context, its relevance being limited instead of infinite. Thus, today
we could still draw selected references from it and simultaneously question it
critically. We could perhaps create a more elastic organizational logic within
and on the basis of it, as opposed to wanting to replace it entirely based on
the mindset of privileging the new over the old. By weaving together past-,
present-, and future-oriented works in the vein of the exhibition, we aimed to
create a nonlinear experience of time. In such an experience of time, every
moment contains elements of both the past and the future.

In a world that was recovering and reconnecting, we proposed a vision
that addressed its current crises, drawing inspiration from our practices, ex-
periences, philosophies, agency, limitations, shortcomings, and failures. We
imagined the making of the exhibition “Wild Grass” as composing a symphony
from several aspects, emphasizing the connectivity between art and reality,
the relationship between art and intellectual thoughts. We firmly believe that
it is possible and urgent to unite in the spirit of individual internationalism,
form communities, put aside ideological constraints and national barriers, and
build global friendships in the name of art. Just as Wild Grass reflects Lu Xun’s
thoughts, we hoped that the Yokohama Triennale would capture the spirit of
our time, contemplating the relationship between the individual and history,
and the individual and the times. We wanted everyone to see themselves and
their futures through these life experiences, emotions, and thoughts.

“Wild Grass: Our Lives” told the story of the world as we saw it, sand and
storms, streams and rocks, night skies and the far horizon. We saw darkness
and thorns in history and in contemporary times, as well as petals and star-
light. May you and I be as resilient and everlasting as wild grass.
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Our Lives

Pondering Over “Our Lives”

Our lives do not always start with a warm day at
home: they may begin on the streets, in the fields,
in the trenches, on the ice, in temporary places, or
during emergencies. Such an unusual state is un-
thinkable for some, but for many it is both a reality
and a lived experience. We conceived the chapter
“Our Lives” as a kind of “conceptual image” of the
everyday world, one that is full of uncertainties. In
times of crisis, the concrete structure of everyday
life is destroyed and the security of life is threat-
ened. The desire to “just survive” becomes more
pronounced and can activate ingenious impulses.
In this chapter, we considered various temporary
and accidental forms of life as the norm. Here, the
artists’ works constituted a symbolic system that
detailed a more vivid picture of the world. While
these instances presented by the artists might have
taken place in a particular moment or in a distant
place, they were tightly linked to the everyday
world, mingling with and permeating each other
like intertwined facets of life. As such, they were
also our lives, which are being challenged on all
fronts.

We find ourselves in a world in which fascism,
militarism, and war are rampant. Wars are not only
understood as temporary events that are singular
and external to the stable democratic system domi-
nated by the United States but are reduced to pecu-
liar confrontations between irrational individuals
and dangerous ideologies. These static modes of
thinking fail to recognize war and crisis as inher-
ent features of a social system in constant flux. The
geopolitical crisis of the current historical moment
urgently calls for a re-examination of the episte-
mological tools and remedial programs that have
been developed on the basis of this experience. To
envision a new internationalism as a pathway to
resolve the formidable issues plaguing the world —

war, environmental crisis, economic disparity —is
to transcend the confinement of state and capital
and recognize the interconnectedness of human
hearts and minds.

Unless we acknowledge that the world is fall-
ing apart, whether gradually or dramatically, many
will continue to live as we do today. We are heavily
invested in the current economic and social sys-
tems, working to sustain them through our labor
and financial support. The logic of time increas-
ingly dominates our modern lives, whereas digital
existence allows abstract time to further rule our
lives, plunging us into the tyranny of time. We have
become infinitely dependent on external mecha-
nisms and our individual being has disappeared.
As a result, we have lost our ability to comprehend
events in their full context and form our subjec-
tivity. This has led to a pervasive negative state of
mind, characterized by the inability to understand
complex social structures, solve problems, and
project a future vision, culminating in distrust to-
ward today’s prevailing system. The atomized indi-
vidual way of existence in modern society makes
us sink into our own insulated worlds, where we
lose awareness of others and easily magnify our
own predicaments, and experience a strong sense
of loss of control and power. The atomized way of
life indulging in the virtual world also strengthens
the trend of social assimilation, making the self il-
lusory and fragile.

Currently, as individual beings, we are entan-
gled in complex interactions with society. On the
one hand, we are caught in the anxiety of time,
endlessly striving for efficiency. On the other, we
are exposed to an endless number of choices un-
der a post-industrial capitalist ideology. Choices are
tailored to our interests and life choices are offered
in the same way as consumer choices. As such, we
have become passive and have succumbed to be-
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ing just consumers. However, when presented with
numerous options, we feel the burden of making a
choice. This tendency to equate life with consump-
tion is widespread today, resulting in the relin-
quishment of our own agency. Many aspects of life
are routinely delegated to paid organizations; even
basic life experiences are often acquired through
financial transactions.

As individual beings, we need to deal not only
with the tyrannies of time and choice, but also with
fake news and misinformation spread by those with
power and technology. Conspiracy theories have
also surged in the public arena. With the emer-
gence of the COVID-19 pandemic, there has been a
significant erosion of trust in facts such as scien-
tific evidence of climate change, the origins of the
virus, vaccine safety, and the credibility of public
media. Facts are increasingly dismissed as biased,
influenced by ideology, illusory, or manipulated.
Despite an increase in information sources, our
ability to discern the truth has diminished. Amid
a complex web of truths, falsehoods, assumptions,
and intricate narratives, there is an urgent need
to develop the ability to make rational judgments
and reclaim our subjective agency. At this histor-
ical moment, we must return to our concrete life,
extract wisdom from practice, and take our lives
back into our own hands.

The Collapsed Temple

We began this chapter in the Yokohama Museum
of Art and extended it into the city. We distributed
works that resonated with each other throughout
the city, bridging the gap between the museum and
public spaces. At the museum entrance, we set up
the work by American artist Puppies Puppies (Jade
Guanaro Kuriki-Olivo), Barriers (Stanchions), which
resembled those typically found in airport immi-
gration areas. Visitors followed a zigzag path to en-
ter the building and read the following sign at the
end: “For LGBT immigrants, deportation can be a
death sentence. It’s time for a new approach.” Pup-
pies Puppies, who incorporates her observations of
trans-identity and life experiences in her art, con-
nected the public space and the museum with this
work. We invited viewers to begin their intellectual
journey into the exhibition here.

In the Grand Gallery, an atrium with a ceiling

height of approximately 16 m and an area of 1,000
sg.m that serves as the entrance hall, we worked
with artists to change the soaring narthex at the
center into a collapsed temple. Platforms rising
like terraces on both sides were transformed by
artists into campsites perched on a hillside. As a
visual prelude to the exhibition, these installations
revealed various “states of exception” that are of-
ten overlooked but deeply ingrained in our reali-
ty: diverse gender identities, death, refuge, exile,
protest, riot, wartime, post-disaster, and assembly.
They were set up as social landscapes that exist in
parallel with our own experiences, in which mil-
lions of people live and where any one of us could
be present at any time. They portrayed our com-
mon reality. These works were visual reminders
that brought us closer to our own “real” situation or
otherwise took us out of the illusion of spectacles.

Instead of commissioning monumental art-
works, we installed life-sized works to turn the gal-
lery into a space for dialogue. We subtly incorpo-
rated the museum’s existing architectural features
into the exhibition design by creating circular and
square pedestals covered by translucent plastic
and mirrored materials throughout the exhibition,
replicating the museum’s granite-covered circular
and square platforms but diminishing the gran-
deur of modernity and fostering a sense of equality
of human presence within the space.

Thus, at the center of the gallery space, we
placed a life-sized sculpture by Pippa Garner on
the large mirror-surfaced circular pedestal. Garner
is an artist who grew up against the backdrop of
the rise of commercial culture in postwar Amer-
ica. Her works consist of grotesque parodies of
people’s preoccupation with a consumer culture
that promises to improve their lives, health, and
well-being. She has diligently rejected conventional
comfort in her personal life and creative work, in-
cluding the conventional binary perception of gen-
der. Her androcentric mindset reflects her experi-
mental attitude, mischievous sense of humor, and
profound understanding of the ephemeral nature
of material existence. Her art acknowledges the di-
verse potential of human beings and the subjective
agency involved in decision-making. Her sculpture
on exhibit, Human Prototype, was a collaged figure
of a white woman, a black man, and a baby that re-

46

jected the binary gender perspective and playfully
challenged the epistemology within modernity as a
universal law.

To the right, we installed two sculptures, Fanus
and Mars, by Canadian born and New York-based
artist Miles Greenberg on a mirrored plinth. Fas-
cinated by temporality and physicality, he creates
new realities through his performances, which
demonstrates intense physical and mental endur-
ance and awareness. He translated his performanc-
es into sculptures by scanning the body movements
with a 3D scanner to produce molds. The resulting
variance gave the sculptures a dynamic quality, not
unlike the long camera exposures in photography.
By capturing the human body in motion, the sculp-
tures retained their general form but also produced
multiple limbs and abstract faces. These two tower-
ing black human-like sculptures blended the force-
ful bodies of the performance with the sacredness
and beauty of classical Greek sculpture, filled with
a sense of transformation, fragmentation, and awe.

Sandra Mujinga is a Norwegian artist born in
the Democratic Republic of the Congo who explores
the concept of digital ghosts and is concerned with
opacity or the contradictory nature of hypervisi-
bility and invisibility. She believes that many indi-
viduals of color, including herself, experience this
reality in which racial identity is politicized and ab-
stracted to empty and taxing references. In her new
work, Mujinga simulated digital pixels by weaving
fabric and created large-scale objects resembling
a coat. The objects were given a skin with the fab-
ric, and rendered invisible. Her work addresses the
superficiality of current identity politics, which
fails to reflect on the deeper colonial structures
and lacks the scrutiny to resolve the issue. Draw-
ing inspiration from science fiction, she also used
dinosaurs as a metaphor for both the past and the
future. She exhibited three giant objects suspend-
ed from the ceiling, titled And My Body Carried All
of You, and three objects standing on the floor, ti-
tled Unearthed Leaves. Clad in different shades of
red, with skeletal structures similar to dinosaurs,
looking neither forward nor backward, they hung
suspended, disrupting the linear view of evolution,
hovering and wandering through the gallery space
like ghosts.

Turkish artist Ozgiir Kar’s black-and-white an-

imated video installation, Fallen Tree, served as a
metaphor for the world in disarray and collapsing
as a result. The giant tree looked as if it had fall-
en with a thud and its trunk uprooted, losing its
source of life. An image of the tree was shown on
a set of screens connected to extend over 6.8m in
length and placed between two tall columns. It was
surrounded by swarms of flies, buzzing as if sing-
ing to the spoils of war. Here, the repulsive insects
became a sign of life, parasitizing and eating away
the dead tree, offering a commentary on the inter-
dependence of life and death.

With these works full of symbolism, we created
a collapsed temple as an illusion of contemporary
life in the Grand Gallery, exposing the obscured
chaos of the real world that exists in stark contrast
to the well-ordered modern form.

Campsite
For the monumental terraces extending from the
center in two directions in the Grand Gallery, we
invited artists to create various temporary struc-
tures using natural materials and fabrics to shift
the focus to the people featured in the works as
well as viewers in the space.

Joar Nango, a Norwegian architect and artist,
created an installation on the three large terraced
platforms on the right-hand side. As a member of
the Sami people, who are indigenous to the north-
most part of Europe, his creative ideas revolved
around the issues of indigenous identity and colo-
nial heritage. Rooted in the natural landscape and
reindeer herding, the Sami people source material
locally from their surroundings, taking the bare
necessities and avoiding an excessive amassing of
materials. He borrowed elements from Sami cul-
ture while also incorporating various raw materials
locally sourced in Japan, such as bamboo, wood,
fabric, and shells, and enhanced their expressive
forms to create a nomadic, temporary meeting
place, Harvesting Material Soul / Avnnastit. His
work presented a way of securing mobility through
nomadism and improvisation.

Opposite Nango, on the three terraced plat-
forms to the left of the Grand Gallery, we installed
“temporary structures” created by three artists,
Susan Cianciolo, Sgren Aagaard, and Shiga Lieko,
as alternative spaces for human activities and spir-
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ituality within the solid granite building.

American artist Susan Cianciolo resisted the
commercialization of fashion and proposed the
idea of craftsmanship as haute couture using ready-
made, recycled, or altered textiles to handcraft one-
of-a-kind garments in the 1990s. She established an
artisanal studio that collectively sewed garments
and created the non-conformist clothing line RUN.
On the terraced platform, Cianciolo reconstructed
the RUN CAFE, a temporary structure made of
timber, by placing a plastic table standing at the
center with paper cups, plastic tubes, and other
simple personal items on top. Recipes of food by
her friends for the café were on display on random
pieces of paper. This “reproducible” homemade
model was highly symbolic, simple, improvised,
informal, and open to all. Following this model,
which does not require a fixed form, anyone can
build a café using available materials. The RUN
CAFE, like her other models of functional spaces,
showed how community values and care can offer
a broad vision in a world dominated by economic
concerns, providing a definitive sanctuary for the
individual spirit.

Danish artist Segren Aagaard, who is also a
trained chef, integrates cooking and food into his
art. During the COVID-19 pandemic, he started his
art project, “Preppers Lab,” in which he explored
not only food preservation methods but also ex-
tended his research into DIY culture and survival
skills, as well as broader social consciousness. He
organized events to demonstrate hands-on food
preservation and preparation in a TV-program-like
format with hosts and guests. In his installation
Preppers Lab, he showed video footage of these
“TV programs” in a tent with camouflage-pattern
outdoor gear, cooking utensils and stools made
from used cardboard, and jars of fermented Jap-
anese food such as miso and pickled plum. This
makeshift Preppers Lab not only imparted practi-
cal knowledge of prepared food but also encour-
aged the viewer to acquire innovative hands-on
skills and gain experiences of self-empowerment
so that they could escape overexploitation by the
consumer economy. He discovered the link be-
tween preservation methods and self-survival by
looking into specific foods and culinary histories.
Thus, he carried out this project to motivate peo-

ple to explore life’s possibilities, which he believed
could counteract our challenges in broader con-
texts of climate change and social hierarchies, as
well as specific tendencies in the artworld and cu-
linary circles, such as nostalgic tendencies and the
blind idolization of genius.

As one of the victims of the 2011 Great East Ja-
pan Earthquake, Japanese photographer Shiga Lie-
ko witnessed the devastation caused by the tsunami
and the loss of social functions against the laws of
nature. She was further alerted by the destructive
effects of the Japanese government’s post-disaster
reconstruction on the region’s ecology, observing
that it would bring back the rules of modern gov-
ernance and take over the lives of the once-devas-
tated lands of the Oshika Peninsula. The artist, who
believes that true freedom comes from wandering
in a state of instability and gaining a true sense of
life, has actively chosen to live and work in disas-
ter-affected areas. She has contemplated life and
nature, which have been obscured by modern life,
in her everyday environment. On the third terraced
platform, she created the Emergency Library, a tem-
porary library with over 100 books related to her
practice, to allow the audience to read, understand
nature, comprehend society, and find guidance to
face the darkness and uncertainty of the world.

Reality, Reality

We presented two large-scale videoworks at oppo-
site ends of the gallery, on the high points of the
terraced platforms on the left and the right, placed
like large billboards along the highway. By looking
up at the works, the viewers were reminded of the
reality of collapsed temples and temporary camp-
sites that spread beneath them.

VideoSculpture XX VIII (Fanuary 6th), a video
work by Emmanuel Van der Auwera, used images
from the U.S. Capitol attack on January 6, 2021, by
former U.S. President Trump’s supporters. From
over 500 livestreamed videos available on the In-
ternet, the artist selected moments when the cam-
era lost control, veering aimlessly, colliding with
people, and ultimately crashing to the ground, as
if caught in a tornado or raging torrent. He then
rearranged these image fragments and played the
remixed images on 30 LCD screens. The artist de-
liberately scratched the screens with a knife, fur-
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ther distorting the images. The artist considered
this image matrix a contemporary iteration of a
historical painting, a kind of altarpiece that oper-
ated like a broken machine, and a testimony to a
history that went terribly wrong.

Repeat After Me by Open Group featured
Ukrainians on a large LED monitor who have been
displaced from their homes in different parts of
Ukraine. They faced the camera and silently imi-
tated the sounds of rocket bombs, air raid signals,
and various military weapons used by the Russians.
In the midst of a full-scale Russian invasion, nearly
all Ukrainians have been forced to become mili-
tary experts, capable of distinguishing between the
sounds of fighter jets and those of Iranian drones.
They have personally experienced these sound. The
viewer can mimic these sounds with lip-synching
and subtitles, like karaoke. While the people on
the screen do not directly address the war or share
personal narratives of escape and survival, Repeat
After Me adeptly and subtly reinstates the violence
and imperialist oppression that Ukrainians have
endured for centuries.

The works by Van der Auwera and Open Group
served as an artistic record of moments in contem-
porary history, encapsulating the disruption and
turbulence inherent in our lives today. The events
of January 6, 2021, exposed the United States as no
longer the symbol of the globalized, liberal democ-
racy that was established in the twentieth centu-
ry. We now see a new global order entrenched by
the war. Occasionally, the reverberating sound of
weapons emanating from the voices of Ukrainian
refugees haunted the gallery, prompting us to con-
front the impending reality of war.

As the viewer looked up to see these video
works, Shiga Lieko’s work DIALOG IN THE FOG:
FIRE— What Nozomi Onodera, a hunter, told me
in the mountains of the Oshika Peninsula in Miya-
gi Prefecture, consisting of large, blood-red pho-
tographs displayed on 11 walls of the third floor,
came into sight. The work was conceived based on
the artist’s conversation with Onodera Nozomi, a
hunter from the Oshika Peninsula in Miyagi Pre-
fecture. Shiga first started taking photographs of
plants in the forest but eventually shifted her focus
to the flow of blood in living organisms. Instead of
featuring individual photographs, she presented a

series of images to give viewers an overall impres-
sion of the forest space surrounding them. Shiga
also inserted manipulated images of branches to
resemble blood vessels in human bodies, inviting
viewers to relate to them as their own bodies. The
artwork tells the story of the flow and circulation
of energy among human beings, society, and na-
ture on the Oshika Peninsula. The color red con-
veyed the mood of caution and danger.

Directory of Life
Ascending to the third floor from the Grand Gal-
lery, a sense of urgency gave way to a feeling of
calm. We exhibited artworks made from everyday
materials by two artists in foyers facing each other.

In the foyer to the left, Belgium-based art-
ist Raffaella Crispino presented her work, Nous,
which consisted of 10 pieces of silk fabrics sus-
pended from the ceiling in an S-shaped curve. This
work was inspired by the discovery of the seeds of
a yellow flower called senecio inaequidens (South
African ragwort) that migrated to Belgium with
the import of South African wool that started in
1892 and eventually spread across the country with
the development of railroads. Other so-called inva-
sive species, imported by botanists and travelers
in the 19th century for their ornamental qualities,
also spread throughout Europe. Crispino’s work
featured prints of invasive plant species on silk
fabric, which were made using methods similar
to those described in medieval herbarium books.
The plant specimens were printed in a symmetri-
cal pattern, and vaguely recognizable human faces
and abstract organic shapes appeared. Plants con-
sidered invasive today are said to become native
tomorrow. Similarly, arbitrarily drawn boundaries
later become established facts. Plant migration is
often invisibly interwoven with human activities
and social organizations. The visual language of
this work revealed the absurdity of borders and
the possibility of constantly transcending existing
consciousness and experiences.

Susan Cianciolo’s “small worlds,” placed in the
foyer to the right, echoed Crispino’s work. The art-
ist drew inspiration from the Fluxus box format to
create her collages. Fluxus artists collected a series
of readymade objects and single-use materials, as-
sembled them into boxes, suitcases, or containers,
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created narratives, and exchanged them among
themselves. Cianciolo referred to her cardboard
boxes as “kits,” and assembled whatever materi-
als were around —painted rocks, wooden totems,
clay, strips of paper, small, tantalizing objects,
and even taped-up scraps of paper—to create the
kits with playful and engaging quality. Each box
was self-contained, with a spontaneous and rustic
choice of material, distinctly handmade, highly in-
tuitive, and having the appearance of a free-flow-
ing, colorful little world. They were placed directly
on unfinished wooden boards, with the exception
of one consisting of several ornament-like objects
that were suspended from the roof.

Returning to the center of the Grand Gallery,
on the square reading table we presented the Di-
rectory of Life, a component tightly bound with the
concept of “Our Lives.” It consisted of a selection
of texts by artists, thinkers, and social activists
from the 2000s onwards. The writings reflect on
our times, history, and lives in the context of the
writers’ specific situations that share a common
thread of experimentation. This anthology-like
compilation of texts shaped the conceptual core of
this Yokohama Triennale. Along with Shiga Leiko’s
Emergency Library, Directory of Life provided
viewers with multiple guidelines for both theory
and practice.

The works exhibited across the Grand Gallery
and the Foyer established the overall tone of the
exhibition by addressing our crisis-ridden reality
and highlighting the resilience and potential of in-
dividuals in the face of despair. The various actions
presented here underlined our idea that reality
could be changed and that searching for possibil-
ities would be more important than living in banal
and immovable realities.

Signals of Unease

The various signals of our disturbed world por-
trayed in the Grand Gallery continued into ad-
jacent galleries. In Gallery 8, Salote Tawale and
Lungiswa Gqunta echoed Sandra Mujinga’s signals
with their works. They examined the imperceptible
phenomenon of a universal social consciousness
that discovered and acknowledged particularity
while erasing and dismantling it.

Salote Tawale, an artist of Indigenous Fijian

and Anglo-Australian heritage, observed negative
stereotypes in Australian pop culture and tele-
vision and noticed the absence of representation
for Australians with mixed identities like her own.
This led Tawale to explore the underlying reasons
for this absence and examine the conflicts inher-
ent in her identity. Tawale’s installation, We are
Better Together, was likened to a self-portrait of the
artist. It comprised recurring motifs from Tawale’s
life and memory, encompassing patterns, materi-
als, objects, and photographic images in the form
of a wall painting. She also built a makeshift hut
in which she showed the video work, YOU, ME,
ME, YOU, featuring the artist and her family and
friends from the artist’s close communities during
the pandemic. The overall installation showed
Tawale’s defiant attitude toward colonial struc-
tures and narratives, which the artist sees as per-
sisting in contemporary society.

Sharing the space with Tawale was the South
African artist Lungiswa Gqunta, who has long fo-
cused on South Africa’s apartheid regime and the
resistance movement. Her sculptures and installa-
tions often use readily available materials—empty
beer bottles, old bedsheets, razor blades, barbed
wire, and discarded bed frames—found in her
everyday urban environment that could be used
as weapons and tools in the struggle against op-
pression based on labor, race, class, and gender
inequality. In her installation, Benisiya Ndawoni:
Return to the Unfamiliar, she filled the space with
barbed wire bound and wrapped in green fabric
that resemble plants that have grown and expand-
ed in the space. Despite its organic appearance, the
fabric did not completely hide the ferocity of the
wire. The spikes on the wire often pierced the fab-
ric, just as persistent social imbalance and violence
exposed the enduring legacy of colonialism.

Parts of society that are intentionally or un-
intentionally erased, repressed, and marginalized
are often the starting point for the artists’ works,
as demonstrated by Prickly Paper, a Chinese artist
collective that presented an installation in the mu-
seum, and SIDE CORE, a Japanese artist collective
whose works spread across several locations.

Prickly Paper, a homonym in Cantonese for
“toilet paper,” is a title of self-published zine edited
by artists Chen Yifei and Ou Feihong. Since their
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first project in 2019, they have evolved from mainly
producing woodcuts and home-printed zines fea-
turing stories of ordinary people to connecting
with friends and building a community through art
and publication. Based in Guangzhou, they have
collaborated with the local community in making
prints and books and traveled frequently, holding
workshops and making friends all over the coun-
try to explore and share ways outside mainstream
practice. They have been open to conceptualizing
new directions based on their practices and expe-
riences. They showcased their activities and cre-
ative concepts and methods in their installation,
Flocks of Swaying Grasses, in Gallery 9 using card-
board models, zines, and video footage of their
workshops.

SIDE CORE is an artist collective founded in
2012, consisting of three core members who car-
ry out public interventions under the strategy of
“expanding the expression of urban space.” They
undermine existing urban norms through murals,
installations, and actions. For the three-month du-
ration of the exhibition, they drew a graffiti work
on the exterior wall of the museum, titled big let-
ters, small things, on a day-to-day basis, presenting
their ideas in different forms.

The contents were sourced from street life, as
they know it, using pictures and poems to show
what has been excluded and overlooked due to
urbanization. For example, they featured a poem
about a homeless old man who sat on a bench in
Miyashita Park in Shibuya every day. Their aim was
to inject such individual experiences and memories
into the vast urban system. They also illustrated
scenes of smoking and other publicly prohibited
behaviors. Such familiar scenes were repeatedly
drawn and erased on the wall, which resulted in
adding physical thickness of the wall over time.
In this corner of the city where high-rise buildings
stand side by side in an orderly and clean environ-
ment, the giant graffiti, as a public act excluded
from urban gentrification, presented images and
language to express defiance toward prohibition
and embedded chaos and freedom in the landscape
of the well-ordered neighborhood.

The same concept was carried over to the
BankART KAIKO venue, where they installed six
screens for their work, sey, in the glass-covered

dry area. Here, the figures looked up at the sky,
drawing and erasing unfinished images and words
without specific meanings. These playful actions
and expressions explored the cracks that cut into
society’s brutal and orderly life.

Their installation of a large LED work on the
facade of the Former Daiichi Bank Yokohama
Branch building, construction giant, featured im-
ages of people working at night, such as elderly
nighttime traffic control workers, foreign labor-
ers at construction sites, and the artists’ friends
at nighttime jobs. These images allowed daytime
pedestrians to see the nighttime workers. As the
artists pointed out, these workers were not strang-
ers but rather reflections of themselves and their
friends.

We forwarded the issues addressed through
the works in the Yokohama Museum of Art to pub-
lic spaces in the city. Chun Yin Rainbow Chan, the
Hong Kong-born Australian experimental pop mu-
sician and artist, reproduced her work Fruit Song
No. 2 in the underground passage to Chinatown.
Since 2017, Chan has been researching the history
of her maternal lineage of Weitou people in the New
Territory of Hong Kong, who were the first group
of people to arrive from Southern China during
the Song Dynasty (960-1279). She discovered that
the oral traditions of the women of Weitou were
disappearing, and learned their dialect. Fruit Song
No. 2, is based on a song of “bridal lament,” tradi-
tionally sung by the bride in an arranged marriage.
Chan also sang these lyrics, filled with sadness and
loss, as a performance. Her stories resonated with
the memories and experiences of many Chinese
diaspora in Yokohama, providing refreshing visual
sensations and perceptions.

Our Portraits
The final work in this chapter was the very first
work we commissioned in the early stages of the
exhibition’s conceptualization. We proposed to
two important Japanese artists, Kitajima Keizo
and Morimura Yasumasa, that they collaborate and
create a special work for the Yokohama Triennale.
Our idea was inspired by the fact that Morimura
and Kitajima have pursued distinct styles in their
photographic works: Morimura has long worked
on the personification of famous art historical
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figures, while Kitajima has been taking headshots
of ordinary people since the 1990s, photographing
the same person continuously at an interval of a
few years, producing portraits of the same person
spanning several decades. We asked Morimura to
portray the middle-aged Lu Xun and Kitajima to
photograph him as Lu Xun, using the same method
as his ongoing “Portraits” series. Their paths had
not crossed before this project, but after listening
patiently to our proposal, they agreed and started
testing and working immediately.

Their collaboration produced four large photo-
graphs, all taken by Kitajima: a set of Morimura as
a middle-aged Lu Xun and as an ordinary person
in a plain white shirt; another set of a male fig-
ure from Kitajima’s series of portraits, one taken
in 1993 and another taken 30 years later in 2023.
Here, the two people associated with each other
emerge from the same subject, but in different con-
texts. Pairing, but with variations, was a method
we also incorporated in designing this exhibition.

These simple, unadorned portraits were dis-
played in the busy shopping mall of Queen’s Square
YOKOHAMA, replacing the usual commercial ad-
vertisements. Although striking for their monu-
mental scale, they represented ordinary individu-
als who take on different roles in life: the Other,
ourselves, young and old. Through these four por-
traits, we paid homage to each resilient ordinary
person in our own lives. We dedicated this exhibi-
tion to them and engaged in a dialogue with them.

We could learn ways to maintain strength
during challenging times and find a sense of direc-
tion in the midst of darkness from the experiences
of artists and artwork and the numerous insights
garnered from ordinary people’s lives. This is the
reason that we asked Joar Nango to use locally
sourced bamboo to inscribe the following Sami
words on the museum’s facade: 7hey Don’t Follow
Routes, and They Don’t Conform to Regulated Order.
His declaration became a manifesto of the spirit of
Wild Grass and an apt portrait of human beings.
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Facade, Yokohama Museum of Art
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Joar NANGO
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WSIFROOSNIEEITHT, HHIRDLBFEICHEDEL/
Eai cuovo mearriduvvon luottaid eai ge vissis njuolggadusaid

They Don't Follow Routes and They Don’t Conform to Regulated Order/

Eai éuovo mearriduvvon luottaid eai ge vissis njuolggadusaid
2024
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Foyer (Gallery 2 side), Yokohama Museum of Art
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light in the trees coming through the leaves like patterns Communicating Telepathically and energetically, (“I LOVE YOU”)
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Grand Gallery, Yokohama Museum of Art
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Section  “Directory ofLife” WANG Qin [Thinking Partner]
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Introduction to the Directory ofLife

What is a Directory of Life? Can we make a guide-
book-like directory to help us live? In contrast to the
usual meaning of the word, the text presented here
is not an attempt at comprehensive enumeration of
all the details of our lives. It also does not indicate
the beginning and end of life, or try to give our lives
order or meaning, or to append headings and a table
of contents to them. The purpose of this directory is
instead to disrupt and shake the entrenched rules,
patterns, and structure of meaning in our lives.
It expands upon the overarching theme of “Wild
Grass.” Wild grass is the very power of nature, and
the self-assertion and -affirmation of life. As such, it
ignores existing borders, meaning, order, structure,
and planning. It unexpectedly and suddenly inter-
rupts the conventional rules and regulations of life.
Passing through the chaotic exterior, it finds form-
less energy, speed, and rhythm. Its impact on and
interruption of meaning and order derive from life
and our own lives themselves. Our lives are noth-
ing other than wild grass, i.e., arbitrary combina-
tion, horizontal connection, temporary structures
of meaning, chance encounters, attitudes open to
others, and ceaseless change and formation.

The Directory of Life presents ways of being and po-
tentialities for lives to unfold in different directions,
different domains, and different time and space,
and shows the grammar and creases & folds of life,
both hidden and clear. Spurred by these elements,
we may come to reconsider the existing conceptual
frameworks and analytical premises, reflect on and
criticize them, while traversing and going through
them. At the same time, we may decide to examine
the relationships of tension between the various

dichotomous pairs that are used to establish real-
ity, order, meaning, and borders in our lives, e.g.,
public/private, political/non-political, serious/com-
ic, and periphery/center. The texts contained in this
directory give us a chance for re-education, but they
are definitely not “guidance for ideal living.” On the
contrary, this directory, which is basically in a sta-
ble state, replete with coincidence, and on the verge
of falling apart at any time and place, consequent-
ly has an allegorical correspondence with our very
lives. It is not a document providing a method for
accurate and proper understanding of actual soci-
ety or a report on research in the field of taxonomy.
It is like an indistinct constellation and invites us to
combine, rewrite, annotate, reread, translate, par-
ody, and adapt the texts as we please. Our position
may be likened to that of a gardener who has been
freed from a particular set of esthetic principles as
he confronts various wild plants in the garden. If
we open up the existing meaning, order, and struc-
ture of life to nature, the world, and others (i.e., if
we open up life to life itself), various possibilities
that have not yet been brought to light or have been
quickly forgotten will come into view. It is not diffi-
cult for us to notice them.

These texts in the Directory of Life are not far from
us in terms of time; on the contrary, they speak di-
rectly to our times, history, and lives. They extract
the structure of meaning and mode of encryption
in the present-day world that we take for granted
from mutually different directions, and describe
the political, intellectual, and cultural energy lying
dormant in everyday life, each applying original,
unclassifiable methodologies. They are seeds that
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open the door wide to a different world. They make
it possible to picture utopias under the historical
circumstances in which we find ourselves, as well as
to create new social linkages, new modes of symbio-
sis, and new communities grounded in the concrete
circumstances of being.

Let us live like wild grass. Let us live together with
wild grass. Why? Because we have always lived by
doing so.

[WANG Qin (Associate Professor, College of Arts
and Sciences, The University of Tokyo)]
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Thinking Partner: WANG Qin
THR%Z4%337-0DF5I%E,

Directory of Life
2024

[o1]

Fellow Thinker: KARATANI Kojin

“Introduction,” “Chapter 1: Principles of the New
Associationist Movement (NAM) A,” “As above, B,”
“As above, C,” and “As above,D”

From Principles of the New Associationist Movement
(NAM), translated by Michael K. BOURDAGHS, 2001

[02]

Fellow Thinker: WANG Hui

“Let Us Ask Again: Equality of What?”

From Chapter 6 “Three Concepts of Equality,” translated
by Lewis HINCHMAN and Christopher CONNERY, CHINA’S
TWENTIETH CENTURY: Revolution, Retreat and the Road
to Equality, published by London/New York: Verso, 2016

[03]

Fellow Thinker: David GRAEBER

“On the Phenomenon of Bullshit Jobs: A Work Rant”
From Strike! Magazine, 2013

[04]

Fellow Thinker: Judith BUTLER

“Chapter 2: Bodies in Alliance and the Politics of the
Street”

From Notes Toward a Performative Theory of Assembly,
published by Cambridge, Massachusetts: Harvard
University Press, 2015

[os]

Fellow Thinkers: Bjork & Timothy MORTON

“Bjork’s Letters with Timothy Morton”

From Bjork: Archives, London: Thames & Hudson, 2015

[o6]

Fellow Thinker: MATSUMOTO Hajime

“Prologue,” and “Something unexpected is starting! -
Rehearsals for creating a manuke place”

From Manual for a Worldwide Manuke Revolt, translated
by Max RES, The Anarchist Library, 2021

[o07]

Fellow Thinker: McKenzie WARK

“Introduction”

From Capital Is Dead, London/New York: Verso, 2019

[08]

Fellow Thinker: SAITO Kohei

“Chapter 7: Degrowth Communism Will Save the World”
From Slow Down: How Degrowth Communism Can Save
The Earth, translated by Brian BERGSTORM, London:
Weidenfeld & Nicolson, 2024

[09]

Fellow Thinker: Anonymous Tangpingist

“Tangpingist Manifesto: Tangpingists of the world, unite!”
From 7angpingist Manifesto: Tangpingists of the world,
unite!, translated by Bugs, The Anarchist Library, 2021

[10]

Fellow Thinkers: Ingo NIERMANN & Erik NIEDLING
“The Walder Diet”

Written for the 8th Yokohama Triennale, 2024
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We are Better Together
2024
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Benisiya Ndawoni: Return to the Unfamiliar
2018-2024
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Flocks of Swaying Grasses
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Balcony, Former Daiichi Bank Yokohama Branch
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Dry area, BankART KAIKO

SIDE CORE
sey
sey
2024

33









JCHY - PR E I
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Chun Yin Rainbow CHAN
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Solo live performance Laments
for Then and Now (March 15)
Photographed by KATO Hajime
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Symbol of Depression

Prelude

In 1924, Lu Xun was writing Wild Grass while also
translating Symbol of Depression, a collection of
criticism by the Japanese literary critic Kuriyaga-
wa Hakuson. The book was published posthu-
mously after Kuriyagawa was tragically killed in
the Great Kanto Earthquake in 1923. The essence
of the book is straightforward and can be summa-
rized as follows: When the human life force is sup-
pressed, depression is expressed in symbols such
as literature and art. In the translator’s foreword,
Lu Xun writes, “As the author is a creative person,
this book becomes a work of creativity in its own
right.” Inspired by Kuriyagawa’s unique insights
and deep understanding, Lu Xun wrote his mas-
terpiece, Wild Grass, with a “bitter chagrin born of
repression.”

Entitled “Symbol of Depression,” after Kuri-
yagawa’s book, we opened this chapter with Kéthe
Kollwitz’s woodcut print and the first-edition cop-
ies of Lu Xun’s Wild Grass in Chinese and Japa-
nese, followed by works spanning more than 100
years. These works, as the culmination of creativi-
ty, indicate the inner resilience of the human spirit
in the face of challenges in history and the hard-
ships of the present. We wove these works together
to articulate the theme poetically and create a state
of mind in which despair and resilience crossed.
This state of mind cast a long shadow over the rest
of the exhibition.

The German artist Kdthe Kollwitz lived through
political turmoil in her country and the two world
wars during the first half of the 20th century. She
devoted herself to the labor movement with her art,
using woodcut prints to depict the difficult lives of
ordinary people and the devastation brought about
by the wars. In 1914, she lost her young son shortly
after he was sent to the frontlines of World War L
This tragic event had a lasting impact on her work

and her later works were largely driven by guilt
and grief. The brutality of death was a lifelong and
compelling source of inspiration, often taking her
art in different directions. In 1919, after the murder
of Spartacist League leader Karl Liebknecht, Koll-
witz attended his funeral and began to sympathize
with the Communist Party of Germany (KPD),
which marked a shift in her political thinking. In
her work Mourning of Karl Liebknecht, she depict-
ed the pale body of the Marxist lying dead, sur-
rounded by mourners of his working-class follow-
ers. His face looked glowing, much like the scene
of the lamentation of Christ in Christian art. After
World War I, left-wing literary and creative thought
emerged worldwide. Kollwitz’s profoundly realis-
tic works resonated strongly with left-wing artists
in Asia, including Lu Xun. Lu Xun had given up
medicine to pursue literature and art while living
in Japan (1902-1909) as he was convinced that lit-
erature and art would treat spiritual problems and
enlighten the Chinese public. We exhibited Lu Xun
and Kollwitz side-by-side in the exterior windows
of Gallery 7.

The Dilemma of Modernity
We synchronized the screening of the film Archa-
ic Torso by Hungarian director Dobai Péter, which
we showed at the beginning and then again at the
end of Gallery 7. This 1971 film portrayed an anx-
ious young man deeply invested in the ideals of
modernity. He is fixated on a disciplined lifestyle,
working on bodybuilding through rigorous daily
exercise and expanding his mind by immersing
himself in books on philosophy to put Goethe’s
ideal human into practice, but eventually breaking
down under pressure. It presented a compelling
analogy to how the desire for order suppresses vi-
tality, while vitality, whether manifested through
passionate resistance or uncontrollable collapse,
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serves as a cure for the obsession with modernity.
The work was first shown on a monitor at the be-
ginning and, again, projected as a larger image on
the wall at the end of the long-curved gallery space.
This spatial design allowed the viewer to observe
the same film transitioning from a small to a large
scale while moving from a sparse space to a crowd-
ed one toward the end, evoking a growing sense of
unease in the viewer’s mind.

Resonance of Realism

In the 1930s, influenced by left-wing ideology and
literary theories that rapidly spread in China and
Japan, woodcuts became a powerful tool for artists
to document and criticize their social conditions,
leading to the expansion of the Sosaku Hanga
(creative prints) movement. Ono Tadashige, who
was deeply influenced by German Expressionism,
produced a series of proletarian artworks that fo-
cused on the livelihood of the working class. He
first exhibited woodcut prints at the Second Tokyo
Proletarian Art Exhibition in 1929. In 1931, he pro-
duced Death of Three Generations, which depicted
the tragedy of a family in a small town affected by
a coal mine accident, in a series of 50 small black-
and-white prints. The following year, in 1932, he
co-founded the printmaking collective Shin Hanga
Shudan (New Print Group). But in 1936, he termi-
nated this collective to start the Zokei Hanga Kyo-
kai (Plastic Print Association), shifting his priori-
ty from proletarian art to art printmaking. Ono’s
woodcuts were presented under the work of the
same period by Chinese woodcut artist Zheng Yefu.

When left-wing art in Japan declined under
political pressure after Death of Three Generations,
Lu Xun introduced Japanese woodcuts to China.
He also endorsed German prints for their somber
and tragic tone that expressed the life force of the
working class in the context of social criticism
and exemplified the powerful social function of
art through strong and distinctive lines cut by the
knife. He vigorously promoted the emerging wood-
cut movement, firmly believing that art, particular-
ly,printmaking, had a role to play in the salvation
of the Chinese nation. Zheng Yefu attended the
woodblock print workshop organized by Lu Xun
in Shanghai. Under Lu Xun’s guidance, Zheng Yefu
started woodcut and publishing activities. In his

early days, he was influenced by the style of Euro-
pean printmakers such as Belgian Frans Masereel,
a creator of woodcut novels, and produced works
on the labor movement and the social life of the
working class. Flood is a series of woodcut prints
based on the 1931 Jianghuai Flood, which is one
of the deadliest natural disasters ever recorded in
China.

Opposite the two sets of black-and-white
woodcut prints, we mounted another work on the
labor movement, but one that was produced 90
years later by American artist Jonathan Horowitz
on the other side of the Pacific Ocean. Since the
early 1990s, Horowitz has drawn on popular com-
mercials and art historical sources to explore the
connections among consumer culture, political
consciousness, and the silencing of post-war art.
On the curved wall, we mounted his photomural
that incorporated an enlarged news image taken by
photojournalist Tom Williams entitled Food indus-
try workers rally on the National Mall to highlight
the contributions immigrants have made during the
pandemic and call on Congress to deliver COVID-19
and citizenship relief for 11 million undocumented
immigrants on Wednesday, February 17, 2021. The
photograph showed masked workers holding red
signs in capital letters: “IMMIGRANTS ARE ES-
SENTIAL.” Looking at the life-sized workers and
the eye-catching message, viewers could feel as if
they were at the protest.

The Whisper of the Heart
For witnesses of the time, even the most earth-shat-
tering incidents could be inscribed in the most sub-
dued and obscure way. Here, the exhibition shifted
from the indignation of staring straight into reality
to muffled sobs. Vunkwan Tam, an artist interest-
ed in developing meaning in visual practice, as-
sembled a group of silent objects on a white wall.
Starting with the Roman numeral “XXI” made of
sunflower roots hanging high on the wall and mov-
ing downward, he placed a group of different-sized
photographs of a woman riding a horse, extracted
from a September 14, 2008 webcam recording of
a circus performance. He further flipped the blur-
ry photographs to make them more abstract. He
also hung a tie with a Rosetta Stone design he pur-
chased from the British Museum shop and placed
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an iron sword from 19th-century North Africa at
the bottom of the wall. Tam purchased these ‘prod-
ucts’ while browsing the Internet and transformed
into objects of meaning through symbolism. The
Internet has flattened culturally significant objects
from different eras into a single consumer prod-
uct. His installation carried a sense of fragmented,
apathetic, and frustrating cultural representation
of the digital age, which was brought to life by the
ephemeral reactions to devastating events on so-
cial media. Unlike the four silent works in the gal-
lery, the fifth was a sound piece placed along the
curved corridor outside the gallery. Four speak-
ers simultaneously played a recording based on a
found YouTube footage in which a teenager read
a romance novel on the night of September 14,
2008 —the night before Lehman Brothers declared
bankruptcy.

The objects presented by Tam might have
seemed unrelated at first, but they actually rep-
resented moments of distress and the “seemingly
inevitable” moments that the artist saw as a part of
history. His selection of ready-made items, includ-
ing e-commerce products, web stories, and audio,
conveyed a compressed and distorted sense of grief
and frustration. After the protests in Hong Kong
were put on hold, he found that his objects were
a fitting expression of the burning and ineffable
emotions that ensued. These emotions were also
reflected in the photographs of Hong Kong artist
South Ho, who documented the Umbrella Move-
ment in 2014 and the protest in 2019, triggered by
the passing of the extradition bill. His photographs
captured both the crowds and the remnants of the
movements: empty streets, barricades on elevated
roads, streets in a state of disarray, and paint-cov-
ered walls with faintly visible slogans. These imag-
es, which were not emotionally charged and rath-
er quiet, highlighted the sadness, discomfort, and
helplessness in this traumatized city.

In highly politicized times and spaces, pre-
serving and documenting the essence of individ-
ual lives and times is not easy. During the Cultur-
al Revolution (1966-1976) in China, propaganda
paintings portraying workers, peasants, and sol-
diers were dominant in the country. Artist Zhao
Wenliang sought to preserve his personal feelings
amid the intense political atmosphere by creating

delicate and indistinct still-life paintings of land-
scapes. Keeping a distance from the mainstream
artistic trends, he sought to imprint on them his
personal interests, circumstances, and inner feel-
ings. He reached his prime when he produced sub-
tle and steady paintings that conveyed the sadness
and helplessness of adversity in somber images, re-
flecting an average person’s yearning for freedom.
Conversely, at the end of the destructive Cultural
Revolution, woodcut artist Zhao Yannian produced
Wild Grass, referring to Lu Xun’s literary work.
In this work, the green grass breaks out from the
depths of the dark earth like a bolt of lightning,
charging straight up into the sky. It symbolizes the
unstoppable force of nature and conveys vitality
and the hope of dawn. This work was placed diago-
nally opposite Zhao Wenliang’s group of paintings.

These works from the 1960s to recent years
echoed the melancholy, bitterness, and struggles of
complicated individuals hindered by intricate po-
litical and social issues. Instead of immediately ad-
dressing these issues, they share other’s inner pain
by fathoming their own vehement thoughts and
developing nuanced expressions through artistic
means. These creations offered genuine reflections
of life free from simplistic slogans, carrying the
complexity that transcends the rigid and dogmatic
dichotomy of modern society.

Taboo-Induced Vitality

The sound of sorrow that had been kept at a low
volume for a time was pushed to a high level, begin-
ning from a collection of paintings, drawings, and
collages by German artist Sibylle Ruppert from the
1960s to the 1980s, which falls between dark sur-
realism and eroticism, are influenced by the mor-
bid and lurid works of Marquis de Sade, Comte de
Lautréamont, and Georges Bataille. They featured
twisted forms of insects and reptiles, often accom-
panied by explicit sexual imagery. Her works sug-
gest nightmarish cosmic proportions of space and
their underlying eroticism. Hybrid limbs, machin-
ery, and natural elements blend into a seamless
continuity without beginning or end, obliterating
any notion of bodily integrity. The intimate and ex-
treme representation of one’s personal trauma is
full of taboos, eerie and unsettling. It was as if it
were a passionate eulogy for the fervent life force.
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Having been exposed to the radical ideology
of the 1960s, American artist Pippa Garner used
absurd and direct visual expressions to confront
the systematic oppression of human nature by con-
sumerism in post-Fordist American society. Garner
began working in design in the 1960s and planned
to become an automobile designer. At that time,
cars were pushing the limits of the absurdity, add-
ing excessive weight and size to their design to ful-
fill the most basic desires for sexy looks and safety.
She illustrated such manifestations in her photo-
graphic work, Un(tit)led (Man with Kar-Mann),
which shows the back half of a small Volkswagen
Karmann Ghia replica morphing into squatting hu-
man legs. The artist also believed that the human
body can be modified, retrofitted, or overhauled
like cars. With the help of Hollywood Boulevard
sex workers, the artist began her journey of gender
transformation in the 1980s. The enlarged print of
photographs on the wall showed both a car and her
personal metamorphosis. The transformation of
one human being into another is both a release of
inner desires and a life force that breaks through
the gender consciousness and boundaries that
people have formed in their social lives. Here, art,
reaching its most significant potential under highly
restrictive circumstances, as emphasized by Kuri-
yagawa Hakuson, was given its most vital voice.

The Joy of Life
From the entrance to the center of the gallery, a
number of small sculptures by Dohi Miho were
scattered and interspersed on the walls and in the
space, resembling stars at night. Using ordinary
materials such as fabric, yarn, paper, wood, brass,
copper, and wire, she intuitively manipulated and
combined them, often altering the objects’ centers
of gravity or turning them over, coloring, carving,
or twisting them for reorientation. While each ob-
ject emitted its own light in the space, as a group
of abstract and dynamic objects they occupied an
undefined space and exuded a sense of joy and vi-
tality. The gallery also featured customized plinths
and walls, along with mirrors and white panels,
drawing on formal elements of the museum build-
ing of circles and squares. The mirrored surfaces
reflected the other works in the gallery and creat-
ed a disorienting and unpredictable experience for

the viewer.

If the works of Zhao Yannian, Zhao Wenliang,
South Ho, and Vunkwan Tam were reflections of
their emotions, the small sculptures of Dohi con-
veyed human expressions. These irregular forms
served to question modernity and its shortcom-
ings, such as excessiveness and the resulting lack
of freedom. As Kuriyagawa put it, “There is a world
where one could pursue a pure and safe creative
life. That is, creativity in literature.”t1

Kuriyagawa focused on the hindrance of life
and creativity as something that cannot be im-
posed from the outside but originates from the in-
ner core of the individual person. He sees vitality
as a shared experience and believes that individu-
al expression embodies this universality. The flu-
id instinct for life is a driving force regardless of
its direction, and moments of realization always
involve self-reflection. The more an artist could
convey their inner experience of oppression, the
more their expression would resonate with the
social reality of their time. Lu Xun’s literary cre-
ations did not deal with external politics; instead,
they emerged from wrestling with this inner pain,
which he shared openly. Lu Xun believed that by
continually exploring his own inner darkness, and
denying and renewing himself, he could empathize
with others. Lu Xun’s words are an important les-
son for us today, as we confront multiple crises
with our creative practice.

[Note]

1. Kuriyagawa Hakuson, Kumon no Shocho (Symbol
of Depression), Kaizo-sha, 1924, p.22. The quote
was translated from Japanese to English for this
essay.
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Streams and Rocks

An Ordinary Story

“The Symbol of Depression” was about the choic-
es made by artists as a source of creativity in the
face of external adversity that might inhibit one’s
life force. We further developed this thought in this
chapter, “Streams and Rocks,” and celebrated life
forces that are continuously in conflict: a force that
moves forward and another that blocks the way.
Kuriyagawa Hakuson once wrote, “Thus our life
force, like a rushing torrent with rocks blocking
the way, we must twist and turn to move forward
through an abyss and rapid flow. 11 In this chapter,
we presented artworks that demonstrate the inter-
action of such life forces, with streams being the
unceasing vitality of life and a kind of potentiality
on the rise, while rocks are obstacles, hardships,
stagnation, or the persistence of the world’s prob-
lems. In this context, the stream is interrupted and
thus gains force when it meets and rubs against
the rock. Interruptions and blockages can dissolve
the meaning of continuity but also generate a new
meaning; continuity also exists within the normal-
ity of rupture. Over time, the stream eventually
wears the surface of the rock and continue to rush
forward until it hits the next rock along the way.
These life forces are like the rocks in our spiritual
wasteland, where crisis and resilience always exist
side by side. In this way, the stream and the rock
are a portrait of the regular state of life. Hence, we
celebrate childhood, youth, indulgence, instinct,
exuberance, explosion, desire, serenity, ordinari-
ness, and perseverance as indications of strength,
identifying the commands of life in history and in
the present.

In this chapter, we highlighted the story of Li
Pingfan, a Chinese woodcut artist who studied and
worked in Japan and connected China and Japan
through printmaking in the postwar period. The
practice of woodcut as an art form was first in-

troduced into China by Lu Xun in the early 1930s,
but during World War II, this left-wing creative ap-
proach declined in Japan under political pressure.
The Japanese public, shattered by the country’s
defeat in 1945, began the painful process of reca-
librating itself, which involved unflinchingly con-
fronting Japan’s history and reality. In 1947, several
exhibitions of Chinese prints were held in Japan,
including the “Early Creative Prints in the Republic
of China” exhibition at the Daimaru Department
Store in Kobe, which was promoted by the mem-
bers of the Japan Overseas Chinese New Collective,
including Li Pingfan. The exhibition featured 68
woodcuts that Lu Xun donated to Uchiyama Ka-
kitsu, when he was in Shanghai as a lecturer at his
woodcut workshop. Kakitsu is the brother of Uchi-
yama Kanzo, a bookstore owner in Shanghai who
befriended and supported Lu Xun.

