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KURAYA Mika (Executive Director, Organizing Committee for Yokohama Triennale /
Director, Yokohama Museum of Art): Hello. My name is Mika Kuraya. I'm the director of
the Yokohama Museum of Art. And I'm also the Executive Director of the Organizing

Committee for the Yokohama Triennale. Let us go through the program today. At the very



beginning, Liu Ding and Carol Yinghua Lu, our Artistic Directors, would like to introduce
you the overall concept and the structure of this exhibition. Following their introduction,
we will have five artists introduce their works while I facilitate the talk. The artists are

Sandra Mujinga, Ingo Niermann, Seren Aagaard, Joar Nango, and Lungiswa Gqunta.
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So let me introduce you the Yokohama Triennale briefly to start. We started in 2001 and
are one of the oldest and the largest art festivals of contemporary art in Japan. Touching
on the history of Yokohama, as you might know, Japan had closed its doors to the West
and had been isolated for 200 years, and it was in year 1859 when the country opened five
ports to the West and the rest of the world. And so as you see, Yokohama for the last 160
years have opened its port and have exchanged various cultures and various values with
the outside world. Sometimes these cultural values have rooted themselves in our city.
Sometimes there were conflicts. And all these things have made our land very rich and
enriched in culture. And therefore it is very important for us to have this international

side, this side of reaching out to the world and our culture in the city.
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For this edition of the Yokohama Triennale, we have invited two curators from Beijing,
what we call Artistic Directors, and they are the ones that conceptualize the exhibition,
decided the theme, and selected the artists and artworks. And we have 93 artists from 31

countries and regions who are presenting their artworks in our venues.
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So let us ask Liu Ding and Carol for their overall concept of this exhibition and the ideas

of how they selected the artists and artworks.
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Carol Yinghua LU: Thank you very much Mika for the introduction. It's great to have the

opportunity after the exhibition opens to discuss a little bit about the exhibition itself.
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There were a few things we had in mind when we were conceptualizing this exhibition.

One of the issues that we were thinking about is that biennales and triennales



international large-scale exhibitions have become very much a spectacle.
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While these spectacles have become part of the vocabulary and scenery of the global world,
it also has the problem of flattening the issues that are being addressed in the triennales
and biennales. Even though biennales and triennales have tried to address contemporary
social issues and confront with the realities. Because of this spectacularization of

exhibition, the engagements have been very superficial and very flattened.
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So it's very important for us to bring a certain historical depth into this exhibition.

bt BESOT —<2BELBET 2720 Cldnd  JERELBIT S LrHE
RELELTVE L7, TTOT, PEAERTH 5 Fll2s 100 HFATICE 7 /Fiz ~
—2lZL, BER0T7—~% [WE]| t352LicLlELl,

We also felt it is very important to not only connect the theme of the exhibition to the
reality, but also connect it with history. So I chose the theme “Wild Grass” based on a

work by modern Chinese writer Lu Xun written 100 years ago.
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We saw a lot of parallel conditions both on the personal level as well as on the larger social
political level, parallels between when Lu Xun wrote the Wild Grass and today. So with

the Triennale, we want to compose Wild Grass of the moment.
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We wish to also look at the architectural features of this museum and hope that this



exhibition can have a dialogue with the space.
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This very monumental architecture of Kenzo Tange in 1989 reflected a certain moment

in modern architecture. It is symmetric, yet with variations.
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So as we start to compose Wild Grass of today, we were thinking of the chapters that run

through the museum space as well as the other venues like the unfolding of a literary work.
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So, each chapter as well as the works in each chapter is closely woven into a narrative that

runs through the exhibition.

REXZRNLIYEEL, T T0E, CTTEZTCEHILWIETIHED T, Ric[H
OK] ~EEFL, MBEOX ¥ 7V —T (b2 LOMER] ~L B30 3, ZLTF
¥ 7V —6 [JintE] ~LiEL, Bio¥X¥ ¥ 7Y —7Ci3 [HHOREI, 2L TFxF
U—17T L ONEE] ~BRVET, Zhro e b L O] cHEEEY
20V ETH, CHLLMTRAEBOT—T 4 A 3L 7T 4 7L HRAMER DWURIE
Z L <, Bttt oPiEEsEONE T, 2 LT, BURESDHD DT Cilb N &
THD [EHRDK] ey, EMEoONEKEZH& 22 Liczh 9,

The usual flow of the exhibition starts with “Our lives.” Goes to “Fires in the Woods.”
Goes into “My Liberation,” which is the chapter in the circular gallery (Gallery 5.) Then
goes on to Gallery 6, “Streams and Rocks,” then on to “Symbol of Depression” in Gallery
7. Then on to “Dialogue with the Mirror” in Gallery 1. Then you will encounter again the
chapter titled “My Liberation.” But this story is told through a contemporary place by a
film collective from Taiwan and a Japanese artist. So it's a contemporary story of “My
Liberation.” Then you will end in this museum, in “Fires in the Woods,” again, which

echoes the chapter that you enter in the very beginning.
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Throughout the exhibition you will find works of the same artists appearing in different
places. You will find works by artists from different parts of the world, addressing,

confronting with similar issues, but coming from a very personal and specific experiences.
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We imagine this echoing, this mirroring with each other is a really a very important

approach to the exhibition making.
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That's it to begin with, as an introduction.
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And then outside the main museum, we also have another chapter that is titled “All the
Rivers” which occupies both the Old Bank and BankART KAIKO. As well as the new
commission work by Kitajima Keizo and Morimura Yasumasa in the Queens Square near

the museum.
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And in this project you will see again a very deliberate consideration of pairing with

variations and dialoguing with each other.
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And the section of “Our Lives” also extends to a project by Raibow Chan in Chinatown.
Since this afternoon I think we are going to talk specifically about the artist works in “Our
Lives” section, maybe Liu Ding can talk a little bit about how he conceptualizes “Our lives”

in the museum.
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LIU Ding: Good afternoon. I will speak in Chinese. The chapter “Our Lives” constitutes

the main impression as people enter this Triennale.
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It took a long time for us to think of how to conceptualize this part of the exhibition.
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A question that we kept asking was what is the state of our lives? Because for many of us
who live in metropolitan cities, we would think that this is the look of our lives. But the
disasters, the wars, including COVID, that happened in the past few years have made us
realize that the kind of order of the world as we have known it in the last century,

particularly after the Second World War, has become turbulent.
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In different parts of the world, we have all enjoyed the short-term happiness brought

about by economic growth.
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The comforts brought about by the economic growth have made us forget that, actually,

we are also living in the world of crisis.
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From an artistic perspective, | was also extremely inspired by the architecture language

of Kenzo Tange in this museum.
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The language that he used, as you enter this Grand Gallery you will notice, is very much
a language of monumentality, which is a language that speaks about upward looking,
speaks about erecting a kind of a very strong, powerful presence which really aligns with

the logic of modernism.
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The biggest challenge for me was how to weaken such monumentality presence and

reduce the scale to the scale of human beings.
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So we have invited artists to make site-specific projects using very organic and natural

materials and shapes, such as found woods and fabric to weaken this space.
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So our approach to the Grand Gallery also embodies our approach to the entire exhibition,
which is that we want to think about, without dismantling the current order or structure,

creating a presence inside that involves all regular human beings.
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Just as the society that we are in today is really created from a belief in the logic of
modernism, this modern order is very difficult to be taken down completely, but we each
one of us has the possibility to create a presence inside this order, linking together,

forming a way of living that doesn't conform to the order itself.
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The most important thing in this exhibition is, of course, the works of artists. They come
from very different backgrounds and cultural experiences, which really gives substance to

this exhibition.
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For a contemporary art exhibition as Triennale, it is also a challenge how to expand the

boundary of contemporary art.
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We also, of course, have seen that in other triennales and biennales in the past decade,
there were attempts to expand the vocabulary of contemporary art by bringing other

intellectual references.
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For us in this Triennale, the most important thing is to gaze, to look very deeply into our
own culture, our own human history, things that happen around us, the most specific
experiences rather than imagining a universal context or order in order to understand the

contemporary reality.
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Last, I want to say that through the works of artists in this exhibition, we can see great
examples of, as an individual, how do you be with yourself and how do you have a dialogue

with yourself?
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Kuraya: Thank you. This is a question to the audience; I wonder when you come to a

museum if you ever think of how the curators or directors imagined and composed this

exhibition to be, not only enjoying each artwork and artist there.
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What they just talked about, what they try to share with you, are how they see the issues
of contemporary time, and how they place this in the specific spaces and gallery spaces of
the exhibition, and how they selected these artworks and artists to be placed in certain,

specific areas.

IO LTEohEERIC, SEBEXROIEMPEIND &, Z D4 DfEMmA T oI
T—=TFT AR+ TALIZZ=DT—<2EDH, KEL L2, HERHICITRFEL T,
fhoFEICHIE T o Two7z b LET,

Once they have this setting in the exhibition spaces, artists will bring their artworks.
Sometimes their works will deepen the understanding of such themes. Sometimes they

would enlarge and emphasize such thoughts. But sometimes it gets into conflict and going



the other way in dialogue with these themes.
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So I urge you all to look at this overall picture of how the exhibition was conceptualized.
At the same time, look at each of the specific artworks and see how they are in dialogue

in this conceptualized theme under “Wild Grass.”
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KURAYA Mika (Executive Director, Organizing Committee for Yokohama Triennale / Director, Yokohama Museum of Art)
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OK. So thank you very much. We would like to move on to listening to each artist. May

we have Sandra Mujinga on stage.

YV FT - aVVH (BRESMT—T 4R 1)
Sandra MUJINGA (Artist)
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Kuraya: So we have Sandra Mujinga here with us. Today I have two simple questions to
each artist; One is how did you conceptualize or where did your idea come from for the
work showed in this exhibition? What is the material, specific technique that you had used?
The second question is, how does your work relate to this overall concept which the

Artistic Directors mentioned?
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So just to introduce Sandra's work, there are two sets of works. One is the suspended red
works entering the Grand Gallery. And there is another large work little bit darker in the
aubergine color, which is standing on the floor in the back. So Sandra, maybe you want to
start by talking about your specific work, and how do you conceptualize, and what this

work is about?
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Sandra MUJINGA: Yes. So I'm showing two works. So the title of this piece is And My
Body Carried All of You. And then the second piece is titled Unearthed Leaves.

FADIES &) D, SF ot RBLCIER ICEE2Z T CnwEd, SFZEL T, I—2&

11



FRL B ZLTHEL S DRI Wo e Z LI w Rt CnE T, R 5
i CH > 72 Y . AL HAEDH LIk, FICAH TR AWIFEL &0 X5 e s
BICONTHEZRLI LD T,

And my work is very much influenced by science fiction. Through science fiction, I think
about ghosts, bodies and traces from the past, and also think about time differently, and

new ways of being together and relating to each other, also with non-humans.
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So with this piece was a continuation of my work Ghosting, which is very inspired by

science fiction writer called Octavia E. Butler. She made a spaceship in the book Lilith's

Brood, and in that spaceship it's alive, and now I was in a way to think about a transport

that is also alive.
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Yes. So with the spaceship being alive, it makes us also think about how we relate to
architecture and also how we relate to the world. And with this particular both
installations, I work with a fragile skin that could remind you of an animal, but it could

also be something that is in decay.
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I think of body as architecture. And in particular, I'm also thinking about dinosaurs that
are bodies from the past. And through thinking about bodies from the past and history

from the past, we can also reimagine other futures.
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So even with the title And My Body Carried All of You, 1 am thinking about a spaceship
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or transport vehicle or architecture, but I'm also thinking about a body that carries history

and also a body that is a witness in the world.
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Kuraya: Thank you. I just briefly googled who Octavia Butler is; she's a female Afro-

American SF writer. And she talks in her writing about the spaceships as well as time slips.
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I'm also interested in SF and so I was very interested in your description of the work,
which reminded me of a certain book that I read while staying home during the COVID
period.
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That is a book called Virus: The Day of Resurrection, written in 1964 by Sakyo Komatsu,
a very prominent science fiction writer of the time. In that book, the world comes to the
end because of the unknown virus pandemic. And only the researchers who stayed in
Antarctica will survive in the world. Komatsu, at that time of writing this book, he
researched how viruses spread and what the world could be then. To imagine the world
in a realistic way, he also referenced many historical moments when these viruses and

things have pervaded.

