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KURAYA Mika (Executive Director, Organizing Committee for Yokohama Triennale /
Director, Yokohama Museum of Art): Thank you very much for coming over. My name is

Mika Kuraya, the director of Yokohama Museum of Art and I'm also the Executive

Director of Yokohama Triennale. And today, this is going to be a rather lengthy

conversation, however, we would like to run through it little by little.
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Firstly, I would like to talk about the basics of the Yokohama Triennale. This Triennale
marks the eighth edition this time thanks to everybody's effort. And the title is “Wild

Grass: Our Lives.”

BREN ) v —L 3 2001 FFICA 2 — b L7, HEAEN T D <, 2 L TR
REdboo1>TT,
We started initially in 2001, and in Japan, we are one of the oldest international art

exhibitions and have the largest scope and scale.
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And our feature is internationality. The reason why we are very conscious about being
international comes from the history of Yokohama itself. Yokohama was one of the ports
that the government at that time had designated to be opened to foreign trade for the first
time since the Edo era, which was in 1859. And since then, over 160 years passed, and we
were always the forefront of Japanese culture, accepting foreign cultures. We were
receiving, as a door, various foreign cultures and goods, sometimes getting conflict and
sometimes getting along very well. But having that we have been very affluent in culture

here in Yokohama.
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For this Triennale, we have invited two from Beijing for the Artistic directors, Ms. Carol
Yinghua Lu and Mr. Liu Ding. And we were also able to invite 93 artists and groups from

31 countries and regions around the world.
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So, from here on, we would like to welcome Mr. Liu Ding and Ms. Carol Yinghua Lu, our



two Artistic Directors, to have a dialogue with me about the whole exhibition.
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And after that, we are going to listen to each of the artists which are listed here. We are
going one by one, first starting with Ms. Susan Cianciolo, and then Mr. Emmanuel Van
der Auwera, followed by Ms. Margaret Salmon, Ms. Puck Verkade, and Mr. Pyae Phyo
Thant Nyo.
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Introduction to “Wild Grass: Our Lives” (1)

by Artistic Directors LIU Ding and Carol Yinghua LU
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Kuraya: Now we would like to start our discussion. We would like to call upon our artist

directors, Mr. Liu Ding and Ms. Carol Yinghua Lu, please.
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Carol Yinghua LU: Good afternoon. Welcome to our marathon talks this afternoon. I
believe that you must have seen some parts of the exhibition afterward. Quite a large
exhibition, but we want to take this very short time up this afternoon to give you a little
bit overview about the structure of this Triennale. The way we approach the
conceptualization of the exhibition is really like thinking of composing a symphony, in a
way, meaning that we try to bring different components together, an interweave of

different elements into hopefully a sophisticated piece of work.
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Yesterday in the press conference, we already gave quite a detailed explanation about the
theme of the Triennale. Here, I want to give an overview about the chapters in this
Triennale. We have seven chapters in total in this exhibition. It is also, in a way, like
writing a piece of literary work. So, we consider these chapters to link very closely with

each other to develop narrative throughout the exhibition.
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A central idea through this narrative throughout the exhibition is, on one hand, to provide
a complex portrait of our contemporary lives. On the other hand, we want to bring the
actions, experiences, ideas and thoughts from many individuals who live this

contemporary life into this exhibition. So, through the artists’ works, you will see portraits



of many different figures, both historical and contemporary, and many human stories in

this exhibition.
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The design of the chapters also corresponds to the architectural feature of the museum.

In a way, it is symmetric and also in variation. So, when we conceived of the chapters, we
started with the Grand Gallery which is entitled “Our Lives.” “Our Lives” also connects

to external venues such as the Queen’s Square as well as the facade of the museum, and

the site-specific project in Chinatown.
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Corresponding to “Our Lives,” which provides very complex pictures of our very



uncertain, very nomadic ways of living, very full of emergencies, and full of challenges,
we have a chapter entitled “Symbol of Depression,” which is very much like poetry of a
person's heart. It is full of very melancholy emotions, and feelings of encountering
difficulties, but at the same time, preserving the individual subjectivities in front of the

difficulties.
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Then, you will find a corresponding idea appearing in two galleries, both titled “Fires in
the Woods,” which give a survey of historical instances and experiences, as well as

contemporary events that challenge the existing systems and ways of organizing life.
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You will find also corresponding chapters, one is entitled “Streams and Rocks,” and the
other is “Dialogue with the Mirror.” Both are describing the agency of the individuals.
Both are embodied in the idea of youth —the force of life embodied by youth.
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And then in the BankART KAIKO as well as the Old Bank (Former Daiichi Bank
Yokohama Branch), we have a chapter entitled “All the Rivers,” which brings in stories
that resist the kind of structural forces from different parts of East Asia, but other parts

of the world as well together. So, it symbolizes very much ongoing forces of life.
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So this is the conceptual description of the chapters.
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Kuraya: Thank you very much Ms. Carol for the explanation for the chapters. So, we
would be hearing from each of the artists who are coming after to have an interview with
us. They are also going to be explaining about how their artwork is related to the chapters.
So, that is going to be coming afterward. I have been working with Ms. Carol and Mr. Liu
for two years already. And it seems to me that since Ms. Carol is probably the
conceptualizer mainly with words and sentences, Mr. Liu Ding, who is an artist himself,
has been probably in the role of how to construct the space visually, where to place what
within the space for this exhibition. So my question to Mr. Liu is, since the space has
consisted in an unusual way this time, what did he think this museum building when you

first came, and how did he come up with the idea of creating this space in such a way.
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Before asking Mr. Liu, I must explain about the museum building itself. It was built by an

architect called Tange Kenzo in 1989. In Yoyogi, there is a similar kind of building, a shell-

shaped gymnasium, which was also architected by Tange Kenzo. So, I would like to ask
Mr. Liu what he thought about this building architected by Tange Kenzo while starting to

work with us.
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LIU Ding: Thank you. When we were conceptualizing the Triennale, we were also starting

to imagine how to visualize the exhibition. That was a parallel development. This building,



as you were describing, is a very modern construction. When we first started working on
the Triennale, it was still under renovation. So initially we could only access the building
with very limited access, but mostly through online viewing. Until quite recently we were
unable to enter the building more fully, and we did not really have a very deep

understanding of the building.
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For me, this building is both the peak of modernism, but also at the transition from
modernism to post-modernism. And the same architect's design for the flower masters in
Aoyama, Tokyo (Sogetsu Kaikan), that was also an important inspiration for me. So how
the architect uses the base of the museum was a great inspiration for me. How to use it as

a stage.
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One of the important starting points for our visual conception of the exhibition is how to
soften the architectural features of the Grand Gallery, and to highlight and bring out more

