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Onozawa Shun
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Born 1996 in Gunma, Japan. Based in Tokyo, Japan.
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Performing structure

2021

Iron, servo motor, stepping motor, stainless steel ball, string
10 minutes

Collection of the artist

Construction supported by Hattori Shoki

Suspended from the frame are six pendulums, each in a state of
continuous motion. Viewers cannot take their eyes off the pendulums
as they follow their movements, which seem to be perfectly controlled
without producing any collisions. Occasionally, however, they
come into contact with each other. Onozawa Shun sees this work,
Performing structure (2021), which resembles a physics experiment, as
a performance.

Onozawa first encountered juggling when he was in junior high
school, and has been active as a juggling performer himself. Juggling,
which is said to have already existed in ancient Egypt, has a universality
that transcends time and geography in terms of how it expands human
physical capabilities through practice. Performing structure, a work in
which this act of juggling has been turned into a machine or moving
sculpture, was created at a time when the world's future had become
uncertain due to the COVID-19 pandemic. The movement of the silver
balls, which are controlled so that they do not collide with each other,
collapse, and then resume their beautiful movements as before, can be
seen as a metaphor for the order of human society, its collapse, and
its recovery. The global spread of viruses and wars wrested away our
daily lives in an instant, and many people around the world have lost
their precious lives. Today, however, everyday life is on the verge of
returning. Looking at this Performing structure, we may find ourselves
able to place our hope in the resilience of human beings.

Onozawa completed his graduate studies at the Department of
Intermedia Art of Tokyo University of the Arts, and has participated
in Media Ambition Tokyo (2020; Shibuya Scramble Square/2021; Mori
Arts Center Gallery) and Sense Island — Sarushima Dark Museum,
Sarushima (2022; Kanagawa, Japan). In 2021, he was selected as one
of the “Forbes Japan 30 under 30.”
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Born 1924 in Brussels, Belgium. Lived and worked in Brussels/ Diisseldorf and Berlin, Germany/ London, UK.

Died in 1976 in Cologne, Germany.
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Map of a Political Utopia and Small Paintings 1 or 0

Carte d’'une utopie politique et petits tableaux 1 ou 0
1973

Ink and felt pen on map mounted on canvas; printing, collage, drawing

and manuscript on two canvases mounted on stretcher

Private collection, USA

Carte d'une utopie politique et petits tableaux 1 ou 0 (Map of a Political
Utopia and Small Paintings 1 or 0, 1973) consists of a map of the world
and two small canvases with collage, letterpress and handwritings.
Broodthaers replaced the word “monde” (world) on a commercially
available world map with a “utopie” (utopia) that is nowhere to be found.
Through this extremely trivial act, he transforms the way we look at the
world, like a magic wand given to contemporary art.

This work, displayed at the beginning of the contemporary art
exhibition at Aichi Triennale 2022, can be read as an articulation of
the stance that underlies the entire festival. How can we change the
political map of the world today, when the world is facing all kinds of
difficulties and sorrows due to the COVID-19 pandemic, while new
civil conflicts and wars are erupting in the meantime? While art may
not be capable of direct solutions to pandemics and political conflicts,
it can use the power of the imagination to envision another world,
think about the meaning of life, and live through the adversity of the
present. This is also one of the hopes of the Triennale.

After being active as a poet until the age of 40, Broodthaers was
also a conceptual artist up until his death at the age of 52, and his
humorous and witty works that make use of words and signs had a
great influence on later generations. Many of his cartographic works
that use maps survive today, and he is also well known for Carte du
monde poctique (Poetic Map of the World, 1968), in which he replaced
the word politique (political) with poétique (poetic). Maps of the world
show political boundaries. Not only have these borders been highlighted
by the separate measures taken by each country in the wake of the
pandemic: they also allude to the history of various colonialisms and
wars throughout human history. How can we imagine a utopia from
this map? Let us ponder this question together through the exhibition of
various contemporary artworks that begins here.
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Marcel Broodthaers
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Born 1924 in Brussels, Belgium. Lived and worked in Brussels/ Diisseldorf and Berlin, Germany/ London, UK.

Died in 1976 in Cologne, Germany.
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#43 it 3 Wk A & H1 iR Rachel Haidu, The Absence of Work: Marcel Broodthaers, 1964 —
1976, The MIT Press, Cambridge, Mass. and London, 2010, p. 242.

Near the entrance to the 8th floor of the Aichi Prefectural Museum
of Art is a row of potted palm trees, an artwork titled L’entrée de
Uexposition (The entrance to the exhibition). Marcel Broodthaers first
exhibited them in 1974 at the Palais des Beaux Arts in Brussels. People
at the time must have felt as if they were being posed the question of
how these ornamental palm trees could have become art as soon as
they entered their imposing hall of contemporary art built in the 1920s.

Broodthaers, who began his career as an artist at the age of 40,
persistently questioned the role and function of art in society. In
this work, too, he blurs the boundary between the everyday and the
museum by displaying palm trees spanning both the outside and inside
of the gallery. From the perspective of Western culture, palm trees are a
symbol of the exotic Other, reminiscent of the distant South. One may
also be put in mind of the imperialism of the time that was behind the
collections of these plants in botanical gardens in Western countries
during the late 18th century.

In one of his most famous works, Musée d'art Moderne, Département
des Aigles (Museum of Modern Art, Department of Eagles, 1968-1972),
with twelve sections, Broodthaers exhibited postcards, shipping crates,
documentations, publications, objects, films and slides projections in
different locations as part of an imaginary museum department. In
his later years, he presented several large-scale “Décor” exhibitions
where he turned entire spaces into works of art, including Un Jardin
d’hiver (A Winter Garden, 1974), for which he used many palm trees.
Broodthaers once said that “in order to circulate in art, to function as
an artist, there is a law: one has to be dressed in the fashion of one's
time."* Some 50 years later, his poetic gestures still stimulate our mind
and consciousness.

La Pluie (The Rain) is a short black & white film shot
Broodthaers in the garden of his home in Brussels, where
exhibited his own museum, Musée d'art Moderne, Départe
Aigles — a fact that can be seen from the writing on th
background.

As soon as he writes in ink, the words disaj
poet, Broodthaers often used words and text in
at their potential meanings and interpretations
words Projet pour un texte (Project for a
seems to allude to the sense of emptin
words, and even the impermanence of
dissolve in the rain.

*Rachel Haidu, The Absence of Work: Marcel
Cambridge, Mass. and London, 2010, p. 242.




ACO3
V)R

On Kawara

YEmmfESR (Kw770xh1220 mm) (S=1/10) SK 35

19324 EF IR AT, =2 —3—2 CRIE) ZAUSTED), FIHIZT20144E 5,
Born in 1932 in Aichi, Japan. Lived and worked in New York, USA. Died there in 2014.
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Cooperation: One Million Years Foundation

On Kawara is one of the most internationally known conceptual
artists. His telegram series / Am Still Alive, which began in 1970 and
is being exhibited here, involved sending approximately 900 telegrams
to acquaintances, curators, and others around the world up until the
year 2000. While telegrams are an urgent means of communication,
I Am Still Alive” is a message that could also be taken to mean that
Kawara is facing death. What did the recipients of this telegram think?
In a post-pandemic world, this notion comes across as particularly
poignant.

In December 1969, Kawara sent three telegrams that alluded to
suicide to an exhibition in Paris, and one month later, the first / Am
Still Alive was sent to the collectors Dorothy and Herbert Vogel. While
it was the telegrams and postal systems in each region that made
this work possible, the act itself of sending these telegrams for 30
years became a testament to his survival. This series, which was the
inspiration for the “Still Alive” theme of the Aichi Triennale 2022, is
perhaps the simplest and most profound gesture of all, transcending
time and space in order to ponder the fundamental meaning of our
existence and survival.

Kawara was born in the city of Kariya, Aichi Prefecture, and
moved to Tokyo in 1951. After traveling through Latin America, North
America, and Europe from 1959 for some years, he based his practice
in New York for the rest of his life. Kawara, who is also known for his
almost complete absence from the public eye, has made us ponder the
meaning of existence and time through his 7oday series (1966-2013)
of approximately 3,000 works made since 1966, in which for 48 years
he depicted the day’s date using only minimal lettering, and the 7 Got
Up series (1968-79), in which he sent postcards with a short message
indicating the time he arose from bed that day. In his One Million
Years series, based on this elusive concept of “time,” Kawara used a
typewriter to write out all the years from 998031 BC to 1969 AD as the
“past,” and from 1981 to 1001999 AD as the “future.” Visitors to this
exhibition can also listen to a recording of a performance in which a
portion of these years are read out.
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Born 1978 in Aomori, Japan. Based in Brussels, Belgium and Maastricht, the Netherlands.
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For many years the late artist On Kawara declined to appear in public,
be photographed face-on, or allow recorded interviews. At first glance,
Okumura Yuki's video The Man Who (2019) looks like a documentary
on Kawara, painting an intimate picture of the artist via interviews with
nine people who knew him.

Yet not one speaker actually mentions Kawara’s name. In actual
fact, Okumura asked all nine not only about Kawara, but also about
another artist of the same era, stanley brouwn, and set a rule that no
interviewee should pronounce either man's name. That is, the “he/him”
and “the man” spoken of in the work refers sometimes to Kawara,
sometimes to brouwn, depending on the anecdote. The blurring of the
boundary between them is because while similarly avoiding photos of
his face, and public expression of his thoughts, brouwn too turned time
and space into art, using his own body as the baseline.

Taking this idiosyncratic approach, Okumura endeavors to fuse the
personalities and life trajectories of these two leading contemporary
artists to create another, totally new figure. Yet the nine interviewees are
frank in their very real recollections of the individual artists, throwing
into stark relief aspects of their characters and conduct.

Okumura’s clear plexiglass series (2019) takes pages from the
catalogs of various exhibitions in which both Kawara and brown
took part, and superimposes these pages on each other. Here too,
occasionally the names of the pair merge to emerge as that of a single,
mysterious artist. Or perhaps it is that the overlapping pages that
though jumbled, still succeed in conveying an air of the time, also
feel like an aggregate of the artists who lived through this avant-garde
period.

Okumura Yuki is known for his attempts to home in on the
endeavors of a specific artist while superimposing on them the body
and behavior of a third party. In doing so, Okumura offers up his body
and life as a medium or catalyst, an act informed by the translation work
he undertakes in parallel with his art practice. His activities, reminiscent
of a compound eye or parallel reality, transcend art historical concerns
to also indicate the possibility of an individual’s life being taken on and
expanded by another. Other projects include 7he Lone Curator (2021),
Welcome Back, Gordon Matta-Clark (2017), Hisachika Takahashi by
Yuki Okumura (2016), and Away from the Light of Greenwich: A Close
Encounter with On Kawana (2016).
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Born 1978 in Aomori, Japan. Based in Brussels, Belgium and Maastricht, the Netherlands.
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In 1969 an exhibition was held in Seattle that had as its title the city's
then population: 557,087. Of particular note at this show put together
by critic Lucy Lippard and featuring so-called “dematerialized” works
by a large number of artists including On Kawara, was the vital role
played by instructions. Rather than visiting the venue, most of the
participating artists sent instructions instead, which Lippard and other
local staff then executed to bring the various works to fruition.

For 7,502,733 (2021-2022), Okumura selected 30 works from 557,087
that are in line with the definition of “conceptual art” and undertook
to reperform their making processes, according to the instructions,
almost entirely single-handedly. His aim was not to recreate the forms
of the works as material objects; rather Okumura traced the content of
the instructions and the actual making process for each work, based
on documentation and testimony, he himself standing in for both
the artists and Lippard et al in order to output his own results.
Because the procedure for making each work has also undergone
subtle revisions based on Okumura’s own physique, personality, and
circumstances, they are not mere reperformances, but as the artist
states, more like “reinterpretations.”

At the time 557,087 was criticized as being more like a solo show by
Lippard than what it was: a group exhibition. 7,502, 733 was conceived
out of a fresh reading of this critique. Because being a sole agent to take
on board, beyond time and space, the instructions of those 1969 artists is
also to transfer the actions and experiences of Lippard et al to oneself.
What Okumura ultimately aims to achieve by reworking the actions of
those 1960s practitioners is none other than to render traces of his own
personal physicality and subjectivity omnipresent in the gallery space.

Okumura Yuki offers himself up as a medium or catalyst in projects
that superimpose the body, behavior etc of a third party onto the
endeavors of a specific artist. In doing this, he is profoundly influenced
by his experience in his other occupation, that of translator.
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Born 1966 in Zilina, Slovakia. Based in Bratislava, Slovakia.
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Event Horizon

2016

Oak wood, stamped ink, acrylic paint, steel fixtures
Collection of Kunsten Museum of Modern Art Aalborg

Cooperation: Esther Schipper

Everyday life is the starting point for the art of Roman Ondak, which
is characterized by the creation of processes involving intervention in,
redistribution of, or reproduction of various events or places. Ondak
creates art that brings to the forefront rules of day-to-day life, the
art system, and difficult-to-accept aspects of society that people are
not usually aware of, employing simple yet distinctive methods to
arrange traces of people’s lives in space, as if he were conducting an
anthropological study. Many of his projects produce new perspectives
regarding social relationships and human experiences by sometimes
enlisting family, friends, art museum staff, and museum visitors as
accomplices in the creation of his works. The motivation behind this
is born of his observations of the behavioral patterns and politics of
the post-communist society of Slovakia.

In this work, Event Horizon (2016), the artist sliced the trunk of
an oak tree into one hundred disks, and stamped a description of a
historical event onto each disk, ranging from 1917 to 2016, with the
corresponding annual ring in the tree clearly delineated. During the
exhibition, one disk per day is taken from the floor and hung on the
next peg fixed to the wall. On the final day of the show on October
10, all of the wooden disks will have been hung on the wall. Linking
the history experienced by humanity and this oak tree in this way,
the work forces the viewer to imagine broad, sweeping perspectives,
such as the workings of nature in the modern world and cosmological
laws, from the sections of a tree.

Ondak’s past solo exhibitions include Perfect Society, Esther
Schipper (2019; Berlin, Germany), History Repeats Itself, Kunsten
Museum of Modern Art Aalborg (2017; Aalborg, Denmark), and The
Source of Art is in the Life of a People, South London Gallery (2016;
London, UK). He also participated in the Czech and Slovak pavilion
at the 53rd Venice Biennale in 2009 and was named Deutsche Bank's
Artist of the Year 2012.
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Pebbles of poetry 2022
2011-2022
Poetry

Immediately after the 2011 Great East Japan Earthquake, Fukushima-
based poet Wago Ryoichi began posting a series of poems on Twitter.
“It's raining radiation. It's a quiet night.” “Today is the sixth day. My way
of looking at and thinking about things has changed.” “For what reason
does life get born and die? What right governs birth and death, and
brings about destruction and rebirth?” (March 16, 2011). Subsequently,
‘Wago continued to make statements pondering the state of Japan and
his hometown, which he later compiled into the book Pebbles of Poetry
(2011).

Many people around the world must have been aware of how our
“way of looking at and thinking about things changed” when our daily
lives were shaken to their very foundations or threatened in this way,
even in the wake of a pandemic. Wago has spoken out actively in the
aftermath of the Great East Japan Earthquake, COVID-19, and the
invasion of Ukraine. These activities demonstrate the power of words
and the art of poetry through the actions of a poet.

This exhibition features Pebbles of Poetry, which was published as
a kind of status report from the front lines of the disaster area at the
time of the Fukushima disaster; Ladder, a reconstruction of Pebbles of
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#Love Pebble

2022
Poetry

Immediately after the 2011 Great East Japan Earthquake, Fukushima-
based poet Wago Ryoichi began posting a series of poems on Twitter.
“It's raining radiation. It's a quiet night.” “Today is the sixth day. My way
of looking at and thinking about things has changed.” “For what reason
does life get born and die? What right governs birth and death, and
brings about destruction and rebirth?” (March 16, 2011). Subsequently,
Wago continued to make statements pondering the state of Japan and
his hometown, which he later compiled into the book Pebbles of Poetry
(2011).

Many people around the world must have been aware of how our
“way of looking at and thinking about things changed” when our daily
lives were shaken to their very foundations or threatened in this way,
even in the wake of a pandemic. Wago has spoken out actively in the
aftermath of the Great East Japan Earthquake, COVID-19, and the
invasion of Ukraine. These activities demonstrate the power of words
and the art of poetry through the actions of a poet.

This exhibition features Pebbles of Poetry, which was published as
a kind of status report from the front lines of the disaster area at the
time of the Fukushima disaster; Ladder, a reconstruction of Pebbles of
Poetry, penned from the time that a state of emergency was declared in
April 2020 due to COVID-19 until August that same year; and Shelter, a
collection of correspondence between Wago and artist Olia Fedorova,
who has been writing and recording videos while taking refuge at a
shelter in Kharkiv since the Russian invasion of Ukraine — texts that
came to life on Twitter from three different times and places. From
these condensed words, we can well imagine how both Wago and
Fedorova have tried to live through the adversity of their respective
present moments.

Wago has also been calling for collaborations with o
and artists working with poetry other than himself on
his Twitter, his chosen platform of expression. In

can participate for the duration of the ex
the joint transmission of a large, unspeci
to a sort of “verbal demonstration.”
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In the gallery are four sculptures of various sizes. Careful observation
reveals that they move, albeit so slowly that the movement is not
noticeable at first. The large dome shaped object, Float, dates back
to 1970, when seven prototypes were exhibited at Expo 70 in Osaka,
where they were presented on the plaza in front of the Pepsi Pavilion
in conjunction with a fog sculpture by Nakaya Fujiko.

Inside Breer's plastic and foam works are mechanisms with motors
and wheels. By incorporating such devices in these minimal sculptures,
from which all traces of ornamentation have been eliminated, he has
produced objects that escape the constraints of gravity and medium to
seem alive. In his later years, when discussing these sculptures, Breer
said “I didn't want them to (...) become animals or people.” Nevertheless,
incorporating the mechanisms gave them a presence that distinguished
them from completely static sculptures, and by moving t
extremely slow constants speeds that cannot be achie
creatures, he positioned them as “lumps that mo
nor animals.
Robert Breer's father was an engine
Robert initially studied engineering i
enrolling in an art degree

career as a painter in Paris.
experimental animation
moved to New York,

in the mid-1960s. At
of the Experiments in /
program design for th
internationally for
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Born 1980 in Mutare, Zimbabwe. Based in Harare, Zimbabwe.
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Oscillating between abstraction and figuration, Misheck Masamvu's
works allow him to address the past while searching for a way of being
in the world. His layered painted surfaces and brushstrokes, which are
almost visceral, exist as remnants of the physical act of painting giving
the sense that multiple temporalities have been included in one picture
plane. Beneath the surface of a painted image, an infinity of others
exist. Through abstraction, Masamvu’s figures appear in the midst of
metamorphosis, absorbed by teeming landscapes.

Masamvu created these paintings during the global lockdowns.
Forced immobility created internal conflicts which are expressed in
the works. The canvasses appear to convulse, as if caught in the act of
mutation. This act of synchronous change and entanglement is evident
through the extensive use of line and weaving together of brilliant
colour. The result is images that are not immediately apparent, rather
cloaked in layers of camouflage that invite the viewer to drum out
images in their own mind. The lack of exacting definition from
Masamvu's expressive mark making establishes an honest
conversation between the artist and the viewer, an invitation to
experience his shifting visual lexicon, and a prompt to delve into
Masamvu’s own personal layers of history. Collectively, this pushes the
viewer to become conscious of their own conflicts.

Recent presentations include Masamvu's solo exhibition at
Goodman Gallery London, titled 7alk to me while I'm eating (2021;
UK), as well as his participation in Allied with Power at the Pérez Art
Museum Miami (USA) and the 22nd Biennale of Sydney (Australia),
titled NIRIN, curated by Brook Andrew in 2020. The artist has also
represented Zimbabwe at the 54th Venice Biennale (2011; Italy).
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With the COVID-19 pandemic restricting the movement of people
around the world, mail art that makes use of postal mail has once again
come into the spotlight. This method was also used by the avant-garde
art Fluxus movement, which spread from New York to Europe and
Japan during the 1960s as a technique that evokes a sense of fluidity,
movement, and change.

Shiomi Mieko graduated from the Department of Musicology at
Tokyo National University of Fine Arts and Music. While still a student,
she formed Group Ongaku with Kosugi Takehisa, Tone Yasunao, and
others in 1960, and moved to the U.S. to join Fluxus in 1964. In the “
Spatial Poem” series that she began the following year, Shiomi mailed
various instructions to artists and acquaintances in different locations,
and held the following nine events over a period of ten years — “1: Word
Event,” “2: Direction Event,” “3: Falling Event,” “4: Shadow Event,” “5:
Opening Event” “6: Orbit Event,” “7: Sound Event,” “8: Wind Event,” and
“9: Disappearing Event.” Approximately 230 people participated. The
original reports by the participants still exist, as well as related multiples
of events 1 through 4. Events 5 through 9, along with 1 through 4, have
been compiled in books. These materials convey with exuberance the
global connections between artists at a time when the internet did not yet
exist.

At this exhibition, a new Spatial Poem (2022 version) “movement
event” was carried out. 61 people, including participating artists in this
exhibition, responded to the following instruction. “Move something.
Please inform us of when, how and what you moved from where to
where.” The various ways of “moving” that the COVID-19 pandemic
forced us once again to think about have been revived in a new version
some 50 years later, and placed on a map of the world and exhibited.
A performing arts program will also be held during the exhibition
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READ-MADE (1996) consists of ten sheets of paper that have the
opening parts of ten novels at the bottom of each piece, and the ends of
the books at the tops of the sheets. They were made by taking enlarged
photocopies of sections of the books, cutting and pasting the copies to
a certain width, and then printing them onto Japanese washi rice paper.
Miwa says that when she read the lengthy stories featured in this work,
she got the impression that she was looking down at the text from the
sky, as if she were in an airplane flying over a field. After extracting the
passages from the books, she reassembled them in a unified format,
with blank space in the center and block-shaped chunks of gray space
at the top and bottom, so that when all the pieces are arranged in a row,
they appear before us like a bird's-eye view of a unified landscape.

Since the beginning of her career, Miwa has produced works in
such a wide variety of styles that it is difficult to believe that they were
made by the same person. Based on that approach to her work, one
senses her desire to avoid becoming defined as one particular type
of artist. Miwa's works also seem to be trying to maintain a certain
distance by slipping past the viewer's apprehension and refusing to
be fully understood. In this way, the artist may be trying to turn our
attention to the act of "seeing" itself. :
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At the Top of the Mountain (1990) is an imposing oil painting. It
was painted based on a photograph published in a mountaineering
magazine, but strikes us as more real than the photograph due to its
large size and the postcard-style cropping. Collages, each also called
At the Top of the Mountain, incorporate postcards of alpine plants that
inspire memories of mountaintops, acquired by Miwa's grandfather
at Mt. Ontake. Miwa produced STATUE (2009-2010) by kneading clay
into three-dimensional objects and painting them in such a way that
the viewer experiences them as if they are busting out from a flat
plane, giving the impression of being sculptures, although they are
oil paintings. These 3D-like paintings resemble human figures, and
emit a certain sense of life and presence. LE BLEU DU CIEL (c. 1987),
on exhibit for the first time, was inspired by The Blue of the Sky by
French philosopher Georges Bataille. The piece consists of 20 canvases
lined up horizontally, with only the upper part of each canvas painted,
only in blue, and with horizontal brush strokes visible. The panels are
mounted high up, reminiscent of the sky, giving the impression of a
tale being told.

