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The Culture City of East Asia program was created based on an agreement at a meeting of
ministers of culture from Japan, China and South Korea. Each year, one city in each of the
participating countries seeking to develop through arts and culture is selected and hosts a
variety of cultural and artistic events related to contemporary arts and culture, traditional
culture, and various lifestyles. The Culture City of East Asia program thus encourages deeper
mutual understanding and stronger solidarity within East Asia and strengthens the ability to
internationally promote the diverse culture of the region. (Source: the Agency for Cultural Affairs website)

PIOM3I0 4

In 2018, Kanazawa (Japan), Harbin (China) and Busan (South Korea) were selected and held a range of
different events.

Twenty-two artists from Japan, South Korea and China were invited by the 21st Century Museum
of Contemporary Art, Kanazawa to participate in the “Altering Home” exhibition of neighborhood
encounters with East Asian art, held between September 15 and November 4 as a core event

in Kanazawa’s Culture City of East Asia 2018 program. None of the three areas that served as
venues for the exhibition is well known as a tourist destination, yet they all retain the atmosphere
of the feudal government period and are stages for the kind of daily life that is typical of
Kanazawa. Extending in a westerly direction from the Sai River, the Teramachi/Nomachi/lzumi
area has charming backstreets and alleyways, including the old Hokkoku Kaido, once the main
entrance to the castle town, along with some seventy temples. The Ishibiki area, whose name (which
literally means “pulling rocks”) derives from the fact that it was the source of the stone used to build
Kanazawa Castle, is alive with daily activity on account of its schools, welfare institutions and
ahove all its shopping arcade, while the Hirosaka area, which is adjacent to Kanazawa Castle,
continues to thrive as the city’s epicenter. “Altering Home” provided an opportunity for visitors
to encounter contemporary East Asian art in local neighborhoods while strolling through these
backstreets and alleyways. It is our hope that this publication, which in addition to providing a
record of the exhibited works gathers together tracings of related activities, will enable readers
to rediscover that appeal.

The artworks unveiled at the exhibition were responses hy the 22 artists on the theme of “home”
to the traces of things hoth tangible and intangible that remained in each of the currently
unused houses, stores or other locations with strong connections to the local community that
were selected as sites. In our modern age, a “home” is structured as a discrete social system.
Although the architectural/physical “house” is easy to generalize, the “home” is fused with
underlying emotions, customs and culture at large, its meaning difficult to grasp unless it is
considered from multiple angles. In particular, with movement now having become the norm
through globalization, can a “home” he anywhere? Can it be in several different locations, or
possibly nowhere? Based on these questions, the intersections of the viewpoints of curators and
artists/artworks came to fruition in the artworks and programs.

We would like to express our heartfelt gratitude to all the people of Kanazawa and the supporters
for their wide-ranging support and cooperation in the staging of this exhibition.

The 21st Century Museum of Contemporary Art, Kanazawa, is committed to realizing international
exchange through art with a view to generating new values as an art museum that moves in step
with contemporary society.

21st Century Museum of Contemporary Art, Kanazawa

005



004

008

017

019

020
026
028

128
134
138
140

006

THuwED
WE[ERTIR]

BB X (SRNHEREREF—7 Far—5—)

<7

IRIRTY7

JIMR IE
Fueo—ox
V=4

BETOITL AR DRRER
YR—FAN—DEE

L ERY - BESEY
IR$RES)

B | Contents

033

034
038

042
048
056
060
066
070
074
082
086
090
094

FET - BFET - RTY7

FxeyzA
LreXaruz &
Farearik
E¥YINY::
YRy
BEXREF

HLEE
Jyea—

R Rk
XLRYv D
Jebrazer
FEE—=
AETR+AMERRE

NreYJkar

099

100
104
108
12
118
124

Aslz)7

BRERREE K—
A &

A NI
F—Xhtx

REHK
YoearYre

Contents

005

012

017

019

020
026
028

Foreword

Essay “Altering Home”

KUROSAWA Hiromi (Chief Curator, 21st Century Museum of Contemporary Art, Kanazawa)