artistic works in this setting.
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This relates to our concept, in a way, that we wanted to create various states of temporary
existences in this Grand Gallery, where the original platforms appear like monuments.
We wanted to create the imagery of a collapsed temple. In a way, this is to highlight the
presence of human scales in a setting, where otherwise it becomes very monumental. Our
reversal of the original monumental presence gives the humans a kind of monumental

being inside this setting.
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I'm very inspired by also the fact that this architecture is both symmetric but with
variations on both sides. On the left side there is a circular shape, and on the other side a
square shape, so it is a kind of symmetrical without strict symmetry, and it has a kind of

very dynamic balance, which I try to refer to in my exhibition design.
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To be specific, for instance, one of the chapters entitled “My Liberation” is realized

through three groups of work. In the circular gallery (Gallery 5) on the left side of the



museum, we have a small survey exhibition of the Japanese artist, Tomiyama Taeko. And
it's the personal journey of a young left-wing intellectual artist who, through engagements
with the realities in various stages of her life development, turned into a very
independent-thinking individual and artistic figure. Whereas, in the square gallery, we
present the Taiwanese artist collective Your Bros. Filmmaking Group’s project about the
immigrant workers seeking self-liberation in the suppressive environment. Outside is the

Japanese artist Niwa Yoshinori's work critiquing the capitalist system very much.
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My last remark would be that overall the exhibition language is to try and create the
organic flow of narrative and soften the original architectural features so that the flow of

works in this exhibition appears to be more speaking with each other. Thank you.
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Kuraya: Thank you very much, Liu Ding and Carol.
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Kuraya: Welcome. We have an artist, Susan Cianciolo, here with us. Among the seven
chapters we have gone through, her works are exhibited just entering the museum in part

of the chapter “Our Lives.” These are her artworks appearing on the screen.
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I would like to ask each artist some simple questions. My first question would be, please
tell us about your work; What was your inspiration? What was the concept behind the
work? Or what kind of materials are you using for the work? That is what we would like
to know. And my second question to the artists is how you would describe your work
related to the theme of the exhibition which the Artistic Directors talked about. So those

are the two questions we would like to ask you.
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So, it would be great if you could start answering it from the first question, which is about

your work, and the concept and ideas.
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Susan CIANCIOLO: This work was made over the last 10 years, but a lot of the elements
inside the pieces were developed over the last 30 years. And it's a collection of, I would
say, materials that are available. A lot are recycled or found along with the wood. It's
always timbers that are found on the street. Or everything is coming from friends. This is
a café, and this particular piece was made, the whole piece, with my daughter as a
collaboration, and then a lot of friends generally always collaborate when the pieces are
activated through a performance. So a lot of friends are, for this one in particular, cooking

for the performance that continues through the gallery.
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But, I would say what all my work is about is what I believe. I work with spirit, and it's
really about the process, not the result. So, it's about my enjoyment in the process and
being in peace with the work. And I mean, maybe there's very simple ways I feel that this
relates to the theme because it's the works really about my life and really the simplicity of

it.

o, BMENTERZVEWIMED DY T, W02 0EBHL TES2DIFTEEVD
T, ED XML D, EARFEMBFICAZLE VI BRERFEICLTVET, %
WIEMDOEF N2, FMPRMEHL T, ERINE > T ARVLHICIENT NS
LRWET,

There's a non-commercial aspect. That's not intentional, but that comes with how it's
made or what's available. And then that comes through obviously in the aesthetic being

very raw and unfinished.
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Kuraya: I hope the audience has seen her works already, and so one piece of her work is
exhibited at the Grand Gallery, and another one which is currently displayed on the screen
is on the third floor. While I looked at the work, I'm sure you feel the same, but you can
feel like how each of the work contains her daily life and every tiny thing that she cherishes,
for example, the thing that she does with her daughter and friends. It’s like available dear

and close items for her are really assembled in the work.
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I would like to ask you, Susan, another question which is about your long-term activities.
I understand you have worked in the fashion industry as well and now you also act as an
artist. So how do those fashion activities and work and artist activities intertwine or relate

with each other? Do you have any good thoughts on behind that?
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Cianciolo: Well, I feel they may not necessarily relate to each other, but I do myself, put
them together in a relation. It's specifically because I love to make clothing and the craft
and the art of this certain type of construction, specifically by hand. And that's how I was
trained since [ was so young with making clothing and embroideries, and all kinds of hand
work. So even though I decided to not continue as a fashion designer anymore, I still

continue making clothing just purely for the love of it myself.
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Kuraya: Thank you very much for your comment. I understand your love and enthusiasm
for fashion or making clothes. Because if you look at the fashion industry generally, the
current trend is to produce clothes just to catch up with the trend. And once the trend is
over, those clothes are wasted. And that is, I think, the current challenge that the fashion
industry is facing. However, according to what you just said, you are handcrafting or
crafting the clothes to have your enjoyment for your personal pleasure. So I think that's

quite unique and stand out from the general fashion industry.
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BELZEL LCORGOMME 2 H ) 9, ZOoHOHM~DEEF L L TIDRD
FIMAzweBoTnE Lk,

Cianciolo: Yes, that's correct. When I did have a fashion line, we were making the clothes
by hand for production also. But it became impossible I realized. I was very young and
learned as I went on with the experience. And so that's also the same affinity with the

making of the art that there is this pleasure and this harmony that I personally feel for it.
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And I mean that's how I have a type of emotional relationship to the exhibition. Also, I
feel really the curators as artists. And there's this emotional sensitivity through the
creation of the show. And so I wanted to say that earlier too. I just wanted to add that in

now.

BE: b9 1 ofiluineBnEd, 0BT, A—F VY IADESMMBF TS L
WH Tl BABVE, 20, ZhElx s LM TES REEEICRY, KE
BEST DL VHMPFUC A>T TLEIDT, THFTDOF TS Z Lo TE 5 HifH,
FLTCEHBEILLLBEREEDL, Alo TWTEIR Z 3HEHPFO/NE I Ia=T 4D
FTWICiA VR EZE TP WS 2T —<E2ffoTnbo L e b LHE
fRLEL, L2L, BERICAVET L, b5 LELD, LABR—FVIAZ
MOBRWBEIADBR>TL 3DITTT, ZOAZLIIHL T, IO DIEMBED
LB ENTBLEEZLCRY)ETH PLTATTHELHNIEFHEAL T 0,
Kuraya: My next question to you is that [ just realized and understood from your comment
that always your work has been within the range of handcrafting. Because if it goes beyond
that boundary, it can be translated into more machinery like mass production, and mass
and waste world. So I understand that you're quite comfortable in making your work
within the range of the handcrafting where you can work with your daughter and friends.
You see familiarity and faces, so that in this small community you can still communicate
the warmth and depth of the work. However, when it comes to exhibition, I'm sure many
visitors, especially the visitors who do not know about you, Susan, will come and enjoy
the work. So how would you like to approach those visitors? How would you want them

to feel about your work?