Since the beginning of her career, Miwa has produced works in
such a wide variety of styles that it is difficult to believe that they were
made by the same person. Based on that approach to her work, one
senses her desire to avoid becoming defined as one particular type
of artist. Miwa's works also seem to be trying to maintain a certain
distance by slipping past the viewer's apprehension and refusing to
be fully understood. In this way, the artist may be trying to turn our
attention to the act of “seeing” itself.

Miwa mainly works in Aichi Prefecture, but in 1996-1997 she
resided in Berlin on a grant from the Philip Morris Foundation, and
in 1998 she was selected to be a guest artist under the Swedish art
exchange program IASPIS (Stockholm). She held solo exhibitions
at Longhouse Projects in New York and Gallery HAM in Aichi,
and participated in group exhibitions including Vanishing Points:
Contemporary Japanese Art (2007), which toured in New Delhi and
Mumbai, India.
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The first of Rita Ponce de Ledn’s five ambitious new works is Life,
come here, based around a rainstick, a musical instrument producing a
sound reminiscent of falling rain. Although there are several theories
regarding the origin, it is believed that it may have been created by a
group of Indigenous people from northern Chile, associated with
rain-summoning rituals in Chile, Peru, and other Latin American
countries. It is an interactive sound piece that can be described as *
listening to the lives of others,” in which milestones in the lives of three
collaborators are described in fragmented words. The piece is
accompanied by The Voice of Rain (Ame no koe), a poem by the poet
Yaxkin Melchy written on paper handmade by artisans from Oaxaca,
Mexico. Installed in the next intersection-like gallery space, The spirit
is dreaming, features an instrument that looks like a marimba with
words gathered by Melchy and the Japanese poet Niiro Shinnosuke
inscribed on its tone bars. Viewers are invited to rearrange them freely,
creating a space in which poetry and music resonate. The final space
contains ten drawings by Ponce de Ledn, and a short video piece
featuring an improvisational drawing performance by the artist's
friends.

These diverse works are tied together by the question posed to
Ponce de Leon by her friend and collaborator Melchy: “What makes a
life worth living?" This is a reflection of present-day society in which
it is difficult to live healthily, whether in Mexico, Peru, or indeed
anywhere in the world. In the belief that the process of seeking
answers to this question is also a response to the theme of “Still Alive,”
Ponce de Leon endeavors to share the diversity and richness of life,
encompassing various personalities and differences, with a broad
audience through the physically interactive experiences of her works.
A previous residency in Japan during which she studied Butoh, a form
of Japanese avant-garde dance theatre, also influenced her po
experiential approach.
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Pablo Diévila, who studied film and Tibetan Buddhism, has been
delving into the concept of time and our perception of it. The
three works being exhibited at Aichi Triennale 2022, too, evoke an
awareness of various kinds of time, ranging from 1/30th of a second
to astronomical scales of time of over 10 billion years.

In Transference Harmonies (Armonias de transferencia) (2022),
located at the back of the exhibition gallery, a vast number of
randomly generated numbers are converted into patterns in white,
black, and two types of gray, which move continuously on a 2.2 x 7.2
meter LED screen. The high resolution is 1800 pixels in height x 5000
pixels in width. Davila sees this as a film, which shows all possible
combinations of the patterns as long as they can be displayed on the
screen. The probability of recognizing some image or other, however,
is extremely low, and we do not know when it will end. If we take one
of these numbers to be our life, and position it within the time of the
universe that began with the Big Bang 14 billion years ago, we arrive
at the realization of what a le instant it rep

A friendly reminder (2022), on the other hand, consists of analog tape
cut into two-second segments and stitched together, allowing us to hear
a repetition of stringed instruments and female vocals. In this work,
we are made conscious of the time it takes for a human being to take
a single breath. Elsewhere, the two-dimensional work Phase Paintings
(the natural flow of forgetting) (2022) depicts a minimalist image created
by scorching the canvas with a laser and making holes in it. This work
visualizes the effects of the wind, clouds, rain, and tornadoes through
a particle system used in computer graphics, and exp mo
itself by superimposing a succession of moments on each other.

This exhibition, in which digital and analog, the body and
the universe, the momentary and the eternal, and other opposing
s are fused into a single space, can be seen as a space for quiet
and meditation on our individual existence.
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Fanny Sanin has been a painter for more than fifty years, consistently
producing symmetric abstract paintings composed of flat planes of
color and straight lines. In the early 1960s, just after graduating from
university in Colombia, she began producing non-figurative paintings
with intense brushstrokes. Studying in London in the late 1960s, she
was deeply impressed by the monumental exhibition Art of the Real
that was on tour from the Museum of Modern Art in New York. The
exhibition displayed works by Frank Stella and Ellsworth Kelly, artists
working in the US. Their large canvases were divided by sharp lines
into simple, flat forms in a style dubbed “minimalist” or “hard-edge.”
This had a decisive influence on Sanin's subsequent works. In the
early 1970s she began structuring her canvases in a strict left-right
symmetry using vertical and horizontal bands, and through pursuit of
the aesthetic aspect of painting, establishing a style that she follows to
this day.

The nine paintings exhibited here were painted between 2008 and
2021. She uses warm colors such as reds, yellows, and browns to paint
vertical and diagonal bands and includes horizontal lines that cross the
center, giving the canvas a sense of stability. These stylistic features are
reminiscent of textiles and temples, among other things, but she never
hints at the existence of motifs. Sanin believes that it is important in
abstract art to refrain from referring to anything real, thus ensuring the
“purity” of the painting.

Fanny Sanin graduated from Universidad de los A
in 1960 with a degree in art, and then moved to Mexico

She mounted her first exhibitions in
Mexico City in 1965), and her first m

the Chelsea School of Art and the
relocated to New York, where she
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Aphasia /Afasia

2022

Installation: plastic canvas, aluminum cast, used hammer, mash hammer, pencil,
chain, Iron plates, wood, magnetic rocks, compass, wire, lock, pulley, steel cable.
newspaper, LED light, and money

Sponser: Embaixada do Brasil
Courtesy Galleria Continua

This huge space, partitioned by plastic sheets, a
maze. While the partitions are made of materials used in construction

sites, they are also ini of B favela (slum)

and the acrylic panels that have been used to divide people during the
COVID-19 pandemic. The hones and | pended from
the ceiling call to mind street d and labor and

can be read as an allusion to public works, urban space, and resistance
to social power structures. The newspapers covering the columns also
make it clear that Komatsu is interested in society at large.

André Komatsu is a third i ilian of Jap
The Brazil that he grew up in was in transition from a military regime
that lasted more than 20 years to a democratic one. At the end of the
1980s, strikes, which had been banned, came to be permitted, and there
were also major changes in terms of workers' rights. Economically,
Brazil is one of the BRICs ies that has experienced
economic growth since the 2000s. While Komatsu's work is deeply
committed to these political and social trends, in the context of art,
curatorial advisor to the Aichi Triennale 2022 Tobias O
stated that “he draws from the country’s legacy of

e
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At first glance, nothing appears unusual about the weathered steel
H-beams or the beaten-up amplifiers and cabinets arranged casually
along the venue's walls. They look like ordinary mass-produced items.
But take a closer look, you can see that they are actually painted on
canvas. All of them of are works of rrompe-I'eeil (paintings that fool
the eye) skillfully created by Kazu Oshiro.

Paintings are sometimes thought of as “illusions” that create a
three-dimensional space on a two-dimensional plane using perspective
and chiaroscuro (shading). But, especially in the post-war United
States, it was increasingly believed that it was important to remove
illusion from paintings and restore the flatness that is inherent to
canvas, and many artists created abstract paintings. Oshiro takes
up this mantle of the history of painting, and even as he uses the
quintessential illusion technique of trompe-I'eeil, he takes objects that
ought to be expressed using perspective and shading and instead
renders them three-dimensionally in full size. This dislocates them
from the “painting” framework, and creates a surface that cannot give
birth to illusion.

When we at first recognize these as paintings, we are startled by
their completeness as a “work,” but at the same time, we are hit by the
question, “why did I only see it as a work when I discovered that it's a
painting?” Oshiro casts doubt on not only the category of “painting,” but
also on the conventional criteria establishing something as a “work.”

After graduating from high school, Kaz Oshiro moved to Los
Angeles, where he received both a Bachelor of Arts (1998) and then
a Master of Fine Arts (2002) from California State University. Oshiro
interprets and builds on postwar American art movements including
abstract expressionism, pop art, and minimalism in his own way as
he explores true nature of “painting” and “art.” He shows his work
both inside and outside of the USA, a 2014 his s Xhit
Chasing Ghosts was mounted at
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Reflecting Memory / Réfléchir la Mémoire

2016

Single-channel HD digital video projection, color, sound

45 minutes 56 seconds

Collection of the artist

Courtesy of Collection MACVAL, France, Collection MAC Marseille, France,
Galleria Continua, Galerie Krinzinger, Lehmann Maupin and Galerie Nagel Draxler,
and Regen Projects
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Editing: Andrea Schonherr, Kader Attia

Sound & Image: Studio Mitte Berlin

Color Grading: Juan Galva

Sound Design & Mixing: Karl Gerhardt

Cast: Soundar Ananda and friends, Lucas Bruyere, Nidal Bulbul, Wolfgang Schreiber,
Rita Starnberg, Leopold Reimann, Gunther Adam, Marie Wandersieben,

Stéphane Romano, Anne-Aurore Sankale, Uli Maier, Maurice Mimoun,

Todd A. Kuiken, Aniruddha Das aka Dr Das, Lara Lempert, Boris Cyrulnik,

Fethi Benslama, Grazina Gudaité, Huey Copeland, Harvey Young

Music: Asian Junglist Traveler by Dj Soundar

Production: Hélene des Rieux, Susanne Heinz

Production Assistants: Kamara Sassi, Tiziana Destino, Gabrielle Veyssi¢re

Berlin Team: Camera: Hans Rombach, Assistant Camera: Andrea Schmidt,
Assistants: Arthur Desportes, Lulézim Ukaji

Chicago Team: Camera: Justin Reifert, Deborah Libby, Coordination: Kathleen E.
Bickford Berzock, Anatwan Byrd, Janet Dees

Vilnius Team: Camera/Coordination: Vitalij Cerviakov, Translation/Coordination:
Vytenis Burokas, Egle Mikalaj Egle i ite, C: Elita Uzuotaite
Subtitles: Mehdi Messouci, Adaline Anobile, Clémentine Deliss

Pain felt in an arm or leg no longer there following amputation due to
accident or illness is known as “phantom” pain. This work, Reflecting
Memory (2016) is a video on the subject of this peculiar affliction.
It contains a series of interviews with a variety of people from a
surgeon to a maker of prosthetic limbs, a scholar of psychopathology,
a musician, and a dancer, eventually superimposing the issue of
phantom pain on that of historical trauma and discussing the way
in which, just as an absent body part can hurt, painful past events
(memories of massacre or war, experiencing discrimination), though
less obvious on the surface, can cause suffering.

The video shows a form of therapy using mirrors to alleviate
phantom pain. Perhaps the agony of past trauma also needs to be treated
by assigning form to invisible memories and reflecting on them.

French-born to Algerian parents, Kader Attia grew up in France
and Algeria. Subsequently spending time in several countries including
Spain, Congo, and South Africa, he developed an interest in the history
of western colonialism, and of conflict, and the wounds inflicted by
these on society and the individual. This in turn prompted him to make
Reflecting Memory and other subsequent works on the theme of injury
and repair. His works have been shown at numerous international art
exhibitions, including the Venice Biennale (Italy), Documenta in Kassel
(Germany), and the Gwangju Biennale (South Korea). These and solo
exhibitions at institutions such as S.M.A K., the Municipal M
Contemporary Art, Ghent (Belgium) and London's
have garnered critical acclaim. He is also
Biennale, which he organized I
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There are photographs hanging down from a table, 2
gently curled. The man in these photos is their maker, Jimmn

Robert's works are chiefly a combination of photogra
sculpture, also weaving in performance. The photos placed on
the rolled-up photos upright on a low stage-like support actually
resemble sculptures of people, or theater performers. Photographic
paper bends and tears easily, but for a few months is strong enough to
stand on its own, and hard enough to place objects on. This ambiguous
duality of fragility and robustness applies equally to photographic
paper, and the body.

Let us also recall how for a very long time "orthodox" sculpture,
and forms of physical expression such as ballet and opera, were
dominated by white people. Jimmy Robert could be said to be
addressing this history by literally throwing his body into the air and
intervening in it. And moreover in a very intellectual, delicate, and
somehow sensual manner.

For the Aichi Triennale 2022, Robert has chosen to display his
works alongside items from the collection of the Aichi Prefectural
Museum of Art such as tea bowls and scroll paintings. The twisted,
warped forms of the bowls, and the soft texture of the scroll paper,
resonate visually with Robert's works. These items were originally
works of art for people to take in their hands and enjoy, and as such,
also speak to the relationship between people and artworks.

Jimmy Robert was the subject of a mid-career survey at
Nottingham Contemporary in 2020, which traveled to MUSEION,
then CRAC Occitanie, Séte. Recent solo exhibitions include Thomas
Dane Gallery (2022; Naples); Kiinstlerhaus Bremen (2022); The
Hunterian (2021; Glasgow); La Synagogue De Delme (2018; France);
M Leuven (2017; Belgium); Power Plant (2013; Toronto); Museum of
Contemporary Art, Chicago (2012); and Jeu de Paume (2012; Paris).
Robert's performances have also been presented at Tate Britain,
London; MoMA, New York and Migros Museum, Zurich. His most
recent performance Joie Noire premiered in 2019 at KW Institute
of Contemporary Art, Berlin and traveled to Kaaitheater, Brussels.
Forthcoming solo exhibitions include Kunsthalle Baden-Baden in
2022 and Moderna Museet in 2023.
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Remain (2018) displays the beautiful natural environment of Manus
Island in Papua New Guinea in the South Pacific. However, the men
who appear in this work with the island’s natural beauty as their
background convey sadness and despair, uncertainty about the future,
and the fear of death. They traveled to Australia as refugees but were
denied entry into the country, and instead have been incarcerated on
Manus.

Approximately 1,500 men were held on Manus Island since the
detentions began in 2013. Although the detention center closed in
2016, some of the men remained on the island until 2021. At times,
the harsh life on the island became that of a brutal prison, with the
men experiencing mental and physical torment, and some suffering
mental illness, and others even losing their lives. The video depicts the
sharp contrast between the robust, lively natural environment and the
people living there, robbed of their freedom, feeling death close by,
and it allows us to hear their tragic cries through songs, poems, and
words. The video work Remain was created in memory of the twelve
men who died as a direct result of immigration detention. Along with
the photographic work Remain (2018/2022) , which consists of twelve
portraits of men who had been detained there, it poses questions of
what respect for humanity means and what the right to live in freedom
means.

Hoda Afshar was born in Tehran, I%and is now
Melbourne, Australia. She deals with the then sender, ma

iph
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19724 AN E L RW)Y (R4 ) o
Born 1972 in Ishikawa, Japan. Based in Berlin, Germany.
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Adachi Tomomi, a composer of vocal performances, often uses a
technique in which the sound of his voice captured by a microphone is
acoustically transformed using a system that tracks his own gestures.
In doing so, he focuses on the vocal aspect, rather than the semantic
aspect, of poetry, referencing the history of sound poetry. In addition
to performing, Adachi also makes his own instruments and creates
sound installations. While based in Germany, he has presented his
work all over Europe at venues including Tate Modern, the Hamburger
Bahnhof—Museum fiir Gegenwart, and Centre Pompidou. At this
festival, Adachi will direct John Cage's Europeras 3 & 4, present a solo
performance, and mount an installation in an exhibition room at the
Aichi Prefectural Museum of Art.

Adachi explores the latent potential of characters through 3D
prints suspended from the ceiling, a huge digital drawing on the
walls, images and a hologram unfolding in a cube-shaped screen.
His 3D prints show the possibility that characters—which up to now
have been printed on flat surfaces due to technical constraints—can
extend in a third dimension; in other words, the possibility that
characters can be transformed from something that is seen to
something that can be physically touched. In his digital drawing
displayed on a 2D plane, the word "Silence" is deafeningly repeated.
Thisrernindsusthatconvenﬁonallettersandcha‘rmﬁersare sets of




AC20
I WIHE

Yokono Asuka

19874E IR A S e TR
Born 1987 in Aichi, Japan. Based in Aichi.
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These paintings by Yokono Asuka depict the Aichi Prefecture city
of Seto, where the artist had her studio for many years. Renowned
for centuries as a pottery-making town, Seto has a vast clay pit for
pottery use right in its center. The pit's soaring, scraped slopes are the
work of man, yet also exhibit majesty and dynamism of a distinctly
non-human sort. Yokono's paintings include the roofs of nearby
factories and warehouses, plus the process by which clay dug from the
earth is transformed into the vessels that add color to everyday life. In
other words, the paintings depict the kind of scene that emerges when
humans engage with the land through their day-to-day endeavors:

hing complex and te that defies in phrases
like “enjoying the blessings of nature” or “natural destruction.”

The Seto landscape has been a favorite theme for many artists
over the years, most prominently Kitagawa Tamiji and Tomatsu
Shomei. Doubtless it was the primeval business of digging up the
land, forming vessels and firing them that inspired practitioners such
as these. Yokono's expression could be described as a 2lst-century
product of the same lineage.

Yokono Asuka is a painter who explores how people perceive
images, through very basic elements of painting such as different
brushstrokes, the composition of motifs, and color. In the works
exhibited here too, the matiére created by her powerful strokes
complements the exposed face of the clay perfectly. Another notable
feature is that while in previous works Yokono has mainly used motifs
such as major pieces of public infrastructure, or still lifes on tables
such as plants, to depict fictitious, sterile-looking worlds, these works
are among her first to tackle a familiar landscape. Recent exhibitions
include the Position 2021-2022 Nagoya Contemporary Art Exhibition
at Nagoya City Art Museum (2021-22; Aichi, Japan) and Azamino
Contemporary vol.10: Reality in a Square at Yokohama Civic Art
Gallery Azamino (2019; Kanagawa, Japan).
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Born 1964 in Miyagi, Japan. Based in Aichi, Japan.
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Movable Bridge/BH 5.0
2022

Mixed media installation
Collection of the artist

Cooperation: STANDING PINE, Chukyo University, Takami Architecture,
Goto Architecture, Kito Lumber, Koto Yasushi, Kato Yoshimasa

This minimalist, inorganic drawbridge, composed of a 0.7-meter-high
stage and a 4-meter-long bridge girder, descends six times per hour,
and its color scheme of white, and silver corresponds to
the lobby of the Aichi Prefectural Museum of Art. Only those who
happen to be present at these times and decide to step onto the bridge,
without hesitating due to its height, are able to cross it. These visitors
are naturally transformed from spectators into performers.

Oizumi Kazufumi's Movable Bridge series has been ongoing since
2018, and this fifth work is his largest ever. While applying his artistic
sensibilities to design, Oizumi also personally handles the machining
of materials. While the d ism of the the lexity of
the mechanisms, and the grand scale of the works have increased, the
chaos and crises of the world that the work reflects have also become
more complex. The artist witnessed the end of the Cold War when
he was in his mid-twenties, and while a considerable amount of time
passed since then, aspects of our world that the bridge metaphorically
addresses, such as boundaries, divisions, distances, disparities, and
conflicts, remain lved. Oizumi to create 1|
bridges that connect what is divided, seeing this as the role of art, and

d to spark our i with regard to the meaning of
living alongside others.

Since 1991 he has been creating automatic drawing machines

and large-scale i ll; as well as duci
. e e e T
His solo exhibitions include STANDING PINE (Aichi,

has participated in events including the well-k
Ars Electronica (2019; Linz.
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Ura Ayaka + Koyama Yuya
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Ura Ayaka: Born 1992 in Kanagawa, Japan. Based in Kanagawa.
Koyama Yuya: Born 1989 in Saitama, Japan. Based in Kanagawa.
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Measureit,Get in Between, Break Out
2022

Researchers: Ishikawa Mahiro, Iwasaki Hazuki, Oishi Risako, Okisawa Erina,
Okumura Miyu, Suzuki Momone, Hattori Narumi, Hirayama Ryota, Hoshi Hikaru,
Mizuno Reina, Miyamoto Mao, Murakami Kiyona, Morimoto Mayu

A collaborative project between Ura Ayaka—who creates works
that investigate relationships between things based on participatory
performances that use words and bodies—and Koyama Yuya—who
works through video and performances to approach the body as
existing in gradations between the public and the private. Together
with teenagers and twenty-somethings, Ura and Koyama conduct
multifaceted research on art, art festivals, and society. Participants
acquire the art of thinking for themselves and the skills necessary
for cc icating for th , publishing or posting their ideas
about the Aichi Triennale 2022.

Since April 2022, the participants have used Art Lab Aichi (ALA)
as their base for researching art, mainly by artists who are participating
in Aichi Triennale 2022, and for connecting art works with their own
experiences by exploring in depth, both linguistically and physically.
The project incorporated a series of lectures by the Triennales curators,
and learned about how art festivals are put together. In one workshop,
participants conducted experiments to see how they were being
influenced and how they might influence others in a public place.
Confronted with a variety of ways of thinking proposed by artists,
participants approached the relationship between art, society, and
self—sometimes from a bird's-eye view and sometimes as an active
player. Through such weekly meetings, participants learned how to
connect th lves with the el they were studying.

At the exhibition venue, participants who have gone through
these experiences give workshops, organize online events featuring
participating artists and curators, and implement other means of
sharing various kinds of information about the art festival. Archival
records of past activities are also released.

This project addresses one of the Learning Program’s objectives: By
learning through art, every one of us can acquire the power to grapple
with the unforeseeable events that will surely continue to occur, to live
through the present moment.
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Diemut Strebe
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Born 1982 in Berlin, Germany. Based in Boston, USA.
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EL TURCO

2022

Live Man / Al Machine - Dialogue

(from practical reasons presented as live recording)
Collection of the artistt

Cooperation: TAKENAKA Co., Ltd.
Partner: Steve DiPaola (AT animation and coding)

Moving between the realms of art and science, Strebe has explored
various issues in contemporary society in relation to philosophy, history,
and literature. A former Artist in Residence at the Massachusetts
Institute of Technology (MIT), she uses scientific theories and methods
in her practice. Strebe has worked with scientists from a wide range
of fields, including human and plant genetics, quantum mechanics,
astrophysics, and Al

In her latest work, £L TURCO (2022), Strebe poses questions about
what knowledge, truth and generation of meaning really is, using the
relationship between Al and human intelligence as an entry point.
Two hand-drawn, animated characters interact with each other on the
screen. The character on the right is Socrates, who represents human
intelligence and critical thinking since ancient Greece. He is operated
by an actual human being hidden in the system. On the left is the Al
character von Kempelen, named after the 18th century Hungarian
author and inventor Wolfgang von Kempelen, who amazed people at
the time with his automated chess machine called “The Turk,” which
inspired EL TURCO's set up since it was actually operated internally
by a human being as well. In this work, Socrates asks von Kempelen
questions about the nature of knowledge and truth, based on Plato’s
dialogue The Theaetetus, psychological experiments and some other
resources, seeking to test his understanding of the world, language,
and the relationship between the two. The seemingly effortless “talking
machine” turns out to be an advanced magician’s trick, though the
machine’s statements appear to surprise in mimicking knowledge and
understanding.