MAP

Hirosaka area

KAWAMATA Tadashi
QIU Zhijie
MIYAKE Mai

033

034
038

042
048
056
060
066
070
074
082
086
090
094

Teramachi / Nomachi / Izumi area

CHEN Wei

MOON Kyungwon &
JEON Joonho

SAWA Hiraki

SONG Dong
MIYANAGA Aiko
MURAKAMI Satoshi
GE Yulu

Do Ho SUH
Gimhongsok

LI Binyuan

INO Ichizo
Kiyomi + Tetsuhiro UOZUMI
HAN Seok Hyun

099

100

104
108
12
118
124

Ishibiki area

HOO.
Landscape and food works

YAMAMOTO Motoi
LEE Hansol

0HGI Kanae

OH Haji

YANG Yongliang

007



S o o} I R

(—R—Thd - IR SRR k) WD R SHE

008

ZAT3R | Altering Home

R7ST7 XM T ORMEICHIY. £RAEEMEG [FLBHrBER [ERTS
R 2HELE @SB EENEOVDLYOZKRIML - Xa—7 (AW EFIENZER
BTRE EMBEOEBICHIREIRIBEEN, FPOAELV--AEOER L
THRERERTIEVIT5>TH S, RN IR EME F LT ERO F.OH
BICHoT, bEHERBRICU LTI LOTEBMMELH 2 HL. HERVNLLE
EITBELPERINTEL, LEAST [FBHEESIIENEOLSI BT EE
LRMCEZOTR L HHPEMBLEEFLLTULBLEOS IR T, SANMMOEEH X
(THEIRNIEEMEB O LTIHHERETILS5 . o ZEM»roEROEBK
FRATERSISERERICLEVCEEZTWE [ER TR BXFBY [R] =2
WTOERED, BEYoHEE. Bilf. EERLEET—<ICLEDOTH L, HFRIIE
FEADALPMEATOT ENENBELRZELLELTUL S, HLEECTEDLIRR
EA BEREETRICBIOH BELOBEMHIREROHD, Riclb3MEEDOE
B, T8bb, EOLI BT/ ORI EVCIUFTORMETH->T, LB LETH
B, BYMIECLIRIOTH>T HBFAREYEIAIELLETIR] ELTR—
T3, LT NIE.FTAPEEICEICOVWTEZ, RICETIEDBELELTESE
EE2BEDEEROLIIOE LN, SoT[ERTBIR] B33 [RIGAM
doTHEEONEZHEBHOENTHIEERMIRICLTULBILEEECTE S,
LT TERI LR BOBFHEDLZLTHYREOL T TH 3, ROBEKCAf
EOERE. [R] LFEVAEHEOERTH S,

CHETRIBELVCEAREORTHETEH0LEHFTYICHHIEYERICEZLNTE
2 BRTRY¥OEKRDD L, oTELVWT WS, F BB oBHIRIRPILED
EZHEESZ RENEGOSHER. REFIECHEBF cEkEDELL
D20HB, RiFLHMICHEHCERINEEAOHZIEH LW ILVIE. BLLBMOTA
OFT AREN. RBNRFELL > AROL i HRFHIEEHHERELEZ
BLTHHERVCDDH3F T ERLIERCELONIACEREBALTUL(DD
LhZw, ROXIBIEILHMRPENORIETREZ. AHOBEEOESROEIER
TOTHY. 4R (R BHERICERLE. EVWDEZEIZRVTHSI, ZORRATFT
F.REOEZGIAZEHRICTS HoldRVEEE,ITERTIMIc. BHH»R
ZTWEHBOHIFRZBBY, XIROEDLY. R OEDLZ. LVWITLERIFANE E
COBRLELTRE EREMBEPRALLEXETHBEEZBOT. [R] =2
WTHELE, MEDDFRRICE->TEANBERTIIE WD HREHNFHBLT
WBILEHEETETH S,

REFLEMEITR(EMERIZH B, RISEBAY. L. HTW(ET RAEE Do
EA4DEHRERTELTOT. SRR OERLELTEDS IR, REIMIcb-
TAZICEELNEREERINLEBBTHRBLTOT BELCHFIRIZINBZLY
I bEEZIhEREIND, ROTERALFEHLZRYIE. RYLCEIRIEEIATH
(bots,

Tk ARRcE2FE. BE BRAOEMRELI [ERTIR] 2E80L5 <R
21D b

REBABOEALAFT. HIVRER~NOEEOFEERTHIOTH 34, ¥hid
HHEAHBRERENY TR AMOMESKICELIZMORATY~EGHAT
3 BHMLLE - EEN TARLEHM~ONAEZREFTIIRECHESKIE. BH

PELLOER EIcFRAFEELTOT, AR ICHEEPELTETECILYIREDN
TH5, BECPERLE S OCRERBLHEMEI B HELIYDRBROLIES
BTHY, ADRBERES P HLHE(HFEELTV S, ZRIFRBTI0BAOTATL
PEROEBEDHF RINENORLCEHE. ERACEBEV LM OB RERT
BERXcERERE T FU-O—CzRIBLVRNIBRTHIREXFTEME
B AP IANERELETIA. HAVORXFIFHZr 02, ALY
FcBAXFoHadbt i TEMoERIRAZERLTILES FEATIRED
SHAVBERTH 2, VIV EOREREFRRTAEL L LY. TEREL
EESFBE>THEITCALEBEANZIRTH 3, RICHANFTAELTHNZ EIT
Vo DIREER. AL FERBRELLTED [R] AADSBETOELTITHILLTE
UCAALVEKRZEOC XLTRNMZEHTHIELRVEVC—HZHET RELFADOLS
IPROBHERDBENS . ELHTRFENLIETHEI(BOTHorb 2
31535,

EYEEOMKRORBELBBHLIELY ~Fa>Us> & Far - Jarkid. BRER
EERREWIZTORKEEZBEICED, BIREL>TALWIIBR S THE, #io
FTRITTICELLTADBEEICIEALE W, BYMDE. HEAHRELIED T
THRRALENTH 2, FEolHLPRETEM I OB RRTZEF-¢. B8R
BREMICERTIERLEEHMTHEILETE LD,