FrvFAe  REEREGWHERTY, he LT, SOXIIKELTIELWwE W)
FEDRFFb b o722 LEH Y THA, BENRLKIFDTHN, ~y ¥ —Lkifib
Thit, EI0oBIFIC R 2 2 IEHICBERELZ LB VT T, ZhrEMoEL X
THoT, REAPHITAGOREZ[{ILL I ETL LD,

Cianciolo: That's an interesting question because I would never want anyone to feel a
certain way. It would, from my perspective, always be up to the viewer, even if that means
they're upset or they're happy.  mean, I feel that's the beauty of art, that it's for the viewer

to have their own experience.
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A=Yy - FrroFFOo KESMT—T4Z )
Susan CIANCIOLO (Artist) (&% : EHTF)
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CHEZREVWEWS Zeh, SFoleok, R2ABRYVOZIMY 7, BT %

BOWLEFT X, LI BEEOEMTICAs T 200k BV L,

Kuraya: While I was listening to your comment, actually something clicked with me when
you said you wouldn’t like to force one way of interpretation on the viewers about your
work. Because when we look at your work, your work has a very personal and small
attachment to each work. And even though each piece is quite tiny, those tiny pieces are

located in a very nice distance so that the good amount of distance evokes the viewers

with the imagination what kind of connections that are all between those pieces. So I think
the gap or the distance of those tiny pieces gives the space to the viewers of how they

would like to translate. So that really makes sense to me. Thank you.

FyvIdu  —SFIMTMATETE, T o=EMIED &b LRGE DS 72
D, BJ77Z0T2ZLRTELLDTLE, 7272, ZURTEALALEALRZKEC, #
Do TETCLES/ZATT, TTDOT, bEDLEXZLTWRWIEEEND L
HECTLESEWIDEHEATTY, EOLI AT 2, EIRDIEMDBIETR
AN xEEBEEELAICLTOE T, BEBRAFESEZE FHIFLIA>Tw
T, BIRMNV Vv =L RELZT Iy b7 A — LB LTHBETT, FA
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Cianciolo: I wanted to tell you that these pieces originally were shown where the audience
could touch them and open them up. But over the years we've realized that doesn't work
very well. So now they do have to be at a little bit of a distance, but I like how each time
they're shown. They become new each time. Because even how it's here with the

platforms that you offered, I felt like it was a beautiful way to try something new.

BE  MEEb F 2L -2 -0 TIR, BEERZFEIROFEME R oM, [RH]
EWVBIHIFENRLETHHERATT, BELE VI DIk, A ABICIEBERECENT
VWA AUGRIEEEICEI S o TR0 b ok, NHEABBFIC [T2hiddi] i
[CHBARZ] tro%0wT, BR2HEErE T 0TI LA, Ald, Z—
VY IADOERDB e 25132 L3 TERITH, Hrwidfintwrs 2z,
fiirz e HED > TL Y ARABRZ I 2LETINDE DD LI TR N
¥ L7,
Kuraya: [ work as a curator and whenever I plan an exhibition, or when I see the artwork
as an audience, I always think of “stars.” For example, there are stars in the sky, and people
just interpret whatever they want; “This looks like an ox!” or “This looks like a swan!”
However, the stars are laid out as they are. And it's all up to imagination of the viewers.
And even though your work cannot be touchable, or maybe because it's not touchable, I
think it works and approaches to the brain, heart, or eyes of each viewer up to urge them
or encourage them for their own interpretations. It gives like the freedom of imagination

to them.

Z LT, BHABGEIEZ2E 20 LFEFFC, ClEY A—FrIAndbiih
bDPEMZEE S CWZIEFICBIL WA b L OBELBROEL T L) & T AT,
7z b AL REZEDHIPNT A>T LI RHIRDFEFL E L7,

While your work offers the viewers for the free imagination, at the same time, I think
when we enjoy your work, we feel this intimate warmth that comes from the friendliness
and the atmosphere of your work. And we feel as if we were invited to your such a cozy

place and warmth.

FNIEA—F Vv IALREBoLeoTnz, ZOEMDBD d BRIk EasoT, [T,
HEEDR 725 DERTLZI ] LWHIRETIEARL, 2 ZPoTniEF DIk
BERRL TV bR LBVET, $EEFVAARIENRIZAEL LV I EE
BEWZTERE»O %, AEbAIOAWED Z i@ LMboTWIT S, #
) L7FHA RIS R TE L0 EBnwE T,
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I think this is because, like you said, your work is not finished. You wouldn’t say “Here
you go, this is the finished work,” and still you have the role and it is a work in progress.
And that is why we feel that we can expect more things to happen from your work and
that's why we feel natural and invited to come into your work, even though we do not

know you closely.

(&% @A TH)
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DTT, fFE2 2T ALF— I, RHFTEARLSZIVoZER2LEZTH Lo
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FEBERTLET 2R EZHBRICHERL TIEL WS-8 LT, Al
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FEVR2EH VT EL] L [HEVICOEMPOEHLITES] b, AL R
YIFEZTWAETL x5, 20D ZNTHEHRECDOT, HEHAICLTHELEA,
Cianciolo: Well, those are such nice compliments. Thank you. It's especially about the
stars. That's really the most touching response I could hear. Because | mean, this may be
too personal, but there's certain stars that [ pray to every day for guidance or for help with
my work. And so I believe that's where the energies are coming from is not really me, that
it's the stars anyway. And also the reason I said it's free for the viewer what their feelings
are, because sometimes there are viewers that will be very upset about certain parts of the

work that if some things are like “a little too handmade,” or “a little too raw.” You know,
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['ll receive different comments, but I don't mind. I feel it's interesting.

R FA DI ETE, KALTNIE, TNTRA—F v IADBREZ —Hiffid I &
TWhiZEzweEvwEd, X—F v - FXx v FFuIATLE, HHIpLITIn
F L7z, BIABEOMEMZ ZEICR o TLZE 0,

Kuraya: We would like to conclude the talk with this. Thank you very much for Susan and

please give her big applause.

IRZaINTTY TN FIV 2T (BESMT—T 4R 1)
Emmanuel VAN DER AUWERA (Artist)

BE Tl BEFELC, v aT L TV TA - F UV XA EEL
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TY, FMmOEKRE B2 L5,

Kuraya: So now we have an artist, Mr. Emmanuel Van der Auwera. Thank you very much
for coming. He is also within the chapter “Our Lives” in the Grand Gallery. And we're

showing his artwork right now.