While von Kempelen's responses, based on the high-performance
language model GPT-3, demonstrate a high level of superficial
intelligence, they actual reveal a lack of knowledge and understanding
of causal relationships, and a failure to maintain consistency in terms
of language as an abstract and utterly creative system to model and
shape the world.

While focusing on contemporary advanced science, Strebe affirms
the role of the avant-garde, which represents a radical experiment in
modern art in the classical sense, and the need to reaffirm the paradigm
of “the new” as seen in Romanticism.
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Untitled (After Somatic Aliasing)
2022

Video, color, sound

9 minutes 35 seconds

Courtesy of the artist

Produced in collaboration with Theo Cook
Thanks to: Marian Van Bodegraven
Funding: Mondriaan Fund, Sti i
Daiwa Anglo-Japanese Foundation

ds Creatieve Industrie,

Kate Cooper is concerned with new visual languages that complicate
divisions between physical and virtual, and interested in what a video
can do as a visual somatic experience, instead of what it represents.
Cooper works with Computer Generated

Imagery (CGI) to make us consider the ways in which new
technology and images could allow new and diverse approaches to the
body. Recently her focus has shifted to consider neurodiverse bodies,
which is a continuation of an awareness on diversity in society at large
including feminist or queer discourse.

Created for the Aichi Triennial 2022, this new work Untitled (Afier
Somatic Aliasing) operates within the visual language of X-rays,
depicting bodily fragments in perpetual motion, which move in and
out of focus, in constant repetition. Working with Computer Generated
X-ray images, Cooper combines them with found folly sounds in
order to produce bodily “affect.” This work is built through the logic
of stimming, a term used to describe repetitive and self-stimulating
movements or sounds primarily used by neurodivergent Bodies. The
video attempts to recreate bodily experiences, to stim, through the
technology of the video itself. Cooper is interested in how, when

coping mechanism, stimming can be a strategy of refusal
marked by physical exhaustion. While she had
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Squirrel Ways: Thickness of Borders
2022

Mixed media installation

Collection of the artist

Cooperation: Take Ninagawa

All of the architectural fittings here are actually usable, but closer
inspection reveals that there are items such as fishing lures and sponges
hidden between the double s/oji screens, and the door has many more
peepholes than necessary. Meanwhile, on the other side of the shutter is
nothing one might expect to find, such as a car or a store interior. These
seemingly realistic yet ultimately dead-end portals, akin to a theatrical
set, are “pure entrances and exits” that give tangible form to the concept
of access (and its [im]possibility), lay bare interiors and exteriors, and
symbolically invert meanings. They function as a stage set for Sasamoto
Aki's new installation/ performance work Squirrel Ways: Thickness of
Borders (2022).

Sasamoto is interested in daily habits that manifest the psychology
and personality of the individual, and has incorporated everyday
practices and gestures into her works. This piece hints at the human
desire to draw lines demarcating territory and questions the basis of
internal and external boundaries, while at the same time evoking the
opening up and closing off of communication. It also illuminates the
reality of the many systemic restrictions placed on our bodies and our
mobility. Under current circumstances, with our movement restricted
by a pandemic and wars, the innate drive to relocate and enter another
phase of life, even at the risk of our lives, is all the more poignant.

Sasamoto moved to the UK as a teenager, and later studied art,
dance, and sculpture in the US. In addition to a solo exhibition at
SculptureCenter in New York in 2016, she has participated in the 2010
Whitney Biennial (New York), and the 59th Venice Biennale (2022).
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Born 1989 in Mexia, USA. Based in Los Angeles, USA.
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Diedrick Brackens is best known for his intricately woven
tapestries that explore allegory, narrative, material, and color.
Employing techniques drawn from West African weaving, European
tapestry-making, and quilting traditions from the American South,
Brackens weaves ground and figure from hand-dyed yarns set into
lyrical relation. His process for the tapestries begins with a sketch
of collaged drawings, photographs, and other clippings that are then
digitized. Once in digital form, Brackens plays with the scale and
shape of the elements to map out his composition, but also leaves
space for improvisation, thereby challenging himself further during
the weaving process.

In the recent works including those shown here, Brackens moves
away from previous narratives that dealt in pain and death, instead
exploring ideas of comfort, joy, interiority and being with nature.
While the works lean heavily on the historical, they take on fantastical
bents through mythological or folkloric reference. In each their own
(2021), two rabbits sit innocently atop black chairs aside and above a
cross-legged figure in the same yellow, recalling Brer Rabbit, a key
figure originating in West, Central, and Southern African as well as
North American Indigenous oral traditions. Often summarized as
tricksters, the rabbits are more productively understood as creatures
that act as go-betweens for humans and other spiritual or cosmic
dimensions, here accompanying a subject learning to sit. In marshling
(2021), a figure with hand on hip stands confidently amidst a cluster
of cattails, three large catfish circling his leg. Cast in shadow, the
black yarn of the figure obscures whether the subject looks forward or
behind, refusing our understanding of his gaze. Indicators of Brackens"
own personal mythology developed through previous bodies of work,
both autobiographical and historical, the catfish manifest ancestral
spirits—guided self-embodiment to help one move through the world.
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Jokanaan

2019

‘Two-channel video installation

12 minutes 26 seconds

Collection of Aichi Prefectural Museum of Art

In a scene from the opera Salome, the title character turns to Jokanaan
(John the Baptist) and dementedly pleads with him to look at her.
Momose's Jokanaan takes this opera as its motif: the woman, on the
right seemingly Salome, and the man on the left, Jokanaan.

Yet the pair do not actually face each other as they sing. The man
moves his mouth in time to the opera soundtrack, performing the
actions of singing, while the woman is a computer-generated image
created by using motion capture to digitize the man's movements. In
other words, the man carries within the emotions of Salome in the
opera as he gestures, and the female figure on the right is created from
accumulated data of these gestures. Despite this, the placing of man
and woman side by side here creates the illusion of some tortured love
relationship between the pair.

In this work, multiple elements—the opera vocals, the movements
of the live human to the sound, the digital data of those body
movements, the CG image of a person as visual rendering of that
data—are reintegrated, albeit with some slippage. The effect is to
interrogate where the core and emotions of a human reside.

Momose Aya deals primarily in relationships between means of
communication/transmission such as video, sign language, telephone
and subtitles, and body and gender, and the possibility and impossibility
of communication arising from there. In doing so, she produces works
frequently distinguished by a deliberate blending of documentary and
fiction, spontaneous behavior and acting. Momose Aya's practice could
th:sbedescribedasabndgebetmmplasucartandperfonnanoe

ivic Art Gallery (2021; Kanagawa, Japan) and Feminisms
entury Museum of Contemporary Art, Kanazawa (2021;
stagings of her performance piece Performing
Commons Tokyo '21 (2021).
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Liliana Angulo Cortés, a Colombian artist of African descent, questions
historical records, images, and stereotypes of Afro-identity that have
been constructed from colonial times to the present day. She has spent
time in various communities highlighting the challenges faced by the
African diaspora, and interrogated ways in which memory and power
are interrelated. In the same way that waves off the coast of Colombia
travel across the Pacific Ocean and reach the coast of Japan, her practice
aims to transmit awareness, empathy, and solidarity with regard to the
struggles and resistance to social oppression of Black communities in
the Americas.

Her work for Aichi Triennale 2022 consists of two parts. The
first, Pacific Time. The People won't back down Damn it!, focuses
the historical struggles faced by Colombians of African descent and
indigenous peoples in the Pacific region of Colombia, and struggles
against inequality throughout the Pacific region of the Americas. It
looks at the role of global culture through the movement of goods
and merchandise, but also through the People and the Black Power
Movement ideals in the Americas. It documents a civic strike
in the port of Buenaventura, caused by the poverty, high child
mortality, unemployment and lack of running water, and displays
flags symbolizing a strike for their basic rights and for the marine
environment.

The second is jQuieto Pelo! (Still Hair). Collective construction
project on the tradition of hairstyle and care practices in
Afro-descendant communities, which deals with the cultural tradition
of hair braiding, brought by people forcibly transported from Africa
to the Americas, as a form of communication and knowledge of
resistance. This tradition was used in colonial times as codes and
maps of escape from slavery, and it continues to empower against
racism. Photographs, records and sculptural pieces show traditions of
braiding and care practices.

In recent years Liliana Angulo Cortés has participated in
exhibitions including the Kathmandu Triennial 2077 (2022; Nepal)
and Talking to Action: Art, Pedagogy and Activism in the Americas
(2017-2019; traveling to four locations in the US). She is also involved
with the Colombian audiovisual art association Wi Da Monikongo
and the Bogotd group Aguaturbia, among other activities involving
artists of African descent, as well as the Buenaventura-based Archive
and Memory Group of Commune 6.
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A sense of sadness and loneliness permeates Mohammed Sami's
paintings, in which no figures are depicted, and only a hint of
someone’s presence remains. The taped glass windowpanes suggest
that there was some kind of danger was present, while the leaves in the
glass, tablecloth, and cactus also suggest that someone had been there
until recently. /n House of Tears (2020), while an outdoor tree appears
to be reflected in the windowpane, or gazing out of the window from
the inside, the title suggests that someone’s tears have been shed there.

Born in Baghdad, Irag under Saddam Hussein, Sami studied
painting and once worked for the Ministry of Culture. The Iraq that he
grew up in was plagued by episodes of endless conflict and violence,
such as the Iran-Iraq War, the Gulf War, the Coalition Provisional
Authority, and the establishment of the new Iragi Republic. In 2007, his
family moved to Sweden as refugees. In 2015, he studied art in
Northern Ireland, and in 2018, he received an MA from Goldsmiths,
University of London.

While Sami's paintings depict memories and traumas from his
homeland of Iraq, where he lived through difficult times, they are not
a direct form of iconography, but rather a chain of imagined images
within his pictorial space. In Refugee Camp (2021), an illuminated
building can be seen in the depths of a dark forest, suggesting how a
bright future awaits after emerging from the darkness. Still Alive
(2020), meanwhile, makes us wonder who is “still alive,” and where.
These paintings imagine invisible presences, resonating with us more
deeply than anything that is visible to us in the real world.
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A Bondancing thread born of dust
2022

Single-channel video, 8-channel sound

14 minutes 17 seconds

Coopearation: Hayashi Obishin Factory, Okada Midori, Yamada Yuto
Collection of the artist

It is said that cotton was imported to the Mikawa region of Aichi
Prefecture in the 8th century, developed greatly under the patronage of
the Tokugawa family during the Edo period. Han Ishu's new work 4
Bon dancing thread born of dust (2022), in which white threads sway
and flutter inside a factory, was filmed at the Hayashi Obi Sash
Padding Factory in Nishio City, Aichi Prefecture. Han visited this
company, which was founded in 1918, and from the cotton dust and lint
that fell like snow on the machines that still weave the padding used to
line kimono obi sashes, he extrapolated on this theme in an
imaginative way to address various other issues pertaining to the
history and labor that has accumulated on this site.

Han, who moved from Shanghai to Aomori at the age of nine, has
been on a search for a sense of his own existence and position in a
place with a different language and culture, measuring his distance
from the world. In his previous works, he used his body as a means of
intervening in space by dancing, walking, and swimming in films and
videos. In his new work, the movement of threads fluttering in mid-air
represents the expansion of Han's imagination and his interventions in
space. For Han, dust is a metaphor for “memories that continue to
accumulate, snow that never melts, and the layer of skin that covers the
inside of the factory,” which he envelops in the sounds of factory
machinery, the everyday sounds of that factory, as well as the sound of
Han tapping on the parts.

Han has been examining the notion of “labor” from his own unique
perspective. While working with foreign technical intern trainees at a
farmhouse in Ibaraki Prefecture, for example, he helped with the
harvest and felt “as if the spinach had begun to chirp, which they had
learned to do by imitation.” Han then created an installation in which
birds could be heard singing from a cardboard box conta )
in the shape of birdcages. In Kobe. i
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Noise And Cloud And Us

2020-2022

Black and white photo, color photo, painted on photo, sound
Collection of the artist

Taking those close to her as subjects, photographer Shwe Wutt Hmon
offers snapshots of a section of Burmese society from viewpoints such
as those of care and feminism. Her homeland of Myanmar has
experienced great upheaval since 2020, a military coup coming on top
of the COVID-19 pandemic. Amid growing social instability, the
impact on Shwe Wutt Hmon and her family has also been significant.
Most obviously, her youngest sister, artist Kyi Kyi Thar, now suffers
from Schizophrenia. On display here are works made jointly by Shwe
Wutt Hmon and Kyi Kyi Thar in this environment.

On the wall are black and white photos of family and familiar
scenes taken by Shwe Wutt Hmon, plus some other photo prints on
which her sister has painted color. In the center are colorful snapshots
taken by Kyi Kyi Thar, following in her sister's footsteps. All are the
product of an intimate trust between the two women that has resulted
in some highly creative photo and painting sessions. As well as
serving as testament to the current sense of hopelessness and
helplessness in Burmese society, the works also inevitably show a side
of the sisters’ own and private lives, and are exquisitely atmospheric.

Shwe Wutt Hmon presents works as a photographer while serving
as a researcher for UN agencies and non-government organizations.
She received Singapore’s Objectifs Documentary Award (Open
Category) in 2020 and the Julius Bér Next Generation Art Prize in 2021.
Her works have been exhibited in art spaces and festivals in Myanmar,
Thailand, Bangladesh, India, Switzerland, and elsewhere.
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The enormous clay-finished wall, measuring 24 meters long, is
brilliantly decorated with a variety of masks, creatures such as
spiders and fish, and trees and flowers. It's almost as if the mélange
of characters that are close by as we lead our lives—the animals and
gods, the masks we wear and the personalities we play that relieve
fear and loneliness—are passing the time here, filling the gaps in our
hearts from the corners of our rooms and from above our beds. Time
flows through this mural in a miraculously joyful way.

Clay is a material that has been familiar to Del Rio since
childhood. It is not just the hands, but the entire body, that responds
to the material as if in thought. Each contact is replicated as a trace,
and these motions gradually accumulate in the material.

Her work—her paintings, performances, and mail art—is always
poetic and full of humor, and through it del Rio encourages us to
think about problems that we all encounter as members of society. Del
Rio has developed networks and created projects that allow everyone
to participate in the rich form of communication that is art by using
techniques and methods such as drawing, embroidery, and collage that
do not require a high level of art education. Since participating in the
Havana Biennial in 1997, she has become internationally recognized as

lead gentinian artist, and she is invited to art festivals throughout
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What do youdo to stay alive?
Qué haces para seguir vivo
2022

Blackboard, neon, chalk, coloured paper, wood

The giant blackboard installed here was fabricated for the interactive
project “Club del Dibujo” (Drawing Club) that Argentinian artist
Claudia Del Rio launched with friends in 2002, creating a space for
communication and performance in which artists and other participants
use chalk and water to go through a process of repeatedly drawing on the
blackboard and then erasing what they drew. The space serves a variety
of functions, including becoming a school, theater, or club depending on
the topic or instructions at the time.

Drawing is a format accessible to anyone, regardless of age and
gender, and without the need for sophisticated techniques or expensive
tools. Del Rio feels that it is the most direct way for people to express
their thoughts to the outside world. Using ephemeral materials that soon
disappear, such as water and chalk, allows people to express personal
anxieties and even profound ideas through drawing.

Through her art, such as paintings, performances, and mail art,
always poetic and full of humor, del Rio encourages people to think
about issues that everyone encounters in society. The projects that
she runs and the networks that she constructs enable anyone to join
in fertile communication through art, using techniques and methods
such as drawing, embroidery, and collage that do not require a high
level of art education. Since participating in the Havana Biennial in
1997, she has gained international acclaim as a leading Argentinian
artist, and is invited to art festivals throughout the world.
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Bomb
2011-2022
Ceramic
Collection of the artist

Cooperation: SOCIAL WELFARE JURIDICAL PERSON, MEITO FUKUSHI KAI

Some resemble knobbly tree roots, others are covered in holes of
irregular shapes and sizes, while others are revealed through mesh
to be hollow, yet all these ceramic pieces are known by their creator
Kodera Yoshikazu as “bakudan” or bombs. The protrusions are
perhaps tangible expressions of exploding energy. Boasting a glossy
sheen belying their name, Kodera’s works have an organic texture that
conjures up imaginings of unknown sea Kodera app ly
started making his “Bomb” series after being extremely shocked to
learn of the existence of bombs by chance from news footage, a story
that recalls how pioneering disabled artist Yamashita Kiyoshi overlaid
memories of the war on beautiful fireworks.

Moving to an assisted living facility in his twenties, Kodera began
making pottery mugs and other ceramic items for sale. However quite
separately from these products, he also turned out his own unique
“works,” which began to attract favorable comment at exhibitions.
Staff at the facility were impressed by the sight of Kodera devotedly
working with clay day after day, and thanks to their support, for the
past fifteen years he has been able to do so in surroundings that allow
him to c on his p I creative p The sight of this
t even now using any clay he can get his hands on to make works
in his case, a direct connection between making things, and

ticipated in the annual Inochi no Geijutsu Fleur
d by the NPO Fleur in Aichi between 1999 and
won the Nagoya City Welfare Association
-call Fureai Art Exhibition (2008-),
for Supporting Mentally Retarded
017. His works have repeatedly

ichi Art Brut exhibitions (2014-).
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mirukusouko (Milk Warehouse) +The Coconuts

20155 HOHR TR HOHRILIT

AYN—: I (1974-)  ARADAR (1982-) . JIIBAK (1976-) | I IEA (1980-)

PHHESKIE (1978-) . HIFPALRE— (1984-) | WEITHEIA (1974-2016)
Formed 2015 in Tokyo, Japan. Based in Tokyo.

Members: Miyazaki Naotaka (b. 1974), Matsumoto Naoki (b. 1982), Sakagawa Kota (b. 1976),
Shinozaki Eisuke (b. 1980), Nishihama Takuma (b. 1978), Tanakamaru Zenichi (b. 1984),

Takiguchi Hiroaki (1974-2016)

FOBK

2022

JEHEHE EAM=T 0K, £ W) SHE/ 7, Wb, RS, BVSIV, T,
YIRS T AT zob, #iED

g

PR anF oA VADIN T 307 P IO WTHER L EICE
WA ENE L 720 23T IVIBH+TTF YV, KRB EA
FEM ALY — DR R I T L L TE T . B, i
POMEHEEI AL, ZLTYAF N MR A IMEE AL TEHIC
1T&WEDe WOIXTORNOIEREREZ, &R LTI AEhz
TS, % 501 L 3407 £ D8RS A H12R5 % B W VT 22 il C il &
NV T HLVAFL—Tarvk L TKLEL, SHLT EXR
ZREHT (void) Bk AL S, Atk Ak &7z ko4
A—VRFLIDTT,

72, FVITEEOT A= (B3 1, ZEP ORI AEh
THEREGEROTHEEZONTEEL 7, BUBDILEH (T2
) &%, 8B 10MF, 12R5E WA ML AR BkOAZ L TR EE
KOZERMAREHERITEDOTT .

20004ELZAE L7z IV AR, 20154E X0 7 —F 4 Ab L =vhdaa
FoIAMBY, T4 TIVY FHi+aaFy 2L TihBZ k. 2>
N=ZNZNH, BERBMAIILOEL T, BRHAM, F5, =71
M7 VFHA R EDB MR AL, HSIFROT M R, B -
A RVPAR=2 /fEREL Tl milkyeast ] (2011-2016) D5 Rtk
FRITVELTEEL72, SO DAL RO JE R, i#
RO O BINZAREREHEL, K TRRPA XVb
HEBEMLTVET,

ERRERC[51294 BRI b7200W o507 ]
SRR AR A W B (2019)  [HURCRET 2019 vol.4 IV A HE+3
I scratch tonguetable | gallery aM (2019, H3it) &%
HYET,

Refine Pneuma

2022

Scaffolding materials, biotopes (water, soil and plants etc.) , PVC pipes, filtration
materials, solenoid valves, mortar, drum pipes, magnetic pumps, inkjet on paper, etc.
Collection of the artist

The COVID-19 pandemic has heightened awareness of issues around
breathing, and in recognition of this, mirukusouko (Milk Warehouse)
+ The Coconuts will turn the Aichi Arts Center building itself into a
giant respiratory organ. We inhale, taking oxygen into our lungs that
then suffuses our body via the blood. mirukusouko + The Coconuts
have taken this circulatory function of the body and expressed it as an
installation in which rainwater collected on the roof of the building
circulates in the atrium space of the Aichi Prefectural Museum of Art
extending from the 8th to the 12th floor, undergoing filtration in the
process. Thus this giant void in itself becomes the lungs, and a public
building comes to resemble a living body.

Note too that in ancient Greece the pneuma (spirit or soul) was
thought to be taken into the body from the air, and give the live
soma its vitality. By becoming pneuma themselves, and migrating
between the 8th, 10th and 12th floors of the building to view the work,
spectators will bring vitality to the exhibition space itself.

mirukusouko (Milk Warehouse) was formed in 2009, and joined
by artist unit The Coconuts in 2015 to form a collective of seven
working together as mirukusouko + The Coconuts. Members
each have a specialist skill, such as architectural design, electri
installation, music, or editorial design, and have collaborat
repair, renovate and operate their shared studio, and the "
exhibition/event/residential space (2011-2016). Their
characterized by the discovery of potential functi
their works inspired by associations between various
the body. They also organize exhibitions and e

Major exhibitions include Timeline: Mt
time at the Kyoto University Museum (2019)
vol. 4: scratch tonguetable at gallery aM
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ARAKAWA and Madeline Gins

SElEME: 19364EZ AR A Fh, =2 —3—2 CRIE) 23 AU B, 20104, [FIHBISTE,

SR F YR NV E= 2 =T =2 CRE) AT =2 —3—2 CKIE) 2SI B . 20144, Rl T,
ARAKAWA: Born 1936 in Aichi, Japan. Lived and worked in New York. Died 2010 in New York.
Madeline Gins: Born 1941 in New York, USA. Lived and worked in New York. Died 2014 in New York.