Li Pingfan was born in Tianjin in 1922. Around
1938, inspired by the New Woodcut Movement ad-
vocated by Lu Xun, he began to learn woodcut on
his own. From then on, his printmaking was close-
ly connected to the events of his time; hence, his
early works focused on the hardships of people at
the bottom of society. In the early 1940s, Li Pingfan
was invited to work as an art teacher at the Kobe
Chinese School in Japan and studied water-based
woodcut techniques under the Japanese printmak-
er Kawanishi Hide. His subject matter and style
shifted as a consequence. During the years that
he lived in Japan, he studied the history of Japa-
nese printmaking in depth. At the same time, while
based in Kobe, he energetically carried out activi-
ties in Tokyo and Osaka, among others, including
exhibiting woodcuts from China at school festivals
in various universities. These works showed the
Japanese public the actual experiences of the Chi-
nese people who had persevered in the 15 years of
struggle against the Japanese invasion for the first
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time. As a result, the Chinese woodcut movement of
the 1930s, which critically reflected reality through
art, ignited the enthusiasm of the Japanese public.

In the early 1950s, when modern water-based
woodcuts were nascent in China and printmak-
ing artists were still developing their own styles
and techniques, they sought to acquire their own
artistic language but lacked suitable references.
They urgently needed to pursue water-based wood-
cut techniques to distinguish themselves from the
traditional woodcut prints in Western art. After his
return to China in 1950, Li Pingfan began to intro-
duce Japanese prints to China. In July 1950, he ex-
hibited 100 pieces of Japanese water-based wood-
cuts and ukiyo-e woodblock prints in Zhongshan
Park, Beijing, marking the first exhibition of Jap-
anese water-based woodcuts in the newly founded
Republic of China. It raised great interest in print-
making circles and art associations, and thereafter
toured Tianjin, Shenyang, Shanghai, and Hang-
zhou, among other cities. These exhibitions greatly
expanded the artistic vision and creative thinking
of Chinese printmakers. Li Pingfan continued the
Sino-Japan cultural exchanges initiated by Lu Xun
and Uchiyama Kanzo at a different juncture in
history. More importantly, the exchange through
printmaking and the left-wing spirit opened a
channel for civil exchange, thus overcoming the
political hostility and unresolved historical knots
between the two countries at the national level. His
activities embodied the spirit of individual interna-
tionalism, a framework that is urgently needed in
the current global political landscape.

Picture of Boyhood
Active in the Japanese printmaking community
since the 1930s, Taninaka Yasunori was an artist in
his own world. He was adept at employing a picto-
rial style emphasizing the black-and-white contrast
using smooth lines and dynamism of varying depth
to illustrate the narrative elements and dreamlike
images in his works. His fascination with fanta-
sy came in the form of Picture of Boyhood, a col-
lection of nostalgic prints depicting boys playing
sports and games. His scenes, which were con-
ceived freely within his mind, seemed to immerse
one in another world full of Oriental mysticism.
These works offered a free ride through the worlds

of fairy tales, dreams, fantasies, and reality, where
great charm was born out of the clashes of black
and white or the harmony between the two.

While the children’s world in Taninaka’s work
was dreamy, uncanny, and fascinating, the youth
captured through the lens of the American pho-
tographer Larry Clark showed them with drug ad-
diction, nudity, and guns. He captured the unique
pulse and unbearable pains of the youths with orig-
inality. In 1971, he published a book of documentary
photographs, Tulsa, recording the lives of adoles-
cents during the 1960s to the early 1970s involved
in drugs and other illegal activities. He gave a vivid
portrayal of his peers, as well as intimate details
of his own risky life. By taking part in his friends’
livelihood, he unflinchingly revealed harrowing
and often grueling scenarios that left them with
no way out. Without exception, the viewers found
themselves present at the “scene of the crime,”
where they looked at themselves in the eyes. These
straightforward, original, grainy monochrome im-
ages framed a different kind of youth, one associ-
ated with sex, drugs, violence, and death. Clark’s
naturally lit and classically composed photographs
of deeply troubled youths were presented as a testi-
mony to poignant and touching humanity.

At any historical moment, there will always be
young people who attempt to make it through or
escape from the bitter present through their ac-
tions. In her work, No Go Backs, Los Angeles-based
artist Stanya Kahn told the story of teenagers who
hastily prepare to escape the city and go on a road
trip. The artist’s son and his childhood friend made
their way on their bicycles, and another set of his
friends traveled separately on foot. They traveled
north along the California Aqueduct from Los
Angeles through the breathtaking landscapes of
the Eastern Sierra Nevada, enduring hardships
along the way. The two groups set out separately
and eventually met. This anti-utopian novel, based
on real-world relationships and contemporary ca-
tastrophes, describes the teenagers’ distracted and
depleted yet resilient journey through a collapsing
world in a dream-like state. The artist completed
this film one month before the COVID-19 lockdown
was enforced in the United States. Produced at this
historical moment, this work was like a prophe-
cy and an allegorical epic of an entire generation
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that must need to forge a new path in life. As in
this work, Kahn draws on real-life scenarios and
episodes and focuses on humble people, their as-
sociated strains, and the words they utter in the
midst of difficulties. To her, these intersections
of unease and persistence and the moments when
things might fail or succeed are nodes that can
yield productive anxiety. These nodes are both real
and a source of creative power.

Ode to the Nature

High on the exhibition wall directly opposite Stan-
ya Kahn’s work, we mounted a group of photo-
graphs depicting the utopian American country-
side of the West. Norm Clasen was commissioned
for the Marlboro cigarette advertisement campaign
in 1978 and started taking portraits of cowboys of
the American West living in their natural environ-
ment. These images, widely disseminated through
the mass media, have become iconic photographs
of popular culture and, even more so, classics to-
day. Over 13 years, Clasen ate, drank, and rode
with the cowboys, earning their respect and trust.
As a result, he was able to capture their most epic
moments, which defined everything they were.
Clasen endured shooting in harsh weather, such as
sandstorms, rain, and snow, as well as maximized
natural light. His photography has helped to shape
the iconic visual vocabulary of the American West.
Images of cowboys conquering nature appeared in
newspapers, magazines, and billboards worldwide,
having a profound cultural impact. During the Cold
War, the American dream symbolized freedom,
penetrated ideological boundaries, and captured
hearts worldwide. It is this American myth that
Stanya Kahn’s work sought to undo.

Below Clasen’s impassioned images, we ex-
hibited a set of small black-and-white prints by the
Indian artist Treiborlang Lyngdoh Mawlong, which
spoke calmly about another stream of life: Hailing
from the Khasi Hills in Meghalaya state in north-
east India, the artist has long experienced and wit-
nessed village life cut off from the modern world,
documenting and acknowledging with woodcuts
and drawings the dignity of hard labor. Drawing
on the visual language of comic books, he renders
his still images with layers of thoughtful detail and
expressionist-like expressions to formulate their

narratives. Contemporary lives are undermined
by developmental imbalances, systemic problems
of poverty, and a lack of educational resources,
healthcare, and infrastructure that perpetuate the
adherence to remote mountainous regions. Despite
suffering from poverty, in his long observation, he
found that the locals, predominantly agrarian and
dependent on cultivating and producing medicinal
black peppercorns for their livelihoods, devoted
themselves to their labor with enthusiasm and hon-
esty. During the COVID-19 pandemic, he gained a
deeper understanding of the remoteness of the re-
gion, which is isolated from the larger society. By
portraying the everyday lives of ordinary people in
their surroundings, he made visible the extraordi-
nary significance of human life.

A Box of Dreams

As the gripping narratives unfolded in this gallery,
we inserted small paintings by Swiss artist Rita
Siegfried, offering viewers a space for thinking
and distraction. Her paintings combined smooth
surfaces of still life with surrealist imagery, “bor-
rowing” tables and desks from various corners of
art history and her favorite paintings. Together
with painstakingly arranged books, newly trimmed
flowers, and delicate porcelain cups, she called for
the universe to gather around and inside the ob-
jects. Each of these rooms, which she created to
near perfection, had windows looking into another
world: a raging sea, a carefully laid-out corner of
an oriental garden, and a snow-covered forest, yet
in these empty rooms lingered the ghosts of poets
and painters. These scenes of middle class comfort
and ease were projections of our longings, but they
were just boxes filled with daydreams that are out
of our reach.

Inside the long L-shaped display case with a
melancholic deep blue backdrop slowly unfolded
the universe of Hong Kong artist and musician
Xper.Xr. It included compositions, sounds, perfor-
mances, behaviors, installations, and paintings,
which embodied a disregard for and provocation
of all forms of authority. He has criticized pop
culture and profit-driven social systems as harm-
ful to artists by creating illusions and confusion.
His works consistently revealed the true nature
of things. In the 1980s, when Cantonese pop mu-
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sic was booming, he considered Cantonese pop
music a weaponized social tool disguised as enter-
tainment designed to attack the minds of the local
population in a gentle manner. Hence, he explored
experimental noise music instead. In 1989, he re-
leased his first self‘produced cassette of experi-
mental low-fidelity noise Murmur, which was his
first official boycott of the mainstream. In 1990,
he studied creative writing at the Goldsmiths Col-
lege of Art in London, where his graduation work
revealed the isomorphic complicity between the
art academy and the commercial art establish-
ment. Xper.Xr is critical of the art system, which
is broadly controlled by financial institutions, bu-
reaucratic red tape, and cultural cynicism, as well
as of artists who willingly play the game of begging
for subsidies.

Dozens of objects, such as a turquoise-colored
racing suit, a pack of black balloons, and a trophy,
were given significance through Xper.Xr’s charis-
ma, as both a contemporary artist and an enthusi-
astic race car driver. These objects were presented
on differently sized blue panels and podiums so
that they both existed within the display case but
had an autonomous presence. Together, they bore
witness to Xper.Xr’s perception, attitude, beliefs,
emotions, and creative experiences with regard to
music and art. In a way, they were a stand-in for
Xper.Xr.

In this chapter, we extensively used translu-
cent materials in the gallery space. The intersect-
ing walls were built at right angles and positioned
throughout the gallery to serve as a visual basis
for the exhibition narrative. In this narrative, each
lively individual perspective constituted a unique
intellectual framework for deliberation on human
stories of passion, honor, pride, sadness, loss, leg-
acy, and change. These stories saw difficulties as a
source of generating meaning, considered hope as
a companion to despair, and took the willpower to
face challenges as the unyielding power of youth.
At times, these forces flow in a steady murmur,
and at other times, pour like a waterfall, deafening
in their intensity. The stories of individuals’ lives
can be a source for art. The meaning of art lies in
the fact that the self-expression of true experienc-
es can empower others to resonate. These creative
practices have become a microcosm for the fragile

existence and remarkable strengths of human be-
ings, an expression of the eternal youth in the hu-
man soul. The persistence of a commitment to an
ideal world makes the youthful soul the engine and
source of human practice that can lead humanity
to a more humane world. As Hannah Arendt wrote
in 1958:

.1t is, in other words, the birth of new men and
the new beginning, the action they are capable
of by virtue of being born... It is this faith in and
hope for the world that found perhaps its most
glorious and most succinct expression in the few
words with which the Gospels announced their
“elad tidings”: “A child has been born unto us.” (21

[Notes]

1. Kuriyagawa Hakuson, Kumon no Shocho (Symbol
of Depression), Kaizo-sha, 1924, p.21. The quote
was translated from Japanese to English for this
essay.

Hannah Arendt, The Human Condition, Chicago &
London: The University of Chicago Press, 1958,
p.247.
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Li Pingfan’s Activities during the War

Li Pingfan came to Japan in the early 1940s and
became an art teacher at Kobe Chinese School, a
school for overseas Chinese children in Japan. He
formed the “Kobe Overseas Chinese New Collective
Print Association” and promoted woodcut among
his colleagues including Zhao Ruijuan. He held ex-
hibitions of woodcuts produced by his students and
published a collection of woodcuts called Precar-
ious. At the time, however, overseas Chinese were
under the surveillance of the Special Higher Police.
After the association was suppressed, and many of
the prints were confiscated, Li Pingfan’s activities
were severely restricted. As the war intensified,
Li Pingfan spent his time in hiding while studying
the history of Chinese and Japanese prints. In June
1945, when the Kobe Air Raid occurred, the build-
ings of the Kobe Chinese School were destroyed,
killing many Kobe residents of different national-
ities, most of whom lost their homes and places of
work.

Diffusion of Chinese Woodcut in

the Postwar Period

After the war, Li Pingfan published the Overseas Chi-
nese Children’s Woodcuts Collection, which includ-
ed prints by students who died in the air raids. In
September 1945, he established the “Japan Overseas
Chinese New Collective Print Association” and re-
sumed efforts to the spread the art of woodcut. He
also visited Kawanishi Hide, a sosaku-hanga (cre-
ative print) artist in Kobe, and asked for guidance
on water-based woodcuts, which were not common
in China.

In February 1947, Japan Overseas Chinese New
Collective Print Association held the “Early Cre-
ative Prints in Republic of China” exhibition in
Kobe, which introduced Chinese woodcut to Japan
on a large scale for the first time. About 70 works,
which Lu Xun had given to Uchiyama Kakitsu, were
exhibited on this occasion. Around the same time,
the China-Japan Cultural Institute held an exhibi-
tion of Chinese woodcuts in Tokyo. In an age when
people were in search of a democratic society, the
concurrent movements in east and west Japan cre-
ated a great stir. Consequently, traveling exhibitions
of Chinese woodcuts began to be held in various
places.

Suzuki Kenji, Iino Nobuya, Takidaira Jiro, and

other printmakers from the northern Kanto region,
who were involved in the traveling exhibition in
eastern Japan, formed the printmaking collective
“Kokuga Kai” in Tochigi in May 1947. Li Pingfan
and Ota Koshi joined the group along the way and
became a fellow artist. The movements in the east
and west culminated in the All Japan New Woodcut
Conference and the Woodcut Festival held in Oc-
tober of that year in Daigo, Kuji district in Ibaraki
Prefecture, and Li Pingfan also came from Kobe
to conduct printmaking workshops on these occa-
sions.

In 1948, Li Pingfan founded the “Chinese Na-
tional Woodcut Association, Japan Branch” with
Ozaki Seiji. Li later married Zhou Yanli, a Japa-
nese-born overseas Chinese who was his secretary.
Yanli supported his activities as a Japanese-Chinese
interpreter and translator. Ozaki was a doctor by
profession, but was a printmaker and a collector
who devoted himself to China-Japan exchange out
of a sense of atonement for the war. In February of
the following year, the “Contemporary Prints from
China and Japan” exhibition was held in Kobe, led
by the association, and more than 200 works from
both countries were exhibited. During the exhibi-
tion, a printmaking workshop was held at a Korean
school in Kobe, providing an opportunity for people
from China, Korea, and Japan to learn printmaking
under one roof.

NigEs BEROKEE
KAWANISHI Hide Artist’s Garden
P p. 276 1944
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[s]
Photo of the “All Japan New Woodcut Conference” in Daigo-

machi, Ibaraki
October 1947

(6]
The Collection of Chinese Woodcuts, edited by KIKUCHI
Saburo, published by Chunichi Bunka Kenkyujo (China-Japan

Cultural Research Institute)
1950

[7]
Institute Bulletin, No. 1, edited & published by Chunichi

Bunka Kenkyujo (China-Japan Cultural Research Institute)
1948

[8]
Institute Bulletin, No. 1 (reissued), edited & published
by Chunichi Bunka Kenkyujo (China-Japan Cultural

Research Institute)
1950

[11]
Edited by LI Pingfan

Hanaoka Incident
1956

[12]

Hanaoka Monogatari (Tale of
Hanaoka), edited by Chunichi Yuko
Kyokai (China-Japan Friendship
Association)

1951
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TR DNIE
Dialogue with the Mirror

The Other Jujube Tree

Lu Xun opens the chapter of “Autumn Night” in
Wild Grass with the following lines:

Beyond the wall of my backyard, you can see two
trees. One is a jujube tree, and the other is also a
Jujube tree.t11

The opening sentences describe two objects that
are both alike and distinct. They are two trees of
the same species, standing next to each other but
independent from each other. They are in a curi-
ous relationship of being one but separate, simi-
lar to the relationship between an artist and their
self-portrait. Just as an artist uses their own brush
to create a self-image, the second jujube tree comes
to life under the scrutinizing gaze of the first tree.

Selfreflection is fundamental to art. It allows
artists to visualize the world and construct their
own identities. In the chapter “Dialogue with the
Mirror,” we presented a collection of artworks in
which artists reflected on themselves through the
experimentation of imagining an alternative ver-
sion of themselves and the world. These works rep-
resented a newly constructed world that was born
from the artist’s spiritual self and mind. Through-
out this chapter, we showed artists who assembled
their own unique universes in various ways: con-
necting to history, depicting symbols, separating
and shaping themselves, visualizing themselves as
machines, and creating subjects that can engage in
a dialogue with the present using plants as meta-
phors. Some artists pursued their lives as if they
were a part of the myths portrayed in their own
works, blurring the line between reality and fic-
tion. The individual being has a separate identity
from the Self or the Other that they create. By cre-
ating a world detached from their own, artists are
able to observe their own souls and express their

inner darkness in their own language. Through
observation, depiction, analogy, imagination, dis-
tortion, substitution, symbolism, mirroring, play-
fulness, and other rhetorical techniques, individu-
als can build a secret channel to access the Self,
unearthing facets of themselves that are neglected,
underrecognized, and trapped in reality. Thus, in-
dividuals can achieve self-discovery and self-inven-
tion and assert their will. The works in this chapter
provided personal narratives of the contemporary
lives of these individual beings from a unique and
nuanced perspective.

Reinventing the Cultural Subject

We started this chapter with a section on themat-
ic studies, “Jomon and New Japan Dream,” which
described how postwar Japan turned to the Jomon
tradition in search of a new national identity. After
World War II, Japanese avant-garde artists active
in the 1950s looked to the artifacts, aesthetics, and
experiences of the Jomon period (approximate-
ly equivalent to Neolithic culture) as a source of
creativity. In 1877, while traveling by train from
Yokohama to Tokyo, the American scholar Ed-
ward S. Morse discovered an open-air shell midden
and eventually excavated sherds of pottery with a
“cord-mark “(Fomon, in Japanese) design.

Jomon pottery signified a crucial intellectual
shift in postwar Japan. After World War II, many
intellectuals became acutely aware that Western
reasoning and modernization, which they had fol-
lowed as models for civilized societies until then,
had led the population into the inhuman atrocities
of the war. Consequently, they sought to reacquaint
themselves with the inner essence of the Japanese
culture by tracing back to more ancient traditions.
Artists like Okamoto Taro and Kojima Zenzaburo
consciously reflected on the Eurocentric mode of
thinking and began to rediscover the uniqueness
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of their own culture. They developed a keen inter-
est in the cultural traditions of the non-Western
world, particularly Asia.

At that time, Japanese museums were also re-
visiting and rediscovering prehistoric cultures. Yo-
kohama artist Nakajima Kiyoshi appreciated the
collection of Jomon pottery on exhibit at the Tokyo
National Museum, creating paintings inspired by
these artifacts, as seen in his work From the An-
cient Times (II). The tremendous energy and the
deep spirituality contained in Jomon pottery fas-
cinated artists, as it indicated what humanity had
lost in its quest for civilization and “progress.” It
also provided them with important insights for re-
shaping their culture, as they quickly internalized
these findings and transformed them into resourc-
es for their own creation.

Mount Fuji has long been an object of admi-
ration in Japan, but its perceptions have evolved
over time. Hence, its representations have under-
gone historical changes from the antiquity and the
Middle Ages to the modern times, reflecting shifts
in people’s understanding of its significance: from
an object of awe to an object of intimacy, from an-
other world to the real world, and from an object at
a distance to an object of experience. In antiquity
and the Middle Ages, it was regarded as a world
inhabited by the gods, far from the secular world
and unreachable by common people. Many paint-
ings thus depicted the mountain in distant views,
portraying it as unattainable and sacred. In the
modern era, the tendency to depict it through in-
dividual perceptions has become increasingly pro-
nounced, resulting in the creation of many varia-
tions. Mount Fuji became “a mirror,” reflecting
each artist’s personality. In this sense, it symboliz-
es Japanese culture, carrying the spirit of the times
and individuals through generations.

Teshigahara Sofu, who also played a vital role
in the quest for a national identity in postwar Ja-
pan, created numerous paintings of Mount Fuji
in the 1960s in various artistic languages using
both ink and oil. These diverse representations of
the mountain reflected the artist’s shifting focus
and perspectives throughout his artistic journey.
We mounted Teshigahara’s series of Mount Fuji
paintings at the high corner of the gallery, posi-
tioned directly opposite the “Jomon and New Ja-

pan Dream” section, to create an intersection of
two distinct practices that mutually reinforced the
same creative impetus. From the avant-garde art-
ist’s rediscovery of Jomon and prehistoric cultures
to Teshigahara’s reinterpretation of Mount Fuji,
artists enhanced their cultural subjectivity by rein-
venting traditions in their art practices. Driven by
the trends of their era, they managed to combine
the search for subjective expressions and experi-
mentation in artistic forms.

Building Another World

Art offers artists a vast space for imagination, al-
lowing them to gain cultural autonomy through
their references to objects such as Mount Fuji and
Jomon pottery. However, in some cases, the unre-
strained nature of artmaking could spill into the
real life of an artist. Stéphane Mandelbaum who
roamed the fringes of society during his short life
was obsessed with art. In the early 1980s, he paint-
ed tumultuous, deformed self-portraits, Jewish and
Nazi images, and scenes of seedy Brussels night-
life. His work boldly confronted the history of the
Holocaust and the legacy of Belgian colonialism
with rare candor and fearlessness, infused with a
punkish flavor and tragic mood. However, he put
his life at risk through his dedication to art. The
line between his art and life eventually blurred,
leading him to a tragic end.

At both ends of the gallery, we installed works
by Japanese artist Tsukuda Hiroki and Turkish
artist Ozgﬁr Kar. These artists, in their respective
ways, transformed machines into people or people
into machines, mirroring human desires, emotions,
and restlessness, thus creating a new artistic lan-
guage to describe human beings. Tsukuda’s works
on exhibit were primarily digital collages, consist-
ing of digital photographs and paintings he collect-
ed from online sources. He digitally and manually
manipulated the colors, correlation between the
top and bottom, and the resolution of each materi-
al, distorting familiar impressions. Since his early
childhood, Tsukuda has been skeptical of a sin-
gular vision, which led him to believe in “another
world” manifested in his works.

In the same space, three animated human skel-
etons mimicking human behaviors and speech pat-
terns appeared on three screens. The works from
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Ozgiir Kar’s series, DAWN, featured three figures,
trapped in black boxes. They acted as if they were
characters on stage, playing musical instruments
and reading existentialist texts about desire and
despair. The music played by human skeletons and
the sound of readings echoed through the gallery
space from time to time, allowing the viewers to
experience the power of theater regardless of their
location in the gallery.

Silence can be just as powerful as the presence
of the subject. Japanese artist Hasegawa Kiyoshi,
who experienced a divine revelation when trees
and their souls talked to him, stated:

Expressing nature (trees, grass, etc.) through
realism is not merely about making a sketch; it
is a way to sense the importance of the appear-
ance of things on earth and to acknowledge that
the invisible world is even greater than the visi-
ble world, due to the tightly knit relationship be-
tween the appearance and its content.(2]

The two black-and-white prints, Wild Grasses in a
Glass and Wild Flowers in a Glass (Spring), created
in 1940 and 1951 respectively, portray the artist’s
experience. In Hasegawa’s eyes, the glass is the
universe, and the wildflowers in the glass repre-
sented everything in the universe. The manifesta-
tion of nature through the artist’s emotional con-
templation is a better representation of the state of
being than a painted landscape. By visualizing the
subject through an object, making the object be-
come the subject, and merging the subject and the
object into one, the artist created a superior realm
with his spirit and artistic techniques.

As a subject, the artist can construct another
world or mirror another universe full of possibili-
ties through artistic transformation. This potential
was uniquely demonstrated in the works of Pol-
ish artist Aneta Grzeszykowska. The photographs
from her series “MAMA” showed the artist’s
daughter intimately interacting with a silicon doll
modeled after her in various ways. The doll was
featured as her incarnation and as an object of her
daughter’s touch and affection. The two appeared
as if the mother and daughter have switched roles.
In another series, “DOMESTIC ANIMALS,” dogs
appeared wearing human face masks. In the pho-

tographs, the dogs continued their usual behavior,
but the viewers’ experiences were affected by this
transformation. At the very least, viewers were
compelled to pause momentarily, fix their eyes
on the images, and reconsider whether the dog’s
nature had changed when masked. These tempo-
rary shifts in roles could open up a crack in life,
allowing moments of respite; everyday life could
momentarily slips away, unfettered by its usual
experience of order. The deviation brought about
by this “not-so-dramatic” displacement is itself a
world of art. Like a mirror, an artistic gesture al-
low us to reexamine relationships and behaviors in
the everyday world. Grzeszykowska’s photographs
were presented together with her sculptures in a
glass-walled cabinet against a backdrop of dark
gray walls and plinths running through the entire
gallery’s L-shaped wall like an extended and slow-
ly unfolding scroll. This presentation style echoed
the installation of Xper.Xr’s works in the chapter
“Streams and Rocks.”

We Want Mirrors
On the back of Hasegawa’s black-and-white prints,
we displayed a neon work with the words: “We
don’t want other worlds, we want mirrors.” Artist
Raffaella Crispino took this quote from Solaris,
a science fiction written in 1961 by Polish writer
Stanislaw Lem, which was first adapted into film by
Andrei Tarkovsky in 1972. In the story, a spaceship
orbits a new planet, Solaris, which has the ability
to revive the dead as simulacra from the subcon-
scious minds of the crew on board. The crew, who
are traumatized by this phenomenon, ultimately
take the lives of others or their own. Dr. Gibarian,
before taking his own life, remarks that we always
manipulate discoveries with our own expectations
by projecting ourselves onto them. For Crispino,
this statement probes our human nature: we fail
to detach ourselves from the imposed structures
confronted with a novel discoveries, opportunities
for change, or a crises. These structures in ques-
tion could be authoritative, bound by the values of
patriarchy or racism, or restrictive due to the lim-
itations imposed by our own consciousness. When
we look at ourselves, including the darkness with-
in us, we need to expand the boundaries between
reality and consciousness through our imagination
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while becoming deeply aware of the constraints
of our consciousness. We mounted the work on a
mirrored curved exhibition wall facing the gallery
entrance, where the words met the viewer unpre-
pared.

The architectural structure of this chapter
also mirrored that of the chapter “Streams and
Rocks.” We distinguished the two by incorporat-
ing circular elements of the museum architecture
in this chapter, dividing the rectangular space with
curved walls and booths covered with mirrored
surfaces, versus right-angled walls covered with
semi-transparent materials in the chapter “Streams
and Rocks.” The use of multiple mirrors added
more perspectives for viewing the exhibition and
led the viewer to encounter them while moving in
the space and find themselves integrated into the
visual narrative of the exhibition.

We need a mirror to build a perception of our-
selves. Self-portraits or borrowing the appearance
of the Other are some of the ways of identifying
and expressing the Self, particularly in the spiritu-
al realm, which enables us to fathom the Self and
the Other. The mirror that we hold up in our world
reflects the shape and trend of the times. It allows
us to discover that we are in the very same struc-
ture as the subject that we might seek to discard,
fight against, tear apart from, or engage in conver-
sation. As a result, we could gain lucid insights into
the intellectual framework that shapes us despite
our similarities and differences.

Moreover, the process of self-identification in-
volves identifying oneself with the Other, or “the
other” jujube tree. It is about relativizing oneself,
not taking the individual being as an absolute crite-
rion while maintaining one’s own subjectivity. One
should put one’s feet in the shoes of the Other and
grasp, as much as possible, the conditions under
which the Other thinks and makes choices. Once
this access to the Other’s mind is open, a political-
ly minded person cannot put the Self at the cen-
ter and demand that the world converge with them
in an outwardly expanding way. Respecting the
Other is, in turn, respecting the Self. Keeping the
presence of the Other in one’s own perception is
cherished when we take on the challenges of being
responsible for the Other. When the Other becomes
the medium for deliberation, we can re-examine

our intellectual habits, rethink our uncontested
premises, and reconfigure our sense of subjectiv-
ity, opening possibilities for us to break free from
and reconnect with experiences and beliefs.

In the chapter “Dialogue with the Mirror,” we
presented ideas to recognize, examine, and cre-
ate the Self. Whether we are in a state of disorder
or locked in an overpowering external structure,
we are in urgent need of opening up such a space
to look at ourselves, break free from the various
frames of consciousness formed by the existing
order, internalize our state of being, embrace the
many souls, and open up possibilities for equal
dialogue and interaction between individuals and
the world.

[Notes]

1. Lu Xun, Wild Grass and Morning Blossoms Gath-
ered at Dusk. Trans. Eileen J. Cheng, Ed. Theodore
Huters. Cambridge/London: The Belknap Press of
Harvard University Press, 2022, p.33.

Hasegawa Kiyoshi, “Dansho, Orini-furete (Frag-
ments, from time to time),” Hakuchu ni Kami o
Miru (Encounter with God in Middle of the Day),
Tokyo: Hakusuisha, 1982, p.20. The quote was
translated from Japanese to English for this essay.
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HT<LNERIR
My Liberation

“My Liberation” was another chapter that we di-
vided into two parts, one in the round-shaped Gal-
lery 5 and the other in the square-shaped Gallery
2, respectively located on the left and right ends
of the museum building. We featured a modest
retrospective of the late Japanese artist Tomiya-
ma Taeko in Gallery 5. In Gallery 2, we presented
two video installations: one on the exterior wall by
Japanese artist Niwa Yoshinori and the other inside
the gallery space by Your Bros. Filmmaking Group,
a Tainan-based Taiwanese collective as the second
section of this chapter. The chapter title, “My Lib-
eration,” was derived from Tomiyama’s first au-
tobiography, My Liberation, published in 1972, in
which she wrote about the Southern Hemisphere
as “a place of suffering” after her journey to the
region. In this chapter, we presented artists’ efforts
that broke free from social norms through art and
life practices, by connecting Tomiyama’s experi-
ences from the 1960s to those of the contemporary
artists, all of whom deeply critique imperialism,
the structure of modernity, and capitalism.

Critique of Imperialism and Modernity
Born in 1921, Tomiyama Taeko spent her teenage
years with her father, who worked for the former
Dunlop Rubber Company (Far East) Ltd., in Da-
lian and Harbin in Northeast China after the Jap-
anese invasion of the region. During this time, she
witnessed the influence of imperialist power and
colonial rule. In the early 1940s, she began her ca-
reer as a modernist painter. But in her later years,
she would start working with lithograph, drawing
influences from her studies of Kate Kollwitz and
German Expressionism.t11 As Japan began its eco-
nomic growth after World War II, she embarked on
a year-long trip to Latin America in 1961, following
the footsteps of displaced Japanese coal miners.
During the Journey, she studied the mural works of

Mexican social realist painter such as David Alfaro
Siqueiros, who combined realis with illusionism.t23
While visiting a lithograph workshop in Cuba, she
encountered Chinese prints of anti-Japanese cam-
paigns, which led her to see printmaking as a me-
dium that could converge revolution and art.t3; She
then traveled to the former Soviet Union, Europe,
Central Asia, and India, where she witnessed the
extreme inequality and injustice in the political,
social, and economic conditions of the world and
Japan.

The struggles that occurred on Japanese uni-
versity campuses in the late 1960s, which ques-
tioned academic authority and institutions, made
her skeptical of the authority of the art world. In
1968, she organized Shimin-ni-Kenri-no-Kaifuku-o!
Shimin Rengo (Restoration of Civil Rights! Associ-
ation of Citizens) in her home studio in Ikebukuro,
Tokyo, and started publishing a community mag-
azine. In November 1970, the artist visited South
Korea for the first time after the war. Under the
influence of the Cold War regime in the 1970s, the
Japanese government supported the military gov-
ernment of South Korea politically and econom-
ically. She reported on her visit and wrote about
the suppression of democracy under military rule
in her article “Kizutsuita Sanga (The Wounded
Mountain and River).”ts71 Soon after, Tomiyama
exhibited lithographs depicting South Korean po-
litical prisoners, highlighting the contrast between
the oppressed image of the people and the dehu-
manizing image of those in power.

Tomiyama’s experiences during the 1970s had
a decisive impact on her self-development and in-
tellectual maturity, prompting her to critically an-
alyze the limitations of the ideologies of socialism
and capitalism and to embark on the intellectual
process of self-iberation. She found like-minded
comrades through civic movements and empa-
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thized with the poems of the dissident Korean poet
Kim Chi-ha, who advocated resistance against op-
pressive power.

From this period onward, Tomiyama dedicated
herself as both an artist and a thinker to pursuing
the contentious question, “How can the Japanese
take responsibility for the war?” There was a grow-
ing awareness of Japan’s role as the aggressor,
particularly in invading Asia by following Western
values and imperial expansion. At a rare moment
of intellectual achievement in the Japanese civic
movements, she participated in this collective re-
consideration and reassessed her personal expe-
riences from the perpetrator’s perspective. This
introspection influenced her development as an
artist and social activist with a fiercely self-critical
approach. Taking responsibility enables individu-
als to maintain agency when facing major histori-
cal issues. Actively choosing to start from adversi-
ty and not being hindered is an essential theme in
“My Liberation.”

Tomiyama chose not to translate her thoughts
directly into her paintings. Instead, she created a
series of slide works inspired by Japanese scroll
paintings. From 1977, she made 10 slide works con-
sisting of 50 to 80 slides, taking partial and whole
images from her thematic series of works, accom-
panied by Takahashi Yuji’'s music and sometimes
also with narration. Breaking down the images
from her works of various sizes created in a range
of media, she grouped them into episodes unrelat-
ed to the former images. She then shuffled these
episodes into new sequences, regardless of the
variations in the medium, to generate slide works
independent of the original images. For Tomi-
yama, who had keen political awareness, slides
were a medium by which to immediately respond
to current issues. They are inexpensive and easily
transported, and could present many works in 30
minutes and allow multiple screenings at the same
time. Her choice of using slides for presentations
also signified a kind of mockery of the commod-
ification of art in a capitalist society. This method
enabled Tomiyama to display her work freely with-
out relying on the museum system. She was thus
liberated from authority.

Inside the high-ceiling circular gallery space,
semi-circular walls of varying lengths and heights

were built to present 50 works from Tomiyama’s
extensive artistic career. They created a compel-
ling spatial core within the circular space, and the
uniformly diffused lighting reinforced the sacred
atmosphere of this particular space. The artworks
were organized and displayed to reflect the evolu-
tion of her thinking, tracing her journey towards
selfliberation. Her practice, which was deeply
rooted in postwar Japan and its society entrenched
in capitalism, ruminated on the inherent problems
of capitalism and democracy from the aggressor’s
perspective.

Resisting Capitalism

Over half a century later, capitalism and its logic
have permeated our lives in the globalized world.
Imperialist domination is now exercised through
the market and new relations among sovereign-
ties. Born in 1982, Japanese artist Niwa Yoshinori
has resisted both the implicit and explicit logic of
capitalism. He has addressed the cogency of a neo-
liberalist society that strives for the illusion of glo-
balization and the constraints imposed by the pre-
dominance of global value. In his ongoing projects,
which are participatory and take place in public
spaces, he exercises free will and takes actions on
his own to make the evident absence of individual
subjectivity in the collective order and social life
visible. His themes revolve around production, ex-
change, and labor; he investigates and manipulates
gestures, logic, and the language of capitalism and
commodities.

Niwa’s installation, comprised of video docu-
mentation of performances, acts, texts, and paint-
ings, denoted the artist’s actions that exaggerated
and obscured the logic of the evolving capitalism,
showing how people are caught up in a never-end-
ing set of rituals to maintain the proper function-
ing of this system. They confronted us with the
truth that we partake in the cult of the market
economy as deeply involved individuals and that
the relationship between individuals and the state
is predicated on preserving order and interests.

Head for Winter
Restoring human existence could be a powerful
way to critique the dominant institutions of the
state and capital. We often overlook the fact that
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the overall growth in total wealth masks distribu-
tional disparities. This problem is commonplace in
underdeveloped societies, where economic devel-
opment benefits all but disproportionately serves
the very few who can take advantage of the oppor-
tunity. It obscures the majority of the working class
at the bottom, who have labored for the growth of
society’s wealth but continuously live in hardship.

Contemporary laborers are the primary con-
cern of Your Bros. Filmmaking Group, founded in
2017 by artist So Yo-hen, architect Tien Zong-yu-
an, and art historian Liao Hsiu-hui. Their work is
based on extensive field surveys, private readings,
workshops with performers, and the collaborative
construction of narrative texts. We exhibited their
installation, /&2 Ky Tic Xd / Dorm, which was
inspired by a strike that was live-streamed from
a female dormitory of a factory with a hundred
Vietnamese migrant workers in New Taipei City.
Through an open call for roles, multiple workshops,
and collaboration with people from different pro-
fessions, Your Bros. Filmmaking Group restaged
the dormitory set, allowing the story to develop its
own course and morph into multiple possibilities
based on the actual news event. From its content
to its creative method, this work demonstrated the
potential strength of multitudes of person-to-per-
son bonding.

Niwa erected scaffolds on two intersecting
walls of the square-shaped gallery to present his
performance videos and paintings. The titles of
his works, which described the core concept of the
performances, were laid out as large letterings on
the exterior walls and floor in a slogan-like manner.
Behind these walls, Your Bros. Filmmaking Group
assembled simple green iron beds to reproduce
the crowded women’s dormitory. The rectangular
bunk beds of varying heights traced the structure
of the square-shaped gallery space and were sur-
rounded by various inexpensive daily necessities.
Cardboard slogans from the workshop in Taiwan
and various production tools used by the women
workers, made from cardboard boxes, were also in-
cluded in the installation. The film Dorm was pro-
jected on the tower made from stacked beds placed
in the middle of the gallery space, while 10 videos
that documented the filmmaking process were also
on view on the monitors on the bunk beds.

The works in this chapter, by Tomiyama Taeko,
Niwa Yoshinori, and Your Bros. Filmmaking Group,
demonstrated various practices based on the
self-consciousness of the individual subject. None
of these artists have readily accepted the so-called
systems and authorities. Instead, they saw them as
objects of accountability and resistance. The cred-
ulous approval of wealth and power is unappealing
and potentially destructive in contemporary soci-
ety. As Lu Xun wrote in 1936, “It is better for human
beings not to be separated from each other, but to
care for each other.”ts; The contradictions of soci-
ety and the lessons of life intersect with each other.
It is necessary to revisit many of the experiences
and concepts of early socialist practices that have
been forgotten or discarded, and to return to its
early days when its ethical purpose was not merely
to pursue economic equality but also freedom and
complete equality for all people. We should aim to
realize the ideals and visions of humankind in a
logical structure that allows for the participation
and pluralistic development of individual beings,
with the autonomous individual as the subject,
while viewing the other as an end rather than a
means. The strength that we can demonstrate in
life does not arise from illusions or inflating our
egos but from confronting the challenges and intri-
cacies of the situation with a profound awareness
of their own limitations. This resilience could be
regarded as the highest value of the human spir-
it, referred to as embodied by Lu Xun'’s “resistance
to despair”ts; and espoused by the poet Bei Dao as
“head(ing) for winter.”t7;

[Notes]

1. Hoffman Frank, “Images of Dissent: Transforma-
tions in Korean Minjung Art,” Harvard Asia Pacif-
ic Review, Vol.1, No.2 (Summer 1997), p. 46.

2. Ibid.

3. Seo Yuna, “Tomiyama Taeko no Hyogen to 1970
nendai no Kankoku: Shigashu Skinya to Suraido
Shibarareta Te no Inori (Expressions of Tomiyama
Taeko and Korea in the 1970s: Anthology of Poems
and Pictures, At Midnight, and Slides, Chained
Hands in Prayer),” Machikaneyama ronso, Japa-
nology, Vol.50, Graduate School of Letters, Osaka
University, 2016, p.62.
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Lu Xun, Rojin Zenshu (Vol.8), Translated by
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The quote was translated from Japanese to English
for this essay.

Wang Hui’s description of Lu Xun’s literature.
Referring to Bei Dao’s poem “Head for Winter,”
first published in 1986, and translated into English
by Bonnie S. McDougall in 7%e August Sleepwalker,
Avril Press Poetry, 1988.
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viating from the social requirements in the West,
non-Western modernism was often seen as an imi-
tation of the West, or as a kind of failed modernism.
Some furious anti-modernist movements calling for
a return to tradition were seen in the regions col-
onized by Western powers. Nevertheless, it makes
more sense to think of modernism in the 20th and
21st centuries as having developed in response to
the social requirements and popular aspirations
of each region, with the grade and importance re-
versed and recombined, without regard to the his-
torical flow of the West. Through this approach, I
believe that we can understand the visual arts of the
time in a more productive way. We will see differ-
ent possibilities in the viewpoint that modernism,
which has been touched upon in random order or
through reversals, has formed its own modernism,
which is eclectic and hybrid, insofar as it is mixed
with the modes of expression rooted in our own so-
ciety.

Modernism was originally a movement to abol-
ish the “old regime” and create a new era, free of
restraints and full of freedom, based on the idea of
“the modern.” The movement started as a universal
calling that would transcend national borders and
ethnicities. Of course, “the modern” to be created
varies depending on the society and culture. It is
not simply a matter of diversity. The political map
of the world is constantly changing, and the poli-
tics between the center and the periphery is always
fraught with the seeds of conflict and clashes. It
would be a beacon of hope for the world if, out of
modernism that aimed for universality, unexpected
hybrids that do not fit into the prototype are gen-
erated.

Along the Road Resistants Take

It was in the late 1960s that the voices of protest-
ers began to echo around the world in an attempt to
challenge the established hegemony of the powers
that be and create a free and democratic society.
This was a time when Tomiyama, who had studied
the avant-garde of Western modernism but was an-
guished by her own dependence on the West as a
contradiction, found a way out of this anguish. She
encountered the poetry of Kim Chi-Ha, a Korean
poet imprisoned for criticizing the dictatorship. Im-
pressed with the unification of politics and artistry,
sharply and beautifully, in his poetry, Tomiyama

produced a number of lithographs and oil paintings
that were used to illustrate the Japanese editions
of books of poems and works by Kim Chi-Ha. Such
publications were in considerable demand in the
1970s, when the Japan-Korea solidarity movement
and a movement in support of Korean political pris-
oners were active on the citizen level (Tomiyama
was also involved in these movements). In the early
1970s, Tomiyama was in the process of withdrawing
from activities as a member of the Jiyu Bijutsu Kyo-
kai [Jiyu art association]. Compared to the brilliant
poems fusing politics and art composed by Kim Chi-
Ha, the modernist movement, which was supposed
to aim for artistic revolution and encompass social
change, now seemed to Tomiyama to be vague, sus-
picious, and uncertain, in both the West and Japan.

Shinya [ At Midnight]t21, a collection of poems by
Kim Chi-Ha and lithographs by Tomiyama published
in 1976, was inspired by Midnight Notes (1936), a
collection of essays written by Lu Xun six months
before his death.ts1 Lu Xun eagerly introduced Koll-
witz’s woodblock prints, and his following included
some young printmakers. He wrote Midnight Notes
on a dark eve of the revolution in 1930s China to
mourn his printmaking disciple who was arrested
and executed by the Chinese Nationalist govern-
ment. In Lu Xun’s work, Tomiyama saw the possi-
bility of creating indigenous modernity that would
not be a pastiche of Western modernity, in the paths
taken by those who were fighting for their own mo-
dernity in different parts of the world.

It was the establishment of the production
studio Hidane Production (later renamed Hidane
Kobo) in 1977 that enabled Tomiyama to leave the
modernity that no longer made sense to her and
pursue something to come “after modernity,” in-
cluding a change in the relationship between artist
and viewer. The studio created slide works combin-
ing lithographs, oil paintings, and other media with
music. The slide works were presented as collabo-
rative productions by the studio’s staff members,
and Hidane Kobo was named as the copyright hold-
er. Tomiyama herself produced the prints and oil
paintings for the slide works. The slide work itself
was a new form of expression that broke the struc-
ture of the finished series of works and divided a
single work into several parts to be filmed. The re-
sulting chain of still image projections was accom-
panied by music. Instead of waiting for viewers at a
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museum or art gallery, a set of slides with a music
tape could be carried anywhere and shown directly
to viewers (now the works are on DVD). The pro-
duction of slide works as a studio, which continued
for decades while Tomiyama was alive, had the pow-
er to destroy the image of the artist as a transcen-
dent genius of distinguished creativity, as if he or
she were in a realm beyond the viewer’s reach. The
viewers participated in the slide works by discuss-
ing them at the screenings, which imparted a sense
of the new “post-modernity.” Over a period of about
forty years, Hidane Kobo produced ten slide works
(including DVDs since the mid-2000s).

Hiruko and the Puppeteers Wandering

Over SeaRoads

The series Hiruko and the Puppeteers: A Tale of
Sea Wanderers,141 produced in 2008, consists of oil
paintings and collages, which Tomiyama and her
collaborators later reconstructed to create a slide
work with the same title. It is a visual representa-
tion of wandering minstrels, puppeteers, and mu-
sicians who travelled from the South Pacific to the
waters of East Asia, including Korea, China, and
Japan, telling stories they saw and heard at sea and
on the ocean floor. Beginning with the ancient myth
of the god Hiruko (literally meaning “leech baby”;
Hiruko later became Ebisu, one of the gods of good
fortune), and proceeding to the story of Mazu, the
Chinese goddess of navigation from the 10th centu-
ry, and the stories of Western voyagers during the
Age of Discovery from the 16th century, the series
finally arrives at the sea of despair. In this sea, waste
materials are floating on the surface, and skeletal
birds are pecking at sunken computer waste on the
bottom. If we look back on history with an Asian
perspective and see this as a work that tells its own
modern history in its own visual language, we can
say that it is not an imitation, but something coming
“after the modern” that could open up a new way
of thinking. However, there is a problem here that
cannot be overlooked. Tomiyama uses, in the series,
Asian motifs such as sculptures and masks from the
Pacific Islands, China, Korea, Indonesia, and other
countries. Whether this is an alternative to Western
modernism or has the same problem as Western
modernism’s dependence on African artifacts is an
issue that should be discussed in the future.

Beggining of the End, End of the Beggining
The devastation caused by the 2011 Tohoku earth-
quake and tsunami as well as the Fukushima nucle-
ar disaster did not only destroy the lives of the peo-
ple in the affected areas. They also brought about
a fundamental breakdown of modern industrial,
technological, and social institutions, and forced us
to confront it. The series Revelations from the Sea
(2014) produced by Tomiyama in her nineties urg-
es us to ask whether we have a future that can be
looked forward to hereafter. The follow-up series
Beginning of the End, End of the Beginning (2016)
includes a scene of the fires of war spreading to-
ward doom. Tomiyama appears to be in growing
despair.

This Tomiyama exhibition, which begins with
Ruins painted in the 1940s, ends with images of
coming ruins produced in the 2010s, seventy years
later. After so many years, was what awaited Tomi-
yama at the end of her pursuit of political and ar-
tistic modernity in Japan and all over Asia and its
aftermath, wrestling with her own internalized
Western modernism throughout, a ruin where not
even grass grew?

[Notes]

1. Tomiyama Taeko, My Liberation: Fourney to the
Frontier and the Bottom, Tokyo: Chikumashobo,
1972, pp. 93-103.

2. At Midnight - A Collection of Poems and Lithographs
by Kim Chi-Ha and Tomiyama Taeko, Tokyo: Doyo
Bijutsusha, 1976.

3. Tomiyama Taeko, “Hidane to naru mono,” Sekai, no.
393, August 1978, pp. 350-351.

4. The collection of the series was published as follows.
Tomiyama Taeko, Hiruko to Kugutsu, Tabigeinin no
Monogatari [Hiruko and the Puppeteers: A Tale of
Sea Wanderers], Tokyo: Gendaikikakushitsu, 2009.

[HAGIWARA Hiroko (Emeritus Professor,
Osaka Prefecture University]
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Fires in the Woods

Introduction

We planned the chapter “Fires in the Woods” to un-
fold in two gallery spaces of the Yokohama Muse-
um of Art, Galleries 4 and 3, which share the same
architectural design. Organized around the same
theme, we featured different works that followed
two narratives with a similar structure in the two
galleries. At the same time, we selected a few artists
whose works from the same series were displayed in
both galleries. The temporary walls in these spaces
were designed to mirror the square and circular ele-
ments of Tange Kenzo’s architectural design for the
museum building. The audience was invited to start
the exhibition in Gallery 4, where they encountered
agitation and confusion, followed by a long viewing
experience that came to an end in Gallery 3, return-
ing to a room full of agitation and confusion.

We put a quote by the Japanese literary critic
Kuriyagawa Hakuson (1880-1923) in Japanese in
Gallery 4 and in English in Gallery 3 in large silver
letters placed high up near the ceiling:

You can’t swim without drowning. You can’t
find an exit unless you hit a wall. It might feel
safe to sit in the dark and think quietly, but that
path will never lead you to the world of light. You
cannot be thoroughly enlightened unless you are
thoroughly mistaken. (13

This quote was taken from the essay Zoge no 7o o
Dete (Leave the ivory tower), written by Kuriyaga-
wa in 1920. Focusing on the relationship between
literature, art, politics, and reality, he argued that
writers and artists should not remain in their “ivo-
ry towers,” but be closely engaged in real-life issues.

When Kuriyagawa wrote this essay, Japan was
experiencing rapid economic growth, growing so-
cial inequality and conflict, an increase in youth
poverty, and the diffusion of left-wing ideologies

of democracy and socialism, which clashed with
traditional right-wing ideologies. The success of the
Russian Revolution in 1917 also fueled a global left-
wing literary movement. Under these circumstanc-
es, Kuriyagawa proposed that literature and art
should engage with reallife challenges, abandon
artistic authority, and sympathize with the oppres-
sion and struggles in life. Furthermore, he suggest-
ed fighting against obstacles with the power of life
so as to burst out “thoughts that can spark more
fire” while “literature is conceived and art is nur-
tured where the flowers bloom.”t21 These ideas had
a deep impact on Chinese and Japanese artists and
writers of the time. The quote selected for the exhi-
bition encapsulated the spirit shared by the artists
featured in this chapter, who viewed art-making
as an intellectual way of living that is in constant
dialogue with the real world. These words of sig-
nificance that appeared at the top of both galleries
shone like daylight in both spaces. They remind us
that art should inspire us to relate to the world be-
yond ourselves and take immediate action.

In this chapter, we recreated the sparks from
striking a historical flint and referred to those
historical moments to portray the present day.
Through the artists’ works, we looked back on spe-
cific moments, events, and scenes in history and
juxtaposed them with contemporary works, blur-
ring the boundaries of time, mixing the past with
the present, and portraying human predicaments
and behaviors. We composed this chapter like a
movie made of individual “moments,” where the
past, present, and future permeate one another.
The artists’ works offered reactions to those reali-
ties from a human perspective, allowing for a sense
of empathy and resonance among them. Although
the world seems to be falling apart, humans are
still capable of connecting with each other through
sadness and joy.
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Our Present

Slovak artist Tomas Rafa has been documenting
the “new nationalism” in Central Europe since
2009, using the cinéma vérite technique to capture
live portraits of resurgent far-right, xenophobic,
and neo-fascist groups in the region. Eight docu-
mentaries on exhibit addressed pressing social is-
sues such as extremism, racism, the climate crisis,
and gender discrimination amid violent street pro-
tests. Rafa’s films were shown on monitors spread
through the two galleries, some placed directly on
the floor and others hanging diagonally above eye
level on the walls. The intense sounds of clashes on
the streets surrounded the galleries, transplanting
a tense reality directly into the exhibition.

Beneath Rafa’s videos, filled with scenes of ri-
oting and heated bodies on the streets, lay a pair of
stiff and cold human bodies created by American
artist Josh Kline in 2016. The life-size 3D scanned
figures represent white-collar professionals like
lawyers, accountants, business owners, and ad-
ministrators at risk of unemployment. Placed in
transparent garbage bags as if being discarded,
they made this inevitable and cruel consequence
seem plausible.

In 2018, Swedish artist Klara Liden walked the
streets of Lower Manhattan in New York City and
documented the entire process on video for her
work Grounding. This was not an ordinary stroll;
she used the 1991 Massive Attack music video “Un-
finished Sympathy” as a starting point for filming
her walk through the streets. The camera followed
her as she stumbled, fell, and then stood up again,
passing by landmarks such as the New York Stock
Exchange, the former One Chase Manhattan Plaza,
and the Jean Dubuffet sculpture commissioned by
David Rockefeller. Like the artist in this work, we
may be destined to be knocked down, sacrificed,
or abandoned amid the greed and ruthlessness of
the neoliberal economy.