Bl Z X, IMAD/NRR TR, ar e EIC LS ICBEPHEZBEC, EEC AT L0
BLEJ, Z0RFZ2IBT 2 7-0ic, MR/ERITE S h O BFEYREE T 25 2 - 722>
IRz TT,

In his book, there are times when the medical system breaks down due to the increasing
of patients trying to get into hospitals, which is what exactly happened during COVID.
To imagine how that world could be when the medical system has a breakdown, he

researched on the situations of some field hospitals during the war.
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9 L7 SFoJkimo Z &% [HM& (Extrapolation) | L MERZ 5 TF, T -
HRELORKE PHT 2 L v STER T,

This is a kind of extrapolation where science fiction tries to imagine what could happen
in the world. It is to research on the past events and occurrences, and try to imagine from

that what the future could be.

VY P 7 IADMEMITD 2 &b ot R, BEHIAEE Tl X9 gD b FHifings 2=
RS K D T CoRflZfKoCwnE TN L, kY SFORLENRELZ O
Extrapolation & W) R LFHBZFioTWwa LW LKL E L7,

So I understood that you are thinking about the time so widely, from the period when
dinosaurs were alive to the spaceships fling, and it reminded me of this method of

extrapolation in SF writing.

(B L7=EE) | Unearthed L eaves, 2024 (8% : EH T)

LY vHZITTR, CLARETT OO EENLHRTHLLEEALLTL &
7. MBBELDOHBEER, HDEDTHY, NTANATOE—-RATHHY T, b
AR CKREZEE TRV T, BRLABLTVELEE>THLTL & I,
Mujinga: Yes, I would say that it’s rather even dinosaurs are a speculative body. So the
dinosaurs I'm interested in are parts and pieces. We are also reimagining them because

we were not with them.

FATIRFE 23— J7 B T DD K 5 72 L IHME U T E 8 Ao PATHNCTHEEL O W[ 2377 7E 3
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LB oTwET, TTOT, FAOFEMZREAD, £2 CRESHBNED TV X
572 BoTh, FCHEEHEL TV LI ICAALLTH Lo TT,

And I don't believe in linear time. I insist on parallel timelines. And that's why when you
look at my sculptures, the skins are maybe falling apart, or maybe they're building

themselves up.

FMTEZZRFE VI EZEZ T ZE L TCET, B2 TOEEITZ OHIER B & 2> D% 5%
LTWwWET, THLAEARX—REZRoTEBEWERoTnE T,
I believe in traces. So I believe that all bodies that have been here on Earth leave

something. And I also insist on us hosting those spaces.

CDAVARZL—=Ya VT, 2 NZTN2HEOFTIRA L ZLICHDELEH D F
To TNZNOMEITE T 2 ~AITTHEEIL TWE LI RZFTL FHEFoTLE
S2TWE LD RZLT,

So with this installation, it was also interesting to think of them in movement. So they also

look like they're on their way to something. And they're also frozen.

BPORICH L THHRAESH Y £ LT, M TREABYS LRI TR L)
NTF 7 RCEWEREZY b LET,
I am very interested in elephants too. And I think there is a paradox in powerful large

animals, such as elephants, that are also endangered.

R HYARE ) T nET, BRCHED, BEIORRICLEE - T CHEATHLE
FORREICIE R R Z R L T2 e » ) BEEA L THHHECHI 2 £ L HlZIE
GV HEL Teo T2 X oicd, ZNPHRILTHEL TR TS X IcdRZS
EWVIBEEPHEILAZTNE D, ZDOFEE I LEZBER S, HROBEIADEL
F. B2z o HoBOF Yy v JiciT 2 @z nisocizvrt BnEd,
Kuraya: So you talked about not the linear but parallel time. You talked about falling apart,
at the same time trying to build itself. And this for the Japanese audience, may remind
them of Nausicaa of the Valley of the Wind, a Japanese animation film by Miyazaki Hayao.

There is a character called Ohmu.

THWAELYBIEWEREHRE VI SO NT, ZOEHIIMHFIC LA LAFEZHLT
JESHETHoTWEDTT, DT, IEOVTIIVWTARWEEbNTW=D T,
FIAEFZEICADRAATHL &, FRESIZoFcHREZELL T 5 —MH
XL ELTVEZEWI BTN BATYT, £ 5\ ) At L A BFRERCED X
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IBARA=T LI DEDL ko LI ZDIEMICHIELCE L/ 9 1 DHMLTLAS
LW T3 2,

Ohmu is a character like a insect, that spits out poison and really makes the world rotten.
But Nausicaa, a main character in this narrative, goes closely to the Ohmu and realizes
that they actually were created to purify and cure this contaminated world. So I was very
much reminded of this through your talk, like the image where the corruption and

recreation of life happens p parallelly. May I ask one more question?

YV FI7IADSOBHELRETCwE L, SE LAERBREWE D F 53 < ThIRH
Eh, TEIF RGN R EINE F—T - FRAHTEZE L, ZofFfDLTH
FEERL A RESTHMEZIICRZ DTN EDHRESITTHDI LS T L
TY, DEVRMOKE LD R NEIICRADZ L NI LT AHTT, TORMENY —
7z ARV ZLILOVTHLERA T ZT R NTL x 9 D%

It would be about the surface or skin of the sculpture. You're interested in science fiction,
this monstrous big animal-like being, as well as parallel time, which are the things all open
up our imagination. And at the same time, I'm really interested in the point that these
powerful structures are actually very empty inside. Perhaps there would be some thoughts

about the surface or skin behind this form?

Yo RZ - LYV H (KESMT—F4 X R)
Sandra MUJINGA (Artist) (% : EHTF)

LY VA ZSTTR, BRIV I, AL R AT 4 Tl CTEMZEIESD T —
TAAFT, ETFHRT 3 —<V2AZHAEDELZVTIZLLDD TT,

Mujinga: Yes, there is. I'm an artist who works with multiple mediums, so I work with
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videos, performance, and a lot of them cross each other.

ZDRAF VI EMRAPIAA T EO TREDTTH, TNIFE 7 2 b e v HAIE]
ERCWET, 20, BEICAIIFEL TV DL, ZN% 5| TR W T, o THRAIA
ATHEREIN TS5 TT,

So with the weaving, it's also very much inspired by pixelation, because it's already

existing fabrics that are also torn apart and then weaved again.

BlZ I, EECER M o FR 2 FLBICIE. AR ICERSL Y v F2FHLE T,
FUZezAeFaBRicbflabd e LTwEd,
So when I work with sound or music, for instance. I can host distortions and glitches. And

I try to put that also in how I work with my sculptures.

TV o e RE LB RAFED Bl IXRH, L THENLTWHEETH L LI,
FIEE DR LBERMIEICHBLEH Y £, L THREDL oL LT, Do DK E

PERNCHTHADTT, HFLDBVADIRAF -V TTELBERILIHPRZ2D1EZD7DT

E

And I'm interested in the contradiction of these large animals like, for instance, elephants,

that are also very fragile. So even though they're large scale, they're also vulnerable for
attack and violence. So that's why you can also see their bones. You can see their structure,

which is actually the steel, for instance.

=1 A )‘ \ i

f
& i

&% 1 &
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AT —NDFEERT L, FIZEV Y - T4 vhEEL T E L7223 FAX AR % FuLciE
DN E NI EZITICHBELEDH Y LT, £ D DI AFHF A XTide Rt L it
RIS ELTWBIHEIBD Y T,

And with scale [ am interested in decentering the human, like Liu Ding was talking about

earlier. So I'm like decentering the human size and also trying to build new worlds.

BOT, EERHLMEDA v 7 7T, Ay F ) LEMELBERRA RV Wi Rne
WO 2 EICBAL D B L RIRFIC, A% & CRIRRFICHIES 2 2 &, AIREER H 2 &\ )
ZOREICHELEH Y 3, EETHoZVEMBL VI DolF, FERHTHZTY
22 RYUICTT, TTARAIHANED CELIEXSICHR D 2 ) BBAEFEY 2w o
TWE 3,

So the infrastructure, like with architecture, it is important that it is visible. But I also like

working with sculptures that could collapse and fall apart.

ZHIVo R LR, CORFOHDTRTWAEZT 3 LB, BEHMIT>To
b, BEHDIIHICZ LT ThT, B2 EZ T,
Which you can see with the skin, particularly. So the infrastructure stands, but the skin is

always changing, and that also gives a shape shifting quality.

mERD, FAIKFE I DR L THBUANAD DL LA T2 6TY, KFL
BEHICER LI NLboTT L, bR e finG sHaTchbdb Y £9, KF%
LRI WL EDLNDEIZ LDV ETH HABD o LELAREIRELZL VI DN
FADFE 2T,

Because I think the skin is very political. The skin is also very coded. And the skin is also
what we meet the world with. And sometimes we say, toughen up the skin, but I think the

world should be gentler.

BE:HVBEITInET, ARSI ICEEEfF-TL%E, —HRT KEwi,
ABLY R, BFERTZNE W) TEDBRIZWHRPICTZL FADT =< DiEE > T3
V) TN oTL 2hLEnES,

Kuraya: When we come and see your works, we are kind of shocked by that scale, and
imagine it might be worm or a dinosaur. But not only this sense, after we talked with

artists like you, Sandra, we understand the depth of what’s behind the making of this work.

BlziE, KRELLTHBMZ I ARDICTHNE WD Lo, FWEHALD 2 DICHEEIZLS H
WEWS Tl T LSO EMESLE RSN Z TITHEREER DN D - T L

18



HTllh IFEIFRhILBEALTONT, STOREEABLTWEDEL W)
TERBIELL ISV E LT,

Just to sum up, I understood through your talk that your sculptures embody various
themes, like the contradiction of the scale and fragility, a visible structure with soft skin,

and the skin which means political codes.

eV h CNETESTADFET S, £ L TEMICBEKRLAS T -2 12D
LRICEDIAD B TELLVIDIE BX LT —FTARITIITERNI L RD
TRZVPrRE, BHEEZHEZAPLEC TV L,

So what I felt was that art might be one of the very special mediums and even only medium
where you have these contradictory things all happening, but put into an integrated one

shape, or one color, or a type of work.

o DHBIRINCOWTTR, HLRfPFuENTLRLD INETRE>TE
Flonl W LiEH Y T,
All my questions are done but if you have any words that you would like to say before you

finish--- Or if you forgot to say something very important?

LY VH T RLKRESITT, VBRI TITE LT
Mujinga: No, just thank you. Thank you so much.