SENMETEE, AR O% R TRREGANDEED AN = A 2%
V- F Y RLEBITHIZET LT, 19604EALHhE A SRS 307 B
LA ARE TR SN 747754 (RI3R) NSk 24 EH1c
20F 9, (PINK) (1971-1972) Tid, £ L&A FicHirh [k taz
BhEFRREThu iz ERL V)T R AL, ZO6E
W23 2 BZo@Eo st shE 3, E5IC, (PINK)EWVH[ K
TV [DFA MV BNAZ LS T, KB DOV TORLE
LEHORBRICEELZEATYE T, it ©(Blank Stations)
(1981-1982) 13 19704414 -2 S5 ) OB L ik 22 5 AN OKifli e
ZORBNA IHAEA D22 W], § b bild[ 7507 (22H) JE:
SHDDTAFIALD i NET o

(MbhTwr7atR /K iED) (1973-1989) i3, 77 A
DIEF—)Vili, E—EWINIRNEF ¥ L% OME 2T 57
Oy MCHY, AMEFERI0MDIED/108H T3, Mid210+2
YarHilisoTTETHY, ZhENDUEED RN UEEFR S
BIBEELLSTOET ¥4 MUCH B K iz Jeid, BlzIEA
HOFERE, I AURERZ TOBIT G- D42, B )5 HH
WAEMAHILTRIESELIERFIRLE T mIEF Y AL, COF
EHLZETALDHE DRI CIEL, T RERGEE AL
L2 TWADTY, Z07uV s MIERICIZENFEATLEA,
19904EARBARE, = NI AT 3B e\ 72bIC [ &SN A X9 kAL
Tl R Bz 0720 D RS F M DD S E L7z,

FENUE EE < BY > - 2 A0, 2 - B2 2 A 2]
WEREEWRS B[ T—7 70V AN % RRL. 19604 A8 #5525 3t ] il
VERATVEL 720 REMEIS(RERD AD =X 1) (1963-), (Hbh T
A70vR /Kb BEO) (1973-1989)  HEEME S AN B
WiEEDGEAEDY; - RO ML - TREES 25 4K) (1994, Wil (3§
B R fi UG H) (1995, 165 5L) | (=16 K fiy BUiE A% 45 In Memory of
Helen Keller) (2005, H30) 2ED%%Y, £ H TR NS3ID DRSS
SEBLETRIALE T,

Over the course of his research with Madeline Gins on the mechanisms
by which we look at things and perceive their meaning, ARAKAWA
began to paint “diagrams” composed of symbols, letters, numbers,
and propositions in the mid-1960s. PINK (1971-1972) depicts the
impossible propositions “FORGET ANY GRAY” and “FORGET ANY
NON-GRAY," inscribed in the upper left and lower right of the painting,
as well as his analysis of the mental operations that arise in response
to them. The title “PINK,” moreover, which refers to a “NON-GRAY"
color, confuses the functions and operations of memory and forgetting
with respect to the color gray. Blank Stations (1981-1982), on the other
hand, depicts the dynamism of what ARAKAWA calls “blanks™: the
spaces that expand indivisibly between the human psyche and its
surroundings that have been the subject of his interest since the late
1970s.

The Process in Question/Bridge of Reversible Destiny (1973-1989)
was a project to build a bridge designed by ARAKAWA and Gins over
the Moselle River in the French city of Epinard. This work is a 1/10
scale model of a 140 meter long bridge. The bridge comprises a series
of 21 sections, each of which is in fact a device that triggers a specific
bodily response. The “reversible destiny” in the title refers to the act of
reversing the given conditions that we perceive as inevitable, such as
human death, for example, by adding stimuli to our modes of thinking.
By walking across this bridge, ARAKAWA and Gins give people the
opportunity to question their own bodies and reverse their own mortal
destiny. Although this project never came to fruition, since the 1990s
the duo has completed a number of architectural projects both in Japan
and abroad that are designed to allow people to reverse their destiny,
and be able to live and “To Not To Die.”

ARAKAWA and Madeline Gins, who both refer to themselves
as “coordinologists,” meaning creators who unify philosophy,
science, and art, have collaborated since the early 1960s. Their
representative works include The Mechanism of Meaning (1963-), and
The Process in Question/Bridge of Reversible Destiny (1973-1989),
while their architectural works include Ubiquitous Site, Nagi's
Ryoanji, Architectural Body at the Nagi Museum of Contemporary
Art, Okayama (1994), Site of Reversible Destiny —Yoro, Gifu (1995),
and Reversible Destiny Lofts MITAKA (In Memory of Helen Keller),
Tokyo (2005). Showcased here through films and videos are these
three architectural projects.
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Mary Dhapalany

19504~ =27 =5 (3N) A, 530V =07 (5M) s

Born 1950 in Maningrida, Australia. Based in Ramingining, Australia.
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Woven Mat (2021) and Woven Wrap (2022) are the product of traditional
craft techniques for weaving pandanus leaf dyed in bright colors. These
are the creations of Mary Dhapalany, a Mandhalpuy woman born in
North East Arnhem Land in Australia. Dhapalany learned to weave
mats for ritual or ceremonial purposes at an early age. The mats and
wraps that she produces today are not just symbolic of indigenous
history and cultures, they represent the present for the indigenous
peoples in Australia. These works are based on the religious concept of
“Dreaming,” and they are an expression of the connections between the
people, their ancestors, the land, and their communities. They derive
from a worldview in which the activities of the spirits of ancestors that
dwell in all things are part of the present, past and future. The creation
of artworks, which occurs through the Dreaming, is a present-time act
that maintains connections with ancestral spirits.

From 1788, the people of Australia were subject to violently
imposed British colonization, a process that left many dead and lands
plundered for resources. Under colonial rule, Aboriginal art was “
discovered” and classified as primitive art. It was not recognized for
its value as contemporary art until the 1980s. Many of the Indigenous
people actively involved in this reevaluation of Aboriginal art engage in
productive activities based on their own traditions to express their own
worldview, their culture, and their tragic history. Dhapalany's works
consist of motifs that are powerful reminders of celebrations and rituals
that are predominantly part of her people’s way of life. Understanding
their history and traditions leads to a deeper understanding of the
works that goes far beyond mere aesthetic appreciation.

Mary Dhapalany’s artistic career spans over forty years. Examples
of her body of works are part of many significant collections, including
those of the National Gallery of Victoria (Melbourne, Australia),
Artbank (Sydney, Australia) and The University of Chicago Booth
School of Business (USA).
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Byron Kim
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Born 1961 in San Diego, USA. Based in New York, USA.
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Sunday Painting

2020-2021

Acrylic and pencil on canvas mounted on panel
Collection of the artist

The paintings displayed in this single row are 52 works from the
“Sunday Paintings” series that Byron Kim began in 2001, painted
between February 2020 and February 2021. While the title of the series
is also reminiscent of the amateurism of the term “Sunday painter,”
it actually captures how Kim paints the sky every week and writes a
short text describing his feelings on that day. During the unprecedented
period when COVID-19 was spreading around the world and the future
was uncertain, we can see how Kim spent his time in a sincere and
earnest manner while finding himself conflicted and torn between his
personal interests, such as family, friends, and his own artwork, and
various social movements such as the California wildfires, the U.S.
presidential election, and vaccinations. These paintings of the sky also
remind us that we all live under the same sky, no matter where we are
in the world or what our circumstances may be, as if we were peering
through a small window of memory.

Korean-American Byron Kim attracted attention at the 1993
Whitney Biennial in the U.S. with Synecdoche, in which he condensed
the notion of racial diversity into hundreds of panel paintings of
different skin tones, and displayed them in a grid pattern. This series,
which can be described as a group portrait, continues to this day. The
influence of On Kawara's “Today" series (1966—2013), in which the artist
painted the date each day, as well as his series of postcard messages
can also be seen in these ongoing works based on a fixed concept.
Kim's Sunday Paintings are emotional works that resonate quietly
with the subtleties of the heart, while inheriting the aesthetic of both
Minimal and Conceptual Art.
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Abdoulaye Konaté

1953471 LI (%) A, 33 (R)) .
Born 1953 in Diré, Mali. Based in Bamako, Mali.
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Abdoulaye Konaté studied painting in his home country of Mali and in
Cuba, and has been exhibiting vivid textile works internationally since
the 1990s. His works inspired by the dress of indigenous musicians of
the Senufo people of northern Ivory Coast and southeastern Mali are
rooted in the traditions of West African textiles, but also show an
artistic approach analogous to a painter selecting colors from a palette.
Various colors have symbolic meanings such as life, origins, peace, the
sun, and nature, with blue representing Mali, famous for its indigo
dyeing, while also symbolizing water. In A Kite for the Children of My
Country (2019), the kite against a blue sky represents hopes for the
younger generation.

Konaté's exploration of relationships between picture plane and
support, and the composition of colors on large-scale surfaces,
expanded into three dimensions, and his early work Lutte contre le
HIV (Fight against HIV) (1995) developed into an installation. This
work was created as a wake-up call as HIV rapidly spread throughout
Africa in the 1990s. This crisis has been a major focal point in Konaté's
practice of addressing violence in society and other issues at home and
abroad. The green scarf worn by the figure symbolizes hope; on the
interior of the lid of the black box at the figure's feet are three prints of
the Mona Lisa, expressing
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Kishimoto Sayako
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Born 1939 in Aichi, Japan. Based in Tokyo and Aichi, where she died in 1988.

FEHBIC B AL RNOEHZF N ZEWEK, AR Fo P,
TEAYTLIRNY, 2L TRTFIHRRAEW 21T, Hep S R
IZOWTHIKFRZEL 720 STITEREN TV AL ANl L 7AG
LT A=V ADFEERTT o WHICIE, RAHS DL EEbNL
HiRe R, T REDBWATOT-OEIEL, HESIX G 2 A A&
A ELBRT RO, BEAFOMEASOBHEHIRLET .

72, BEARIRES % W LARMALE D HR 2 A% DHYICH]
EZT BN [72L 2T, KRR AL DI THIV 70
NI F =V ARITVE LI 374 =3 VAD SIS T ATV S,
LIRDARMNG ST 4= Y ADT DD HHE , AV LD 2
2R T BB DI REHEF->TVE) T, AT, 23
JFEARFN I FNOFELHTAONEL 72, THUIAG BN, AT, L1k
FHL, LS T R VERITT DA LS T BIREOIANEK
LU NOI e RNOVEEVRANYE 3 PR IDE 2 2ne -3 R0 V1 /Y
EHRTRDPT A HEIRERER RERCBEROE RSSO
BRI HITELI20

ST B 5 O R AR TR RSO0 EXEL, B0k
ThH LI UELELHMNFTFLIEARA 75 XD ANI A H—

FENBMLET o 2L TI604E DL DRI > — > Tii it
FEFARUTES D, 19884

Artist Kishimoto Sayako espoused a social revolution that would fill
the world with love and freedom; her fierce, fantastical, grandly
generous paintings serving as powerful advocates for this vision of
imminent utopia. Presented here are paintings by Kishimoto, and
documentation of some of her performances. In her pictures animals
such as cats, insects and gorillas make a frequent appearance, likely as
avatars of the artist herself, dashing about the cosmos in lively fashion
on a quest to break free from social convention.

Kishimoto also referred to herself as a "messenger from hell"
taking on other people's personal purgatories of pain and suffering,
and conducted performances around Nagoya in locations such as the
Osu and Sakae districts. Many of these used paintings, and paintings
seem to have played the role of props for her performances, or scrolls
to illustrate her ideas. Presented alongside were poems penned by the
artist. Thus Kishimoto's practice not only traversed the genres of
painting, bodily expression, and writing, but actually leaped boldly out
of the gallery. Kishimoto poured body and soul into these myriad
forms of expression, consistently calling for a transformation of
unequal power structures, and an end to the deep-rooted male
domination of society.

Born and raised in Nagoya, Kishimoto left to attend university in
Tokyo, and joined Arakawa Shusaku, Akasegawa Genpei et al as part
of the short-lived Neo-Dada Organizers collective. After spending the
1960s on the Tokyo avant-garde scene she returned to her home town,
where she continued to produce and present an impressive stream of
works, before dying in 1988 after a long illness at the age of forty-nine.

over thirty years later the sheer energy of her expression, and her
s, strike a chord with more people than ever.
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Jacobus Capone
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Born 1986 in Perth, Australia. Based in Fremantle, Australia.
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Forewarning, Act 2 (Sincerity & Symbiosis)
2019

Synchronised three-channel HD Video

36 minutes

Courtesy of the artist and Moore Contemporary

The work presented here consists of video and photographs shot in
2019 during a six-week performance in a forest plantation in Shigaraki
when Capone visited Shiga prefecture. Each day, the artist went
barefoot into the winter forest, holding up his hand to sugi and hinoki
trees (Japanese cedar and cypress trees) one after another. These ritual
acts demonstrated his consideration for the trees, and in a sense they
also represented a form of apology.

Plantations of trees are designed for efficient growth of timber,
mainly for industrial purposes. For that reason, they are usually created
by clear-cutting a certain area of land, then planting seedlings that
are all of the same type and age. Sad to say, there are a number of
problems with forests created in this manner. They have poor resilience
against storms and flood damage, and against diseases and insect pests.
Moreover, because conifers like sugi and hinoki do not produce fruits,
they are linked to food shortages for wild animals. Capone is painfully
aware of the vulnerabilities that such artificial plantations entail, but
at the same time he is aware that such trees support our way of life
by providing a vital source of energy and construction materials. By
exposing his own body to the inhospitable environment and repeatedly
conducting a ritual that might be considered a futile effort, he seems
to be earnestly praying that his solo intervention can somehow mediate
between humankind and nature. Or perhaps he is attempting to atone
for the fact that the sorts of co-existence that humans can suggest are
so distorted.

The artist reaches out to the trees, but cannot touch them directly.
Through the simple and reflective performance of holding up his hands,
Capone foregrounds the rift between humans and nature, while also
representing our desire to somehow seek harmony with one’s natural
surroundings.

While a student on a Bachelor of Visual Arts course at Edith Cowan
University in Western Australia (Perth), Jacobus Capone conducted a
performance project 7o love (2007), that involved walking all the way
across Australia with seawater from the Indian Ocean, which he poured
into the Pacific Ocean. The same year, after graduation, he started
producing photography and video installations that mainly featured
his own performances. In 2016, he was the winner of the John Stringer
Prize, awarded annually to a Western Australian contemporary artist.
The following year, he presented a solo exhibition Forgiving Night for
Day at the Perth Institute of Contemporary Art as part of the 2017 Perth
International Arts Festival (Australia). This work functions as Act 2 of
Capone's larger ongoing “Forewarning” project.
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Laurie Anderson: Born 1947 in Chicago, USA. Based in New York, USA.

Huang Hsin-Chien: Born 1966 in Taipei, Taiwan. Based in Taipei.
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To The Moon

2019

Audiovisual installation incorporating VR
15 minutes (VR experience)

Sponsor: HTC Corporation

To The Moon VR experience commissioned by The Louisiana Museum of Modern
Art, Humlebzk, Denmark; The National Culture and Arts Foundation, Taipei,
Taiwan; and National Taiwan Normal University. 7o The Moon audiovisual
installation originally d by Manct International Festival.

To The Moon is a collaboration between the American musician and
media art pioneer Laurie Anderson and the prominent Taiwanese new
media creator Huang Hsin-Chien. Its initial version, commissioned by
the Louisiana Museum of Modern Art in Denmark to commemorate
the 50th anniversary of the first moon landing, was presented as a
virtual reality (VR) work. Subsequently, the version in this exhibition,
in which VR is integrated into a video installation, was first presented
at the Manchester International Festival in 2019.

Drawing inspiration from mythology, literature, science, and
politics of the ancient and modern world, the story takes the audience
on a journey to the moon with powerful visuals and sound featuring
images of the cosmos projected on three walls and the floor. This
is followed by a 15-minute VR experience (reservations required),
in which viewers themselves become astronauts, guided through
six narratively structured scenes (Constellations, DNA Museum,
Technology Wasteland, Stone Rose, Snow Mountain, and Donkey
Ride), which deliver the experience of walking and leaping on
the moon’s surface in low gravity. This idealistic visualization of
humankind’s never-ending dreams of and longing for outer space,
with a playful sense of humor that dares to satirize conflicts of national
interest, encompasses both a remembrance of the history surrounding
the moon landing and Anderson and Huang’s own sweeping and
compassionate vision transcending ethnic and national boundaries.

Laurie Anderson is a performer, composer, and multimedia artist
active since the 1970s, when she drew inspiration early on from the
Conceptualist art movement. In 2002 she was appointed the first
artist-in-residence at the United States space agency NASA, which led
to the creation of 7o The Moon, and she presented her installation
WALK and performance piece 10 Postcards at Expo 2005 Aichi.

Huang Hsin-Chien works at the intersection of art, design,
engineering, and electronic gaming, and he has collaborated with
Anderson on numerous projects, including works presented at Expo
2005 Aichi and the current project. Huang's individual work has been
shown at the Venice Film Festival (Italy), the Cannes Film Festival
(France), the National Taiwan Museum of Fine Arts (Taichung), the
Shanghai Biennale (China), the Venice Biennale, The Museum of
Modern Art, New York (USA), and Ars Electronica (Linz, Austria).
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Born 1978 in Kanagawa, Japan. Based in Kanagawa.
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Watanabe Atsushi is an artist whose practice highlights issues and
people that may be treated as taboo or shameful by society, working
through collaborations with people whose lives are affected. He
withdrew from society after graduating from graduate school at Tokyo
University of the Arts in 2009, staying shut up at home for a period that
eventually stretched into a third year. Using that personal experience
as a starting point, he now leads the “I'm here project” as a platform for
creating art in collaboration with people who find it difficult to live in
society or who are lonely or isolated. This project is ongoing, making
presentations at venues such as R16 studio in Kanagawa Prefecture,
TURN FES 6 at Tokyo Metropolitan Art Museum, and the Setouchi
Triennale 2022, raising issues for greater social awareness. Watanabe
has a studio in Yokohama, and received the Yokohama Culture Award
(Culture and Art Encouragement Prize) in 2020.

Your Moon (2021) is a giant lightbox made up of a myriad of photos
of the moon with no consistency in the way that they shine. The photos
of the moon that make up this work were taken using smartphone
spyglass attachments received from Watanabe by anonymous people
the artist recruited based on eligibility criteria that included feeling
isolated immediately after the state of emergency was declared in
April 2020. People of various backgrounds looked up at the same
moon—people who couldn't go outside because of the COVID-19
pandemic, those in sustained isolation, such as people who had
withdrawn from society or people with physical disabilities, single
mothers, and bereaved family members of people who committed
suicide. In contrast, The Lights of the Absentees (2021), with spherical
lights hanging in the same space, is said to be operated by participants
located somewhere far away. This series of projects, entitled 7/e Day
We Saw the Same Moon, creates a gentle solidarity based on loneliness
through thinking about one’s own loneliness and the isolation of others,
and imagining them. The message “I'm Here,” uttered now, half a
century after On Kawara’s “I Am Still Alive,” is the urgent voice of all
people dealing with loneliness, and should resonate as an expression of
solidarity for living.
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Born 1970 in Tokyo, Japan. Based in Shiga, Japan.
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The Whole of Aichi featuring Three Heroes
2022

Project members: Akatsuki Nao, Inaguma Toshinaga, Kato Akihira,
Shimomura Mitsuo, Sahashi Sanae, Suzuki Toshihiro, Fukunaga Mikura,
Maeda Michiko, Yuri Naho

Artist Majima Tatsuo worked together with nine project members
living in Aichi Prefecture to create a 5.4m high, 15.3m wide mural
representing the essence of Aichi as can be seen through the three
great warlords—Oda Nobunaga, Toyotomi Hideyoshi, and Tokugawa
leyasu—hailing from the region who unified Japan during the Sengoku
period.

As background research, project members inspected the murals
that can be found in Nagoya's underground walkways, public facilities,
and stations, and the walls and sliding screen doors decorated with
art at Nagoya Castle. They also learned about the Mexican Muralist
movement at Nagoya City Art Museum, where they studied how
murals were made in Mexico and the techniques employed in their
creation. The project members then proposed from what perspective
to capture the “whole of Aichi,” as well as things that symbolize Aichi
from various angles, and came up with ideas and developed a plan
regarding what materials to use, what to paint, and how. Having also
learned from researchers specializing in history when and why the
term “Kyodo San-eiketsu” (lit. Homeland Three Heroes)—referring to
Nobunaga, Hideyoshi, and Ieyasu—came into use in connection with
Aichi, they went on to capture “Homeland Aichi” not only from the
perspective of Aichi being their home, but also of Aichi Prefecture as
a homeland in the modern historical and conceptual sense.

Rather than expanding the focus of research outwards centered
on Nagoya, Majima viewed Aichi from multiple perspectives, using
the ellipse as a keyword for the shape formed when two centers of
focus are established. The approach could be applied to pairs of foci
such as the provinces of Owari and Mikawa, Nobunaga/Hideyoshi
(Owari) and leyasu (Mikawa), Nagoya and Toei-cho, Nagoya and Homi
Danchi, Nagoya City and Aichi Prefecture, and the Chita and Atsumi
Peninsulas. The creation of the mural outside the Learning Room on
the eighth floor was inspired by materials and artistic expressions
encountered during research, down to the coloring, wording, and even
how the three warlords were rendered. All of the parts attached to the
panels forming the whole oval belt consist of things made in Aichi.
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Abiike: Founded in 2000. Based in London, UK; Copenhagen, Denmark; Stockholm, Sweden.

LPPL: Born in 2011. Based in London.
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Fugu Gakko
2022

Researchers: Kanesaka Izumi, Kuroiwa Shizuka, Nishikawara Yukiko,
Hasegawa Yukiko, Matsuoka Yuumi, Yanagi Miyuki, Yasue Mieko,
Timmy Chih-Ting Chen, Ennno L

Abike is a design unit/collective formed in London in 2000 by four
members who studied visual communication and graphic design. The
“Fugu Gakko” project by Abike & LPPL can be traced back to the
unusual discovery of a blowfish (fugu in Japanese) off the
Mediterranean coast of Turkey in 2003.

The iteration of Fugu Gakko presented at Aichi Triennale 2022 is
based on the 2018 Istanbul presentation, developed further for Aichi.
Taking the issues raised by the blowfish as a starting point, the
project’s objective is the acquisition of new viewpoints that cut across
fields such as environmental issues, geopolitics, anthropology, and
contemporary art. Discussion, research, and encounters of different
types often lead to subjects that would not usually be thought of as
related to blowfish. The exhibition space will be transformed over the
course of the Triennale as Abiike, LPPL, and the researchers learn
from each other how to utilize a variety of materials and skills in
creative ways.
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Slipping through Landscapes
2022

Researchers: Oihara Minato, Kato Yoshinori, Todaka Natsuki, Hinatani Yu,
Furuya Takeshi, hi Yasuo, Masafumi

Aichi Prefecture is a place where the machinery industry thrives,
and many of the people who keep the machines running are foreign
workers, including “technical intern trainees.” Tokushige Michiro’s
current project focuses on “landscapes,” which can sometimes be
indicators of the identity of an individual or a collective. Tokushige
and his researchers conducted a study of the lives of people from
Myanmar who live in Aichi Prefecture. Through their activities, the
researchers sought to understand how, as neighbors living in the same
land, they might share the landscapes that the foreign workers and
their families had discovered while living in Japan. Through trial and
error, they came closer to reaching that goal.

In the course of helping a group that raises funds for the members’
native Myanmar, or paying visits to Mittadika Pagoda (Nagoya's
Myanmar-style temple), or to fields within the Seto city limits where
popular Myanmar foods like bananas and roselle are grown, or while
attending a festival organized by Myanmar people, the researchers met
a variety of people, including those who belong to a young generation
that came to Japan as technical intern trainees, another generation
that came to Japan in the 1980s under the influence of Myanmar's
democratization movement, and Japanese people who aid them.