Artist Huang Po-Chih came of age during
Taiwan’s period of democratic reform and rapid
economic growth in the late 1980s. He explored
Taiwan’s political history, the rise and fall of the
textile industry in East Asia, and the global so-
cial and economic upheaval in his works. The in-
stallation on exhibit was inspired by his mother’s
experiences as a textile worker, a story that is be-

coming less common because of the dominance of
mass production and fast fashion. Suffering from
the strain of working long hours in front of sew-
ing machines, Huang’s mother and her colleagues
mocked themselves as “blue elephants,” referring
to their swollen legs and blue-dye-stained hands.
Elephants once served as a symbol of labor and
increased productivity in Taiwanese government
propaganda. Huang documented the workers,
including his mother, acting as the elephant in a
series of photographs, “Blue Elephant,” and used
his mother’s life story as the foundation for a col-
lection of essays, The Blue Skin: My Mother’s Story,
that chronicled her life as a textile worker and re-
flected on Taiwan’s economic reforms and social
changes over the past 50 years, as multinational
corporations moved in and Taiwan’s textile indus-
try declined.

Huang’s video work Seven People Crossing the
Sea portrayed a textile market in Hong Kong facing
demolition. The protagonist of the video, Ho Ying,
illegally immigrated to Hong Kong from Guandong
with a group of friends in pursuit of a better life.
Ho led a campaign to challenge the government’s
efforts to demolish and relocate Hong Kong’s only
remaining textile market, Yen Chow Street Hawker
Bazaar, as a stallholder and member of a margin-
alized group in society. He used materials from the
market to create a protest banner and continued
fighting for his shattered dream of making a living
in Hong Kong. This work, which reenacted Ho’s
protest, effectively revealed the ruthless hierar-
chical order of the global distribution of labor and
resources.

Artists tirelessly strive to uncover scars within
the fabric of reality and explore various perspec-
tives to describe the world. The carefully crafted
poetry by the contemporary Filipino poet Carlo-
mar Arcangel Daoana, who resides and works in
Manila, captures the city’s history of successive
colonization by Spain and the United States as well
as the struggles and aspirations of those living in
the aftermath of historical events. Four of his po-
ems were printed and displayed on gray wooden
boards, leaning against the wall as if to be read as
inscriptions on stone monuments.

Artist Matthew Harris is of mixed European
and Koorie descent. His large painting, Consigned
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to Oblivion, portrayed the endless shelves of archi-
val boxes in a museum warehouse that looked like
monochrome abstract paintings from afar. White
boxes containing ancestral remains, sacred ob-
jects, and cultural heritage under layers of airtight
bureaucratic control were the only visible objects.
While the monochrome abstraction was evoca-
tive of a Western modernist art form, the use of
crushed charcoal pencil and white ochre added
a rich texture to the surface of the painting and
captivated the viewer. The monumental scale and
solemn tone of the painting made it a powerful
testimony to the fact that tens of thousands of In-
digenous people’s remains are concealed in public
and private collections because of the human bone
trade, with little hope of being returned to their
rightful owners.

We selected three works from the oeuvre of
British artist Lewis Hammond. His paintings often
feature his family, friends, and scenes from con-
temporary lived experiences that are complex and
troubling. They also incorporate the alienation and
resentment expressed in the subcultures of skate-
boarding or punk with which he grew up in Wolver-
hampton, responding to how non-white people
have been “othered” in the European tradition, as
experienced from his own black heritage. While
specific to his personal experience, Hammond’s
approach to painting is perceptive and attuned to
the challenges of complex life. The melancholy tone
in his paintings exhibited in the gallery was diffu-
sive, making his work accessible to viewers outside
his specific context.

Kosovo artist Artan Hajrullahu’s drawings
depict the familiar surroundings of the Balkans,
featuring simple furniture, wood-burning stoves,
handmade blankets, lace tablecloths, and water-
melons, as well as symbols of modernity like televi-
sions, rockets, and cars, and often include self-dep-
recating portraits of the artist. Drawn with colored
pencils on inexpensive wrapping paper and put in
handmade cardboard frames, these artistic choic-
es prompted viewers to perceive documentary-like
quality, a sense of crisis, fragility, and authenticity
of his works. They also transported viewers back
to the time of the war between Kosovo and Ser-
bia, when the artist was forced to leave his country
along with his compatriots. Despite these challeng-

es, he has continued to paint and draw. Although
his subject matter was not directly political, the
lightness and playfulness of his expressions unde-
niably evoked the challenging times in the Balkans
that persist to this day.

Reflections in the Water
Contemporary life often has parallels in history;
history is like its reflection in water. Like Tomas
Rafa in the 2010s, the Japanese photojournalist Ha-
maguchi Takashi in the 1960s was at the forefront
of documenting the escalating tensions and civil
unrest in Japan. Motivated by his reflections on
World War II and concerns for postwar society, his
black-and-white photographs captured the student
movements, intense anti-American protests, and
fervent campaigns against the construction of Na-
rita Airport from a deeply humanistic perspective.

As Hamaguchi’s contemporary, Kobayashi
Akio, an artist based in Yokohama, was active at
the height of Japan’s New Left radicalism and an-
ti-mainstream culture. Influenced by the spirit of
the 1960s, he set up his studio in Fujimi-cho, Yo-
kohama, in 1967, where he eventually established
B-semi. He produced his own teaching materials,
invited active artists as lecturers, and offered sem-
inars and art activities. This served as an important
platform for artists to engage in open discussions
and various forms of artistic experimentation.
They particularly contributed to the advancement
of conceptual art, which transcended the bound-
aries of media and brought ideas and real issues to
the forefront of the artistic process.

Ryuichi Sakamoto was influenced by left-wing
culture in the 1960s and was fascinated by the
works of John Cage and Jean-Luc Godard during
his high school years. He developed an interest in
world music, particularly Okinawan, Indian, and
African traditional music, and created various
sound works. In 2006, he smashed a violin and
dragged its remains in his performance after Nam
Jun Paik’s act of dragging a violin along the beach
as if he were walking a dog. Sakamoto walked
around with the remains of the violin as a tribute
to the subversive master of postmodernism. The
video documentation of Sakamoto’s performance,
along with the remains of the smashed violin, was
presented on a minimalist tatami mat created in
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the gallery space.

The radicalism of the late 1960s continued to
have a significant impact worldwide, and Maoism
found widespread acceptance among the left-lean-
ing artistic and intellectual communities of the
West. In 1974, American artist Allan Sekula, while
working at a fast-food restaurant in San Diego, was
inspired by the working-class struggle associated
with Maoism. Combining text with photographs,
the work This Ain’t China: A Photonovel showed the
artist organizing a workers’ union in the kitchen
with his colleagues to get armed and initiate a rev-
olution.

In 1978, the African American artist Pope.L
donned a brown suit with a yellow square sewn
on the back and crawled on his hands and knees
through a section of New York’s West 42nd Street,
an area populated by many homeless people, in his
work Times Square Crawl. Since then, he has per-
formed in a series of “crawls.” In the work, The
Great White Way, 22 miles, 5 years, 1 street (Seg-
ment #1: December 29, 2001) (Yokohama Version),
he crawled along a 22-mile-long (35.4 km) stretch
from Broadway, wearing a Superman costume. His
performance touched on the harsh reality of the
fast-paced social landscape of capitalism, where
anyone could find themselves in dire straits and be
reduced to living on the street.

On June 18, 1984, 6,000 police officers, some
on horseback and others with dogs or riot shields,
attacked the mass picketing organized by The Na-
tional Union of Mineworkers (NUM) in Orgreave,
South Yorkshire, northern England, as a response
to plans to privatize the state-owned coal indus-
try by the then British Prime Minister Margaret
Thatcher. The artist Jeremy Deller, then 18, wit-
nessed the strike on television, an experience that
later influenced him to incorporate realism in his
work. Seeing the strike as resembling a civil war,
he believed that it had traumatic and divisive ef-
fects on British society, particularly on the mining
community and the broader working class. In 2001,
Deller reenacted the incident with historical war
enactors and veterans of the conflict to produce
the film The Battle of Orgreave, to make visible the
fact that any history is inevitably impure, highly
mediated, and in need of being rewritten.

Light and Prism
Skepticism toward overarching and universalized
narratives and order continues to push artists to
probe into the gaps that exist in the present. Indi-
vidualized perspectives can penetrate and spread
like light, and can also be refracted through vari-
ous media to reveal more aspects.

Artist Damla Kilickiran notes that the straight
ruler is not a neutral tool. Instead, it represents a
worldview based on fixed value relationships. She
aims to create tools based on her body rather than
on external logic, opening up alternative ways of
perception and navigation. The exhibited work
Chart Of Secrets And Trails was a collection of
fragmented imageries derived from photographs
taken by the artist during her walks in various cit-
ies since 2015. The drawing depicted textures on
construction sites, unusual marks on infrastruc-
ture, fagades, old tapestries, signs of early mate-
rial decay on walls, and natural patterns on rocks,
water, reeds, and tree traces. By following her in-
tuition and combining and diffusing these images
onto paper, she allowed them to evolve into new
patterns, textures, and scenes. Seeing drawing as
an exploration, she detached the elements of her
drawing from their original contexts, such as the
body, home, and city, but stayed true to their de-
tails in terms of patterns and textures and created
a constellation of various architectural elements.
Their iconographic dynamics resembled the float-
ing and irregular movements of water. Appearing
as a long scroll, her drawing was suspended from
the ceiling in the middle of the gallery, drawing the
viewer into a stream of images.

Artist Myrthe van der Mark’s The Ecstatic Be-
ing consisted of a temporary shelter for the body
and a series of actions to shape and care for it. In
the gallery, she constructed a space with white felt,
where she gave a performance based on Mazdaz-
nan breathing exercises that emphasized body-re-
lated rituals, rhythmic singing movements, and
various cleansing procedures in collaboration
with musician Joachim Badenhorst. These physical
movements bring individuals back to themselves
and establish connections with their own senses.
The sounds and movements filled the gallery with
a rhythm akin to that of a beating heart.

Between 2014 and 2019, New York-based Japa-
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nese movement-based artist Otake Eiko visited the
areas affected by the 2011 earthquake, tsunami, and
nuclear disaster in Fukushima five times. During
these visits, she performed in various locations, in-
cluding irradiated areas, expressing deep sadness,
anger, and remorse through, at times, delicate
and, at other times, fierce movements. Through
the years, she has seen many workers cleaning the
houses, fields, and roads, leaving only shrines and
forests untouched by bulldozers. Photographer
William Johnston documented all these perfor-
mances in tens of thousands of photographs from
which Otake selected and composed film A Body
in Fukushima (2014-2019). The artist appeared in
the midst of nature, filled with invisible dangers
as well as the ever-changing landscapes that have
evolved over the course of five years.

Nature is a reality and a kingdom of the imag-
ination. Walder, by German writer Ingo Niermann
and artist Erik Niedling, is a film that portrays a
man living alone in the forest and is ideological-
ly influenced by Max Stirner (1806-1856), a Ger-
man philosopher and anarchist who has been re-
discovered by liberal circles in the United States.
The male protagonist is a paradoxical archetype
who compares himself to Adolf Hitler and views
the forest as an obedient ally against the human
order. In the meantime, he rejects the logic of mod-
ern society, does not pursue material possessions
or wealth, and prefers the solitude of nature. On
the other hand, in his egomaniacal introspection,
the man sees himself as the law, the power, and the
people. The film showed him in solitude, engaging
in activities such as eating, napping, reading, sing-
ing, and preparing to confront unseen enemies be-
fore his presumed ascension to power.

French artists Elise Carron & Fanny Devaux
playfully mock the unwavering beliefs of mod-
ern life. Their installation, I’ Late, hung nine
flags made from reworked and re-dyed bedsheets
adorned with sleepwear, bathrobes, clocks without
hands, and other unproductive symbols. The art-
ists believed that sleeping is an important tool to
counter the nonstop work and fast-paced lifestyle
of the modern world. These soft and dynamic flags
made a compelling statement.

A critical examination of the conditions and
institutions of production informed the work of

Danish artist Jens Haaning. Since the 1990s, his
works have centered on the boundaries drawn or
crossed under the neoliberal order, as well as is-
sues of difference, inclusion, and exclusion, and
have questioned how societies are formed and how
power is expressed and disseminated within them.
He has taken a particular interest in people, such
as immigrants, who have not had the opportunity
to integrate themselves into mainstream society. In
2001, he took a series of fashion photographs of
first-generation immigrants living in Copenhagen
as models. Following the style of popular maga-
zines, the brand name and price of their clothes
and objects were laid out at the bottom of the imag-
es, as if the marginalized individuals were the pro-
tagonists of fashionable life, when in fact they were
precisely the people excluded from the discourse
of mainstream culture. In his practice, Haaning
lurked in reality and imitated its mechanism in his
work to expose the blind spots and misconceptions
of the consciousness in social reality.

Margaret Salmon is an American artist living
in Scotland. In the gallery space, black-and-white
photographs of different sizes, consisting of ex-
isting images and those developed locally in Yo-
kohama, were displayed on two sides of the low-
curved temporary walls, like double-sided murals.
The photographs and miscellaneous items on the
walls were related to Salmon’s life and experienc-
es, interweaving personal and social messages.
She chose objects and elements for her sculptural
installation using an anti-consumerist approach,
incorporating items from her personal life, such
as her son’s old sneakers and jacket, and discard-
ed objects found in the museum. She also inserted
newspapers tied to significant historical or current
social events. Her installations span geographies
and histories, instinctively discovering, preserv-
ing, and reshaping the history of things. They high-
light the changes and fissures in the small-scale
political life of the everyday in order to depict the
worldviews of individuals on the periphery.

Belgian photographer Dirk Braeckman initial-
ly viewed photography as a path to painting. How-
ever, after entering the darkroom during his first
year of study, he became captivated by the alche-
my of photographic processing and has continued
to expand its possibilities. His photographs are
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not intended to document or narrate a story, but
rather to embody the enigma of the darkroom. His
photographs of atypical places like hotel corridors,
rooms, window frames, and curtains are usually
printed on matte paper as if they were monumen-
tal portraits of awe-inspiring proportions. In some
instances, he intentionally uses halos, spots, and
other textures on the surface of the photographs
to disturb the order of the image. For this exhibi-
tion, Braeckman took photographs of refugees and
their temporary homes on street corners of Paris
that eventually disappeared as the city prepared
for the 2024 Olympic Games. Their displacement,
lack of support, and struggle for survival in the
cracks of contemporary urban life were frozen in
his images, as if placed in a time capsule. His pho-
tographs serve as a significant account of those
who are marginalized and live in crisis in today’s
globalized world.

Recurring Alarms

Different kinds of “monuments” embodied in the
four sculptures of Teshigahara Sofu were placed in
Galleries 3 and 4. Born in 1900, Teshigahara trained
in ikebana (Japanese flower arrangements) from
an early age under his father. However, he eventu-
ally came to question its formalistic tradition and
founded the Sogetsu School in 1927. He introduced
a new approach to traditional art using new ma-
terials to create a visually vibrant arrangement.
Based on his long-term interest in Europe, he be-
gan to fuse Eastern and Western cultures into his
work in the 1950s. In creating works in the early
1950s, he left a note stating, “I hope to demonstrate
that it is possible to create expressions using any-
thing.”t31 He introduced iron, stone, wood, and oth-
er materials into his artistic practices, pushing the
boundaries of traditional art with a strong intellec-
tual core. He experimented with thin metal sheets
to cover whole wood in its natural form, creating a
new kind of three-dimensional work. Like many of
his contemporaries in the period following World
War II, who were in search of a new national iden-
tity and artistic style, Teshigahara took the iconog-
raphy and aura of Jomon pottery as the source of
his inspiration.

Similarly, the creative impetus to pursue a cul-
turally autonomous sense of subjectivity encour-

aged some Japanese artists to open new artistic
horizons in the postwar period. They rejected the
old system and order of the war period but also
refused to follow art in Europe and the United
States blindly. In 1954, the Gutai Art Association
was established in Ashiya, Hyogo, in the Western
region of Japan emphasizing the importance of
artists’ free spirit to engage with concrete (gutai,
in Japanese) forms, setting them apart from the
modernists of the time who favored abstraction.
Tanaka Atsuko, a member of the association, ex-
hibited Work (Bell), at the 1st Gutai Art Exhibition
in 1955. The piece (reproduction) was exhibited in
Gallery 3, and viewers were invited to press a but-
ton that activated a series of electric alarm bells at
even intervals.

Toward the end of the “Fires in the Woods”
chapter, the density of images increased, with Elise
Carron & Fanny Devaux’s hanging flags, Margaret
Salmon’s murals of multiple images and free-form
sculptures, Jens Haaning’s enlarged photographs
on the wall, Teshigahara Sofu’s imposing sculp-
tures, Dirk Braeckman’s dark-tone photographs,
and the piercing sound of Tanaka Atsuko’s bells.
Putting them all together, we created a heartstop-
ping ensemble with the sound echoing through
the gallery, alerting people out of the normality
in which they find themselves, as in the insightful
words of Kuriyagawa surrounding the gallery near
the ceiling above. The ringing bells brought this
chapter to a close, leaving a dramatic impression
on the viewer.

Conclusion
Current conditions have completely thrown the
modern world imagined by previous generations
at the beginning of the 20th century into darkness.
Different regions have shown signs of collapse un-
der new forms of war, violence, and colonization.
These interlocking crises highlight the contradic-
tions between old languages and new historical
conditions rooted in the political and social con-
structions and inventions of the last century. The
late historian Tony Judt wrote in his book I/ Fares
the Land (2010), “Something is profoundly wrong
with the way we live today.”’ts1 He observed that
many phenomena that seem common today can be
traced back to the 1980s. The contemporary world
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order was shaped by the decline of the socialist
system and the end of the Cold War. While the un-
fair distribution system and economic monopolies
of the oligarchies have led to the continuous polar-
ization and solidification of social classes, we, as
individual beings, have not found our own politi-
cal expressions. We must engage in a thorough re-
thinking of the historical constructs and contem-
porary consciousness that have shaped our present
and future in a rethinking of modernity. We must
be mindful of the rampant development of capital-
ism, the cooperation between states and capital,
and the issue of capital as a consolidating agent
of the state.

As we entered the 21st century, it has become
increasingly clear that the two major systems of
our highly globalized world are dysfunctional. One
is a capitalist global economic system, which has
moved from “growth with more jobs” to “growth
with fewer jobs,” making ever more people “redun-
dant” in the labor market. The other is a democratic
political system that faces difficulties in resolving
political tensions within societies at the national
level and in organizing and mobilizing synergies
to deal with the crises of climate change, energy,
food, artificial intelligence, cultural and religious
conflicts, and wars at the global level. Under these
circumstances, the development of the main social
currents since World War II—openness, mobility,
and the ability to make a difference —has notice-
ably slowed, weakened, and been seriously hin-
dered in some areas. At the same time, ever more
people, especially those from social groups whose
conditions have deteriorated and suffered, have
begun to reverse this trend. There is now a grow-
ing tolerance for, and even approval of, non-dem-
ocratic governance and institutions. The crisis of
globalization is holding art, and indeed everything,
hostage in a world that is on the edge of demise,
with the excuse of the state of emergency, instead
of becoming an opportunity for liberation and
revolution.

We cannot continue to live like this. Thus, we
look for left-wing and radical ideas as an inner
state of being. In a sense, such ideas do not seek
any form of identification with external frame-
works and ideologies. In this chapter, we identified
possible gestures of radicality in art from certain

critical historical moments and recent cultural
phenomena. These voices from the past and pres-
ent exemplify an acute awareness of existence,
humanity, and human encounters, as well as pro-
found critiques of the living world. They pierced
the structure of meaning and ways of coding in
the contemporary world that we have taken for
granted. Each work outlined the political, intellec-
tual, and cultural energies latent in the quotidian
in specific ways that escaped categorization. Their
unique logic of creativity outweighed their forms
and ideas. They were not only parallel but also in-
ternal to the process of globalization. Such embed-
ded radicality could propel artistic practice and
potentially grant us new pathway into life.

[Notes]

1. Kuriyagawa Hakuson, Zoge no 7o o Dete (Leave
the Ivory Tower), Fukunaga-shoten, 1920, p. 82. The
quote was translated from Japanese into English
by Tanaka Yuki for the exhibition space.

2. id., p.58. The quote was translated from Japanese
into English for this essay.

3. English translation taken from: https:/www.
takaishiigallery.com/jp/archives/21009/

4, Tony Judt, “Introduction,” 1l Fares the Land, Pen-
guin Press, 2010.
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BERIZRDT AT
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BIREINEEY + 7Y —3

Gallery 3, Yokohama Museum of Art

YOU CAN'T SWIM

WITHOUT DROWNING.

YOU CAN’T FIND AN EXIT
UNLESS YOU HIT A WALL.

IT MIGHT FEEL SAFE TO SIT

IN THE DARK AND THINK QUIETLY,

BUT THAT PATH WILL
NEVER LEAD YOU

TO THE WORLD OF LIGHT.
YOU CANNOT BE
THOROUGHLY ENLIGHTENED
UNLESS YOU ARE
THOROUGHLY MISTAKEN.
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g
KURIYAGAWA Hakuson

B p. 266

Blar FRFOEZHTY
(19204F) & Dk#%:

From KURIYAGAWA Hakuson,
Leaving the Ivory Tower; 1920



EEREMREY Y7 —4
Gallery 4, Yokohama Museum of Art

194 195



BIREMNEF 7Y —3. FvI7V—4
Gallery 3% Kddlaoha ivbuddusewnd AftArt

196 197



FRZ 5779
Tomas RAFA

P p. 270

[E. Z#»b /Top, from left]
Video V81 : EXMBRADEKRERE - BHBHKDTEITHE
Video V81: Biggest march of nationalists and far right

extremists in Europe
2016

Video V87 : Ex VA XA+ID I« FINL—F
Video V87: Queer parade in Bialystok

2019

['F/Bottom]

VideoV71:L>af R 8RF v 7
Video V71: Roszke-Horgosz refugee camp
2015
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[k Above]

ERZ 577

Tomas RAFA

Video V65 : AT HREDHER Y TE
Video V65: Far right Identitarians
protest against refugees

2016

[Z# 5/ From left]

Ya¥a - JoAv

Josh KLINE

REOHHICES a7/ #HEL)
Thank you for your Years of Service (Joann /Lawyer)
2016

BEET (L /EHEE)
Wrapping Things Up (Tom /Administrator)
2016
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[Z# 5/ From left]

I ENERY b P

Josh KLINE

BERT RUS/HMEERER)

By Close of Business (Maura / Small-Business Owner)
2016

4 EMoRE (TR /R5T)
Productivity Gains (Brandon /Accountant)
2016

[k Above]

FRZ 577

Tomas RAFA

Video V59 : OVAICH T RIEEHEDHR
Video V59: Protest of nationalists against Roma people
2013

Yava Y54~
Josh KLINE

B p. 265
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1575 Y7~
Klara LIDEN

P p. 266

HICIRLT
Grounding
2018
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Rpv K-V /BIEE

HUANG Po-Chih

P p. 264

[F. %Z# b /Bottom, from left]

BUWY I RLBA TEDBEZEDHAXEHABLTE T

Blue Elephant - Ms. Kim, “I'm trying on each passing dream for size.”
2018 (2022 7Y~} /printed in 2022)

BUWY I RLBA TFECESHERMISFETF > TVETL

Blue Elephant - Ms. Kim, “I'm hiding from the sweating rain.”

2018 (2022 7Y~} printed in 2022)
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—AELLOR4HCEE, FUEHD
NyRDZEEEZSD, FITRZADERYIFIEML.
BRELIZEETY—YIEEWIREDOLS ICHE ST,

ZOEHDHBDLEFBIGEVWLILFEREEATUVZIFE
BEFEZHT—TEICTEY, BEBIC—
Aoz, RyFHDDWERoTZED

EEBTTHICRUBE T, ZOBRICEDSA A
T oD TirLWHIE, DOTEIREBo/-FEHE,
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HZ2z TNz, RYFLRD ETRFDLII
FEEFHL. BdHot., EZEBRAZDT
BETRG GRS, BRERDODS,

WOBIEL B I LB B L,
ROER, MAHRIEDI 13D ETEEESR
EoTcD BRI DELoLLTC

TOADEIFE—IFHHIEEL. BRZAT
BELBBRVEELT, EXFMKVETS,
FNIAEDFTN . TV ELTVBED

VYV EBTWEWERLHAZD, Vz—T DD ol &,
INSTER. 2TRFIANTNBEZDOMUVBL IFE/E o7,

WOD T CEHICTEBDT LAV Y,

EXFICLI-ZOME, FEPTHEERTOHY %
AFAALTzDD LD, BHIKTOTF THBICHEE,
FNDFOEKE, IZUE—ELEEICLEDL o7,

Happiness

In my frequent days of living alone, | make room
For the bed where we coordinated our sleep,
Our shed skins staining the sheets the color of weak tea.

We were aspirants to an otherworldly kind of peace
Though a fraction of me — mute and subconscious —
Worried that you may leap from the bed, figure out

The locks and run headlong to the outside, carlights
Pulsing against your lids. You sleepwalked once,
You told me, ending in a park where a swing, rusting

In its chains, twisted and creaked. On the mattress
We moved and parried like twins. | look at out nightly
Conclusions not with wonderment but doubt.

How did we ever manage such an arrangement when,
The morning after, we would assume our old faces
With little or no reluctance? | credit our little dance

Before | slept: | cooking something for two, us
Sharing dinner and small talk, you washing the dishes.
This went on for years. | would watch you at the sink,

Your back, shirtless, to me. | loved your waved hair,
Your slight shoulders, your thin, unquestioning arms.
Suds braceleting your wrists trained under a faucet,

You lifted a plate like a slice of mineral, translucent
And semi-precious. You were vivid in fluorescent light.
Not once did | mention and call it the only thing it was.

hnaw— - P-JroI i - FXAPT
Carlomar Arcangel DAOANA

P p. 260

[%£4+6 / From left]

Ecd
Happiness
2012

BEOERDEHDEZXT1—F
Sestina for Street-side Sorrow
2012
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Iva—IN\YZ
Matthew HARRIS

»p. 263

SEIDHAN
Consigned to Oblivion
2023
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IWAZ  INER
Lewis HAMMOND

P p. 263

[Z# 5 /From left]
RITEDOBE

Study fora Chasm
2021

DA Sub
chassis
2023
HFE
Attrition
2021
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Studly for a Chasm
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PILAY « INAILST
Artan HAJRULLAHU

P p. 262
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Installation view
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FEOZHY
HAMAGUCHI Takashi

P p.262

[%_k#» /From top left]

HEEFERENVICEE (HREHOAEN1&D)

Plane Crash at Sagamihara US Army Settlement (from /nside and Outside the Wire Fence)
1964

THEEFICEE 578500 AOHEFE (TK¥EEHFE TOFEREANIELD)

8500 Armed Students Gathering in Front of Yasuda Hall at the University of Tokyo
(from Student Protests Against the 1970 Security Treaty Renewal )

1968

RAZHBZICHBBEEA (KFEHSE TOFEREANILD)
Riot Police Mobilized at Yasuda Hall at the University of Tokyo

(from Student Protests Against the 1970 Security Treaty Renewal)
1969

EFmENEEICERE (TREEONEHN1&D)
Farmer Working Outside Kadena Air Base (from Inside and Outside the Wire Fence)
1972
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wrvay  VINREIBERC BTl RILE
Section
Pp. 279

This section focused on Kobayashi Akio’s works
from three perspectives: his “hands” as a painter;
his “mind” as B-semi director; and his “documenta-
tion,” to which he paid particular attention.
Kobayashi Akio, who after studying abstract
painting in the United States from 1956 to 1960 had
returned to Japan to teach oil painting and drawing
in Yokohama, was seeking out new ways to teach
art that did not rely on conventional art education
frameworks or on the kind of competitive art exhi-
bitions operated by existing art associations. In the
United States, he had witnessed the dawn of major
social movements led by young people. Those move-
ments had eventually spread throughout the world,
including in Japan in the form of student protests
that continued throughout the 1960s. A symbolic in-
cident from this period in the Japanese art world
was when Saito Yoshishige, a professor at Tama
Art University, confronted the university over his
frustrations at the strict criteria by which he was
expected to grade his students’ work. With those
students he sought out new forms of expression
outside the university framework. Kobayashi was
keenly aware of these trends. In 1967, he opened the
Fujimicho Atelier in Yokohama and started offering
two one-year courses specializing in contemporary
art: A-semi (A Seminar) and B-semi (B Seminar).
A-semi, which Saito taught himself, was a free pro-
duction seminar mainly for students of Tama Art
University, while B-semi was launched as a course
for studying the basics of contemporary art from
various perspectives, with a range of contemporary
artists and art critics serving as instructors. Having
refined the B-semi curriculum in consultation with
his instructors and students, Kobayashi established
the B-semi School, offering a two-year program, in
1973. B-semi’s seminar format, in which instructors
and students engaged in discussion and experimen-
tal creation, became a forum for creating new art

“KOBAYASHI Akio and B-semi” UCHIYAMA Junko

that emphasized “ideas” and “concepts.” It con-
tributed to the rise of conceptual art in Japan. Ko-
bayashi’s career was characterized by his passion
for artistic creation, his logical thinking, and his
flexible imagination.

After the war, during which he studied at the
Naval Accounting School, Kobayashi more or less
taught himself to paint. As an 18-year-old, he was
studying at the National Business School (now Hi-
totsubashi University), when his art was selected
for inclusion in the Dokuritsu Exhibition. After
graduating, he worked at a department store while
devoting his evenings to a study group for sketching
nudes that he established himself. Eventually, his
desire to study abstract painting in earnest in the
United States grew, and at the age of 27 he won a
scholarship to study at the San Francisco Art Insti-
tute, a college specializing in contemporary art. This
section starts from Kobayashi’s favorite paintings
of stationary ships in Yokohama, the female nudes
that he spent many years perfecting, and prints he
made in the US. under the influence of abstract
expressionism. Kobayashi’s unique creative meth-
od can be seen in the model photographs and con-
ceptual drawings he made for the illustrations he
contributed to the book Slopes of Yokohama (1975),
which date from after his founding of B-semi. The
crayon drawings he made in his garden as part of
his daily rehabilitation routine after suffering a ce-
rebral hemorrhage in 1981 display his strong will to
continue being an artist.
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In the second half of the section, materials largely
from the heady early days of B-semi, when it was
infused with the anarchic vitality of its students
were introduced. When Kobayashi founded B-semi,
very few places in Japan, including the universities,
offered the chance to seriously study the new forms
of art that were critical of contemporary society
and art history. Kobayashi was alarmed by this sit-
uation and so worked hard to create a new system
by which young people could think freely about
the meaning of artistic expression and explore the
possibilities of art themselves. Kobayashi’s philoso-
phy was clearly evident in the following words that
appeared in the school’s student application guide-
lines one year:
The days when the study of art meant learning
techniques and sensibilities from a master art-
ist are over. The pursuit of the reality of this era
is an idea, a science, a philosophy, and based
on those it is a technique and a discipline. It
is a rigorous process in which no compromise
is allowed. (...) The instructors at the B-semi
School are determined to pursue this vector
with young people in an even more rigorous
manner. (...) We are not waiting for you with a
collection of crisp answers. We are waiting to
engage you in a serious dialogue.
Furthermore, Kobayashi began documenting the
school’s seminars in earnest in 1970. He supervised

dictation of seminars by staff members and com-
piled more than half of the seminars up to 1977 in
books. This was essential work for Kobayashi, as it
allowed him to reflect with his lecturers and stu-
dents on the early experimentation that shaped
B-semi, and thereby explore new possibilities.
B-semi Report is a self-published book printed using
a mimeograph machine. Three such reports were
published in turn and distributed to seminar par-
ticipants for their candid feedback. The Fundamen-
tals of Contemporary Art was a reorganization of
these three books into a single volume. In the post-
script to the third mimeographed report, Kobayashi
explains why he valued documentation so much.
One of the reasons is that “on any particular day,
at any particular time, suddenly a wonderful scene
might play out in the seminar. Both instructor and
students will draw out each other’s potential, and a
period of vitality will be sustained. It is a mysterious
and yet intensely real experience, as if some unseen
internal organ has suddenly emerged from them.”
Kobayashi’s unwavering belief that all these “chem-
ical reactions” stemming from the learning process
should be recorded and used as food for future art
is reflected in the voluminous and meticulous re-
cords he kept of the seminars.

[UCHIYAMA Junko (Senior Curator,
Yokohama Museum of Art)]
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[Bottom, previous page]
Title unknown (Replica based on the installation photo of
“F.A.S. WAVE J. PLAN” exhibition), produced by KOBAYASHI

Akio (replica: directed by Mr. KOBAYASHI Haruo)
1969 (reproduced in 2024)

[Top]

Edited by B-semi

B-semi Report, Vol. 1,2,3
1971, 1973, 1976

[Bottom]
Edited by KOBAYASHI Akio
Fundamentals of Contemporary Art - 1970s Contemporary

Art Learning Document, published by Asahi Shobo
1980

Illustrated by MUKAI Mie, supervised by KOBAYASHI Akio
Original illustrations for Fundamentals of Contemporary

Art- 1970s Contemporary Art Learning Document
1970s
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Ryuichi SAKAMOTO P55 1)-5
> Allan SEKULA
P p. 271

CNUHE TRV : BENH
This Ain’t China: A Photonovel
1974 (2024 H#lf¥ / reproduced in 2024)

TFLe oy« N10:B1ESA T farewell, njps (£BE: 72V
EMEE) TN+ —IVRIEBLI=T 7(A) >, Anhomageto
“One for Violin (Solo)”

Violin used at the performance “Special Tribute Live for Nam
June Paik farewell, njp,” organized by the Watari Museum of
Contemporary Art, An homage to “One for Violin (Solo)”

2006

SCERERMR (s e 2> « NABIES A T farewell, njp.
2006%1182H
Document movie of Special Tribute Live for Nam June Paik

farewell, njp, November 2,2006
2006
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The Great White Way, 22 miles, 5 years, 1 street
(Segment #1: December 29, 2001) (Yokohama Version)
2001-2006/2024
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Jeremy DELLER
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F—=J)—TDEHW

The Battle of Orgreave
2001
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Damla KILICKIRAN
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WE DR
Chart Of Secrets And Trails
2024
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Myrthe VAN DER MARK
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PIRE L1512
The Ecstatic Being
2024

AT TTV TN 2= &AT L N—F VRV AMCE DT+ —< Y R IBLLIAFTE | (20244E 3 A14H, BIRENEF+7Y—3) WY : BHTF
Performance 7he Ecstatic Being by Myrthe VAN DER MARK & Joachim BADENHORST (March 14, 2024; Gallery 3, Yokohama Museum of Art)

Photographed by TOMITA Ryohei
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OTAKE Eiko
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#BI217< (2014-2019)
A Bodly in Fukushima (2014-2019)
2014-2019/2024
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Ingo NIERMANN &
Erik NIEDLING
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WALDER
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[#£4+5 / From left]
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TESHIGAHARA Sofu
ik

Fumetsu (Immortal)
1967

S
Title unknown
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Jens HAANING
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GRTDHA
All the Rivers

Post-revolutionary Worlds

We unfolded the chapter “All the Rivers” across two
historical locations outside the Yokohama Museum
of Art: the Former Daiichi Bank Yokohama Branch
built in 1929, and BankART KAIKO, an alternative
art space converted from a former silk warehouse
built in 1926. Echoing the chapter “Our Lives” in the
Yokohama Museum of Art, we drew the title of this
thought-provoking chapter from the novel Al the
Rivers by the Israeli author Dorit Rabinyan. Pub-
lished in 2014, it narrates the story of a passionate
yet untenable love between an Israeli woman and
a Palestinian man. Using personal experience as a
mirror to a fractured and irreconcilable world, this
literary work considers how public events erode
the private lives of people who try to live peace-
fully and lovingly with each other, just like any of
us. In a world where individual existence is often
compromised, we reiterated the significance of the
individual and life in general in this chapter by al-
luding to the lives of ordinary people and studying
how they construct a robust structure to confront
the complexities and challenges in constant flux.
Their examples encouraged us to willingly take re-
sponsibility for our realities by looking for viable
pathways and regaining control of our lives.

On the first floor of the Former Daiichi Bank
Yokohama Branch building, we presented under-
currents of autonomous civic/community practices
that have emerged in East Asia from 2010 onwards
through a selection of eight practices: social activ-
ist Matsumoto Hajime, owner of the ‘remake’ cloth-
ing line Yamashita Hikaru, Inter-Asia Woodcut
Mapping Group, musician Yamagata Tweakster,
Energy Waving Collective, artists Liao Xuan-Zhen
& Huang I-Chieh, Pangkerchief (Nanxi Liu, Mi-
chael Leung, Jon Yu), and Lostgens’ Contemporary
Art Space. Their diverse practices have taken place
in different spaces: second-hand shops, cafés and

bars, low-budget hostels, radio, workshops, book-
stores, street concerts, and social movements.
Various forms of activities, including quotidian
events, art, culture, and social activism crossed
paths and connected in these spaces, encouraging
people to develop a sense of autonomy that could
lead to social change. Spread across different cit-
ies in East Asia—Tokyo, Seoul, Guangzhou, Tai-
pei, Hong Kong, and Kuala Lumpur—they shared
common values of “autonomy,” “self-governance,”
“anti-consumption,” and “cooperation.” They
maintained their distance from mainstream and
commercial cultural scenes, avoided profit-driven
influences, and remained independent. They col-
laborated through cultural activities, gathered peo-
ple in public spaces in playful ways, held humorous
protests, and took action in the streets to connect
individual persons and create communities.

The end of the Cold War in the early 1990s, the
rapid disintegration of the socialist camp and gen-
eral decline of traditional left-wing parties in vari-
ous countries, including the socialists, the commu-
nists, and trade unions, have led to the dominance
of the neoliberal economy and conservative poli-
tics. Some leading scholars with postmodernist
tendencies have revisited Marx’s concept of social
struggles (i.e., Jacques Derrida), the critique of po-
litical economy (i.e., Karatani Kojin), the politics
of difference (cultural studies, postcolonial cri-
tique, among others, after the 1990s), and the tra-
dition of the liberal left (i.e., Richard Rorty), form-
ing a new intellectual Left that is different from
the traditional Old Left and the New Left of the
1960s. While their cultural and political concerns
are seen as intellectually critical today in resisting
the proliferation of neoliberal conservative poli-
tics, nationalists, and fundamentalist ideologies,
our modest sample of autonomous civil practices
in East Asia demonstrates some of the important
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“revolutionary acts.”

Since the early 2010s, political and artistic
practices have taken place in various regions of
East Asia, creating a small network of cultur-
al spaces with the aim of establishing alternative
models of social relations, which include renewing
those existing spaces like schools, workplaces, and
families. They have also explored sustainable ways
of living that bring people together across nation-
alities, races, religions, and languages and have
employed strategies that are distinct from those of
the traditional left, organizing social movements
that directly rebuild life within existing structures,
with the ultimate goal of taking the lead in building
“postrevolutionary worlds.”

The individuals who have been taking part in
“post-revolutionary worlds” are “cultural activists”
who use culture to drive social change. They usual-
ly practice art and music to critically analyze the
inequalities and injustices brought about by cap-
italism and bureaucracy in their social environ-
ments, such as precarious employment, low wages,
expensive housing, food insecurity, evictions due
to urban renewal, and concerns about radioactive
contamination from nuclear power plants.

In the “postrevolutionary worlds,” there is
no need to wait for a revolution to occur. Instead,
direct actions are taken to establish a space for
self-governance and reconnect individuals who
have become isolated through the division of labor,
the market economy, and social policies. Many of
these individuals have advocated for ideas similar
to “anarchism,” emphasizing autonomy, equality,
and mutual aid. However, they have rarely identi-
fied themselves as such, and incorporate “playful”
and “humorous” methods into their actions. Dis-
tinct from current social power structures, their
actions have focused on developing new enduring
social models to attain their visions instead of seiz-
ing power to influence change. They have enabled
alienated individuals to share emotions and lives
and build resilient connections. Despite their di-
verse social and cultural contexts, they have com-
municated continuously through digital platforms
and symbolic actions, such as Matsumoto Hajime’s
project of establishing an “Embassy of Japan” on
the beach in Busan, South Korea (2012). These
ideas have forged an imaginary community in

which people can nurture friendships and provide
mutual assistance, creating a space where all rivers
converge into the sea.

In preparing the neoclassical bank building as
an exhibition space for this chapter, we took in-
spiration from Matsumoto’s second-hand shop in
Koenji, Tokyo. We used a considerable amount of
second-hand office furniture and supplies from the
Yokohama Museum of Art and nearby institutions
that became available during their renovation. The
recycled items were used to construct partitions,
walls, and booths in the exhibition space, effec-
tively creating barricades to divide the floor into
eight exhibition zones and transform the space
into streets and scenes of action. Materials relat-
ed to each practice, including prints, publications,
paintings, videos, banners, flags, and other phys-
ical evidence, were placed in each zone, to effec-
tively document and visualize their dynamic ac-
tions and ideas. By translating their direct actions
into an exhibition format, we were able to archive
their social, artistic, and reflective creativity and
offer prospects for the future that encourage fur-
ther imagination. The participating artists and
practitioners held events, workshops, and lectures
to share their insights into the inner spirit encapsu-
lated within their autonomous spaces.

Searching for Poetic Cracks
Globalization of capital and technological inno-
vation has generated structural outcasts, pushing
individuals out into a precarious world. They have
also made individuals increasingly dependent on
a system that provides convenience. Similarly, the
landscape of globalized arts and culture has ex-
posed the fragility of intense connectivity on the
one hand, and growing isolation on the other, lead-
ing to the rise of right-wing populism, nationalism,
and identity politics.

Dutch artist Puck Verkade’s video installation
Uprooted portrays our experience through the
world of plants. In this work, which opens with
humans’ dystopian relationship with plants, a man
is pushed to the edge to be transformed. It retrac-
es the principles of “nature” and reconsiders the
contemporary way of life through the wisdom of
plants. It prompted us to think about our own “veg-
etality,” which, to the artists, means reconsidering
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our relationship with “life making, growth, decay
and renewal.” Plants are open to infinite trans-
formations while depending on their environment
for survival. If all living things are interconnected
through complex networks, there is an urgent need
to restructure our historical and present relation-
ships with the natural world and further transform
our relationship with the future. If we could per-
ceive the world through the embodiment of plants,
we may be able to evade adherence to the pres-
ent static structure and restart by embracing the
endlessly mutable world. Perhaps the endangered
world depicted in this work revealed these poetic
cracks. After departing from the space adorned
with pink flower objects that immersed the view-
ers in a botanical jungle, four poems by the Filipino
poet Carlomar Arcangel Daoana were set in a dark
space with minimal lighting to invite viewers for
quiet contemplation.

Across the street from the Former Daiichi
Bank Yokohama Branch building, the exhibition in
BankART KAIKO opened with French artist Clé-
ment Cogitore’s documentary, Braguino, filmed
in the depths of the remote taiga (boreal forest) in
Siberia. The film portrays the lives of two Russian
Orthodox families who live 700 km from any sign
of civilization. Despite their self-sufficient life-
styles, the families were locked in a bitter feud over
territory and resources. They have gone as far as
building a fence dividing their village and keeping
separate wells. Conflicts and violence erupt from
time to time. The children of both families play on
the same sandbank in the middle of the river while
in a state of constant alert and defense. Through
the relationship between these two families, this
work scrutinizes the unresolved complexities of
human life. Living on the fringes of civilization,
these people do not have any laws to abide by, nor
do they receive any protection in turn. Their vul-
nerability has led to a delicate balance of caregiv-
ing, fear, and hostility. Hatred overshadows their
lives and prevents them from sharing the river. The
river dividing the family homes serves as a meta-
phor for the thin line between these emotions.

The sense of ruin felt in Cogitore’s film was
figuratively anchored by the installation of Bur-
mese artist Pyae Phyo Thant Nyo. Using a variety
of materials like metal and wood, as well as bee-

tle-like elements, he anthropomorphized the ruins.
By casting metal motifs into sculptural forms, the
artist altered material objects to convey the vision
of a politically unstable future. His inspiration
came from the ruby mines of Burma, where min-
ers extracted the highly prized gemstones with
hope and despair. Rubies are likened to “blood” in
Myanmar. His work as a whole represented endless
ashes, serving as a monument to collapse and a
lament for life.

Puppies Puppies (Jade Guanaro Kuriki-Olivo)
is an artist who incorporates her own real-life expe-
riences into her work. While Barriers (Stanchions)
at the entrance to the Yokohama Museum of Art
drew on her trans identity, the series of works ex-
hibited at BankART KAIKO merged her personal
history with public events. Her work Untitled (Por-
trait of Fapanese Transgender History, American
Transgender History and Fade Kuriki-Olivo) (Yo-
kohama) showed a timeline enlisting influential
transgender events and activities in Japan and the
United States, along with the birth months of her
friends and family. In her other readymade work in
the same space, Untitled (SARAYA), she mounted
automatic hand purifiers on the walls of the gal-
lery. The work is connected to the memory of the
artist’s childhood, long before the COVID-19 pan-
demic when she was hospitalized to remove a brain
tumor and her mother was working as a healthcare
worker. It also showed how the obsessive-compul-
sive pursuit of cleanliness is one of a symptom of
modern society. In the middle of the space, three
service robots that became widely available in the
2010s in Japan were placed to guide and respond
to visitors as part of the installation: Pepper (Ro-
botic Guide) (Robotic Dancer) (Robotic FEducator).
The artist saw Japan as a country known for its
advancements in robotics and innovations in ev-
eryday environment. She was also fascinated by
the rapid turnover of technology and incorporated
these no-longer-manufactured, second-hand robots
into her work. Pepper, a robot that can read human
emotions and facial expressions, has been com-
monly used in businesses, universities, and hospi-
tals in Japan. Fascinated by the way it could mimic
human emotions, the artist saw Pepper as a prime
example of technological evolution. They worked
as the artist’s avatar, assisting visitors in finding
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information about other artists and artworks in the
gallery and reading excerpts of quotes by scientists,
transgender artists, and transgender activists.

At the end of this venue, visitors came face to
face with the ludicrousness of our current society
with Japanese artist Niwa Yoshinori’s video instal-
lation, Purchasing My Own Belongings Again in the
Downtown, presented in the backyard of the art
space. The three videos show the artist returning
household items he had previously purchased, such
as magazines, fruit, and groceries, to the market-
place, where they regained their value and were put
on sale. The artist, in turn, brought the items to the
cash register to purchase them again. Through his
actions, Niwa reveals the instability of ownership,
value, and circulation in capitalist society. This sub-
tle disruption of the market cycle raises questions
about the meaning of today’s mass consumption.
This work, along with the artist’s series of works
exhibited at the Yokohama Museum of Art venue,
poses the following question: To what extent do we
partake in the exploitation of our individuality by
capitalism and its system?

The works and cultural practices of social ac-
tion that we gathered in this chapter allowed us to
see the underlying currents of a seemingly impen-
etrable economic and social structure. They alle-
viated the anxieties of people in repressive social
structures, liberated their everyday lives, created
new social relations, and emphasized non-exploit-
ative work and solidarity. These creative practices
provided us with multiple ways to collectively imag-
ine a “postrevolutionary world.” They encouraged
us to connect with each other through our imagi-
nations and, ultimately, to take action instead of
waiting for the revolution to come.
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MATSUMOTO Hajime
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After founding the “Hosei-no-Binbo-Kusasa-wo-Ma-
moru-Kai (Association for the Preservation of Ho-
sei’s Poverty)” at Hosei University, Matsumoto
Hajime launched “Shiroto-no-Ran (Amateur Riot)”
in Koenji, Tokyo, in 2005, with Yamashita Hikaru,
Futatsugi Shin, and others. While running a recycle
store, “Amateur Rebellion,” he attempted to liberate
public space by holding “3-person demonstrations”
and “Koenji Revolt.” In April 2011, he led the antinu-
clear power movement in its early stages by organiz-

Since 2012, Matsumoto has focused primarily on
creating an Asian underground cultural network,
which manifested in the D.LY. Festival “No Limit” in
2016 and 2023. Underlying these activities is the ide-
ology=actions related to “creating post-revolutionary
worlds ahead of time” by building our own autono-
my and culture of the city/community as a place to
work, live, and play. The exhibited items consisted
of fourframe manga strips depicting Matsumoto’s
activities and interactions since 2005, past issues of
newspaper bulletin boards, comments were written
on the price tag of recycled goods, the mobile tavern
“Nonbei-go (the Tippler)” that was featured during
the protest against the redevelopment of Koenji
area, and other expressions that were created from
his involvement in the local community.

[Top]
Ba TBANZS)
“Nonbei-go” food stall
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YAMASHITA Hikaru
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Yamashita Hikaru, organizer of the fashion brand
“Tochu-de-Yameru (Quit before Completion),” be-
came involved in the demonstrations and movement
in support of occupying streets led by “Amateur
Riot” as one of its first members, while running the
vintage clothing store “Shirampuri (feigning igno-
rance)” in Koenji, Tokyo, in 2004, after graduating
from Bunka Fashion College. While temporarily
moving his base from Tokyo to Kyushu, the Sou Is-
land right after the Great East Japan Earthquake,
he shifted his remake vintage clothing brand “To-
chu-deYameru” to an online shop and introduced
an independent and sustainable fashion-making
and sales format, using the Internet platform to
communicate his thoughts and lifestyle. His book,
Baito yameru gakko (The School of Quitting Part-
time Jobs), points out how to create new jobs that
are made possible by finding a balance between the
world’s needs and one’s own desires and skills. He
continues to work on his projects such as “Shue-
tsutai (Shuetsu Font),” and “New Antiques,” in
which he discovers and evaluates anonymous tech-
niques and expressions in the city based on his own
standards. He also runs the “0 Yen Shop” where he
sells items for zero yen to turn the logic of capital-
ism around. For this exhibition, Yamashita opened
an experimental shop called, “New Store,” which

IIFEADBVWDOEEE
Yamashita Hikaru’s Light Bulb Moment Store

included: clothes that incorporates children’s pic-
tures found in flea markets in its design; a literary
award that provides a band-name-embroidered cap
as its award; and a series of landscape paintings
originally by anonymous people but to which the
artist added on images of the Japanese condiment
wasabi. They all boldly reconfigure the convention-
al relationship and circulation of money, goods, and
people.
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Yamagata Tweakster
P p. 280

Yamagata Tweakster (Yamagata Doji) is a musi-
cian, who has been performing music and doing
live performances on the streets and during social
movements in Seoul, South Korea, among other cit-
ies since the 2000s. In 2009, along with young mu-
sicians, he participated in the struggle in support
of “Duriban,” a diner that refused to leave the re-
developed Hongdae district, and organized the mu-
sic festival “Party 51” in the occupied building. He
has experimented with sustainable systems of pro-
ducing and distributing music and culture, break-
ing away from conventional commercialism. Such
examples include selling his own music CDs and
merchandise on a cart named “Groove Guruma,”
and running a bookstore, “Ban’yu Jinryoku (Man
You Power People),” which he opened in September
2017. Since the 2010s, he has participated in guer-
rilla performances and demonstrations in Japan
and connected the social movements in Korea and
Japan. Dubbed the “urban guerrilla musician,” his
performances cut across borders and controlled ur-
ban spaces, evoking a free space for our imagina-
tion and our physical bodies.

Street Performance by Yamagata Tweakster (May 11, 2024; in the streets
connecting in the Former Daiichi Bank Yokohama Branch and Yokohama
Museum of Art venues) Photographed by OHNO Ryusuke
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Lostgens” Contemporary Art Space
P p. 230

The Lostgens’ Contemporary Art Space is an inde-
pendent experimental space founded in 2004 by
Yeoh Lian Heng and a group of artists. Located in
Kuala Lumpur’s Chinatown, it has provided a non-
profit-based platform for alternative culture and
art, holding exhibitions, talks, workshops, perfor-
mances, and other creative activities. They have
also undertaken a number of art projects focusing
on politics, environment, community, and human
rights in Malaysian society. Examples include the
archiving of the history and memory of the China-
town community, and co-producing a shadow play
with the children living in the planned redevelop-
ment area. Presented in this exhibition were rub-
bings on paper of memorial monuments for victims
of the anti-Japanese movement, Japanese military
sword used during World War II, as well as rubber
trees, a common natural resource in the region.
They are attempts to project Malaysia’s war memo-
ry of Japan’s aggression and colonial history on the
surface of paper.