R HOVREITITnE L,
Kuraya: Thank you very much for your talk.

fAvade=TF<v (RESMT—5T43R1)
Ingo NIERMANN (Artist)

BUZ Tl ROT =7 AR PIAZBRI L EBnES, fvT - =7=vIA
TY, A VITIADMERBBRINTH 2D, [FEHROK] LwIHIFETT, Z20hs
b)), [HAx %22 27-00F5[8] L), XEEZI7IV/FFr 7 ) —0HEALT
IC®H % iPad THEHAVLLLSZLDTES, ZOFEMDERINTHET,

Kuraya: So we have the next artist, Ingo Niermann, here with us. He has two works; one
video work in the chapter “Fires in the Woods” and one text work for the section

“Directory of Life” in the chapter “Our Lives” where the audience can read the texts on
iPads.
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(F7L&—)  WALDER 2023 (5 : M)

T, BalzfoT0ELWERWET, g d THYIL o T, BhOBEM T
VINCZOTT, —old BAaoffmiI ol icFBanE Ly, ave 7t
FITT DL BBV IEES TH RN 2T v nd 2 ep3dH Y £
ZNDR—DTT, I =2, —FBRUICT —T A ART AT - TALIR=0bHID
REASEKDOT —<DOFALDH Y £ L1 ZOREKDOT—<CHR-OEMITE SBED
S TW3EBVETH, ZD22TT, TlE, Bz TWEEL x 9,

So my questions are the same as the previous. How do you conceptualize your work? And
how do you relate that to the overall exhibition and its theme which the Artistic Directors

mentioned earlier?

Ava-=7<v: ZofffcidFEL Wl boxfioTndDT, CORERLDD
BBV IFIFHEICIE-> &Y LT e BvET, RERDOHICA VAL T~ ADFIC
DT OIEMHTT,

Ingo NIERMANN: It actually deals with the wild, so I think the connection to the

exhibition is very obvious. The work is about a guy going into the wild.

FEYICRZ TS &, TR, 2 LTI OEHOTERIZ. EIE 10~15 £ 5w ol
ICEMATEC o TE T2z, RECEELTHES, BRLOBR Y ZYE
FTILIOWTHL DEMBINTEE Lz BIg LD v F IR I Rz L2E
2Tt BwET L, L THIEHREM T, £ LT, EfiFicE TR PEN
DHBLEHERE L TCXF - ATV ARETLIRTELLEVET,

It's just that I take it literally. And the background is very related to what has been going
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on in the art world, I would say, in the last 10-15 years. There's a lot of talk about
reconnection to nature. I think Sandra was mentioning it as well. It's a very, very common

topic. And you could say that the top thinker of the art world today is Donna Haraway.

AF-nFy=4id, BREULOIEREZBZ 2 28, ARD UL EF>Twa L
CERMET L L B b b EMEEL R o T T, ZRIEIRCEBEL ot KRE L
BTl NI THUEPORKTH 2L, 2ozl 8ItD 0 TiEoT
WET, FAEZ I ol L EEERMDboTE Y X DO E b LS R
ALTEF L7,

So she talks about a lot about overcoming the divide between nature and culture, and
acknowledging that nature has culture too, that animals are also intelligent, and not just
like elephants or dinosaurs, but also very small ones. And I've been involved in the last

years, and a lot of research was exchanged with a lot of scientists in that field.

AT KRBIDHFIAD X 5 7o, —E O R EY 72T DFEClEZ < Hl 2 I TiREY
SFICHD Mo T2 L 2 HFET 2 L. ADFKTT,
So it's not just some intelligent mammals, like big mammals, other predators that

recognize themselves in the mirror, fish do so as well.

T, ERICEAMB ED L) AR WHAL TEO LTWIT 200, MEFEZI%E
FEABIERETHH LWL ELESsTWET AV FOY Y[ FHD LSBT TR
—F. 2E VLV DT ERFICHEK N, ETHELWHECTHARZ) 22Kk 3
EZbHYET,

So how can humans actually live in harmony with nature? Yes, and I think it's very, very
difficult to think of it. There are East Asian approaches like Jainism, that ask us to respect

nature in a very radical way, at least the animals.

NEE LK OfED O —DIGBE T, hoffir XRLL Tdwihv, 250w IFExH%
KEERL TR BEREFARZ L, [F4—Fzany—] LwivFIFITEHEEZ
E

So when you then look for thinkers who lined out what it could be like, humans just being
one species among others and not dominating the others, you come up with scenarios of

deep ecology.

FA4—7Taad R M IiE Bk EiciZERTH 100 JT~500 5 AFRE L 4 Ed
RETEFRVWEWIEZFRDY TI,
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And deep ecologists estimate that there shouldn't be more than maybe maximum 1-5

million people on Earth.

Z oW ERT 22 01E, 99.9%D AMBZ 220 HEBLARTNIERD THA,

So more than 99.9% of us would have to disappear.

FAZZ Dozt o THFHFN2H 2 Lo THT, AR bAGRRREZHA > T
20 TT, 2 LCABMIFUTE 2, AR~ v ER L o 2EEMBIOBEVIAR T L
7o

And I think this line of argument is very, very plausible, because we know from the Stone
Age. And even in the Stone Age, humans caused mass extinctions, for instance the

mammoth.

BN LT, 2HOVofizZBA 574 —7Tand 2 NI LA, FEEICHEDN
BANAZTZEFEZLNTVET,
So, on this background, interesting enough, those deep ecologists are rather considered

to be very right-wing people.

ZLCTA4—72any R b BEL TG LT HELIRIEEAEBAANBEL »
B EEbLNLTHET,
Often also, an argument that is often given against them is that most of them are white

men.

LS b, BREHFL TGS L v, v )ik LT, 5D
imziER LT e, W TT B Z A ABETT LW IFEICR Y £, €k b
WOHREHER T2 L ICRIBEITCV20T, COEMERRTZ2LDTE LD
LTI,

And that, in the end, when it comes to who would be the best to live with nature?
Paradoxically, it would be white man, because on the background they were best in

exploitation for nature, they would also be best in overcoming this exploitation.
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A>T 2Ty (RESMT7—74 A )
Ingo NIERMANN (Artist)  G&% : EHTF)

Z A2 2FMOEEE LT v A, FAREEESZOMLEL L T E 3,
Fi2 B D/NGRICh o EIHERZR-E - 0WEBS BB TT, £ 9o zRFiC,
BT ARNT =V REN TR H VI OERE —HFicaF R L —ravl
7Y LEd, SHog&EE, =Yy - =—=FI v r7e—fIcHlfEL % L7,

OK, so I should come to the work. I'm mainly a writer, but sometimes when I'm very
interested in giving my writing more for reality. And then, I work with video and

performance and collaborate with other artists. So in this case it's Erik Niedling.

WIEHEP T TAD MO TT, Fa—Y v 7 vl v FikoT3H, L
LU 72 AR IC % Wi T 5,
And he comes from an area that has a lot of forest. Thuringian Basin, that's the name.

And there's also many, many right-wing people in that area.

TTDT, IV AABETHBE/L Z AE %, ERICRICBEIETARLI LE
WOWZATT,
So I thought, let such a person like a white man, kind of right-wing guy, actually move

into the forest.

CORESTERINTVIETAHERZRTOL I &, [, ZOANFHATIE
WHEIFOTTEEL TRV rd Lanh] b, ARIARBELLZEIEI 2D
LILEX A, HFOFOMWMIZERNEEBERTHE T, HLLICA—N—THWZTDDH D
T, BT LI Z DOV EERSTWEHbITTIED Y THA, SELDOAZX—T &

23



WOHDHRH Y LT b,

And for this exhibition, so here you see this video and you could think, oh, this is a bit
obvious that he's not been in nature for a long time. And he's eating a piece of meat that
he obviously brought from a supermarket. But that does not necessarily mean that we just

want to make fun of him. Every everybody just has to start.

T, ZOM) VI —L DD, LYVERDIHHEORZLET L, ThIZZDHE
TrINE—DIODOHERTT, bAaAicy 71X — (Walder) &9 H4HijIE, N4V
D [# (Wald) | iIcHRL CTwE 3, TTOT, V7 AX—3HD» 0REANBDTT,

And so what we did and developed for this triennial as a new piece. This is a diet for this
guy, Walder. [ have the name by the way, Walder, comes from Wald, the German word for

forest. So a Walder is the person from the forest.

bz, VoA X =030 b HOMETThHROPFTEEZRITE LY, wion
DLYERERLELE, KRB i AEZ I TIOT, HicLF L,
We developed a number of recipes that would bring him at least through the summer.

Winter is more challenging.

WHOWBEHF AN AN 3 =D XS T LEHFMS HATENL K2 DA b7
DTETH, BT, X7 - 7V ARIC L EF MR —-FARL L BT, HEELD
EHADHTHANAANVLFTZ0TTH, 22137 L eEMEO T, i O IRERFHR I H
HEOMBRPBLE I N Y, WHORMERNTW L0 Z2RLZ BT LT,

[ don't know if you have it a lot here in Japan, survivor shows on TV. In the Western world,
the most famous ones are by Bear Grylls. And when they survive in the wild, it's also very
much a show. You see them sometimes there's footage of them in the breaks of filming, of

shooting, and then they eat their like normal food.

ZIoOVolz ANT=b, ETHRFFHLDE L, THrVHDOE I D DERRDATT A,
ETHHBEOWTWEATT LA,
Yes. So they eat very gross things. Something really ugly, a gigantic beetle or something.

But it's very much a stand.
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(A4 sEx2F5|&E] BrAR
Directory of Life, installation view (3822 : KEFEN)

ZINT, A bBL v v RFEZDICHZ>TIE, N T VADHNEBFEEEFLL LS &
B Lz, ZNICRZ20ERZMZI 2T %R0 A, —2i1F, ABICHE xR
KERETICERZ L, )2k FRATFIATHE L, DF b, AR
DX, EH)WTHERMLRZBEET 2D TRERED Y THA,

So we thought of this diet really in the sense of, OK, we have to find a balanced diet. And
that has to fulfill two needs. On the one side, it really gives you all the nutrition that you
need. And on the other side, it's sustainable. It does not lead to new exploitation of the

forest, as in the Stone Age.

72l 2 HEROFBUEDHTCHRIT > TV IRFEL L TALAXAL Ty P05 DR
HYEF,
For instance, among right-wing white man, what is very popular nowadays is so-called

Paleo diet.

Ho2E 5 it BEhLoRAEEZ LEE T, BENARbDERODOH B L, [Soy
Conspiracy (KEZOEZE) | & \vwo T, BRI KGR EAFEE T, B L X%
KoTwbEERLTWEDTY, ZORBE LT, FIZIXADRESLEINZ 72 5 ~<
HZBEMLEIS L LET, TIB FIZIEFA VORI ToTEI ok BHEEL T
726, JFIAOWAIER o TLEVET,

They argue that men got demasculinised. They lost their masculinity because they eat too
much vegetarian food. And they speak of the soy conspiracy. They lose their manhood

because of all these soy products that are genetically manipulated and so on. So, instead
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they try to eat as much red meat and as much eggs as possible, raw eggs. But when you

go to a German forest and you eat what they eat, then, there would be no mammals left.

TITDT, 2D [FHFORDOBFE——T 7L E— - XAy b]| T, FICHEFEL -
RAEVERMELET,

So the approach of “The Walder Diet” is to only eat, or mainly eat, invasive species.