A2z EFTHETIRREETXRMERICLTHEAWEZFETARLEZR
RERBHE FA— 3. EBEPHEVIcI-oTHAINLREEEDTHROWE
ERLTHAYE L, 2bVbERF. HLEFVWTAEIBREROERETIREVIEM %,
GLAA4P LI FAEHRHRELTEZ. 0L EMI»HEILTRYMZDEAR
OROEEEFALT BERTIBELIc, CNENBRGEREER L, BE&ILHE
M ERATHIH)ARCLHEER TS, SDOERERTWIbELEREDHE
FRE.DHFTLHRARELTRATERO. S TR EMTH 2, X FhoBEIE. B
ROZRHMBRRE,INEYHABHYTAZELIROCOI I bOTREECHEE
RHEZRTICHEFTH2, RE. K. BRE. BoRLVSLEDORIROTXXE
TH3, WHAMHBbBRVHDALEIDBETRMIIE LRI TERVH, AHOEHAIC
doTIRLHTRELTHENS ZLZOBFIIIMRK ISR S, N>V Zka  BRHE
BT OREEBFELTVS, YHAo - TIEMICLEREBREEYE LRI
MBS0 AR0BRETH 2, ARV HIRIERLL>TEETLIS R
BEIALoMEBFRITRIEEIA, A2icfluditd, Yo -azyro b . EX
ZHTEEOBFRICBZAFTTVS, NFELTZ 70— NIRARGFEECIEEHR
CHLBLT. KE(G5RBRTE-TUW B BT bERN b OToHMITAEICEH
SR HLOWARAFRERIOATLS, Yoo RbEL R EAZ LR L R
Al FEOBREEZMRTHOLITH 3, Vo LAMRKRTETNEFz> - vz(DE
Ei2iZ 180 ERUBOEE IR EEI LV EEREATBLTOT—HREATOF
RobL—BEET, 7y canv—RB VSN AR ZE~ONAZREZLEN. BED
EoBEAAFI~ORIMEVWILVIE. SVBEILETZ/o S —icd-TERsh5#
RHBERICRTEDOL, KRR -2y Ll EHHEFEREE2EST i1t
RcERTIHo-EHROSEIPFEZTLS,

REAFESERERABREER. ChETOFEI DO KRERTH o1 EREIE
TECHEHMOBTR. LYbF Lt NVHAL BRI, £EHoM EERIEL
FRERELTHRAKIbELINI, Y EvaFricid, T B R 2 0B A T

009



010

ZAT3R | Altering Home

Ah. RIEELHOBRICELHTHEEIZ LI BT, MU HFER PRI B
TAE. REVESEEHLEFHME L MOMEBOALRLTHMEFROK U >EIC
SoTHHAINBLERTHDE, FLAKR Yy 7R BERT7ZST7 B 0 B LI
CEELBUEMEROBVWRAEOH B CHFINT. HoALE It 0EEED
AERFO—PTH2, LB ICEZZ A0 THETHMMEERIG. S5 L-E
RRZICBERDPHZ200HLAT. BRICB-THHARERBIHEFEELTY
3, MOECHET. —AA0—BHZBAERRLEL, DR FXRME, BRICIZH
YBRWCHERDOANELOEBOREERIZLTW3, Tbir o/ R EERE
DHEREDL. BELBEEOBRCIVARESTZOBLAK L,
EAEFRIACHICHARREET IS ICI->T. ZRT#ETIRETILS IcfER%E
RELTEHEICEINIRREEREICHEHLE BB REIPEZLAKTRD
BICREFYVHL ALERICBEEREFVH T CLTREICI-TERTES7
2V DATSzDVEDIIEEL A, DIVEDEBFEBRHTV S, RIFEMLITY
B THHEELZRV, CORTIE [RE] oRDYICHEBOBHSEEN ICE
IARTHLOZEMEZERLTOWZ0E, FRE—=ZF [~V boDYbo] LLTEDOE)
MRFELDBREED FEICE-TIRLETHBEWI, COLIRRIIEL RHE
TEHo1ELTH. ROFTOEMEFELHY. A2DEMDIcEIRYIZERS
NBRINATL
EREABHIC. REMICHHIELTIHMEEMORBEEMETI0RAEYE
FE+AFRREDIETH S, bEVEDROTELZEROLZVWPOKRETFAI
doT REIFLOERLLTYYERONZ, AE 0P TRIEALZYICEERSTEL
TOTHBRERHIATERETEROA, BELTHHRLTILE ERICHBER
EROERICHD I, (2AD/—FEFHOWbOERIE. £5THvb7—21bEh
T3 HRERFOLIT b THBNERZEH S,
HOLALOBbYTEFNZHHEIFE. NI EHTRLGIRE
FTHRUARELL AUV KoTRELBVREREFOAELE OV ERYILR
RREE. MERELTMELTRIFLET 2. ERIEBELREN 4] TEBLE.
HEAIh-RELE BECEINEIIORELY, IoLESEELLTHRELS
N BIRTHEILOFICEEZIALEEROUS. RUERICL-TEEZONERE
E btz A2 RBETHLESNhEL2 (RIS A—XHFTERATHFE
DEERTH-oLHE - MABEORLFEHOLHTHAS . BEOTAT> T4 T4 %
HEHIBELIESERYICIoTIHAREIELI, RE AR RBBEIF LR VM
T AERCI-TERLEE I REZ A—F 02— RBARORELHbE-. 4
FIZB-THRELIBIAL EH B, ThbL, ADME-TIRUHTEMELTE DI
BETIOTH2, EERIBLBOHEFELEH OBMYPHEAL LT BT B ISR
D3 MEERBHEF eIV EAOBBORKRTHY. ¢the FicoFaKRE
BA4DREERBELTHI CEIc BBV, ELHFRTTICRLELIKROH .
TRBEANEYEORICESLIDOEAIA . BERTRAER V., LR OEKRICRS
EHOZIC AN« DBEHEDE12T3,
BEBEEAZRYEB(HAEZRBE I3 FE0BEVCERAL,ICLESYDOERIZDL
TERLTE IS, 7oFrevnv=s—nricffzid. B2 EYI(IH R ZINETS
FELSNE2HZ, BRI T ICHNICRNOBRRITEF2HAEZRETHE
EHNCKETIEH WY B BN BREZE I BHIFoHRERH S ETH S,
BERYY Friclid. BERF EBEoEZICEV, VYo Fr3FoREIC/7ER