MOEBIIZFR T, IFEMICO VT, ECroRBLEDH, Horwidavre”
M aDh, FEMPCT 72y 73 EABDDEDO»EHZA T EI v, ZLT &
HiZ. BT =T A RXRT A2 27 - FTALZZ2—D AP L T W EES KD
[BF] vl ave 7 Mo, a3 LI RIEL TR LBwETR, 20
—DOTI,
I have two questions for you today. The first question is about your art piece, of course.
And I would like to know where you got the ideation, what your concept was, what
material you use, what technology you use. That's the one. And second question following
is, as our two Artistic Directors have mentioned about, how do you reckon that your art

piece is related to the whole unifying theme of this exhibition “Wild Grass: Our Lives”?
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Emmanuel VAN DER AUWERA: Thank you. There is a lot to unpack, in fact. So, I think
that the first thing I can say about my practice is, obviously, that I deal a lot in relation to
media and the mediatized landscape. But I would also add that it can come from a
psychological point of view. It's also an investigation, a discovery or realization, which is
very obvious, that perhaps the most important and influential objects of our lives are

SCreens.

iz b IZRER DO K303, A7) —voTr v 2 tRic X o TN I n s HFIcAk %
TwEd, 27V —viEROERICARY, HREETCHFICRDLIb DL R,
b ofEie b, FEFICEEN O EY —Le BV E Lk, VDTV —v
YNAVAT AT CTREINYPEHETT, BT 2L, b3 AT 1o Tk nimqtax e s
LT, ERICHAPTEZ THWIHERFZHEL W) A7 27 V2, HEIL T
WHEWNH LT, TNITERALDL Y £,

And so basically the experience of the world we have is in large part, and perhaps in
majority now, mediated by screens and by the digital world. So it became an extension of

the world. It became to a certain extent, a replacement of it, and our experience, an
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extremely emotional and psychological tool, especially social media. So the conclusion
was that we also then become a form of “a voyeurist” or like we are basically constantly
onlookers to the spectacle of the reality and of all form of things happening in the world,

through the mediatized landscape. And there is a limit.

ATATICNLTERT~NEERIDHLLEZTHETH, HIZFAT 4T 2HELT
AR 2138 274 7fk3nzdbor iR 213L, 2ITEHICR 2BE2H
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i, 74NV RO A BT LTnT, b AERER2 2 LIETEIHA,

With this, I also think that there is an element to consider with the media, which is that
the more you see through them or more things than mediatized or at some point things
being - there is a point of almost blindness. This is an interesting thing because in art
there has always been this conversation between representation and, you know, the
collapse of representation or abstraction, or the somehow the biggest motif like the sun,
you cannot watch it directly. And in fact an image in the screen you cannot watch directly

either you need the mediation of a filter.

o, REFEDHBRAZ ) -V EDBRICECTLHENZDDICERL TS I L
ICRDOEE L, HEVICDHDRILDORZ Y — v 2 BT, BEEMICRIEFT A 7 2D i
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ZZD7 4 VR —%HI 2T R Z IR ICHEEN T/ L AR LD TI 2, Tk
HbOHICE o Tid, EAEMOEERICE o TR ITRATLODH Y £7,

And I discovered like basically I was referring to psychology in relation to screen, because
we see so much of them and emotionally that I took a knife and I started to basically cut
through the filter and kind of break that barrier. And doing so you shred this filter, and
you discover like the kind of primal state of the image, like the whiteness. And I tend to
see it as a very subversive act, also a liberating act to our eyes and for the viewer of my

pieces.

SEBRLTVWEZLLDEMD I VLT FICOWTEIHFL LT L. FERHZ &0
CEWTHIEL T3, BERme d, ERIOEE 2HkE, BHELZILRL, B
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I will talk a bit about the concept of that particular piece. So for this particular piece, my
take was a little bit about historical painting which has been a way of aggrandizing and
basically sacrificing object like the reality, historic reality to create myth. And since |
mentioned that this psychological nature also of our relationship with image, rage is an
important part of it. And I suppose that the 6th of January [January 6 United States
Capitol attack, 2021], which is a kind of revolution of a new kind, or a new order, because
I tend to see it as a post-historical event in the sense of Vilém Flusser [Czech-born
philosopher, 1920-1991] who said and recognized that we live already in the world of
post-history where it's not so much politics or the causality that creates history - it's more
like the magic effect of image that the main forces and drive to history. Which is a

terrifying reversal, according to Vilém Flusser.

MBEEHEEY LYy XERBTLERAR NI A2 ADXYICRAET, AL I3ER
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L2 ZCiRMiiEhn, BT h, AT hTwEd,

And the revolt of the capitol looks in that lens like a giant performance where people came,
groomed, and prepared and prepped and the camera ready, and they record their own
performance. And I took all the material that they recorded. And I kind of manipulated
this material and put it into this altar, which became a form of reactivation of the historical

painting, but the kind of shredded, destroyed and deconstructed one to create the piece.

COEMEIRVIES L, —HOBFERO X Sk, TILIENAZEZLEBVES, »
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I think that if you look back at the piece, I see it really as a broken altar of a kind of ruin,
something that has been and also something that is quite living. Not just the image
interesting, but that the whole - if you'd like, an aspect of your question was also about
the material, that we tend to consider everything about the materiality. Because we tend
to see the digital world or the electronic economy as something that is seamless, that has
no physicality and therefore is neutral. But actually there's a giant industry behind it. So
that it's almost like a magic basically. If something floats, that means that there is a rope
somewhere. And I'm also interested about the illusion that is being constructed, and the

heaviness and the physicality of it.

IvZaT)L-T7> T - 7#“7715 (KV*HDJ T—F4 &)
Emmanuel VAN DER AUWERA (Artist) (8% : EH TF)
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For the second question about the relation to the general theme of the Triennial, I found
it extremely appropriate of course to be in “Our Lives” for the reason like Liu Ding
mentioned that effect was, and also the set of a collapsed temple. So obviously this civilian
unrest, this kind of new order type of revolution, and this kind of chaos that seems to seep
from this object are I feel very close to that problematic and that idea even like of this
temple being toppled. And also perhaps at a more personal level, I think that there is

something that I see in art. We constantly work against the system.
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And I tend to agree with Flusser again, saying that the world is a form of a programmatic
machine and so you cannot really topple that in any meaningful way. As a programmed
being or an agent of that program, you have to work with and against it and manipulate
the system to try to produce effects that were not kind of planned within the system or
the program. So by act of destruction like cutting to the screens, I tend to see the
possibility of new creation and new outcomes that were absolutely not supposed to be
seen. And this, I think, is also my take on how to create a freedom space, in which art