HATT L, flaid~Aamtr i), EIICTHR TN ERIEMICKE atlErL b
o dHERBNE T,

For instance, the Japanese beetle. They come from everywhere.

ZoLyEofifficsnCiitas Likiizt LT Lk, ZORIC [ZdRSIcaERD
NBZATTP? | bEONZILEHATCHET, T ZOL ¥ EFHlic Riuig--w
KWLV =73 A AP ICEELTAHY I4 Vv THZDL Y EEGRD S L HICT
EREC D TTR, TCHDET L, RIGBL51FA5D iPad TL2@mD A
B, T FADL YR ERINTHE T, A ZFRZFICRTH o 2 4d, ERL »
BRELLEVET,

We had some discussions also with you, I remember, when we contributed this diet. And
you said, but this---can you really eat this? And so on. But when you look at it in
detail---Unfortunately, it would be great if you could put it online, maybe on the website
or something. You can really read it with a bit of time. Here, it's only on these iPads. Yes,
there's really a number of recipes. But when you look at it and try to put your prejudices

to the side, I think it's a delicious diet.

Bz, 77 RIZ e DfETh H 0 RERICRIZIFF TN DRH Y £, D
HRZ SN T O 2L, BRI —#%RATT, IAF Ty IICRVEREL Tz
DTTH, HEIHIKTIHERBILTHRE 2T —T, FIRACANZY LTERITH
T, LTHERLSC, #27¥ 7L CwET L, 7uif vrBERBEMTT,

For instance, wood lice is related to the shrimp and actually it tastes very, very similar. I
mean if you take the taste of the sea away, I think they're basically the same. And you
know, it’s insects, we know it. For instance, I spent a lot of time in Mexico. And in some
areas of Mexico, eating insects is very popular to have some insects and tacos and so on.

It's very, very delicious, like, very crispy, protein-rich food.

ZOVoRAME WS DIE, ABIZBEME LTRALZDDDGELRH Y 7, HlZ
THETIT D AR S FAVICA-TE T, M Y TIIRE R EBEMICR Y £ L7,
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[FIRFIC AR CIREIEB R, fhofEIic L - TEEIC R > T E T,
Yes. And the invasive species that were actually, basically, they were imported as food. For
instance, the trout. It came from North America. And then a very, very popular dish in

Germany, but also it spread in the wild and became problematic for other species.

R HVARL I T nET, MBEARG TR WAL, RALHEL ZDMEAY %
Eo TV BUOAREREITEIN S VT e o720, KA TEY T 5/EMAD
TIA XZOWRICARICBLD I L 2 REFED I LHROAABEICZ->TLE I
VI DT VAN TNz W) BN T LT,

Kuraya: Thank you for your talk. When I see the video work in the exhibition, I feel a bit
scared with the man on the screen when we don’t know what he is doing. Sometimes he
looks like even absurd. However, from your talk, I understood that there is a big paradox
or metaphor hide behind the narrative, like when we move into the forest and live together

with nature, we might have to be white male and right-wing.

=T7=v i BTAANREC R ) ARALT LI DT TREOIBLABNTT,
DT FAE=L VI F ¥ T 7 X —3EHRTODH Y TEA AAIEFEERTZ 2EMHZIED
ZwEBoTnETL, ZDAEDICEZKRS XHIICLTVET,

Nierman: No, I don't think that you have to be. And this our character, Walder, he's not
really right-wing. So what I do in my work, I try do a lot of speculation, speculative work.

And I try to think ideas to the end.

2555 LMOOTATTHECEIVICELZEZTHNDE ZLBHY T,
And then they kind of often turn against themselves or transform into something

completely different.

BlZIE N A XAy M LTI TH 2 7 X U 10 ANBMWR T 7255 TRA)
BEELTOZDDR EIPCoTHRET > L HFATFINICHERFL T DL E R
Tl e, RCEIHE 2GESDDZAET L) RL Y EiILEDbo T &)
LU ET

[Tr7NZ— e XAy b] R, TA)VAOEMELL 72 AL DBEDTHE LA XL T
Yy FD XD, il BHEGERZRD E. —RZtho T Do »rZEZL50d Lkt
Ao BB BRICL o THIRTFIABETF L IEEKRALRDTL x5, T5L4K
BRiB8E 2B oL b LA,
As with “The Walder Diet,” you know you start with something like the Paleo diet that all

these like American right-wing gurus are fond of, but then you think of, but what is
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actually? What would really be sustainable life in nature? And you come up with a

completely different diet.

INTEDBEF N T T2 AADEZTTITHED T EDhkEBnE T,

That is maybe much closer to Donna Haraway.

BE 25 TFh, MBAEB e LTwkoilEdicznz e, £3. Tb, HAD
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Kuraya: What is Paleo diet and how that relates to white male community are not so
familiar background for Japanese audience. So it was interesting to know it as background
through your work. But at the same time, through your talk, it's very understandable how
this works or this logic work as a background. I found it interesting a kind of contradiction
and transformation are found in the video work. I mean that though you don’t say Walder
is a right-wing man and he is extreme, but without that kind of direct expression, you

show us metaphorically that how we should live sustainably with the forest.

=7~V FRCHFHINTVETFAMCOWT—EBEATE L. M4 YO BHER
RYITARvaTANF—ER—RCLTVET, HiE—Eo7a b 7F—-F R T,
19 MACHIBHICIZRICT F—F XL LI 2 BB ZHBRL T E Lz,

Nierman: Maybe, one word about the text that you hear. It is very much based on a
German thinker called Max Stirner. And he is a sort of proto anarchist. So in the early

19th century, he lined out thoughts that would later be called anarchism.

CDOTF—FRLEWIEZEZTTIZI DR LRY ZoREARTIIHRMWICERIZFTNT
WixwniFhEb, oty zvd—L, ZLTCTIwE, TITHEETE] LI T—~
Lo TETHHEERE XTI T,

And I think anarchism, even though it's not, as far as I saw in the exhibition, not explicitly

mentioned, is very important for what this is about, this Triennial and “Our Lives.”
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TeTY, MENABMBIMERZTICOZNTTL, 72 I =X FOBMBUFEREICDH X
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And what is interesting ideologically about anarchism, that there are all sorts of anarchism.
You can be a very left-wing anarchist. You can be a feminist anarchist. You can be an
ecological anarchist. But you can also be very racist anarchist. Or a capitalist anarchist. A

crypto anarchist.

BT IErOA~EBMEY 7 P22 3 CHEHEARATT L, LEN, HHE
W7ZeZ 2 T2 I BEELR VG TIE RS T 2B 3 E M EE FithEzRL )
bDE LT CIKEnDOLLSL ) ERWET,

So I think they see how easy it is to shift from left to right. And that is maybe not the only
most important division. And that very soon, and this is what I'm very convinced of, we

will think of completely other divisions as maybe even more important than left and right.

ZIVIEREFoTWDT SHDEME ZDRESTREZ Z LA TE LA
BEThb vy —TF L, BELXRAZLEVE L, E¥5dH0HRLEHITInET,
So I 'am very, very happy that we got this video showed in this show. It feels like the perfect

context. Thank you.
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Kuraya: I was going to ask you the cultural backgrounds which is not familiar with
Japanese audience, but you have already explained good enough. Thank you so much for

your talk, and give him a big applause. Thank you.

2LV F—T—F (KEBSMT—T4 X )
Soren AAGAARD (Artist)

BE RDT =T 4 AL B LEwEEwES, 2L Y - A —T—FIATT, B
RENTVBEDIE, ENEEZA > TTFCORERAR-ZADEEDO L, Tk, 22T
£ET3] ODETT,

Kuraya: We welcome next artist, Seren Aagaard, who's also taking part in “Our Lives”

chapter in the Grand Gallery, on one of the platforms.

HMLAASTERLBREIAD VLo L2250 TH ) —EHFHLET L, RTDOT —T 4
APSARCR LYy I o0EMEZ L TwET, —Dik, HAROFEMEL I Po
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BELOWILEHVET LI DBDTT, bIH)—2E ZOLI7F ¥ —D—FHRMIC
T—=TART AV + TALIZZ—DA»LRESEEROT —<ICOonTHH%Z L
Tl CORBEARKROT —~ICHLOFEMIEI VISR CHEbo TS & B
TTh, TOZOTT, Tl BaizllTtwEZVwEEWES, kL VA, kAL
CBFEVLET,

We're going to ask you the same set of questions, one is how did you conceptualize your
work? What is the materials and techniques you use? Anything you would like to say
specifically about your work. And second is what is the relation between your work and
the overall theme of the Triennale which the Artistic Directors mentioned earlier. Maybe

we could start. Do you want to start by talking about the concept of your work?

30



/.

<<7°“D‘*‘/w/'\° X - , Preppers Lab, 2024 (185 : 8H T7F)

Ly A== K OfEMIE, 2O OOETAEREAVISNETTHLHFX Y 7T
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BT RTTR, Tov—7 TIEI IS 7HO b= BB H > T, WAALRNE > 7
EWROP -T2, TARNERALTED LET,

Seren AAGAARD: Yes. I think it fits really well with the theme because it's this camp built up
around these two videos. And the concept was when I made them, we have in Denmark this
morning talk show where there's different topics and invited guests. And there's always a chef

there.

HEHE WAL AOEGEEDT =T 4 A R TTOT, ZOEMRITITZI OV oT7
=2 FHDO X 5 RN LIehr o AT v o Z L iZolz L B
o

Yes, and [ am an artist that uses different aesthetics. And I like for this work to take up this
aesthetic from these talk shows. And it was just after COVID-19.

0y 7 By QAR AT E Lo, FAZy =T ofiRE LT, Thnb T —7
A A PMIROTEATT R, ZORH ETEaXN—F U TLA RN U ER>TWELT,
au ORI EORIEEZADRTNTR O RSO TET, T—=7 4 AL LTTEL
TWERESBETHLDZ IRV EL, TTOT, EHCF YL YLV IO
RO Z LTV AT, AZ A EHEOHITBEIL £ L,

And I had spent many years thinking, like three years locked down. Because first I was educated
as a chef, then an artist and I still run a restaurant business in Copenhagen, which was closed

down for more than three years. And all my shows were closed down. So, while I was fermenting
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and building, my studio moved to the countryside. I was thinking about it.

ZOEMIZ (T Ly /=X TR) LT NROTTR, TAV AT 7
Ly By 7] EWIEREE, WhwD HiE] ERIOBERGEFo TOEFREA DK
E a2 IR ITE TRHIRER D A e D2 L b T Ly X=X LIRS, BHEA
L - TiE, FRHORELRERPH H2FHETT, XTI OENR, BRIV
Tl SAEEZ L TWVE L, BRAR LD AXEDTDICHRERGFRICT S L
D B AIRDTIZDIZEAY ZELDT-0 L, bo & ANMMERZRER DR Th -
720, TOLTCZOZOOET A EMPEENE Lic, TNENRRD FE Y 7D
F—2va—T, A& &7 AL LTHOWTNET,

Thinking a lot about how to... It is called Preppers Lab, and in America, prepping has another
meaning. Then, if you are a chef, there's this big thing about prepping also. And I was thinking a
lot about the differences and also the similarities between like self-sufficiency, like making
vegetables durable for the winters and like also why animals collect food. And then there is this
more misanthropic way of seeing this, which is being a prepper. So that's why there's two videos.

One with each theme in the talk show and with guests that know about each topics.