FHDRET—ALDOK [ER5]
Iron Stamping - Rubber Tree [detail]
2020~
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Energy Waving Collective is a fluid cultural collec-
tive and network of diverse artists and social activ-
ists based in Guangzhou, China. Founding members
Feng Junhua, Wan Qing, and Ou Feihong began
practicing Tai Chi at home to restore their bodies
and spirits through direct encounters and interac-
tions amidst the severe lockdown and movement re-
strictions imposed by COVID-19, which resulted in a
loss of connection among people and communities.
These practice sessions soon evolved into gather-
ings with other friends in alleys and parks, where
they would discuss and share updates and concerns.
They became a tactic to continue meeting each oth-
er under intense scrutiny and a methodology to
deepen mutual understanding and awareness of
others through physical contact. It also freed mar-
tial arts from traditional hierarchies, and cultivated
a collective sensibility rooted in the “softness” and
“fragility” of Taoist thought. This unique approach,
which they call “bound in softness and together in

[FIZRLES 2
Bound in Softness, Together in Fragility I/

AL YT« T DiEEN 2R LTBR
Documentation of collective’s activity
2020-2022

fragility,” has led to the development of various
cultural practices (collaborative productions, work-
shops performances, and others) designed to share
this energy with the community.

The exhibition includes a video of the group
practicing Tai Chi with friends in the park during
COVID119, a giant watercolor mural of the practice
on paper, an animation of the Tai Chi movements
projected onto text, and flyers announcing the
practice sessions.
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Inter-Asia Woodcut Mapping Group
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Inter-Asia Woodcut Mapping Group is a collabora-
tive research and publication project focused on
woodcut movement in Asia, initiated by young re-
searchers Krystie N (Malaysia), Li Ding (Taiwan),
Lee Chun Fung (Hong Kong), and artists in the re-
gion in 2019. Inspired by the woodcut print collec-
tives and networks that have emerged throughout
Asia since the 2000s, they have conducted research,
writing, and self-publishing activities on a different
theme, such as “Mapping on the Development of
Self-Organized Woodcut Collectives in Inter-Asian
Context” (No. 1), “Collaboration, Authorship and
Capital” (No. 2), “Mapping on the Development of
Self-Organised Woodcut Collectives in Inter-Asian
Context” (No. 3), and “The Art of Dissensus” (No.
4). The Group also functions as a network/platform
to collaborate with the woodcut print movement in
various regions through the organization of inter-
national symposiums and exhibitions. Along with
the enlarged image of “Inter-Asia Woodcut Map-
ping” that accompanied the first issue, on exhibit
were woodcut works collected by A3BC, a woodcut
collective based in Tokyo. The exhibit revealed how
the methodologies (printing on fabric, collective
production, etc.) commonly used among Southeast
Asian woodcut collectives, such as Taring Padi in
Indonesia and Pangrok Sulap in Malaysia, spread
throughout Asia.t2)

A A=FOTARBER YEYT
Inter-Asia Woodcut Mapping
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LIAO Xuan-Zhen & HUANG |-Chieh
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Liao Xuan-Zhen & Huang I-Chieh graduated from
the Taipei National University of the Arts and have
collaborated on video art, performance, and instal-
lation. As students in March 2014, they participated
in the “Sunflower Student Movement,” in which the
students occupied the Legislative Yuan and conse-
quently joined the “Jamming Liberation,” an out-
door gathering of youth inspired by anarchism and
punk music. t31 The two asked the question, “How
can art take part in social change?” They respond-
ed by collectively creating a miniature cardboard
model of the Occupy Movement site, which was
preserved until 2019. In 2023, a portion of the mod-
el called the “Parthenon,” was rebuilt to full scale
and opened to the public as a place to re-examine
and pass on the memory of the Sunflower Student
Movement. In this exhibition, video recordings and
documentaries of the making of the “Parthenon”
and banners stitched together with social move-
ment slogans from around Taiwan was installed to
show the collaborative relationship between art and
social movements.

RxE=E
The Parthenon
2024
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Pangkerchief

(Nanxi LIU, Michael LEUNG, Jon YU)

B p. 230

Hong Kong-based Michael Leung is a designer/activ-
ist who works across the fields of design, activism,
and community, and co-organizes the printing col-
lective “gwobean” with Nanxi Liu and others. They
have independently printed and published zines,
posters, and other media that visualize social move-
ments in Hong Kong through the diversion of graph-
ic design. The exhibited project was initiated during
the campaign against the relocation of the Pang Jai
Fabric Market in the Shamu Shui Po District in Hong
Kong. While documenting the campaign by illustra-
tions or photography, they sewed handkerchiefs,
made from fabric sold at the market, and printed
words and poems of the shop owners and support-
ers. Their actions could be described as design ac-
tivism which informs the public about the current is-
sues of Hong Kong, such as disappearing traditional
communities and oppressed freedom of speech, in
the everyday-setting using media of embroidery and
print. Handkerchiefs with an embroidery of the
Palestinian poet Refaat Alareer’s poems in Chinese
translation was presented together with an embroi-
dery workshop taking Palestine as its theme.

RAY— - YIIL&BHDE (WVI5T7r—:123»2-)
Cloth Birds by Dorothy Tse (Calligraphy by John Yu)
2018
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Conclusion

The cultural practices introduced in this section
were born out of attitudes and actions that project
new ways of expression and activities with their so-
ciety and politics. They keep themselves engaged,
while accepting the contradictions and tensions
between self and society. Running parallel to social
movements and protests (democratization move-
ments, antiredevelopment movements, anti-war
movements, etc.) in various regions, these practices
suggest the creativity inherent in the actions of peo-
ple who critically perceive reality, imagine different
societies and worlds, and, even if temporarily, at-
tempt to realize them “here and now.” These expres-
sions and ideas (in forms of publications, woodcut
prints, and demonstrations to organizing spaces)
cross at the nexus of the different spaces, and are
circulated and shared through an organic network
of individuals and small groups. What appears, as a
result, is not individual artworks and goods on sale,
but a token of common imagination and possibili-
ty of solidary that supersedes nation-state, capital,
and regions.t4

[Notes]

1. Held in September 2016, “No Limit Tokyo Auton-
omous Zone” brought approximately 300 people
from all over Asia to Japan, and over the course
of the week-long event, more than 50 independent
events were held at various locations in Tokyo,
ranging from talk events, screenings, and live music
performances to campaign meetings and multi-na-
tional demonstrations for peace and solidarity in
Asia.

2. During the “No Limit Tokyo Autonomous Zone” ex-
hibition in September 2016, a woodcut print work-
shop organized by “A3BC” was held at the info-shop
“Irregular Rhythm Asylum (IRA)” in Shinjuku,
with many participants from all over Asia. This
workshop led to the establishment of woodcut print
collectives throughout East Asia, such as “Print &
Carve Department” (Taiwan), “Printhow” (Hong
Kong), and “Woodcut Wavement” (Shanghai).
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The Sunflower Student Movement took place in
March 2014, when Taiwan’s Legislative Yuan was
occupied by students demanding the withdrawal
Service Trade Agreement with China. It was the
first time in Taiwan’s modern history that the
legislature was occupied, and the Agreement was
withdrawn with the citizens’ support. The “Jamming
Liberation” was the name of an outdoor rally held
by young people, who opposed to the occupying
mode of the movement, and advocated for a more
flat and free forum of discussion, including live
music, screenings, and debates.

Even during the construction of the 8th Yokohama
Triennale, the participating artists were actively
engaged in independent exchanges and projects
outside of the exhibition. Energy Waving Collective
held talks at IRA in Shinjuku and Manuke Lodging
House in Koenji, while Hong Kong’s Pangkerchief
also stayed in Koenji, creating and distributing Pal-
estine solidarity stickers at IRA. Matsumoto Hajime
also held a series of sake exchanges with Chinese
and Taiwanese artists in Yokohama. The emergence
of organic and improvisational exchanges and col-
laborations is another characteristic of the East
Asian network of cultural practices, as seen this
time with Yamashita Hikaru, who gave the musician
Yamagata Tweakster a costume as a gift for his per-
formance in the past, working with Energy Waving
Collective for an improvisational joint production.

[EGAMI Kenichiro (Assistant Professor,
Tokyo University of the Arts)]
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2017
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Supreme Court (Japan) Rules Required Sterilization Surgery
For Transgender Individuals Unconstitutional 2023

First Trans March (Japan) 2021

Stonewall Protests 2020

Meeting Lexii-Foxx and Alethia Rael 2020

Jade’s First Hormone Replacement Therapy 2016

U.S. Military Lifts Ban On Transgender Service Members 2016
First Transgender Person Wins Elected Office

(Aya Kamikawa) 2003

X-gender In G-Front Kansai 2000

Tevin Powell 1996

Stonewall Riots 1969

Compton’s Cafeteria Riot 1966

Mom 1960

Sylvia Rivera 1951

Marsha P. Johnson 1945

Miss Major Griffin-Gracy 1940
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Untitled (Portrait of Japanese Transgender History, American Transgender History and Jade Kuriki-Olivo) (Yokohama)
2024
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Seren AAGAARD

1980-
Place of Birth: Silkeborg, Denmark

Based: Askeby, Denmark

Segren Aagaard is a former chef. In the two videos Preppers
Lab about fermentation and prepping, he explains fer-
mented foods such as miso and preserved foods such as
smoked fish. In the background of these works is the sense
of fear the COVID-19 pandemic has ignited, that nothing is
stable in the systems and lifestyles that surround us. It is in
this context that Aagaard turned his attention to ways of
cooking that can be done on one’s own, and for the purpose
of storage. The works call upon us to let the wisdom gained
during the pandemic “ferment” so that we can “prepare” for
the next crisis. [MK]

» pp. 64, 231

06_01
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Dirk BRAECKMAN

1958-

Place of Birth: Eeklo, Belgium

Based: Waarschoot, Belgium

During his numerous trips to Paris in early 2024, Dirk Brae-
ckman often found himself in the periphery of the city and
was shocked by the number of people living in the streets.
These were mostly refugees from Africa or the Middle East
who fled civil war, famine or climate change. They lived in
inhumane conditions with their families while waiting for
an asylum visa. However, a few months later he noticed that
the majority of these “refugee camps” had disappeared as
part of the urban development that is currently underway
in Paris to prepare for the 2024 Olympic Games. The artist
decided to take this as his theme for the Yokohama Trien-
nale and produced Leave No Stains. In his own words: I'm
a non-documentary photographer so I expressed my indigna-
tion through my own way of working. In the darkroom I oblit-
erated, erased and transformed the original image to make it
conform to what humanitarian activists call “social cleans-
ing”: the wiping out of the “unwanted” from view to create
clean surroundings.* [KM]

* From the artist’s comment to the Yokohama Triennale.

B pp. 230, 29%

Contributors

[HM] HIBINO Miyon: Curator, Yokohama Museum of Art

[HT] HASEGAWA-FINCK Tamao: Associate Curator, Yokohama Museum of Art
[KM] KURAYA Mika: Director, Yokohama Museum of Art

[KY] KATADA Yuko: Senior Curator, Yokohama Museum of Art

[MK] MINAMISHIMA Ko: Assistant Curator, Yokohama Museum of Art

[MS] MATSUNAGA Shintaro: Curator in Chief, Yokohama Museum of Art

[OS] OSAWA Sayoko: Associate Curator, Yokohama Museum of Art

- The artists are listed in alphabetical order by their family name in principle. The
artists listed under the sections are grouped by sections at the end of chapter.

- Each text is headed by an artist number, with the reference pages (illustrations
page, the list of works).

- If the author’s credit (in abbreviated form) is not given at the end of the text,
the text was offered in part or in whole by the artist.
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Elise CARRON & Fanny DEVAUX

Formed: 2021

Place of Foundation: Paris, France

Based: Seine-Saint-Denis and Lot, France

We work long hours till late every day and go back to work
the next morning. The series of flag works, I’m Late, created
by the artist pair, Elise Carron and Fanny Devaux, invite us
to make space for more moments of breaks, rest, relax and
laziness in our daily lives. The base fabrics are bed sheets
reworked, re-dyed, ennobled into compositions of symbols
of unproductiveness, such as pajamas, duvets, bathrobes,
and clocks without hands. The world around us is constantly
moving with excessive activity. The work is as much a call
to resist the hyperactive world as it is a celebration of our
moments of inaction, maladjustment, and delay. [KM]

P pp. 226, 29%
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Chun Yin Rainbow CHAN

1990-

Place of Birth: Hong Kong, China

Based: Melbourne, Australia

Chun Yin Rainbow Chan has roots in the Indigenous peo-
ple of Hong Kong, the first settlers from Southern China
who spoke the Weitou dialect, on her mother’s side of the
family. In their society, men were taught how to read and
write, but women were only able to orally share their culture.
However, from the 1960s onward, much of the oral tradition
ceased to exist. Chan therefore decided to visit elderly wom-
en to try and recover lost traditions, starting in 2017. In Fruit
Song No. 2, the artist revives in a modern way a traditional
song in which the bride laments over her separation from
her family at her wedding, using the metaphor of fruits. In
this Triennale, Chan’s handwritten lyrics and paintings of
the fruits were printed on inkjet sheets and displayed in the
underground accessway of Motomachi-Chukagai Station as
a sound installation. By reading the QR code on the wall, the
viewer could listen to the artist sing this song. [KY]

P pp. 8%, 231

25%
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Susan CIANCIOLO

1969-

Place of Birth: USA

Based: New York, USA

Since the 1990s, Susan Cianciolo has worked across multi-
ple genres, including fashion, film, painting, sculpture, and
food. What runs through them is the idea of “assemblage,” a
sensibility that combines everyday objects and hand-worked
materials. The works lined up in the foyer of the Yokohama
Museum of Art are made from memos, sewn patchwork tap-
estries, and playthings that are familiar to the artist. It is as
if we are sharing someone’s time and experience of busily
crafting something. In RUN CAFE, made of wooden crates
filled with these objects, Cianciolo’s private space emerges
as a kind of sacred place. [MK]

B pp. 63, 72-73, 231232

03_01
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Larry CLARK

1943-

Place of Birth: Tulsa, Oklahoma, USA

Based: New York, USA

In 1971, Larry Clark published a collection of photographs
Tulsa that captured the lives of American teenagers, deep-
ly immersed in drugs, alcohol, and guns. The lens vividly
captures the dangerous, intimate, and painful adolescence
of Clark and his friends. As witnesses to such “illegal ac-
tivities,” we are faced with the question, “So what do we do
now?” With no means of escape, we cannot help but face our
own selves. Clark captures these young people in a classic
composition under natural light, which reveals the poignant
and moving nature of youth being tossed about by the waves
of life. [KM]

P pp. 132-134, 287

03_02
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Norm CLASEN

1939-

Place of Birth: Los Angeles, California, USA

Based: Carbondale, Colorado, USA

Photographer Norm Clasen photographed cowboys in the
American West between 1978 and 1991 for the Marlboro cig-
arette advertisement campaign. For 13 years, Clasen spent
time with the cowboys and earned their trust and respect
for taking these photographs. He also endured harsh condi-
tions of sand, rain, and snow, patiently waiting for the right
light and the perfect moment. Sophisticated sensitivity and
bold dynamism are condensed in Clasen’s images. His work
has been featured in newspapers, magazines, billboards,
and advertisements around the world, and continues to have
a profound impact on many people’s lives. [OS]

B pp. 136-13%, 237-23%

07_01
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Clément COGITORE

1983-
Place of Birth: Colmar, France

Based: Paris, France

The film, Braguino, features the Braguine family who lives
in Eastern Siberia, in the taiga, or the boreal coniferous
forest region. They live a self-sufficient lifestyle away from
the city. Although their daily life is surrounded by beautiful
nature, it is far from peaceful. The family has long been at
odds with the Kiline family, who live on the other side of
the river, arguing over the distribution of land and resourc-
es. They were supposed to have escaped from the capitalist
world to start a new way of life but ironically, an even more
intense desire for possession and hatred for each other have
surfaced. The only point of contact between the two families
is a small island in the middle of the river where the children
play. The children are torn between their curiosity for each
other and the animosity they have been taught by their par-
ents. Can this next generation find another set of rules in
order to live together in harmony? [KM]

P pp. 252, 304
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Raffaella CRISPINO

1979-
Place of Birth: Naples, Italy
Based: Brussels, Belgium
Raffaella Crispino’s installation Nous is composed of ten silk
textiles transcribing a botany of invasive and wild plants
from Brussels. These include one plant in particular that was
accidentally imported from South Africa to Europe in the
19th century inside sheep’s wool to be washed and treated in
Belgium. The artist printed them using the technique of bo-
tanical printing, creating organic drawings with which she
wants to reflect on the idea of empathy between humans,
animals and plants. She is interested in how the distinction
between invasive and indigenous plants changes over time
and how plant migration is inextricably linked to human
movements and social organisation, showing how para-
digms shift in smaller, hidden and unpredictable stories.
The neon tubing installed in the chapter “Dialogue with
the Mirror” reads: “we don’t want other worlds, we want
mirrors.” This is a line from the science fiction novel So-
laris written by Polish writer Stanislaw Lem, which was lat-
er made into a movie. In this story, set on a space station
studying the planet Solaris, researchers begin to suffer from
mental illness and eventually die one after another as the
planet haunts them with hallucinations of their past mis-
takes and traumas. For the artist, it is a mirror of our mind
and our society, including the uncomfortable realities that
are usually hidden. Even in confrontation with the new, we
manipulate it with our expectations, projecting ourselves
and our thinking.
B pp. 70-71, 164, 232, 291
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Carlomar Arcangel DAOANA

1979-

Place of Birth: Manila, Philippines

Based: Manila, Philippines

Carlomar Arcangel Daoana works across disciplines as a
poet, art critic, and curator. The eight poems presented in-
clude his own experiences growing up in Manila, the Phil-
ippines, as well as the shadows of colonization by Spain and
the U.S., economic hardships, and the small hopes people
hold for the future. In these poems, personal experiences
and social and historical movements are inseparably inter-
twined. [KM]

P pp. 204-205, 251, 29%, 305
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Jeremy DELLER

1966-

Place of Birth: London, UK

Based: London, UK

In 1984, striking miners clashed violently with police forces
in Yorkshire, England. Jeremy Deller, who was 18 years old at
the time, watched a television news report of this confronta-
tion where the workers were ultimately suppressed by 6,000
policemen. Later on, in 2001, Deller set out to recreate the
incident and filmed The Battle of Orgreave. Former workers
and policemen who were involved in the actual incident took
part in the project alongside historical re-enactors, some of
whom were asked to play their opposite role. In the video
document, many of the participants are gradually overcome
with emotion as the past incident begins to overlap with the
present under chaotic circumstances. The “reenactment” is
not a mere examination of a historical event, but brings to
light the inarguable fact that the past and the present are an
inseparable continuum. [MS]

P pp. 219, 293
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DOBAI Péter

1944
Place of Birth: Budapest, Hungary

The year is 1971, in the People’s Republic of Hungary under
a socialist regime. A physically built young man is working
out in his garden. After eating lunch of some fruits and raw
eggs, he takes a philosophy book in his hand and starts to
talk enthusiastically about how to live an ideal life with the
mind and body in perfect harmony. But halfway through, he
grows more and more restless, and eventually.... What we see
is a collision between the strong human desire for order and
the uncontrollable life force that emanates from the body.
In this film entitled, Archaic Torso, Dobai Péter portrays the
young man as a symbol of the social strains and oppression
in strictly controlled times. [KM]

P pp. 94-95, 234
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DOHI Miho

1974 -

Place of Birth: Nara, Nara, Japan

Based: Sagamihara, Kanagawa, Japan

Dohi Miho’s creative process begins by cutting materials
such as cloth, copper plate, brass, aluminum, and wood into
various shapes. These materials are bent, carved, squashed,
and combined, taking into consideration their properties
such as hardness, softness, size, weight, and lightness to cre-
ate unknown forms. At times the materials are in harmony
with each other, while at other times, they clash. The ma-
terials are also colored with pigment or paint. These colors
also have a wide variety of characteristics and textures, with
some bright, and others dull, thick, or light. In other words,
there are infinite combinations of materials, shapes, and
colors. Dohi calls the outcomes of the many combinations,
“buttai,” meaning “object” in Japanese. [KM]

B pp. 98-99, 102-103, 106-107, 113, 234

01_05/02_03
EwIN H—F-
Pippa GARNER

Place of Birth: Evanston, Illinois, USA

Based: Long Beach, California, USA

Pippa Garner is a multimedia artist who has been work-
ing across fields of drawing, performance, sculpture, vid-
eo, and installation since the 1960’s. Her innovative prac-
tice employs absurdist humor to interrogate the industries
of advertising, marketing, and consumer culture. In the
1980s, Garner transitioned genders, experimenting with her
own body as a product of continuous reinvention. In her
2020 sculpture Human Prototype, she speculates upon the
creative process leading up to the development of a new,
evolved human being. Body parts are assembled together as
a trial of human advancement. She concludes that this new
prototype ultimately “stymied mating rituals and thwarted
reproduction. The opposing-quadrapede stance proved sta-
ble, but impeded maneuverability, and gluteus-mammaries
(bootie-boobs) were not lactation friendly.”

In Garner’s photographs from the 1970s and 1980s, she
explored her relationship to masculinity by documenting car
culture and even herself, mid-transition, wearing her old
military uniform. [HT]

P pp. 55, 114-115, 232, 234
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Lungiswa GQUNTA

1990-

Place of Birth: Port Elizabeth (Ggeberha), South Africa

Based: Cape Town, South Africa

Lungiswa Gqunta has been creating “landscapes” that re-
flect the subtle violence, inequality and imbalance of co-
lonialism in South Africa. Benisiya Ndawoni: Return to the
Unfamiliar is an installation made of barbed wires that re-
minds us of violence and oppression caused by segregation,
territory making and forced migration. Soft fabric is tight-
ly wound to the wires and by placing this against a green
wall that evokes the image of thick vegetation, she creates
a space where coldness and warmth are juxtaposed, where
access becomes ambiguous. Gqunta’s work shows how vul-
nerability and toughness are closely intertwined in us as we
strive to survive through oppressive social situations and
dilemmas. [OS]

P pp. 79, 232
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Miles GREENBERG

1997-
Place of Birth: Montreal, Québec, Canada

Based: New York, USA

In 2022, Miles Greenberg presented a durational perfor-
mance work entitled Fountain I. This was a seven-hour piece
in which he stood atop a white plinth inside a pool of red
liquid, emulating blood, through a pump mechanism and a
network of hidden tubes under prosthetic silicone skin, the
“pblood” hemorrhaged from his chest and hands, as if were
bleeding to death, on an infinite cycle.

The two towering sculptures were created based on
faulty 3D scans of the artist’s body in constant motion
during that performance. Different forms at different mo-
ments meld into one through this aberration technique in-
vented by the artist during COVID9, as if to expose mul-
tiple inner aspects of the individual. The artist says that he
has no control over what form the scanner creates, and that
it is this coincidence that makes the sculpture and the per-
formance equivalent. [KM]

P pp. 56-57, 232
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Aneta GRZESZYKOWSKA

1974

Place of Birth: Warsaw, Poland

Based: Warsaw, Poland

In Aneta Grzeszykowska’s Mama series, the artist’s daugh-
ter is playing intimately with a silicone doll made to look
exactly like her mother. Here, the roles of mother and
daughter are reversed, opening up another world in which
the daughter lovingly cares for her mother. Grzeszykowska
has also produced the series Domestic Animals, in which she
photographed dogs wearing human masks. The two dogs
are simply going about their usual activities: walking, nap-
ping, playing with a stuffed toy. However, the scenes have a
strange twist to them. The strangeness brought forth by the
temporary shifts in roles and the subtle twists functions as a
mirror that allows us to reflect upon our everyday lives and
relationship with others. [OS]

B pp. 162-163, 291-292
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Jens HAANING

1965-

Place of Birth: Hoersholm, Denmark

Based: Copenhagen, Denmark

Today, “neoliberalism,” which favors free market compe-
tition and seeks to reduce public services and welfare, is
spreading around the world. Since the 1990s, Jens Haaning
has dealt with themes of exclusion and inclusion, boundar-
ies and border-crossing that arise in such societies. These
photographs of men named Murat, Antonio, Sambas, Fay-
sal, Dennis, and Deniz capture first-generation immigrants
living in Copenhagen. Haaning imitates the style of fashion-
able street photography often seen in fashion magazines and
social networking sites, and has included the brand names
and prices of the clothes worn by the models in the imag-
es. However, in reality, these men would probably never be
featured in the context of fashion trends. The artist hereby
confronts us with the reality of exclusion that is otherwise
concealed in our society. [OS]

B pp. 227, 29%-299
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Artan HAJRULLAHU

1979-

Place of Birth: Gjilan, Kosovo

Based: Gjilan, Kosovo

Depicted in Artan Hajrullahu’s work are items that convey
the traditions of his homeland, Kosovo, such as furniture,
wood stoves, and tablecloths. While there are motifs symbol-
izing modern life, such as televisions and cars, there are also
self-portraits of the artist that appear to be rather self-dep-
recating. There are also scenes that have traditionally been
considered taboo, such as lovemaking. Here, the artist’s at-
titude of challenging conservative thinking is evident. The
works are drawn in colored pencil on wrapping paper, and
are framed in handmade cardboard frames. Hajrullahu ex-
perienced the armed conflict between Kosovo and Serbia
from 1998 to 1999. These works, made from ready-made ma-
terials, convey a sense of crisis and anxiety, that our lives
could collapse at any moment. It also reminded us of the on-
going conflicts in the Balkans. [HT]

P pp. 208, 299-300
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HAMAGUCHI Takashi

1931-2018
Place of Birth: Tagata (present Izunokuni), Shizuoka, Japan
Yokohama-based photographer Hamaguchi Takashi put
himself at the forefront of the New Left student movements
in the late 1960s. He covered incidents such as the Todai
(University of Tokyo) struggle, which began as a movement
to improve the treatment of medical students and interns
throughout the country, and the Nichidai (Nihon Universi-
ty) struggle that took place against the management’s mis-
use of tuition fees. After the conclusion of the U.S.-Japan
Security Treaty in 1960, Hamaguchi committed himself to
cover the incidents that occurred at the U.S. military bases
stationed around Japan: a young girl breaking down in tears
over the loss of her family and home after the U.S. military
plane crash, and a woman silently plowing her farmland
with Kadena Air Base in the background. There is also a
photograph of U.S. tanks that were prevented from entering
the port of Yokohama by former Yokohama Mayor, Asukata
Ichio. Hamaguchi captured numerous events and major in-
cidents that occurred in Japan from a human perspective.
[OS]

P pp. 209, 300-301
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Lewis HAMMOND

1987-

Place of Birth: Wolverhampton, UK

Based: Berlin, Germany

The figures in the paintings seem to turn their backs to us,
or keep their eyes down, rejecting our gaze and reflecting on
their inner selves. These figures are drawn from the artist’s
impressions of people that are closest to him or those who he
has encountered in the past. Lewis Hammond creates a visu-
al lexicon to explore the complexities of our shifting world
through recurring motifs and double meanings, challenging
fixed interpretations. By repositioning references from a
Eurocentric art history, Hammond creates a concentrated
and skewed parallel world, offering a poignant reflection of
our existing reality. [KM]

® pp. 207, 301
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Matthew HARRIS

1991-
Place of Birth: Wangaratta, Victoria, Australia

Based: Melbourne, Australia

Matthew Harris, who is of mixed European and Australian
Aboriginal descent, has been creating paintings and sculp-
tures that are based on the complex history of his ancestors.
This 12-meter-wide work Consigned to Oblivion depicts a vast
number of boxes neatly arranged on shelves in a museum
storage room. Inside these boxes are the human remains of
the Aboriginal peoples; since the end of the 18th century,
tens of thousands of Aboriginal ancestral remains and sa-
cred objects have been displaced for purposes of study and
collection, and are still housed in public and private collec-
tions around the world. Harris’ paintings formally reference
notions of minimalism and seriality to draw attention to the
relentless and repetitive efforts of museums and collecting
institutions, and their history of gate-keeping that has de-
nied Aboriginal ancestral remains and cultural objects the
right to return to home. The boxes are depicted using white
ochre, which is used in sacred ceremonies and ‘sorry busi-
ness.” [HT]

P pp. 206, 301
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HASEGAWA Kiyoshi

1891-1980

Place of Birth: Yokohama, Japan

The early woodcut titled Wind (After a Poem by W. B. Yeats)
by Hasegawa Kiyoshi is dedicated to the Irish poet, William
Butler Yeats. It is an abstract depiction of a man and a wom-
an locked in an embrace. Three years after this work was
made, Hasegawa moved to France, where he began to fo-
cus on depicting in detail the outer appearance of objects
in order to capture the world inherent in all things that are
not necessarily visible to the eye. Two prints of wild grass-
es and flowers that were produced at different times, are
also based on this idea. In Hasegawa’s eyes, the cup is the
universe, and the wild grass in the cup represent all things
existing in the universe. [MS]

B pp. 162-163, 292
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South HO

1984
Place of Birth: Hong Kong, China

Based: Hong Kong, China

Hong Kong-based artist South Ho photographed the 2014
Umbrella Revolution and the prodemocracy movement
between 2019 and 2020. Barricades litter the highway. Hel-
mets, masks, and plastic bottles have been dumped on the
roadsides.... In The Umbrella Salad series, Ho focused not
so much on the moments of clashes between police and pro-
testers, but rather on the scene left after the violent scuffles
and its strange silence. Meanwhile, the Work naming has yet
to succeed series capture the demonstration’s slogans, which
were erased after the 2019-2020 democracy movement. Ho’s
images of the Hong Kong landscape emphasizes the sadness
that permeates the city traumatized by the demonstrations,
as well as people’s feelings of helplessness and anxiety. At
the same time, it seems to capture the way Hong Kong’s cit-
izens still hold out hope for freedom despite the severe sup-
pression of democracy and freedom. [OS]

P pp. 116, 284-2%5
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Jonathan HOROW|TZ2

1966-

Place of Birth: New York, USA

Based: New York, USA

A placard reads, “IMMIGRANTS ARE ESSENTIAL.” The
photomural Food industry workers rally on the National Mall
to highlight the contributions immigrants have made during
the pandemic and call on Congress to deliver COVID-19 and
citizenship relief for 11 million undocumented immigrants on
Wednesday, February 17, 2021 shows people gathered at the
National Mall, a park in central Washington, in February
2021 in the midst of the COVID-19 pandemic, to appeal for
recognition of immigrant essential workers and to grant
them citizenship and benefits. The material is based on an
enlarged news photograph taken by journalist Tom Wil-
liams. Jonathan Horowitz uses art to shed light on the peo-
ple who have been pushed to the margins and to “visualize”
their otherwise forgotten presence. [KM]

B pp. 102-103, 2%5
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HUANG Po-Chih

1980-

Place of Birth: Taoyuan, Taiwan

Based: Taipei, Taiwan

The Blue Skin: My Mother’s Story describes the physical pain
caused by hard labor in the textile industry, based on Huang
Po-Chih’s mother’s reallife experiences. In reference to the
fact that long hours of work behind a sewing machine cause
the legs to swell like an elephant’s legs, the photographs por-
tray actual workers posing like elephants with their arms
and legs curled up. The elephant in fact was used as a sym-
bol of hard work during the period when Taiwan made the
transition from an agricultural to an industrial nation in the
1960s. In this work, the image of the elephant embraces the
family’s painful experiences as well as the government’s pol-
icy. Also presented was the video work Seven People Crossing
the Sea that was shot during the last five days of a fabric
market in Hong Kong before it was forced to relocate. These
works offer glimpses into the reality that the clothes we wear
are produced under global capitalism, which comes at the
expense of harsh labor and various other sacrifices. [KY]

B pp. 203, 301
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Stanya KAHN

1968-

Place of Birth: Stanford, California, USA

Based: Los Angeles, California, USA

Shot on super 16mm film and transferred to 2K video, No Go
Backs follows teens as they escape the city for the wild, fol-
lowing the California aqueduct from Los Angeles deep in the
Sierra Nevada Mountains. Featuring the artist’s son and his
reallife best friend, No Go Backs continues Stanya Kahn’s
practice of integrating fiction and document, filming the
kids in their resilient efforts to survive and as well as their
hormonal malaise and dreamy disconnects. The film posits
a possible future made manifest by the immediate need and
possibility to not only imagine, but to create a new world.
Completed just before the first COVID19 lockdown, this
film presaged the psychological impact of the pandemic and
alludes to climate catastrophes (and their origins in political
collapse) that have accelerated in the last decade.

P pp. 135, 23%
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Ozgiir KAR

1992-

Place of Birth: Ankara, Turkey

Based: Amsterdam, Netherlands

Ozgiir Kar is an artist known for his black-and-white ani-
mations displayed on interconnected TV monitors. His work
explores themes of contemporary existentialism, often fo-
cusing on the interplay between technology and the human
condition. One of his pieces, Fallen Tree, features a giant
tree, ambiguously uncut, undead, plucked from the soil with
its roots intact. The swarming noise of animated flies sur-
rounds it like a carcass, like leeches on a living body.

In another work titled Dawn, the central skeleton sings
like a minstrel, accompanied by melancholic music from
two other skeletons, expressing feelings of loneliness and
anxiety, that arise from nature’s decay, while also anticipat-
ing the hope of a new dawn. The monologue of the skeleton,
a personification of death, which is a motif in the tradition
of memento mori, seems to mirror our own struggles in
searching for an exit that is not yet in sight.

P pp. 59, 160-161, 282, 292-293

264

06_11
ALZ Py F TS5
Damla KILICKIRAN

1991~

Place of Birth: Huddinge, Sweden

Based: Oslo, Norway

Textures of objects found at construction sites. Signs of de-
caying infrastructures, facades, threaded city walls. Natural
patterns on rocks, waters, and reeds. It is these details, cap-
tured in photographs taken by Damla Kilickiran’s psycho-
geographical walks since 2015, that have become the start-
ing point for Chart Of Secrets And Trails. In the artist’s own
words: I have tried to physically internalize traces, patterns,
signs and textures found in various sites in the city, by mim-
icking them through drawing. I am diffracting and combin-
ing different images onto the surface of the paper, intuitively
continuing the drawing by letting the images evolve into new
patterns, textures and scenarios.* [KM]

* From the artist’s message to the Yokohama Triennale.

P pp. 220-221, 301
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KITAJIMA Keizo + MORIMURA
Yasumasa

KITAJIMA=1954 -, MORIMURA=1951-

Place of Birth: KITAJIMA=Suzaka, Nagano, Japan;
MORIMURA=0saka, Japan

Based: KITAJIMA=Tokyo, Japan; MORIMURA=Osaka, Japan

Four men in white shirts are transformed into giant ban-
ners in the shopping mall in their first collaborative work
Portraits for the Wild Grass between photographer Kitajima
Keizo and artist Morimura Yasumasa. One of the men is
dressed in traditional Chinese attire. This is Morimura im-
personating the Chinese novelist Lu Xun, the author of Wild
Grass (published in 1927), which was a collection of prose
poetry depicting the life of an individual facing despair. Lu
Xun appears here, not as a literary figure, but as one of the
anonymous many living ordinary, everyday lives. The title
of the 8th Yokohama Triennale is taken from this book by
Lu Xun. [OS]

P pp. 34-87, 282

06_12
Vava oA~
Josh KLINE

1979-

Place of Birth: Philadelphia, Pennsylvania, USA

Based: New York, USA

Josh Kline has been presenting work that considers the im-
pact of capitalism, technological innovation and ecological
change on society. The Unemployment series, presented
in 2016 takes “labor” as its theme, and brings to light our
anxiety towards mass unemployment among white-collar
workers that may be caused by artificial intelligence and
automation. The remnants of jobs that are said to be gone
in the next twenty years, in these rapidly changing times
— lawyers, accountants, bankers, secretaries, etc. — have
been placed in transparent garbage bags and thrown away.
The use of cutting-edge technology such as 3D printing, also
adds a sense of reality to the work. [HT]

P pp. 199-201, 301-302
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Kathe KOLLWITZ

1867-1945
Place of Birth: Konigsberg, former East Prussia (present Kaliningrad,
Russia)

Kithe Kollwitz depicted with compassion the hard lives of
the poor and oppressed in Germany during the first half of
the 20th century. After losing her second son on the battle-
field in World War I, Kwollwitz became increasingly anti-war.
Hence, she was deeply saddened by the murder of Karl Li-
ebknecht, a politician who advocated against war and called
for the German Revolution. Mourning of Karl Liebknecht is
the woodcut of Liebknecht and those grieving his death. It
was made from a drawing done at the morgue in Berlin at
the request of Liebknecht’s bereaved family. Lu Xun thought
highly of Kollwitz and in fact acquainted with her. It was
also Lu Xun who first published a collection of Kollwitz’s
prints in China. This work is prominently featured in the
catalog of prints, which tells that it was an important work
for Lu Xun. [KY]

P pp. 93, 235
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KURIYAGAWA Hakuson

1880-1923

Place of Birth: Kyoto, Japan

Kuriyagawa Hakuson was a critic and a scholar of En-
glish literature active during the Taisho period (1912-1926)
when capitalism was on the rise, and economic and politi-
cal conflicts were intensifying in Japan. It was against this
backdrop that Kuriyagawa published ZLeave the Ivory Tow-
er (1920). He argued that artists should not remain in their
“ivory towers,” but be closely engaged with real life issues.
In Symbols of Depression (1924), published after he died in
the Great Kanto Earthquake in 1923, he argued that art is the
very expression of anguish and despair that arises when hu-
man life force is suppressed. Lu Xun was translating Symbols
of Depression at the same time he was writing Wild Grass,
the ideas of which are also said to have been influenced by
Kuriyagawa’s book. [MK]

® pp. 193, 302
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Klara LIDEN

1979-
Place of Birth: Stockholm, Sweden

Based: Berlin, Germany

Pictured in Klara Liden’s work Grounding is the former One
Chase Manhattan Bank Plaza in New York City. A figure
falls down, gets up, walks away, and falls down again, re-
peatedly. The idea came from the music video for Unfinished
Sympathy (1991) by the British music unit, Massive Attack.
In this video, the vocalist sings while walking the streets,
and the camera keeps pace with her, capturing the stroll in
one shot. Behind the singer we see the less affluent neigh-
borhood of Los Angeles. In contrast, Liden’s work shows
the shiny skyscrapers of the financial district in the back-
ground. Could it be that the strange figure symbolizes the
collapse of the financial district? Or could it be the image of
ourselves, resisting the waves of capitalism and getting back
up again and again, no matter how many times we fall? [KM]
B pp. 202, 302
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LU Xun

1881-1936

Place of Birth: Shaoxing, China

Born in eastern China, Lu Xun came to Japan as a foreign
student in 1902. He studied medicine in Sendai, Miyagi
prefecture, but was awakened to literature as he became
exposed to modern European thought and Japanese litera-
ture. When he returned home after seven years in Japan, he
found that China was in a period of turmoil. Lu Xun thought
that in order to build a better country, it was important to
strengthen people’s minds and nurture their ability to think
for themselves. He believed that literature would be most ef-
fective in realizing these goals. In 1918, he contributed his
first novel to a magazine, and his vigorous creative efforts
in Beijing thereafter culminated in a novel style of expres-
sion that conveyed the inner workings of the human mind in
a colloquial tone, something that had not existed in previous
Chinese literature. Wild Grass (1927) is a work from this pe-
riod when Lu Xun’s creativity was at its peak. The work is
teeming with life, portraying people’s survival in the midst
of suffering and despair. [KY]

P pp. 93, 285
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Treiborlang LYNGDOH MAWLONG

1987-

Place of Birth: Shillong, India

Based: Mawkyrwat, India

Treiborlang Lyngdoh Mawlong is from the Khasi Hills in the
Meghalaya State in northeast India. He has been creating
prints that evoke story-like scenes of everyday life and vil-
lage life of Mawbri that has been closed off from modern
society. Like many other marginalized regions in the world,
people in the steep hillslope suffer from poverty and lack of
educational opportunities, health care, and infrastructure
brought about by development projects that are carried out
without giving concerns to the local community. At the same
time, however, the people take great pride in their produc-
tion of medicinal black pepper. His works depicting the lives
of ordinary people teach us that everyday life is an extraor-
dinary miracle in itself. [KM]

P pp. 136-133%, 28%
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Stéphane MANDELBAUM

1961-1986

Place of Birth: Brussels, Belgium

Punks and gangsters, Jews and Nazi officials, and the Brit-
ish painter, Francis Bacon. In his paintings and drawings,
Stéphane Mandelbaum portrays a wide range of figures,
from people he knew to those he had only met in his imag-
ination during his lifetime. The texts intertwined with the
figures are written in several languages, including Yiddish.
It is as if Mandelbaum reaffirms his own identity through
the picture which functions as a mirror that reflects his
complexities with its many elements. Born into a family that
survived the genocide of Jews during World War II, Mandel-
baum studied art but gradually became involved in crime.
In 1986, he was murdered in an incident that cut his artistic
career short at the age of 25. [KM]

» pp. 156, 158-159, 293
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Sandra MUJINGA

1989-
Place of Birth: Goma, Democratic Republic of the Congo
Based: Oslo, Norway / New York, USA
When encountering Sandra Mujinga’s large-scale installa-
tion, the spectator lays their eyes upon three figures, titled
And My Body Carried All of You, which are suspended from
the ceiling. Their bordeaux-colored, loosely woven skin al-
lows the viewer to get a glimpse of the steel skeleton beneath,
revealing both fragility as well as sturdiness. Below, on the
ground the spectator encounters three sculptures, leaflike
they stretch in different angles, reminding us of dinosaurs.
The ground sculptures are titled Unearthed Leaves and are
similar in their materiality but slightly in a darker color than
the ceiling sculptures. Their shapes remind the viewer of
both shelter and trap, evoking feelings of uncertainty.
Through this extraterrestrial invasion of space and time,
spectators are prompted to ponder the intentions behind
this enigmatic presence—drawing inspiration from Afro-
futurism and Archaeology, Mujinga seamlessly melds past
and future, through which time becomes a fluidity beyond
common beliefs of continuity. Mujinga vividly described the
experience of encountering the creatures, as though en-
visioning what it might be like to inhabit a reality distinct
from one’s own—perhaps in a distant era, facing challenges
far beyond those of today. In this ever-shifting contexts of
envisioned environments, the creatures’ intention oscillates
between protection to threat, while inherently questioning
the perception of the Self and the Other of each spectator.
[Sophie Franziska Schultz / MK]
P pp. 5%, 232
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Joar NANGO

1979-

Place of Birth: Alta, Norway

Based: Tromsg (Romsa), Norway

Joar Nango, who is of Sami descent creates temporary works
based on the history and culture of his people, using local
materials and techniques. On the terraced platforms in the
Grand Gallery of the Yokohama Museum of Art, he has cre-
ated a space Avnnastit/Harvesting Material Soul based on
the motif of a nomadic dwelling where people are invited
to rest and relax. The materials used are wood and bamboo
collected by the artist himself in Kanagawa Prefecture.

On the facade of the museum, a message in Sami script
reads, “They don’t follow routes and they don’t conform to
regulated order.” The way of life of the Sami people, who live
on the move, acquire only what they need for the occasion,
and have no fixed possessions, offers us hints for rethinking
our society abound with problems such as economic dispar-
ity and mass consumption. [MK]

» pp. 53, 60-62, 232
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Ingo NIERMANN

1969-
Place of Birth: Bielefeld, Germany
Based: Basel, Switzerland / Berlin, Germany

IV ——RYT
Erik NIEDLING

1973-

Place of Birth: Erfurt, Germany

Based: Erfurt / Berlin, Germany

A man wanders through the forest, collecting wood, prepar-
ing to fight someone or something, while reading, singing,
and biting into a piece of meat. The man speaks fervently
about how he must protect what he has and not allow oth-
ers to control him. Referenced here are the ideas of Max
Stirner, a 19th-century German philosopher known for his
writing such as The Ego and Its Own. The man also mentions
how he is superior to Adolf Hitler. At first glance, the man
appears like a king who rules over everything in the forest.
At the same time, however, he is a fragile being who, having
lost his place in the outside world, justifies himself only by
escaping into the forest. [KM]

B pp. 224, 302
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NIWA Yoshinori

1982-

Place of Birth: Komaki, Aichi, Japan

Based: Vienna, Austria

By performing nonsensical acts in public spaces, Niwa
Yoshinori brings to light the fragility of seemingly orderly
social systems and the instability of the public mind. He per-
forms the slogan-like act indicated by the title of the work
and records the consequences in the form of a video docu-
ment. Although these absurd acts create a sense of unease
at times, the videos reveal that most people are indifferent
to what is going on. Acts that are meant to disrupt order are
carried without trouble out after all. They illuminate the pre-
carious gaps in the systems that are the foundations of our
lives — the monetary economy, property ownership, and the
nation at large. At the same time, however, they may also
suggest the possibility of a free society that is not bound by
existing rules. [KY]

P pp. 130-1%1, 256, 295-296, 305
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ONO Tadashige

1909-1990

Place of Birth: Tokyo, Japan

Around 1930, Ono Tadashige created work that depicted
the hard lives of workers. It was also around this time that
he joined the movement that criticized social inequality. In
Death of Three Generations, the tragic story of a poor family
unfolds in a series of 50 black and white prints. The story-
telling style of the work is influenced by the woodcut “novel
without words” that emerged in Germany at the beginning
of the 20th century, as well as the silent films of the same
period. The 46th scene, in which a group of people mourn
over the dead body lying on the floor, seems to have been in-
spired by Kéthe Kollwitz’s work. While incorporating a sim-
ilar composition, Ono’s expression shows a distinctive style.
This work counts among Ono’s early masterpieces. [KY]

B pp. 100, 285-236
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Open Group (Yuriy BILEY, Pavlo
KOVACH, Anton VARGA)

Formed: 2012

Place of Foundation: Lviv, Ukraine

Based: Berlin, Germany / Wroclaw, Poland; Lviv, Ukraine; New York,
USA; and others

Open Group was formed in 2012 by six Ukrainian artists.
The group has been changing its structure around its three
core members and creating work based on community par-
ticipation and collaboration through dialogue and discus-
sion. Repeat After Me (2022) is based on interviews with
ordinary citizens who have fled to a refugee camp in Lviv
following the Russian invasion of Ukraine. The work draws
inspiration from the wartime manual of conduct that was
distributed to the people. The manual provides guidance on
how to distinguish between the different types of weapons
by their sounds and act accordingly. The images of people
replicating the sounds of weapons with their voices vividly
convey the reality of Ukraine today, where people have had
to acquire new knowledge for survival. [HT]

P pp. 67, 282
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OTAKE Eiko

1952-

Place of Birth: Tokyo, Japan

Based: New York, USA

Performing artist Otake Eiko has lived and worked in New
York for nearly five decades. Between 2014 and 2019, she vis-
ited Fukushima five times. She danced alone in places where
nuclear meltdowns forced people to leave. William Johnston,
a professor of Japanese history and a photographer, record-
ed all of Otake’s performances. The results were tens of
thousands of photographs from which Otake selected and
composed a film weaving together her own texts and sound
design. In 2014, there were many areas where people were
not allowed to enter. The aftermaths of the tsunami were not
yet cleaned. Towns had no inhabitants, and farmland had
no crops. Otake laid down her body onto irradiated soil and
explored how a body can object. Over the next five years,
decontamination and rebuilding of the community changed
yet again much of Fukushima’s landscape, which is also
recorded in Johnston’s photographs and in Otake’s mind.
There are many Fukushimas within Fukushima. Otake, a
visitor, tried to absorb each moment in each place so she
could remember and share with viewers far away. The film
A Body in Fukushima (2014-2019) has since been translated
to several languages and screened in film festivals around
the world.

B pp. 223, 302
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Pope.L

1955-2023

Place of Birth: Newark, New Jersey, USA

For the work The Great White Way, 22 miles, S years, 1 street
(Segment #1: December 29, 2001), Pope.L spent years crawl-
ing along a 22-mile-long stretch in Broadway, wearing a Su-
perman costume. The title is an ironic reference to the fact
that New York City is essentially a place for white people.
The manner in which he looks at the world from a low van-
tage point close to the ground is reminiscent of the perspec-
tive of a street dweller who is struggling financially. In the
artist’s words: I think costumes are a way to project yourself
into the world and at the same time conceal yourself. And I
think that’s necessary for the performances I'm trying to do.
Superman was introduced to me by my Aunt Fenny. She used
to watch the TV version of Superman in the 50s with George
Reeves. Every single day. I'd say that there were two main
religious things in my Aunt Fenny’s life, one was Church and
the other one was Superman. She loved that white guy. And it
stayed with me. So when I was trying to figure out what the
next step of a crawl figure would be, I said, “Well, you know,
what is more manly than that guy?” So somehow I landed on
this, this next step of success, if you will. Instead of the suit, it
would be the super suit. At one point I realized that talking to
people when you're laying down on the street is a moment, you
don’t get to do that very much. And people, they’ll talk to you
differently when they’re standing up over the top of you. They
think they’re like instant superiority. Except in this case, I have
the super suit.* [KM]

* From the artist’s comment: https:/www.moma.org/audio/
playlist/301/3909

P pp. 213, 302

01_13

TV YPV— e X=)X= (Fz¥ /=712 A&
F7 21 AKRY) /R PRER &ERFRE )
Prickly Paper (CHEN Yifei &

OU Feihong)

Formed: 2019

Place of Foundation: Guangzhou, China

Based: Guangzhou, China / Berlin, Germany

The magazine Prickly Paper (Hll#), which sounds like “toi-
let paper” in Cantonese, was first published in 2019 as a
reading material to be placed in public toilets, following
an exhibition in Guangzhou, China. Since then, the two
editors-in-chief, who are mainly based in China, have held
workshops in various locations around the world to publish
this magazine. An opinion box is placed in a particular toi-
let, and anyone can contribute ideas to this box. The edi-
tors create the magazine based on what they have collected
from the box, and a wide range of topics such as freedom of
expression and gender issues in China have been featured
thus far. The cover of each issue is made by a different art-
ist using woodblock prints, and the pages inside are printed
using a printer for home use. For them, the persistent effort
to publish a small number of copies of the magazine is a way
to connect and communicate with their many friends. [KY]
P pp. 30, 282-2%3
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Puppies Puppies (Jade Guanaro
Kuriki-Olivo)

1989-

Place of Birth: Dallas, Texas, USA

Based: New York, USA

Puppies Puppies (Jade Guanaro Kuriki-Olivo) uses ready-
made words and objects to create works that invite viewers
to reflect on the various issues faced by transgender people.
Barriers (Stanchions), a series of partitions at the entrance
of the Yokohama Museum of Art, mimics the immigration
checkpoints at an airport and encourages viewers to imag-
ine the fate of queer refugees and immigrants.