MNBREER IS DI, BEEHE M- ETEDLI. ERNHL L TERFHR
L. BEAYDCHINEZRTH S, VELVRICAZEREBKOKZIcHZ [E] D
BFECHEEIEL LRI AR . ER. BAECEEHMoZSER. RETERERA
CIEERLTULBEVNIDAY L Fr0EZTHY. BOINEZICENTELTHSED
ORIERTRRICI->THFEHG AR LRNSBNEZIBOTBELBES
BYBLEDPDEFEETE, CLTAALHESoBREZIRIZELEZ,ALAHLTER
TEHANOLEHETHIRE, A«LOBBRTR4IRZET,

R7ST7XEHBHTEEMEBLTHRAZNY. ZHREHROBFELZEVCHERTS
TEEEABRETICRAVEATH L HENBRO [(REELAbHEZ7—2
2av7 | BEDOREDERTEIZZD0EN. HEORERACELHFLLEIEDE
WHFIC. ROBEEAA—JIH. SHICARBRLEBLETEENI Dok, KERH
B5UE RALEETRINZBAROZMbEHROEMS. LA L [Th] %
AW LG BEORBRICI->THEEIATL EILTRENIC. DEDORIF
FIHLLIDBVEEERLTVRIERTTHZ, XIEWER G oRAE oI
AEBH. BRIAPTAERIFEGIEFEVCICENICEREIANAEI RLTHT
ZEEEMREYLBECEICLBETAIEBRDR G, SvF Ty X Yy envicdd [—8
1B TNVTRBBIPRBICEALERELW AT =R THot, DEDDT—
IneSHEBRALPBAT. BREYRALYERELETTS, ZREIHT50I15R
YEEINBRIAL - T—T R BV ICEFLRELEAHRIB L THIESNZ. HE
FHENEI-FE7HEDR 2D, WTHIZLTHEDEETRIF(VHA BV IELS
TEZ ARG EELEVDOOHY. PETSNEBACEYINTO(HAEZIRZZ:=D
i ERORMEEIERLTLESLERD. S LEBIANKF T4TERTST O
A2EDETHOBRFNIEBLL G, EMIEEI LRI L%k E %, KL Z
ZFUTWRBELRHZOTIREVESS b,

011



(emezeuey Wy Alesodwajuog jo wnasny AInuag 1s1Z Yoje.ng Jay9) IWOIIH YMYSOYUNN

012

aWOoY suLdyy

ERF3R | Altering Home

To mark Kanazawa’s selection as a Culture City of East Asia 2018, the 21st Century
Museum of Contemporary Art, Kanazawa staged “Altering Home,” a series of
“neighborhood encounters with East Asian art.” In terms of venue, the plan was to
eschew the so-called white cube of the museum and present the works in the exhibition
as extensions of everyday life, in settings around the Museum such as vacant houses
and commercial buildings, temples and parks. Centrally located in the city of Kanazawa,
a major cultural hub in its own right, the 21st Century Museum of Contemporary Art,
Kanazawa was designed from its inception to be accessible in terms of hoth site and
spaces, in order to slot smoothly into its urban setting. Therefore, for an exhibition of
“neighborhood encounters” the idea was not to create art museum-like spaces in the
neighborhood, but present an exhibition that would allow people to discover the meaning
of works from neighborhood spaces, thus manifesting the 21st Century Museum of
Contemporary Art, Kanazawa concept even in the absence of the architecture by SANAA,
on the premise that the city streets and art museum are seamlessly connected. As the
title “Altering Home” suggests, the exhibition was a contemplation of “homes.” Yet it did
not deal with the structure, technology, or design of buildings. Many people make their
lives in our world, all in their own different ways. With whom do they live and where, in
what kind of home, and why do they leave their home and return to it? Why is that place,
their home? Such universal observations on the value of home precede any question of
home design. Buildings accompany habitation, places and buildings becoming identified
as “home” when people dwell there. This being the case, the order would seem to he:
first of all think about people inhabiting a place, then about architecture as a facsimile
of habitation. Let us note here that the “home” of “Altering Home” is thus presumed

to be a manifestation of lived human space and time. The “altering” means to change

in look or circumstance; a shift in state. Altering the meaning and value of the home is
altering the value linked to “home.”

It was once taken it for granted that a home was something that physically protected

us from the elements, but today that meaning is far less rigid. 0f particular note is

the impact of freedom of movement on notions of control and private ownership, and
changes to family structure, and social order, brought by the increasing diversity of
symholic bodies. Home is no longer so much a space with weight, firmly fixed to the land,
as a temporary, fluid entity within currents of change and chaos. At a time of growing
imbalance, when most of the world has adopted market economics, people swaddled

in capital and information may become indifferent to the notion of home. The loss of

a home is not the loss of land or buildings, suggesting rather the lack of a place for
human existence, and it must be said that the idea of “home” has now definitely altered.
Under such circumstances, Eastern ideas can be liberating. People from this part of the
world accept that as change occurs over a long period, what was visible will no longer
be seen, and context will also change, as will the world. Because in the East, rather than
any question of the pros and cons of change, people believe that a mature culture is
one that knows and understands change, they understand that “home” too, is not the
outcome of any single cause, but multiple layers of events.