RGO =72 a—TIIHEIZOWTEEL TV T, A Y TOMROKRIZT 2L
WCFELWANBEFPED T 27 A M LTBFOLE LI, FAYTIHRELEZEBDTY, b
IRFFD =2 a—FDRERENT, ZD F—7 O TIFLDO DI E & A7
5T EIZOVTEHLTWEL T, KgziknT, WHOBE 225, 2%V AmiEH
ZIEDDHATY, 9T DHLMDTES LD 9, KEES EHEML L, EEIZ LD
TGt LRI E ZAMBIMRD DL T ENTEET,

In one of the talk shows, there's an anthropologist that specialized in doomsday preppers in
Germany. This was filmed in Germany. But what was I thinking, I think the big difference is that
in one video we talk about saving food for the winters. By taking out liquid, stopping bacteria,
stopping life. And then it gets lightweight. And you can pour water on it and it kind of starts at

the same place where you stopped it.

HIORFDO =22 a—TiE BEICOWTELTWET, 256 L TIIMENFORM
F. ET-BAOKRMEZFE L MDHBBIFOL F Lz, BIITZO% THRBOMED H4i
Hob £ LT,

And the other video show is about fermentation. And there's a specialist in microbiology. And

there's a Japanese miso expert there, who later taught me how to make miso.

FEECHOWTHID Z EE A BDEOTIZH D Z 5 Vo le B TOMEM L IFT 5 &
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SHET, FMIMTES 2T TEEICOWTOIFFEIZZ DT v /I L HEL TE XL
7z, BUEBMIZEZ R TWET, EED, FIRAIXVA NV ALHE DL S Tho72 b,
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TNTWDEBEZL T LIE, ETHEAWI & T, MBEIE5 YRR 5 DI
bENEE 2T TS,

That I think is a nice way to think about living with all these microorganism, that are, of course,
on our body and in our stomach. And they can help us with a lot of things. I've heard tons of
programs about bacteria for the last years. And it goes all the way. It's funny to think that they, at
the same time, can be a virus, or a bacterium, like an infection, but they can also digest oil.

They're really good to solve problems with pollution.

FLWIFE ST SAHIZLE Lic, MIEARMZFHEHISE T, ALIZB WL, £
HRRGFTELL2ICL TSRO LHEMDL LN T, )WVl BEERMIT, M
JRELICAN D ME N Y A, BT ZT 52 &L THBHOA =T DX D 321k
STNDEBVAET, ZIUMKOT TE Z 2MEMOM & 2 TRICTEDICTH L O 7
PUEMBEORDVIZ, FIZbOEEZIRL T NDLDTT,

There was a sense that... I’ve heard a lot of new studies now about, of course, it's really nice that
it can ferment our food and make it really delicious and shelf stable. And you don't need
refrigerating with a lot of these ferments. But it can also like... They are trying to make medicine
that you can inhale like a bacterial soup that can cure you instead of like antibiotics stuff that

totally ruins your whole microbiology in the body.

AT, FEEZ L b= T 52 L E2WIZERZTVET, BIYEL W oclibZ 5 TY
L. WERITEZEO T NA T T RWHIEL L BB TnET,

So I think for me, when I think about controlling bacterias both with infections and

also in terms of food that would be a nice way to think about for us to try to survive instead of a

more violent way.

EEL, ZOEMIETABIEFICONWT, 20Xy THEOL I F v o T A T
W7 hEESTZE ) REMIZ> TV DHATTIINE L, FRBERKE A=Y —X
TINEFLIAALTHT FFHLIADZ EICL ST T U TN T YT R oayy
JTCIOERGIZTEEVHFE N W IH R b LE LT,

TERDOMDOF I ONTHNET &, ZOETAIRAEICHEINE T, TOHEVIZZ
DX XY T A Ve ETCE L, Toy~v—I DO RERA—Y T —RAEFFLIABZE LT,
ELTCHEHENPEMHZIZTCTED > TN LHEF v 71 MEFWEL £ LTz,

33



And then there's these two videos playing, first one, then the next. And I built this campsite up
around it. And I had a big suitcase I brought from Denmark. And then the idea was a campsite

that like bacterias have its own logic.

BETHEST, FoTEbDL SAH Y T, FINEDOH Y 2 ETRSTH
DL SAERLTOWET, AW OPMIDIER S AN LHEHFMEL £ LT,
Yes, so I found a lot. A lot I built at home and brought. But then I found a lot of stuff around the

museum. And I was borrowing some wood.

(FLy/"—=X - SR (B4 |, Preppers Lab (detail), 2024 (8% : EHTF)
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And maybe one more fun thing to say is that before one of the videos I made this collaboration
with a freeze-drying unit. Freeze drying... there’s hanging there. Freeze-dried food weighs like

nothing. And then you bring it to the mountain. And so I did a lot of weird tests with it.

MZONTHNTREBE WD TT N, U A 70 LAt THE- 72BN DR & &
THYET, THUTRBENONWET AT 7 T, IEREREWEWZILR LT & 5 72 A
TZHZI 7 ALTE L TY, B2 E—BOREBRAIESTZATTNR, To~—2DF
YA F—ThrY 74— vy EDaiRr—rarTEsbnTT,

And maybe one thing about the fabric here. There's some chef clothes made from recycled fabric.

And this was what I came up, like this idea of a mix between like camouflage, but also looking
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like if you zoom into microbes. This thing. And first [ made the big fabric. But now I'm actually
working together with the Danish designer called Anne Sofie Madsen to make chef uniform with

this.

BN Z Z ZICREL LD Lo TV ATT A BRGITNCE LIZIELW AR —
N RO DI E THRRINN P> TLEST, AF—NZo/ LE L, &k
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And then, it was important for me, first, I was thinking of sending the work here, but then I used
a lot of time to find the right size back where I could cut down the steel. So this idea of a nomad

or like you could travel around with the camp.

R HVBRLE) TINET, AOBFETHANI LZ2WNANLH-TATTIThE,
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Kuraya: I have one question which might be related more to your career, but it's very interesting
that you are a chef/artist. And I wonder if there are such a person in Japan. But how did you arrive

at becoming an artist by being a chef?

F—a—F:Fr=—7TiE, BHEANCRDIIZUERTSLENH Y £3, FITZD
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FNT, AT 4 T OFRATL ZEICLE LTz, 22 TAY =2 —F VOERFRIZON
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DIFENONo b, VAR U OBFETHE X222 L,

Aagaard: In Denmark, the chef education takes four years. And I was already burned out after
those four years. And then I was like, I'm not going to be in a kitchen. My whole life I've always
been a skateboarder intensely for 20 years, and filming a lot, and making and editing these films.
So I started at a new media school. Then I heard about the art academy and moved to Copenhagen.
Got in at the Academy in Sweden in Malmd. And then I took my masters in Copenhagen. That's
the short story. I was also a few years in a theater doing light and sound. But then I missed cooking

at some point. And then I started working in restaurant kitchens on the side of being in the arts.
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Kuraya: In the art world too, the relationship with humans and nature is a hottest topic,
which is what you exactly do, like a research and practice about how to survive in the wild
and bacteria which help us living healthy. So obviously, in the end, through your long and

rich career, now both the chef side of you and the artist side of you are coming together.

j‘-——ff‘-‘ }:‘ : % 5 fi&b)b)h"éj—bj—n&v%o
Aagaard: I hope so.
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Kuraya: So it was interesting to hear your talk after Ingo's, because his talk was also on
survival and food, and you're talking about survival food, so the same theme but with

different approaches.

AVIIADERITETHDE EZAZF 0TI &, AfE 2o ABUNDEYIHR
LN OHEROEBFEOFTE IR oTEZITWL DLWV IT—=xH B Ly L
ZATLT,
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The commonalities between Ingo's work and in your work is about how to survive in this
world, where the human and the other living organic things live together with the limited

resources.

DED, BICOVTEZL LT FlT -t wi o ABIBTsc L Bbh
BHTTR 72 TAVIMEN P OERLR YV ETOEZO T O ANREOALEL W
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Both of you touch on food as resources. While we usually tend to think the art talks about
humans, obviously now we're talking about from bacteria to the elephants and thinking

about the position of humans as just one of the creatures in this whole globe.

b9 12, PLEI R LB THEHEEHCTAHALZWE SO, 4 v TS ADHFTIE
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But there's also differences between your ideas with Ingo. Obviously, he's talking about
the food and nature as the elements from human cultures. From that point of view, the

nature cannot be divided from the human cultures.
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Maybe in the way you approach bacteria and food, I wonder how you see human, the
cultural value of human society. Because for me, in the morning show that you set up here,
it almost looks like a parody and kind of you're trying to make something out of this show.

So how do you see human's cultural side within this work?

A== R FTNDH I WV Z BB LIRS A B0 B H T,
VOl b BbAATRTRTHREEER D ZENTIKANRBHLINE, 2o50nH Tk
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Aagaard: | think I'm always a bit ambivalent with this. Because, of course, I put these things up
because it's really popular to do fermentation during the corona. At the same time, I'm doing it
myself. And I am a foodie, even though I'm trying to make a bit fun of it, maybe not fun. But I
think it's interesting with all these trends. It's a trend to buy organic food and be into this. And

that's really good. Maybe I have nothing more to say about that, but it's super interesting. Yes.

BIZIE, vy 7 B R E LI ERHoTe L BNET N, TV N KT HREANKDH
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And I think the same, for example, with during the lockdown, outdoor living was extremely
popular. And all of a sudden it was like Patagonia was a brand for businesspeople. And things like
this. Yes. And also the thing with prepping, there was a lot of, of course, things that I thought were
funny, but also a real sincere wanting to learn more about it and invite anthropologists that have

actually been doing that.

BE: HVALEITITET, HL 55700 HLIDT, b 12HVTHLTT dy
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1,

Kuraya: Thank you so much. One more question. So when you showed this the video on
prepping and on fermentation, I took very much interest in this whole process so read a

book on them.

ZITU2K W LEEATTINLE D, FIFEL D OIRKIGE 2MRIC RO L VD
RWARXR—UBHEOTTH, EIN77 )70 LCid, Bazl, KEFL
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Simply put, it was very interesting to understand that fermentation, of course, is to make
something good for the human body, but during the fermentation process, the bacteria is

rotting things.

BiE RICROWREBEYDBEob 2 o TENS L BEMES R LI LiFA~2 T
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It means that bacteria are doing their own little business while the human hosting body
takes it as good or bad. It was the human that reacts to the bacterial procedures. We

sometimes get sick, sometimes feel better, and have tasty food.
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So through these two videos, I understand that they were trying to show two opposite
sides of what a bacteria could do; one is to activate them to ferment and nurture the food,
but the other is to freeze the bacteria to make a preserved food. So for me, it was very
interesting to see the bacteria which usually cannot be visualized in everyday life but that
have their own life cycles. In the meantime, when we take it into our own bodies, the
human culture is affected by it, and we react to it in a cultural and also physical way. That

is it from me.

F—T—F 1 FLDOTNAELEE, EI3DHVBLITIVE LA, THICEEL& L B
9,
Aagaard: Thank you so much. I think we made the point. Tak.