The exhibition venue features tanzaku, strips of paper, on which
are written the wishes and discoveries of the Myanmar people living
in Japan that the researchers met. Also on display are garments called
longyi and other ethnic items, along with videos and photographs that
introduce the group's research activities and some of the exchanges that
took place. The exhibit records how the the researchers tried to pay
attention to phenomena that people would normally not notice, having
many discussions to find ways to bond with a community whose culture
differs from their own.
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Born in Aichi, Japan. Based in Shiga, Japan.
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Project for Exploring Honokuni
2021-2022

Researchers: Okamoto Yoshie, Koizumi Hirotaka, Kodama Shingo,
Nimiya Yuko, Ban Akane, Fukaya Takayuki, Yoshioka Akino

Inoue Yui is a native of the city of Toyohashi in Aichi Prefecture. She
led the project members to conduct fieldwork throughout Honokuni,
taking human activities such as migration and trade as the starting
point for re-thinking how our world works. This project began in
November 2021.

Honokuni is an old name for the Higashi Mikawa region in the
eastern part of Aichi Prefecture, signifying a country of abundant
harvests. Honokuni refers to the area on both sides of the Toyokawa
River as it flows down from the mountainous area of Oku Mikawa,
including the Toyohashi Plain and extending to the Atsumi Peninsula.

Inoue and the researchers gathered flotsam from the coast open to
the Pacific Ocean and from the sea area protected by the Atsumi
Peninsula, collected clay soils from around some of the many ancient
kiln sites in the area, and observed stones on riversides in the
Toyokawa river basin to study their provenance. These activities gave
them a feel for the roots of the land. They also learned how to make
some of the decorations used in local festivals and rituals, and listened
to folk stories as they toured some of the actual locations that appear
in the tales. Throughout their activities, they elicited the cooperation of
experts and local people to help them discover more about Honokuni.

This exhibit is based on the idea of Honokuni being a node for
active exchange of people, things, and information since ancient times,
with sea, river, and land routes linking East and West passing through
the area. Inoue formed an image of the region as a naturally occurring

- marketplace, emerging in an area where people tended to converge.
The venue is set up as a space incorporating trading goods created

ased on materials and techniques that Inoue and the project members
ired, or on local stories that they discovered. It also incorporates



ACH7

VESfREY (K w770xh1220 mm) (S=1/10) SK+CA 23

AHA![ Archive for HumanActivities/
NEDERDT=DDT—HAT ]

remo [NPOE A Figke ZHEA 74T D72 DMFRIEFHAIC, 200541 KBRIC TR,
Established 2005 in Osaka, Japan, based on the NPO remo(record, expression and medium organization).
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Drive Recorder
2022

AHA! members: Matsumoto Atsushi, Mizuno Yuta, Nara Ayumi

Supporting members: Kuroda Kyoko, Konishi Natsumi, Takenaka Junichi, Matsumura
Atsuko

Number of interviews: 32 (as of July 8, 2022)

AHA! (Archive for Human Activities) is a group that attempts to gain
an understanding of commonplace scenes from different perspectives
by retracing the personal records of ordinary people.

For the group’s first activity in Aichi Prefecture, where the auto
industry has a major presence, AHA! launched an interview project
that rethinks the relationship that people living in modern society have
with automobiles, posing the question of what is carried by the ‘media’
that automobiles represent. To explore this question, the group focused
on an official system that encourages elderly people to voluntarily
surrender their driver's licenses, a topic that has been attracting interest
recently, and sent out a broad call for participation by people facing the
prospect of giving up their licenses and by their families. The group
then wrote down these people’s ‘driving histories’ in collaboration with
four supporting members recruited from the general public.

s exhibit presents some 900,000 kilometers worth of driving
by Mr. T, an 80-year-old interviewee who shared records

by car since getting a driver's license. It

e trails of the project members
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Yamamoto Takayuki & Shojo Collective
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Formed 2022 in Aichi, Japan. Based in Aichi.
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Shajo Research
2022

Collective members: Arioka Hinome. Ando Akari, Ando Yoko, Ishikawa Yumeka,
Ikeda Ayaka, Isono Hitoshi, Ito Yuika, Okamoto Ryoga, Ogawa Ai, Kato Kumiko,
Kato Akihira, Kamiya Taeko, Kawamura yui, Kida Izumi, Kidokoro Toyomi,
Suzuki Toshihiro, Takenaka Junichi, Takenaka Fusami, Takeyama Mariko,

Tsuchiya Makiko, Nakao Mieko, Nakamura Tamaha, Numata Nagisa, Hatomi Ayaka,
Hanzawa Nanami, Hirayama Ryota, Fujii Kazuma, Maeda Takuto, Mishima Kyoko,
Yamazaki Yumiko, Yamanaka Kairu, Yoshida Yuki

Participating Children’s Centers for workshop: Aichi Children’s Center,

Nagoya Atsuta Children's Center, Seto Children’s Center,

Nagoya Maezu Children’s Center, Nagoya Midori Children’s Center,

and Nagoya Minato Children’s Center

Co-organizer: Aichi Children’s Center

Shojo is a type of large puppet that makes appearances mainly at the
autumn festivals held each year in a particular region in southern Aichi
Prefecture. One theory is that the puppet is based on an imaginary
animal from China. The puppet's head is made of papier-maché, its
body framework is constructed from bamboo strips, and its clothing
is made from quilts. When worn by an adult, the total height is about
3m. Shojo wearers parade through the festival and when children jeer
at them, they chase after the children with a stick. The official color of
Aichi Triennale 2022 is shojo-hi (scarlet), said to be the color obtained
by dyeing with the blood of the shojo. This color was believed to bring
good luck. The hot-blooded warlords of Japan's Sengoku period [from
the late 15th to the late 16th century] also favored this color for the coats
they wore in battle. In this program, Yamamoto Takayuki, an artist and
learning curator of this Triennale took members of the collective to visit
temples and shrines where Shojo are found. The group explored the
nature of the Shojo by listening to what experts have to say about them,
and through other experiences in the field. They even learned how to
make traditional Shojo from Kuno Mitsuhiro of the Kasadera Shojo
Preservation Society, and collaborated with the Aichi Children’s Center
to make Shojo with participants in some of the Center's programs,
and with elementary and junior high school students gathered at five
children's centers in Aichi Prefecture. Over four months beginning in
February 2022, they constructed about forty Shojo puppets.

The Shojo invites us to step out of the everyday life to which we
are accustomed and enter the extraordinary world of the festival.
Through this project, we entrust the Shojo to serve as our guide to the
extraordinary realm that is art, and we hope that visitors will feel as at
home at the Aichi Triennale as they do at their local seasonal festivals
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Nawa (Aichi Kengei Team initiated by Nara Yoshitomo)

20224 K5 Lo T HBALRT
Formed 2022 in Aichi, Japan. Based in Aichi.
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Since long ago, Oda Nobunaga, Toyotomi Hideyoshi, and Tokugawa
Ieyasu—the three warlords who were born during the Sengoku period
and unified Japan—have been beloved in Aichi and referred to as
San-eiketsu. The vivid images people have of them are deeply linked
with the process that led to Owari Province and Mikawa Province
becoming seen as the unified geographical entity that we now know as
Aichi Prefecture, as well as with the identity of the people who live in
Aichi. How people think and judge these three warlords has gradually
ged and been influenced over time through a variety of media,
including novels, games, movies, TV dramas, and stage performances.

In the gallery exhibit, wooden crates which at first glance appear
stacked hapl dly, are cc temporarily holding images
inspired by traditions, tales, and anecdotes related to these warlords. In
the video, the folklore legacy is interpreted by players of a different era
to the three warlords, apparently through a game in which the crates are
moved and stacked based on certain rules. The giant timeline hanging
outside the gallery makes visible just how much content related to these
warlords has been produced over the years.

Nawa (Aichi Kengei Team initiated by Nara Yoshitomo) is
a collective of students and young artists associated with Aichi
University of the Arts (shortened here to “Kengei”), the alma mater
of Nara Yoshitomo. The collective was formed in response to Aichi
Triennale 2022's theme “STILL ALIVE" and to the term San-eiketsu
that occurred to Nara in this context. The young artists each possess

ir own distinctive sensibilities. They examine the meaning that
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Nara Yoshitomo
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Born 1959 in Aomori, Japan. Based in Tochigi, Japan.
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Many of the girls that Nara Yoshitomo depicts stand alone in the
center of the picture plane, yet their distinctive facial expressions
and gazes evince a will to boldly resist and confront the systems and
power structures that make up the adult world. Nara studied at Aichi
University of the Arts and its Graduate School of Fine Arts and Music
before moving to Germany in 1988 to complete his studies at the
Kunstakademie Diisseldorf. Even today, as a world-renowned artist,
the gaze with which Nara regards the world still harbors a complex
tangle of emotions including loneliness, fear, resistance, and a sense
of distance that gazes upon the center from the periphery, which are
to be found within small subjects such as girls and dogs.

Orinasu Ichinomiya, a renovated building of the former Bank of
Nagoya Ichinomiya Branch, is located along the approach to Masumida
Shrine, where prayers are offered to the gods. The girl in Miss
Moonlight (2020), exhibited here, has her eyelids shut and appears to
be praying silently, wearing an expression that seems particularly full
of affection even in Nara's body of work. As the title Miss Moonlight
suggests, the girl's hair overflows with beautiful colors that reflect the
diversity of radiant presences in this world.

In Fountain of Life (2001/2022), tears overflow from the eyes of
children whose heads are superimposed on each other, as if from a
fountain. These silent tears that never cease appear to be tears of hope
for love and peace in today’s world of constant sorrow, and are not just
directed at epidemics and wars. Having spent his boyhood near the
U.S. military base in Misawa (now a joint Japan-U.S. Air Force base),
Nara’s wish for world peace has been depicted in many of his works
since his early career. His recent series on cardboard in this exhibition
also conveys his anti-nuclear and anti-war message with a sense of
urgency.
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Untitled (Tsumugi Road)
2022
Acrylic, gouache, aerosol and ink on paper

Cooperation: Ratio 3, Perrotin

Over the course of a career spanning three decades, Barry
has consistently produced artworks and exhibitions that de
categorization. In exhibitions brimming with ceramic sculptures, found
objects, handmade furniture, and drawings, McGee's multi-paneled
paintings stand out among his best known works; wooden panels of
varying scale, each laden with elements of illustration, hand-painted
signage, geometric abstraction, or other disparate visual styles,
combine to form complex, unified artworks.

Born and raised in San Francisco, Barry McGee studied at the
San Francisco Art Institute (SFAI) graduating in 1991. During this
time, he was a part of the loose knit group of artists, making artwork
in the streets and public spaces of San Francisco. This group, which
later became known as “The Mission School,” drew on the visual
language they encountered across the city. Sign painting, folk art,
public murals and early graffiti all became a source of inspiration
which they incorporated into their own unique artistic practices.

Since then, McGee's artistic output has grown increasingly more
diverse and is constantly evolving. Through incremental changes, and
occasionally momentous gestures—as in his installations featuring
overturned vehicles or surfboards stacked floor-to-ceiling—McGee has
built a singular and eclectic visual language, garnering the attention
and adoration of an audience that extends far beyond the realm of
contemporary art.

For this contribution at the Aichi Triennale 2022, McGee worked
across two sites, one mural across from Ichinomiya City Hall and two
small storage huts in the middle Omiya Park. Both sites display his
arresting geometric patterns, inventive typography, and iconic faces
rendered in flawless brushstrokes.

McGee's work has been the subject of solo exhibitions at museums
and institutions including Fondazione Prada, Milan; the Hammer
Museum, Los Angeles; the UC Berkeley Art Museum and Pacific
Film Archive, Berkeley, California; the Institute of Contemporary
Art, Boston; the Modern Art Museum of Fort Worth, Texas; the
Watari Museum of Contemporary Art, Tokyo; and the Museum of
Contemporary Art Santa Barbara, California. His works are part of
public collections including the Museum of Modern Art, New York;
the San Francisco Museum of Modern Art; the UC Berkeley Museum
of Art and Pacific Film Archive; Walker Art Center, Minneapolis; New
Art Gallery Walsall, United Kingdom: and Fondazione Prada, Venice.
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Sanada Takehiko
19624 JO B F i, GORIBIA.
Born 1962 in Tokyo, Japan. Based in Tokyo.
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Aichi NAU Project “HAKUI"
™

Bt ool Southdon, e, ko
Colletion of he atst.

Asif to symbolize this city of wool fabric, a work made of lamb's
wool s displayed in the lobby of Ichinomiya City Hall. This work is
the result of the *Aichi NAU Project” carried out by textile artist and
researcher Sanada Takehiko in collaboration with seven museums in
six cities in the prefecture, focusing on the textile culture of Aichi.

i the prefecture repeatedly twisted wool, while Sanada twisted all

of this wool together t0 create ropes as thick as tree trunks. Through

this process of twisting. the techniques inherited by Aichi Prefecture,

the relationship between Aichi and the world, relationships between
e
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‘Sanada has been traveling around the world since his 205, When he
‘was 30 years old. he spent several months in Greenland in the Arctic
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‘each day:” through the very
livesof.
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in Aichi lies in the “power” of the land created by Lake Tokai, which

R, H A, LTSRN TN T .

nurtured a culture of textiles and fabrics. Textile technologies also
nurtured the wool industry and opened up various possibilties for

technique of twising contains the trces, sruggles,joys, hopes, and
" i this b, and who
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Kondo Aki

19874 ALt A F e ISR
Born 1987 in Hokkaido, Japan. Based in Yamagata, Japan.
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We're Here on Earth to Be Friends (2022) is a monumentally sized
painting featuring the vivid palette and large, dynamic brushstrokes that
characterize Kondo Aki's work, with the sun in the center illuminating
the entire picture. In the foreground are children and animals running
around on an expanse of ground, while the sun firmly embraces a
withered tree lying on its side against a background of sunflowers.
Thick paint in many vig applied layers energy that
seems sufficient to dispel all the myriad problems plaguing our world.
Underpinning this energy is Kondo's faith that every human being
is innately able to join hands with others and build a brighter future.
The work brims with the artist's resili capable of

destruction into rebirth, despair into recovery, and adversity into
vitality, and with her limitless compassion for all living things.

Meanwhile, HIKARI (2015), the first short film directed, written,
and storyboarded by Kondo, is screened in the adjacent lecture room.
It mixes approximately 14,000 frames of oil-painted animation with
live action. The film, in which a protagonist looks back on time spent
with his lover dying unbeknownst to anyone, affirms bereaved people's
positive embrace of life despite their loss and fully embodies the theme
of “Still Alive.” The 2011 Tohoku earthquake, which she experienced
while in graduate school, and subsequent experiences of the death and
birth of close family members, are sources of the artist's practice of
“painting as living itself.”

In addition to having her work selected for the Vision of
Contemporary Art (VOCA) 2022 exhibition at the Ueno Royal
Museum in Tokyo, Kondo had a comprehensive solo exhibition at
the Yamagata Museum of Art in 2021. Her work has been featured in

hibitions, including the fo show The Happiness
that Exists Here (2021) ing the publication of a coll
of her works.
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Daisuke Kosugi
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Born 1984 in Tokyo, Japan. Based in Oslo, Norway.
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Red Forest and Blue Cloud

2022

Eight-channel sound installation

28 minutes (simultaneous playback of two scenarios. 7 minutes each)
Collection of the artist

Sponsor: Office for Contemporary Art Norway

‘Writer/Director: Daisuke Kosugi

Casts: Miho Inatsugu, Takahiro Takigoshi, Kana Muraoka (Yaneura Heights),
Momoji Yamada(letre/whey)

Reiko Ogihara, Rikako Kudoh, Kenshin Kobayashi (Include P.D Co., Ltd.),
Kotaro Nakamura (PRODUCTION ACE In.), Megumi Yamaguchi (GEM Co., Ltd.)
Production manager: Shinya Aoyama

Line producer: Hatsune Yagi

Sound engineer/Sound design: Shintaro Kamijo

Assistant Engieer: Hiroaki Kanachi

Special thanks: Shihoko lida, Chie Masuda

Daisuke Kosugi has created a new sound installation, Red Forests
and Blue Clouds (2022), presented in this nursing practice room where
the original beds remain. Approaching the beds, one hears dialogue
and descriptions of scenes i Tudi;

lving various ch i a
man, a young girl, her mother, a nurse and someone who is evidently
a patient, an elderly man and woman, and some children, spoken in
subdued tones through speakers. In the training room (formerly a place
of practice and acquisition of knowledge for the care of human life
from birth to death), there is a neutral atmosphere, somehow devoid
of the urgent reality of life and death. Here the drama of life and death
is supplied only by the imagination synchronized with a sense of “
the unspoken” behind the audible sounds in the work. By making the
rounds of hospital beds, visitors become active spectators, and in fact
performers choreographed by Kosugi.

After experiencing life as a company employee in Tokyo, Kosugi
studied art in Norway, and has explored the question of “whether
pain can be communicated (to others)” through video, sculpture, and
performance. He investigates how art can respond to pain that is
difficult to verbalize or manifest, ranging from wounds caused by social
conflict and lack of freedom, to trauma and healing, to empathy fatigue
suffered by caregivers such as medical professionals. Red Forests and
Blue Clouds explores, in abstract ierms, the t )
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Watermelon Sisters
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Formed in 2017 in Taipei, Taiwan. Based in Taipei and Berlin, Germany.

Yu Cheng-Ta: Born 1983 in Tainan, Taiwan.
Ming Wong: Born 1971 in Singapore.
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Taipei resident Yu Cheng-Ta and Berlin based Ming Wong took their
inspiration for this project from 1960s Chinese Opera cinema and the
works of Taiwanese film director Tsai Ming-liang. As performance
duo Watermelon Sisters, they adopt the persona of gender-fluid queer
sisters from a supernatural butch/femme community who want to help
humankind twerk* its way to sexual freedom.

For the festival, the duo created an installation that uses the entire
space of a former nursing school’s auditorium cum audiovisual room.
Passing through curtains into the installation, viewers first
Watermelon Love, a video work created in 2017 for a survey show of
LGBTQ art, celebrating a ruling by Taiwan's high court that same-sex
marriage is constitutional. Targeting people who are all too eager to
establish boundaries and who do not share love, the video features the
sister: lestial fairies d ded to earth. humans to
embrace each other.

Small sculptures visible beyond a slanted wall constitute a new
work inspired by the venue's nursing school history. Such figures,
representing 3D avatars of the sisters, are on sale through a third-party
agency, with the proceeds to be donated to a nursing association in
Japan. Worldwide, frontline medical heroes have put in an incredible
effort during the pandemic. Over about thirty years, 844 people

duated from this i and this work is a tribute
to their former school. The activities of the Watermelon Sisters affirm
the fundamental motivation provided by diverse life and diverse sex,
suggesting a solution to worries about how to survive in contemporary
times and at individual moments.

The Watermelon Sisters have participated in exhibitions and events
including Queering Now: Dreamality, Chinese Arts Now (2021; London,
UK): Diagonal, Magician Space (2020; Beijing, China), Queering
Umwelt, Tao Art Space (2020; Taipei, Taiwan); and Watermelon Sisters
Go Camping in Paris, Centre national de la danse (2019; Pantin, France)

*Twerk is a provocative dance that was an element of bounce culture before extending into
hip-hop in general. Twerking involves a variety of moves based on the classic approach of
bending low, thrusting back, and shaking your booty.



1007
Fhlr A

Masuyama Kazuaki
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Born 1967 in Gifu, Japan. Based in Aichi, Japan.
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Most of Masuyama Kazuaki's collages feature the Shimizuya
department store that once stood in the city of Inuyama, and taxis,
inspired it seems by seeing Shimizuya out the car window when
traveling from the facility he stays in, back to his family home. The
taxis may also have caught his eye at the time.

Regretfully, Shimizuya has closed in recent years. COVID-19 has
also meant far fewer opportunities for Masuyama to go out. Yet the
store and cars still appear in his works, suggesting that they hold a
special meaning for him.

Most of Masuyama’s works are collages. He starts by drawing
buildings, cars and so on, then cuts out the images and sticks them onto
art paper. He doesn't appear to be especially conscious of the paper as
a background, and buildings and cars float freely on the page devoid
of any sense of top and bottom, or depth. In addition, Masuyama's
name, the date the work was made, and other text dances about among
the images. Both images and characters drift untethered, their state
of freewheeling flux comparable to the unreliability of memory and
record.

Masuyama has participated in a number of open call exhibitions in
Aichi including Aichi Art Brut Exhibitions and Fureai Art Exhibitions,
and in 2018 received the Council Award at the 59th Komaki Citizen
Art Exhibition. More recently his works have begun to be shown in
exhibitions further afield, including Art Brut “Humanity and
Japan™ in Niigata at Musée Yukikomachi (2020).
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Kaylene Whiskey
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Born 1976 in Mparntwe (Alice Springs), Australia. Based in Indulkana, Australia.

My name is Kaylene Imantura Whiskey [0 443441 —> -
42725 DA AR =] LML BN ST —F T Btk AT ZHHE
FHT A= IARF =TT BIRONT, RIIRALT A F 7V —
HF—IH)AATHBURY ML, /ST —Z RO T, L&k
Y=o 28—bIRe, FAF I —F—, Y—E— - TV S— eV of2R—
PR=RE—IHL Frvh-y—2T R, T —H—NERCEBEL
Tebo WA HIG COMTEEDEY, KR LOKL, ZLT, %
BO%%, BARI AN TRELTOZT, THAEOWKTT,

IARF =& A= ANIT ORAER, TH T DX s =F v Fx
THROLIET, REDSEA OHEE LTI, FBFIZ,
BRI CGDS, 32—Tys - EFF 0N 2—5%E 0~/ UL
LZBADIAUSSRLA TR SHILTHAY =i, bR
b >e(2N BONA LB
DIACEYhH, ZNEEIZALLHSIEMERIEL TS, #
AU BRHRID, PR ELTRERVELT)F A= HEC
BIRLET A RABIRE A= LR, BEOBHiIPE L
L AR 20 S (BRI . 5575 30K) ORKHD

A woman marches along, repeating "My name is Kaylene Imantura
Whiskey.” This is indeed the artist, Kaylene Whiskey. In the video,
she and a group of friends jump in a Land Cruiser and set ofFinto the
desert to party. At times impersonating superstars like Dolly Parton,
‘Tina Turner, and Whoopi Goldberg, the women sing and dance with
thehknsoanwummnndWmdumrLuld:nnng(owmeuﬂxm
ip, and the infinite
mmoflma,mwmanonlybedum‘bednapﬂnmhfe.
‘Whiskey is an Australian Aboriginal Yankunytjatjara woman, part
of the Anangu people, from whose elders she has inherited unique
‘music
videos and Coca-Cola have also been a familiar feature of her life
since childhood. mwhilbjuhshmhhtmmlmhm

and
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Lothar Baumgarten

1944454 Y ARNT (K4 9) g, NV (FA ), =2—F—2 CRIE) A AT

20184 AR AT,

Born 1944 in Rheinsberg, Germany. Lived and worked in Berlin, Germany,

and New York, USA. Died 2018 in Berlin.
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BT =22 |OIIREIEN = AL, ZLOMERERIELELZ,

CORIREDRUTIL, REWM LWL THHROEH (7=
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Tt BROBHT AL T —<ICL7bDTT A5, Fav R 7
ZEPELDTA VW TRMA TG ShE L, ZTITIE B,
HHE LI R EARE STAbE o7 i A b o TR I
ENTVET, NTLHNT A COMBD LY T4 27 IV IINT,
ORI TR RWUE AL S THIE S e WAL T0E T,

N DANT G RO EERMETOMEZ LD, FIYD
HYEVTHAESNDFY 227120, 4550 (1972), 4570 (1982) . 459
161 (1992) « #5101 (1997) \=H 5 S, 545 Ho oD F i <0 I BRI ©
FERARRENTOET o 198UEICE LY 2 A F 7 E L F =L
A7) DRA VR EREELTHEL, 88T 12 ZHLEL,

Over the last five decades, Lothar Baumgarten has drawn wide
acclaim for his powerful body of work across many media: film,
drawing, (such as Tetrahed

displayed in this exhibition), slide proj audio, books, and
site-specific works. Centered on ethnography and anthropology,
Baumgarten's work questions the very core ideas and systems of
representation. Between 1977 and 1980, the artist lived with the
‘Yanomami people on the Ve lan/Brazilian border and produced
a significant amount of works ranging from films, audio recordings,
wall drawings, as well as pk iphic series, one of which — titled
Montaigne,” is displayed here. :

Also presented in the back gallery is the artist's seminal film O
of The Night (Amazon Cosmos). Referencing a myth of the in
Tupi people, the work is a meditation on the South Ameri
but filmed in its entirety along the Rhine near

b b
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Jackie Karuti

198744 K (5 =7) N, F4 T,
Born 1987 in Nairobi, Kenya. Based in Nairobi.
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Electronic Theater
2022

Site specific installation
Collection of the artist

Jackie Karuti's installation sets off with the mounted clocks still visible
in the library and most of the rooms at the former nursing school.
The hands of the clocks became an extended way to think about
time, creation and labour, body anatomy and prosthetics, planetary
destruction and domination, access and care and animal symbolism as
a way to think about non-human communication.