At the BankART KAIKO, Puppies Puppies also exhib-
ited an installation using hand sanitizers based on memo-
ries of childhood hospitalizations, and a timeline that in-
tertwines her own and queer histories in Japan and USA.
The latter was inspired by the work of Felix Gonzalez-Torres,
an artist who died of AIDS. The audience was welcomed by
Pepper, humanoid robots that served as the artist’s avatar.
[KM]

P pp. 54, 254-255, 233, 305
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Pyae Phyo Thant Nyo

1998-

Place of Birth: Myitkyina, Myanmar

Based: Yangon, Myanmar / Bangkok, Thailand

The mixture of metal, plants, and man-made objects seems
to decay and disintegrate, while at the same time, everything
seems to come together and transform into a new form of
life. The red light glowing at the inner core is reminiscent
of rubies produced in Myanmar, the artist Pyae Phyo Thant
Nyo’s native country. The brilliant red color of the Myanmar
rubies, which are highly prized and traded for high prices,
have been likened to “blood.” His sculptures embody the
ideas of sacrifice and struggle, remains of burnt-out ashes,
as well as new possibilities. Decay and life, hope and despair
are all expressed at the same time. [HM]

B pp. 253, 305
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Tomas RAFA

1979-

Place of Birth: Zilina, Slovakia

Based: Warsaw, Poland

Tomas Rafa has been filming scenes of political protests
and ideological clashes in Central Europe since 2009. The
region saw a growing number of altright attacks against
Roma, Jews, sexual minorities, and refugees, among others,
in support of white supremacy and nationalism. His work
documents the altright with matching clothes, citizens in
resistance, and the police, all gathering in the city center
and colliding with each other. Rafa’s camera gives equal at-
tention to all three parties while capturing them from a re-
markably close distance. The distinction between the parties
eventually blurs as a result and the violence-obsessed nature
of human beings emerges. [KM]

B pp. 198-199, 201, 302
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Sibylle RUPPERT

1942-2011
Place of Birth: Frankfurt, Germany

Human bodies, animals, insects, and machines are inter-
twined with each other in the monstrous creatures depicted
in the drawings and paintings. Though dark and grotesque,
they also have a strong erotic element. From the 1960s to the
1980s, Sibylle Ruppert created work that dealt with her own
trauma in depth; little is known about her career except that
she stopped making work after the 1980s and taught paint-
ing in prisons and mental hospitals. Ruppert’s radical depic-
tions of anxiety, fear, and desire are at once eerie and hor-
rifying. At the same time, their passionate and unrestrained
sense of life never fail to fascinate us. [HT]

B pp. 110-112, 236
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Ryuichi SAKAMOTO

1952-2023

Place of Birth: Tokyo, Japan

In 2006, Ryuichi Sakamoto appeared in a memorial event
for Nam June Paik, the South Korean artist hailed as the fa-
ther of video art. At the event, Sakamoto smashed a violin
and dragged its wreckage on stage. This performance, based
on Paik’s act of dragging his violin along the beach, was a
tribute to the destructive spirit Paik embraced. Sakamoto,
who familiarized himself with music at an early age, was in-
fluenced by Western avantgarde music and art, but also took
a keen interest in the traditional music of Okinawa, Asia,
and Africa, and created a variety of sounds that transcend-
ed genres. He also actively spoke out on social issues and po-
litical situations from early on, and engaged in a wide range
of expressive activities throughout his life. [HT]

P pp. 216, 302-303
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Margaret SALMON

1975-

Place of Birth: Suffern, New York, USA

Based: Glasgow, UK

Margaret Salmon creates films, photographs, and objects
that focus on individuals going about their modest, every-
day lives. Every work weaves together non-fiction and po-
etic creativity. The wall built for the exhibition installation
Spider reveals the inner structure, based on the artist’s
instructions. In and around the walls, she arranges items
related to her family’s memories, such as her father’s relics
from his military service and her son’s shoes that are out
of size, together with objects found in Yokohama, and pho-
tographs that have been printed in a darkroom in Yokoha-
ma. Although each item is merely a fragment of the artist’s
personal life, by engaging these objects collectively with the
bare walls, she brings into relief the cultural and political
backgrounds and social fissures that lie beneath the surface
of one’s quiet, everyday life. [KY]

P pp. 228-229, 303
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Allan SEKULA

1951-2013

Place of Birth: Erie, Pennsylvania, USA

This Ain’t China: A Photonovel consists of photographs
of restaurant employees, including the artist Allan Seku-
la, along with shots of pizza, French fries, as well as two
chairs in which visitors might sit to study the written script
in booklet form. The piece was created in 1974, when the art-
ist was working at a modest restaurant in San Diego, Cali-
fornia. At the time, the ideas of Mao Zedong, the chairman
of the Chinese Communist Party, were being studied with
interest by some left-oriented Western intellectuals. Sekula
was also influenced by the struggles of the working class
worldwide —in China as well as in the U.S. Thus he devel-
oped this plot that envisioned him with his fellow workers at
the restaurant creating an informal group that could plan a
strike for better working and living conditions. [HT]

P pp. 217, 303
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SHIGA Lieko

1980-
Place of Birth: Okazaki, Aichi, Japan
Based: Ishinomaki, Miyagi, Japan
Since moving to Miyagi Prefecture in 2008, Shiga Lieko has
been exploring the relationship between humans and nature
as her main theme, while engaging closely with the local res-
idents. The eleven photographs displayed in the corridor on
the third floor of the Yokohama Museum of Art were taken
mainly on the Oshika Peninsula in Miyagi Prefecture. The
text in the artist’s own handwriting is a record of an inter-
view with Onodera Nozomi, a deer hunter from the Oshika
Peninsula. The scenes are visualized here through “red,” the
color of blood flowing in our bodies, as if to indicate the
more fundamental energy circulating between human be-
ings, society, and nature.

Along with the photographic works, Shiga has opened
a small library called the Emergency Library. Novels, travel-
ogues, collections of poems, books on philosophy, science,
and sociology...books of all genres, whether famous or un-
known, foreign or domestic, are lined up on the shelves.
These books are loosely categorized according to fifteen
keywords based on the content of the artist’s interview with
Onodera which are also written on the works displayed in
the corridor. Each book offers a unique perspective and pro-
vides hints on how to deal with the urgent challenges and
crises that we face in our daily lives. [MS]
» pp. 65, 68-69, 283
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SIDE CORE

Formed: 2012

Place of Foundation: Tokyo, Japan

Based: Tokyo, Japan

Breaking the rule against drawing grafitti on buildings,
SIDE CORE has created big letters, small things, consisting
of poems and paintings related to street, on the exterior
walls of the Yokohama Museum of Art. This work continued
to change little by little, every day. Like the way graffiti can
reappear no matter how many times it is erased, here we can
feel SIDE CORE'’s conviction that “reality can be changed”
through actions that weave their way through social rules
and power.

Projected onto the screen installed on the balcony of
the former Daiichi Bank are officers directing traffic on
the road. The Sakae-Honcho Road, which runs right in front
of the bank is an arterial road that connects the waterfront
area of Yokohama. construction giant was created with the
image of giant men directing traffic on this thoroughfare.
SIDE CORE shows that our activities, whether working and
playing, can enrich the city.

The area surrounding BankART KAIKO is the place
where silk from all over Japan used to be stockpiled for
export during the Taisho Era (1912-1926). The video work
sey, showing three people keep drawing pictures and letters
toward the sky, was displayed in a restored underground
space that was a warehouse where raw silk was stored. The
COVID49 pandemic gave us the opportunity to see where
we stand and to take a closer look at our humble lives. On
the other hand, however, we also learned that an our highly
individualized ways of life can shut ourselves off from oth-
ers and rob us of the ability to recognize the voices outside
of us. What are the voices emanating from the underground
space trying to tell us? [OS]

B pp. 31-83, 233
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Rita SIEGFRIED

1964 -

Place of Birth: Basel, Switzerland

Based: Worb, Switzerland

Rita Siegfried paints scenes that seem to be taken from or-
dinary life, yet they have an atmosphere that is strangely
out of the ordinary. Tables and chairs, which look like they
have been borrowed from famous paintings, are carefully
arranged in an interior, and the presence of someone who
is not there seems to permeate the room. Outside the win-
dow, there is a view of nature that looks familiar but can-
not be identified. Siegfried has skillfully connected multi-
ple time-spaces in one picture plane using her outstanding
painterly techniques. [KM]

® pp. 139, 28%
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Vunkwan TAM

1997-

Based: Hong Kong, China

Vunkwan Tam purchases metal tools, animal bones, and
stuffed specimens via the Internet and uses them in his art-
work. Tam considers this era in human history a special one
where artifacts from distant places, times, and cultures are
readily available. And yet, what the artist obtains through
this technological advancement are things that have been
discarded and forgotten. He states: Perhaps what should re-
ally be asked is: in a world that is so fast and abundant, is there
still room for loss and decay? [..] It’s better to live in a world
that can decay. [..] Because decay creates space. A space that
is about adapting and preserving, revising and recycling, pro-
gressing and regressing, evolving and devolving. * [KM]

* From the artist’s website: https:/wwwyvunkwan.com/
text/26:Jun:2021.pdf

P pp. 104-105, 286

06_22

ERF
TANAKA Atsuko

1932-2005

Place of Birth: Osaka, Japan

In the gallery there is a switch that reads, “Feel free to turn
on the switch, Tanaka Atsuko.” When one follows this in-
struction, metal bells begin to ring in sequence, one after
the other. The sound follows the path of the bells, and as
they ring in sequence, our eyes are led to trace the entire
distance, thereby reconfiguring our perception from the au-
ditory to the visual. The Gutai Art Association, an avant-gar-
de group of postwar Japanese artists that was formed in the
Kansai area in 1954, pursued creative possibilities based on
the principle of “presenting in concrete terms the freedom
of spirit.” Tanaka Atsuko was active as one of the group’s
major members since joining in 1955, and exhibited this
Work (Bell) at the first Gutai Art Association exhibition held
in the same year. [HT]

P pp. 232, 303
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03_06
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TANINAKA Yasunori

1897-1946

Place of Birth: Hase-cho, Shiki (present Sakurai), Nara, Japan
Taninaka Yasunori, a Japanese printmaker active in the
1930s, was known by the nickname “the floating balloon.”
As the name suggests, he led a free and carefree way of
life, wandering around like a balloon. With his characteris-
tic shadow picture-like expressions using high contrasts of
black and white, Taninaka created pictorial worlds that were
at times humorous and at other times bizarre. His Picture
of Boyhood, which depicts boys playing sports and games,
also invites us into another world, moving back and forth
between fairy tales, dreams, illusions, and reality. [KY]

B pp. 131, 283-2%9

01_17
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Salote TAWALE

1976 -
Place of Birth: Suva, Fiji

Based: Sydney, Australia

Salote Tawale is an artist of mixed Fijian and colonial Aus-
tralian heritage. The motifs of We are Better Together are
based on Tawale’s life and memories and include walls with
Fijian weaving patterns and a temporary structure made of
wood and corrugated iron. This type of structure is an im-
portant place in Fijian culture where people gather for var-
ious occasions, from birthday celebrations to funerals. In
the video work, the artist is shown engaging in conversation
online with family members who live far away, or re-per-
forming moments of friendship with her community. Today
we live in a world where global communication is possible
regardless of location and Tawale has created this work as a
reflection on what it means to be rooted in a particular land
and culture, contemplating the connections to the various
communities to which she is connected. [KM]

P pp. 73, 233

04_06 | 06_23

hfEARER
TESHIGAHARA Sofu

1900-1979

Place of Birth: Tokyo, Japan

Born into a family of ikebana (flower arrangement) artists,
Teshigahara Sofu trained under his father from an early
age. However, he gradually began to question the tradition
of ikebana that emphasized formality, and in 1927 he broke
away from the family and founded the Sogetsu school. His
innovative expression, which freely incorporated new ma-
terials such as dry wood, stone and metal, was full of vi-
tality and brought a breath of fresh air to the world of ike-
bana. From the 1950s onward, he paid particular attention
to European art, and his diverse creative activities included
painting, calligraphy, sculpture, and performing arts in an
attempt to fuse Eastern and Western cultures. At the same
time, his attempt to reexamine his own culture could be
seen in the series of Mt. Fuji paintings and drawings that he
repeatedly created. [HT]

» pp. 156-157, 225, 231, 293, 303

04_07

{H5L1
TSUKUDA Hiroki

1978-

Place of Birth: Takamatsu, Kagawa, Japan

Based: Tokyo, Japan

From an early age, Tsukuda Hiroki had familiarized himself
with video games, science fiction novels, and movies such
as Star Wars and Blade Runner. Growing up in a provincial
city prior to the widespread availability of the Internet, he
felt that exposing himself to these things was the only way
to be transported into a world of freedom. His images are a
mixture of human beings and machines, created by cutting
and pasting together drawings, photographs he took him-
self, and images he found on the Internet, and repeatedly
altering them both digitally and by hand. Tsukuda describes
art as a process of reaffirming the world he has envisioned
in his mind since childhood, by taking it outside of himself,
and looking at it from an external perspective. [KM]

B pp. 160-161, 293-294
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Emmanuel VAN DER AUWERA

1982-

Place of Birth: Anderlecht, Belgium

Based: Brussels, Belgium

In 2020, supporters of the former U.S. President Donald
Trump stormed the Capitol building. In VideoSculpture XX
VIIT (Fanuary 6th), the images on the thirty LCD screens,
tailored to look like an altarpiece, project video images that
were posted on the Internet at the time. The screens flicker
while the exposed cables hang to the floor. When we see this
arrangement of equipment which gives a behind-the-scenes
glance at how images are created, the frenzy of the support-
ers acting like they are the heroes of our time, seems some-
what distant. The artist Emmanuel Van der Auwera hereby
skillfully creates a sense of distance from the euphoria fu-
eled by mass media and social networking sites. [KM]

» pp. 66, 233

06_24
ST PP TFIL XY
Myrthe VAN DER MARK

1989-

Place of Birth: Zeist, Netherlands

Based: Brussels, Belgium

The title of the work, The Ecstatic Being, is derived from a
group exhibition at STUK in Leuven, June 2023, for which
Myrthe Van der Mark was commissioned. The performance
and installation are part of a growing body of work devel-
oped around ideas of metamorphosis and form-changing.
The performance in collaboration with Joachim Badenhorst
is derived from the Mazdaznan teachings. The focus lies on
body-related rituals, singing with rhythmic movements and
re-channelling internal energies. The objects in the installa-
tion were traces from the performances held on March 14,
15, and 16.

B pp. 222, 303

07_06
Ty 2 h—4
Puck VERKADE

1987-

Place of Birth: The Hague, Netherlands

Based: Berlin, Germany

Puck Verkade explores profound social themes through her
video installations, which blend physical performances by
the artist, caricatural imagery, animation, and musical com-
position. Her latest piece, Uprooted, produced specifically
for this Triennale, narrates a symbolic tale of a gardener’s
disharmonious relationship with nature who undergoes
a transformation with the help of anthropomorphous in-
sects and plants (embodied by the artist’s infant son). This
work intertwines themes of questioning human dominance,
highlighting the intelligence of flora and fauna, the artist’s
intimate journey of childbirth during its creation, and our
collective responsibility amidst the climate crisis. Within the
exhibition space, vibrant floral objects captivate viewers,
sparking contemplation about our distraught relationship to
the natural world. [HM]

P pp. 250, 305

03_07
IJZIN—- I —
Xper.Xr

Place of Birth: Hong Kong, China

Based: Hong Kong, China

Xper.Xr is a Hong Kong-based artist, musician, and provo-
cateur whose 1989 noise music album Murmur demonstrat-
ed the potential for self-funded projects in profit-driven
Hong Kong. From 2012-15, Xper.Xr also ran CIA, an illegal
gallery and performance space in Kowloon. The work often
includes diverse elements of sound, performance, painting,
and installation. Objects such as racing suits, black balloons,
and performance notes were assembled and exhibited as if
they are a testament to Xper.Xr’s perceptions, emotions, be-
liefs, and creativity. [KM]

P pp. 140, 289
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Your Bros. Filmmaking Group (SO Yo-
Hen, LIAO Hsiu-Hui, TIEN Zong-Yuan)

Formed: 2017

Place of Foundation: Taiwan

Based: Tainan, Taiwan

In 2018, Vietnamese women working at a factory in Taiwan
began a strike in their dormitory to demand better treat-
ment. The event was live-streamed via Facebook. The video,
which was mostly left on stream, showed snippets of the
women'’s ordinary lives aside from the strike, as they joked
around or showed signs of boredom at times. Seeing how
the very site of the strike began to function like an everyday
gathering place inspired Your Bros. Filmmaking Group to
create /5% Ky Tic Xd /Dorm. They called upon immigrants
and foreigners who had become spouses of Taiwanese peo-
ple and held workshops to re-enact the strike in a set as-
sembled from bunk beds. The audience could sit on the bed,
watch the video, chat with someone, and spend their time in
the space as they wish. [KM]

P pp. 132-1%4, 296

02_11
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2HAO Wenliang

1937-2019

Place of Birth: Harbin, China

The Cultural Revolution took place in China from 1966 to
1976 under the leadership of Mao Zedong, Chairman of the
Central Committee of the Communist Party. Art was sup-
posed to be for the benefit of workers, peasants, and sol-
diers, and anything otherwise was thoroughly criticized.
At this time, many intellectuals and artists were sent to the
countryside to engage in labor in agriculture and civil en-
gineering. However, Zhao Wenliang kept a distance from
the current of the times and secretly painted beautiful land-
scapes to express his inner wishes, sorrows, and feelings of
helplessness. At the root of these paintings is a strong long-
ing for freedom. [KM]

P pp. 108, 236

02_12

DA I S g 1133

2HAO Yannian

1924-2014

Place of Birth: Huzhou, China

Zhao Yannian was a still life and landscape painter. Howev-
er, he was struck by a woodcut that he came upon, printed in
the magazine Cultivation and began learning the technique
in 1939. Through woodcuts, which were cheaper to produce
and easily distributed for many to see, he sought to connect
his own expression with his homeland, the war, and the lives
of the people. Zhao put to practice Lu Xun'’s idea that wood-
cut could better express the soul of modern society. After the
end of the Cultural Revolution (1966-1976), which severely
controlled culture and art, he created this work Wild Grass,
taking its theme from Lu Xun’s collection of poems, Wild
Grass. In this work, green grass shoots out from the dark
depths of the earth like a bolt of lightning, heading straight
for the sky. Like the break of dawn, the image evokes a sense
of hope and life force. [KM]

® pp. 109, 286

02_13
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ZHENG Yefu

1909-1973

Place of Birth: Wenzhou, China

Zheng Yefu studied at an art school in Shanghai that was es-
tablished by a painter who had experience studying in Japan.
While in Shanghai, Zheng also participated in the One Eight
Art Society where Lu Xun taught. This was an art club creat-
ed in 1929 by students who wished to realize Lu Xun’s desire
to renew Chinese culture through the art of woodcut. Zheng
promoted the woodcut movement not only by producing art-
works but also by publishing books and magazines. Flood is
a series of work on the theme of the Yangtze River Flood in
the summer of 1931. It depicts the victims of the flood com-
ing together and overcoming difficulties. Since many people
in China at the time were illiterate, Lu Xun tried to promote
this form of storytelling with pictures, which did not require
reading texts. [KY]

P pp. 98-99, 101, 236-237
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Section
“Directory of Life”
WANG Qin [Thinking Partner]

P pp. 74-77, 233-234
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Section

“Pingfan’s (Ordinary) Actions:
Woodcut Exchanges Between China
and Japan from the 1940s to

the 1950s” MACHIMURA Haruka
(Thinking Partner]

® pp. 121-130, 289-291

03_0%-01
EREFEXRD
[INO Nobuya

1913-2006
Place of Birth: Gosho-mura, Makabe (present Chikusei), Ibaraki, Japan
The verb “unau” of the title 7a Unai (Ploughing Rice Field)
means to plow the field using a hoe. As the title indicates,
the work depicts a farmer plowing a rice field. The artist
Iino Nobuya studied oil painting in Tokyo, but eventually re-
turned to his hometown in Ibaraki. After World War II, he
formed a group called the “Kokuga Kai (Carved Picture So-
ciety)” with Suzuki Kenji and Takidaira Jiro in the northern
part of the Kanto region. Furthermore, he cooperated with a
travelling exhibition of Chinese woodcut and started a local
printmaking circle. [KY]

B pp. 123, 229

03_03-02

NIFEsE
KAWANISHI Hide

1894-1965

Place of Birth: Kobe, Japan

The work Artist’s Garden shows an interior decorated with
carnations, set against the backdrop of a Japanese-style
courtyard with lanterns and a tsukubai, or a traditional
washbasin. The vivid red flowers in the foreground catch
the eye amid the muted colors in this work. Meanwhile, the
title of the work also invites the viewer’s attention to the
garden in the background. The work embraces the beauty
of the Japanese house, where the distinction between the in-
side and the outside is blurred, as the interior fuses with the
nature outside. The artist Kawanishi Hide was a self-taught
printmaker who had a day job as a postmaster. When Li
Pingfan came to Kobe, Kawanishi taught him the technique
of woodcut printing using water-based pigments. After Li
returned to China, he introduced Kawanishi and others to
water-based woodcut prints, and Li and Kawanishi contin-
ued their exchange for a long time. [KY]

P pp. 122, 289-290

03_0%-03
Y-« ko B
Ll Hua

1907-1994
Place of Birth: Guangzhou, China

Six people are moving about in a darkened room in Fear in
Midnight. The man in the center is holding a gun in his hand,
and seems frightened while being grabbed by the chest by a
uniformed man who appears to be a policeman. The man on
the right, holding a flashlight, also has a gun hidden behind
his back, which adds to the foreboding atmosphere. The
work most likely depicts an interrogation conducted in the
middle of the night during the Sino-Japanese War. The artist
Li Hua was a printmaker who studied art in Japan. After re-
turning to China, he worked as a teacher and participated in
the woodcut movement advocated by Lu Xun. [KY]

P pp. 126, 290
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03_0%-04
Y= E7927/FEFEN,
Ll Pingfan

1922-2011

Place of Birth: Tianjin, China

A heavy feeling permeates both of the exhibited works, A
Homeless Child and Pingfan in Darkness. In the self-portrait
of the artist, produced in 1941, Li Pingfan looks as if he is
enduring pain. According to Zhao Ruijuan’s memory, it was
around this time that Li came to Japan. If true, this self-por-
trait most probably depicts the emotional anguish of the art-
ist, torn between two countries as the war escalated. While
working as an art teacher in Japan, Li fostered a grassroots
network between Japan and China by holding exhibitions
and publishing collections of woodcuts. Even after return-
ing to China, he continued his activities, and the seeds he
planted through printmaking came to fruition in both Japan
and China. [KY]

P pp. 121, 123, 124, 130, 290

03_0%-05

AHE#HL
OTA Koshi

1909-1998

Place of Birth: Ako-cho, Ako (present Ako), Hyogo, Japan

Crowds of people are holding flags and placards above their
heads in Excited Cry. From the tense atmosphere, this ap-
pears to be a gathering of protesters. The artist Ota Koshi
was originally an elementary school teacher. However, he
was imprisoned for a time during the war because of the
political content of a satirical magazine he had been pub-
lishing. After World War II, he led the “Kyouiku Hanga
Undo (Educational Printmaking Movement)” by teaching
printmaking to teachers and children across Japan, based
on his belief that giving children the opportunity through
printmaking to think for themselves and create works that
are rooted in their daily lives can be educationally benefi-
cial. [KY]

P pp. 123, 290

03_0%-06

HAREZ
SUZ2UKI Kenyi

1906-1987

Place of Birth: Tochigi-machi, Shimotsuga (present Tochigi), Tochigi,
Japan

A woman holds a child in her thin and weak hands are de-
picted in Starvation 2: In Commemoration of Average 20
Day Lack of Food Delivery by Suzuki Kenji. The child is look-
ing up to the heavens in her arms. Is the child seriously ill
or perhaps already dead? The title of the work suggests that
depicted here are people starving during World War II due
to meager food rations. Wartime rationing, which began in
1940, eventually became delayed, then restricted, and final-
ly suspended. At the end of the war and in the immediate
post-war period, people lived in extremely harsh conditions,
some having to live without rations for an average of 20
days. [KY]

B pp. 123, 290

03_03-07
BPED
TAKIDAIRA Jiro

1921-2009

Place of Birth: Tamagawa-mura, Niihari (present Omitama), Ibaraki,
Japan

The stooped posture of the figure carrying a basket full of
summer grass on her back, depicted in Summer Grass, indi-
cates a great deal of hard work. She has a cotton hand towel
over her head and a straw hat, which she has taken off, in
her hand. She must be walking in the heat. After developing
an interest in satirical cartoons, Takidaira Jiro became ac-
quainted with Suzuki Kenji and Iino Nobuya and began to
work on woodcutprints. In his later years he became popular
for his paper cut-outs and also produced a number of picture
book masterpieces. [KY]

® pp. 123, 290

03_0%-0%
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Z2HAO Rujjuan

1924-2020

Place of Birth: Guangdong, China

The artist Zhao Ruijuan came to Japan as a child and later
became the Chinese kindergarten teacher. Zhao was intro-
duced to the art of printmaking by Li Pingfan. The figure in
profile appears to be wearing a pickaxe over his shoulder in
Twilight. During World War II, overseas Chinese also took
part in the labor mobilization, and this young man may be
one of them. [KY]

® pp. 126, 290
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Section

“Jomon and New Japan Dream”
YAMAMOTO Hiroki

CThinking Partner] + LIU Ding +
Carol Yinghua LU

B pp. 145-153, 294-295

04_03-01

ArcEE
ISHIMOTO Yasuhiro

1921-2012
Place of Birth: San Francisco, California, USA

Born in the U.S., and raised in Japan, Ishimoto Yasuhiro
moved back to the U.S. after graduating from high school.
During World War II, when he was sent to an internment
camp as a Japanese American, he learned photography from
his fellow internees and began photographing life inside the
camp. After the war, Ishimoto also studied architecture with
the hope to rebuild Japan. When he came to Japan in 1953, he
was given the opportunity to survey traditional Japanese ar-
chitecture with architect Yoshimura Junzo and others, and
photographed the Katsura Imperial Villa. It was also around
this time that he came to know the architect Tange Kenzo
and became involved in the founding of the International
Design Committee with Okamoto Taro, among others. They
looked at the art and architecture of Japan’s past from a
new perspective, and turned their passionate gaze to them
as a source of creativity. The photograph exhibited in this
Triennale is a work from the Nude series, which was taken
on a concrete table Okamoto built in the garden of his own
residence. [KY]

» pp. 150, 294

04_0%-02
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KOJIMA Zenzaburo

1893-1962

Place of Birth: Fukuoka, Fukuoka, Japan

During his three-year residence in France beginning in 1925,
Kojima Zenzaburo became influenced by Fauvism, an artis-
tic style characterized by bright colors and bold strokes. Af-
ter returning to Japan, Kojima aimed to create oil paintings
rooted in the Japanese cultural landscape by fusing such tra-
ditions of Western painting with Japanese practices. In 1950,
he painted Coming Spring, for which he said the following:
“Even on the black rice paddies, green grass is sprouting.
Have patience for a while longer!” He had wished to find a
glimmer of hope beyond the dark days after Japan’s defeat
in World War IIL. Later on, Kojima’s paintings began to show
more vivid lines and patterns. The outpouring of life in his
work overlaps and resonates with how the avantgarde artists
of the mid-1950s took interest in the art of Jomon earthen-
ware. [KY]

B pp. 151, 294

04_0%-03
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NAKAJIMA Kiyoshi

1899-1989

Place of Birth: Yamashina-mura, Uji (present Kyoto), Kyoto, Japan

The nihonga (Japanese-style) painter Nakajima Kiyoshi,
moved to Yokohama at the age of sixteen and continued to
work there, while constantly pursuing new themes and tech-
niques. In the early 1950s, while Nakajima was teaching at
Tokyo National University of Fine Arts and Music (present
Tokyo University of the Arts), the “Nihon Kodai Bunka-ten
(Exhibition of Ancient Japanese Culture)” was held at the
Tokyo National Museum, coincidentally located in the Ueno
Park nearby. The outcomes of the exhibition were compiled
in the Catalog of Fapanese Archaeology. This was the time
when research on the “prehistoric age” as the origin of Jap-
anese culture was ongoing at the museum, which changed
its structure from the “Imperial” to the “National” after the
war. Public interest in this area was also growing. Nakaji-
ma’s diary also describes his frequent visits to the museum,
where he sketched earthenware and haniwa clay figures.
The artist’s enthusiasm for the “prehistoric age” is also evi-
dent in From the Ancient Times No. 2, which depicts Jomon
and Yayoi earthenware excavated in Tokyo. [KY]

P pp. 145, 294
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04_03-04

44 BB
OKAMOTO Taro

1911-1996

Place of Birth: Takatsu-mura, Tachibana (present Kawasaki), Kanagawa,
Japan

Upon his travels to Europe in 1930, Okamoto Taro discov-
ered abstract painting in Paris and began studying ethnog-
raphy there. After returning to Japan, Okamoto became a
central figure in the avant-garde art movement, and after
the war, in 1951, he “discovered” the beauty of Jomon earth-
enware at the “Nihon Kodai Bunka-ten (Exhibition of An-
cient Japanese Culture)” held at the Tokyo National Mu-
seum. Okamoto immediately published an account of the
impact of this encounter in a magazine under the title, “A
Dialogue with the Fourth Dimension: On Jomon Pottery.” In
1956, he published Fapanese Tradition, which included his
own photographs of earthenware and his “Theory of Jomon
Pottery.” Combining his knowledge of ethnography and his
powerful voice, Okamoto thus triggered a boom in Jomon
culture, the influence of which spread to a wide range of
fields, including art, architecture, and design. [KY]

» pp. 150, 294
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Section
“My Liberation” HAGIWARA
Hiroko [Thinking Partner]

P pp. 169-179, 296-29%

05_03-01
BT
TOMIYAMA Taeko

1921-2021

Place of Birth: Kobe, Japan

Tomiyama Taeko spent her teenage years in Dalian and Har-
bin in northeastern provinces of China under the reign of
Manchukuo before returning to Japan in 1938. In the 1950s
she visited coal mines to report on the hard work of min-
ers and contributed her findings to the media to spread the
painful reality. After two trips, one to Latin America, and
another from Europe to Asia, Tomiyama turned her atten-
tion to Asia as her starting point. She developed a deep
empathy for the activities of Lu Xun, who tried to change
society through literature and printmaking, and the Kore-
an poet Kim Chi-Ha. From the 1970s onward, she expanded
the scope of her creative activities to communicate beyond
borders, such as creating prints and slides that can be easily
reproduced and distributed by post. In particular, slides en-
abled her to combine pictures, poetry, and music into one by
collaborating with artists from different genres and deliver
her work to audiences around the world. [KY]

B pp. 172-179, 296-29%
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Section

“KOBAYASHI Akio and B-semi”
UCHIYAMA Junko

P pp. 210-215, 303-304

06_25-01
VAR
KOBAYASHI Akio

1929-2000
Place of Birth: Yokohama, Japan

B pp. 211, 215, 303-304

06_25-02
‘N
B3
B-semi
Period of Activity: 1967-2004
B pp. 212-215, 304
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“Post-revolutionary Worlds”
EGAMI Kenichiro [Thinking Partner]

P pp. 237-249, 305-306
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Energy Waving Collective

Formed: 2020
Place of Foundation: Guangzhou, China
Based: Guangzhou, China

B pp. 244, 305

07_07-02

A Z-PYPKIREIRYEYT  TIL—
7

Inter-Asia Woodcut Mapping Group

Formed: 2019

Participants: CHEN Weilun (Taipei, Taiwan), Pangrok Sulap (Sabha,
Malaysia), Participants of workshop in IRA (Irregular Rhythm Asylum),
Tokyo in 2016, Print & Carve Department (Taipei (Taiwan)), Printhow
(Hong Kong, China), Taring Padi (Yogyakarta, Indonesia), Woodcut

Wavement (Guangzhou/Shanghai, China)
P pp. 245, 305

07_07-03
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BB & EZTIE

LIAO Xuan-Zzhen & HUANG |-Chieh

LIAO=1993-, HUANG=1992-
Place of Foundation: Taiwan
Based: Taipei, Taiwan

B pp. 246, 305

07_07-04
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ZAN—Z

Lostgens’ Contemporary Art Space

Formed: 2004
Place of Foundation: Kuala Lumpur, Malaysia

P pp. 243, 305-306

07_07-05
L/ 357
MATSUMOTO Hajime

1974 -
Place of Birth: Tokyo, Japan
Based: Tokyo, Japan

P pp. 240, 306

07_07-06
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Pangkerchietf (Nanxi LIU, Michael
LEUNG, Jon YU)

Formed: 2015
Place of Foundation: Hong Kong, China
Based: Hong Kong, China

P pp. 247, 306

07_07-07
RHA by A—)2 7/ \UEF
Yamagata T weakster

Place of Birth: Daegu, South Korea
Based: Seoul, South Korea

P pp. 242, 306

07_07-0%
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YAMASHITA Hikaru

1977-
Place of Birth: Nagasaki, Japan
Based: Tokyo, Japan

P pp. 241, 306
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Our Lives
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Seren AAGAARD

P p. 64

01_01-01

TLyN—=ZX+ SR

Preppers Lab

2021/2024

HDEFA 2 (h7—/FYvF/&1355158)
Double channel HD video (color, sound, 13 min.
15 sec. (each))

01_01-02

TLyN—=ZX+ SR
Preppers Lab

2024
IVRPATAT AV RREL—Vay
Mixed media installation

01_01-01,02

Courtesy of the Artist
e —
01_02

Fav Av LAvR— Fov/RER
Chun Yin Rainbow CHAN

B p. 33

01_02-01***

ERX (RYDFF) No.2

Fruit Song No. 2

2024

Avr7Pzyb - TV (680 BTV F (QRI—FTHAA,
FUTAVEE)

Inkijet print (6 sheets), sound (read by QR code,
online playback)

144 x739.5cm, 144 x726cm, 144X770cm, 144 X%
769cm, 144 x770cm. 144 x770cm (HSv—F94 X/
size of the sheets)

01_02-02***

ThLeSZET 57

Laments for Then and Now

2024

- FATATr— R (202443 A1SH, BEIREGR

FLBI

1 ARYRME, VER - BIRRLVREI N T 2% Hic, BCLICTAT7 7Ry MECEBL. 7L, BNEZYarofERIC

2nTlE, ®Z7¥avNTTA 77Xy MEE L7z,

2 RAELCT — 23RBS /eRG / HahES /Tefhd /SIS /bt - Bk /94 X (BExIEx<8UT) /Bl - hhé

Rl e,

3. BROERICB T FEE - 7LV Uy M Lo TRE#BL 7.

4. A ESOBRICH L L TR S B TREF 2R 3

EEN=TRIRSEMTAE / * =[5 —SRITRENRSRE / ** =BankART KAIKO / *** =Z o ftin &85

5. M ESOBICH L TORE SR, Brafitnd.

T=RIIER (3/15~4/24) / A=HIER (4/26~6/9)

Notes

1. The data in the list of works is based on the information provided by the artist and / or lender in alphabetical
order per chapter. Artists in sections within a chapter are listed alphabetically within the section.

2. Works are itemized in the order of artists’ number, artists’ name, work number, title, year of production,
material and technique, dimensions (height x width x depth), lender name and credit.

3.1In cases where the same lender name and credit line applies to more than one work, their information was

consolidated into one line.

4. The following marks indicate the exhibition venue in which the works were exhibited.
No mark = Yokohama Museum of Art / * = Former Daiichi Bank Yokohama Branch / ** = BankART KAIKO /

*** = other venues

5. The following marks indicate the exhibition period in which the works were exhibited.
7 = from March 15 to April 24 / A = from April 26 to June 9

BEF—NICT)

Solo live performance (March 15, 2024 at Yokohama
Kakyo Fujo Kai Hall, Chinatown)

NIF—2 v R LAy Te—

Performance production: Le Rayon Vert

- -
01_03

Z=Y - FrrFia

Susan CIANCIOLO

» pp. 63, 72-73

01_03-01

RUNAH7 T

RUN CAFE

2016-2017

AR H ol ARM, B 2_Z2M)—, #avy7, (Run
Restaurant Untitled) (20174, #4yb=—-ExvF—
L) oidt. BEOEF. f07kBhT—T N, Fa—4
V7, R

Timber structure, found timber platform, stones,
tapestry, paper cups, items from ‘Run Restaurant
Untitled’ restaged at 2017 Whitney Biennial, stools,
folding table, drawings, miscellaneous archival items
fEFEK Collection of the Artist

Courtesy of Bridget Donahue, NYC; Stuart Shave/
Modern Art, London, Overduin & Co., Los Angeles

© The Artist

01_03-02

ARNEALEFRDOL S ICEEZENT

light in the trees coming through the leaves like
patterns

2015-2022

. ke 77 R, 7AY—

Paper, string, tape, wood, wire

P4 XW[%Z Dimensions variable

01_03-03V

FLHOBEVEBWVETERE
REMEMBER Kids Activity Kit

2004-2014

AR, R (FF77-7Yy0v7) ORI, TRUN HF—24 ]
DFVENTYF (B VAL AR LRE—), #icf 7,
FAMCIRUN =L ] DFFRAZAN, £—2—, FLZ3
B 24V, W WLof, Bovy, 2YR200 - HTFR
Wooden box, Petite Grand book image, “RUN Home”
digital prints by Wallace LESTER, ink on paper, on
quilt with “RUN Home” textile, sweater, 3 dresses,
tights, wings, box of clay pieces, star pin, crystals
49.5%193 x134.6cm

231

01_03-04

AR, ERZABY—, #&

Doll and Tapestry with Painting

2004-2014

RNyFT=2DHAE. FATDRIRZAM)—, EH, av—
it

Patchwork cloth doll, quilted tapestry, paint, copy
paper

149.9 X 50.8 X 7.6cm

01_03-06

TFLNS = IRLX—TIEZS (TBLTWET))
Communicating Telepathically and
energetically, (“I LOVE YOU”)

2019-2022

YUV T =V DT FREAN, R BER—

Vintage textile, paper, cardboard
232.4%196.2x8.3cm

01_03-06

F1HA, ERLBBIEREVTHD

Game 1. Blessed is the ONE WHO BECOMES THE
TRUTH

2018

BR—, T2UMRER, # R BERL TARF v T —
(23 NEQSN 74

Cardboard, acrylic paint, paper, wood, glue, popsicle
sticks, pen, screw

14.6 X 40.6 x40.6cm

01_03-07

TSR L 1 DFHE—

The Letter No Trade Kit

2015-2016

BAR—F, A yFV7—2DRH—F, [RUN 4] DE
H7—747, #. A, [RUN9J OFa—4v 77y
Cardboard box, skirt with patchwork circles, RUN 4
photograph archives, paper, paint, RUN 9drawing
book

20.3%x36.8x27.9cm

01_03-0%

#=Ive =)L (DHL)

Game Table (DHL)

2018/2021

BR—, RvE, R, Av2, K TERZAL
Cardboard, paint, wood, ink, paper, textiles
20.3%36.8x27.9cm



01_03-02~0%

fEF® Collection of the Artist

Courtesy of the Artist and Bridget Donahue, NYC
-
01_04

57715 JUZE~/

Raffaella CRISPINO

B pp. 70-71

01_04-01

brL1b

Nous

2021

HEMOREE., 48 (10 5iA)
Botanical print on silk (set of 10)
500x140cm (% each)

fEF Collection of the Artist
Courtesy of the Artist
e —
01_05

BN H—1—

Pippa GARNER

»p. 55

01_05-01

ErDEREER

Human Prototype

2020

IZZAMAF4T  Mixed media

198 X 83.8 x91.4cm

fEFE Collection of the Artist

Courtesy of the Artist and STARS, Los Angeles
[ —
01_06

| 7 TR

Lungiswa GQUNTA

pp. 79

01_06-01

Benisiya Ndawoni : BI&ADHWEDADEF
Benisiya Ndawoni: Return to the Unfamiliar
2018-2024

ARG, . &

Barbed wire, found fabric, sound

#4XW[% Dimensions variable

BORT VAR b RRRH, KEAE, BRI, FRRRE
Installation assistants: Ando Miyu, Oiwa Kumi,
Dozen Aoi, Higashi Manami

Courtesy of Lungiswa Gqunta and
WHATIFTHEWORLD

01_07

RANZ + TO=wN=F
Miles GREENBERG

B pp. 56-57

01_07-01

YIXZ

Janus

2022

EBEEYLEY, RF—N, AN, ., E=—0
High-density urethane, steel, enamel, bronze, vinyl
260 x121x128cm

01_07-02

IR

Mars

2022

BEEYLRY, AF—A, TFAL, i, E=—1
High-density urethane, steel, enamel, bronze, vinyl
252%121x133cm

01_07-01, 02
fEF®& Collection of the Artist

-
01_0%

FZXaN - h-

6zgﬁr KAR

»p. 59

01_0%-01

fEnfk

Fallen Tree

2023/2024

4KEeTH4E (/70 3TV /55), I5SAVFE=K—
8H (REZ4ECTER), ATATIL—FY—, r—7n, R
Four channel 4K video (b/w, sound, 5 min.), eight

75 inch screens (4 channel each, front and back),
media players, cables, wood

105 %680 x20cm (FHE& 41 4 screens each, front
and back)

Courtesy of the Artist
e
01_09

EEB=+HFH=E

KITAJIMA Keizo + MORIMURA Yasumasa
» pp. 34-37

01_09-01***

FFEDE{% : 1. H. November 21st, 2003
Portraits for the Wild Grass: I. H. November
21st, 2003

2003/2024

AvrYxzyt- 7Y b Inkdjet print

700 x600cm

01_09-02***

FEDOH{% 1. H. March 7th, 1993

Portraits for the Wild Grass: I. H. March 7th,
1993

1993/2024

Av 7Yzt 7Yt Inkjet print

700x600cm

01_09-03***

FFEDH{K : M. Y. September 16th, 2023
Portraits for the Wild Grass: M. V. September
16th, 2023

2023/2024

AvsYxyt- 7Y+ Inkjet print

700x600cm

01_09-04***

FEDOH{R L. X./ M. Y. September 17th, 2023
Portraits for the Wild Grass: L. X. /M. Y.
September 17th, 2023

2023/2024

AvrYxyb- 7Yk Inkdet print

700 X 600cm

01_09-01~04
Courtesy of the Artists

01_10
YRS AV UH
Sandra MUJINGA
| 3 1

01_10-01

ZLT. RDEFREHBI-DTRTEIRIID R
And My Bodly Carried All of You

2024

ZF—n, fi (3%#) Steel, fabric (set of 3)
209.5%357%682cm (% each)

01_10-02

HELEE

Unearthed Leaves

2024

ZF—n, fi (3#) Steel, fabric (set of 3)
598.8X403.4%x201.7cm, 545%281x461.4cm, 404 X%
3154 % 611.8cm

232

01_10-01, 02

HIPE : ALl REEA /BT SRRV (i) B8R
FE, FVr74-¥7, BELHE

Production: Hojo Hiroto, Kodama Masato;
production assistants (fabric): Asaki Haruka, Zahra
Najafi, Dangami Yushi

Courtesy of the Artist, Croy Nielsen, Vienna and The
Approach, London

——
01_11

IFPN T

Joar NANGO

» pp. 53, 60-62

01_11-01

ESIROSNI-EZITHNT. EDDROI-BFIC
HiEbH % /Eai Euovo mearriduvvon luottaid
eai ge vissis njuolggadusaid

They Don’t Follow Routes and They Don’t
Conform to Regulated Order/

Eai ¢éuovo mearriduvvon luottaid eai ge

vissis njuolggadusaid

2024

(i)

Bamboo from the backyard of a temple
300x4100cm

W : BB BRE). TA% =RYT - % —F A, FETR .
TIIXv7 TV

Cooperation: Chosho+i, Kamakura, Japan; Arne-
Terje Saether, Tobias Aputsiag Prytz

01_11-02

HODIZTESHDUNFE /Avnnastit

Harvesting Material Soul, '/ Avnnastit

2024

IZ7AMAF4T  Mixed media

#4X0[% Dimensions variable

FE: TYRYR - Yve BRT VARV b R E
Sound: Antaris Rimpi; installation assistant:
Higashi Manami

51 BB GEE). TYRIR - YVE, PAR=X)T -
P—FN, FETR-TT VX7 - TV

Cooperation: Chosho4i, Kamakura, Japan; Antaris
Rimpi, Arne-Terje Saether, Tobias Aputsiaq Prytz

01_11-01, 02

Courtesy of the Artist
e
01_12

F-FIN-F (AYV--E-Y- \Ja-
JVPF. Prbv - TPH)

Open Group (Yuriy BILEY, Pavlo KOVACH,
Anton VARGA)

B p. 67

01_12-01

BDELTESW

Repeat After Me

2022

HDEFH (h7—/%UvF 1753 7%5)
HD video (color, sound, 17 min. 7 sec.)
Courtesy of the Artists

01_13

TY9PV— e X=I\—= (Fxv + /=72 A&F
7 2z 4K )/ FIHE (BRIRR&ERTRTS)
Prickly Paper (CHEN Yifei & OU Feihong)
P p. 20

01_13-01

EhE<KEDHN

Flocks of Swaying Grasses

2024

KE BR—, EFA (T Yy 2Y— R—i— R —
rvav7) (hI—/ 3V F/75578). €7F (T Iy
2V = R=rS— ST = A=V av) (BT—/FI ¥/
257178), FIEVHEEZINE ) [7Y9 7Y — R—rim/
FIE), HIRCAY 7Yy b —1

Watercolor on cardboards, single channel video
“Workshop of Prickly Paper” (color, sound, 7 min.
57 sec.), single channel video “Animation of Prickly
Paper” (color, sound, 2 min. 17 sec.),

handmade Zines Prickly Paper, inkjet print sheets
on glass

Courtesy of the Artists
.
01_14

VA= SUAS JOZ (NS it d v BN/ D
F=FIU%)

Puppies Puppies (Jade Guanaro Kuriki-
Olivo)

B p. 54

01_14-01

B/ ()

Barriers (Stanchions)
2017-2024

#%5%. ~~k  Barriers, panel
#4 X% Dimensions variable
Courtesy of the Artist
—  _-_—W—
01_15

EEIETF

SHIGA Lieko

P pp. 65, 63-69

01_15-01

B2HEE

Emergency Library

2024

e, R, &, | BH, 2% 777

Carpet, wood, book, paper, photograph, masking
tape

01_15-02
FOROREE : X —EHRHEEELPICT. R
EDNEFFLESANEELCL

DIALOG IN THE FOG: FIRE—What Nozomi
Onodera, a hunter, told me in the mountains of
the Oshika Peninsula in Miyagi Prefecture
2023-2024

AvrVzyb - TV, REBIGHRONE, 727 YA #iE,
Ay 7, KAV, BIER, 7vh— (D)

Inkdjet print, chromogenic print, acrylic resin,
permanent ink, water-based ink, correcting fluid,
lacquer (set of 11)

386x432.3cm (% /each)

01_15-01, 02

B REWA, DERE, Yar gy, HHEF.
FIERA A, AT, WRET /§HiR: HAEE ~23y
IT=7 VRV Ty RBIATF BT YRRV
RHEEH, KHE, Wbl SoREE. glNzn.
FEIRR . FR)IGAE

(RRREBLE) CENETIL 0T RCORDEFD I,
3

Courtesy of the Artist

01_16
SIDE CORE
B pp. $1-33

01_16-01

big letters, small things

big letters, small things

2024

T2YNEEL KRZ—  Acrylic paint, poster

HFEIFIE: ere 4 &EEBER, AVR crew (BAMS, NIBS,
21D SR K= - 37—/ FREX—FT AV ARER
B/ #IVeth : &85, EHPEF. Kenny, Si0E. €
EEf, BAMEEG. BERST, Max Otake
Co-production: Guy Hirose & Kyojima Station, AVR
crew (BAMS, NIBS, 2ili); translation: Daniel Miller;
poster design: Honjo Hirotaka; production support:
Kanaya Saki, Tanaka Schoko, Kenny, Takahashi
Shion, Hanazono Aiki, Nagatomo Kensuke, Fujio

Kyohei, Max Otake
W s BARA v Mk &
Cooperation: Nippon Paint Co., Ltd.

01_16-02*

construction giant

construction giant

2024

HDEFA (h7—/% I/ 85r158)

HD video (color, sound, 8 min. 15 sec.)

B - R BEANE YUV ET YA R
Filming and editing: Harimoto Kazunori; sound
design: Umehara Tetsu

01_16-03**

sey

sey

2024

HDEFA 6 (h7—,/22530%)

Six channel HD video (color, 22 min. 30 sec.)
B - W RRAFIE i BRMN. EEERHIER
71 : EEASE. COOPTORIS

Filming and editing: Harimoto Kazunori; cast:
‘Washio Ray, Hanazono Aiki; production support:
Fujio Kyohei, COOPTORIS

01_16-01~03

Courtesy of the Artists
e
0117

Ya-7 - 2IL

Salote TAWALE

pp. 73

01_17-01

Lo L&B5Ho2L RV

We are Better Together

2024

B, (YOU, ME, ME, YOU) (20224, HD 74 3
[hI—=/%VvF/65578]), v—7, KY~=—rLA,
W 17y Pi07cler=oty Ry BiZky—F

Wall painting, YOU, ME, ME, YOU (2022, triple
channel HD video [color, sound, 6 min. 57 sec.]),
rope, polymer clay, corrugated iron, bamboo,
pacific folding mat, wood, tarp

Courtesy of the Artist

01_1%

IR=aIN 2P~ FI -FI715
Emmanuel VAN DER AUWERA

pp. 66

01_1%-01

EFFZAITF v — XXVIII (1B6H)
VideoSculpture XXVIll (January 6th)

2023

HDEFA (h7—/224), BEEE=Z—, k74 2—
&R, ATATIL—Y—, ¥—7n

HD video (color, 22 min.), LCD screens, polarization
filter, metal, Raspberry Pi, cables

250%190 % 140cm

e Collection of the Artist

Courtesy of the Artist and Harlan Lavey Projects

01_19

I av
THA%EEIHOFEIE L
EL AETEL TN

Section

“Directory of Life”

WANG Qin [Thinking Partner]
P pp. 74-77

01_19-01
E75(h - T8k
Thinking Partner: WANG Qin

233

01_19-01-01

THAZ4337-HDF5I1%,

Directory of Life

2024

%27vyh10%E  Ten tablets

a—Fux—2—: Z REET RS REECX e~
(P —+BRTE) VAT T4y i
Coordinator: Mikami Mariko; editors: kozatohen
(Abe Kenichi + Kuma Chinatsu); layout design: Kato
Katsuya

01_19-01-01-01

EHETIBER : WATA

Fellow Thinker: KARATANI KGjin

T3 TE—EBNAMDRIE A1 TREIB1 FRIC 1 TRID.
INAM [RER) (317 : KEHAR. 2000%) &b
“Introduction,” “Chapter 1: Principles of the
New Associationist Movement (NAM) A,” “As
above, B,” “As above, C,” and “As above, D”
From Principles of the New Associationist
Movement (NAM), translated by Michael K.
BOURDAGHS, 2001

01_19-01-01-02

EHEILBAR T

Fellow Thinker: WANG Hui

THANFEEROD EBTRES .

#RER I L MER R OBRH O F—BADT EE.
BUADKRE. SATLZBRIAIR) (BT L4t
20164 [REISPEFE. 20114]) &b

“LetUs Ask Again: Equality of What?”

From Chapter 6 “Three Concepts of Equality,”
translated by Lewis HINCHMAN and Christopher
CONNERY, CHINA’S TWENTIETH CENTURY:
Revolution, Retreat and the Road to Equality,
published by London/New York: Verso, 2016

[First published in Chinese, 2011]

01_19-01-01-03

EEIIRER: F U v TL—=

Fellow Thinker: David GRAEBER

TTNSy b e PaTRRITOVTY

R FEESHEAEE. TREEME) 20195108540
“On the Phenomenon of Bullshit Jobs: A Work
Rant”

From Strike! Magazine, 2013

01_19-01-01-04

EHIHIBEAR: aT NS

Fellow Thinker: Judith BUTLER

TE2E EHIIEEBLHBER M) — M OB
TP 7)—{T4ETE - B - Boa— R EE
BE JBKAIF (17 514t 20184%) &b
“Chapter 2: Bodies in Alliance and the Politics
of the Street”

From Notes Toward a Performative Theory

of Assembly, published by Cambridge,
Massachusetts: Harvard University Press, 2015

01_19-01-01-05

EHIIBHER L3 -7&T(EY— E-Fv
Fellow Thinkers: Bjork & Timothy MORTON
TE3—JtTF1EY— E—bORFESEMN

R EEHER (BSEHERFN I+ — L OTBHICRE)
“Bjork’s Letters with Timothy Morton”

From Bjork: Archives, London: Thames & Hudson,
2015

01_19-01-01-06

EHIOEMR : AR

Fellow Thinker: MATSUMOTO Hajime
NELHIZ) TELIE FRADICHRES!
—RRTBIGFRED DFITRE.
THATXTREDF5IE—IEFIHFRDIEDH S
(317 : NEERE. 2016%F) &£

“Prologue,” and “Something unexpected is
starting! - Rehearsals for creating a manuke
place”




From Manual for a Worldwide “Manuke” Revolt,
translated by Max RES, The Anarchist Library, 2021

01_19-01-01-07

EHEIIBER: v Ty - Ux—7

Fellow Thinker: McKenzie WARK

NILHIC BRIFFEALR : o LEWMTN?)
FEARIFFEATZ D iR - PEETF (0-eA. 2023%F) &b
“Introduction”

From Capital Is Dead, London/New York: Verso,
2019

01_19-01-01-0%

EFIIRER  FHET

Fellow Thinker: SAITO Kohei

MEEE BRRIS2=XLHMHRERS,
AT MEARSR 10 (ERLFE. 2020F) &0
“Chapter 7: Degrowth Communism Will Save
the World”

From Slow Down: How Degrowth Communism
Can Save The Earth, translated by Brian
BERGSTORM, London: Weidenfeld & Nicolson,
2024

01_19-01-01-09

EHIHIEBER: ER

Fellow Thinker: Anonymous Tangpingist
TMEZRDEREEES.

TEERDEREES HBAERI R :RYU, BAKE
(RADEL5SIE. 20214F [REIIHEE. 2021%])
&b

“Tangpingist Manifesto: Tangpingists of the
world, unite!”

From T7angpingist Manifesto: Tangpingists of the
world, unite!, translated by Bugs, The Anarchist
Library, 2021 [First published in Chinese, 2021]

01_19-01-01-10

EHIIBER: (2T —PIVAIVYY  =——F
V7

Fellow Thinkers: Ingo Niermann & Erik Niedling
THOROBRE—J7NA—F1IT v,
FEIERNIIVF—LADEZTTAL R AE
X

“The Walder Diet”

Written for the 8th Yokohama Triennale, 2024

02
ERORE
Symbol of Depression

02_01

EIXA e X—=FL
DOBAI Péter

® pp. 94-95

02_01-01

TILAALY T« FILY

Archaic Torso (Archaikus Torzo)

1971

EFH (2770/39VF/314)

Video (b/w, sound, 31 min.)