WE LY AT FIATL, 93V BLITIVE L,
Kuraya: Thank you for your talk.

aT7rn-Frva (KESMT—74AL)
Joar NANGO (Artist)
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Kuraya: So we have next artist, Joar Nango here with us. He has works in the Grand
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Gallery on the opposite side from Sgren. The installation consists of several structures
like houses made with wood. This is one of your works in the Grand Gallery on the
platforms. And you have another work with a text of some language on the facade of the

museum.
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(b DIZTE BB UNIE / Avnnastit) |, Harvesting Material Soul / Avinastit 2024 (85 : EH T )
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So same questions to all the artists, how did you conceptualize your work or please tell us
anything about the materials and techniques. And how does it connect to the theme? So

maybe you want to start with explaining your work.
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Joar NANGO: Yes. First of all, thanks for the invitation here. I have spent quite a lot of
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time here in Japan producing this work. And it's been a real pleasure to work with this
institution and to get to know the context of Japan, it's been a wonderful time. So I want

to thank you for hosting me and also for this invitation from the curators.

ALK O AU E R E2 o CTH Y F— JEDME T 3, JEF IS VIR
5 DWERRDOIAL L D% p > TwE T, I —w v odtl, Lo v F 7 #iwy < b
FHhAL—RITES L TEE L, 2OXEER, XULHSURIZ, TADHEFHOEE 2
Al iIc 72 b 3,

[ am from a cultural context from the Northern Europe.  am a Sdmi. And I am connected
to a culture that is from very old times and nomadic. So we've been living with reindeers
in the Arctic tundra area, in the very, very north of Europe. And this cultural background,

this context is always an important dimension to how I work.

FA7eb P — LN I B TEEZTHELT, ZRIEELH DAV EEA, 10 DFE
LB PHVELT, Z20—2IdtI—IGEL VI IDRH Y T3, b — GBIk Z
BLIHA~ZAANEEDABL2EEL TEL T, HBOBICHH L T2 FiETT,

We are a small culture. We are not so many people. And we have 10 different languages.
One of these languages is Northern Sami and Northern Sdmi is a language that I think

20,000 or 30,000 people speak. So it's an endangered language.

D) —WMDRAFTA FPBELNETH? CNIFEMEO 7 79— PFILHE27F A+ TT
23, ¥ — IFET [Eai ¢uovo mearriduvvon luottaid eai ge vissis njuolggadusaid | & FE\»
ThHFEF, TnFdby— RO TT R, S IZRD ONBEITHT, BEd R
DI-FRFIC b HED RG] v ) BRTT,

And if we put on the other slide? We can see a text written on the facade and it reads; Far
cuovo mearriduvvon luottaid eai ge vissis njuolggadusaid. That's the Northern Sdmi
language and it translates to English as “They don't follow routes and they don't conform

to regulated order.”
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/Eai ¢uovo mearriduvvon luottaid eai ge vissis njuolggadusaid)

They don't follow routes and they don't conform to regulated order
/ Eai cuovo mearriduvvon luottaid eai ge vissis njuolggadusaid

2024 (B& : (LAEAN)

IR DA~ DB LI EREBIGR L v 25 T3, FMIBEER & L <Rl % =210 C
WE S, ZEMNICH R 20, ERIEREY . B Gl s, Bk vy LTnE
T BHROBED 5 v o eifiid, AOBILOIFRIC T RN T, COTFRALD
HRTHH O ET,

For me, this is a quote that relates directly to my interest in nomadism. I'm an architect
by training, I work with space, I create space, I read space, I'm mapping space. So this
dimension of nomadic architecture is at the very core of my interest and it's also the

meaning of this text.

TIHHRICE o TE ZOIEFICHARLINAZROZFTELH TR A 2ICHENT 2
2, XDRBOEFEED, RUICL, BTTTL 2 i, ZofFMmoIERIcKREx
fliiio—>Cd, Zhic ZHIFFEEVZR C, HRT—HFRZ WLy — IFEo T F A+ C
ERR AW

So for me, visualizing this very marginalized language from my culture, creating space for
it, taking care of it, nurturing it, is one very important dimension of the work. And this is

in fact, the world's biggest text in the Northern Sdmi.
TEFAFOEWRICGHEZRELET L, 23 I LGEREZRTT Oz LT, fAlce -

T, oo 2 & i tbiclfA oL e EZTwET, ~Rys L+t
W ZFE oD mWERT D XS TS, BT, kTN 25T, R
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Back to the meaning. The meaning of this text is nomadism. For me, nomadism is
something very, very place specific. I often think about it as the ultimate site specifical-
type of attitude. It's not the placeless, it's the opposite. Where I come from, nomadism,
it's all about knowing the landscape. It's all about knowing the materials. And it's also

about relating to the shifting challenging contexts that you move within.

b —ODERMDITICEEEBLES, SBahE L&) wAES, HR~DHGDEZ -
RO O NTBITIIED T, AR a v T 7 A MCHEREESRTZ L T, 29 L%
BAHITH > T ZIRFRS TREZDITTT, ZORIIZTADEES L WIRA
DREPFELTNE L, ZAICKRTHEHRT, koTHTIv*F—Tl7,

So if we shift back to the other image. Sort of following this attitude and this way of being
in the world, not following routes, but rather letting the nature and the context be what
guides you in your decisions, I came here with empty hands, but with two fantastic

craftsmen that [ was so lucky to convince to join me on this journey.

ZOANEFFPETRA TV oY ER)T =TT, HRTIEAYT T 4 ZA LW
EncwnwE g,

And that's Tobias Prytz and Arne-Terje Sather, he now is known as Kasavi-san in Japan.

a7 KL —vavilI AT oTREIWE L vrD ANy 7 F—vTT L, NMEDh
TEMEROF 2L RdboTd, IR LMAFETT, 2O ADAIEEL -
A7 DJSICIEF IR T T L BMLHEM OB IT o0 THE g LR R E F
STVWET, oA E L EFPELT, 20X ICHBIL 2BA L —ficB c it
FEHICLYPDH B & TL,

For me, collaborations are a backbone in how I would like to work and how also sort of
find pleasure in life. I like to learn. And for me these two craftsmen are masters with axes
and knives. And they have so much incredible deep knowledge about materials and how
to treat them. And for me it's a very rewarding and type of process to learn a lot and to

work alongside such skilled craftspeople.

FA7- B T4 2o —HRRII LT L 2 A h 2N, 2 XADKEH
ELELE, KEARFNT v 72 —BHOARMEZEEDIAA T, EfifEE iER, =EM 2T
THIELE L7z 2ORDFA 7Y 27 b &EfIC, FIFFICHEIEDOYIOFRIIC DWW T D K
LEL 7,
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So together we went to a forest an hour and a half from here and we sourced a lot of trees,
basically, filled large truck and drove it to the gallery, where we've been for three weeks
working with this material, creating and exploring the material flow of this region based

around this wooden items.

l

|
» , s =
@%%‘J’V’;E\:E P‘roduction View 5% = ? s)-
FAIFARETCH D7 Y 2 7 P 2D THET, 2D I bD—DIT, ¥ — I DR
FEATED L) OB Y T, 15 LT, ZER-CHEFICE L CoMkZE =
v%fk%ﬁié%ﬁ%%@f%ibto:@ﬁ%fuylﬁk@¢#6~o

[Avnnastit] &9 SEE AL LT, ChEH VLS — IFEOFET, Lo F v 3
YT A4DE E%E%Lfmf B O HINICIG L T, BAD A b #2185 - FiES
2D ETT, Ao TuaY s il (b DI 330 I Avnnastit) &
HNTE L. 22D 5, WEESMR 2 =2 OMEY D70 OFM 2 HET % 72
DICHRICWZIRFIC, TOXA Mt o Th Uo7z el oA T,
I'm doing many projects at the same time. And one of them is a Sdmi architectural
dictionary. So I have for 15 years been gathering words that carry interesting concepts
concerning space and architectural production. And it's a book that's supposed to be
published next year following this mapping project. One of the words from this book
project is Avnnastit. Avnnastitis an old, also a Northern Sdmi word, and it describes a
mental capacity. It describes a way of sourcing material in nature for the purpose you need
it for. So this project is called Harvesting Material Soul / Avnnastit. 1 felt it was a very
fitting word because when we were in the forest, we were sourcing material for these three

sort of load bearing quite unique structures that you see here.
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Following the process and kind of also letting the different, you can maybe say,
coincidental or by chance encounters or materials that we found, we continued building

this space for three weeks and stopped when the opening date forced us to.

T AR EDOHBWEEVWETE, eV 7 PIEMLT b 0nE LAz, FI X
AEERBGITH R T N T ETH, GBHRIEIRA T, BEE 2 BICFmoT{NEL
L. MMew I FEMICOWTHATINE L, MIIEFICHAVWREM T, DLFEELL
FRIEDPTEL L,

Also, meeting people, allowing people into the project, where Kiyoshi is a traditional
craftsman sitting here, he also was helping us building the structure and teaching us about
the bamboo, which is a material that has been very interesting for me to get to know a bit

closer.

LWwi b, 2o (b DIctE 250 IUE  Avnnastit) 2 A TR, y—IDE
TE-FZZITOFRITIEFRMICH T 2R L LT e d 72 SABTRE D DB h 7,
il 21X, Al Tindigenuity | &\ 5 @ERExR 2R VATICE WO E E L7z, +— 1GETIX
[Hutkaivuohta] & S\ F 3, lindigeneity (JefERME) | &, [ingenuity (BIET.K) |
L) HEEEMAADETWE LT, BMAEFICEALEZR o Tw 2 ZEP T4 v P
HOWMNICNT 2H2HOEHEEZRL CWET, B0 &L LT, AbeEnkE
Riee LT, HEMIOWLT 2 2 & 2R/ER INTW S, SBERBEULOBME(S 2
WFELD Z LBV LEZTATL W, [indigenuity] & 1, ZERTEH I3 58
R 24 7OLEAD X 570 b DT, IFFHITHAIN TS, KOEETIE, &> THAAY
BHEMP, 20 LOE ORI E LR TE 3, HlziX, hoflRizan--a—7
o THA 70U ER LY 9, THEFFIC L o TEIFFICHRZE W Z LT, WD
BAERV AT LI L CTHIEZ L TCTCW2E X ) - HBERNEE X 55 HI
BEZUIVEEL TV X9 ARdb0RLeEXTHET, ZHIC, ZZICidd 2D H il
HYLEFT, CORERBOTELZEM LIS LHAE LA, Z50vokl db
[indigenuity manifesto (JEFERDBIETRICOWTDO~=7 =X )] $EV T L7,
g o —oTHAEIN T L ETFHENRTT,
So what you see here is Avnnastit. And there are a lot of also sort of interesting things for
me to think about, which have to do with some kind of attitudes towards material. It's

something I have coined, indigenuity, in English. Hutkaivuohta in Sdmi language. But
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indigenuity is a word that [ sort of came up with quite some years ago. And it is a word
made-up word which is a pairing of two words, one being indigeneity, so being indigenous,
and the other one ingenuity, which means creative, smart, inventive thinking. So these
two words put together, indigenuity, it describes a certain type of attitude towards space
and design and material flows that I'm very, very interested in. And thinking about it also
as a sort of the contrary, a little bit to this romanticization of indigenous cultures that we
are all very sort of forced to deal with on a daily basis as being an indigenous person. So
this attitude is a kind of it's a more of a contemporary type of attitude towards spatial
production. And it is very inventive. Very often you see very strange material, makeshift
solutions in the backyard. For example, my uncle using Coca-Cola to derust his knives,
which for me is very interesting, as almost like a fuck you to the Western capitalist system,
removing ourselves from consumerist mindsets. There's a certain freedom to that. So this
indigenuity word is something that I have tried to mobilize around. And I made a
manifesto. And this indigenuity manifesto is one of the video works that you see in one

of the structures in the space.