Karuti’s use of moving images, sculptural forms, scans, drawings
and electrical objects position the library as a site where knowledge
is not only d and produced but an op room where
imagination is projected beyond normal human language and
understanding. She further states that the library is not only a space for
the intellectual but the worker as well. This is especially seen through
her use of an owl and a crow: two birds known to symbolize wisdom
and skill respectively. Placed side by side, they take on opposite but
necessary meanings with the owl as a quiet observer and the crow as
anoisy scavenger.

The final result is an expanded multimedia experience that links
the library to a (hospital) theatre where multiple observations and
transformations take place and are ingly powered by the machij
that tirelessly construct and illuminate the space.

Based in Nairobi, Kenya, Karuti focuses on the way that scientific
knowledge takes the form of words and images, inviting us to think
deeply about how the imagination intervenes, exerting an influence on
social and natural phenomena in real life, through video, performance,
and drawing. Her projects include /n the Case of Books (2013-2015), in
which participants visit and dust off books in various libraries and talk
about them, participation in the Dakar Biennale (2018; Senegal) and the
Lofoten International Art Festival (2019; Norway), and a solo exhibition
at the ischer Ki i sbaden (2021; G
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Hsu Chia-Wei
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Born 1983 in Taichung, Taiwan. Based in Taipei, Taiwan.
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Hsu Chia-Wei, a Taiwan-based artist and filmmaker, is a graduate of
France's Le Fresnoy—Studio national des arts contemporains. By
unpacking the complex production mechanisms behind film
production, he presents works that make connections between
people, materials, and places that have been overlooked and excluded
from the narrative of conventional history. Hsu exhibited his work in
the Taiwan Pavilion at the 55th Venice Biennale (2013), and he was
also a Hugo Boss Asia Art Award finalist that year. In addition to
participating in international exhibitions in Singapore, St hai
Gwangju, Busan, Sydney, and other cities, he has shown his work in
Japan. In 2018 he mounted MAM Screen 009 at Mori Art Museum
(Tokyo) and he also participated in Theater Commons Tokyo '18
(Tokyo). His works have also been shown at the National Museum of
Art, Osaka and other venues. Hsu also plays an indispensable role in
the Asian art scene as a curator. For example, he served as the
curator for the Taiwan International Video Art Exhibition (2018;
Taipei) and as joint curator of the 2019 Asian Art Biennial (Taichung)
along with Ho Tzu Nyen.

Now, based on the Minecraft game platform that is extremely
popular around the world, Hsu has created a VR work that mixes
together historical events with the present. Visitors to the exhibition
space sit on a dais covered in tan-colored tiles and don a VR headset.
The exhibition is realized in collaboration with the INAX
MUSEUMS (LIXIL Corporation), located in Tokoname City, Aichi
Prefecture. A variety of scenes are reproduced in the game space.
These include scenes of Tokoname, a city built on the pottery
industry; traditional climbing kilns; the Central Japan International
Airport (Centrair); and the old Imperial Hotel, which was covered in
yellow brick made in Tokoname. Here, narratives about humankind
and materials, and the modernization of Japan and Asia and the
mining industry are presented. As the audience explores the
360-degree VR world, they will experience the critical stories that
Hsu brings together in 3D.

*This VR work is not an official Minecraft product. It has not been approved by Mojang and is
not affiliated with Mojang.
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Shiota Chiharu
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Born 1972 in Osaka, Japan. Based in Berlin, Germany.
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In this room, which used to be a room for anatomical specimens
when this was a nursing school, works by Shiota Chiharu made of
glass, thread, and wire are being exhibited along with specimens that
remain in their glass cases. The experience of undergoing anti-cancer
treatment for a recurrence of her ovarian cancer in 2017 gave rise to
many works that were born from the extreme emotions and energy as
Shiota confronted death, and this “Cell” series is one of them.

Whereas cancer, which is also a mass of cells that have become
abnormal, tries to destroy its own body, and therefore life, where can
the soul that governs the human spirit be found? This idea is connected
to a fundamental question that has been a consistent theme in Shiota’s
practice since the beginning: where do we come from, where are we
going, and where is the boundary between life and death? Glass, with
its threads and wires intertwined with each other like capillaries, can be
seen either as a membrane that envelopes the cells inside it, or a vessel
housing an invisible soul that is not part of the cells.

Shiota Chiharu studied under Muraoka Saburo at Kyoto Seika
University before moving to Germany in 1996. She studied with
performance art pioneer Marina Abramovi¢, and has since been active
internationally while based in Berlin, where memories of the division
between East and West still persist. She first attracted attention at the
inaugural Yokohama Triennale (Kanagawa, Japan) in 2001, and received
the Minister of Education, Culture, Sports, Science and Technology's
Art Encouragement Prize for New Artists, Japan in 2008. In 2015, she
was selected to represent Japan at the 56th Venice Biennale in Italy.
In addition to the comprehensive solo exhibition Shiota Chiharu: The
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Born 1972 in Osaka, Japan. Based in Berlin, Germany.
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Following the Line
2022

Wool, bubbin, paper pipe, wood pipe, PP corn, shuttle
Collection of the artist

Sponsor: Gosho co., Ltd.
Cooperation: Global Seminar, Kyoto University of The Arts Graduate School

The “saw-tooth roof” factories that make up the landscape of
Ichinomiya symbolize the woolen textile industry that has sustained
the region. Nokogiri2 is one such disused factory that has been given
anew lease of life as a studio and gallery. Filling the gallery space is
Shiota Chiharu's new work, Following the Line.

Shiota’s installations using red and black yarn make up one of her
best-known series internationally today. The color red reminds us of
the threads of fate that connect people, blood relations, or capillaries
in the body. From the beginning, Shiota has tackled fundamental
questions such as where we come from and where we are going, and
where the boundary between life and death lies, expressing “a sense of
presence within absence” that cannot be seen there. At this Triennale,
she fuses the remaining woolen machines and yarn spool holders from
Nokogiri2 into an installation using woolen yarn from Ichinomiya,
reviving memories of the various lives, labor, and energy that used to
live in this place.

Shiota Chiharu studied under Muraoka Saburo at Kyoto Seika
University before moving to Germany in 199. She studied with
performance art pioneer Marina Abramovi¢, and has since been active
internationally while based in Berlin, where memories of the division
between East and West still persist. She first attracted attention at the
inaugural Yokohama Triennale (Kanagawa, Japan) in 2001, and received
the Minister of Education, Culture, Sports, Science and Technology's
Art Encouragement Prize for New Artists, Japan in 2008. In 2015, she
was selected to represent Japan at the 56th Venice Biennale in Italy.
In addition to the comprehensive solo exhibition Shiota Chiharu: The
Soul Trembles, held at the Mori Art Museum in Tokyo in 2019 (currently
touring the Asia-Pacific region), she has participated in more than 350
exhibitions and international biennales.
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Born 1986 in Kanagawa, Japan. Based in Kyoto and in Shiga, Japan.
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Morning at Sunset, Monument for Two Moments
2022

Jesmonite, styrofoam, acrylic panel, wood, video (duration 30min)
Dimensions Variable

Cast: Moroe Shotaro, Yamaguchi Keiko

Shooting and editing: Shimada Yoshitaka

Gaffer: Nakamura Ippei

Construction: Tama plants

Cooperation: Kyoto Art Center Artists - in - Studios program,

Asahi Godo Inc., DataDesign Co., Ltd., Kyoei Co., Ltd., Tauchi Masahiro,
Iwamoto Natsuki, Okamoto Bishwobikramgurung,

Loana Gatti, Okoshi Madoka

Ishiguro Kenichi works with historical subjects, materials, and other
phenomena rooted in the land, creating sculptures and images that
serve as "nodes" to bind these together. For example, in a work that
was unveiled in 2021, Ishiguro unravels the history of the non-native
largemouth bass that inhabit Lake Biwa and the works of Constantin
Brancusi in the collection of the Museum of Modern Art, Shiga,
showing that people, creatures, and substances that have never come
into contact with each other are in fact not totally unrelated. In a second
floor cl of the former Ict City Central Nursing School,
the remains of an /chiigashi (Quercus gilva) tree, a symbol of the region
that once grew at the Jizoji Temple in Honmachi, Ichinomiya City, have
been digitized using a 3D scanner. A sculpture in which the stump is
restored using a CNC machine tool with water-based resin is exhibited
along with a video about coffee culture in Ichinomiya.

The poet Sato Ichiei, who grew up in Ogiwara Town, Ichinomiya
City, was impressed by an Ichiigashi tree standing alone after its
surroundings were destroyed by fire in wartime, and this led to his
Kashi no Ki Bunkaron (0ak tree culture theory)*. Ishiguro's work, which
could refer back to this, was inspired by the fact that the giant tree was
removed from Japan's list of cultural treasures on July 23, 2019 and cut
down due to its old age. It had been known since about 1970 that the tree
was being weakened by the ination and envi l polluti
caused by industrial development, but now all that remains of the tree
that lived until recently is a stump that is part of a landscape that does
not even catch the eye. Through this installation, Ishiguro mechanically
transforms an ancient tree in the context of Aichi Preft istory.
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This placeis in my head all day
2022

Drawing and sculpture installation
Collection of the artist

These three rooms in a row used to serve as the reception room,
meeting room, and principal's office respectively of the former
Ichinomiya Central Nursing School. What kind of conversations took
place there? Nyakallo Maleke, an artist and writer based in South
Africa, has worked in a variety of media, including installation,
drawing, printmaking, performance, and literature. Among her
works are picture scroll-like drawings, where Maleke draws abstract
patterns on thin sheets of paper and plastic using embroidery, pastels,
and charcoal, which resemble beautiful and delicate stories spun out
of poems and words.

In this space, where natural light enters, clotheslines are stretched
s0 that they run through three rooms, while the space is composed
of words, drawings, and found objects supported by this clothesline.
One can well imagine a certain continui i
and circulation of space and time through the inside and outside of
these rooms, reciprocal spaces that adjoin each other, or Maleke's own

from Jok e e i,

The title This place is in my head all day also suggests that Nyakallo
Maleke has long fantasized about the actual exhibition. So delicate that
it looks as if it might fall apart when touched, this work perhaps also

bolizes the di that di when we awaken, or th
of the real world, human emotions, and the transience of life.

Maleke describes her approach as intuitive, personal, a
of everyday life. Now that the world has realized how frag
life can be, how can we tune our ears to lis
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Born 1978 in GieBen, Germany. Based in Berlin, Germany, and New York, USA.
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Jester

2022

Video HD, color, sound

Approximately 1 hour

Collection of the artist, Galerie Buchholz, Spriith Magers

Sponsors: Galerie Buchholz, Spriith Magers

Ichinomiya City Ice Skate Rink, where some of the Olympic team
skaters were nurtured, was established in 1965 and shuttered for good
in March 2022. In the space of this former skating rink, with its exposed
pipes for ice, Anne Imhof is showing her new video work on large
screens.

Imhof is one of the most acclaimed artists in the global
contemporary art scene of the last decade, having won the Golden
Lion at the 2017 Venice Biennale (German Pavilion). The multilayered
nature of performance, painting, sculpture, sound and other media,
the codes alluded to by the movements of the body, and contemporary
global youth culture have all been woven into her work. In 2016, Imhof
met her collaborator Eliza Douglas, which dramatically expanded the
breadth of her practice.

In recent years, Imhof has also exhibited video works that
document and rework performances viewable only for a limited
duration, and Jester (2022) at this exhibition is one such example. At her
solo exhibition Natures Mortes at the Palais de Tokyo in Paris last year,
several performances each lasting a few hours that featured some 20
dancers were staged. These video works focus on one or two of these
performers. The dancers move violently at times, and in slow motion
at others, as if in lockstep with the intensity and speed of the music,
occasionally emitting inaudible screams. If the audience watching
them is understood as a symbol of society as a whole, the movements
of the dancers can also be seen as embodying our struggle against the
uncertainty, instability, and opacity of contemporary society, as well as
our anxiety, frustration, anger, and conflict. The work as a whole can
also be read as a kind of dream or illusion.

Images and sounds occupy this space where many have glided over
for 57 years. The two large screens and line array speakers also play a
pivotal role as sculptural elements for the entire installation.




IC16
JadJie

Endo Kaori

19894 KIRAFAFH 0 KB S ORI R
Born 1989 in Osaka, Japan. Based in Osaka and Okinawa.
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sheep and sleep

2021-2022

Wool, sheepskin, yarn, sheep bone, bronze knife, bronze foot print,
sheep oil soap, books, photos, videos

Collection of the artist

Ichinomiya has been a textile town since ancient times, and is especially
notable for its status as Japan's largest producer of woolen fabrics.
That history is embodied in the many looms and everyday household
items used by its citizens down the centuries and now housed in the
Ichinomiya City Toyoshima Memorial Museum.

When it came to making and presenting her work in Ichinomiya,
Endo Kaori noted that the character bi (3%) meaning beauty is made
up of the characters for large (K) and sheep (%), suggesting that
“sheep” are a latent presence in the practice of art (bijutsu 4#). She
then examined the history of people and sheep from Mesopotamian
civilization to Christian culture, then through the industrial revolution
to the modernization of Japan, dismembered a sheep’s carcass with
her own hands, tanned its skin, and spun and wove its wool into an
epic work of ovine art.

In the hall on the second floor hangs a woolen parachute woven
by the artist. Sheep’s wool has long been used to enfold and protect
the human body, whether as clothing, or tent-style housing. On the
other hand this has led to conflict around sheep as property, and robust
woolen textiles have also been made into soldier’s uniforms in both East
and West. It is worth recalling too that while sheep are subject to our
care and protection, we humans also have a long history of selectively
breeding them as livestock for profit. Endo chose to form this wool with
its complex layers of history into a parachute because a parachute is
both military materiel, and lifesaving equipment, and both floats in the
air, and falls to earth.

Endo also hangs parachute and sheepskin etc. in the air in an
attempt to depict a starry sky. Behind this idea are the Bible passage
in which a star heralds the birth of Jesus, also known as “the lamb of
God,"” and the fact that women who work at Ichinomiya’s textile mills
were once known as “Orihime” or “Weaver Girls,” this also being the
Japanese name for the star Vega. Sheep-shaped history and culture,
textiles, stars: in the hands of Endo Kaori they transcend time and
space, twisting and weaving together, with all their contradictions.

After graduating from the Okinawa Prefectural University of
Arts in 2013, majoring in fabric dyeing, in 2016 Endo studied at the
Ars Shimura school run by Shimura Fukumi, who has been awarded
Living National Treasure status for her tsumugi (pongee) weaving.
As she travels around, Endo unravels the crafts, history, everyday
lifestyles, and political relations rooted in each location, using her
body in activities that expand the potential of the applied arts. Recent
exhibitions include Portraits of Ryukyu at the Okinawa Prefectural
Museum and Art Museum (2021-22), Welcome, Stranger, to this Place
at the Chinretsukan Gallery of the University Art Museum, Tokyo
University of the Arts (2021), and the 13th shiseido art egg at Shiseido
Gallery, Tokyo (2019).
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NOVA

2019

Single-channel HD video, color, sound

97 minutes 13 seconds

Courtesy of the artist, Vitamin Creative Space and Spriith Magers

Cooperation: Delta Electronics, Inc., Mori Art Museum, Fukuchiyama City

Cao Fei mixes social commentary, popular aesthetics, and documentary
conventions, and makes occasional references to Surrealism, producing
films and installations that are reflections on the rapid developmental
changes that are occurring in Chinese society today. She presents her
retro sci-fi movie NOVA (2019) in part of a sawtooth-roof mill building
owned by the old woolen textile manufacturer in the Bishu district,
Kunishima, which was founded in 1850 and remains a key member of
the woolen textile industry today.

NOVA took three years to produce. It is the story of a computer
scientist involved in an ultra-secret international project using
state-of-the-art technology to transform humans into digital signals.
Working through a process of trial and error using a variety of
samples, he eventually experiments with the technology on his own
son, who becomes lost in cyberspace. Wandering endlessly in the
interstices between fact and fiction, the boy becomes a ghost-like
existence, crossing and re-crossing the past, present, and future,
wavering in the face of the truth that he will never be able to return.

The facility that provides the stage for this story is on the site of
the Hongxia Theater, an old movie theater that Cao found by accident
when exploring potential locations for a new studio. It had already
been condemned to be demolished, but it was once a community space
and cultural center that served as a social focus for laborers working at
nearby factories, built with assistance from the Soviet Union in 1957.
According to the artist, when she came face-to-face with history in
the process of fading from our memories under the rapid development
of contemporary society, her response was not to archive the memory
from a museum-like perspective, but to create this film which opens up
anew future for the relics as they disappear.

In recent years, Cao Fei has presented major solo exhibitions at
venues including the MAXXI, the National Museum of 21st Century
Arts (2021; Rome, Italy), the UCCA Center for Contemporary Art
(2021; Beijing, China), the Serpentine Galleries (2020; London, UK), the
Centre Pompidou (2019; Paris, France), K21 Diisseldorf (2018; Germany),
the Tai Kwun Contemporary (2018; Hong Kong), and MoMA PS1 (2016;
New York, USA).
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Leonor Antunes has developed a distinctive approach to engaging with
contemporary art, architecture, and design through a reinterpretation of
sculptures in specific architectural spaces. Antunes’ inspirations include
not only important figures from cultural domains of the twentieth
century, but also artists or designers from the same period, particularly
women, whose practices were radical in social and political terms, and
who were aiming to enhance and improve everyday life through art
and design. Her works borrow from traditional craftmanship in South
America, Mexico, and Portugal, and use materials such as rope, leather,
cork, wood, brass, and rubber to explore their potential for creating
Modernist sculptural forms.

The venue, Sumi Memorial Hall, is the only remaining Modernist
architecture by Tange Kenzo in Aichi Prefecture. It exhibits many of the
characteristics of Tange's early works, including a large double-beam
structure and bare concrete. The installation that Antunes presents
in this environment is inspired by the work of two designers who
had been involved in exchanges in the arts and applied arts between
Europe and Japan. One is Yamawaki Michiko (1910-2000), who studied
for two years from 1930 at the Bauhaus, the famous school of arts and
crafts in Dessau, Germany. The other is Charlotte Perriand (1903-1999),
who worked for in Le Corbusier’s office for a period, and through her
connections with Mayekawa Kunio and Sakakura Junzo, was invited
to Japan in 1940 as a Ministry of Commerce and Industry advisor
on decorative arts. With great respect for the effort that these two
designers must have exerted, and bearing in mind the manner in which
Modernism was a male-centered construct, Antunes explores how far
the diverse narratives concerning Japan can be brought back to life in
contemporary times.

Recent solo exhibitions have been held at Mudam (2019;
Luxembourg), The Box (2019; Plymouth, UK), and Sao Paulo Museum
(2019; Brazil). Antunes represented Portugal at the 58th Venice
(2019; Italy) and has participated in the Festival d’Automne in
21; France).



IC19
A G-

Mukai Eriko
19904 ST WA F o FRHIHL R
Born 1990 in Hyogo, Japan. Based in Akita, Japan.

approach 13.0
222
I SAT A Hib C=— o, SR AR B, TIAF 97 AFEF, DAY, 07, B=8— i

A7, PRI SG, 379, HOLHE, SPIRA R, B2t SR IR

e e 5%
TP AT, i, 5

i EBEAS /NP IR, DIV, PG i), SR ORI
AR BAROD S, PRS- JEARII T, FETF5E %,
BJj KRR i AT AT EB, W2 4 -, LA, 3501150

JO5 Wi, SR TR IR LR

10 BKE 2 TR

A N S N (1HE

MR FIZTNE T, BERL A MO, EHOMARLKELRD
TERRE ROV AT 2EEF =78 L1374 =< A% HIELT
EF L7z, EMOWEMATRSBINBIRER A L% 2., FRL o
7AL SRR H DB R DA A% Ly ROFER AL, BhfE
SEFET ZHUTEY, AR DG ITIaAd, 874 —< Y A% BL
THEMT A MAOH AN | ZDb0E AL LICEE A FHVTVET,
CTHAMI BHRAICHHME—DFF FREEDTFAN LT
Fo AFRMHERETLITHTER LA OB DT, HERREZa Y
V—bDFFT, BIMDOAKH- HiDHLAHE ML THRIN W H DM
VHDTY, I DA MBSO HET, HifiBLOTREERT
AT (B — 1) TOVF—F 2L IS T+ —< VA%
Fifio DT, BRED A PE TRZOODDERI/HFEL. BRI
FALL 723 REL B, Do THIESNA R D5 1k |0l sk %
RLET o RBUIGLAT B~ OHEN L G RIRFEZ BT L2255, AT
KRN LA A=V % UIER OB, BUL AL/
TA—=3IV YT =IHREL CEH VBN T —LOEREHEL 0D
b, B 7L — AZNDNRWA BN R EEODEDENZ HTLL).
MWABIL 7= FAEEEZZ, AT 300/5000001942) 11 s 2kt
#—(2021), [ARTS & ROUTES -&» b\ 7-L 2 Jik- Bk L7
RS (2020) \ [ AL SIE [N —Fa—T =T Y FAR—AAKS
QU7 [H LWy — 7T — W F N — 73 ¥ — »](2016,
KAYOKOYUKI /A, d0) & didbhE S,

YEmfEER (Kw770xh1220 mm) (S=1/10) SK+CA 16

approach 13.0

2022

PVC pipes, cloths, cottons, vinyls, PVC boards, woods, hemp cords, plastic carabiners,
D-rings, rope, monitors, others

Performer: Aonuma Saki, Sato Aya, Suu, Tanabe Mai, Tsuboi Kimika, Nomichi Nao,
Haruna, Matsukura Yuki

Filming and Editing: Matsumi Takuya

Production Coordinator: Kato Ai

Special Thanks: Ishimae Tsugumi, Iwase umi, Eimaeda Yuki, Onochi Hitomi,
Kawaguchi Ayano, Kawanishi Kaito, Goto Natsuki, Sakurai Rina, Sato Mei,
Sugawara Kaho, Suda Nanami, Takamori Mitsuki, Takeda Hikaru, Nakajima Kayako,
Hasegawa Yumi, Hanano Ami, Hijikata Dai, Fukaya Haruka, Fukushi Maho,
Fujiwara Sawako, FunayamaTetsuro, Kotani Yuyuko, Horie Yuka, Horikawa Shiho,
Manabe Moe, Yasuzumi Ririko, Yamamoto Natsuki

Cooperation: Akita University of Art

Mukai Eriko creates performances based on motifs of invisible systems
such as livestock slaughter, oil drilling, government bond mechanisms,
and water vapor circulation. She considers the state in which the
materials most strongly display their materiality as "sculpture," and
she transforms the mechanisms of the social and natural phenomena
that serve as her subjects into life-sized devices that she then sets in
motion. In doing so, she places the emphasis on showing the "material
physicality" that is expressed through the performance rather than on
"human physicality."