Home exists alongside not only space, but time. A home has memories of the
endeavors of those involved in it—from the time they enter and live in it, to when they
depart—that remain in that place as the result of many different kinds of time. The
longer a home has been lived in, and with, the more memories remain, to be overwritten
hy new memories generated each time they are summoned into the present. The
memories of a home continue to be constructed dynamically, without limit, as long as
people are involved.

So how did artists from China, Korea and Japan, all living in the same era, interpret the
idea of “altering home”?

A home shows people’s mode of habitation, or perhaps, their method of
attachment to the world, and this can apply not only to personal, private spaces, but
to studies of spaces associated with the general loci of human beings. The work by
KAWAMATA Tadashi, which employs a structure made from waste materials to achieve
an intervention in a public space, is less a work existing as an extension of everyday
living, and being left as a permanent structure, as something temporary. The work has
considerable affinity with Eastern philosophy, in sync with time and the natural world,
and has as its core not so much form, as memories of experience, making it difficult
to separate from people’s experiences. It finds meaning in a schema that shows the
relationships demonstrated by structures, such as rivalry and harmony between internal
and external, boundaries and domains, in which the things symbolized by spaces can
only do so by human acts. QIU Zhijie, meanwhile, opens up space using stones and text,
smaller “masses” than those of Kawamata. When the stones are moved, the space also
morphs, but the interesting thing is, the presence of the characters means that the
situation in the space can change abruptly, depending on the combination of characters
placed in the same location; making this an extraordinarily cosmological piece of work.
Changing owners several times, MIYAKE Mai’s straw house is a home that plays music
and serves tea to attract passershy. This semipublic state, in which others visit the home
as guests, is intriguing in the way “home” as a physical sensation possessed by the
individuals concerned is rendered visually as human conduct. In addition, it would be fair
to say that a space just the size of a single tatami mat, the absolute minimum, with no
front or back, in which the gestures of host and guest determine the aspect of the home,
is based on a very Eastern concept.

MOON Kyungwon & JEON Joonho, who imagined the nature and history of a
huilding itself, are master manipulators of the three temporal dimensions of past,
present and future. A small confectionary factory building, deserted for many years, has
already faded into the background and no longer enters people’s vision. The interior and
exterior of the building are moreover heginning to fuse, and already in an inconstant
state. The pair brought psychological depth to the space via means of sculpture and
video, suggesting that this is an altered space connected to a different time.

HO00. Landscape and food works, who took memories shared hy the community
as a group, rendered them as text and food, and rolled them out in dramatic fashion,
gathered memories passed down via language and gesture, and transformed them
into tales for the modern day. SAWA Hiraki viewed the space of the home, with its
accumulation of vague, uncertain memories, as conversely the essential world when it
comes to humans, and made use of the structure of the Japanese house, created by the
division of a single space, positioning video works in each of the interconnecting rooms.
Video is a form of temporal expression that simultaneously generates a space. The
relationship between myself, looking at Sawa’s work, and the home, is a multidimensional
space not necessarily describable as reality. The videos of Do Ho SUH are distinguished
hy the realism of their spatial configuration, and the objects in them, and despite showing
just a single room, possess an eloquence that gives expression to the whole of the
home, and to social class and systems. Items such as furniture, clothing, tableware and
pictures on walls constitute the text of a home. Nothing can be read from an empty room
devoid of objects, and Suh’s video demonstrates vividly how only human endeavor can
give a reading of a home. HAN Seok Hyun reconsiders the urban landscape, where homes
congregate. Making a large construction of recycled and waste materials appear in a
park was a revision of the landscape. The mutual relationship of environment and subject
serves to visualize, and question, the way human beings live in collective situations. YANG
Yongliang also turns his gaze to a reconfiguration of vast urban spaces. Accelerating
globalism is pushing China out into the wider world, and swamping it in waves of change.
Both cities and rural villages change in aspect from day to day, with new landscapes
being continuously drawn. Yang’s works also serve as mirrors on China’s present, fusing

013



014

ERF3R | Altering Home

as they do traditional landscapes, and the contemporary. The photographs of CHEN Wei,
a contemporary of Yang, are suffused with a post-1980s melancholy and emptiness that
marks him out from the artists of a generation earlier. GE Yulu successfully carried out
a guerrilla-style intervention in a public space, less about rebelling against the political
system of a specific country, than the worldwide trend toward people being monitored
by ever-more-sophisticated technology. In the post-internet age, traditional China lies
dormant, while a new generation sprout branches connecting to the world.

The path of reform and opening-up pursued by China was a huge shift for that
country. Modernization brought developments in industry, science and technology, and
in particular, for farmers, engaged in a struggle with the land to survive, agricultural
reform and market liberalization aimed at improving productivity. LI Binyuan first
addressed the relationship between family and land after inheriting agricultural land on
the death of his father. The act of continually throwing himself onto the land also shows
that the space and time in which a family lived is handed down not only in land deeds,
hut by bonds of body and place. Gimhongsok’s grandfather lived through a turbulent
period in East Asian history. At the mercy of different political beliefs, and agreements
hetween larger powers, his life in itself forms part of his nation’s modern history. The
values shared by those living on the Korean Peninsula may well have their source in such
despair and want, still scarring hodies and memories deeply today. The text read while
vicariously experiencing a week in the life of a single individual, in a room containing
nothing, serves as a bridge to the life of a grandfather that in reality Gimhongsok can
never know. The little Korean-style general store he made on the street in this exhibition
perhaps also served as a kind of crevasse, connecting present and past.