Courtesy of the National Film Institute, Hungary

02_02
LB

DOHI Miho
B pp. 9-99, 102-103, 106-107, 113

02_02-01

buttai 13

buttai13

2012

R, TIZIAMRER, <vF
Wood, acrylic paint, paint
36 xX51X26cm

02_02-02

buttai 22

buttai22

2013

Hik., $t&. i, T7IRA

Brass, wire, cloth, acrylic paint
30x40x%35cm

FRE ) R

Collection of Ms. HAGIWARA Yukari

02_02-03

buttai 38

buttai 38

2016

R, k. fi. TZIARE

Wood, thread, cloth, acrylic paint
14x35%22cm

02_02-04

buttai 64

buttai 64

2019

Hig, R, 74—, @5

Brass, wood, wire and others

49 %34 x1lcm

/MIEEER K

Collection of Mr. KOYAMA Tomio

02_02-05

buttai 67

buttai 67

2019

B, i k. &0

Brass, cloth, thread and others
18 X34 x24cm

BN Private Collection

02_02-06

buttai 83

buttai 83

2021

TAIR, R, Bk K, BE. 8. T7IVRE,
RvF, ZAFL—

Aluminum plate, copper plate, brass, wood, plaster,
cotton, acrylic paint, paint, spray

58x34x17cm

Jam Acuzar K

Collection of Ms. Jam ACUZAR

02_02-07

buttai 84

buttai 84

2021

Hik, 8, i, K. 74Yr— T2UABE, 27—
Brass, copper plate, cloth, wood, wire, acrylic paint,
spray

44x28x22cm

BN Private Collection

02_02-0%

buttai 86

buttai 86

2021

iy ¥ B TV, B3R, R, B T2UVRRL Rvd
Cloth, cotton, brass, aluminum plate, copper plate,
wood, acrylic paint, paint

43 X34 x24cm

EIRER K - S il i OB

Collection of Mr. SATOSHI SHIRAKI - Ms.
MICHIYO KAMATA

02_02-09

buttai 87

buttai 87

2021

AvY a2, Bk TAIN R, MK T, T7ILRR, ~vF
Copper mesh, brass, aluminum plate, wood, paper,
cloth, acrylic paint, paint

234

26 %44 x35cm
A Private Collection

02_02-10

buttai 97

buttai 97

2024

A, Bk, #, fi. T27IUgE, ~v¥

Wood, brass, bronze, cloth, acrylic paint, paint
42x65x16cm

02_02-11

buttai 98

buttai 98

2024

Ry TAI, Hik, 6, K T7IVRR, ~vF

Wood, aluminum, brass, bronze, paper, acrylic paint, paint
124X 59 x29cm

02_02-01, 03,10, 11

Ve Collection of the Artist
02_02-01~11

Courtesy of HAGIWARA PROJECTS

02_03

[SSVARE B
Pippa GARNER
®pp. 114-115

02_03-01

Un(tit)led (ALEAR)

Un(tit)led (Man with Kar-Mann)

1969-1972 £EEH (2024 7Y +)

ca. 1969-1972 (printed in 2024)

AvrPxzyb - TV (AXIa—L0 ZFARDDAFYY)
Scanned Kodachrome slide, ink-jet print
302.3x195.6cm

02_03-02

Un(tit)led (Z$IZBHTHINRE) (FED
Un(tit)led (Women Should Be Free) (No Charge)
BMERE (2024 7Y )

n.d. (printed in 2024)

AvrPzyb - TV (X Ia—0 ZFARDDAFYY)
Scanned Kodachrome slide, ink-jet print

167.6 X 259.1cm

02_03-03

Un(tit)led (BRROEILIR—FL—F)
Un(tit)led (Self-Portrait in Military Uniform)
1997 (2024 7Y+ /printed in 2024)

AvrPzyb - TVt (AFIa—L RFARDDAFYY)
Scanned Kodachrome slide, inkjet print
302.3%195.6cm

02_03-04

Un(tit)led (DO SHEEA)

Un(tit)led (HE 2 SHE)

1969-1972 £ELH (2024 7Y +)

ca. 1969-1972 (printed in 2024)

AvrPzyb - TVt (AFIO—L ZFARDDLAFYY)
Scanned Kodachrome slide, inkjet print
139.7%215.9cm

02_03-01~04

Courtesy of the Artist and STARS, Los Angeles
-
02_04

Yz k- /fEkE

South HO

P p. 116

02_04-01

#20190701 (T#20190609-202001011 & D)
#20190701 (from #20190609-20200101)
2019-2020 (2024 7Y}/ printed in 2024)
AvrYzyh- 7Yt Inkjet print
45.7x45.7cm

02_04-02

#20191129 (T#20190609-20200101, &D)
#20191129 (from #20190609-20200101)
2019-2020 (2024 7Y+ / printed in 2024)
AvrYxyh - 7Y Inkjet print
45.7x45.7cm

02_04-03

FOILZ HSHNTTUTLSHS5414D)
The Umbrella Salad I/ (from The Umbrella Salad)
2014 (2024 7'V '+ printed in 2024)

AvrYxyh - 7Y Inkdjet print

45.7%45.7cm

02_04-04

FOILZBSHNN (CFUTLS < HS5H1&D)
The Umbrella Salad I/l (from The Umbrella Salad)
2014 (2024 7Y+ printed in 2024)

Av7Yxyh - 7Y Inkdjet print

45.7%45.7cm

02_04-05

FOILS BSHIX(PUTLF 454 14&D)
The Umbrella Salad IX (from The Umbrella Salad)
2014 (2024 7Y+ printed in 2024)

Avr7Yzyb- 7Y b Inkjet print

45.7%45.7cm

02_04-06

FYILZ HSEXIN (CFUTLS - H541&D)
The Umbrella Salad X/l (from The Umbrella Salad)
2014 (2024 7'V '+ printed in 2024)

Avr7Yzyb- 7Y b Inkjet print

45.7%45.7cm

02_04-07
FERFHMITSNBVMER

Work naming has yet to succeed
2020 (2024 7Y/ printed in 2024)
Avr7Yzyb- 7Y b Inkjet print
100x80cm

02_04-0%
FrEAEHMITSNBVMER

Work naming has yet to succeed
2020 (2024 7Y/ printed in 2024)
AvrYzyb- 7Y b Inkijet print
100x80cm

02_04-01~0%

Courtesy of the Artist
N —
02_05

Yatvr - radovy

Jonathan HOROW|TZ

» pp. 102-103

02_05-01

BH ! LU UTLX Rt UaFrdr k0O
Ty

Photograph by Tom WILLIAMS as presented by
Jonathan HOROWITZ
BEREERBEDF>aFIL E-ILICEL. NV
Ty IDMICBEMNRI-LI-EMZIRZ. 110077
ADFEERBREDI-HIZCOVID- 19 HRIEDHH
ZEBRITRD B, 2021528178 (K)

Food industry workers rally on the National
Mall to highlight the contributions immigrants
have made during the pandemic and call on
Congress to deliver COVID-19 and citizenship
relief for 11 million undocumented immigrants
on Wednesday, February 17, 2021

2021 (2024 7Y/ printed in 2024)

AvrYxyh - 7Y Inkjet print

356%x909.6cm

Photo: AP/AFLO

Courtesy of the Artist

————
02_06

T=F AT oY

Kathe KOLLWITZ

P p. 93

02_06-01

H—=lL)=To2%E B

Mourning of Karl Liebknecht

1920

AR Woodcut

35.5x50cm

V32—V T b EHFFRE AR

Collection of Hito Museum Ueno Makoto Print
Gallery
-
02_07

ad

LU Xun

P p.93

02_07-01

83

Authored by LU Xun

TEFE ) 847 LHER

Wild Grass, published by Hokushin Shokyoku
(North Shanghai New Books Office)
1927

#iE Book

20x13.5cm

BROIKLFRER

Collection of Ochanomizu University

02_07-02

EZ: 87

Authored by LU Xun

TEFE ) (AFEER: BE, TREALE) B-5
&) T BuEH

Wild Grass (translated by KAJI Wataru, from
Anthology of the Great LU Xun, vol.2), published
by Kaizosha

1936

#HE Book

20x14.4cm

02_0%
INFRE

ONO Tadashige
B p. 100

02_0%-01

Rk (T=K/FEa&D)

Cover, from Death of Three Generations
1931

AR Woodcut

15%23.2cm

02_03-02

1(F=K/3ka1&D)

No. 1, from Death of Three Generations
1931

AR Woodcut

11.8x15.3cm

02_03-03

4 (T=K/3E14&D)

No. 4, from Death of Three Generations
1931

AR Woodcut

8.1x11.6cm

02_03-04

7(C=K/FEa2&D)

No. 7, from Death of Three Generations
1931

AR Woodcut

11.7x8.9cm

235

02_0%-05

11 (F=K/%a &D)

No. 11, from Death of Three Generations
1931

AR Woodcut

11.6 x8.4cm

02_03%-06

12 (=K /31 &D)

No. 12, from Death of Three Generations
1931

KRR Woodcut

12.3x11.6cm

02_03%-07

15 (F=K /30 &D)

No. 15, from Death of Three Generations
1931

KRR Woodcut

12.4x9.1cm

02_0%-0%

17 (T=K/32&D)

No. 17, from Death of Three Generations
1931

AR Woodcut

9.5X79cm

02_0%-09

18 (=R /s &D)

No. 18, from Death of Three Generations
1931

AR Woodcut

12.4x15.8cm

02_0%-10

22 (F=K /30 &D)

No. 22, from Death of Three Generations
1931

AR Woodcut

11.9x8.5cm

02_0%-11

30 (T=K/3Ea&D)

No. 30, from Death of Three Generations
1931

AR Woodcut

12.3x9.8cm

02_0%-12

35 (MT=R/%a&D)

No. 35, from Death of Three Generations
1931

AR Woodcut

11.6 x15.2cm

02_0%-13

40 (T=X /%2 &D)

No. 40, from Death of Three Generations
1931

AR Woodcut

9.4 x12.6cm

02_0%-14

46 (T=K /%1 &D)

No. 46, from Death of Three Generations
1931

AR Woodcut

12.4x15.7cm

02_0%-15

48 (T(=K /%1 4&D)

No. 48, from Death of Three Generations
1931

ARE  Woodcut

12.2x15.8cm



02_03%-16

49 (=K /Fk1&D)

No. 49, from Death of Three Generations
1931

AR Woodcut

16 x12.1cm

02_03%-17

EN1L (T=K/Fa&D)

Extra 1, from Death of Three Generations
1931

KRR Woodcut

11.3x12.3cm

02_03-1%

BN2 (T=K/3E1&D)

Extra 2, from Death of Three Generations
1931

AIE  Woodcut

12.1x7.6cm

02_0%-01~1%

BT FE i 3 BB S i A

Collection of Machida City Museum of Graphic Arts
—_—
02_09

YEN IR+

Sibylle RUPPERT

® pp. 110-112

02_09-01
RLF R HFOIDHDT VT
Drawing forD.A.F. de SADE (Dessin pourD.A.F.

de SADE)
1976

AR, # Charcoal on paper
104 x83cm

02_09-02

i3]

Untitled

HIVEEAREE (1970 K
n.d. (end of 1970s)
a27—Ya2  Collage
27%20cm

02_09-03

oA

The Excrescence (La Bosse)
1984

zvay, Kig, #

Crayon and charcoal on paper
32x42cm

02_09-04

e

The Slaughter (Le Massacre)
1980

W TYRT, AVT TR

Oil and tempera on canvas
65x8lcm

02_09-05

BV

The Fight (La Lutte)

1977

AR, #& Charcoal on paper
26x36cm

02_09-01~05
Blue Velvet Projects (F2—Yt) &
Collection of Blue Velvet Projects, Ziirich

.
02_10

20Y v AL B
Vunkwan TAM
P pp. 104-105

02_10-01

XXI

XXI

2022

e=7Y0%, # Sunflower stems, nails
69.8 26 x3cm

02_10-02

#%78 (00044 N.O.W.R.F.Y.H.)
Untitled (00044 N.O.W.R.F.Y.H.)

2020

19 HAZHLT 7Y A DA

19th century North African sword

92 x12 X 5cm

BN v HE=N, AVFFRYT)
Private Collection Singapore, Indonesia

02_10-03

BICIZEROE

At His Hip, a Devil’s Face
2023

YA D37 %4 Silk necktie
60x8x3cm

02_10-04

EE (RICR3)

Untitled (Woman on Horse)
2023

AvrYzyb - 7V (3K
Inkjet print (set of 3)

50x75cm, 30x20cm, 30x20cm

02_10-05

Ly—

Leather

2023

SYTN - F VRN F =T (547 34F5)
Single channel audio (S min. 34 sec.)

02-10-01, 03~05

PR Collection of the Artist
-
02_11

SeA 1 VP HBNE

2HAO Wenliang

»p. 108

02_11-01

LR

Reciting the Bible

1974

¥, #vY7Z Oil on canvas
55x40cm

02_11-02

M A

A Lonely Person

1968

%, #& Oil on paper
19x14cm

02_11-03

BEEROHER

Red Guards Reading Banned Books
1969

%, #& Oil on paper

24x19cm

02_11-04

MAHOEEE RS

Celebrating the Fall of the Gang of Four
1976

%, # Oil on paper

36x39cm

02_11-05

+ETERICES
Ten Years Makes a Ruffian

236

1977
¥, #v¥72 Oil on canvas
48x36cm

02_11-06
BROBHES—T)—EDT=HIC
Eavesdropping on Music - For Elise
1975

¥, #v¥72 Oil on canvas
16.5x20cm

02_11-07
#MoZbbE

The Tide is Turning
1968

¥, # Oil on paper
13.7x19.8cm

02_11-0%

i3]

Untitled

1969

¥, #& Oil on paper
19x25.5cm

02_11-01~0%
Inside-Out Art Foundationji&k
Collection of Inside-Out Art Foundation

02_12
SxF e AT=L/HHIEE
2HA0 Yannian

»p. 109

02_12-01

HE

Wild Grass

1978

Ri Woodcut

24.5x17.5cm

BN Private Collection
Courtesy of Zhao Yannian's Family

R
02_13

Yav AT /BHX
ZHENG Yefu
P pp. 93-99, 101

02_13-01V

IR (KK (—) #k
1:Deluge (from series Flood)
1932

ARI  Woodcut

13.6 x17cm

02_13-02V/

IR (kK (Z) B

2: Evacuation (from series Flood)
1932

AR Woodcut

13x15.6cm

02_13-03

IR (kK (2) EigA

3: To Shanghai (from series Flood))
1932

ARi Woodcut

13.4x17.5cm

02_13-04\7

HIRE (kK (M) FE

4: Camping (from series Flood)
1932

ARI  Woodcut

134 x17.5cm

02_13-05
ERE TkK (R) BEEFOE—H

6: First Steps to Urban Life (from series Flood)
1932

ARE  Woodcut

13.8xX17.5cm

02_13-06 V

EIRE (k¥ (B) HAICAS

7: Joining a Union (from series Flood)
1932

Ak Woodcut

13.5%174cm

02_13-07\/

EIRE MkKs (N) £F

8: Work (from series Flood)
1932

AR Woodcut

14 x174cm

02_13-03\7

EIRE (kK (h) Eh

9: Fatigue (from series Flood)
1932

AR Woodcut

14 x17.6cm

02_13-09 A

EIRE (kK (+) EE

10: Pressure (from series Flood)
1932

ARRE  Woodcut

13.8x17.6cm

02_13-10 A

EIRE (ks (+—) ki

11: Resistance (from series Flood)
1932

ARRE  Woodcut

13.7x171cm

02_13-11 A

EIRE (kK (+2) BEw

12: Battle (from series Flood)
1932

ARRE  Woodcut

13.2x17cm

02_13-12A

EIRE (ks (=) Hbhd

13: Being Arrested (from series Flood)
1932

ARRE  Woodcut

13.9x17.5cm

02_13-13 A

EIRE (kK (+0) FRA
14: To Jail (from series Flood)
1932

AR Woodcut

13.7x16.8cm

02_13-14 A

R (kK (+R) 5

15: Petition (from series Flood)
1932

AR Woodcut

14 x17.6cm

02_1315 A

EIRE (KK (+75) BAIRS

16: Doing the Best (from series Flood))
1932

AR Woodcut

13.9x17.2cm

02_1316 A
IR (kK (1) R
17: Release (from series Flood)

1932
AR Woodcut
14.1x17.7cm

02_13-01~16

PSRRI RS ARR

Collection of The Museum of Modern Art,
Kamakura & Hayama

03
Py g Rk =
Streams and Rocks

03_01
39-+95-7
Larry CLARK
P pp. 132-134

03_01-01

David Roper

David Roper

1963

¥FFv v AnN— 7Y} Gelatin silver print
31x20.5cm

03_01-02

i3]

Untitled

1963

¥7Fv - v n—- 7Y+ Gelatin silver print
20.5%31cm

03_01-03

i3]

Untitled

1963

¥7Fv - v n—- 7Y+ Gelatin silver print
20.5%31cm

03_01-04

i3]

Untitled

1963

¥IFv - v n—- 7Y+ Gelatin silver print
20x%30.5cm

03_01-05

i3]

Untitled

1963

¥IFv - v n—- 7Y+ Gelatin silver print
20.5%31cm

03_01-06

i3]

Untitled

1963

¥IFv - v n—- 7Y+ Gelatin silver print
30x20cm

03_01-07

i)

Untitled

1963

¥IFv - v n—- 7Y+ Gelatin silver print
30x20cm

03_01-0%

i3]

Untitled

1963

¥IFv -y n—- 7Y+ Gelatin silver print
19.5%30cm

03_01-09
il

237

Untitled

1963

¥FFv - Pnn—- 7Y+ Gelatin silver print
21x30.5cm

03_01-10

Untitled

1963

¥FFv - Pnn—- 7Y+ Gelatin silver print
31x20cm

03-01-11

Untitled

1963

¥FFv - Pnn—- 7Y+ Gelatin silver print
31x20cm

03_01-12

3EE. 19705

Dead 1970

1968

¥FFv - Pnn—- 7Y+ Gelatin silver print
30x20cm

03_01-13

Untitled

1971

¥FFv - Pun—- 7Y+ Gelatin silver print
20.5%30.5cm

03_01-14

Untitled

1971

€IFv - Y AN—- 7Y} Gelatin silver print
30x19.6cm

03_01-15

Untitled

1971

¥IFv - Y AN—-FYU} Gelatin silver print
30x19.5cm

03_01-16

i)

Untitled

1971

¥7Fv - v n—- 7Y+ Gelatin silver print
30.5%20cm

03_01-17

i)

Untitled

1971

¥7Fv - v un—- 7Y+ Gelatin silver print
31x20cm

03_01-18%

i)

Untitled

1971

¥7Fv - v n—- 7Y+ Gelatin silver print
30x19.5cm

03_01-01~1%

Lt &b

From Tulsa

WA B E R AR

Collection of Tokyo Photographic Art Museum

03_02

Vay Y | P g g
Norm CLASEN

P pp. 136-13%



03_02-01

BEhSORVED, 91FIDITHIN=+>
Cliff Jumpers, Riverton, WY

1983 (2023 7Y+ /printed in 2023)
Av2Yzyb-7Yrb  Inkjet print
152.4x101.6cm

03_02-02

ZUyH=F AR TLFXZITHIN—F>
Slicker Chase, Riverton, WY

1984 (2023 7Y +/printed in 2023)
Av2Yzyb-7Yrb  Inkjet print
152.4x101.6cm

03_02-03

Yoty bk b= DXV ITHUN—-L>
Sunset Loop, Riverton, WY

1985 (2023 7Y+ /printed in 2023)
Av2Yzyb-7Yrb  Inkijet print
152.4x101.6cm

03_02-04

mElE. T2 FMFELY Y
Culling the Herd, Polson, MT
1988 (2023 7'V} printed in 2023)
Av2Yzyb-7Yrb Inkjet print
152.4x101.6cm

03_02-05

WEOR, EX2FMN—7T

In the Dust, Perma, MT

1988 (2023 7'V} printed in 2023)
Av2Yzyb - 7Y b Inkjet print
152.4x101.6cm

03_02-01~05

Courtesy of the Artist
-
03_03

RP—Zx NV

Stanya KAHN

P p. 135

03_03-01

FBREDIZLEW

No Go Backs

2020

HDEFF (hF—/4YvF/335 /FIYFn: Z—r—16mm)
HD video (color, sound, 33 min., transferred from
super 16mm)

Vst 71,/ With special thanks to: Lucy Zimmerman,
Wexner Center for the Arts, Wexner Film Residency
Program and All the cast and crew of the film No

Go Backs

Courtesy of Stanya Kahn and Vielmetter Los Angeles
—
03_04

FLAR=5> Yk - Ua>
Treiborlang LYNGDOH MAWLONG

» pp. 136-13%

03_04-01

&GP GEE)

Checkpoint (spraying disinfectant)
2020

AR Woodcut

20.9%13.9cm

03_04-02
REELEW
Nothing Lasts
2020

AR Woodcut
24.7%x24.7cm

03_04-03
KANONGSAITJAIN
KA NONGSAITIAIN

2017
KRR Woodcut
23.5%15.9cm

03_04-04
UNongkit Shyiap
UNongkit Shyiap
2017

ARiE  Woodcut
20.9x139cm

03_04-05
HFEEN
The Wait - Il
2017

ARi  Woodcut
254 x24.7cm

03_04-06
FHRE
The Wait - Ill
2017

ARi  Woodcut
12x20.9cm

03_04-07
BE

The Patient
2015

ARM  Woodcut
21.6 x19.7cm

03_04-0%
The Preacher
2016

ARiE  Woodcut
254 x24.7cm

03_04-09

Patience

2020

ARI  Woodcut

24.7%x24.7cm

Amit Lodha K&

Collection of Mr. Amit LODHA

03_04-10
i3]

Untitled

2016

ARi  Woodcut
19.1x19.1cm

03_04-01~0%, 10
Ve Collection of the Artist
S
03_05

8« =Y 29-t

Rita SIEGFRIED

P p. 139

03_05-01

B {m]

Breakthrough (DerDurchbruch)
2021

T27YVvizE, MDF

Acrylic paint on primed MDF board
60x28cm

03_05-02

BEDR

The Neighbor (Der Nachbar)

2019

TZ7YiEE, MDF

Acrylic paint on primed MDF board
28x30cm

233

fELN# Private collection
Courtesy of the Artist

03_05-03

VA=V T

Zimmerlinde

2021

T7IrizE, MDF

Acrylic paint on primed MDF board
36x30cm

03_05-04

HhYLIHS

Crested Tits (Haubenmeisen)
2019

Ty iR, MDF

Acrylic paint on primed MDF board
40x44cm

03_05-0%

RETRLIS

The Crossing (Die Kreuzung)
2020

T7IrizE, MDF

Acrylic paint on primed MDF board
40x43cm

TN (N—E )

Private Collection, Basel

03_05-01, 03, 04
Ve Collection of the Artist
03_05-01, 03~05
Courtesy of sunsworks, Ziirich

03_06
BPER

TANINAKA Yasunori
pp. 131

03_06-01V

FpEEEI1 8D

1: Festival (from Picture of Boyhood)
1932

AR, FR Hand-colored woodcut
14.2x17.8cm

03_06-02V

FEEEn 2k

2: Cherry Blossoms (from Picture of Boyhood)
1932

AR, FR Hand-colored woodcut

14.3x19cm

03_06-03V

MyEERI 3 RitY

3: Show (from Picture of Boyhood)
1932

AR, FR Hand-colored woodcut
14.5%x19.2cm

03_06-04\/

FyEEK 4 EBE

4: Field Day (from Picture of Boyhood))
1932

AR, FR Hand-colored woodcut
15x19.3cm

03_06-05

MYEEKIS 2B

5: Park (from Picture of Boyhood )
1932

AW, FR Hand-colored woodcut
15.2x18.9cm

03_06-06 ¥

FYEBELI6 KHEV

6: Play in the Water (from Picture of Boyhood)
1932

ARi. FRf Hand-colored woodcut
14.6 x19.6cm

03_06-07 7

TREEENT BBLD

7: Bon Odori (from Picture of Boyhood )
1932

KM, FRf Hand-colored woodcut
14.7x19.7cm

03_06-0% 7

THEBE 8 it

8: Korea (from Picture of Boyhood )
1932

AR Woodcut

13.1x18.5cm

03_06-01~08 \/

PRSI (RSEFTAEER

Collection of The Museum of Modern Art,
Kamakura & Hayama

03_06-01~0% A

1932 (1981 #%¥% / reprinted in 1981)
—
03_07

IJZIN- T Y-

Xper.Xr

P p. 140

03_07-01

IF=o1v71 &b (ELB3HDEX ST, R,
2024)

From “Tailwhip” (Losing my religion, Yokohama,
2024)

2024

Courtesy of the Artist

03_07-01-01
BHELNMTOEHE » D
Mechanized Toy Cat

2022

B2 005 E  Mechanized toy
18x21.5x8.6cm

03_07-01-02

R (M+ICHF3)

Untitled (Dedicated to M+)

1991/2021

TAVE, BAZL, B, TIZIMRE, AL, #vY7R
Cement, mortar, Chinese ink, acrylic paint, fake
teeth on canvas

95.5X65x9cm

03_07-01-03

IS4 3—
Grinder

1989

74X — Grinder
12x29x12cm

03_07-01-04
RHEKRY
Megaphone

1990

AJidv Megaphone
26x32x18.5cm

03_07-01-05
YFhR
Rattles

1994

~7hA Rattles
25x25cm

03_07-01-06

Ny T e byetfeTa—Fv—Kit
BTTF Clock

2006

B53t. BT X 7%— Clock, power adaptor
6.5x12x4cm

03_07-01-07

Untitled

1991/2021

TrIViRE, BE. B B, hvUrR

Acrylic paint, plaster, pigments, Chinese ink on
canvas

90x60x3cm

03_07-01-0%

REHRRDIRIMD v N>

Unopened Changyu Champagne
2014

Yxvv  Glass bottle with champagne
39.5x10x10cm

03_07-01-09

HKRSF v EF 2y 2D +O7 1 — (NE—
®I-H—rI3R)

2nd Place Trophy, HKRS Championship
Heavyweight GoCarting Class

2017

te74— Trophy

28.5x8x7.5cm

03_07-01-10
NITNE e Z=IN—= e L=22T e TT AT NI
(RE - %ifgh) 3D k071 —
3rd Place Trophy, Pan Delta Super Racing
Festival, Zhuhai, China
2014
be74— Trophy
30x12.5x12.5cm

03_07-01-11
NITFNR e Z=N—e L=22T e T2 AT NI
DL—RER

Race Results, PAN Delta Super Racing Festival
2014

#% Paper
28.5x20cm

03_07-01-12

At/ =4
Metronome

1984

Abw/—2L Metronome
21x11x1lcm

03_07-01-13

W= F=TIbvT
Counter Table-Top
1982-1983

EHE Photograph

12x8.5cm

03_07-01-14
fl@ThicshizR
Embroidered Keepsake
2001

#A¥ Cotton doll

14 x9x1cm

03_07-01-15
FEuwhIhi-L—o2 92—V
Used Racing Suit

2013-2021

L—y v 7 Z—> Racing suit
155%70cm

239

03_07-01-16

IVReh—2I (KBRICT)
Chris and the Colonel (Osaka)
1995

EH Photograph

14.5x10cm

03_07-01-17

NHHR

Sake Molotovs

2019

HIRHR (2A), T+

Two glass bottles, T-shirt

40x10x10cm (%7 2} / each bottle)

03_07-01-1%
wazhr-aAm
Packaged Balloons
1996

777 Latex
15X%9.5cm

03_07-01-19

MO (HIRADRE
Adhesive Chest Hair
2000

3£ Chest hair
33x20.5cm

03_07-01-20
Because ’'mWorth It k¥ a1 X»F—> 3>

Because I'm Worth It Documentation
2000

EH (25) Photograph (2 sheets)
8.5x12cm (% /each)

03_07-01-21
v1vJ
wig

2000

V47 Wig
26x9.5cm

03_07-01-01~21
fEF Collection of the Artist

03_0%

Iy av
TEEROIEN L EE: REEEL /BRI
BTHHIEE (E 25001

Section

“Pingfan’s (Ordinary) Actions: Woodcut
Exchanges Between China and

Japan from the 1940s to the 1950s”
MACHIMURA Haruka [Thinking Partner]
» pp. 121-130

03_0%-01
R REX
IINO Nobuya

03_08-01-01

H5%0 (TZRE) 25L0)

Ploughing Rice Field (from Kokuga, No.2)

1947 48/ ca. 1947

AR Woodcut

18x12.5cm

Y A i 3 T BRI 55 A

Collection of Machida City Museum of Graphic Arts

03_0%-02
NiE=
KAWANISHI Hide

03_03-02-01
BEROE
Artist’s Garden
1944



AIE  Woodcut

32.5%x23.3cm

TRIRSEMTAER (ILRISTRER A1)

Collection of Yokohama Museum of Art (Gift of Mr.
KITAOKA Fumio)

03_0%-03
Y= 7R/ N
Ll Hua

03_0%-03-01\V

HERNDBIE

Fear in Midnight

1947

ARIE  Woodcut

24.3x36.3cm

PRSI RSET AR

Collection of The Museum of Modern Art,

Kamakura & Hayama
03_03-04

Y- Ev29~/%EER
LI Pingfan

03_0%-04-01

RE-RIT I U—EVT 7Y/ FEN (FXR)
Edited & published by LI Pingfan (LI Wenkun)
MEEL  AZIRE

Woodcuts Collection, Precarious

1943

F—F7+Y4+ Portfolio

27.3x21.3cm

03_0%-04-02

U—-EYT 7Y /FER (FXR)

LI Pingfan (LI Wenkun)

EFENEE (TEFE AZRED £D)
Overseas-Chinese E.S. Student (from Woodcuts
Collection, Precarious)

19434 /ca. 1943

AR Woodcut

9x7cm

03_0%-04-03

RREF

A Homeless Child

1940

AR Woodcut

28x35cm

BN Private Collection

03_0%-04-04
BROLBHDOEER
Pingfan in Darkness
1941

ARIE  Woodcut

29x35cm

BN Private Collection

03_0%-04-05

Z.U—-EYI7Y/EER

Authored by LI Pingfan

TARRREFIENS KTy 20 54T | BAREGHEER
[

Easy Woodcut Handbook, published by New Group
of Print Association of Chinese Residents in Japan
1947

fit¥ Booklet

12.8x18.2x1.4cm

FPIBE R R

Collection of Mr. TOBA Koji

03_0%-04-06

EiEnER (TZE 254£D)
Erosion of Life (from Kokuga,No.2)
1947 £EHH / ca. 1947

AR Woodcut

14.5x9.5cm

03_0%-04-07

RE V—-EVT7V/EFER
Edited by LI Pingfan
rIEmEE

Hanaoka Incident

1956

¥ Booklet

15.5x13.3cm

03_08-04-0%

RE V- EYI7V/FEFER

Edited by LI Pingfan

FEFERAAME « FLEFIERBERIRIT A
REMiHhRE

Selections of the Works of Nihonga Painters,
Maruki Iri and Akamatsu Toshiko, published by
Renmin Meizhu Chubanshe

1959

## Book

26.5%25cm

IR BIFLA SRR

Collection of Maruki Gallery for the Hiroshima
Panels

03_0%-04-01, 02, 06, 07
BT P i 3 B R S 0 A
Collection of Machida City Museum of Graphic Arts

03_0%-05
KE#HL
0TA Koshi

03_0%-05-01

= (TZIEy 354D)

Excited Cry (from Kokuga, No.3)

1948 480/ ca. 1948

ARiE  Woodcut

21x15.2cm

B FE v 3 B R 1 S i A R

Collection of Machida City Museum of Graphic Arts

03_0%-06
BARE—
SUZUKI Kenji

03_0%8-06-01

R&E  BHAEC

Edited by SUZUKI Kenji

FZE ) 25, %17 2ER

Kokuga, No. 2, published by Kokuga Kai (Carved
Picture Society)

19474E7 H15H / July 15, 1947

F—F7+Y4 Portfolio

21.8 x6cm

03_0%8-06-02

Az (2) FH20ARERER (TRIEI 25LD)
Starvation 2: In Commemoration of Average 20
Day Lack of Food Delivery (from Kokuga, No.2)
1947 4E8H / ca. 1947

AR Woodcut

14.5x12cm

03_0%8-06-03

R&E I HAREC

Edited by SUZUKI Keniji

FZE ) 35, $17 : ZE=

Kokuga, No. 3, published by Kokuga Kai (Carved
Picture Society)

194845 H1H /May 1, 1948

F—F7+Y4 Portfolio

15x13.7cm

03_0%-06-01~03

B 3 3 T B R I 5 1 4
Collection of Machida City Museum of Graphic Arts
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03_0%-07
BE=H
TAKIDAIRA Jiro

03_0%-07-01

B (IzEs 354&0)

Summer Grass (from Kokuga, No.3)

1948 4EHH / ca. 1948

ARE  Woodcut

15.5x11.8cm

B v 37 R S i A

Collection of Machida City Museum of Graphic Arts

03_0%-0%
TvA nAFaxv/{BEIA
2HA0 Ruijuan

03_0%-0%3-01

#E (DEFEE  A%IARED &)

Twilight (from Woodcuts Collection, Precarious)
1943 4EEH /ca. 1943

ARI  Woodcut

9.5 xX14.5cm

WY EH T 37 RN S AR (/)NEF S 2 R HER)
Collection of Machida City Museum of Graphic Arts
(former collection of Mr. ONO Tadashige)

03_0%-09-01

FEEREAZIBE 15, RE - 17 HEHEMH
hREHHES

Overseas Chinese Children’s Woodcuts
Collection, No.1; edited & published by New
Group of Print Association of Chinese Residents
in Kobe

1946

¥ Booklet

26x20cm

03_0%-09-02

IThERE YRBEFRRERRSR ) BE o RE -
17 | BREEFEERETGS

Booklet for Exhibition of “Early Creative Prints
in Republic of China,” edited & published by New
Group of Print Association of Chinese Residents

in Japan

1947

¥ Booklet

18 x12.5cm

03_0%-09-03

rhESLEAZIGS BFERE PEREAZ
R&E - 317 PELEAZGREF

Chinese National Woodcut Association, Japan
Branch: Chinese Modern Woodcut; edited

& published by Chinese National Woodcut
Association, Japan Branch

1948 4EHH /ca. 1948

¥ Booklet

26x19.2cm

03_0%-09-04

TPARAKRERBRER ] (HFEIS5HEME) ©
EH

Photo of the “Exhibition of Modern Prints from
China and Japan” (Kobe Sogo Department Store)
19494E2 H / February 1949

HEEH b/wphotograph

14.7x19cm

03_0%-09-05

FREPBERER ##a50 $17 : B
Brochure for “Contemporary Chinese and
Japanese Print Exhibition,” published by The
Asahi Shimbun

1948

## Book

18x13cm

03_0%-09-06

B&E= 21— KROERE) KR E2D. K BF
BRiEtE

Nippon News “Topics of the Time : Woodcut
Festival in Ibaraki,” Nippon Eiga-sha

1947 4£10 A28 H / October 28, 1947

EFA (2770, 3IVF/ 48)

Video (b/w, sound, 41 sec.)

$Rft - Bk BRI G~ >

Courtesy of Shiryo Eizo Bank

03_0%-09-07

F2AXHFAZESRE | OEE CRIBEATH)
Photo of the “All Japan New Woodcut Conference”
in Daigo-machi, Ibaraki

1947410 H / October 1947

HEEH b/w photograph

14.6 x21.7cm

03_08-09-0%

PeREARZISE ) &  FH=BR. F1T : PEILERARF
The Collection of Chinese Woodkcuts, edited

by KIKUCHI Saburo, published by Chunichi

Bunka Kenkyujo (China-Japan Cultural Research
Institute)

1950

## Book

28.5%22cm

03_0%-09-09

TFR¥R S 15, #REE - R1T : PASYLEARERR
Institute Bulletin, No. 1, edited & published by
Chunichi Bunka Kenkyujo (China-Japan Cultural
Research Institute)

1948

F&ERL Mimeograph

25.6x18cm

03_0%-09-10

TPR$RD 255, #R5E - 17 | PASULERZEFR
Institute Bulletin, No. 2, edited & published by
Chunichi Bunka Kenkyujo (China-Japan Cultural
Research Institute)

1950

F&ERL Mimeograph

18.3x12.9cm

03_0%-09-11

reAxhEARZGBRERES PTEARKZEORE
(Bt REIAZIRIEE) 2 $REE - B1T | PELEARZIH
SBAFEEPR

Commentaries on The Exhibition of All Japan
Flow of Chi Woodcut: Develop tof
Chinese Woodcut (Inclu. Biographies of Chinese
Woodcut Artists), edited & published by Chinese
National Woodcut Association, Japan Branch

1948

¥ Booklet

13x18.3cm

03_0%-09-12

UFRERS 15 (BF). #REE - 317 : PASULHAZEFR
Institute Bulletin, No. 1 (reissued), edited &
published by Chunichi Bunka Kenkyujo (China-
Japan Cultural Research Institute)

1950

M5/ Mimeograph

18x13cm

03_0%-09-13

TERABOD=D 1 iRE | PERIFHS

Hanaoka Monogatari ( Tale of Hanaoka), edited
by Chunichi Yuko Kyokai (China-Japan Friendship
Association)

1951

fit-+ Booklet

12.7x18.3cm

03_0%-09-14

WS E ) BRI PERRER | FHEEER
RU5v 7 BE WSS I 2L RFE
Scrap of Chinese Woodcut Exhibition,
Commemorating the Publication of Daily Issue
of “New lbaraki Times,” made by the Organizer;
made by Shin Ibaraki Times (New Ibaraki Times)
Operations Division

1956

229777 Scrapbook

31x22cm

03_0%-09-15

WIS Es BRHERS TERER | TEEER
BEEM, W HOIESI AL RAEEDR
Photograph Album of Chinese Woodcut Exhibition,
Commemorating the Publication of

Daily Issue of “New lbaraki Times,” made by

the Organizer; made by Shin Ibaraki Times (New
Ibaraki Times) Operations Division

1956

EHb; Photograph album

27x18.5cm

03_0%-09-16

WIS E BRES PERER 1 RX%—.
BUE VWIS E R LR

Poster of Chinese Woodcut Exhibition,
Commenmorating the Publication of Daily Issue of
“New Ibaraki Times,” made by Shin Ibaraki Times
(New Ibaraki Times)

1956

ERl, # Printed on paper

37x27cm

03_0%-09-17

IrpWESEs BREES PERER . B, HIE:
FWNESEFRALRHE

Catalog of Chinese Woodcut Exhibition,
Commemorating the Publication of Daily Issue of
“New Ibaraki Times,” made by Shin Ibaraki Times
(New Ibaraki Times)

1956

¥ Booklet

25x18cm

03_0%-09-1%

TrERREE J F1T : FIOES I R1L R
Selections of Chinese Woodcut Exhibition,
published by Shin Ibaraki Times (New Ibaraki Times)
1956

fit¥ Booklet

28.5x22cm

03_0%-09-19

TEXARRFBESEA AZEKIRT PRAR
BRF LR A LR D

Photos and Woodcuts Collection of the
Japanese People’s Anti-Imperial Struggle,
published by Bureau of Foreign Cultural Relations,
Ministry of Culture, Central People’s Government
19514£3 H1H /March 1, 1951

¥ Booklet

27x19cm

03_0%-09-20

TAFARZESE RE N8 BT AREMHARYE
Japanese Woodcuts Collection, edited by LI Qun,
published by Renmin Meizhu Chubanshe

1956 4:9 H_/ September 1956

#fE Book

22.5%19.5cm

03_0%-09-21

TEFARBHRAZRE  FE - %17 hELEXE
WIFERR

Selected Woodcuts by Japanese People’s
Artists, edited & published by China National Art

291

Workers’ Association
1953

&ER Mimeograph
25.8x18.4cm

03_0%-09-22

IrpEXIRGEER BFAZERESI BRIR
& - BT FEEMRGS

Catalog of “Exhibition of Japanese Woodcuts,
Organized by Chinese Artists Association,”
edited & published by China Artists Association
1955

fit¥ Booklet

13x18.7cm

03_0%-09-01, 0%, 13, 21, 22

Y R i 3 T B 55 9 A

Collection of Machida City Museum of Graphic Arts
03_0%-09-02, 14~20

B k= MORI B

Collection of MANGA Archive MORI
03_0%-09-03, 05

BI85 KR

Collection of Mr. TOBA Koji

03_0%-09-04, 07, 09~12

PARMERENT VT - 77 7 AL
Collection of Asia Africa Culture Foundation

04
| oxtEE
Dialogue with the Mirror

04_01

37715 0=~/
Raffaella CRISPINO
B p. 164

04_01-01

We don’t want other worlds, we want mirrors
(bhbhidOHRLATHELLTVEL, bh
DUUHBELDI., |RBAT)

We don’t want other worlds, we want mirrors
2013

HviA v  White neon light

12%270cm

Y5 Collection of the Artist

04_02

PRI J1I72N
Aneta GRZESZYKOWSKA
P pp. 162-163

04_02-01

<Y< no.50

MAMA no. 50

2018 (2024 7Y}/ printed in 2024)
AvrYxyt- 7Y+ Inkjet print
140 x100cm

04_02-02

AVWERSENBY no. 25
DOMESTICANIMALS no. 25

2022 (2024 7Y b/ printed in 2024)
Av7Yxyt- 7Y+ Inkjet print

98 x70cm

04_02-03

FWARSENT-EH no. 26
DOMESTICANIMALS no. 26

2022 (2024 7Y+ printed in 2024)
Avr¥Yzyb- 7Y b Inkjet print
98x70cm

04_02-04
AWESEhiB no. 7
DOMESTICANIMALS no. 7



2022 (2024 7Vt /printed in 2024)
Av7Yxyt- 7Y+ Inkjet print
98 x70cm

04_02-05

XV R—IL #4

Skin Doll #4

2023

BROICRREE, TG, &%

Natural leather dyed black, nonwoven fabric, metal
130X 65 x47cm

04_02-06

~¥¥ no.32

MAMA no. 32

2018 (2024 7Y+ '}/ printed in 2024)
Av7Yzyb - 7Yvt Inkjet print
50%36cm

04_02-07

~¥¥no.35

MAMA no. 35

2018 (2024 7'V +/printed in 2024)
Av 7Yzt 7Yt Inkjet print
50x36cm

04_02-0%

<< no.33

MAMA no. 33

2018 (2024 7'V +/printed in 2024)
Av 7Yzt 7Yt Inkjet print
50x36cm

04_02-09

<Y< no.31

MAMA no. 31

2018 (2024 7'V +/printed in 2024)
Av 7Yzt 7Yt Inkjet print
140 x100cm

04_02-10

FWaES5Eh7=E no. 5
DOMESTICANIMALS no. 5

2022 (2024 7Y+ / printed in 2024)
Av 7Yzt 7Yt Inkjet print
98x70cm

04_02-11

AFVR—IL#3

Skin Doll #3

2022

BRYDIRIRBEH, A A

Natural leather dyed black, nonwoven fabric,
plywood

145%x44%x37cm

04_02-12

AExAYE #1

Skin Head #1

2016

YHAZNENIEHE  Recycled leather
35.5%23x19cm

04_02-13

AExAYE #2

Skin Head #2

2016

YHA 7L ENIEHE  Recycled leather
37x23x21lcm

04_02-14

ZXIAYER #3

Skin Head #3

2016/2017

BRYD I KRR H, T

Natural leather dyed black, nonwoven fabric
42Xx25%27cm

fEN# Private Collection

04_02-15

¥<¥no.21

MAMA no. 21

2018 (2024 7Y+ /printed in 2024)
AvrYzyb- 7Y b Inkdjet print
50x36cm

04_02-16

W5 h7-EH no. 6
DOMESTICANIMALS no. 6

2022 (2024 7Y}/ printed in 2024)
AvrYzyb- 7Y b Inkdjet print
98x70cm

04_02-17

<V no. 26

MAMA no. 26

2018 (2024 7'V '+ printed in 2024)
AvrYzyb- 7Y b Inkdjet print
50x36cm

04_02-1%

<< no.25

MAMA no. 25

2018 (2024 7'+ printed in 2024)
AvrYzyt- 7Y b Inkdjet print
50x36cm

04_02-19

<Y< no.27

MAMA no. 27

2018 (2024 7'V '+ printed in 2024)
Av7Yzvh- 7Yt Inkjet print
50x36cm

04_02-20

~¥¥ no.22

MAMA no. 22

2018 (2024 7'Vt /printed in 2024)
Av7Yzyb - 7Yvb Inkjet print
140 x100cm

04_02-21

AFTA—I—#2
Skinformer #2

2022

EYO I RREHE, &

Natural leather dyed black, wood
152105 x15cm

04_02-22

FWES5EN-E no. 11
DOMESTICANIMALS no. 11

2022 (2024 7Yt/ printed in 2024)
Av7Yxyt- 7Y+ Inkjet print
98x70cm

04_02-23

<~ no. 47

MAMA no. 47

2018 (2024 7Vt /printed in 2024)
Av7Yxzyt- 7Y+ Inkdjet print
50x36cm

04_02-24

FWRS5Eh-E# no. 10
DOMESTIC ANIMALS no. 10

2022 (2024 7Vt /printed in 2024)
Av7Yxzyt- 7Y+ Inkjet print

98 x70cm

04_02-25

<~ no.45

MAMA no. 45

2018 (2024 7Vt /printed in 2024)
Avs7Yxzyt- 7Y+ Inkjet print
140 x100cm

292

04_02-26

Y < no.43

MAMA no. 43

2018 (2024 7Y+ /printed in 2024)
AvrYzyt- 7Y b Inkdjet print
50%x36cm

04_02-27

Y~ no.44

MAMA no. 44

2018 (2024 7'V '+ printed in 2024)
AvrYzyb- 7Yt Inkdjet print
50%x36cm

04_02-05,11~13, 21

PR Collection of the Artist

04_02-01~27

Courtesy of the Artist, Raster Gallery, Lyles King
Gallery

04_03
RAINE

HASEGAWA Kiyoshi
P pp. 162-163

04_03-01

B A —YDHIET)

Wind (After a Poem by W.B. Yeats)
1915

ARi  Woodcut

37%26.3cm

04_03-02

AV AIELEBE

Wild Grasses in a Glass

1940

T TV=Uv Y, FIARAVE W/ RF—b, 7%=
~16/50)

Engraving, drypoint (II/II state, ed. 16/50)
26.8x21cm

04_03-03

Ay FIHELEE (F)

Wild Flowers in a Glass (Spring)
1951

Ty L=y (MU AT—1)
Engraving (III/III state)
28x22.3cm

04_03-01~03
TR AR
Collection of Yokohama Museum of Art

04_04
AZX2N - h—
Ozgiir KAR

» pp. 160-161

04_04-01

BEFORA ((RAIF&D)

Death with Branch (from DAWN)

2023

4KEFF 20 (£/27a,/ 39V F/135), 154vFE=
Z—28. ATATTv—F—, =T, FFRRRVF, #
Double channel 4K video (b/w, sound, 13 min.), two 75 inch
screens, media players, cables, truss rig stand, weights
340x105%20cm

04_04-02

9502y M<K TEA (TREAIFI&D)

Death Playing the Clarinet (from DAWN)

2023

4KETA2M (770 / ¥ 9V F/135), 754V FE=
E—=28\ ATATTV—X—, F—7N, FTRREVF, i
Double channel 4K video (b/w, sound, 13 min.), two 75 inch
screens, media players, cables, truss rig stand, weights
340x105%20cm

04_04-03

Tr7AA VBTN ((RAITIED)
Death Playing the Violin (from DAWN)
2023

4KEFH 20 (/70 ,/ 3TV F/1353), 154V FE=
Z—2H. ATATIL—%—, =T N, FFRRRVF, #
Double channel 4K video (b/w, sound, 13 min.),

two 75 inch screens, media players, cables, truss rig

stand, weights
340 %105 x20cm

04_04-01~03
Courtesy of the Artist

-

04_05

2T 7PV R TILINTL
Stéphane MANDELBAUM
B pp. 156, 15%-159

04_05-01

N—=qr

Bacon

1980

F—n~v, # Ballpoint pen on paper
47.7x67cm (BN~ /inside frame)

04_05-02

FEBHITB

Hold-up

1986

F—n~v, # Ballpoint pen on paper
27x21icm (%, paper)

04_05-03

a5VA

Juden

1985

K==y, RZRFN, K

Ballpoint pen and pastel on paper
75x55cm

04_05-04

BriE

The Monkey Man (L’homme au singe )
1983

R—n~yv, # Ballpoint pen on paper
49x59cm (8t /inside frame)

04_05-05

BE

The prosthesis (La prothése)
1980

¥, #v 72 Oil on canvas
121.2x122cm

04_05-06

JLe>alL

Le Shoret

1977

¥, #v 72 Oil on canvas
149 x118cm

04_05-07

BEFERE

The capitalists (les capitalists)
HIVEER/n.d.

Ry, @, K

Ballpoint pen and color pencil on paper
43x35cm

04_05-0%

R2E—FOT I+

Poster Project (Project d affiche)
1980

Ry, @#E, #

Ballpoint pen and pencil on paper
65x46cm (#5,/ paper)

04_05-01~0%
Family Mandelbaumji

Collection Family Mandelbaum

04_06

BEARER
TESHIGAHARA Sofu
P pp. 156-157

04_06-01

Bt

Mt. Fuji

1960

&, ¥ Ink on paper
30.8x39.5cm

04_06-02
Bt

Mt. Fuji

1960

B, HiRE, &

Ink, mineral pigment on paper

30.8x39.5cm

04_06-03

Bt

ML Fuji

1962

%, # Oil on paper
30.8x39.5cm

04_06-04

Bt

ML Fuji

1965

%, # Oil on paper
30.6 X39.5cm

04_06-05

Bt

ML Fuji

1965

¥, #& Oil on paper
294 x38.4cm

04_06-06

FEL

ML Fujiin Red
HIVEEARE /n.d.

%, & Oil on board
43.6%x59cm

04_06-07

#BOEL

ML Fuji in Autumn
HIVEEARE /n.d.

%, #  Oil on board
43.7%59cm

04_06-0%

HEEL

ML Fuji in Clouds
HIVEEAREE /n.d.

¥, # Oil on board
43.5%58.6cm

04_06-09

BARLEL

Mt. Fuji with Dead Trees
HIVEEARE/n.d.

k. # Oil on board
58.2x43.5cm

293

04_06-10

=5

Mt. Fuji in Snow
HIVEEARE /nd.

¥, # Oil on board
58x43.3cm

04_06-11
B<ENRELL
Floating Mt. Fuji
WIVEEARE /n.d.

¥, # Oil on board
44x59.5cm

04_06-12

AENEL

Mt. Fuji in Snow
HIVEEREnd.

¥, # Oil on board
44.2%59.2cm

04_06-13

FECELT

Mt. Fuji with Clouds
HIVEEAR /nd.

¥, #& Oil on paper
30.7x39.7cm

04_06-14

Bt

ML Fuji
HIVEEARE/n.d.

¥, #& Oil on paper
22.5%x31L.5cm

04_06-15

Bt

Mt. Fuji
HIVEEARE/n.d.

¥, #& Oil on paper
31.3x22.5cm

04_06-16

Bt

Mt Fuji
HIVEEARE/n.d.

¥, #& Oil on paper
22.7x31.8cm

04_06-17

Bt

Mt. Fuji
HIVEEREnd.