Fixd ) —OoFEFERB BV T, BIZEHL LT7ZEY, AR REEca IR
—vavELIET, A-TF=VIOHIEIC, f VAZL =Y a vty 5P LEDFK
BRI EE L E L2 ZZTRBIKTH LT V2 ) A ) Y EICEHGE L A TI 28,
WlZV — I D0A_T v —TH VEIMR T RDOBRKTHVARBES LT —FT 4 A b
TY, WICiE 8zl v vy NIy 2 2ffliL T b wE LT, WEPo—>TL
—7HEZLTCwET, ZhiCXoTHE, AH, E0aA 7 av {32 AT
¥FE Lk, HRTHY Z YV V7 LT BROFECEEF OB ZHICITE > TE LT,
rhziflatbe T, L ThlunFeffoTinE L,

Yes. And there's also another sound piece. As I said, I work very often collaboratively. And
the night before the opening, I felt like we needed a little bit of sort of sonic atmosphere
to the installation. So I called a very good friend called Antaris Rimpi. He is a Sami opera
singer and composer, one of my best friends and a fantastic artist. So he composed the 8-
minute-long soundtrack that's on the loop also in one of the structures creating this kind
of connection between the materiality and the aesthetics and the sound. I sent him some
sound recordings from the subways here and from us working with the material. And then

he mocked something together. And that sounds nice.

46



ITIL T (EEEMT—T4AN)
Joar NANGO (Artist) (185 : EHT )

Znp o, FIERIE I EMBE O BHIG CERZ L T A TI A, £ ZICRARI vV
=0 bDHEEDL L WERARBAWL 72 A T, KIIHFE—-RITo8 iM% EBn
LTwEd, Mo BRENEELZ L Tn 2280 AIELZ, BEICATL—-LTwi
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There, when we worked in the parking lot behind there for these weeks, we all of a sudden
got visitors from Myanmar, the amazing sculptors that were on a sculpture project that's
exhibited in the bank venue. And when they sprayed their diabolic metal sculptures black,
they had the white tarp under the sculptures and that's the tarp you see here. I was so
lucky to acquire it from them. And it had the beautiful kind of white and black pattern.
So this is just to illustrate some kind of methodology that this work has been sort of
created through. It's methodology of listening. It's a methodology of being present and
drawing from my culture the way we live in nature and thinking in cycles, tapping into
material flows and natural world with humble attitudes. It's one very important backbone

in this Avnnastit project.

Z OSEY XK TR T2, B — I DT T T4 b4 VAL —Y a vils
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So these structures, like the structure you see in the right of the picture, it's very inspired
by traditional Sdmi goahti, which is around the house with a fireplace in the middle. Well,
obviously we can't make a fire in the ground hall. So I took a photo on the doorsteps of a
really great bar here in Yokohama that we've been visiting every day, drinking a fantastic
microbrewery beer. Here, so that photo is from the doorsteps. And it has this like kind of
illuminating light-type of quality that somehow became representation of the most sacred

part of our traditional house, which is the fireplace, the circular fireplace.

Ml

| .‘ l;' ?
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DHTT, ENEOH T EICH o eMTHEL Db flioTnET, HLIFEEED
MKEADHTAR—%HEALEY, HITSHIZTWERAND, ATTE»OL D6 o TE 2P
FEVGBAPDBECTHET, T Vo fRICENTW 2 D%, kL CNED 7' m
ARATT, BEOELWTFA VL TERHLIOTTHR, 22 ICIFHLIADEER
FEBWTHV IS, RO P, WEOROERE, RIRDOMFhHh A4 OHNLDL L,

indigeneity 72 7 ¥4 v Ol T —h A T LT T, 5o BEHE flfEERECH
TEERRFOMICCH S CH R EEVTVWET A =T =V 7OHICRAD WA TIT D,
FELELRMEIAATEEEZHK AL CWI20E R T T, TEbzbictoTlne
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How much time have we spent? OK. What to say? I could always say a lot about those
different things in that exhibition because everything has a story. There's a chair from the
basement that I deconstructed. I stole the lighter from Shintaro. He's not here, but... And
then there are also debris and elements from the fish market. So, it's kind of like a
continuous type of harvesting process that led to this result. If you look into the small
crack that is following the beautiful design, you will also find a lot of photos. I have an
archive of this examples of indigeneity designs from my homelands, from my aunt’s
backyard, and from my uncle’s reindeer herd. And those photos are placed a little bit
chaotically in between leftover materials from the process there. And it's a nice thing for
children, also I realized on the opening day, for them to discover and to sort of look into

that little photo exhibition there. Thank you.

R HVREITIVET, ArbdbbrobkZFaitvibzlizweEnEd,
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Kuraya: Thank you so much. I would like to give some comments, just referring to the
“Our Lives” chapter. There is a section called “the Directory of Life” where the audience
can read the texts on the iPads, the texts which the Artistic Directors were inspired when
conceptualizing this exhibition. And in one of these books is Karatani Kojin's books,
which is called “Principles of the New Associationist Movement(NAM)” and he wrote
another book Power and Mode of Exchange based on that book. In that book, he proposes

four ways of exchanging to live.

LBz E, HRTW ) LECFRE I E 2 B8R W, Fl 2 1ITHL - 72
Wﬁ&h&f‘ﬁ%o?@ HBEWETLEYPELT Z0BBLEDLI L) X
DB ITAPITONTCOIZRRDOZ L 2 F > T T,

The first one that he introduces is as ancient as a new Stone Age, which is called Jomon
period in Japan, before civilization in a sense. And so in their culture, there was no
currency because that was not invented yet. So they would share, for example, meat to
eat. Or they would bring some gifts and there would be some gifts brought back in

exchange. So that's one model of exchange.
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And the second model is where there would be some landlord for example, and they would
have some people working for him. So the landlord will be able to rule, but also to protect

the community that he is ruling.

ZDO3FHL VI DOR, SRz BEZTOIEARAEROHEAT, HTsErd oo
T Z0B&TLPEE S, iIrE2EVEZVLL, BHOHEN 2 B8ICEZL S0
AL v ot

And the third model he proposes or he models is what we know as capitalism so our
current way of living. So you get money for your labor. And so once you work and you
have labor, that turns into currency, and the currency turns into products that you buy in

the market.

4FHLE VOO, FiFhr ol wWiHROEZ R 2555l 3&oLhEHT
FRLATCTH LD DO KB Z b D0t W) 22T ORI ORDT —=
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And the fourth model that he suggests is an exchange that is not based on currency, some
kind of new model which is not so defined as of yet, but that we need to look for the future.
And so in thinking of this fourth way of exchange gives us some hope of how an exchange
could be. And his theory is quite popular amongst young people in China, for example,
and among the younger generation of different regions, who are trying to find this new

way of currency that is other than capitalism.

ZO 4 FHVREARBICERDZDL VI 23R nhrbhvwATTidhe, flz
F, FTAEAL Y- I0EHKOEEHCTWwE L, BEEIAoTEI DTIEARL T,
ZOWAPHL D H 5T B, BRICEDL T E00ia-TL 5, i\ BfHEo7zd D% b
THHH LI &I, BETEARVZHRDIESTHNTE TV L L) ICBnE T,
But obviously in hearing your talk, and also understanding the attitude, this Sami way of
giving, getting, gathering things from the space and harvesting things, that seems to give

us sort of a hint into what this fourth model of exchange could be.

L»L, —=HTREAVWEZALHDVTLTC, TlE. 2HIVIHI LS —IEDEEITR
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But at the same time, as you had suggested that there's a lot of romanticization in this
kind of indigenous cultures. And typically if you say the Sami are living with such a model,

then there is a danger that we might romanticize such a way of life.

SDIATNIADE S abiizH & HAKELL, ah-a—-7% Anflio7
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From your talk, we can hear a kind of real attitude of the Sami, how to live together with
the nature to use the daily materials like Coca-cola and shop flags. | understood that using
the daily and found materials for the installation, that is harvesting from your present, is

showing your attitude to live our time.
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And it is interesting how you use the word “harvest,” because it's not like harvesting just
food in the woods. But you're harvesting something like a curator’s belongings. So what
you harvest is exactly what you have in your present moment. That's all from me. Thank

you. So do you have any comments?

FUT I HYREITIET, bbb RLKTT, FFLLwaAvybTLAE £
DARZEFATHED LEVET,
Nango: No, thank you. Wonderful. Inspiring. I will have to get that book.

BEZNTIH, TN FVYTIATLE, BRizl)i)ddb L3 nE L,
Hi, DGICRTLZTIoTWwE, a7RL—X2—%2 L EZIsFIvIAICHN
Fr B L E T,

Kuraya: Thank you so much for your talk. Please also give applause to Kiyoshi-san, one

of the collaborators for the installation. Thank you.
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Kuraya: We have a long long talk today but it is a time for the last speaker. We have
Lungiswa Gqunta here with us, welcome. Her work is in the chapter “Our Lives” and in

the small gallery next to the entrance of the museum.

(Benisiya Ndawoni : BIIZEA DI NE DA~DER) |, Benisiva Ndawoni: Return to the Unfamiliar, 2018-2024
(&5 © INEE®)
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So this is her work. It is a bit confusing to find the entrance to this gallery so please step
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by after this talk if you didn’t see this work. And now we come back to the same questions.
What is your inspiration? Or what is your concept? Or how did you start working with
your work? And second question is what you think the relationship between your work

and the overall theme of the Triennale? Ok let’s start.

NYFRT - ZY R FAERRYRGE, VA Y —TFr—A v 2Tl FikE
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Lungiswa GQUNTA: OK. So I guess I have been drawing with a wire for quite some time
and this is a continuation of drawing with wire. So this piece is like kind of continuation
from a body of work. And it's also called Benisiva Ndawoni: Return to the Unfamiliar,

which translates to “Where were you headed,” and Benisiya Ndawoniis from my language,

which is Xhosha.
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So the work or the drawing really is a meditation on forced migrations, border making,
and territory making. Hence, the wire is barbed wire and razor wire which has very
specific uses and was created for exactly those things, used in prisons, used on borders.
People sometimes use it to arm or guard their houses, which was my first encounter with

this kind of wire.

ZDOFE—4 v 7 eEWET2ERIE, FAC & o TEAEE CTIRELT 2 X 5 Al f
D TTR, ThiEH 25 oROGANICHEE L 20 ide ok, bLrLED
Ra2dLlhzwl, Bdwhd Ly, ZARANLZOBE 2 —vE L —ZL
KoL TnEd, WohDftiE, BREMNLEZFTHKEETIILLTVET,

And so the drawings or the pattern, which is mostly geometric with instances of what feel
like uncertainty or disruption for me, is really kind of trying to trace those patterns of
movement of people who are displaced from one place and have to move to another, and
maybe go back, but maybe they don't. And some of the lines are quite architectural

thinking on home building and attempt at homemaking.
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And so yes, with these attempts at home building, which are interrupted by these knots.
And when you see the wire unwrapped it is also kind of an interruption of something that

is otherwise seemingly approachable.