MIYANAGA Aiko installed a work allowing the spectator to grasp three
dimensions aurally, via natural sounds generated at irregular intervals, drawing out, in
straightforward fashion, the sensation of heing embraced by a space. From time to time
light comes through the window, forming shadows on the plaster wall and creating an
intimate connection between person and space. One of the naphthalene objects altered
by sublimation tracks time, while the other stops time. A home can be solely neither
space, nor time. In this home, multiple times are positioned structurally as a substitute
for the “present,” engendering a new space. INO Ichizo makes lacquer figures of
animals and children as “vehicles of peace.” Ino says that for him, these are Buddhist
statues. Such figures, even if unconnected to any recognized creed, will be generated
and accepted as long as there is some kind of belief system in the home, based upon
people’s faith.

In contrast to generation, the combo of Kiyomi + Tetsuhiro UOZUMI finely
segment the home and evoke recognition of time and space. The insertion, in large
quantity, of objects unrelated to memories of the original home, means familiar
everyday objects have meaning attached to them amid an everyday in which the home is
replaced as a new realm, and cannot be peeled away only partially. However when totally
segmented, the home moves toward generation of the next new meaning. The pair’s
work, with its abundance of nodes, resembles a networked nervous system, very organic
in appearance.

YAMAMOTO Motoi and LEE Hansol, who take private emotions born out of
relationships hetween the self and others, and rigorously objectify them in sealed-off
private spaces, externalize as artworks precious, irreplaceahle memories connected
to family members and their own lives, retaining them. Their works are memories made
real, past and present meeting in the here and now. Rather than memories being left in
the past, they are invited into the present, vital and alive, giving courage to people living
amid transience and uncertainty. The more generations have lived in a house, the more
it is filled with the memories of those involved, and in turn, the more gravitas it seems to
possess. O0HGI Kanae embarked on a new untangling of the records of her tea ceremony
master and tea-house architect ancestor OHGI Rodou, in an attempt to re-read her own

identity via the words and objects left by her ancestor. A room used for tea ceremony is
a space without clear contours, its boundaries and territory defined by etiquette. Ohgi’s
unigue contemporary tea space, like those of her ancestor, arises from events. That is,
it only becomes fixed in that place as a space when used by people. OH Haji seeks to re-
spin memory, in physical acts such as weaving and knitting. The likes of knitting and
stitching, and the use of needles and hooks, are traces of the time spent by those who
laid their hands on the fabric, and wearing that as clothing is none other than donning
people’s memories as a skin. A single piece of fabric someone has refrained from
discarding was originally something that lived in an individual story, but over time lost its
name, memories also becoming hazy, in turn arousing people’s imaginations.

Finally, allow me to comment on two artists that illuminate different ways of
perceiving the world that surrounds us. According to André Leroi-Gourhan, there are two
ways of grasping the world around us: remaining still and statically surveying the world
extending around us, to the limits of our knowledge; and painting a picture of the world
by linking images gained from dynamically tracing a route. The former is closer to the
ideas of SONG Dong, and the latter, those of MURAKAMI Satoshi. Song constructed two
small rooms to the left and right in the main hall of a temple. The rooms were clad in
window frames fitted with mirrors, the top and bottom, right and left, back and front of
the interior spaces also covered in mirrors. Once inside, the spectator engaged with the
existence of “nothingness” found in Taoist teachings. Spatial dichotomies, e.g. existent
and non-existent, back and front, near and far, are actually one and the same thing in
the East, in Song’s belief, and he depicts the world using symbols that show the contrast
hetween the two, without him going anywhere. Murakami on the other hand carries around
a little house, moving and migrating. He reinterprets the home from day to day through its
relationships with people, using a house, as the smallest space that moves and changes,
reinterpreting the relationship between the individual and society in the process.

The Culture City of East Asia program was an excellent opportunity to learn more

ahout our neighbors through art, and reaffirm the mutual possibilities for allowing the
existence of many different worlds. OKADA Toshiki’s “overlapping homes” workshop
involved conveying one’s own home verbally, in this case building an image of the home
in words for a partner who has neither seen nor shared the real house, which the partner
then repeats back. Because the experiences of participants differ, naturally “gaps”
arise from the start hetween the actual space and the imaginary space hoth shown in
words that are subsequently revised through real experience. In the process, by the

end, a single home is altered to the extent that it no longer works as a home. Cultural
differences serve to complicate the situation further, but this does not present a problem
provided the parties confirm with each other in advance that amhiguity and inaccuracies
will emerge, and steps are taken to ensure no changes are forced. Xiao Ke x Zi Han’s
“more than one table” was a sublime performance, simple yet richly suggestive. A

range of people from all walks of life sit around a table, eating and drinking non-stop.
White tape stretched across the space to partition it is eliminated as they give each
other love and respect. Seen in terms of reality, this may seem utopian, but there are

too many things that will not work well as they are in any case. In order to grasp a world
consolidating into segregated individuals as community is lost, we need to recognize that
traditional values have been altered completely, and find, along with the people of East
Asia, an alternative to what we have now. And art must continue taking on the role of
that gaze.
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KAWAMATA Tadashi Kanazawa Squatters’ Project 2018
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The venue was a five-story building on a site neighboring

the 21st Century Museum of Contemporary Art, Kanazawa.
The building is conjectured to have been built in the 1970s
yet is currently empty subsequent to changes in ownership.
Kawamata Tadashi employed the entire building in producing a
new work. Utilizing the method of creating installations using
scrap wood he gave play to in the 1980s, in works exhibited

in Japan and internationally, he this time took that method in
a vertical direction and had the installation propagate and
expand as it crept upward.