%, # Oil on paper
29.3x38.4cm

04_06-01~17

— AR AN &

Collection of Sogetsu Foundation
————
04_07

{H3LE

TSUKUDA Hiroki

P pp. 160-161

04_07-01A

Empty Glass

Empty Glass

2022

BERMICRIR, T27INAv 7, fghd, R,
TI2INTU—LCI NI RIY—>

Charcoal, acrylic ink and color pencil on paper,
wood panel, with silkscreen printed acrylic frame
176 X126 X 4.3cm

04_07-02\7
On the Beach
On the Beach



2022

ERRICRIR, 72794y s, G, RE<Ho,
TIZINTL—LICINI R )=

Charcoal, acrylic ink and color pencil on paper,
wood panel, with silkscreen printed acrylic frame
176 X126 X 4.3cm

04_07-03A

The eye opening

The eye opening

2023

EFRICRIR, T2INAY 7, g, REpou,
TIZINTL—AICINT AT )=

Charcoal, acrylic ink and color pencil on paper,
wood panel, with silkscreen printed acrylic frame
176 X126 X 4.3cm

04_07-04v

Equinox

Equinox

2024

EFRRICRR, T27IAAv 7, (A, REL<Fu,
TIZINTL—LICI NI RIY—v

Charcoal, acrylic ink and color pencil on paper,
wood panel, with silkscreen printed acrylic frame
176 X126 X 4.3cm

fE5#  Collection of the Artist

04_07-01~03

BN Private Collection
04_07-01~04

Courtesy of NANZUKA

04_0%
7V av

VRN R TSBAROELATEEE 2 5P
+9  Fo+FeQil AR L —
Section

“Jomon and New Japan Dream”
YAMAMOTO Hiroki [Thinking Partner] +
LIU Ding + Carol Yinghua LU

» pp. 145-153

04_0%-01
ankld
ISHIMOTO Yasuhiro

04_0%-01-01

X=F

Nude

1957

¥FFv - v nN—- 7Y+ Gelatin silver print
24.4%x19cm

Jetti&  Collection of Light Society

04_03-02
REE=H
KOJIMA Zenzaburo

04_0%-02-01

LA

Pine Trees

1936

¥, #v 72  Oil on canvas
23.6x53cm

04_0%-02-02

LA

Pine Trees

1936

k. #v 72  Oil on canvas
44.5x52.3cm

04_03-02-03

EDWl

Rainy Garden

1938

#H#. #v Y72 Oil on canvas
45.5%53cm

04_03%-02-04

%]

Lake Ashi

1940 4t ca. 1940

#H#. Y72 Oil on canvas
44x52cm

04_03-02-05

FENMSL

Coming Spring

1950

¥, Y72 Oil on canvas
72.7%x90.5cm

04_0%8-02-06

NE

Early Summer

1951

¥, Y72 Oil on canvas
46.1x65.3cm

04_03-02-07

A=

Landscape

1960 £t ca. 1960

¥, Y72 Oil on canvas
60.7%x72.5cm

04_0%-02-0%

Az

Landscape

1960 £t ca. 1960

%, #vY 7 Oil on canvas
60.7x72.5cm

04_03-02-09

BR

Roses

1954

¥, #vy7Z Oil on canvas
26x2icm

04_0%-02-10

RIGER

Nagasaki Landscape

1962

Jk¥. #& Watercolor on paper
24.5%32.8cm

04_0%-02-11

BE

Summer Grass

1939 4EtH /ca. 1939

A%, #& Charcoal on paper
23.7x35.2cm

04_0%8-02-01~04, 06~11
GBI ER
Collection of Gallery Kojima

04_03-03
hEEZ
NAKAJIMA Kiyoshi

04_0%-03-01

wtkh (2)

From the Ancient Times (If)
1952

#AEE  Color on paper
133.5x165.5cm

REERERER (IO RKEFR)

294

Collection of Yokohama Museum of Art (Gift of Mr.
YAMAGUCHI Kyuzo)

04_03-04
FIZAER
OKAMOTO Taro

04_0%-04-01
A
Laughter
1952

Pk Ceramic
16 x13.5%9.5cm

04_03-04-02

BE | FAKER

Text by OKAMOTO Taro

TRTTE DRI EE— B L8R 1. TH DR 15585
“ADialogue with the Fourth Dimension: On
Jomon Ware,” from the art journal Mizue no. 558
195242 A /February 1952

Mtk Magazine

29%21.3cm

04_0%-04-03

& FAKER

Authored by OKAMOTO Taro

TEFOEH L FT 1 XAt

Japanese Tradition, published by Kobunsha
1956

## Book

18.5x13.5cm

04_03-04-04

B | AKER

Photographed by OKAMOTO Taro

BTG (I8 t2f [ElLRHE])

Title unknown (Jomon Pottery from Toyama
Prefecture)

1956

¥FFv - v N—-FYv b Gelatin silver print
43.5%35.6cm

04_08-04-05

1\ AKER

Photographed by OKAMOTO Taro

RBEREE (132 t2R)

Title unknown (Jomon Pottery)

1956

¥FFv -y N—-FYv b Gelatin silver print
35.6x43.5cm

04_08-04-01~05

J e 7 A K B ST AE R

Collection of Taro Okamoto Museum of Art,
Kawasaki

04_0%-05
e
Jomon Pottery (earthenware)

04_0%-05-01

#8[z0%F Jomonjar

29x39.5%35.5cm

— R A B A28 (B R RIHR )

Collection of Sogetsu Foundation (Former Collection
of Mr. TESHIGAHARA Sofu)

04_0%8-05-02
#8318 Jomonware
15.2x11.5x3.5cm

04_0%-05-03

#8312 Jomonware
21x14 % 8cm

04_0%-05-04

@12 Jomonware
6x11%x3.5cm

04_03%-05-05
@ t# Jomonware
7x6x1.2cm

04_0%-05-06
#8123 Jomonware
11x15x15cm

04_0%8-05-07
#83 L8 Jomon figurine
5.3%x6.3x4.3cm

04_0%-05-0%

@12 Jomonware
10 x11.5x1.5cm

04_0%-05-09
#8Xtf8 Jomon figurine
3x3.5x3.5cm

04_0%-05-10

#83 EEFD Jomon earing
4.3x43x2cm

04_0%-05-11

#@XXHEFD Jomon earing
7.7X77%3cm

04_0%-05-12

#8132 Jomonware
19.5x16.5x10cm

04_0%-05-13
@ t2 Jomonware
52.5%32.5x36cm

04_0%-05-14
#8312 Jomonware
25X 57x37cm

04_0%-05-02~14
SRS MR
Collection of Gallery Kojima

04_0%8-06-01

FEIIEYWAE= 2 —X 1 535 (MERIAR). fREE - 317 :
RRELEYE

The National Museum news, No.53, edited &
published by Tokyo National Museum

1951/1972

fit-+ Booklet

29.5x2lcm

04_0%-06-02

TAFZHEF ) FE | RRELEYE. ¥17: 88
ol

Catalog of Japanese Archaeology, edited by
Tokyo National Museum, published by The Asahi
Shimbun

1953

## Book

26x18.5cm

04_0%-06-03

TEFLHAXLEREER ) RE | RREIIIFYE
The List of Works of the Exhibition of Japanese
Ancient Culture, edited by Tokyo National
Museum

1953

¥ Booklet

21x15cm

05
< LORIR
My Liberation

05_01

ARRE

NIWA Yoshinori
B pp. 130-1%1

05_01-01

BEQII2 Y U752 RAOISRTFITRTIC
w<

Going to San Francisco to Dispose of My Garbage
2006

EFH (hI—/%v ¥ /175 338)

Video (color, sound, 17 min. 33 sec.)

05_01-02
KI-EDAZKI-ZDBIBLNZD
Transporting puddle A to puddle B
2004

EFF (hI—/9YvF /1043 538)
Video (color, sound, 10 min. 53 sec.)

05_01-03

EBFFEFTIS2EEEDHS

Sweeping Trash to the Front of Prime Minister’s
Office

2012

€7t 17—/ %IV ¥/ 85r36F)

Video (color, sound, 8 min. 36 sec.)

05_01-04

HEOREZEMLTERLTRRIS

Replicating and Distributing the Key of My Home
2012

EFF (h7—/FIVF /155 218)

Video (color, sound, 15 min. 21 sec.)

05_01-05

ARV T—LTEREDEEHNE<HRBET. ML
UFr1—-O00NEREERDET

Exchanging between Turkish Lira and Euros in
Istanbul Until There Is Nothing Left

2011

€7t (h7—/ %IV F/2553108)

Video (color, sound, 25 min. 10 sec.)

05_01-06

T4 =V TFREDEENRBIETATMOHEA
EEIOHZRT

Repeating ATM Withdrawing and Depositing
Until You Have No More Money in Vienna

2021

FANART N, TZINVEER, 88, ¥, 7—7, hv T 7R
Oil pastel, acrylic paint, pencil, newspaper and tape
on canvas

85x60cm

ZHH—ERER

Collection of Mr. MIIDA Kazusuke

05_01-07

BSOPRBEMEETHEATS

Purchasing My Own Belongings Again in the
Downtown

2021

FANARRT N, T7IMGE, 8, Fifl, 7—7, hv 7R
Oil pastel, acrylic paint, pencil, newspaper and tape
on canvas

80x60cm

FIHbR R

Collection of Mr. HANEJI Toru

05_01-0%

FREYZERICANTES
Carrying My Own Belongings Inside the Body

295

2021

HANART N, T7YNER, S8, Fil, 7—7 Avy7R
Oil pastel, acrylic paint, pencil, newspaper and tape
on canvas

85x60cm

05_01-09

AREERE TICHRINETHEH<

Carrying Products Around Until They Expire
Without Using Them

2022

TIIKRER, AANRRT N, RRFV T T—T\ hV T TR
Acrylic paint, oil pastel and masking tape on canvas
80x70cm

05_01-10

ES5LTABIREFRERHLTVS?

Why Are Humans Economically Active?

2022

T—T\ AANARTN, TERA~——, B, HEK, %
Tape, oil pastel, industrial marker, colored pencil
and newspaper on paper

130x150cm (%f3% 6 Al set of 6 pieces framed)

05_01-11
FLHMTICRETS
Investing in Children’s Banks
2023

FANARZRT N, =—h—,

Oil pastel and marker on paper
65x50cm

05_01-12
ES5LTABIREHEHLTVSD?

Why Are Humans Economically Active?
2023

Bk, 773, AANARZRTN, = —T—, &
Sticker, leaflet, oil pastel and marker on paper
65x50cm

05_01-13

JsplLoBNRFREED

Creating a Mountain for Tourist Attraction Out
of Rubbish

2023

TIZINMEE, AANAZT N, TEA~—H— vR2AFV7
7—7 H#ll, hrIr2

Acrylic paint, oil pastel, industrial marker, masking
tape and newspaper on canvas

160 x100cm

05_01-14

V14— THEVEEES

Following Red People in Vienna

2023

T7INKRER, AANART N, TEA~—T1—, vRF 7
7—7. Hilll, nvr2

Acrylic paint, oil pastel, industrial marker, masking
tape and newspaper on canvas

85x210cm

05_01-15

FhEEAERIBELE 001

Abolition of Private Property System Number. 001
2022

FANASRT N, S, < ARV =T i

Oil pastel and pencil on paper, and masking tape
50x65cm

05_01-16

REEXH OB ATM - AREIN

Enemies of Democracy, ATM and State Takeover
2022

TIINER, FANAZT, TER~—H—, FBHK, %
Acrylic paint, oil pastel, industrial marker and
newspaper on paper

65x100cm



05_01-01~05, 03~16

M Collection of the Artist

05_01-01~05

Courtesy of the Artist

05_01-06~16

Courtesy of the Artist and Satoko Oe Contemporary,
Tokyo
-
05_02

fRFRRL 17 FS5Y - 2L LAA
XTI N-F (Z-a-Yriv/HEE.
VA YU7A /BEER. T4T¥ V' VAT
v/ BiRR)

Your Bros. Filmmaking Group (SO Yo-
Hen, LIAQ Hsiu-Hui, TIEN Zong-Yuan)

P pp. 132-134

05_02-01

B\/E

&2 Ky Tiic Xd/Dorm

2023/2024

(BRFRAHRE) HDEFA,/ HT7—/H9vF /545, 7
wYz7 beFA10 8 (HDETH / HT7—/FIvF /325
578, 247218, 2947 8%, 204308, 1947378, 30
57558, 1257408, 17535%5, 12575680, 847). M
Eo/MER, MMAZBE~RYF, =y LR, BR—VEL
TIh—F, BEKE, WlicHhT—Tn, 74 HET
V7, Ea—F, BEEAZur, 779V F-F TV
Dorm (HD video, color, sound, 54 min.), ten

project videos (HD video, color, sound, 32 min.

57 sec. / 2 min. 21 sec. / 29 min. 8 sec. / 20 min.

30 sec. / 19 min. 37 sec. / 30 min. 55 sec. / 12 min.

40 sec. / 17 min. 35 sec. / 12 min. 56 sec. / 8 min.),
movie props, assembled bunk bed, mattresses,
cardboard machine sculptures, slogan paintings,
theater costumes, folding tables, light, table lamps,
extension cords, photo album, found objects

BRT VAR b RAKIEZ A AR

Installation assistants: Korenaga Yunosuke,
Matsumoto Kei

YR Collection of the Artists

065_03

Iy av

UhTc LR 1 FIRSLF (B2 50
Section

“My Liberation” HAGIWARA Hiroko
[Thinking Partner]

P pp. 169-179

05_03-01
Bl F
TOMIYAMA Taeko

05_03-01-01

BEsE

Ruins

1946

H#, #v Y72 Oil on canvas
91x116.5cm

05_03-01-02

ISRl

Small Mine

1953

¥, #vY7Z Oil on canvas
60.5x72.5cm

05_03-01-03

FREEDEIL

Mine in Hida

1954 £EEH /ca. 1954

%, #vvr2 Oil on canvas
129.6 x161.1cm

05_03-01-04
3 (€E72)
Digging (Model 2)

1955

KE. Av7, K

Watercolor and ink on paper
35.2x24.5cm

05_03-01-05

BRILK

Coal Miner

1959

K# Av7, M

Watercolor and ink on paper
21x21.8cm

05_03-01-06

BRALKEE

Mine Disaster
HIVEEREE/n.d.

K¥. Av7, #

Watercolor and ink on paper
16.9 x17.2cm

05_03-01-07

MER

Crutches

HIVEEAREE / n.d.

K#. Av7, K

Watercolor and ink on paper
14.8 x13.3cm

05_03-01-0%

HEOT U H—JSUF HOEDIR)

Chikuho Underground (Bitter Resentment Deep
in the Soil)

1984

¥, #v Y72 Oil on canvas

193 x129.5cm

05_03-01-09

RIBORBLER

Drawings and documents of the series of mining
1950 4% 19508

F (Sr). HEW 35), HBEE 35)

Five drawings, three printings, three b/w
photographs

05_03-01-10

EZ BlpF

Authored by TOMIYAMA Taeko

Ptk edho 347 SR

Coal Miner and /, published by The Mainichi
Newspapers

1960

## Book

18.6x13.2cm

05_03-01-11
ROOER I

Prisoner of Conscience I/
1972

Y+2'77  Lithograph
31.3x45.1cm (#,paper)

05_03-01-12

Bl

The Yellow Dust Road |

1972

Y57, 27—v=a  Lithograph, collage
38.3x53cm (#,/paper)

05_03-01-13

HXoiEl €37

The Yellow Dust Road II: KIM Chi-Ha
1972

Y+2'57  Lithograph

29.1x38.8cm (#paper)

05_03-01-14
ERaOCRE 0

296

The Yellow Dust Road: Wheat Field

1972

Y+7'57 (=74¥av2/10)  Lithograph (ed. 2/10)
44.6x30.4cm (# / paper)

05_03-01-15

BTG

Title unknown

1972

Z2)=r 7Y b (=F4¥av1/10)
Screenprint (ed. 1/10)

68.8 x47.8cm (#£,/ paper)

05_03-01-16

- ROICRE 3]

The Yellow Dust Road: Wheat Field

1972

Y57 (=74vavAP.) Lithograph (ed. A.P.)
32.1x45.6cm (#  paper)

05_03-01-17

B

Title unknown

1974

Y+'F7, 27—va  Lithograph, collage
40.5x52cm (#% / paper)

05_03-01-1%

B (MRR @ZTA+ELNFHES &)
Title unknown (from At Midnight - A Collection
of Poems and Lithographs by KIM Chi-Ha and
TOMIYAMA Taeko)

1972

Y+2'77 Lithograph

32.4x24.9cm (# / paper)

05_03-01-19

B ((FR fZTA+EILNFHESI&D)
Title unknown (from At Midnight - A Collection
of Poems and Lithographs by KIM Chi-Ha and
TOMIYAMA Taeko)

1972

Y+r57 (=74vav8/10)  Lithograph (ed. 8/10)
244x369cm (4 A—¥ /image). 38x45.4cm (#,
paper)

05_03-01-20

BABHIRRR

Prisoners and Barbed Wire

1972

Y257 (=F4¥av5/10)  Lithograph (ed. 5/10)
51.4x74.2cm (# / paper)

05_03-01-21

B ((FR ZF+EILFSEE) &)
Title unknown (from At Midnight - A Collection
of Poems and Lithographs by KIM Chi-Ha and
TOMIYAMA Taeko)

1972

#+7&y MHIRI  Offset printing

36.2x25.6cm (¥, paper)

05_03-01-22

BT

Title unknown

1972

Y+2'77  Lithograph
30.4x35.4cm (¥ paper)

05_03-01-23

BT

Title unknown

1972

Y+2'77  Lithograph
37x53.2cm (4 A—% /image)

05_03-01-24
TFROEA

A Prisoneron the Cross

HIVEEERE /nd.

Y+'57 (=74vav11/20)  Lithograph (ed. 11/20)
62.2x49.7cm (#,/ paper)

05_03-01-25

E BT

Authored by TOMIYAMA Taeko
IH7-LORE— DR EADR 31T : AEERE
My Liberation: Journey to the Frontier and the
Bottom, published by Chikumashobo

1972

## Book

20x14cm

05_03-01-26

AN—EE BT

Cover illustration by TOMIYAMA Taeko
TEZAFE ) BT BAEE

Collection of Poems by KIM Chi-Ha, published by
Aoki Shoten Publishing

1974

## Book

18.5x12.5cm

05_03-01-27

HN—KE  BELBF

Cover illustration by TOMIYAMA Taeko
IEZAEmE 51T SAEE

Anthology of KIM Chi-Ha, published by Aoki
Shoten Publishing

1976

#fE Book

18.5x12.5cm

05_03-01-2%

E &2 (%), BLUpF (BhkE)

Authored by KIM Chi-Ha (poetry) and TOMIYAMA
Taeko (lithograph)

FFER—RZA+EL FEES 1 R - SGE.
397 1 LR

At Midnight - A Collection of Poems and
Lithographs by KIM Chi-Ha and TOMIYAMA
Taeko, published by Doyo Bijutsusha

1976

## Book

36.4x25.7cm

05_03-01-29

2 BLYTF/EE M. BRAVF. BRKE/
BD IMGET. FRER—/ W RIEBSA. VBEAL
TABBE /HIE  AETOS IS 3

Image by TOMIYAMA Taeko; music by HAYASHI
Hikaru, KURONUMA Yuriko, TAKAHASHI Yuiji;
narrated by HAYASHI Yoko, ITO Soichi; composed
by MAEDA Katsuhiro, KOIKE Masato, TSUCHIMOTO
Noriaki; produced by Hidane Production
LiFshi-FoHmb

Chained Hands in Prayer

1977

EFH(hT—/FIVF /335228 /AVVFN : RFA V)
Video (color, sound, 33 min. 22 sec., original: slide work)

05_03-01-30

#;/EE2

Rumor2

1977

Y+2'97 (=74vav3/10)  Lithograph (ed. 3/10)
35x477cm (4 A—Y /image). 47x61.3cm (¥,
paper)

05_03-01-31
B (Ta T [FOLFE]1&D)
Untitled (from Sending off the Spirits of the

Dead)
1978

Y1757 (274va~3/30) Lithograph (ed. 3/30)
574x39.8cm (# paper)

05_03-01-32

XTABE (FFi786 (BOLFE]2&D)

Great General of All Under Heaven (from
Sending off the Spirits of the Dead )

1978

Y+7'57 (=74¥av2/20)  Lithograph (ed. 2/20)
38.6x52cm (f A—¥ /image). 47.1x61.4cm (#,/ paper)

05_03-01-33

HWSbNTIERAEFIC

For a Child Who Was Taken Away and Killed
1970 4¢4R 1970s

Y+7'57 (=74vav3/20) Lithograph (ed. 3/20)
49.1x40.2cm (# / paper)

05_03-01-34

lEWhNIES

The Divided

1984

Y+r'57, 25—vYa  Lithograph, collage
79x109.5cm (#% / paper)

05_03-01-35

ANERK

Mechanical Army

1980

Z27Y—r7Yv b Screenprint
43.8x56.4cm (# ,paper)

05_03-01-36

byt (0] <t 4

Pieta of Kwangju

1980

Z7)=v 7V b (274 av 11/30)

Screenprint (ed. 11/30)

38.3x53cm (4 A—Y /image). 49.8x63.7cm (# /paper)

05_03-01-37

KMADLILT L

Kwangju Requiem

1980

Y+r'57 (=74vav15/20)  Lithograph (ed. 15/20)
24.1x331cm (4 A—¥ /image). 32.2x42cm (#% /paper)

05_03-01-3%

BEWruitrs

Barbed Wire and Women

1980

Y+r'57 (=74¥av5/20) Lithograph (ed. 5/20)
32.2x48.1cm (#, paper)

05_03-01-39

ARy b e F7—Z—

Army Soldiers with Helmets
1980

R2Y—=v 7Y+ (=74 av 5/10)
Screenprint (ed. 5/10)
52x70.1cm (¥, paper)

05_03-01-40
REDHI

People’s Power!
1980

Y57, 25—va  Lithograph, collage
50.1x72.4cm (¥, paper)

05_03-01-41
=z

Free Kwangju
1980

Y57, 25—va  Lithograph, collage
96.8x74.8cm (#/ paper)

05_03-01-42

& BLpT/ B8R mRKs/BE L IWWERE/
BIRR  LRYH - DR/ L ABIRE
Image by TOMIYAMA Taeko; music by TAKAHASHI
Yuji; filmed by KOBAYASHI Hiromichi; translated by

297

Rebecca JENNISON; produced by Hidane Kobo
Bhf-EADHE 1980F585M

Prayer in Memory: Kwangju, May 1980

1980/2001 (TR revised version)

EFF (hI—/FOV R /125 /FIVVFN: RFA VR
Video (color, sound, 12 min., original: slide work)

05_03-01-43

1 S5iB0E

They Wandered Sea Road's
2008

H#, #v 72 Oil on canvas
72.5%99.5cm

05_03-01-44

133HEEDE I

Long Ago in Southern Seas I/
2008

MR, v U72  Oil on canvas
72.5%99.5cm

05_03-01-45

BRICHE T -l B oXit

Blood Red Plains Burned by the Fires of War
2008

%, #vvr2x Oil on canvas

129.5x16lcm

05_03-01-46

BEASE FEOEELME

Theater Beneath the Sea: Splendid Banquet for
the Empire

2008

¥, #vYy7rx Oil on canvas

161.5x129.5cm

05_03-01-47

b A

Adrift!

2008

Wk IZAMATAT AT TR
Oil and mixed media on canvas
71.5%99cm

05_03-01-4%

=R

Adrift I

2008

HFy IZAIATAT HV T 7R
Oil and mixed media on canvas
71.5x99cm

05_03-01-49
BERDEDSIBET

In Toxic Seas

2008

¥, #vYy7rZ Oil on canvas
161x129.5cm

05_03-01-50

—yR—RR

JAPAN: Nuclear Power Plant
201

MRy IZRPATAT, AVT TR
Oil and mixed media on canvas
96 xX144.5cm

05_03-01-51

BHSDET R

Revelation from the Sea: Tsunami
2011

W IZAMATUT AV TR

0il and mixed media on canvas

111.2 X 161.4cm

05_03-01-52
29— &. EOVAIL3T
Fukushima: Spring of Caesium-137




2011
¥, #vY7Z Oil on canvas
110 xX160.8cm

05_03-01-53

IS4 Z—BLEADHD

Crisis: Prayer for the Sea and Sky
2012

¥, #vYy7x Oil on canvas

96 x144.5cm

05_03-01-54

mEOORAST HM

The First Landscape, Manchuria
2016

¥, #vY7Z Oil on canvas

129 x161cm

05_03-01-55

e BUNF/ B SRIKE/BR L IWWERE/
R LRYH - DXV /FIE AETIE
Image by TOMIYAMA Taeko; music by TAKAHASHI
Yuji; filmed by KOBAYASHI Hiromichi; translated by
Rebecca JENNISON; produced by Hidane Kobo
BHSDET

Revelation from the Sea

2014

EFH (hT—/ P IV /2457 4% /FIVF N RFA4 FlEdR)
Video (color, sound, 24 min. 4 sec., original: slide
work)

05_03-01-01~09, 11~24, 30~41, 43~54
BN Private Collection

06
EHOX

Fires in the Woods

06_01

FANY Ty
Dirk BRAECKMAN

B p. 230

06_01-01

FhERIHRL

Leave No Stains

2024

AvrYzyb - 7YV (9 5D
Inkjet print (set of 9)
120x80cm (% each)

Y@ Collection of the Artist

06_02

IV-Z - FrQug7p=—FyJs-
Elise CARRON & Fanny DEVAUX

B p. 226

06_02-01

BULARY Ry =Y (MBNTE T &D)

White Bedsheet (from /I'm Late)

2023

BEOHHBORIES N Ry FY—Y, YATDRT R,
EA R4 NS

Undyed antique linen-cotton bedsheets embroidered,
silk taffetas, coated cotton, dyed cotton

240x185cm

06_02-02

Nz2A-7 (FBhTETI&D)

Bathrobe (from /I'm Late)

2023

#Htm, R B cROEH Oy Fy—y, Hili#
INT R

Dyed antique cotton bedsheets with ochre, pigments
and oxide; embroidered flag fabric

260x210cm

06_02-03

KED (MENTET14D)

Arrows (from /'m Late)

2023

FLBICREDE ROV FY—Y, YAZDETR
Dyed antique cotton bedsheets with ochre, silk
taffetas

310x220cm

06_02-04

NSy (HBNTETIED)

Pyjama (from /'m Late)

2023

HEELETROIE ROy FY—Y | B Rt
g, Wil

Dyed antique cotton bedsheets with ochre and rust,
plain dyeing on flag fabric; embroideries
320x200cm

06_02-05

hEIS—22 (MBNTETIED)

Camouflage (from /'m Late)

2023

HEAOLER RO E ROy =Y, a—F4v 7
[N T - 5

Dyed antique cotton bedsheets with ochre and
pigments, coated cotton, various fabric

320x220cm

06_02-06

BUWAE (MBhTHI14D)

High Sun (from /'m Late)

2023

YL B BICRD T ROy FY—Y

Dyed and undyed antique cotton bedsheets with
ochre

200 x290cm

06_02-07

BLRY Ry —Y (FBNTHTu&D)

Blue Bedsheet (from /'m Late)

2023

B AEORFES SN H ROy FY—y, $EER
Hedh, WS NI

Dyed antique cotton bedsheets with ochre
embroidered, various fabrics, embroidered flag
fabric

300 %x200cm

06_02-0%

SV (MBNTET1&LD)

Rust (from /'m Late)

2023

#Hifm, R BIEOTRDEH ROy FY—Y,
ATk, BEE

Dyed antique linen-cotton bedsheets with ochre,
pigments and oxide; various fabrics, thermo-bonding
300 x205cm

06_02-09

VDR Y R =Y (TBNATET1&D)

Duo (from /I'm Late)

2023

#HEE, R BIERECROHABORY Py —Y,
a—FAV TR SESEREMN, BEE

Dyed antique cotton bedsheets with ochre, pigments and
oxide; coated cotton, various fabrics, thermo-bonding
330x200cm

06_02-01~09

Yeditn 71,/ Supported by: The Triennale Art &
Industrie 2023 of Dunkerque Chaleur Humaine
fEx#  Collection of the Artists

06_03

hnaz- . P-Jrovi - 447t
Carlomar Arcangel DAOANA

B pp. 204-205

293

06_03-01

w

w

2013

¥ GR:HEP#A) Poem

06_03-02

£

Upriver

2012

#¥ R : HP#iA) Poem

06_03-03

Ecd

Happiness

2012

¥ GR: HP#i#A) Poem

06_03-04
BEOERDIHOERT—F
Sestina for Street-side Sorrow
2012

¥ GR: EHP#A) Poem

06_04
YIli-F5-
Jeremy DELLER
»p. 219

06_04-01

F=TI)—JDEWN

The Battle of Orgreave

2001

et BI7—/FIVF,/6257)

Video (color, sound, 62 min.)

Directed by Mike Figgis / Co-commissioned by
Artangel and Channel 4

© Jeremy Deller, The Battle of Orgreave, 2001
The Battle of Orgreave is part of The Artangel
Collection, an initiative to bring outstanding film
and video works, commissioned and produced
by Artangel, to galleries and museums across the
UK. The Artangel Collection has been developed
in partnership with Tate, is generously supported
by the Esmée Fairbairn Foundation and The Foyle
Foundation and uses public funding from Arts
Council England.
.
06_05

A1 VR NG

Jens HAANING

B p. 227

06_05-01

Faysal

Faysal

2000 (2024 7'V} printed in 2024)
AvrYzyt- 7Y b Inkdjet print
250x167.8cm

06_05-02

Antonio

Antonio

2000 (2024 7'V} printed in 2024)
AvoYzyt- 7Y b Inkdjet print
250%167.5cm

06_05-03

Dennis

Dennis

2000 (2024 7Y}/ printed in 2024)
AvrYzyt- 7Y b Inkdjet print
250%164.8cm

06_05-04

Deniz

Deniz

2000 (2024 7Y}/ printed in 2024)

Av2Yzyb- 7Y b Inkijet print
250%167.7cm

06_05-05

Sambas

Sambas

2000 (2024 7Y}/ printed in 2024)
Av7Yzyk- 7Yt Inkjet print
250 x167cm

06_05-06

Murat

Murat

2000 (2024 7Y+ printed in 2024)
Av7Yzyk- 7Y+ Inkijet print
250%166.7cm

06_05-01~06

Courtesy of Atelier Jens Haaning

—
06_06

PV« NANSY

Artan HAJRULLAHU

B p. 20%

06_06-01

aAVRDORE

Kosova Trans

2021

g, YEAOERK

Colored pencil on packing paper
24 x44cm

06_06-02

TILNZTHRIV

Made in Albania IV

2016

BIE, TRADOER

Colored pencil on packing paper
15x29cm

06_06-03

i3]

Untitled

2016

g, YEAOERK

Colored pencil on packing paper
22x30cm

06_06-04

=
=

Dream

2021

BIE, YRADOER

Colored pencil on packing paper
25x38cm

06_06-05

e

Square

2018

g, YEAOERK

Colored pencil on packing paper
17x22cm

06_06-06

CiEPR

Neigbourhood

2019

BIE, TRADOER

Colored pencil on packing paper
26x24cm

06_06-07
HORDOF

Love in the Car
2016

g, SEMAOEMR

Colored pencil on packing paper
16x25cm

06_06-0%

=74 Ak

Artist

2022

I, YRADOER

Colored pencil on packing paper
31x36cm

06_06-09

Fhoi

My City

2019

g, SEAOER

Colored pencil on packing paper
25x38cm

06_06-10

3]

Untitled

2018

g, YRAOER

Colored pencil on packing paper
26x34cm

06_06-11

wE

Weddlings

2019

g, SEAOER

Colored pencil on packing paper
22x30cm

06_06-12

X=IN—T >

Superman

2019

BIngE, YRAOER

Colored pencil on packing paper
30x22cm

06_06-13

FILNZTHI

Made in Albania Il

2016

g, EAOER

Colored pencil on packing paper
27x35cm

06_06-14

FILN=THI

Made in Albania |

2016

g, GEAOEHK

Colored pencil on packing paper
14 x26cm

06_06-15

FhORE

My Family

2016

BEE, YRADOER

Colored pencil on packing paper
18 x24cm

06_06-16

B

The Trap

2016

g, YEAOERK

Colored pencil on packing paper
17x25cm

06_06-17

#iza
Day Off School

299

2018

I, GIAOERK

Colored pencil on packing paper
19x27cm

06_06-1%

NAZTIB

Pioneers

2016

@i, GEAOER

Colored pencil on packing paper
17 xX27cm

06_06-19

=4

Game

2016

g, GIRAOERK

Colored pencil on packing paper
25x38cm

06_06-20
BIALELFLBIB

Mom, Me and My Children
2019

g, YRAOER

Colored pencil on packing paper
25%28cm

06_06-21

FysU—

Gallery

2021

g, ARADEMK

Colored pencil on packing paper
21x28cm

06_06-22

=EG

The Diary

2018

BN, YRADOER

Colored pencil on packing paper
21x24cm

06_06-23

BEf&

Auto Portrait

2019

g, SEAOER

Colored pencil on packing paper
26x23cm

06_06-24

BAFEBB

Children Playing

2019

g, YRR

Colored pencil on packing paper
23x30cm

06_06-25

Untitled

2016

g, GEAOER

Colored pencil on packing paper
13.5x17cm

06_06-26

Bri

Mother and Father

2019

aingE, GEAOEK

Colored pencil on packing paper
23x27cm



06_06-27

RRRE

ERCPDoctor

2016

I, YRR

Colored pencil on packing paper
20%23cm

06_06-2%

Untitled

2021

g, SERAOER

Colored pencil on packing paper
18.5x27cm

06_06-29

E 320

Beauty Salon

2019

N, YRR

Colored pencil on packing paper
24x27cm

06_06-30

»H3ENDH

A SummerDay

2016

g, GERAOER

Colored pencil on packing paper
18x25cm

06_06-31

HEBS

Bathing Together

2018

g, GEAOER

Colored pencil on packing paper
16 x24cm

06_06-32

il

Mirror

2016

g, GEAOER

Colored pencil on packing paper
17 x15cm

06_06-33

TEsx

Bride

2019

g, GEAOER

Colored pencil on packing paper
22x27cm

06_06-34

bHh'R

Home

2021

g, GERAOER

Colored pencil on packing paper
34%x34cm

06_06-01~17, 19~21, 23~25, 27~33
Sarieva/Gallery (FA#HVT) &

Collection of Sarieva/Gallery, Bulgaria
06_06-1%, 34

Boiana Sokolova (7 a7 747, FAHIT)
Collection of Boiana Sokolova, Plovdiv, Bulgaria
06_06-22,26

e Collection of the Artist
-
06_07

EOYHY

HAMAGUCHI Takashi

P p. 209

06_07-01

HBRFERENVICEE (TREBORLNI&D)
Plane Crash at Sagamihara US Army Settlement
(from /nside and Outside the Wire Fence)

1964

€IFFv Y AN—-FY b Gelatin silver print
36.1x49.6cm

06_07-02

KUOBAKREEHERE (TRZBORLNILD)
US Air Force Plane Crash at Yamato City (from
Inside and Outside the Wire Fence)

1964

¥IFv - v n—- 7Y+ Gelatin silver print
36.1xX49.6cm

06_07-03

FPRAVARBZ Xy VHMEAERMA (TREROR
oo &b)

US Nuclear Submarine SNUCK at Yokosuka Air
Base (from Inside and Outside the Wire Fence)
1966

¥FFv - v n—- 7Y+ Gelatin silver print
36.1x49.6cm

06_07-04

FELRE (HEHOREN1LD)

The Day a Nuclear Submarine Arrived (from
Inside and Outside the Wire Fence)

1966

¥IFFv - v nN—- 7Y+ Gelatin silver print
36.1x49.6cm

06_07-05

EEFEHCMRRRAR (THEEoRHAILD)
Prime Minister Sato and Representatives of
Okinawa Prefecture (from /Inside and Outside
the Wire Fence)

1971

€FFv - P nnN—- 7Y+ Gelatin silver print
36.1x49.6cm

06_07-06

EFmEteEICEH<RE CHRRBoRLNI&D)
Farmer Working Outside Kadena Air Base (from
Inside and Outside the Wire Fence)

1972

¥FFv v nN—- 7Y b Gelatin silver print
49.6%36.1cm

06_07-07

BIYHON—ICT CHRFEORLHNI&D)
Bar in Koza City, Okinawa (from Inside and
Outside the Wire Fence)

1972

€FFv - P nN—- 7Y+ Gelatin silver print
36.1x49.6cm

06_07-0%

BEREOOFHEDITL (THREHORLHNI&D)
Notice Board Listing Donations for a Summer
Festival (from /nside and Outside the Wire
Fence)

1972

¥IFv - v n—- 7Y+ Gelatin silver print
36.1xX49.6cm

06_07-09

PBER. AERILORER (THRFEORENILD)
Reversion of Okinawa, Exchange of US Dollars
for Yen (from /nside and Outside the Wire
Fence)

1972

¥IFv - v n—- 7Y+ Gelatin silver print
36.1xX49.6cm

06_07-10
HEMEAEL (TERREORLN1&D)

300

Obstruction to Military Vehicle Transport (from
Inside and Outside the Wire Fence)

1972

¥FFv - v An—- 7Y+ Gelatin silver print
49.6%36.1cm

06_07-11

RHBERICES 578500 AOREFE (TAFH
F T0FERRENILD)

8500 Armed Students Gathering in Front of
Yasuda Hall at the University of Tokyo (from
Student Protests Against the 1970 Security
Treaty Renewal)

1968

¥FFv - v n—- 7Y+ Gelatin silver print
36.1x49.6cm

06_07-12

BNEFIRPHT! (TKFESE T0FERRENI&LD)
No Violence! (from Student Protests Against the
1970 Security Treaty Renewal)

1968

¥FFv - v AN—FYr b Gelatin silver print
36.1x49.6cm

06_07-13

KEHRFOPTEARRLEEAR CAFEHSE T0E
ZRA1&D)

Nation-wide Parents’Association Meeting,
Nihon University (from Student Protests Against
the 1970 Security Treaty Renewal)

1968

¥FFv - P unN—- 7Y} Gelatin silver print
36.1x49.6cm

06_07-14

RAZHBEICHBKEA (AKERE T0ERR
~3&D)

Riot Police Mobilized at Yasuda Hall at the
University of Tokyo (from Student Protests
Against the 1970 Security Treaty Renewal)

1969

¥FFv - v n—- 7Y+ Gelatin silver print
36.1xX49.6cm

06_07-15

ERRBEALTROEEIBT3RE CRFHE T0E
ZRAN1&ED)

Student with Flag Reading “Maoism Forever”
(from Student Protests Against the 1970
Security Treaty Renewal)

1969

¥IFv - v AN— FYr b Gelatin silver print
36.1x49.6cm

06_07-16

BEBICAXE 2T OITER (TKEHS 70F
ZRA1&ED)

Student Protesters Throwing Fire Bombs at the
Riot Police (from Student Protests Against the
1970 Security Treaty Renewal )

1969

¥FFv - v N—-FYv b Gelatin silver print
36.1x49.6cm

06_07-17

RADRBMIE > RHEBEDONIBIIEATIAR
(TAFRE T0FERFEANIED)

Wreckage Inside Yasuda Hall, a Symbol of the
University of Tokyo (from Student Protests
Against the 1970 Security Treaty Renewal)

1969

¥7Fv - v n—- 7Y+ Gelatin silver print
36.1x49.6cm

06_07-1%
1305284326 2HMAMOIME ("KFEHE 705
RENIED)

All-Campus Joint Struggle Committee
Headquarters at 13:28:26 (from Student
Protests Against the 1970 Security Treaty
Renewal)

1969

¥FFv - v An— 7Yk Gelatin silver print
36.1x49.6cm

06_07-19

FRAZODARHFE (CKFHE T0FRREANIELD)
Wall Newspaper, Chuo University (from Student
Protests Against the 1970 Security Treaty
Renewal)

1969

¥FFv - v An— 7Yk Gelatin silver print
36.1x49.6cm

06_07-20

HEEADIEM (TAFEE T0FERRANI1&D)
The Main Gate of Yokohama National University
(from Student Protests Against the 1970
Security Treaty Renewal )

1969

€¥FFv Y AN—FYr L Gelatin silver print
49.6x36.1cm

06_07-21

TETETRRERE (AZEHSE T0EREANIELD)
Students Demonstrating (from Student Protests
Against the 1970 Security Treaty Renewal)

1969

¥FFv - v AN—FYr b Gelatin silver print
36.1x49.6cm

06_07-01~21

HRIRSE AR

Collection of Yokohama Museum of Art
—_—— mmuu
06_0%

WAZ s N

Lewis HAMMOND

B p. 207

06_0%-01

=2

chassis

2023

¥, i Oil on linen
80x110x3.5cm

AN (Fi)

Private Collection, Hong Kong

06_0%-02

RITEDOBE

Studly fora Chasm

2021

¥, #v 72 Oil on canvas
40x70cm

Kostlin Collection (=2 Y>) &
Kostlin Collection, Berlin

06_0%-03

i

Attrition

2021

¥, # Oil on panel
40x50cm

Arcadia Missaji&

Collection of Arcadia Missa

06_0%-01~03
Courtesy of the Artist and Arcadia Missa, London

06_09
IYa—NIZ
Matthew HARRIS
B p. 206

06_09-01

THIDHEAN

Consigned to Oblivion

2023

=20, R, TZIANAVE— KA (7 5A)
Ochre, charcoal and acrylic binder on linen (set of 7)
198 x167cm (% each)

fEF& Collection of the Artist

Courtesy of the Artist and FUTURES, Australia
s
06_10

Rpv  R-Yq /EHEE

HUANG Po-Chih

P p. 203

06_10-01

L—Z1&

Racing Pigeon

2021

S, H—RVEIRI #E (EEERR)

Pencil and carbon tonner printing on paper (English
version)

29.7x21cm

06_10-02

BESLLHIFEIY

The Elephant with Trunk Raised High

2024

SHEE, H—RUERI, #K GEEERR)

Pencil and carbon tonner printing on paper (English
version)

29.7x21cm

06_10-03

BEb3EA

Seven People Crossing the Sea

2019- (77 ongoing)

HDEF4 28 (h7—/9VF /2557 10%)

Double channel HD video (color, sound, 25 min. 10 sec.)
Courtesy of CHAT and C-LAB

06_10-04
HERENLCEEERZBETHBEINTLESES
S, BFFICABRERIEERD B,

43 Years of Social Economic Productivity Could
Be Destroyed. Demand The Government to Be
Humane.

2021

#7i Recycled fabric

280x850cm

Produced by Mr. Ho of Pang Jai Fabric Bazaar

06_10-05

BUWY I BTRLVLOHORADICES TS, EL
BR72 VL. EORTIRRLIZFETEY VICBN3 Dol
Blue Elephant - Mother, “Wanting falls around
me. Heavy garment, but | can be a floating
elephant in my dream.”

2018 (2023 7Vt /printed in 2023)

135mm F HHHDF VAL EGE Y- —, #

135mm negative to digital image, giclee on fine art
paper

175 x155cm

Courtesy of MMCA, Seoul

06_10-06

FLAL

The Blue Skin

2023

BR—ARy, $hEE, H—RVEHRI # (EEER)
Blue ballpoint pen, pencil and carbon tonner
printing on paper (English version)
29.7x21cm

06_10-07
HRIFEVW Y

You are a Blue Elephant
2021

301

ShEE, H—RENRI, #E GEEERR)

Pencil and carbon tonner printing on paper (English
version)

29.7x21lcm

06_10-0%

SV : OB OYIEE

The Blue Skin: My Mother’s Story

2024

H—RERL # (0T BAERR)

Carbon tonner printing on paper (booklet, Japanese
version)

21x14.8cm

06_10-09

m&kEN. &N

Let It Rain, Let It Rain

2024

ShEE, H—FVER, R (ERERRD)

Pencil and carbon tonner printing on paper (English
version)

29.7x21cm

06_10-10

BUWY I XLIATEVEFIBOH I XE2HEL
TEJol

Blue Elephant - Ms. Kim, “I'm trying on each
passing dream for size.”

2018 (2022 7Y+ / printed in 2022)

1BSMmM A H B HLDT VX EHGFEY— 71—, #

135mm negative to digital image, giclee on fine art
paper

105 x95cm

06_10-11

BUWY LA TFRUC LS BRI SHETF>T
WETol

Blue Elephant - Ms. Kim, “I'm hiding from the
sweating rain.”

2018 (2022 7Y+ / printed in 2022)

135mm F: A HHDTF VR ERE S —7L—,

135mm negative to digital image, giclee on fine art
paper

105x95cm

06_10-01~02, 04~09

fEF Collection of the Artist

06_10-10, 11

BTSSR (BE)

Collection of the Taoyuan Museum of Fine Arts,
Taiwan
-
06_11

FLZ PNy FTS5v

Damla KILICKIRAN

P pp. 220-221

06_11-01

WECBBOR

Chart Of Secrets And Trails

2024

g, MngE, K

Pencil and colored pencil on paper

600 x150cm

Ye&it#i 1,/ Supported by: Kulturdirektoratet and
Norske Billedkunstnere (NBK)

fEF® Collection of the Artist
L
06_12

DEMERY &P o4

Josh KLINE

P pp. 199-201

06_12-01

BERT RUS/RIEEREE)

By Close of Business (Maura / Small-Business
Owner)

2016



3D AV EINIRE AV 7. YT/ T2Iv—1, HEAF
w—n, RYZFLUE (2743 av2/3, ILAP)
3D-printed plaster, inkjet ink, and cyanoacrylate;
foam; polyethylene bag (ed. 2/3, II AP)
58.4%71.1X99.1cm

Bobby and Eleanor Cayre(==—3—2)j&

Collection of Bobby and Eleanor Cayre, New York

06_12-02

REOBHHICRH a7/ HiEL)

Thank you for your Years of Service (Joann /
Lawyer)

2016

DTV EENT R AV, YTITZ7IL—b, FilEATF
r—i, RYZFLVEE (=74 av1/3, I1AP)
3D-printed plaster, inkjet ink, and cyanoacrylate;
foam; polyethylene bag (ed. 1/3, II AP)
61x81.3x109.2cm

06_12-03

e (L EIER)

Wrapping Things Up (Tom /Administrator)

2016

3D AV EINIRE AV 7. YT/ T2Iv—1, AT
r—n, BVLFLUE (=74 av1/3, ILAP)
3D-printed plaster, ink-jet ink, and cyanoacrylate;
foam; polyethylene bag (ed. 1/3, II AP)
61x81.3x109.2cm

06_12-04

EEEORE (FS5UFy/R5HT)
Productivity Gains (Brandon /Accountant)
2016

DAV LENTEE AV, YTIT7IL—L, RiERATF
w—i, RYZFLUE (=74 av2/3, IIAP)
3D-printed plaster, inkjet ink, and cyanoacrylate;
foam; polyethylene bag (ed. 2/3, Il AP)

54.6x68.6 x139.7cm

Eleanor Heyman Propp ik

The Collection of Eleanor Heyman Propp

06_12-02, 03

Fondazione Sandretto Re Rebaudengojik

Collection of Fondazione Sandretto Re Rebaudengo
N
06_13

gk

KURIYAGAWA Hakuson

P p.193

06_13-01

BNBaH FRFOEEHTY (19204, RiT:E8kE
5) &bk

From KURIYAGAWA Hakuson, Leaving the Ivory
Tower,; 1920, published by Fukunaga Shoten

06_13-02

BIBH TRFOEEHTY (1920) &DiR#E (ER:
H##E)

From KURIYAGAWA Hakuson, Leaving the Ivory
Tower,; 1920, English translated by TANAKA Yuki

06_14

755 07>
Klara LIDEN
P p. 202

06_14-01

LT

Grounding

2018

HDEFA (hF—/ %IV F /55 538)

HD video (color, sound, § min. 53 sec.)
Courtesy of the Artist; Sadie Coles HQ, London;
Reena Spauldings, New York; and Galerie Neu,
Berlin

———
06_15

AT =PIV

Ingo NIERMANN

IV =—FYT

Erik NIEDLING

pp. 224

06_15-01

JrLE—

WALDER

2023

4KETH (hT—/FYVF /75725%)
4K video (color, sound, 7 min. 25 sec.)
Hii# / Performed by: Andreas Kubat
Courtesy of the Artists

-
06_16

EBrYkF

OTAKE Eiko

B p. 223

06_16-01

BEIC17< (2014-2019)

A Body in Fukushima (2014-2019)
2014-2019/2024

HDEFH (h7—/4UvF/10845)

HD video(color, sound, 108 min.)
Photographs: William Johnston / Performance:
Otake Eiko / Film and sound edit: Otake Eiko
/ Text: Otake Eiko / David Harrington (Kronos
Quartet) and Ralph Samuelson, contributed parts
of the sound

Courtesy of Eiko Otake and William Johnston

06_17
R-=7-L
Pope.L

B p. 21%

06_17-01

JL—bkeFRIA keI A, 2231)L. 55, 1KDE
($1XR:2001512H290) (HEN—-S3)
The Great White Way, 22 miles, 5 years, 1 street
(Segment #1: December 29, 2001) (Yokohama
Version)

2001-2006/2024

PAPRRY T4 « AV ARV —Yay

7YV ER=L—4H, AE—H—3H, TRFVENE €4
BnF—/%9vF /645 358)

Site-specific installation with four monitors, three
speakers, epoxy resin and video (color, sound, 6 min.
35 sec.)

Courtesy of The Estate and Mitchell-Innes & Nash,
New York
-
06_1%

FRZ 5779

Tomas RAFA

® pp. 198-199, 201

06_1%-01

Video V33 : #h7cB5I3B 5B, 2518 hH R
DBWHICES

Video V33: We won’t be quiet. To the memory of
Juraj and Matus

2022

HDEFF (h7—/%VF/124))

HD video (color, sound, 12 min.)

06_13-02

Video V53 : KLZT> « +FR &
Video V53: Nazifrei Dresden

2013

HDEFF (h7—/9YvF,/54)
HD video (color, sound, 5 min.)

302

06_13-03

Video V59 : OV AICH I 2 RIFEREOHE
Video V59: Protest of nationalists against Roma
people

2013

HDE7H (h7—/%IvF,/647)

HD video (color, sound, 6 min.)

06_13-04

Video V65 : EEEHEDHERRMNTE

Video V65: Far right Identitarians protest against
refugees

2016

HDEFA (h7—/%IvF,/645)

HD video (color, sound, 6 min.)

06_1%-05

VideoV71:L>a% « FILd 1 8RF v 7
Video V71: Részke-Horgosz refugee camp
2015

HDEFH (h7—/%UvF/857)

HD video (color, sound, 8 min.)

06_13-06

Video V79 : 75F 57 7 TOMRYLA XZLHKIC
R TIREEREEGETHOITE

Video V79: March of nationalists and far right
movements against refugees and Islam in
Bratislava

2016

HDEFF (h7—/%YF/1643)

HD video (color, sound, 16 min.)

06_13-07

Video V81 : AMBADRKERE - BEBHIRD
TETE

Video V81: Biggest march of nationalists and far
right extremists in Europe

2016

HDETH (BF—/4IvF/1153)

HD video (color, sound, 11 min.)

06_13-0%

Video V87 : Ev V1 X+ID Y4 TINL—F
Video V87: Queer parade in Bialystok

2019

HDE7A (h7— /%I F,/224)

HD video (color, sound, 22 min.)

06_13-01~0%
Courtesy of the Artist
© Tomas Rafa

06_19

RAEE—

Ryuichi SAKAMOTO
B p. 216

06_19-01

TFLeSay e N1DBESAT farewell, njpy (£
& . 7RV LEMEE) TN+ —IVRIERALT:
J 714 A 1>, An homage to“One for Violin (Solo)”
Violin used at the performance “Special Tribute
Live for Nam June Paik farewell, njp,” organized
by the Watari Museum of Contemporary Art, An
homage to “One for Violin (Solo)”

2006

BAHE K

Collection of Ryuichi Sakamoto

06_19-02

SCERMK (L e Doy e N(VBIESAT
farewell, njp1 2006511 82H

Document movie of Special Tribute Live for Nam
June Paik farewell, njp, November 2,2006

2006

EFHA (hT7—/HIVF /75 358)

Video (color, sound, 7 min. 35 sec.)