Sumi Memorial Hall is the sole remaining building by architect
Tange Kenzo in Aichi Prefecture. After many twists and turns this
building was completed in 1957. The pillars and walls are bare concrete,
and the exposed woodgrain and knots left by the formwork give
the building a strong materiality. In the courtyard of this modernist
architecture, Mukai presents a performance based on her research on
Bisai City (now part of Ichinomiya City), which flourished thanks to its
spinning and wool textile industries. In addition, the process for making
wool was broken into several elements, and a record of the manipulation
of the "material physicality" that has taken place is exhibited along
with the highly abstract device. Traversing physical sensation and
conjecture about symbolic acts, the artist's actions eventually give form
to an image that attains the intended objective. Although it is keeping
with the history of the Aichi Triennale, where contemporary art and
performing arts coexist, this can be considered an organic practice that
is not bound by either domain or frame.

Mukai's recent exhibitions include the 300/500000 (1942) solo
exhibition at the Hiroshima Art Center (2021, Japan), Arts and Routes at
the Akita Museum of Modern Art (2020, Japan), Impurity/Immunity at
the Tokyo Arts and Space Hongo (2017, Japan), and New Rube Goldberg
Machine at KAYOKOY UKI and Komagome Soko (2016, Tokyo, Japan).
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Born 1967 in Cordoba, Colombia. Based in Bogota, Colombia.
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Blanketed by an enormous number of cookies and mochi (rice cakes),
this space is filled with a spicy fragrance. The sweets, however, are not
edible, being made from a number of types of clay used in Tokoname
ware pottery. The clay has been dried after mixing with baking soda,
cinnamon powder, clove powder, and other ingredients.

One of the rituals in the belief system of the earth-mother goddess
Pachamama, which remains active in parts of the Andes Mountains of
South America, is a custom in which people give thanks by burying
cookies in the ground to symbolize a prolific crop. Inspired by this form
of prayer, Delcy Morelos began to create installations incorporating
an enormous number of earthen ‘cookies.’” For the current exhibition,
at a venue that used to be an earthenware pipe factory, the cookies are
made mainly from the clay used for local Tokoname ware pottery. In
addition, the artist created variations reminiscent of mochi and daifiku
(mochi with sweet fillings), which are very familiar to people living in
Japan. Visually, it seems to be just an iteration of simple shapes, but the
installation is full of elements that also stimulate the senses of touch and
smell, such as humidity, fragrance, and the texture of the clay.

Morelos is from Colombia, and has given much thought to the land
of her roots. It is a place where these prayers have been offered up by
generation after generation since pre-Columbian times, but it is also
permeated by the agony and death and the blood and tears caused by
horrible violence. The artist has won high acclaim for her large-scale
installations that envelop viewers with earth, plants, and other natural
materials, as if to produce a new connection between Mother Earth
and people. In 2022, she is also participating in the Venice Biennale in
Italy.
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Born 1988 in Allada, Benin. Based in Amsterdam, the Netherlands.
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Born in Benin, West Africa, Thierry Oussou received an art education
at the Rijksakademie in the Netherlands. As a visual and conceptual
artist, his practice incorporates a diversity of media. For instance,
his recent “Impossible is Nothing” project began by fabricating and
burying a replica of the royal throne of Béhanzin, who was the king
of Dahomey before it was colonized by France. Much later, Oussou
organized a series of performances, including an excavation of the site
by archaeological students, surfacing conceptual issues that underly
debate on the return of plundered art and artifacts.

At Aichi Triennale 2022, Oussou presents a new body of work,
Equilibrium Wind, which derives from Benin's status as the largest
producer of cotton in Africa. Alongside a large-screen video showing
Benin's expansive cotton plantations and scenes of an installation
involving four tons of raw cotton, he exhibits dyed works produced
from native Japanese cotton and Chita cotton. Aichi Prefecture’s
history of cotton growing and cotton textile production provides hints
for a reconsideration of the society that the People’s Republic of Benin
(1975-1990) aimed to construct.

Cotton has a long and varied history, and is still the frequent subject
of international debate on topics such as poverty reduction, agricultural
subsidies, and the Strategic Development Goals. The artist runs a cotton
plantation, like millions of other small farmers who produce cotton,
supporting their families and their communities. Through this project
he calls attention to the fact that the price of cotton on the markets is
clearly different from the price of gold or oil, and encourages us to
give thought to the workers whose manual labor produces the cotton.
Through encounters with the people who underlie the cotton industry,
Oussou’s approach can be seen as a proposal engendering hope for an
ideal production and distribution cycle.

Major exhibitions by Thierry Oussou include 7hierry Oussou at the
Centraal Museum (2023; Utrecht, Netherlands), Art du Bénin d’hier et
d’aujourd’hui : de la Restitution a la Révélation (2022; Cotonou, Benin),
Unlocked/Reconnected at Oude Kerk (2020; Amsterdam, Netherlands),
and Impossible is Nothing at Art Exchange (2019; Essex, UK). He has
also participated in art festivals such as the 2Ist Sesc_Videobrasil
Biennial of Contemporary Art (2019; Sdo Paulo, Brazil) and the 10th
Berlin Biennale for Contemporary Art (2018; Germany).
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Born in 1976, La Habana, Cuba. Based in Madrid, Spain.
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Stars twinkle on a huge blue wall, and on another wall, the moon is
growing larger. Rain falling from the ceiling become ripples spreading
out on the floor. All of this has been created using parts from musical
instruments. Touching the piano wire rain, the constellations made up
of the guitar strings and tuning pegs, or a moon made of a tambourine
instantly produces music in this space. A video of the composer
Nomura Makoto playing these musical instruments demonstrates some
of the music.

In another room in this building, which used to be an earthenware
pipe factory, there are arrays of three-dimensional works reminiscent
of blue mountain ranges. NASA's Voyager spacecraft, launched in
1977 and designed to travel outside our solar system, carries some
records with recordings of various sounds from planet Earth, intended
for making contact with any intelligent extraterrestrial life that might
happen to find it. From the graphic representation of some of these
sounds, which travel through space to this day awaiting decipherment
by someone, Glenda Ledn created wave-like drawings that artist and
ceramicist Nakada Naoto turned into three-dimensional ceramic art,
in collaboration with Nagoya University of the Arts.

Le6n grew up in daily contact with music and dance in the nation of
Cuba, with its strong tradition of Afro-Cuban jazz. As an artist, she uses
a variety of artifacts to intervene vividly in the relationship between
nature and humanity. Like her works that interpret as sheet music the
patterns of lines hidden within nature, like the ridgelines of mountai
the tracks of animal movement, and coastlines, the sections of v
look similar to the whole, many of Ledn's projects are link
urging us to listen to the nature that surrounds us (
others, and the voices within us. Le6n has
Venice Biennale (2013; Italy) and recently re
Sotheby's Award of Pilar and Joan Mir¢ F
Spain), where she is going to have
participated in the Havana Biennial
Biennial (2018; Senegal) among othe
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Hattori Bunsho + Ishikawa Ryuichi
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Hattori Bunsho: Born 1969 in Kanagawa, Japan. Based in Kanagawa.
Ishikawa Ryuichi: Born 1984 in Okinawa, Japan. Based in Okinawa.

THE JOURNEY WITH A GUN, AND NO MONEY
—JLiEE SRR T

2022
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THE JOURNEY WITHA GUN, AND NOMONEY
2022

Survival mountain climbing, people, map, deer head bone, deer buckskin,
photo slide projection, voice recording on the journey, booklet

Collection of the artist

Cooperation: mont-bell

Hattori Bunsho and Ishikawa Ryuichi have been collaborating, mainly
on mountain climbing trips, since 2015. Hattori first embarked on
hardcore mountain climbing while a student, and, in 1996, he ascended
K2 in the Karakoram range. He practices a style of mountain climbing
that he dubbed “survival mountain climbing™* after accomplishing
feats such as finding a new route for climbing Mt. Tsurugi in Japan’s
Northern Alps during winter. Ishikawa encountered photography
while studying at Okinawa International University, and apprenticed
under the photographer Yuzaki Tetsushi in 2010. His work received an
Honorable Mention at the 35th New Cosmos of Photography awards
in 2012, and he won the 40th Kimura Thei Photography Award in 2015.

The duo teamed up once more and created new works for this
art festival based on a month-long trip they took on foot in the
southwestern part of Hokkaido from October 9 to November 7, 2021.

On this trip, on which they were accompanied by Hattori's pet
dog Natsu, the duo set out from Kikonai, leaving their money and
mobile phones behind. Instead, they took hunting guns and no food
other than a small amount of rice and condiments. They started out by
going south, and then turned north again from Cape Shirakami, the
southernmost point of Hokkaido. They passed through Mt. Daisengen,
Yakumo, which was settled by members of the samurai class belonging
to the Owari Tokugawa family, Mt. Kariba, the highest mountain in the
southern part of Hokkaido, and the secluded hot spring Kinkato, until
finally reaching Mt. Oshamanbedake.

The show attempts to represent the physical expression they
achieved as a ‘trip,” which was an act that cannot be repeated, by
creating an installation that is a composite of elements, including a
skull and hides from deer they hunted, photos taken by Ishikawa, and
collections of text written by Hattori during their journey, as well as
recordings of the sounds made by their open-air fires and of their
conversations, and stones collected on the voyage.

Past works produced through collaborations by the duo include
Hattori’s books Emono Yama (Prey Mountain) (2016) and Emono Yama
11 (Prey Mountain II) (2019) and Ishikawa’s photobook The Inside of Life
(2021) and the exhibition Camp (2016; which toured Tokyo, Ishikawa,
Osaka, and Okinawa, Japan and Taiwan). Hattori's recent publications
include the essay collection You Are What You Read (2021) and Survival
Kazoku (Survival Family) (2020). Ishikawa's recent exhibitions include
the Reborn Art Festival 2019 (Miyagi, Japan) and Heroes and People
in the Japanese Contemporary Art, Hyogo Prefectural Museum of Art
(2019; Japan).

*Survival mountain climbing is a type of mountain climbing in which participants engage in
long-term hiking trips in the mountains with minimal money and equipment and live off the
land, hunting and fishing.
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Born 1973 in Chicago, USA. Based in Chicago.
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The Listening House

202

Courtesy of the artist

‘Cooperation: Matsutomi Ken'chi / CASE archi Maswo

Laboratory, Aichi Institute of Technology

Theaster Gates is an artist and social innovator. Through the
expansiveness of his approach as a thinker, maker, and builder, Gates
expands the role of the artist as an agent of change. His performative
practice, and visual works find roots in Black knowledge, history,
and archives. Gates studied sculpture, ceramics, and urban planning,
and he has received acclaim for projects that have contributed
to the revitalization of neighborhoods on Chicago's South Side.
This residential building in Former Earthenware Pipe Factory
(Maruri-Tokan), has been dormant since 2017. Gates has converted
this vacant space into The Listening House. a platform for music,
wellness, and ceramic research.
= . .
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with Tokoname has been informed by
a series of research trips and encounters with makers across Japan, the
first being a residency in 1999 where he studied ceramics with master
potiers. In 2004, Gates participated in The International Workshop
of Ceramic Art in Tokoname (IWCAT), that invites ceramicists from
abroad to engage with local residents and makers. Gates has been
a frequent visitor to the region ever since. For Gates, ceramics is a

form of expression, wh new world fro
‘hands and imagination — an idea that resonates with other artworks
and projects.

In recent years, Gates has been exploring the concept of “Afro-
Mingei,” which combines Japanese philosophy and Black identity to
ibilities of cultural idi The Listening House,
which combines Tokoname's ceramic culture with Black culture,
is informed by this concept. It will serve as a studio, workshop,
and space for music events. A collection of records of Black soul
music and experimental jazz acquired by Gates from his late friend,
ceramicist Marva Jolly (1937-2012) is a core facet of The Listening
'House. This project serves as a tribute to Marva Jolly and her legacy
while celebrating Black music and ceramic histories. The space is
punctuated by images from the Johnson Publishing Collection, and
l inspired intis in, and W.E.B
Du Bois’s statistical data charts which visualize the presence of the
Black experience in America at the turn of the 20th century.

For Gates, The

ionshi i artists: “The truth of my relationshi
with Marva Jolly is made evident through the generous gift of her
collection. The albums and n of my.
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Born 1976 in Saigon, Vietnam. Based in Ho Chi Minh City, Vietnam
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Aboubacar Sy [Bouba Chinols], Omar Wade, Bayoury Family, D
Courtesy of the artist and James Cohan, New York.

The Specter of Ancestors Becoming (2019) explores the history of the
colonialization of Vietnam by France. In the mid-twentieth century, in
order to suppress the Vietnamese people fiercely resisting French rule,
large numbers of soldiers were deployed to Vietnam from Senegal,
which was also a French colony. After the French defeat at Dien Bien
Phu in 1954, hundreds of Vietnamese women and their children migrated
to West Africa with S lese husbands who had been stationed in

Indochina. Many other soldiers left their wives and took only their
children, while still others took mixed or Vietnamese children not their
own and raised them in Senegal without connection to their origins.

A large proportion of this work consists of imagined conversations
with parents or grandparents written by three Vietnamese-Senegalese
descendants. The writers also appear in the video as narrators. The
content is then acted out, interspersed with documentary video. By
incorporating and performing the voices of people who had been
involved in the events, the stories of the past come alive, weaving
tangled histories that go beyond family history as reality, fiction, and
the zone between them overlap.

The venue for this exhibition was Shipping Agent Takita House,
who made their living as wholesalers operating cargo boats. Inside the
building are exhibits relating to the history of inland cargo shipping.
The kaisen boats that they used carried both passengers and cargo.
They resonate with Nguyen's work, which addresses the complex
histories produced when people migrate, and they link together the
histories of Vietnam and Japan.

Nguyen's practice focuses particularly on video installations and
sculptural objects created on the basis of field research in local history
and through collaborations with people who were part of that history.
He received a BFA from the University of California, Irvine in 1999
and an MFA from The California Institute of the Arts in 2004.

The video for this work was shot in Senegal and presented at the
Sharjah Biennial (2019; UAE). Nguyen has also participated in other
recent major international festivals, biennials, and exhibitions including
Manifesta 13 (2020; Marseilles, France); SOFT POWER, SFMOMA
(2019; San Francisco, USA); and the 2017 Whitney Biennial (New York,
USA). Presentations in Japan have included Yokohama Triennale 2017 in
collaboration with the Propeller Group, a collective that he founded.
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Born 1976 in Saigon, Vietnam. Based in Ho Chi Minh City, Vietnam.
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The Boat People (2020) is set in what used to be Bataan in the
Philippines, in a future where humanity is at the edge of extinction. Five
children who travel the seas are led by a young girl who encounters the
mysterious head of a Buddha, a relic of a past civilization. By conversing
with the statue head, she learns fragments of knowledge about their
world. As the children explore a peninsula, they discover artifacts left
behind by human residents, including a textbook promoting assimilation
that was used in the first half of the twentieth century when the area
was under US control, weapons from landings by Japanese troops after
the outbreak of war in the Pacific, and street signs celebrating a nuclear
power plant completed in the 1980s. Bataan had also been a staging
point for Boat People, refugees from Indochina flecing countries such as
Vietnam, Laos, and Cambodia that came under socialist regimes from
the 19705 onwards. Consequently, the ruins include a refugee processing
center where the original Boat People stayed before moving on to a
country willing to take them in, and structures built by the refugees,
such as Buddhist temples and shrines, and a memorial commemorating
avisit from the Pope.

In the Shipping Agent Takita House, the place of honor in the
reception room is used o display a sculpture modeled on the boats
that the boat people used to reach Bataan. In the video, the children
perform the strange ritual of burning models that they make of the
long-forgotten things that they find. The Buddha head buried in the
sand is unsure what to make of that practice, but the girl explains that
burning the objects enables them to take the children anywhere. Ina
sense, Nguyen's work can be considered a funerary celebration for
Bataan’s forgotten past, creating a monument that creates a path to
take it into the future.

Tuan Andrew Nguyen's practice focuses particularly on video

i Iptural obj d on the basis of field research
in local history and through collaborations with people who were
part of that history. Nguyen received a BFA from the University of
California, Irvine in 1999 and an MFA from The California Institute of
the Arts in 2004.

Nguyen has participated in recent major international festivals,
biennials, and exhibitions including Manifesta 13 (2020; Marseilles,
France); SOFT POWER, SFMOMA (2019; San Francisco, USA); and
the 2017 Whitney Biennial (New York, USA). Presentations in Japan
have included Yokohama Triennale 2017 in collaboration with the
Propeller Group, a collective that he founded.
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Nikau Hindin
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Born 1991 in Tamaki Makaurau (Auckland), Aotearoa New Zealand.

Based in Turanganui a Kiwa (Gisborne), Aotearoa New Zealand.
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Nikau Hindin's works. with their rectilinear design systems and fine
lines, are painted on bark cloth, made by beating and stretching the bark
of paper mulberry trees. The culture of bark cloth is widespread in the
island countries of Oceania, each with a different name and process for
its cloth. In the Maori culture of New Zealand, the paper mulberry tree
asa plant and its bark cloth are called aute. Hindin references traditional
Miori textile designs such as tukutuku and taniko in the patterns of
her paintings, reflecting the traditional navigation techniques and stella
lunar calendar for which her Maori ancestors relied on star movements.
In Hindin's star maps, the horizontal axis represents the position of the
stars on the horizon, while the vertical axis represents the time that the
stars ascend and set in the sky.

Nikau Hindin's practice revives the aute tradition that has been
extinct for nearly a century, shedding light on the history of her Maori
ancestors, who recorded human existence in the grandeur of the
universe through their genealogy. The Takita family in Tokoname,
‘whose works are on display, prospered as a shipping wholesaler from
the Edo through the Meiji eras. This place, which conveys the history
of Tokoname as an important transportation hub connecting the
Owari and Mikawa regions (both in today’s Aichi) with Edo, the Ise
Bay area, and the Kamigata region. was also a dilapidated building
that was revived by local residents.

The making of bark cloth and navigation both depend on the
seasons, weather, and other forces of nature. The wisdom of the
indigenous people, who were sensitive to the workings of the natural
‘world and lived in harmony with the natural environment, offers
us many hints at a time when global climate change has become an

—m issue. Through Hindin's works, which have taken shape over
iod of time, we too can envision a magnificent time that
he future.
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Tamura Yuichiro
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Born 1977 in Toyama, Japan. Based in Kyoto, Japan.
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Invisible Hands

2022

Mixed media

Collection of the artist

Director: Tamura Yuichiro

Concept Art: Seko Ryoga

Ceramic Doll Production: TK NAGOYA DOLL Co., Ltd.
Doll Modeler: Shimizu Mamoru

Computer Graphic: Matsumi Takuya

Video Management: Nishino Masanobu

Sound Design: Araki Masamitsu

Engineering: Wakihara Daisuke

Research: Mikami Mariko

Cooperation: The Seto Novelty Culture Preservation Society,
Novelty Gallery PIAF, Fujita Mizuho,

Nakano Fukune, Kiritake Kanjiro, Ogawa Kaori, Yamazaki Koji,
Mori Junpei, Nagoya University of the Art

Tamura Yuichiro imagined this space in a renovated former bonsai pot
factory warehouse as the area below a stage, with a Ningyo Joruri-style
puppet play on the theme of the Plaza Accord being staged on the upper
floor. Ningyo Joruri is renowned for Bunraku, one of its popular styles.

Among the ceramics industries that have contributed significantly
to Aichi Prefecture’s economic development since before World War
IT is the manufacture and export of ceramic dolls from Seto and
Tokoname. Sales of these novelty items peaked from the late 1970s to
the early 1980s, according to a comprehensive review of various data.*
The ceramics export industry, which expanded due to the US-guided
depreciation of the yen, was subsequently impacted by the exchange
rate between the US and Japan. As the yen appreciated from its
weakest point, when it hovered at approximately 200 yen to one US
dollar, the cost of production and export became untenable, and the
novelty doll industry in Seto and Tokoname fell into decline. Some
moved their kilns to Asia while others closed them down altogether,
but the dolls remain enduringly popular, especially among enthusiasts
and researchers.

In this context, Tamura hypothesizes that the decline of novelty
dolls was triggered by the Plaza Accord, concluded at the Plaza Hotel in
New York in 1985. The drama of the Plaza Accord unfolds as a Ningyo
Joruri-style puppet play based on the idea that the outcome of this
agreement among the finance ministers of the five countries (Japan,
the US, the UK, France, and West Germany) affected everything
from the global economy’s cycles of inflation and deflation to the fate
of local industries in Aichi Prefecture. Tamura casts the economists
Adam Smith, Karl Marx, and John Maynard Keynes as puppet masters
dressed in black (in the manner of Ningyo Joruri puppeteers) who
manipulate the characters behind the scenes. Thrilling questions emerge
as to what is kept “Still Alive” by the invisible hands of these three
presences today.

Tamura held a solo exhibition in New Zealand in 2019, and has
worked and exhibited at venues in Japan and overseas including the
2019 Asian Art Biennial at the National Taiwan Museum of Fine Arts,
Roppongi Crossing 2019: Connexions, Mori Art Museum (Tokyo), and
the Busan Biennale 2018 (South Korea).

*According to documentation provided by the Seto Novelty Culture Preservation Society.
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Kuroda Daisuke
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Born in 1982 in Kyoto, Japan. Based in Kyoto.
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Through his research, Kuroda Daisuke finds ghostly presences that
linger, forgotten and ignored, in society, and creates video works
and installations based on these. In the past few years, he has been
researching "sculpture" as a creative platform, and he is developing
a highly performative series based on motifs of sculptors and their
creative practices from the modern period onwards. Kuroda exhibits
the fruits of his half year residency in Tokoname at the former Pottery
Factory (Aoki-Seitoujyo), where the kilns that began operating in 1958
still remain.