On the first floor, early to recent Kawamata projects in Japan
and worldwide were displayed as an archive showing his
activities until this time. The second floor became the project
room, used for production team meetings during the production
period. For this, a large table and models were established,
and drawings and process charts by Kawamata displayed

on the walls. Reclaimed wood building materials located in
Kanazawa were used for the installation, primarily timbers
from dismantled houses and interior components from stores
and exhibition venues. On the third floor, Kawamata created a
structure using shoji screens; on the fourth floor, a structure
using fusuma panels; and on the fifth floor, a structure using
doors. The installation expanded in a funnel shape as it moved
upward floor by floor, and on the roof—where it occupied

the largest area—it opened to the sky like a hird’s nest. The
asymmetrical installation produced terrific visual noise in the
Hirosaka area, a district of government offices and tourist
destinations.

Although entitled “Squatters’ Project,” it did not so much
“squat” as “settle.” Through his works, Kawamata strips
away the flat generalization and simplification evoked by
abstract terms—the “so-called” or “by nature, originally”—
and renders the subject naked. The “house” dismantled and
reconstructed by Kawamata annuls the boundaries of ordinary-
extraordinary, private-public, shared-personal, thus opening
the door to other new settlers.
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KAWAMATA Tadashi | Born in 1953 in Hokkaido, Japan. In 1979 he graduated from the fine arts department of Tokyo University of the Arts with a focus in
oil painting, and in 1984 he withdrew from the PhD program at the same university. Beginning with the Venice Biennale (1982), “PS1 Project” (New York,
1985), documenta (Kassel, 1987 and 1992), Sao Paulo Biennale (1987) and others, he participated in many projects and exhibitions both domestically and
abroad. He received high praise for work that utilizes temporary assemblages of waste materials in and around existing structures such as abandoned
buildings, creating strong relationships with the surrounding environment by drawing on its meaning and altering it through dissimilation. He was the
2005 Yokohama Triennial General Director. Since 2007 he has served as a professor at National School of Fine Arts, Paris.
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Photo: Riccardo Piccirillo
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QIU Zhijie One Word One Stone - Success or Failure
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To create One Word One Stone - Success or Failure Qiu Zhijie
engraved the characters of a text about Japan, each on a
different stone. The order of the stones, some small enough to
fit on a palm and some almost too heavy to hold in both hands,
is jumbled. The original text, “Theory of Success or Failure”
(Freedom Book) by Liang Qichao (1873-1929), tells us that, if one
has no expectations, then one need not worry about success
and will never experience failure. Qiu chose Liang Qichao for
his exhibition in Japan as a man who linked China and Japan
in the early 20th century, and he engraved Liang’s short

text describing the progress of Japan’s modernization, one
character at a time on stones.

Liang Qichao was a politician and journalist. Along with

Kang Youwei, a celebrated calligrapher, philosopher, and
politician, Liang advocated political reform in China. Amid
their association with Japan, both men felt a strong interest
in Meiji-era Japan’s strong commitment to modernization and
dreamed of a constitutional monarchy. Both, however, were
exiled to Japan as a result of the Conservative Coup launched
by Empress Dowager Cixi. Liang taught himself Japanese

and, through it, studied Western thought. In his writings, he
appealed to his countrymen to seek political and diplomatic
reforms. He studied and translated Japanese political novels,

and through such novels imparted the values of enlightenment:

freedom, independence, and love of country. Liang strongly
influenced Hu Shih and Lu Xun and other people seeking
political enlightenment in literature, and is considered an
important writer for understanding modern China. After
returning to China following his 14-year exile, he continued to
promote the values of Western civilization and culture he had
actively acquired in Japan.

One Word One Stone was inspired by Qiu’s encounter with

a one-word one-stone memorial tower he found at Joshoji
Temple in Kanazawa’s Teramachi. Writing the 600 characters
of the Freedom Book text on stones, he then engraved the
characters and took rubbings. Qiu then placed the stones in
scattered locations at and around the 21st Century Museum of
Contemporary Art, Kanazawa. People have since freely picked
them up and moved them ahout, but even if the words are
scattered, the thinking of Liang Qichao remains intact.
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Stone, ink

Dimensions variable
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QIU Zhijie | Born in 1969 in Fujian, China and lives in Beijing and Hangzhou, China. He is an artist, curator, writer and educator. As an artist,

he develops activities that cross houndaries, such as presenting works with a fusion of photos, videos, writing, paintings, installations and
performance. Based on an approach of national monuments, he expressed how dreams and reality on both the national and individual levels
intersect with each other in a large modern habitat in “The Nanjing Yangtze River Bridge Project” presented at the Ullens Center for Contemporary
Art (Beijing, 2009). At the 57th Venice Biennale (2017), he curated the exhibition “Continuum — Generation by Generation.”