basically like can occur.
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Kuraya: So thank you very much. That was a very interesting talk. And because you have
been making a lot of interesting comments, I would like to summarize what you have been
talking about. So the interesting comment made by you is that you have said that most
people think that the screen is neutral. However, it is not. So with that, the word I get the
notion that we're not usually looking at the PC, the machinery itself. We're looking
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through the PC to look about the news or the history that is ongoing currently.
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However, we might tend to forget that there is a screen in between as a mediator. So we
tend to usually forget that we are looking at news or other stories, but there is a mediator,
and that mediator could fake you out sometimes. It might make you deceived sometimes.
And we tend to forget that. So your art piece is now making and ringing the bell for the
people to be aware that we should not forget that. Between reality and between what we
are looking through the PCs, there is a mediator that we must not ever forget in order to
realize what the real reality is. And in order to have a metaphor that there could be a
mediator in between the reality, the news, and for us, our viewers, you have been making
some cracks within the LCD panels, and you're crumpling or crushing up the monitors
somehow in order to have the viewers understand that there is always a mediator in

between. So that was my take from your talk.
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Van der Auwera: Yes I think it’s pretty much sure that what I'm seeing is this illusion. Also
it’s interesting to, you know, also to show that other states or something looks so familiar

like the screen you see this image is like white noise basically. Something that has no shape
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or form that beyond. And then you can see what I'm learning from experience that what
goes on screen is mainly the result of what goes on the eyes, it’s just a light. It has been
like mediated in such a way. But maybe I'm using also metaphor of mediation, you know,
the screen is the literal translation of the metaphor what I mean. To be extended to the
social media or any type of politic involves or ideology involves, saying neutral. It looks
ideologically neutral but battlefield is happening on social media. The display is also

neutral. You can also extrapolate I think at that level too.
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Kuraya: The other interesting comment that you have made is about the reversibility of
reality and the fake news. And this art piece itself is about the supporters of the Trump
administration occupying the Capitol Hill. And this was the first time that I've known the
reality from your mouth, your voice. But this time, the supporters of the Trump
administration have been preparing and maybe intentionally or unintentionally, that we
don't know, but they have been already preparing themselves to make a news, as if their
images could be a fake news, and upon that creativity they have been occupying that
Capitol Hill. And the news went viral. So usually the reality is there and then maybe based
on reality, fake news could be cascaded down the road. However, at this time it was the
other way around. So a fake start or something that may look fake has been firstly initiated.
And then it went into the reality. So it's very interesting that reality is inching over to fake

and fake news inching over to reality too.
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Van Der Auwera: Yes, true. I mean, it's to a certain, to some extent, it's getting harder and
to talk in matter of reality and fake news in the binary. I think this is the last breath of the
concept which would be objective reality somehow. That we've been trained into believing
that this is so important. But we live in a world where the synthetic and the authentic are
basically - it's meaningless to try to put a clear boundary. So maybe in that regard,
everything is doomed to be hyper reality or some form like that. Like basically everybody
buys the theory of what's real in the supermarket. But the case of the Capitol is interesting
because it was to me, I mean, Donald Trump was obviously a conspiracy theorist. That's
how he entered politics with Obama, for example. So before even having any plan for the
US, he was first a conspiracy theorist and a kind of QAnon type, because it's also related
to the deep state. All these vocabularies. So he is the first president who's has a program
that is based on the conspiracy. And he created before the election the idea that they
would be fake. So the kind of spectacle has been marketed for a long time in a way. It's
not reality. You could buy the tickets long before. So that's why I see it as real performance

to some extent.

LoaL, 2Bl TchH2eh, AT4TIEHINTHE220 Lo TaBTIEA
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But it doesn't mean that it's not dangerous because it's spectacular or just in the media.

It's actually incredibly dangerous because that means you can - Our system relies on basic
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common shared beliefs of things that would be non-arguable. So we need this support for
the system to kind of not collapse. So that was a very dangerous assault on that. And I
guess the first of many manifestations to come. But this is more politics than art actually

now we're getting into.
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Margaret SALMON (Artist)
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Kuraya: We have invited Margaret Salmon. And her work is exhibited in the chapter “Fires

in the Woods.” And we have her work on the screen right now.
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So, I would like to ask you two questions. And the first question is about your work itself.

Could you share with us your idea or concept behind this work or what kind of materials
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or technique you used for this work? So that's the first question. And the second question
is, how do you think your work is relevant to the theme that was described by the Artistic

Directors for this Triennale?

(0t | Spider, 2024 (5% : EATE)
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Margaret SALMON: & D 23¢9 T W §, JLARTI 2, OK, thank you. So, my name
is Margaret Salmon. I live in Glasgow, but I was born and raised in New York. And I work
as a lecturer at the Glasgow School of Art. And I am an artist and a feminist filmmaker.
I'm also a single mother, a sister, a daughter, a friend, and a photographer. So the work
that I've made for this exhibition is a new piece. It's called Spider. And the title, Spider,
incorporates the entire installation, right? So the wall, the objects, the photographs that

you see, and you can walk amongst in the space.
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The objects which you could call them sculptures, I sometimes call them thought objects.
They are ways in which I attempt to articulate my relationship to my life, to history, to
politics, to emotions. And the photographs also are a sort of a document or a processing

of daily life, also to do with politics, emotions, experience, economics.
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The theme of the work for this exhibition for this piece, Spider, is research for me for a
film I will make someday. The film and the work are thinking about conflict and the legacy
of trauma within families of soldiers. The work is semi-autobiographical. And it reflects

upon my father, who was a soldier in the US-Vietnam War.
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The sculptures are all made of materials that were either found or trash or given to me.
Nothing has been purchased or manufactured for the purpose of the sculpture, so these
objects are very casual and very intimate, and are thinking about language, right? So the
space outside of language, out of spoken language. And they're also thinking about
repurposing, so about using what is waste and repurposing that into an idea or a concept

to share with audiences.
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And so I was thinking very seriously about the concept which was proposed in this
exhibition and this idea of “Fires in the Woods” and how it might relate to my life now.
I'm a middle-aged woman. I said I'm a single mother. I have two children. I'm aware of
the forces that exist around my life in particular, but also globally, that influence so many
women and families and men. And so the work is reaching out to audiences to try to create
some discussion about the experience of contemporary living, right. So I use the materials
available to me and the skills which I have, which are also through photography. So the
photographs are prints ['ve made in the dark room. Some I have made here in Yokohama
at the Darkroom International, and some are from past exhibitions and past films. And so

this is a process, the installation of a life's work. Yes, a continuation.
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The photographs are of many different places and people. Some are from Glasgow, from
films, perhaps a film I made about feminist economics of women working in a place called
Govan, Glasgow. Others are from Rockland County in New York, where I grew up and
are of artifacts from my father's service. So medals and the flag which was given when he
died. And also, some are a reflection of contemporary politics and social media. So for
instance, there's a photograph of a phone with the recent death of the US airmen, Aaron
Bushnell on February 25, who set himself on fire outside of the Israeli embassy in protest

to the war in Palestine.
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And the photographs become a kind of mural. If you go to the other side of the wall, a
collage and they're not singular, they're seen, you could even say in a cinematic form.
They have a discursive quality. They counteract or contradict one another, but they, as a
whole, contemplate the multiple and multifaceted experience we might have with forms
of representation in everyday life. So they're thinking about representation about realism
and on trying to unpack some of the stereotypes or some of the conditions that we see

daily.