7 2Y Y LEMAER

Collection of the Watari Museum of Contemporary
Art
-
06_20

R-HLybk -~

Margaret SALMON

P pp. 228-229

06_20-01

il

Spider

2024

PAPRRY T4y AV ARV —Yay

PERICKDFER - BilfE - AT - A - 3852 - (REI N3
¥RA TV PEBER (RAbL—F - TYUV L, BRBEZOE
FFV I AN—- TV b, RKLBEE, 2RI TR,
FLELIPI S H v — Va—X, HATHT 7Y
Y—, HIN, Ty7 R, BRLIETE, REOWA, &
REEOEM, FEODIkE, B EOTI, KiY)

Site specific installation

Various objects and photographs arranged by the
artist of materials found, made, bought and used,
given and kept, including straight printed and
solarised silver gelatin photographs, test strips

and contact prints, out-grown youth football boots,
camera accessories, broken dishes, wax, dried plants
and flowers, family mementos, military relics,
newspaper clippings, street trash, books and other
things

¥4 XW[% Dimension variable

Courtesy of the Artist

06_21
r5v - 7-5
Allan SEKULA
P p. 217

06_21-01

CHIRPETIEERVL : BENH

This Ain’t China: A Photonovel

1974 (2024 FlfE / reproduced in 2024)

I DD LN 3IMDA V7V =yt - PV b, HiEL
BAGECEI NI A STHOMTF, FiF2i

39 inkjet prints in 9 frames, S each text booklets in
English and Japanese, 2 chairs

Courtesy of the Allan Sekula Studio
N
06_22

HPHEF

TANAKA Atsuko

P p. 232

06_22-01

e (NIL)

Work (Bell)

1955 (1981 H#lfE / reproduced in 1981)

~L, JvF  Bell, notch

¥4 XA% Dimensions variable

FOR BRI AR

Collection of Museum of Contemporary Art Tokyo
-
06_23

BEARER

TESHIGAHARA Sofu

B pp. 225, 231

06_23-01

5 HhEEEE
Tachi, Kojikiseries
HIVEEAR/nd.

AR, E# Wood, brass
248x50x50cm

06_23-02
REREE

Title unknown
1963

¥r. E#& Bamboo, brass
182 %124 x98cm

06_23-03
BEAEE

Title unknown
HIVEEAREE /n.d.
K Wood
173x95x55cm

06_23-04

il

Fumetsu (Immortal)

1967

R, E&. $8 Wood, brass, lead
254 x135x155cm

06_23-01~04

— IR AR AR

Collection of Sogetsu Foundation

-
06_24

INFT2Pv  FILR-T

Myrthe VAN DER MARK

P p. 222

06_24-01

IR LI-TFE

The Ecstatic Being

2024

NTF—2 VR HRIA XDV AR =3y

AL VBORIAT VN, RYTLAVHOAERY) T —
Ly e FE—FA T4, RIFVFARK, 3HEO S
TH—2VRAHCIT L - N—FURARMCE ORI IR
e il

Performance/Room-sized installation with orange
shelter rescue camping tent, memory foam, daylight
therapy light, Belladonna drops, music compositions
and recordings made by Joachim Bardenhorst,
during the 3-days performances at the 8th Yokohama
Triennale

Courtesy of the Artist

— —_—8 ¥ _¥W
06_25

7y av

TINVFEBRY B PR

Section

“KOBAYASHI Akio and B-semi”

UCHIYAMA Junko

P pp. 210-215

06_25-01
IMAEBR
KOBAYASHI Akio

06_25-01-01

BT (FHoE)

Title unknown (Boats at anchor)
1950 4F4% 19508

k. #v 72 Oil on canvas
53x65cm

IR F ER

Collection of Ms. YAMADA Motoko

06_25-01-02
EiEA Y FOT-HDRE
Original drawings for literary magazines
1950-1960 4R 1950-1960s
Avr, B, KGR
Ink and sumi on paper (5 pieces)

06_25-01-03

AR

Title unknown

1958

Y+2'27  Lithograph
35.8xX45.7cm

303

06_25-01-04
AR

Title unknown

1959

Y+2'77  Lithograph
40.2x49.9cm

06_25-01-05

EE (BRTyvy)

Untitled (Drawing of a nude woman)
1956

&, $4%, # Sumi and pencil on paper
45.4x30.2cm

06_25-01-06

BE (BT VYY)

Untitled (Drawing of a group of nude women)
1950-1960 X 1950-1960s

&, $4%, # Sumi and pencil on paper

44.6 X 34.4cm

06_25-01-07

\E (Fyhy)

Untitled (Drawing)

1950 4R 19508

&, $4%, # Sumi and pencil on paper
16.8 X 24.6cm

06_25-01-0%

ARG

Title unknown

1960 £EfX 19605

##. #vY 72 Oil on canvas
40.5%52.7cm

AT ¥ BRI

Collection of Ms. KOBAYASHI Akino

06_25-01-09

B (PHIDFHR)

Title unknown (Boats at anchor on the
Nakamura River)

1960 4EfX /1960s

=, #%, # Sumiand pencil on paper
29x36.6cm

06_25-01-10

X NFE. VB

Text by KODERA Atsushi, illustration by
KOBAYASHI Akio

THEEDIR D $17 | AR

Slopes of Yokohama, published by Keizaichizu-sha
1976

#IE Book

19.5x13.5cm

06_25-01-11

IEROR ) BFEOLOHOREEER

Photographs of the mock-ups for the illustrations
of Slopes of Yokohama

197548/ ca. 1975

HEEH (45) b/wphotographs (4 pieces)
25x19.8cm. 24.8x18.9cm. 25%20cm. 19.9xX25cm

06_25-01-12

THEEDIR ) FEOT-HOHERE

Drawings for the illustrations of Slopes of Yokohama
1975 4E8H / ca. 1975

2, 7vav, K, a7-va2 GR)

Sumi, crayon and collage on paper (3 pieces)
38x27cm, 39.1x273cm, 38x27cm

06_25-01-13

i)

Untitled

1982-1983 4EtH / ca. 1982-1983

LAy, AAANRTN, KRR, #K
Crayon, oil pastel and pigment on paper
23x31.5cm



06_25-01-14

i

Untitled

1982-1983 4EtH / ca. 1982-1983

svay, FANARZTL, 2R, K
Crayon, oil pastel and pigment on paper
36.9x23.6cm

06_25-01-15

Untitled

1982-1983 #:LH / ca. 1982-1983

rvay, FANAZFA, A, #
Crayon, oil pastel and pigment on paper
41x27.5cm

06_25-01-16

i3]

Untitled

1982-1983 48]/ ca. 1982-1983

zvay, FAAARZTA, FRE, K
Crayon, oil pastel and pigment on paper
24.5x35.8cm

06_25-01-02~07, 09~16
INPREE R B
Collection of Mr. KOBAYASHI Haruo

06_25-02
B3
B-semi

06_25-02-01

IWMBXRFERRRELRII7 MU IHRICKSH
PEISR - REEEEE

Application guidelines of new course enrollment
for Kobayashi Akio’s Western-style Painting
Institute, Fujimicho Atelier

1967

Effil. # Print on paper

38.2x20.9cm

06_25-02-02

INTZ2T T RTANILARYERR)) RRE—
Poster of “Happening Festival (performance event)”
1968

Z2Y—r7YvF  Screenprint

39.5x86.7cm

06_25-02-03

TFAS.WAVE [Z0iFA DEVEEIR F32
“F.A.S. WAVE Nippon Kamaitachi” exhibition
brochure

1968

ENRI. # (2:%) Print on paper (2 sheets)
29.7x21.0cm (% each)

06_25-02-04

TEASS.WAVE IZoIFA -HhEWVEEI B RFaxXh
Related documents of “F.A.S. WAVE Nippon
Kamaitachi” exhibition

1968

#8 Documents

06_25-02-05

FEffTFItg 1970859A5 B/RHLE
Recruitment page on Bjutsu Techo (September,
1970)

1970

ATI3% Monthly magazine

21x14.6cm

06_25-02-06

TFAS.WAVE (CoFA - HEWEE] B KR4 —
Poster of “F.A.S. WAVE Nippon Kamaitachi” exhibition
1968

Z2Y—r7YvF  Screenprint

79.5x54.7cm

06_25-02-07

TF.A.S.WAVEJ.PLAN] B RX%—
Poster of “F.A.S. WAVE J. PLAN” exhibition
1969

A7Y—v7Yv+ Screenprint

79.5x54.7cm

06_25-02-0%

BA5¥ (TF.A.S. WAVE J. PLAN] EDOSEREHICE
DKLTVA) BIE LIHEBR (LTVAEE @ /v
FEXRE)

Title unknown (Replica based on the installation
photo of “F.A.S. WAVE J. PLAN” exhibition),
produced by KOBAYASHI Akio (replica: directed by
Mr. KOBAYASHI Haruo)

1969 (2024 F#ilfE / reproduced in 2024)

BR Bk GRY YA i, drooai)

Linen, dyes (original: cotton, cow’s blood)

292X 413x155cm (4 ¥ ZXL—av /installation)

06_25-02-09

T#I53[E B ¥ S schooly REBERZIZ—
Student recruitment poster for the “new” B-semi
School 3rd course

1975

€FFv - P nN—- 7Y+ Gelatin silver print
55.4x453cm

06_25-02-10
7hUIRAEERIFACL
Tenugui (towel) commemorating the opening of

new Fujimicho Atelier
1971

## Cotton
34x87cm

06_25-02-11

FRAEMOER —T0ERBREMFBEFF 2 XY
ka1 BITRRZFHIL

Tenugui (towel) commemorating the publication
of Fundamentals of Contemporary Art — 1970s
Contemporary Art Learning Document

1980

## Cotton

34x87cm

06_25-02-12

BERTELRET7 ~JI/BHSSCHOOLING
SYSTEM.

Pole sign “Fujimicho Atelier/B-semi Schooling
System”

1971 (%4ETHHR3E repainted later)

AR, _vF Wood, paint

26x36.5x1.8cm

06_25-02-13

SBRAKRONT VT « T AT 1N ARV MK
£). 1968F5H26H

Photo slides from; (1) Happening Festival
(performance event), May 26, 1968

1968

06_25-02-14

SIFEASQIFAS.WAVE (Z2IFA DEWVWEIR.
19684 8H13H~18H

Photo slides from; (2) “F.A.S. WAVE Nippon
Kamaitachi” exhibition, August 13-18, 1968

1968

06_25-02-15

KIBERG F.A.S. WAVE J. PLAN] B, 196947H
12H~17H

Photo slides from; (3) “F.A.S. WAVE J. PLAN”
exhibition, July 12-17, 1969

1969

06_25-02-16
BEIR IBEIVR— by B1E

304

Edited by B-semi, B-semi Report,Vol. 1
1971

JEERR, A X — B

Binded mimeographed copy
26%36.5x1.8cm

06_25-02-17

BEIMR IBEIUR—F 2%

Edited by B-semi, B-semi Report,Vol. 2
1973

FEERR, A X — Bk

Binded mimeographed copy
26%36.5x1.8cm

06_25-02-1%

BE SR BEIVR— by E3%

Edited by B-semi, B-semi Report,Vol. 3
1976

FEERR, ~A v X — B

Binded mimeographed copy
26x36.5x1.8cm

06_25-02-19

1R MEBR

Edited by KOBAYASHI Akio
FREEMORR —TOFERRARMHFYEFFa X
YhIRT I THEER

Fund: tals of Contemporary Art — 1970s
Contemporary Art Learning Document,
published by Asahi Shobo

1980

## Book

26.5x19x1.5cm

06_25-02-20

1€ mHER. 1SXNEE D \MEBX
Illustrated by MUKAI Mie, supervised by
KOBAYASHI Akio
IRAEMOBER—T0FERRREMFBFF 2 XY
;o A SZMRE

Originalillustrations for Fundamentals of
Contemporary Art — 1970s Contemporary
Art Learning Document

19704EX,/1970s

Av7, # Ink on paper

06_25-02-01~07, 09~12, 16~20
BEIa—FKL—vavik

Collection of B-semi Corporation
06_25-02-13~15

BHERf : BEIa—FKL—var

Photo courtesy of B-semi Corporation

07
FRTOA
All the Rivers

07_01

JLEY IV
Clément COGITORE
B p. 252

07_01-01**

I5¥/

Braguino

2017

HDETH (hF7—/%Uv ¥,/ 4853)

HD video (color, sound, 48 min.)

Production: Seppia-ARTE-YLE / Producer: Cédric
Bonin / Camera: Sylvain Verdet / Montage: Pauline
Gaillard

Courtesy of the Artist, Chantal Crousel Consulting
- Paris, Galerie Reinhard and Elisabeth Hauff -
Stuttgart Production: Seppia, YLE, Arte

e
07_02

aaR- - P-JIov - I PL
Carlomar Arcangel DAOANA

P p. 251

07_02-01*

EE

The Delay

2013

¥ R : HP#A) Poem

07_02-02*

BFRDREE

The Infidel in the Kitchen
2012

% GR:HP#A) Poem

07_02-03*

L

Song

2012

#* (R:HEPHA) Poem

07_02-04*

BRI SOREAITOI]
Aubade from the Third World
2017

7% GR: EP#A) Poem

07_03

ARRE

NIWA Yoshinori
B p. 256

07_03-01**

BS OB EETHEATS

Purchasing My Own Belongings Again in the
Downtown

2011

ETA 3 (hT—/FTVF /75368, 95334F, 657 6F5)
Triple channel video (color, sound, 7 min. 6 sec. /

9 min. 34 sec. / 6 min. 6 sec.)

Courtesy of the Artist
S
07_04

NE=Z  NE-Z (YA TP 7Y
F=F9U4)

Puppies Puppies (Jade Guanaro Kuriki-
Olivo)

B pp. 254-255

07_04-01**

RyN—HLR$T3O0RY F) (B3O0KRYER) (BZ
30Ky k)

Pepper (Robotic Guide) (Robotic Dancer)
(Robotic Educator)

2024

Pepper (Rv3—<A) (31k) Pepper (set of 3)

YA ZX0[Z Dimension variable

121x 48 x 42.5cm (4% / each)

© SoftBank Robotics

07_04-02**

|\ (U5V7)

Untitled (SARAYA)

20112024

PIXTU AR —, HFBIR USTHE)

Saraya dispenser, sanitizing liquid (set of 15)
¥4 XW[% Dimension variable

W71 B 7k &t

Cooperated by: Saraya Co., Ltd.

07_04-03**

BE (BFOFSYRAT T VF—E FTRAVADLS
VRIIVH—B IR IVF=FIVT+DERE)
(HE3E)

Untitled (Portrait of Japanese Transgender

History, American Transgender History and
Jade Kuriki-Olivo) (Yokohama)

2024

T¥RAF Text

8x2010cm

07_04-01~03

Courtesy of the Artist
—
07_05

Bz Bz ¥vb:=3

Pyae Phyo Thant Nyo

P p. 253

07_05-01**
bILi=5DEDE

A Story of Our Lives

2024

£&&. 58, K. LED7A}

Metal, plaster, wood, LED light
164 x179 X 244cm, 176 X196 X 350cm
Courtesy of the Artist
—
07_06

TvYg 2z h-4

Puck VERKADE

P p. 250

07_06-01*

RCEE

Uprooted

2023-2024

HDEFH (n7— /9 IvF/65308), »=hhFf—F,
HD video (color, sound, 6 min. 30 sec.), honeycomb
board, paint

A film by Puck Verkade in collaboration with
Thomas van Linge / Performance: Puck Verkade &
Ziggy van LingeVerkade / Musical composition &
sound design: Thomas van Linge / Narration: Celina
Korn / Concept, animation, montage: Puck Verkade /
Assisted animation: Mohd Azfar, Qianwen Yu / 3D
installation Consultation: BVL Projects
Commissioned by 8th Yokohama Triennale - Wild
Grass: Our Lives, Japan

Many thanks to: Aki Hoashi, Liu Ding & Carol
Yinghua Lu, Miyon Hibino, Keiko Suzuki, Moemi
Date, and the entire YT24 production team, Bas
Valckx, Durst Britt & Mayhew

Made possible by the Embassy of the Kingdom

of the Netherlands, Tokyo and Mondriaan Fonds,
Amsterdam, Kumazawa Screen Printing inc.
Courtesy of the Artist & gallery Durst Britt &
Mayhew

07_07

®7vav

TEGOEICHHHER L T EE—B

[E 251

Section

“Post-revolutionary Worlds”

EGAMI Kenichiro [Thinking Partner]
P pp. 237-249

07_07-01

I - U AEVT ALY T T/ —REHETh
Energy Waving Collective

P p. 244

07_07-01-01*

FIE552

Bound in Softness, Together in Fragility Il

Fr—Av 7, 774%—, R7vh—, [UOBEEECL
eT=A—=vav (48), AL 747 OEB LR 7B
(2020-20224%, HDEF* [(hF—/F IV F /145743
1)

Drawing on paper, flyer, sticker, animation based
on gigong movement (4 pieces), documentation of

306

collective’s activity (2020-2022, HD video [color,
sound, 14 min. 43 sec.])

07_07-02

AV A-PYPRBREIVEYT - T-F
Inter-Asia Woodcut Mapping Group

P p. 245

07_07-02-01*

2010 44X -2023 /201052023
AR, fi Woodcut on fabric
Y Collection of the Artists

07_07-03

Yed v rv8Rpy -V /BIE
BAELHE

LIAO Xuan-zhen & HUANG |-Chieh

P p. 246

07_07-03-01*
REE

The Parthenon
2024

BiR—n  Cardboard
40x25%20cm

07_07-03-02*

REFEE

The Parthenon

2023

#HBi%, #& Blueprint on paper
59x84cm

07_07-03-03*%

R | #HEERET €  AREHICH TS HEE
BIOVLTORGR, INE. HIfE

The Parthenon |Under the Banner: Narration,
Collection and Production

2023

Av7, fi Ink on fabric

160x150cm

07_07-03-04*%

REZE | HFEEH

The Parthenon | Co-operative Construction
2023

HDE7A (hT7— /%Y F/957)

HD video (color, sound, 9 min.)

07_07-03-05*

RE1E | BH0OE: BEFEYINVF REEE
arH¥—k

The Parthenon | Summer of Rebirth- The Hibig
Band Concert at The Parthenon

2023

HDEFA (h7—/%IvF,/2453)

HD video (color, sound, 24 min.)

07_07-03-06*
REDE|JunaIER!

The Parthenon | Goodbye Nao
2023

HDEFH (hF7—/% Vv F/1645))
HD video (color, sound, 16 min.)

07_07-03-07*
HE, ~VETYE
Books, handouts

07_07-03-01~07
fEF Collection of the Artists
Courtesy of the Artists

07_07-04

Ozt v v FRSY—eP—k e 2X—
z

Lostgens’ Contemporary Art Space

B p. 243



07_07-04-01*

HDRRT-JLDEK

Iron Stamping - Rubber Tree

2020-

FRALIC K DBARENR (14 5 . T HDOKRDIEE (6 51)
Oxidation print on paper (set of 14), rubber tree
rubbing (6 pieces)

SEHRENRI  oxidation prints : 30 x42cm (%, each)
#hA / rubbing : 144 x92cm, 113x92cm,
130x92cm, 94x17icm, 130 x8cm, 135X69cm

07_07-04-02*

RSV-BERERAEONE

Malaya - WW Il Imprints

2020-

DA (94)  Stone rubbing (9 pieces)

177 x94cm, 91x3lcm, 95X%38cm. 44.5%24cm.
178 x31cm. 70.5%68cm. 66x68.5cm. 69x49cm.
177 x96cm

07_07-04-03*

i3]

Untitled

2024

HDEFH (h7—/ %I/ 4457 54%)
HD video (color, sound, 4 min. 54 sec.)

07_07-04-01~03
e Collection of the Artists
Courtesy of the Artists

07_07-05

[ ie. 34

MATSUMOTO Hajime
B p. 240

07_07-05-01*

v BE O, HIRVIFAIL - vayT—K, BE [HA
N5 | GATRAOELL, TRADEL ) ~F—, THRE] N
F—. [ZAL»BAR] ~NF—, Bl KBRHEEREEHE
AR IS —, R TRE SR, B
Four-frame manga bulletin board, a set of mobile
recycle shop, “Nonbei-go” food stall, Weekly Amateur’s
Riot, “Amateur’s Riot” banner, “dumb” banner,
“something BAR” banner, Suginami Ward Council
election candidate Matsumoto Hajime’s street
speech banner, World Universal Passport, books

07_07-05-02*

ZADEL

Amateur’s Riot

2008

EFA (h7—/ %IV F,/8045)

Video (color, sound, 80 min.)

B W BE PR A TR,
SRR, MEREER, 13
Cinematographer/Editor/Director: Nakamura Yuki
/ Cast: Matsumoto Hajime, Yamashita Hikaru,
Futatsugi Shin, Ogasawara Keita, and others

07_07-05-03*

NO LIMIT RFEAK

No Limit Tokyo Autonomous Zone

2018

HDE7A (hT7— /%Y F103%5)

HD video (color, sound, 103 min.)

R - AR - R REIEE
Cinematographer/Editor/Director: Kodama
Hironori

07_07-06

IonF=2 (Fro— 9/ B, AT
W/ RER. Y3y /RER)
Pangkerchief (Nanxi LIU, Michael LEUNG,
Jon YU)

B p. 247

07_07-06-01*

TYUNNINEBNY oS A (BUT5T74—:
ave.a-)

Pang Jai by Uncle Hung (Calligraphy by John Yu)
2016

»v#15  Handkerchief

38x37cm

07_07-06-02*

I EE—BBICEBNY e TA
Pang Jai by Egami Kenichiro
2017

»v#15 Handkerchief
39x37cm

07_07-06-03*

RO =Y TIZ&BHDRHVIST71— T3>
a-)

Cloth Birds by Dorothy Tse (Calligraphy by John
Yu)

2018

»v715  Handkerchief

52.5%53 cm

07_07-06-04*

LZ77bk 73V = TERBILICENIEL (WYY
574—:Y3>v12-)

If1 Must Die by Refaat Alareer (Calligraphy by
John Yu)

2023

»v#15  Handkerchief

52.5%53cm

07_07-06-05*
NLZRFFORMDINHF—7
Palestine Kite Pangkerchief

2023

»vHF (5¥) Handkerchief (5 pieces)
37x38.8cm (% each)

07_07-06-06*
ZINE (¥v), BH, Fa—A4v7 D7V F, KREx—
Zine, photograph, drawing printed on paper, poster

07_07-07

CIHY by A—)28 -/ \WREF
Yamagata Tweakster

B p. 242

07_07-07-01*

FELHMHSBWMEBER35) (FMERAKERTEE
RDBTEICHIIBNT+—I VX BREHL V7V
JL/#8% : Ueta Jiro. 20165E11H13H)

Money Monge, performance during demo for
impeachment of president Park Geun-hye in front
of the Blue House (South Korea’s presidential
palace) in Seoul, filmed by Ueta Jiro in November
13,2016

2016

HDEFF (h7—/%9IvF,/55329%)

HD video (color, sound, § min. 29 sec.)

07_07-07-02*

BEFVSNT+—IVR (TR (RR) /&% :
N < X7 7> 20135F1H26H)

Guerrilla performance on street in Shimokitazawa,
Tokyo, filmed by Park Swan, January 26,2013

2013

HDEFH (h7—/9VvF/5523%)

HD video (color, sound, § min. 23 sec.)

07_07-07-03*
NTx—<wvAKE, CD, #HH, ~F—

Performance clothes, CD, books, banner

07_07-07-01~03
Courtesy of the Artist

306

07_07-0%

1Tp S5
YAMASHITA Hikaru
P p. 241

07_07-0%-01*

IIFEEADBVOEEE

Yamashita Hikaru’s Light Bulb Moment Store
BHRRIAZDIVERILDIVELRE (7Y —~— >
FCBALZAEHE, THEDRE, =RFv 7 F—F), NUF
Fry T XEHE YA LEF. RBEOESD), FED
P AREERICLTHD (ZV—~=—F7 v P THALLTF
EbofE, VALZ LR, 198248 A4 HIckEEh T
(19824E8 A24 HiICBI N HDK), BT ToHDALV
=R FRATIEIVRIA (FVF, 552K, BB
) oblvikE), REMRTHIE IR #). 132
Explosive Birth of Blasphemous Remake and Wasabi
Painter Yamashita Hikaru (wasabi painting collage
with masking tape on paintings bought at flea
market), Band Cap Literary Award (remake caps,
compositions by visitors), Children’s drawings made
into clothes (children’s paintings and drawings
bought at flea market, remake clothes), Born on
August 24, 1982 (water in cans produced in August
24,1982), Internet recommendation shop (radio,
candle, clipping from Lu Xun's book Wild Grass),
Diary published irregularly (printed on paper), and
others

Courtesy of the Artist

Screening Program

The film Tell the Prime Minister documents the summer
of 2012 when 200 thousand ordinary people gathered in
front of the Prime Minister’s Office in Tokyo to protest
against nuclear power policies. It captures the “extraor-
dinary moment” that occurred in Japan after the “Occupy
Wall Street” in New York (2011) and before the “Umbrel-
la Revolution” in Hong Kong (2014). The director of the
film, a historian and sociologist, Oguma Eiji, describes
the phenomenon as follows: “Miraculous moments like
these rarely occur in a country or a society.” The world
could change by taking small actions every day. The film
featured ordinary people, not heroes, as protagonists
taking these actions, articulating the concept of “Wild
Grass: Our Lives.” The screening was followed by a talk
by Oguma and Kuraya Mika reviewing the film in rela-
tion to the exhibition theme.

Screening: Tell the Prime Minister (2015 / Japan /
109 min. / Japanese [English Subtitled])

[Direction, Production, English Subtitles] OGUMA Eiji

[Shooting, Editing] ISHIZAKI Syunichi

[Music] Jinta-Ra-Muta

[Proofreading of English Subtitles] Damon FARRY

[Distribution] UPLINK Co. © 2015 Eiji OGUMA

Date/Venue: May 26, 2024 / Lecture Hall, Yokohama

Museum of Art

© 2015 Eiji OGUMA

Public Program Artists

Projects by two public program artists took place in the
Yokohama Museum of Art to expand the theme of
“Wild Grass.”

OIT0 Junko

HARAPPA, a space for children and families to create, play,
and relax, was open for the duration of the exhibition. The
spatial design was conceived by Ito Junko, an artist and
owner of atelier un:ten in Yokohama. In recent years, she has
been working with recycled kimono as an act of resilience.
She conceived the design based on the concept that “big
trees and small wild grass are all connected to the earth and
are quietly watching over us.” Tree trunks, branches, and
uniforms made from soft fabric material welcomed visitors
to the space.

Venue: Project Space, Yokohama Museum of Art

Children’s Art Space HARAPPA
Photographed by KATO Hajime © ITO Junko

(Ovivian sui method
(KAZUMI Ryohei + KIRIZUKI Saki + SAITO Takumi + SUDA Takaya)

A woodblock prints workshop and performance by the viv-
ian sui method was held in connection to the exhibition
which featured artists in Asia uniting through woodblock
prints, 100 years after the time of Lu Xun.

vivian sui method is a Japanese music unit founded in
2016 to practice “industrial woodblock exercise.” The name
is taken from an imaginative “American yoga instructor,
Vivian Sui, who advocated industrial woodblock exercise
that enables mental and physical liberation.” Their engag-
ing performance combined bold, excessive movements of
woodblock carving and quiet printing breathing techniques.

Performance: “Industrial Woodblock Exercise Performance”
Date/Venue: June 8, 2024 / Yokohama Museum of Art
3¥Workshop to print performance flyers were held on May 18 & 19, 2024.

Industrial Woodblock Exercise Performance
Photographed by KATO Hajime © vivian sui method

307



ManyManyArts!

Combo Ticket Art Programs

—Parallel Programs sharing the theme “Wild Grass™

BankART Life7 “UrbanNesting: Reinhabiting the City”

“BankART Life” is a program organized by Ban-
kART1929 that is held every three years in conjunction
with the Yokohama Triennale. Marking BankART’s
20th anniversary of activities, its 7th reiteration of
“BankART Life” was carried out under the subtitle “Ur-
banNesting: Reinhabiting the City,” referring to Ban-
kART’s concept, in which it perceives “living” in the
city as not merely inhabiting, but as a life force with
the sensibility of the “living wild.” Under this theme,
42 artists, comprised of established artists who have
held major solo exhibitions to young artists making
their debuts, revealed their works in the three districts
of Minatomirai, Kannai, and Yokohama Portside, with
the main hub at “BankART Station” in the Minatomi-
rai area. As additional programming, an eclectic series
of guided “tours” were orchestrated to revisit the city
from a variety of perspectives.

Venue: BankART Station and venues in surrounding
areas (Minatomirai, Kannai, and Yokohama Portside)
Dates: March 15-June 9, 2024

Hours (BankART Station): 11:00-19:00

Closed (BankART Station): Every Thursday
(except April 4, May 2, and June 6)

*For venues other than BankART Station, visitors were asked to follow
the venue’s open hours and closing days.
Admission (BankART Station): Passport 1,000JPY

*Free admission for age 18 years and under / High school & under
Organizer: BankART1929

BankART Station installation view © BankART1929 Photographed by NAKAGAWA Tatsuhiko
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(42 Participating Artists & Groups]

(In alphabetical order of family name/group name)

(O ASAl Yusuke

O Atelier Bow-Wow + Tsukamoto Laboratory/
Tokyo Institute of Technology

OblanClass + KAMIMURA Megumi

O Denshi Onkyo People

OFUKI Kanako

OHASUWA Tomoko

QO ISHIUCHI Miyako

Q1502 AKI Michiyoshi

(OKAI Takahiro/studio arché

OKATAOKA Junya + [WATAKE Rie

OKAWAMATA Tadashi

OKIM Gaeun

(OKOBAYASHI Muku

OKURA Masumi

OMIKAN

OMITAMURA Midori

OMITSUOKA Koichi

OMIzUK] Rui

OMURATA Makoto

O NAKATANI Michiko

ONISHIHARA Nao

(O O0KAZAKI Kenjiro

O 0TAGURO Emi

(O SATO Kumiko

(O SATO Kunihiko

(O Shida Toso + SAKAl Kazuyoshi

(O SHIMABUKU

(O SHIMODERA Takanori (TAIYA)

(O SHIRAI Mio

(O SPACESPACE

O TAKAHASHI Shiro

O TAKANO Ryudai

OTANIMOTO Mari

(O TOKOLO Asao

QOUSHIJIMA Tatsuji

(O Workstation + Takahashi Studio/Musashino Art
University Department of Architecture

O WU Chien-yi

(OYANAGI Yukinori

OYANAIHARA Mitsushi

QOYOSHIDA-YAMAR + NISHIYAMA Moe +
KIU furniture factory

OYOSHIMURA Taichi

(O Young Soul

ISHIUCHI Miyako “silk threaded memories”

Ishiuchi Miyako’s exhibition, “silk threaded memo-
ries,” is an installation of her photograph series, “Silk-
en Dreams,” exhibited in the concourse area of the
Bashamichi station. Bashamichi was once home to silk
trading houses and inspection stations, following the
opening of the port of Yokohama in the mid-19th cen-
tury, where raw silk manufactured in Ishiuchi’s native
town was exported to Europe and America. This exhib-
it interweaved the artist’s personal history with Japan’s
modern history.

Venue: The Minatomirai Line “Bashamichi” Station
Concourse

Dates: March 15-June 9, 2024

Organizer: BankART1929 and Organizing Committee for
Yokohama Triennale

@ BankART1929 Photographed by NAKAGAWA Tatsuhiko
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Koganecho Bazaar 2024 — The World, Not According to Art

Koganecho Bazaar is an art festival that has been held
since 2008 with the theme of the relationship between
art and community and exchange with Asia. Its 15th it-
eration invited not only artists associated with Kogan-
echo but also artists from Asia, Yokohama, and other
cities, and introduced their works in chapters. It also
looked back at the history of Koganecho’s town devel-
opment and traced its trajectory over the past 20 years
since its founding.

The exhibition consisted of 8 chapters: “Chapter
1: Artists Connected to Koganecho”; “Chapter 2: Ko-

», &«

ganecho Today”; “Chapter 3: Kusamakura Project III:
Traveling Thoughts”; “Chapter 4: Exchange with Asia”;
“Chapter 5: Ongoing Artists Return”; “Chapter 6: Tai-
suke Abe ‘Forest of Kogane’ + Shop”; “Chapter 7: Tell-
ing the Story of the Hatsunecho-Koganecho and Hino-
decho Environmental Cleanup Initiative Committee”;
and “Chapter 8: History of Yokohama City University
Suzuki Laboratory’s Activities in Koganecho.” In Chap-
ter 3, which shared the concept of “Wild Grass,” the
artists from Tohoku region, Kyushu region, and Yoko-

hama encountered each other for the first time.

Venue: Studios and galleries under the railways,

and other indoor and outdoor spaces around

the Koganecho area

Dates: March 15-June 9, 2024

Hours: 11:00-19:00

Closed: Every Thursday

(except April 4, May 2, and June 6)

Admission: Passport 1,000JPY

*Free admission for age 18 years and under / High school & under
Organized by: Koganecho Area Management Center, the
Hatsunecho-Koganecho and Hinodecho Environmental
Cleanup Initiative Committee

INOUE Shuji, Extended the Stairs of Mt. Hiyoriyama to a New Point of View, 2021
Photographed by KASAGI Yasuyuki

(33 Participating Artists & Groups]

(In alphabetical order of family name/group name)

(O ABE Taisuke

(O AOKI Marico

(O CHENG Jen Pei

(O Chris CHONG Chan Fui

O Thuy Anh DANG

QO Steve FROST

(O gansomaeda (Go Watanabe + Gaku Tsutaja)

(OHASHIGUCHI Lintalow

OHIRAYAMA Yoshiya

OHOMMA Jun

QO INOUE Shuji

(OKazusa

(O JINUSHI Maiko

ONidiya KUSMAYA

OMA Yanhong

OMIAUCHI Yuri

OMINO Mio

(OMOON Changhwan

ONISHIMATSU Shusuke

(O 0BATA Shunsei

(O OKADA Mitsuo

OPU Yun

(OSATO Risa

(O SHIBATA Yusuke

O sshishi-no-haburashi (INAMURA Yukimasa,
FUNAYAMA Tetsuro, KUDO Yui)

O TAKI Kentaro

O TANIGUCHI Yasutoshi

O TAZUNOKI Akiho

(O TERASHIMA Daisuke

O WADA Masahiro

OWU Pu Wei

OYAMAMOTO Atsushi

QYO0 Keiso

ABE Taisuke, Forest of Kogane, 2024 Photographed by KASAGI Yasuyuki
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KUBO Hiroko ‘“Statue ofHainuwele”

Kubo Hiroko’s sculptural installation, “Statue of
Hainuwele,” taking its name from the Indonesian
mythological goddess was produced on-site using mud
and soil. The artist who felt anxious about the future
of society and humankind, sought creative inspiration
from ancient myths around the world and Japanese ar-
chaeology, including Jomon pottery and clay figurines.

Venue: Zou-no-hana Park

Dates: April 13-29, 2024 *Workin-progress on view on April 13
Hours: 10:00-18:00

Organized by: Zou-no-hana Terrace and Organizing
Committee for Yokohama Triennale

Port Journeys Exhibit:

Installation view Photographed by KATO Hajime

7 SEEDS -COMMUNICATION UNDER TREES-

Zouno-hana Terrace hosted a group exhibition of
“PORT JOURNEYS," a network that promotes sustain-
able cultural exchanges through collaboration among
the governments, cultural facilities, related parties,
and artists of port cities around the world that are
committed to creative urban development. The exhi-
bition featured a video and sound installation 7 Was
by Michael Kress (Hamburg, Germany), one of the
key members of the group, as well as works gathered
through an open call for entries, based on the concept
of "seven methods" proposed by Kress for connecting
the earth to the future.

Venue: Zou-no-hana Terrace

Dates: May 10-June 9, 2024

Hours: 10:00-18:00

Organized by: Zou-no-hana Terrace

Directed by: Michael Kress

In corporation with: Hyper Cultural Passengers, Hamburg

Installation view Photographed by KATO Hajime
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Joar NANGO | Courtesy of the Artist

Puppies Puppies (Jade Guanaro Kuriki-Olivo) | Courtesy of the Artist

Pippa GARNER | Courtesy of the Artist and STARS, Los Angeles

Miles GREENBERG | ©® Miles Greenberg, Courtesy of the Artist

Sandra MUJINGA | Courtesy of the Artist, Croy Nielsen, Vienna and The Approach,
London

Ozgiir KAR | Courtesy of the Artist

Susan CIANCIOLO | Courtesy of Bridget Donahue, NYC; Stuart Shave/Modern, Art,
London, Overduin & Co., Los Angeles

Sgren AAGAARD | Courtesy of the Artist

SHIGA Lieko | © Lieko Shiga, Courtesy of the Artist

Emmanuel VAN DER AUWERA | Courtesy of the Artist and Harlan Lavey Projects
Open Group (Yuriy BILEY, Pavlo KOVACH, Anton VARGA) | Courtesy of the Artists
Raffaella CRISPINO | © Raffaella Crispino, Courtesy of the Artist, (p. 164) Photo by
Maxime Delvaux

Salote TAWALE | Courtesy of the Artist

Lungiswa GQUNTA | Courtesy of Lungiswa Gqunta and WHATIFTHEWORLD
Prickly Paper (CHEN Yifei & OU Feihong) | © #l#%

SIDE CORE | Courtesy of the Artists

KITAJIMA Keizo + MORIMURA Yasumasa | Courtesy of the Artists

Chun Yin Rainbow CHAN | Courtesy of the Artist

DOBAI Péter | Courtesy of the National Film Institute Hungary

DOHI Miho | Courtesy of HAGIWARA PROJECTS

Jonathan HOROWITZ | Photo: AP/AFLO

Vunkwan TAM | Courtesy of the Artist

ZHAO Yannian | Courtesy of Zhao Yannian’s Family, Photo by Liu Ying

Sibylle RUPPERT | Courtesy of Blue Velvet Projects, Ziirich

South HO | Courtesy of the Artist

TAKIDAIRA Jiro | © JIRO TAKIDAIRA OFFICE Inc.

Larry CLARK | © Larry Clark, Courtesy of the Artist and Luhring Augustine, New York
Stanya KAHN | ©2020 Stanya Kahn, Courtesy of Stanya Kahn and Vielmetter

Los Angeles

Norm CLASEN | ® Norm Clasen

Rita SIEGFRIED | ®Rita Siegfried, Courtesy of sunsworks, Ziirich

Xper.Xr | Courtesy of the Artist

OKAMOTO Taro | © Az A4 K AR S BURZ I HRELE

ISHIMOTO Yasuhiro | © B4R AR 7+ v 2— @ Kochi Prefecture,

Ishimoto Yasuhiro Photo Center

TSUKUDA Hiroki | © Hiroki Tsukuda, Courtesy of Nanzuka

Aneta GRZESZYKOWSKA | ® Aneta Grzeszykowska, Courtesy of the Artist,

Raster Gallery, Lyles King Gallery

NIWA Yoshinori | Courtesy of the Artist and Satoko Oe Contemporary, Tokyo

Your Bros. Filmmaking Group | Courtesy of the Artists

Tomas RAFA | © Tomas Rafa, archive of “New Nationalism”

Josh KLINE | Courtesy of the Artist

Klara LIDEN | ©Klara Liden, Courtesy of the Artist; Sadie Coles HQ, London;
Reena Spaulings, New York; and Galerie Neu, Berlin

HUANG Po-Chih | Courtesy of the Artist

Matthew HARRIS | © Matthew Harris, Courtesy of the Artist and FUTURES, Australia
Lewis HAMMOND | Photo: Roman Mirz, Courtesy of the Artist, Briicke-Museum,
Berlin and Arcadia Missa, London

Artan HAJRULLAHU | Courtesy of Sarieva / Gallery, Plovdiv

Allan SEKULA | Courtesy of the Allan Sekula Studio

Pope.L | © The Estate of Pope.L / Courtesy of The Estate and Mitchell-Innes & Nash,
New York

Jeremy DELLER | “The Battle of Orgreave” Police officers pursuing miners through
the village, 2001, Photo: Parisah Taghizadeh, Courtesy of the Artist

Damla KILICKIRAN | Courtesy of the Artist
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OTAKE Eiko | Courtesy of Eiko Otake and William Johnston, photo by

William Johnston

Ingo NIERMANN & Erik NIEDLING | ® Ingo Niermann and Erik Niedling,
Courtesy of EXILE Gallery, Vienna

Elise CARRON & Fanny DEVAUX | Courtesy of the Artists

Jens HAANING | Courtesy of Atelier Jens Haaning

Margaret SALMON | © Margaret Salmon, Courtesy of the Artist

Dirk BRAECKMAN | Courtesy of the Artist

TANAKA Atsuko | ® Kanayama Akira and Tanaka Atsuko Association
MATSUMOTO Hajime | Courtesy of the Artist

YAMASHITA Hikaru | Courtesy of the Artist

Yamagata Tweakster | © Yamagata Tweakster, Courtesy of the Artist

Lostgens’ Contemporary Art Space | Courtesy of the Artists

Energy Waving Collective | Courtesy of the Artists

Inter-Asia Woodcut Mapping Group | Courtesy of the Artists

LIAO Xuan-Zhen & HUANG I-Chieh | Courtesy of the Artists

Pangkerchief (Nanxi LIU, Michael LEUNG, Jon YU) | Courtesy of the Artists
Puck VERKADE | © Puck Verkade, Courtesy of the Artist and gallery Diirst Britt &
Mayhew

Clément COGITORE | Courtesy of the Artist, Chantal Crousel Consulting - Paris,
Galerie Reinhard and Elisabeth Hauff - Stuttgart Production: Seppia, Arte, YLE
Pyae Phyo Thant Nyo | Courtesy of the Artist

SIDE CORE

B v 3L EI BRI 3£ 41788~ Machida City Museum of Graphic Arts
PRSI SEHTAE, The Museum of Modern Art, Kamakura & Hayama
HEIRIEAE, Yokohama Museum of Art

HWHEVGEEENEE,/Tokyo Photographic Art Museum

JIE i el AR A BRSE4i§8E,~ Taro Okamoto Museum of Art, Kawasaki
HEHEE,Tokyo Gallery

FLUBHEES, Gallery Kojima

Every effort has been made to seek permission to reproduce the images whose copyright does not reside with the Organizing
Committee for Yokohama Triennale, and we are grateful to the individuals and institutions who have assisted this task.
Any omissions are entirely unintentional and the details should be addressed to the Organizing Committee for Yokohama Triennale.
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- Jam Acuzar

- Jessy Arisohn

- Isabelle Bertolotti

- Sarah Bruyninck

- Pol Bulté

- Bridget Butler

- Federico Campagna
- Bobby and Eleanor Cayre
- Magdalena Cielecka
- Treter Clemens

- Edan Corkill

- Phalaph Danjittrong
- Aoife Datta

- Haco de Ridder

- Pauline Deschamps

- Nika Dubrovsky

- Jacob Fabricius

- Patrick Flores

- John Freeman

- Nathaniel and Natalie Gunawan
- Eleanor Heyman Propp
- Sarah Hibbs

- Allison Hsu

- jeffrey

- Kim Sunjung

- Lissa Kinnaer

- Ulrich Kostlin

- Ed Lake

- Amit Lodha

- Vidar Logi

- Yelena Maksutay

- Tahmina Maskinyar
- Bernardo Mosqueira
- Bige Orer

- rocinante

- Laure Schlink

- Sophie Franziska Schultz
- Curtis Scott

- Barbara Signer

- Isabelle Six

- Mikala Tai

- Honus Tandijono

- Andreas Tschirky

- Tiziana Zaino
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Sth Yokohama Triennale Organization

As of June 9, 2024

- The list of members of the Organizing Committee for Yokohama Triennale includes those present from Fiscal Years 2022 to 2024.
The list of members of the Yokohama Museum of Art includes those present from Fiscal Years 2023 to 2024. The positions and titles
of the members who are not present as of June 9, 2024, are the same as those when they were present.

- The members of the City of Yokohama are affiliated with the following Division/Bureau: Cultural Programs Promotion Division,
Culture and Tourism Bureau until March 2023; Creative City Promotion Division, Sports, Culture and Dynamic City Development

Bureau from April 2023.

* = Yokohama Museum of Art (Yokohama Arts Foundation), ** = City of Yokohama

Organizing Committee
for Yokohama Triennale

@0rganizing Committee

[Honorary Presidents]

Representative

YAMANAKA Takeharu (Mayor, City of Yokohama)

INABA Nobuo (President, Japan Broadcasting Corporation [NHK])
NAKAMURA Shiro (President and CEO, The Asahi Shimbun)
MAEDA Terunobu (President, Japan Broadcasting Corporation
[NHK], -January 2023)

[Committee Members]

Chairperson

KONDO Seiichi (Chairperson, Yokohama Arts Foundation)
Executive Director

KURAYA Mika (Director, Yokohama Museum of Art)

ADACHI Tetsuroh (Director General of Sports, Culture and
Dynamic City Development Bureau, City of Yokohama)

OSAKA Eriko (Director General, The National Art Center, Tokyo)
TATEHATA Akira (Director, The Museum of Modern Art,
Saitama)

TANAKA Yoshinori (Head of Cultural Promotions, Content Value
Development Center, Japan Broadcasting Corporation [NHK])
HIBINO Katsuhiko (President, Tokyo University of the Arts)
FURUYA Masato (Executive Vice President, The Japan Foundation)
MIYOSHI Toshio (Associate Director of Product Development,
Media Business Headquarters, The Asahi Shimbun)
YAMANOUCHI Ken (Associate Director of Product Development,
Media Business Headquarters, The Asahi Shimbun, -March 2024)
TSUKA Hiroko (Executive Vice President, The Japan Foundation,
-September 2023)

JIMBU Hiroshi (Director General of Culture and Tourism Bureau,
City of Yokohama, -March 2023)

HORIKOSHI Reiko (Executive Director, Cultural Projects and
Business Development, The Asahi Shimbun, -March 2023)

KAKOI Kenichiro (Head of Cultural Promotions, Content Value
Development Center, Japan Broadcasting Corporation [NHK],
-June 2022)

LAuditor]

BayTax Tax Co.

@Special Committee

Artistic Director Selection Committee for the 8th Yokohama
Triennale (the titles are current as of June 2022)

ASADA Akira (Professor, Kyoto University of the Arts
Graduate School / Director, ICA Kyoto) [Chairperson]
KURAYA Mika (Executive Director, Organizing Committee for
Yokohama Triennale / Director, Yokohama Museum of Art)

WASHIDA Meruro (Director, Towada Art Center)

Bige ORER (Director, Istanbul Biennial)

Isabelle BERTOLOTTI (Director, Lyon Museum of Contemporary
Art / Director, Lyon Biennale of Contemporary Art)

®0rganizing Committee for Yokohama Triennale Office
Managing Director

NAGAI Yuka**, YONEZAWA Yoko** (-March 2024), NAKAYAMA
Yoko** (-March 2023)

Managers

MARUYAMA Akiko**, YAMAKI Naofumi (The Asahi Shimbun),
YAMADA Takuji (Japan Broadcasting Corporation [NHK])

Deputy Executive Director

HOASHI Aki*

gth Yokohama Triennale Team

@Exhibition

[Artistic Directors]

LIU Ding, Carol Yinghua LU

[Curatorial Team]

Team Management / Chief Curator: MATSUNAGA Shintaro*
Curatorial Head / Curator: KATADA Yuko*,

KIMURA Eriko* (-May 2023)

Associate Curators: OSAWA Sayoko*,
HASEGAWA-FINCK Tamao*

Project Curators: UCHIYAMA Junko*, HIBINO Miyon*,
MINAMISHIMA Ko*

Curatorial Coordinator: SUZUKI Keiko

Curatorial Assistant: DATE Moemi

Production Coordinator: HORIE Noriko

Research Coordinator: MIKAMI Mariko

Production Assistant: HIKICHI Ayasa

Operation Assistant: NARADATE Moe

Technical Assistant: FUJITA Saeko (Intern, Sapporo Cultural
Arts Community Center SCARTS)

Visual Identity]

REFLECTA, Inc. (OKAZAKI Mariko + TAOKA Misako +
TANAKA WETLI Minami + SHAO Qi)

LArchitect Team]

nmstudio architects + HIGURE 17-15 cas

[Website Design]

Monosus Inc.

Unterpretation/Translation]

Exhibition-related Japanese-Chinese interpretation:
AKIYAMA Tamako, IKEDA Lily Chenran,

JIN Qiuyu, WANG Yuzhou
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Exhibition-related Japanese-English translation:

KOHNO Haruko

UAssistant Designers]

Exhibition, PR: ITO Kohei Exhibition: ONUKI Akane
Exhibition, Yokohama Triennale Guide: NAKAJIMA Mika
[Fabrication]

Tansei Display Co., Ltd., Super Factory Co., Ltd., Branco Inc.,
HIGURE 17-15 cas Co., Ltd., NOMURA MEDIAS Co., Ltd.,
Bikosha Co., Ltd., NKB Y’s Inc., KURTHARA Gen, OBATA Yuya,
SEKIMOTO Koji

[Transportation & Installation]

Katolec Corporation

lLighting]

YAMAGIWA Corporation

[Video and Sound Installers]

TANAKA Shinji, YAMAMOTO Shiro

@Public Program (organized by Yokohama Museum of Art)
(Education Department Coordination]

OKAZAKI Satomi*, OTSUKA Mayumi* (-March 2024)
LYokohama Triennale Guide]

OKAZAKI Satomi*, MORI Mineku*, KOTO Minami*,
OTSUKA Mayumi* (-March 2024)

[HARAPPA]

Educational Department, Yokohama Museum of Art

@®Communication

{Communication Officer]

NISHIYAMA Yuko

[Press]

ISHIKAWA Hazuki, YAMAMOTO Noriko* (-March 2023)
Foreign Press: NAWA Yoshiko (Relay Relay LLP)

[Digital]

ITO Kotone (thoasa Inc.), IWAMOTO Sayaca (-January 2024)

@®Documentation/Archive

LArchive Coordinator]

HORIKI Yui

[Video Documentation Director]

NISHINO Masanobu

LvVideographers]

TOMITA Ryohei, NISHINO Masanobu, MIKAMI Ryo
(Photographers]

OHNO Ryusuke, KATO Ken, KATO Hajime, TOMITA Ryohei

@®Administration/Operation

[Team Leader]

SATOMI Yusuke*, FUKUOKA Ayako* (-March 2022)
{Administrator]

IISAKA Naoko*

[Accounting]

SAKAMOTO Yuka*, SAKAI Michiyo* (-March 2024),
YAMAZAKI Mayumi* (-January 2024)

[Staff]

UWABU Natsumi*, KURIHARA Sumie*, SAKAI Wakaba,
MIYATA Ayako*, NAGATA Haruka* (-May 2024),
MUKASA Mayui (-March 2024)

[Guest Relations]

TAKENAKA Yuko

LYokohama Triennale Supporters Coordinator]
YOSHIDA Chiemi

@City of Yokohama**

OKABE Haruka, OGAWA Tetsu, KAWANO Yoko,
SASAWATARI Kota, NAGAMIYA Haruka, NISHIDA Fumi,
FUKUSHIGE Ryusuke, FUKUMA Junko, MIYAHARA Misao,
YASUTOMO Saori, YAMAMOTO Shintaro, YORIMASA Kaori,
ITO Tomoyasu (-March 2024), KIMURA Ayaka (-March 2023)

YokohamaMuseum of Art
(Yokohama ArtsFoundation)*

[Director]

KURAYA Mika

[Deputy Director]

KASHIWAGI Tomoh

[Curatorial Department]

MATSUNAGA Shintaro, UCHIYAMA Junko,

OTSUKA Mayumi, KATADA Yuko, SAKAMOTO Kyoko,
HIBINO Miyon, NAKAMURA Naoaki, YATSUYANAGI Sae,
ATHARA Kanako, IIOKA Riku, OSAWA Sayoko,
HASEGAWA-FINCK Tamao, MINAMISHIMA Ko,
ISHIKAWA Meiko, HASEGAWA Naho, OSAWA Tomoji,
KATO Aya, DOI Yumi, KIMURA Eriko (-May 2023)
UInternational Division]

HOASHI AKki (Curatorial Dept.), SATOMI Yusuke,

IISAKA Naoko, UWABU Natsumi, KURTHARA Sumie,
SAKAMOTO Yuka, MIYATA Ayako,

NAGATA Haruka (-May 2024), SAKAI Michiyo (-March 2024),
YAMAZAKI Mayumi (-January 2024)

[Educational Department]

SHOJI Naoko, OKAZAKI Satomi, SAKURABA Rumi,
SONODA Taishi, KINOSHITA Takahiro, KOTO Minami,
TAKIGUCHI Momo, HAMANO Emi, HIRAMATSU Tomoko,
FUJITANI Mayuko, HOTCHI Kotoori, MORI Mineku,
NAKANO Hazuki, ROKUSHIMA Yoshiro,

KITAGAWA Chisato (-March 2024)

{Administration Department]

YAMAMOTO Yuko, KUMAGAI Takako, FUKAWA Yukiko,
FUKUYAMA Yoko, MIZUTANI Hidetoshi,

ERIKAWA Fumie, KOIZUMI Chieko, KONDO Hiroko,
OYAMA Makiko, KAWAGUCHI Saki, KOYA Akiko,
TAKAHASHI Misa, MATSUI Misuzu, MURAMATSU Yoko,
YAMAMOTO Noriko, NAKAMURA Mina (-May 2024),
SAKAGUCHI Shuhei (-March 2024),

SHIBUYA Nami (-March 2024),

NEMOTO Hiromi (-March 2024)

Japan Broadcasting Corporation [NHK]/
Japan Broadcasting Corporation [NHK]
Yokohama

HATADAN Koichi, ANRAKU Yuriko, SAKAMOTO Yuka

The Asahi Shimbun

TAKEBE Shoma,
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