ARBAR A TE DL, BANTEMZH DO D DICHAFZONE X HILH I H7z 0
LWV BOTL, TTOT HYIIENICHAFZ LI ELTE Lz, b ) Db,
ARIBFR AR, B LIEF IR THALIEZ LTw2 206 TY, BRI &
BTEES, ZDOARBMEEC & S ITRIE AT BB BN R G RIBEAR &
HAZ L IHiU>0 k5 e F2:A T,

And so the reason I wrapped the wire, [ mean, in the beginning it came about wanting to
transform the material to read as something else. So it was in the beginning, meant to
read as plants because the wire in itself, when you unravel it, it has that very fluid shape
of nature. It grows freely. It looked like that. And so the wrapping was an attempt to

further connect those two things, the man-made aggressive, violent wire and nature.

WL DD DRFEOH THRBIR A B VTV E D TT A, MEEEBALHEBLE LT, %
AT E o TIRAREIZHA, i, =aoy— WK KA, AlHE W o728 D 2R
LT3 26TT, REPELVIBTE ) o lIEICHE ) & &, HRZ LEaE
B O INTELLZ L2 BERIL 2, MEALFEHARO L) ICAhAEd, T
DEREIED DT KBRS DH 2 b DTT,

And the reason why I guess I chose green and the wire is wrapped in various green fabrics
is, for me, green is in this instance symbolizes nature, plant, ecology, bushes, trees, hedges,
and how sometimes we when we encounter in our environments nature in the form of
parks and gardens, it seems like an uncharged atmosphere that is meant to be luxurious,

enjoyed free of movement, free of any kind of history. But it is not.

54



(Benisiya Ndawoni : BIZRADIRNE DADEF) (EE49)
Benisiva Ndawoni: Return to the Unfamiliar (detail), 2018-2024
€ ANIIFN=-PN)

TTDOT, ZOEMIZZ ) Vo zHRDE T, MO TIIFET 7 Y A TH-o T
THZBIFVERICRIN R LHOERZ5[Z 3 o T E 37, R N3 LRy
CLBPINTELZRATH2ICHEDL T IAbB iR RIS hziED b
ETCHEFEEZLTCWET,

And so it's that thing of nature, in my experience, for growing up in South Africa, we have
a very violent and still continuously violent history with land. And being a people, black
people from there who have been forcibly removed countless times, we still are living

under a segregated structure.

M7 7V ACET 200 CoOEBEIAEELE 70T, FAFHARP S wa R ETZEN
ARBFLCOET, 2ot —RL LYy —oi, o ANic s > TIRE
DETT, LoaL, ho Nick o TiIFHoscd h HFocd, T3arb, fAick
STIHREE[MES Lk, H 72D THo T, T/ ADBTET, LU LHTER
WHARPCER E WO HOELEZRIR L TWE S, TTO T, HRBERI RN 5 25,
BHMICETEONTOET, HEICEZONELLZTL & 5 2

The first border in South Africa was a hedge and that is what [ mean by nature, or these
parks being seemingly places of leisure, but they are places of rest for some. But there are

places of labor and contest for others. And so for us, or for me, I use green to allude to the
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history of which regards to nature and spaces that we labor for but do not get to have
access to, and we do not get to enjoy. And so therefore nature in itself becomes violent or

is made to be violent. Didn’t I miss any questions?

R Wz, RES LWL > BunE 3, SEiticHzXoic, rvFRY
TABET 7 ADTHE T, ZoHRERENS L. ZOFMORZTTH LA LAE
ot DT AP LELE L,

No, I think that you answered the questions very aptly. And I think your talk gives depth
into understanding where this work comes from and how this work is made through the

social background in South Africa.

T HEMAEMZ Lo e B 0TI GRIBRBHIZ IZADR—F—b KL
BCTEDLL, YD LS Ik LdTES, BRICFr—Af v 7 %322LdT
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BolsoLdIc AR5 2 icd, HPHRKDE LHICHEI LA TE 00
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Maybe my next question is going to be simple and ask why you decided on using barbed
wire for expressing and drawing. | understand that this material can express the boarder,
and can grow as hedges, which is very interesting. But I feel at the same time the wire
might be complex and juxtaposing material, like many conflicting kind of things together
in one. We can protect ourselves by it, but it can also isolate someone. How did you arrive

at starting to use it?

JsvEIEITTR, Ero I ZHERBREEA LD LB WE T, FAOEMIE. FAZ%
b E D R OELICBEL <, RS OAE X 7285, FAOoKHELT I =T 4
DEEERELOHFELTHE T, FA72bidT7 50 b ~4 FEOHFIC S | AEER R
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RETERLTC0DEE, L IADECERZ LS TEET, ROEVTHoD,
FRISARTH o720, DEICEVTHIRZENTELT T, WL 2 OREIIRHEICE
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Gqunta: Yes, I guess that's also why I chose it, because my work has always kind of
departed from my own lived experience as well as my family's lived experience and my
community’s lived experience with regards to our history, and the colonial history we carry,
and you know my feeling of that we are not in any kind of post-apartheid or post-colonial.
Not when our homes are still places, we didn't choose. And so, yes, a lot of my work has
been about navigating two kinds of environments back home. Our home is in an
environment that would be considered not so great or safe. And so where I'm studying
now in Cape Town, you rent in places that are a lot more bougie. And so going back and
forth between those spaces, you get to see a lot of differences. And you see them in the
structure of the homes. You see it in the wire. And you see it in the parks. Some parks are
not kept up to. Nobody cares about the spaces in which people can have full rest or for
leisure, because we're always meant to be working all the time. And then in one part, the
grass is so green, it's lush. Everything works. And so you move enough between two spaces,
you will get to see exactly how those things are markers of how people are being treated.
And so my work has always carried that frustration, that anger, that questioning, that
refusal, that defiance. And [ witnessed a lot of protests. And so [ just started using material
that is used in protest. And it started with homemade weapons or things, weapons that
people can make in their own homes to defend themselves. And so the wire made entry
during the time of a lot of student protests. And so I was wondering, like, I had a lot of

feeling and I had a lot of things to say. Maybe let me pause there.

TTOT, ORI, FICPEHEOZo I, BiECRMD 720 1AL £ 325,
znxe o, KiKoGa 1L —F—T 4 v —2fHibi T 325, KA Z N dIFA
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And so, this wire, sometimes in protest, they use it for intimidation, and for fear, as well
as dogs, but that's a whole other story. And so for me, they mostly use razor wire, which
is the wire [ prefer sometimes when I use it for these drawings. But because it is the more

aggressive of the two wires that are normally used. It sometimes is not made in certain
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countries, so it's banned. But in South Africa you still can get it. And so sometimes |

switch between the two wires.

WYFRT] - TR (KBBMT —7 4 2 B)
Lungiswa GOUNTA (Artist) (5% : EHTF)
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And so the reason also why I took it upon as one of the many materials to help express my
ideas and thoughts was so that I could not fear it anymore. So that it cannot be used
against me in that way. So [ work with it because I wanted to get to know it how it moves,
how deep it cuts. And so for me, that act of kind of drawing with it removes that fear, for,
I mean, myself mainly. But I hope sometimes for other people in which it's used against

it removes that fear.

WE:HVBLEITIET, 5, L—HF—TA¥—-LWnI5D%b robt v b THX
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DEENI T DD E L, 5000 HbWTLAZ, HRRENTTHN, TI0)
DbOBT YV CHBICHZ AT

Kuraya: I just googled what the razor wire looks like because it is not familiar to us. It
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seems that the razor wire is quite dangerous and can be used to guard military institutes,
prisons, and government agencies. Also it is available for 5,000 yen on Amazon in Japan

which is surprising.

FVRIZITTH, MERDOBHETIEZRS LT, MEZHvokfr—A v
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Gqunta: Yes, see, the thing is you sometimes can buy it. So I've done these kinds of
drawings in different countries. And so, in the UK, I tried to use it and I couldn't buy it.
But recently I was in the US. And they use a very stronger version of like - not a stronger
wire but like a different kind of manufactured barbed wire for prisons. And their razor
wire looks a little different to ours. And it's far more aggressive. So it's been very
interesting to see and encounter the material depending on where I am in the world, and

how they produce it, and what they choose to use in certain places.

R WAABRERENZTOME TAZHRLZY, HaZFo7/h Lot
WBH, TAY—DIRFERUPHORZ T2 0w T &TTih,

Kuraya: So when you see the different situation of how and what kind of wires are sold in
each country, you will learn about this how much that country is trying to isolate or protect

in a very powerful way.
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Gqunta: Yes, of course. It's very interesting to see where they use them. Because as much
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as you can't buy the razor wire at the store, I'm pretty sure it exists in the places where
they say it's banned for people. It's banned for the everyday person to buy. But I'm pretty
sure that it's still exists for them to keep certain people out when they need to. They
manufactured this material for that exact reason. It is not to keep themselves in, I feel it
is a deterrent making tool. And a very aggressive one. It is to trap people in, not to protect
yourself in for sure, I think. Because why would you protect yourself with something that
can be so harmful? And so for me, it feels like it is used to separate, to cut, to uproot, and

to keep out.

JBEE 5. BEEEflo T AR L WHIEHICEL L Wb DIKMESS T L THID
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Kuraya: It is very interesting to know that your work is meant to be a way to face such a
thing.

Did you say that it is a kind of meditation or therapy to think about your lived experience

and how society excludes or includes people by using this aggressive barbed wire?
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Gqunta: Not drawing. So the drawing physically on the wall is hell. And it's a lot of
physical work, but to wrap the wire. That is where it can become meditative to a point. I
kind of zone out because it's a repetitive movement. But then not for long because then
the wire snaps me back into reality by cutting me. And then at that moment I'm forced to
refocus, remember what it is that I'm dealing with and that I mustn't [ guess never get too

comfortable.
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Kuraya: Sorry about getting confused about the meditation, but I understand it very well
now. But also, we understood that using the barbed wire is for you to really deal with this
fear. So your talk made it possible for us to understand that your work comes from your
complex lived experience. And showing this work into the Japanese audience, what would
be the way to for us to access this work? In the sense that maybe we don't have that much

knowledge of your experience, but obviously there are lot of things that we could share.
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Gqunta: That's always a tricky one because I never wish any kind of response on people.
But I always create these atmospheres specifically with the barbed wire for people to think
around access. And their understanding and their history on access. Because our access
has always been challenged historically, it is till today. And so it is always an attempt at
someone not knowing how to move and being cautious with their body around the wire.
And you know the drawing itself is made to be quite deceiving because it seems playful,
because [ wrapped the wire, it doesn't seem so dangerous. And that is done intentionally
in order to lure someone into a difficult conversation. But also into a potentially very
violent environment. And so one only realizes it is dangerous upon close approach. And
so it's also made to feel like you can walk into it. But then you don't quite know if you can
or cannot. And so those uncertainties and that caution that people will have when
approaching the wire for me is enough. Because it is all that they have to do. If you know
this is for people whose access isn't challenged most of the time. And I would like for them
to be challenged when I do this work. Whether they will be, it's another thing. But it is
meant to challenge the body in itself. It's meant to be an experience and an uncertain and

very uncomfortable experience in movement and engagement.
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Can I say one more thing? I think, if possible, I would hope that when people encounter
the work and cannot really enter, that they remember that there are a lot of us that aren't
allowed in places and that cannot enter a lot of places even today. And sometimes it
doesn't always look as ugly as it is. But it actually is. And so it is to remember that not

everybody has access, and that people are still displaced continuously today. Thank you.
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Kuraya: Thank you very much for a very powerful message.
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This is the end of today’s talk. Thank you very much for all the artists and artistic directors

participated today, and thank you for everyone coming.
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