all — - Uhle :
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And, I think with this work for me what's been very interesting in being in the exhibition
has been to meet so many creative friends from the past and the present, to realize maybe
I'm not so isolated in my vision or my engagement with the world. So to see the work in

particular of Japanese artists like Teshigahara Sofu and others, the wood cuts and prints.
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For me it's been very exciting. And I'm part of that history and legacy. These are my family.
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So, to think about the eyes and the body as a power in an attention economy to the
question where we place our attention and what we value. And the sculptures and the
photographs and my work in general is paying attention in places or to things that maybe

could be overlooked by this spectacle machine of---whatever you want to call it.
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Kuraya: Thank you very much. I found it quite interesting, and particularly when you said,
for example, we tend to think when like very renowned people or heroic people say loudly
“We are against war!” or “Let's think about history or war!” that's the only time when
people really listen to that message. However, according to what you just said, I realized
that we can find really small but tiny relationships with the war or history already exist in
your daily lives and family lives. And by assembling or combining those like tiny elements,

the message could suddenly come out.
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And also, when we say against war aloud, this message means like 100%, no objection to

that. I mean, this is like forcefully giving the message. However your work is really
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beautiful, which is about giving the space for the audience to interpret. They have this
freedom of interpretation, maybe like, OK, I'm against war, but maybe some people may
be for it. Or why are they not objecting the war, for example? And so the beauty of your
work is to give them the gap to understand and discuss about it. So I think you said that

your work wants to give like the seat for discussion. That was my impression.
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Salmon: Thank you. Yes, I think, for me the work is trying to recover from the trauma of
living with the aftermath of extreme violence within your home. And so to have a figure
in your home whose suffers from what they call PTSD and might be violent and unstable.
This affects the whole family. And so what I'm very interested in also is the role, the place
of the women within this condition, within this situation. And so this invisible experience
of behind the domestic set walls of families and, in particular, of women who are trying to

recover their families from these histories.
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[ was thinking of a story from the summer when I went away with my family, and it was a
very unusual time. I don't go on holidays very often, so it was like a big present to myself,

a holiday. And we went kayaking in the sea.
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And I was with my son and the wind was coming very strong. And there were big boats
coming by. And we had so far to go. And my son is 11, so he was not so strong. I was
pushing, 1, 2, and trying to do. And then the big boat would come, and it would be like,

oh my God, I'm so angry at this big boat because it made our life so difficult to row against.
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And then we struggled, and we made it. And I was thinking afterwards this is very similar
to my life all the time. But it was lovely to be close to the water. And to feel connected to
something that was greater than myself in the sea. And so, we survived. And actually we
had a great joy afterwards at what we did. So yeah, I see the work in a way of meditation

or a discursive space to think about the complexities of being a small kayak in a big sea.
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Kuraya: Thank you very much for the beautiful example. Another thing that I found
through your work is that on one side you send out like a strong message or social message,
and your work stands from the family history. But at the same time your work, visually,
embraces the combination of small objectives. For example, you have the similar colors or
similar shapes, and sometimes you accumulate horizontally or build up vertically. And one
of the pieces that you showed is you actually wrap the legs of the chair with semi-
transparent plastic. And you make it soft so that you take away the function of the chair
itself, in which you manipulated the color, shape and took out the original function from
the objects. It is quite indirect, and I would not say which is a direct message. So, what do
you think is the relevance or the connection of that kind of indirect manipulation of the

objects and the awareness of the positioning of women within the family and history?
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Salmon: I mean, the work sits within a conversation that has to do with the ready-made,
right? So to take the everyday object and to elevate it or to intervene in a way which brings
a new thought to that object, right. So, for me the sculptural works are thinking without
thinking. So they're like expressive. But because I'm always thinking and I'm a filmmaker,
I'm very serious. And in particular about the content or the meaning of my work, for me,
the sculptures are where I put the extra thoughts that maybe don't end up in the
photograph or the film. And they become playful and autonomous. But they take the scale,
right? So I talked about a kayak and a boat. It's very much about scale here. And as I said,
it's about value and economics. So it's taking what is not needed, that has been used, and

repurposing it. But also at a scale which requires close observation.
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I think also newspapers and language are important for the sculptures. So you can see
there are various newspapers that are all significant and connected to historical moments,
or “Fires” [of “Fires in the Woods”] you might say. So one is a representation of soldiers
from the US-Vietnam War. Another is the paper which came on the day of Brexit in
Scotland. So it's the issue from the Scotsman. And another is the picture which show a
Palestinian woman with the body bags of dead Palestinians. And so each structure, the
furniture is all from Yokohama Museum that was not needed and was saved. And each
structure has a theme. So for instance, for me this is a woman. This is man. It's thinking

about femininity, masculinity. Yes. So some are very playful. The shoes are from my son,
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from his football. They're not being needed anymore. He is too big. So I save them, and I
think this is beautiful, I will make something with this. So they reflect the conditions of
my life, the materials of my life. But those materials are also collective materials. And the

work is in conversation with the audience’s experience.
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Kuraya: Thank you Maragret.
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Kuraya: So welcome, we have an artist, Puck Verkade here with us. Her video work is
exhibited on the third floor of the Former Daiichi Bank Building which is connected to

Bashamichi station, one station away from here. She is in the chapter “All the Rivers.”
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And first of all, I would like to ask you about where you got the ideation, where the concept
comes from and if you have any say to your technology or materials that you have used
for the art piece that you are exhibiting today. And the second question is we have the
whole theme of this Triennale, “Wild Grass: Our Lives.” And we would like to know how

your art piece reacts to the idea of the topic itself.
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Puck VERKADE: Thank you so much. The work that we are showing is called Uprooted.
That's the title. It's a new work, completely new for the Triennale, very exciting to have
been working on this for the past months and to have received so much freedom to
develop work that we felt was in response to the theme of the Artistic Directors. Uprooted

is a video installation that considers our human role as caretakers of the Earth.
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[ would say it's quite a dark ecological fairy tale of sorts, and it looks at issues of the climate
crisis through a very absurdist lens. And when I say the climate change or climate crisis,
we can all feel that's a very heavy topic. It's a very big topic that's very hard to grasp. |

think in this work by coming at it from an absurdist take, using animated characters to
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tell the story, I feel like something opens up to think and feel through the psychological

experience of climate catastrophe that we are in right now.
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So how the concept came about? I don't really know. This grows. It takes months to

understand where the main character takes me. And in this case, it was actually more of
a collaboration. Because my partner Thomas van Linge, who is also here with our baby.