The voice that is heard at the venue is a recording of Kuroda's
improvisational performance. Through his portrayals of sculptors
who once taught at the Tokoname Art Institute (Naito Yozo, Terauchi
Shinichi, Kikuchi Chutaro), he attempts to manifest the aesthetics
and standards of the concept of "sculpture" that was brought into
Japan in during the Meiji era and internalized. The plaster relief
that hangs on the wall is a symbol of the forgotten existence of this
land, now just a part of the scenery, and on the level above this floor
there is an exhibition of clay flutes with scenes of Tokoname, such
as brick chimneys and soot-covered sparrows. In the latter part of
the exhibition period, there will be an event at INAX MUSEUMS in
which a large group of people will blow into flutes to ritually summon
the spirit of this place (genius loci). An online meeting among the
sculptors portrayed by Kuroda plays on a monitor placed on a nearby
desk, summoning up Tokoname—a city that became the intersection
of the ceramics industry and sculpture—with various images and
media. These manifestations inhabiting Kuroda's body bring back to
life people and events that had been forgotten in this area, re-telling
stories that had been lost in the shadows.

Kuroda's recent exhibitions include 'Dokokade? Genbi' and
DOMANI @ Hiroshima 'Murakami Tomoe + Kuroda Daisuke
in Hiroshima Castle Nii u' (2022; Hi Japan), Laicité

Forestalled, Through the Eyex of Dogeza, Kyoto Art Center (2021;
Arts and Space Residency
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Horencia Sadir
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Born 1991 in San Miguel de Tucuman, Argentina. Based in Cafayate, Argentina.
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The former Pottery Factory is a single facility consisting of multiple
buildings, including one housing the former kiln and several connected
structures, where various ceramic products were produced through
different processes in each of the rooms. Not only the kiln but also
the entire site, with its beams and earthen walls, quietly conveys the
history of countless ceramic pieces produced by the clay and flame of
Tokoname and the lives of numerous people who lived there.
Florencia Sadir's work Rain of Mud (2021), composed of interconnected
small black balls, is suspended in one area of the venue. Spread out in
the space like a large curtain, the work was created in collaboration with
local Tokoname ceramic artist Mizukami Katsuo. He and other young
local ceramicists used Tokoname clay to produce more than 12,000 balls,
and Sadir worked with Mizukami and others to fire them in the field.
Sadir, who grew up in Cafayate, Salta, Argentina, engages in
dialogue with culture rooted in her place of residence, often working
collaboratively with friends and local people to create works that render
visible humanity's connection to the earth. In the Calchaqui Valley of
Argentina, a warm, dry wind known as the Zonda blows in August,
carrying large quantities of soil to the eastern foothills of the Andes and
stirring up sandstorms that transport sand for thousands of kilometers.
When‘itrains,mudatﬁnwsfallsﬁmnthe sky. Sadirdrawsinspiraﬁon
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Obana Kenichi
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Born 1981 in Gunma, Japan. Based in Akita, Japan.
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The Cabin of Fig
2022
Paper, ink, wood, acrylic paint

Cooperation: Akita University of Art

Obana Kenichi creates drawings and sculptures born from people's
lives, folklore, land landscapes and history, weaving stories that go back
and forth between fiction and reality. Although his stories drawn in a
graphic novel style do not have the dramatic development of stories that
follow the traditional East Asian plot structure, Obana has created many
works that attempt to expose contradictions and absurdities that are
found throughout the world. Characters wearing colorful masks often
appear in his works as symbols of anonymity, driving the narrative
like a storyteller. In this exhibition, Obana mounts an installation that
follows the overlapping histories of individuals and Tokoname City,
with "Ichijiku (fig) Man," who was born and lives in this area, as the
starting point.

The exhibition space—once a shop where the prototypes for
kyusu teapots were made—is lined with mobiles and drawings that
were created after half a year of research in Tokoname. Visitors will
also see incoherent jumbles of things, a little room that looks like
someone's place of rest, and tools for agricultural work. These items
were rearranged by Obana along with his pieces, but they indicate that
this place is an active workshop. The hut across from this building was
once a shop where Ichijiku Man's mother sold fresh fish. In recovering
these myriad things, Obana is not merely seeking to visualize them, he
is trying to universalize individual episodes. By establishing a "margin"
for projecting oneself, Obana is examining how the enormous volume
of stories that will soon be forgotten can be revived in the present age.

Obana's recent exhibitions include 200 nen o tagayasu [Plowing
200 years], Akita City Cultural Creation Center (2021; Japan), Oku-Noto
Triennale 2020+ (2021; Ishikawa, Japan), VOCA Exhibition 2021, The
Ueno Royal Museum (2021; Tokyo, Japan), The Ecology of Expression:
Remalking Our Relations with the World, Arts Maebashi (2019; Gunma,
Japan). Obana was awarded the VOCA Prize at VOCA Exhibition 2021
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Koie Ryoji
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Born 1938 in Aichi, Japan. Lived and worked in Aichi and Gifu, Japan. Died in 2020 in Aichi.
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Born in Tokoname City, Koie Ryoji first encountered clay while
working part-time at a clay pipe factory. After graduating from the
ceramics department of Tokoname High School, he studied ceramics
while working in the tile manufacturing industry, and in 1966 he left
the Tokoname Municipal Ceramics Research Institute to become an
independent potter.

At first Koie studied traditional ceramic techniques, but in the
1960s he was so strongly influenced by Yagi Kazuo, a pioneer of
avant-garde ceramics, that he would commute all the way to Kyoto
just to study with him. In 1970, he worked with Inaba Minoru, Sugie
Junpei, Yoshik M ichi, Shibata Masaaki, and other artists
from Tokoname to create ceramic benches to be exhibited at Expo ‘70
in Osaka. He continued to work from Tokoname with an eye on the
world, also participating in the avant-garde ceramic activities of the
Tokoname Zokei Group made up of these artists, for example. Koie
did not limit himself to the conventional framework of “ceramic art.”
Rather, he continued his pursuit of life, moving back and forth
between the realms of contemporary art and ceramics, using the
fundamental materials of fire and earth in his works.

The works on display at the INAX MUSEUMS, which contains a
kiln of its own, include a group of Koie's masterpieces that
continuously reconsidered what it means to fire clay with flames while
maintaining a strong social message at their core, such as Testimonies
- Sewing Machine (1973) and Chernobyl Series (1989-90), both of which
demonstrate an anti-nuclear stance. Koie has shown his work at
numerous exhibitions, including C y Ce I: What is

e

now possible with clay and fire, Yamaguchi Prefectural Art Museum
(1982) and Contemporary Ceramics 1950-1990, Aichi Prefectural
steumofAn(l%:i),andmhghlyregmﬂedbothmJap 0a
for how he transcends the boundaries
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Began collaboration in 2001 and based in Berlin, Germany.
Wolfgang Prinz: Born 1969 in Leutkirch, Germany.
Michel Gholam: Born 1963 in Beirut, Lebanon.
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The Takeda House is a mercantile house that continues to be run by
descendants of Takeda Shokuro, who is credited with originating
Arimatsu Narumi shibori, a type of traditional Japanese tie-dyed
fabric that began to be produced in abund: early in the th
century, during Japan's Edo period. The house has a history of using
various techniques to sell shibori fabric products to people passing
along the Tokaido (the highway connecting Kyoto and Edo), and
getting them to distribute the products. In the rooms of the Takeda
House, a number of expressive-looking face masks created by Prinz
Gholam have been hung on walls and transoms.

Since ancient times, masks have been used in various contexts,
including religious ceremonies and rituals, theatrical performances
and balls, and for magical purposes. Masks can change the wearer's
personality or to transform the wearer into an anonymous entity.
Masks are used for hygienic reasons, particularly since the COVID-19
pandemic, but at the same time they cover up people’s faces and facial
expressions, so they have come to carry multifaceted meanings, both
epidemiologically and socially. In our current era, which we might
call an era of plague, Prinz Gholam's masks, recorded performance
sessions and the title (There are eyes) provoke reflection on the situation
we are all in.The individually drawn masks function as an interface
between the perfc bodies and the di which are seen in the
background of the video. The face of the performer becomes transient,
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Born 1962 in Veracruz, Mexico. Based in Tokyo, Japan and Mexico City, Mexico.
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The Takeda Family Residence in Arimatsu is a merchant house
descended from Takeda Shokuro, who established a new village along
the Tokaido road in 1608 and started the Arimatsu shibori (tie-dyeing)
business. Among these, the “Saisho-an” tearoom is the oldest structure,
and is said to have been visited by Tokugawa Iemochi, the 14th
Tokugawa Shogun. Gabriel Orozco’s Roto Shaku series was inspired by
the shaku, a unit of length widely used in East Asia, including Japan.
The shaku is said to be based on the length of an outstretched thumb
and index finger or arm bone, and is still used in Japan in such fields as
architecture and Japanese dressmaking. The Roto Shaku are made from
the most common wooden building material, in lengths of 6 shaku (182
cm) and 3 shaku (91 cm). This length also corresponds to that of tatami
straw mats in a tearoom. On its surface, geometric shapes have been
formed using colorful industrial tapes, such as curing and masking tape

Displayed in the tokonoma alcove and on the walls is Orozco's Obi
Scroll series, hanging scrolls made of old Japanese fabric along with
sculptures carved out of marble in various circular shapes and drawings
on notepads notepads that were given to him by a cab driver. For the
hanging scrolls, old fabrics are cut into circles and eye circular shapes
and inverted. All of these, from the Roto Shaku and Obi Scrolls to the
drawings on the taxi pad, share a certain sense of movement based on
rotation, inversion, and repetition. In Zen Buddhism, the circular enso
form in calligraphy is depicted as the symbol of an infinite universe
with neither beginning nor end, and the works that Orozco has placed
in Saisho-an also allude to a state of infinite connection and change as
each circle begins to rotate, creating relationships with each other and
the history of materials and space. Tearooms and tea bowls are often
likened to unique cosmic spaces, and here, too, a new infinite universe
seems to have been created.

Since the 1990s, Gabriel Orozco has been active at the forefront
of the field of contemporary art that has spread around the world,
producing works within everyday landscapes evoking a certain
universality that transcends cultures. He held major solo exhibitions
at the Museum of Modern Art in New York in 2009, and the Museum
of Contemporary Art Tokyo in 2015.
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‘museum storage room where much of the video piece An
ation through many minds (2019) takes place. This storeroom is

of the Phoebe A. Hearst Museum of Anthropology in the US,
‘which has a collection including items such as baskets, winter clothing,
and tobacco pouches passed down from generation to generation
among the Indigenous peoples of Alaska and interwoven with traces
of their cultural practices and knowledge. The first half of the video is
silent, reflecting the way the objects are hidden from view in a storage
room, and Lukin Linklater carefully handles each item of her ancestors’
handiwork as if turning the pages of an old book. Lukin Linklater's
work is often d with embodied knowledges. Her i
with dancers allow for Indigenous ideas to be physicalized within this
storeroom.

Meanwhile, kohkom scarf sculptures exerts a powerful physical
presence in the storehouse. Kohkom scarves are worn by the
“kohkoms,” or dmoth and other i bers within
different contexts on Turtle Island (an indigenous name for the North
American continent). For this exhibition, a blue scarf was chosen for
its association with the west (the direction of this venue when seen
from Alaska), and with the earth, stones, and mountains. Stones
gathered from Aichi Prefecture are placed in relation to the kohkom
scarf sculptures. In accordance with the artist's written instructions,
the intent of the work was explained to stones by a river, the stones
were then carefully handled so that they could see the scenery while in
transit, and after the Triennale closes, they will be returned to the river
from which they came. The entire work consisting of these elements is
titled grassesgrassesgrasses.* Lukin Linklater's work is informed by the
process of caring for, relearning, restoring, and passing on practices,
and by awareness of the need to protect Indigenous knowledges and
cultures from the rampant consumerism of the capitalist economy.

Lukin Linklater has exhibited her work at the New Museum
Triennial in New York in 2021 and the San Francisco Museum of
Modern Art in the US, and her first book of poetry, Slow Scrape, was
published in 2020.

*Quote from Layli Long Soldier's poetry collection Wiereas (2017, Graywolf Press). Lukin
Linklater chose this phrase as the title of her work because of the poem's references o the
violence of American history, the phrase’s connection 10 “the grassroots people” (a term

sometimes used to refer to indigenous peoples of Canada), and its association with the earth
and stone elements of the work.
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Born 1975 in Apia, Samoa. Based in Apia.
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The five kimonos on display are titled #—E7?37: (Samoa no uta)
A Song About Samoa — Fanua (Land), and are the second part of Yuki
Kihara's five-year project that has drawn international attention since
the artist was selected to represent New Zealand at the 59th Venice
Biennale (currently underway). At one end of the room are simple
kimonos from a bygone era and photos of men and women in formal
wear, which are her 's kimono and of her
grandparents.

F—E7D37= (Samoa no uta) A Song About Samoa fuses siapo,
traditional Samoan textiles made from the inner bark fibers of the
paper mulberry trees, with the cultural context of firisode (long-sleeved
kimono). and tells a story about Kihara's identity as the child of a
Japanese father and Samoan mother. The work drew inspiration from
“Samoa-to no uta” (Song of the Samoan Islands). a well-known song in
Japan said to have been inspired by public broadcaster NHKs filming
oflocal children singing and dancing in Samoa in the late 1950s. Kihara
says she was strongly impacted by the lyrics, which have the effect of
stereotyping and exoticizing Samoa.

H—ETDI7= (Samoa no uta) A Song About Samoa addresses
cultural, environmental, and socioeconomic issues facing Samoa
today in the medium of siapo, handcrafted textiles which are among
the islands’ oldest traditional crafts. The process in which the surfaces
are handcrafted by multiple artisans and members of Kihara's family
also reveals the deep-rooted communitarian society of Samoa. This
work in particular dynamically depicts the domino effect of the
globalized capitalist economy on Samoa. in a manner that resonates
with the composition of the series employing siapo kimono as a
canvas. This work surely resonates with all viewers affected (as we
all are) by dilemmas of regional survival, such as the preservation of
tradition versus innovation, and the impact of the global on the local.
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AKI INOMATA
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Born 1983 in Tokyo, Japan. Based in Tokyo.
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AKI INOMATA is known for her observations of the various
distinctive characteristics of life in the natural world, and her works
made in “collaboration” with non-human creatures such as hermit
crabs, beavers, and pearl oysters. For this exhibition, the artist worked
with Shibori-Dyeing Kuno-Studio to create a kind of confusion of
the tie-dyeing techniques developed in Arimatsu and the techniques
used by mi i bagworm moth larvae to create their nests. In

T3 KON REOA NI/ AV DFIPTVHERLL:
INOMATAIR, AN DA EI) 2ATE X 3 ) 24T
BHVFLI

Wk AR BMFEETE AR oA ROKMETT .
ZOTEAERS 2N, AR B DXLV FEEO LA RE R
RBI LY OWEIER BRI ATE DL THS) (2021) HRIR SR
TOET, F2 BOKBOBHHEMII, AR - WY THED>
2 BVAMBITOWIARETRIR ST T, AR - i A°
RIS HEHTI0EE L, LOBHAEALZS AL vbhTuET
A AAEIZIRT7=5 = e IR Y sy 5 A B JT W7
DR Iy ok pfibhcogy.

512 INOMATAMR, 3/ AXHIULL B O/ H ORI RS0
BEBEEF 7, HLORDFOOHHEERLEL ZOBHE
(#7322 KODAELINTH VT, IR DL AADIREY,
mumﬂnm TJLEH LEADPLEORTVES . &
DFLCIHRDEFRIAL LV, MROFER DM E L
HbETRRLTOET . BROHEIR, HIAb/ T HBEH 1T
INLTHRERILES

NHRZRRIAGEOREDYR, ZIDHEFNDIOXRFRT S
AKIINOMATAI. £:iR21 4 3 4 8 (2022) , AL S it 32564
#(2019) . HRIEHIBLCSEAIAE (2019) 22 THEE B fE, [Broken
Nature)=2—3 =73 REHAE (2021, KE). 522037/ - b=y
F=L(019. 4 F) TGS 2L GEFERPEEoTWET —
TAAMDME TS

Arimatsu-Narumi Shibori, the cloth is tied with thread, sewn and
tightened, to create areas that will not take on the dye, and then dyed
with a variety of patterns. INOMATA felt that this cloth in its wrapped
state resembled a bagworm's protective cases, so she gave bagworms
some Arimatsu tie-dyed cloth and asked them to make protective cases
with it.

‘The House of Oka where INOMATA exhibits her work is a shibori
tie-dye wholesaler in Arimatsu founded in the late Edo period. On
display in this former workshop space is a video work entitled Passing
her a piece of cloth (2021), which depicts a bagworm eating leaves
while wearing a beautiful Arimatsu-Narumi Shibori protective cases.
In this space with a high-ceilinged skylight, a bagworm wearing an
Arimatsu-Narumi Shibori coat is displayed attached to a twig. It is said
that more than 100 different patterns were created as Arimatsu-Narumi
Shibori was developed, and some of the techniques used in this work
are Yatara Miura Shibori, Karamatsu Shibori, Nuisuji Mokume Shibori,
Boshi Shibori, Hinode Shibori, Kikai Kumo Shibori, and others.

INOMATA has also developed a new tie-dye technique based on
that seen on the wings of the bagworm moth after it emerges from
its chrysalis. This pattern is taken from the fungus-feeding bagworm
and the wood boring moth, a species that is evolutionarily older than
the common bagworm moth, and whose adult females also turn into
‘moths and fly with their wings. This new bagworm moth pattern has
been made into a fan and displayed together with chests of drawers
and other objects from the Oka family’s Shinzashiki. The wing-shaped
fan creates a breeze, as if the bagworm moth were flying.

AKI INOMATA explores relationships with living organisms
beyond the human world and the things and phenomena that emerge
from them. She has held solo exhibitions at the 21st Century Museum
of Contemporary Art, Kanazawa (2022; Ishikawa, Japan), the Towada
Art Center (2019; Aomori, Japan), and Kitakyushu Municipal Museum
of Art (2019; Fukuoka, Japan), in addition to showing her work at
Broken Nature at the Museum of Modern Art, New York (2021; USA)
and the 22nd Triennale di Milano (2019: Italy), and is one of the artists
who has been attracting increasing attention in recent years.
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Born 1973 in Woomera, Australia. Based in Melbourne, Australia.
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* Una Ray, “The Myth of Empty Country And the Story of ‘Deadly’ Glass," di’van | A
Journal of Accounts, DIVAN ART JOURNAL and University of NSW Art & Design,
Sydney, March 2021 (isuue 9), pp. 42-52.
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Orford ness
2022

1000 blown glass yams, stainless steel and reinforced wire
Collection of the artist

The Arimatsu and Narumi shibori textile workshop Harisho,
established in 1897, has carried on traditions such as sekka (snowflake)
shibori using Chita cotton, and after World War II revived the
traditional technique of mame [bean] shibori. Here Scarce's Orford
ness (2022) occupies half of the space. Visitors can walk through
approximately 1,000 pieces of suspended glass that evoke clouds and
rain, and can also see historical materials relating to Harisho, which
exported large amounts of colorfully dyed shibori textiles to Congo,
Africa in the immediate postwar period. Meanwhile, the roots of
Scarce's practice can be traced to the Cold War.

Scarce was born in Woomera, with maternal grandparents of the
Aboriginal Australian Kokatha and Nukunu people. Between 1952 and
1957, during the admini ion of Prime Mini Robert M
twelve large-scale nuclear tests were conducted by the British in South
Australia and Western Australia, and seven of these were conducted at
Maralinga, 600 km west of Woomera.* Scarce’s practice is motivated
by the responsibility to remember and retell ancestral stories, and by
the history and shared memory of a land scarred by human wrongs
such as war and colonialism. The glass pieces are shaped like yams,
a staple food of the Aboriginal people of Australia and an important
cultural and spiritual symbol.

Her works convey to humankind, which consistently fails to
from history, a memento mori (reminder of death), urging
of casualties of nuclear testing, forced displacement o
contamination of the environment. Given
one may also be reminded of art history, in
a favored European painting subject after tt
the 14th century.

Scarce has had solo and group exhibi
Contemporary Native Arts (Santa Fe
Australian Centre for Contempo
Modern Art (Brisbane) (2021), 2
Victoria, Australia.
*Una Ray, “The Myth of Empty
Accounts, Divan Art Journal and
9), pp. 42-52.
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Born 1971 in Kota Kinabalu, Malaysia. Based in Kota Kinabalu.
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In this space, which was a kimono shop until 2021, one can easily
envision kimono fabrics being rolled and unrolled on the tatami-mat
floor. As if in response to this imagined scene, Yee I-Lann's 7ikar
Reben (2020) is displayed as if rhythmically swooping down from
the ceiling. 7ikar means a woven mat in the Malay language. It is
usually spread on the floor. The culture of weaving mats is widespread
throughout the Asia-Pacific region, from Southeast Asia where Yee is
active, to the Pacific islands.

The table, a significant motif in Yee's work, creates differences in

eye level and symbolizes power gaps in architectural space, between
ruler and ruled in the context of formerly colonialized Southeast Asia.
By contrast, fikar laid on the floor creates a space for all people to
gather, and suggest a more horizontal, democratic stance and resistance
to patriarchy. Traditional farmers’ markets in Yee's birthplace Sabah,
are known as tamu. Since pre-colonial times, fikar were common items
found at these zamu. The tamu are microcosms of society and meeting
places where diverse, sometimes hostile ethnic groups would gather and
exchange their produce. Yee has drawn inspiration from the traditional
tamu and tikar to make contemporary commentary about communities
and socio-geopolitics.
The designs found within 7ikar Reben are an index or ‘dictionary’ of
multilingual and multi-generational basic heritage counting patterns
that communicates weaving techniques and knowledge passed down
among people of multiple generations and languages. Tikar Reben in
its woven ribbon form, and the accompanying video, documents the
rolling out of this tikar across the 54m divide between the Malaysian
Omadal Island village and the stateless Bajau Sama DiLaut weavers'
water village. The weaving thus becomes a cultural bridge between
the two communities that celebrates shared cultural identity across a
geopolitical landscape marked by prejudi
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Born 1985 in Aichi, Japan. Based in Mie, Japan.
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Miyata Asuka launched the Arimatsu Knitting'n and Stitching Group
a month and a half before the Aichi Triennale’s opening. The group
works with local residents and visitors to create a new community
through knitting and conversation. It creates a space where people
gather to exchange knowledge and stories about knitting, crocheting,
needlework and so forth, and learn from each other about “the knitting
of life.” The group offers opportunities for the wisdom of elders who
have lived through the turbulent prewar and postwar years to be shared
across generations.

In addition to creating works using electronic knitting machine
and yarn, Miyata has organized and managed community-based
handcrafting clubs in Minato-ku, Nagoya since 2017, and in the
Kanaiwa district of Kanazawa City in 2021. While researching changes
in the social nature of household activities and learning through the
handcrafting clubs she has established, Miyata explores the nature
of handcrafts such as needlework, crocheting, quilting and so forth,

which are differentiated from both traditional crafts and contemporary
art.

Prior to the launch of the Arimatsu Knitting'n and Stitching Group,
a two-day workshop was held in collaboration with Minami Medical
Health Co-op, in which already-used fastening yarn obtained from
cted to mak

textile artisans in Arimatsu was unraveled and