He's now in the back. Yes, he did all the sound design and musical composition in

accompany with my moving images and, animation, as well as performing together with

our 8-month-old son. In every single work, I tried to bring together several techniques.
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For instance, animation and stop motion, performance, narration, storytelling, musical
composition. And this work is an example of that, as well as the sculpture installation that
you enter through as you sit down to see the film, which is an installation of large pink
flowers hanging above you from the ceiling, maybe making you feel a lot smaller. It's
playing with scale of course. And the film takes place in a garden. It takes the symbolism
of a garden in which the organisms that are living there, they speak up against the crimes
of humanity against nature. Again, this sounds very heavy. And it is. But the way of

delivery and the visual aesthetic is quite playful and childlike, to again open up a space to
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freely interpret.
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The second question as well, how the work relates to the wider concept of the exhibition---

I felt very compelled after the first studio visit with the Artistic Directors about Wild Grass
as a representation or a symbol being quite fragile, actually, and at the same time, resilient.

And I think I see that in many works of the exhibition as well. In our work, this is also
something that definitely comes forward, how fragile our lives are, especially facing very
serious ecological challenges. Yes, [ want to, I think, leave it at that because I also want to

leave openness for the viewer to make their own interpretations with their own
sensitivities, their own backgrounds, their own doubts and fears and hopes and dreams,

maybe.
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Kuraya: Thank you. Anyone who has already enjoyed this video work at the venue? I think
not so many because this venue is a bit far from here, so I hope you could go there after
this. This is a very colorful animation work in which the garden is described where bees
and snails live. One day a gardener comes to the garden and he intervenes in the world
by spraying chemicals to kill the weeds. The bees, snails and other living insects try to
warn him that if he does that, he will be in something bad. The gardener, then, suddenly
transforms into a rabbit, falling down to the hall--- That is the story and description of her
video work, and she collaborates with her eight-months baby, Ziggy, who stars in the

animation.
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So, I have a question for you. Your art piece is handling a heavy topic. People usually tend
to turn their eyes from such a heavy, dark topic. However, in order to have people start
talking and conversing about that kind of topic, you have selected like an animation or
child program as a way of creating the work. There are other ways to communicate a topic
to other people, but why is it that you have selected this animation or childlike program?

Is it related to or because you have a newborn baby?
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Verkade: The childlike, playful aesthetic is part of my general artistic practice. It is
something I take very seriously. I feel like we have forgotten how to play as adults. And I
think it's a very important thing in life. And I hope with this visual aesthetic, it's not just
an aesthetic, it's a tool, maybe, or a strategy. [ hope I can also speak to maybe an inner
child or the child that's still within us. And then again, yes, I have recently become a
mother and I cannot deny that it has very much influenced me as a person, us as parents,
and as artists also. It has turned my life upside down in a very good way. Also, considering
that the drive behind this work has never felt more urgent actually. Of course, I've been
dealing with the question: How can you bring a child into the world that's on fire? Literally,
metaphorically. This is a very personal question, but I think we can all relate to such a

thing.
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As an artist, [ want to choose my words carefully. In every project, I do put a lot of myself
in, my personal life in there. And by using playfulness, and humor, and absurdity, it's also
for me as an artist processing certain questions [ have about the world. Questions that are
not easy to ask out loud, especially in our daily lives. And I feel like art opens up a space
where I actually have the courage to ask certain questions. And I also hope that mirrors
to the audience. That it gives the audience or the visitor agency to sit with that discomfort.

But humor helps to digest as well as, yes, this playfulness that I see as very important.
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Kuraya: Thank you very much for your answer. The relationship with an artist's life and
art piece is not usually very much straightforward, and it could be very complex according
to the person. Some people might put their whole life into an art piece, while some may
have a lot of conversions along the way to have their experiences reflected in their art
piece, or some not showing their life at all. So I have maybe sort of asked you a question
that could be even rude to some person, just straightforwardly asking you “Is it because
you have a baby that you're working on environmental issues?” But you have been

straightforwardly answering the question. I'm greatly appreciated that.
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[ have a very strong impression of what you said about playfulness that people are lacking
playfulness when we are getting into adulthood, nevertheless we have a child or not within
a household. You have mentioned that playfulness or a witty sense of humor is going to
be a great tool in order to understand the status quo. The meaning of using playfulness
as a tool in my understanding is that maybe you can think from the place of other roles by
imagination. You can always think a hypothetical thing like if I was a child or I was an
adult. People might be evoked to open up their imaginations to understand other people’s
mindset or be in a choice of another person, and also open up to other’s different opinions.
So I think playfulness by switching roles of what you hold currently or using your
imagination could be shortening the distance with other people, otherwise than you,

having a different opinion. So that was impressive for me.
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Verkade: Thank you. You asked me before about using playfulness also and animation and

/
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made me think that a couple of years ago, about more than 10 years ago, I was still making
documentary films. So I was using realistic images to tell stories of a societal nature. And
after a couple of years, [ was very bored by it. And I asked myself why. And I think [ made
the switch to using animation, and absurdity, and humor, and dressing up, and
performance, and going really, really weird because I feel like it's a more realistic
representation of how the world feels. The world feels some sometimes like a cartoon very
much. And I'm very grateful to show my work for the first time in Japan. Because there's
a very rich, generous visual culture that is very absurd. And it has influenced me a lot.
And so, I hope when visitors see the work, they can resonate with it, and see the links
between dark and light, between emotional landscape and social dynamics, between the
personal the political, and maybe take cartoons very seriously. But I feel like in Japan there
is a really wide understanding that cartoons are very important, actually much more than
in Europe. There, maybe, sometimes it is seen as a joke. And it really isn't. This is a big

topic. [ will end it here.
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Kuraya: Thank you for your comments. On the back of the hall, there are Ziggy who

appears in the work and Thomas, a sound designer of it. Please applause to them silently.

YR T rY USTEAEYE LA
Thomas van Linga and Ziggy (&% : EHTF)
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Verkade: It’s very sweet and they're a very big part of the project. Of course, Ziggy, our
son, is performing in the film. And Thomas did the entire sound design and musical

composition. It was quite a family project.
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Kuraya: Before we conclude this discussion, last one word from me; Until my university
years, | wanted to become a cartoon writer. So thank you so much for taking manga and

cartoon so seriously which made me happy. Thank you so much.
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Pyae Phyo Thant Nyo (Artist)
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Kuraya: Welcome, Phyo, for the interview. He is the last speaker, and his work is exhibited
in BankART KAIKO, which has a direct connection from Bashamichi Station. The
chapter title is “All the Rivers.” I have two questions to you. The first question is please
share with us the concept, or ideation, or the technique that you used, or any material
that you would like to share with us about your work. So that's my first question. And the
second question is, as the artistic directors shared with us, the theme of this exhibition is
“Wild Grass: Our Lives.” So, I would like to know from you how your work is relevant to

this concept. So those are the two questions.
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Pyae Phyo Thant Nyo: Thank you. So I would like to start with my art practice, like how
I see the whole practice. I see it as more like a farming, growing trees. And this is me, like
us, growing rubies coming from the ground to emerge, yes. So these two works are called

A Story of Our Lives.
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So, it is telling a story of bugs. They are collectively working together to eat rubies or

chase rubies in a really dystopian like landscape form. That's how I see it.

(FhT=B DHEDYIEE) |, A Story of Our Lives, 2024 (3|5 : KEFFEN)
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So for the materials, I exchanged with another artist as well. And the whole thing is like
being harvested from a Japanese forest nearby. And we just placed it like a plantation.
And the bugs, they grow inside this. And for this one [the left sculpture,] it is like a
plantation, so they grow inside and like confined in a system. And this one [the right
sculpture] is like where they have a leakage and this spread out everywhere in the

landscape, so [right one is] disorganized and [left one is] organized.
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So, I think the work is about despair. It's about hope. It is about fulfilling our desire. So,
the bugs, they represent like parasites, like humans trying to achieve their dream or their
goal, like escape. And that's the angle that we see. And it's also related to ruby mines in
my country, Myanmar. So every year, about 2000 people die mining rubies. And it's like
the bugs. How do I say it? | mean, if you if you get that stone, a gem, and you're rich,
right, you escape this hell-like reality. And you can do anything you want with your life.
It's like that. So it represents all of us in a really - because like the country right now is

really, really bad. And because I grew up there and living there, there was this hope,

N

prosperity, to achieve something. And now, it's like politically, there's no solution anymore.

There's just civil war going on. And it's really like a mess. Just like it. And that's how I see

it.
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Kuraya: Thank you very much. Before I had this opportunity, I had not been aware that
the ruby industry had such a great meaning in Myanmar. So it was quite a good bit of
learning for me. And when I see your work, you have bugs climbing to get the ruby. And
also, in other works, you have the different work where bugs are confined. And I think
these bugs could be utilized as a metaphor for those who are like damaging the nature.
They are really, like, egoistic. They're very arrogant. But at the time, they can be seen as
those who want to survive in this very tough environment of Myanmar. So they are filled
with energy. So I can see like both sides. And actually this metaphor of bugs and rubies

can be kind of a controversial or contradictory because it is double-sided.
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Pyae Phyo Thant Nyo: Yes, it is double-sided in a way. Because I mean Burmese rubies
are really famous, like the on British crown, that's a Burmese ruby. They stole it. Yes. Just

trying to process. How do I? I do not know, processing.

Ex-Ea-Xvb-Z3 RESM7—7T42XF)
Pyae Phyo Thant Nyo (Artist) (&% : EH 7T F)
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Kuraya: I was actually, you know, quite surprised by the fact that you just explained to me,
which is the gem that was generated or discovered in the country where the middle of the
conflict in Asia was brought to another country which was quite rich and famous and had
authority until 19th century, and which is like shining as a crown of that King's head,

which was quite weird. I had a very surprising feeling for that.
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Because Myanmar was colonized by UK. So, that's why it was bit ironic that the gem that

was exported from Myanmar was shining on the top of the head of the king.
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Pyae Phyo Thant Nyo: Yes. | mean, I don't want to talk much about rubies because it's a

really sad thing what is happening. But I would like to focus more on the structure and

how it's relating with “Wild Grass” and what is actually going on?

BiEEbBOom e &, EMTREZHC L) &, Bo T EMZIHET 2 X 5 =&
CTEMICIHATHE T, 2K IADERLZERHAGD I o T, HL e
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ZABYREEEA B L TR eBbA2TL X I, ERMNO T —7 Vit EIREE
ZRLTOES, RO X I DD TT, KYFHTICH T O, HEciEHEAZND
DTETH, ZNHHHATESE O —T7AEFHLTVET, Wb DLDORE, H
53 FA7 b DT D IS, 2352 DKL THET,

The way I see is more of--- it’s like painting with material, harvest material growing. And
you can see how it has so many different forms combining together to form a new life or

a new sort of meaning that generates a story that could tell and that could give people
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dreams, some sort of ideas about like our reality. And the cables that I use is actually a
telecommunication. So it's like an extension. But like here it's all meant to be underground.
And it's not meant to be appearing. And that's the main reason why I chose it. It's more

like showing what's underneath the layer of our minds, our cities.

(FhT=BDEDYEY (B85 |, A Story of Our Lives (detail), 2024 (|52 : KEFFEN)
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Kuraya: First of all, I'm so sorry that I asked so many detailed questions about rubies. But
[ actually found quite an interesting part of the art, which even though, for example, you
want to set the theme of like politics, or social issues, or historical issues, depending on
what kind of material you use or what kind of intent you have, and how you form them
can have either direct or indirect connection with the theme. And I think it can influence

with each other.

TIDCT, SHO =207 —<HMEHHTET T TR, HEMNE Ay -
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So, for example, in terms of the going back to the theme, it doesn't strongly communicate
always 100% the social message. I think the great thing, or the beauty of art pieces is that
you can still have this ambiguous element. You can actually make this contradictory thing
in this art piece without just directly communicating the message. So to do that, I think
it's very important what kind of technique you use, what kind of materials you use, or

what kind of color you choose.
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So, I wonder if the various keywords that you has just mentioned, such as putting these
cables as if you were painting with material, or bringing something usually invisible like
cables out into the ground, or as if you were trying to harvest a tree growing, are coming
from that kind of thing. I feel like this was the main reason of the various keywords that

you used.

He, Ty BADRNE I BRE DL BIBICR o T B ATT A4,
I would like to ask you one more question, which is the black the plastic like vinyl sheet

as a background, what's the intention behind this?

Bxsta Zyh-=a!RE ZORIOBLHIEIF2L—X— T—74 X
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Pyae Phyo Thant Nyo: That's actually the curator, Artistic Director did. But I really like

it. Because it's like a blocking band from the system.
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Kuraya: Thank you very much. Those were the questions from me. Do you have anything

that you want to?

Erx- -tz Xyb-=a ! WrbldfFickRcd, 2OXIRBTT—74 A}
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Pyae Phyo Thant Nyo: No, thank you. It's my first time doing this kind of artist talk, so

I'm quite nervous.
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Kuraya: It's like, I'm sorry I'm the first person you have to deal with. Anyway, thank you
very much again for joining us today. And actually I found this conversation quite
meaningful. And when I act as a moderator, I actually really value the moment when artists
are thinking what to say would describe their own feelings, and they pause or become

silent. Because that means they're not just reading out the prepared script, but instead
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they're trying to verbalize what they're thinking inside. So I really feel the beauty of the
silence and the pause that you made today.

So thank you very much for coming and joining us today.
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