026 Fu o=z | QlU Zhijie 021



IRRTY7 Hirosaka area SRV XM OIL Open Space,
21st Century Museum of Contemporary Art,

Kanazawa
~
U 3 V=4
T—T7—V—DEOR
MIYAKE Mai Home Less is Home Full
Home Less is Home Full 270']—87“'7‘”)5")%
ITAMATUT
FARTE
F LMD ZEOTFHDOT—T7—0—, %7 | 5% Fumihiko
Sano Studio. #X &1t 54H
BH»LL BEOBRIZMERVAT HOBFRIFBEINT, o BB R, HULTH—
Fo e KRR FERER.
BIET VYT DRIZTE-T: LS, LEDbNWVS DS RAWS AARKZ. £5K2Yx
A5—fERERT . MES. ST
ROLTED HROHARFR IR R OELEHENT WE. KBILRESH RR
FAETR). HARE (&
72 EFHL D %L, RO S —F—v 23T T AN ro®)
LWL JFGBLBEL, TIANY =D LV, BEBLHIL Home Less is Home Full
HEFRRREOREObOT, p—
RIEASEANRPLF 0TS BTV, BRBLRAR AT R Kozt | WO
EIROBHDE A DBHRE I T B RIEATHTIL, Stk AN LT,
FUJINO Yoshinori, K
N ATB DD B2 TWB AR ZOEEHAEE LT, DL % Garden, SASA S, 10
J Garden, OKUBO
TNy EEBDIO U, FDFFRHHILEZTETED %I, F?n?il:neosr?/n:;lse,"snanuki/
Rice Creator, HATAO Hitoshi,
%5{§‘DTZL\/\5¥2’J§M\Z>O %:g:;;%{}ﬁi%%ﬁoﬂ{é}\%;‘@zlﬂij‘o EZAKI Mugi, Okurayama Studio,
NARA Sokyu (Urasenke), IWATA
Sofu (Urasenke), KIMURA
Soshin (Hoshinkai)
MEZEL, RO WIIEHOE LY HEEL BRIZBOTCUIETOLFALRK,
HoRilchsEHRDELS =V vay OERITHK F CHERD 02
ZoIFsES%E RIMED N2 REMEFHOLEHCREI 5 A%
NEIZEMNTELLDBLALY A%FES>TANIEDOREEHRLTVLDIESDI 5?2
BLUNDE RIENT:BZORLHL AN VBIGFTBEIDES D
HOFRDOESDHLL N LD FKDIXIUZRDT 5,
FEERS I TLED BOWHZZZEDOTELVDOD, EZITTHLRVHD, Ik
FITHE R AR O WEEZHD, BEDOHZHD, BVWHEIEZbD, %
ABDBDBDHLEIHBEFORIEZLECLNDLEND
FADFH HMROTLEEIIEHSORILLHS DRI R LD
FEHSH»LEACIAD S DEFFoTETHIZ LR IERBIFEAIE T2,
Fa e L LR B 5TV RERHIREZH SR, MU R ERZEMED DD ME
SEFDIE AR DM D DNEND, REFLEADOHERBEHEIE D IZRD
EZDHILTNEZBIT TV, EHLEHTIE REDOZRTEL DL Z LT
1T7&72{% 5%, WA IR FRURH L B HIE IR e R 32

EBZDTuY= OREDIKIFEAILE T,
RED—RATFIEMEEIATEHE T D, FITGFT

KDL NELD D i W4 | RHR APEHERAFEALR. BROGRO XM LEOBMIRRRICHAOTATYEMR. BE - R RRES—A
VRIEDBRBHD DEOAERRAOLEREMWHETS, —BLE. LR RERATHYEL S, BEEOBRROMER LGS IY, BER
SRl =380 3 &5 B R TE VR % 15 5. 20084EEcole Nationale Supérieure des Beaux-Arts (/SYEIST EMAEKFBR) cB%, PEEEH,LH
S 1= TR B ] ot &, 20174641 B o 15 R4 4818 ) % E4E, 20184ESHISEIDO THE STORES a— V4> FY @ 7—F 7y L os— 2 #ifE.

MIYAKE Mai | Artist and visiting professor at Kyoto University of Art and Design. Her work adds a unigue spirit into the delicacy and depth of Japanese
traditional arts and crafts, seamlessly connecting past, present and future while continuing to question the universality of the nature and expression

of things. Working in a consistent, gentle style, her work that aims to shake up the audience’s established modes of appreciation and work on a more
subconscious level has earned her great acclaim. She studied at National School of Fine Arts, Paris from 2008. The fourth anthology of her works entitled
Everyhody’s Girl is Nobody’s Girl was published in 2017. Since 2018 she has been the art director of display window art works for SHISEIDO THE STORE.

Photo: Shigeta Satoshi
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Home Less is Home Full

What is home?
Nostalgia
Boredom
Security

The everyday
It’s an illusion

Home protects us from the outside world
From natural hazards

From bad people

From scary things

That’s what some people want to believe.

Feel the rain, sense the change in seasons
from the smell of the wind

The beauty of nature before my eyes

Its callousness and abundance

Perhaps I could have engaged with it

All sorts of people

Things in the world that we don’t know
It distances us from these things

Home is a beautiful cage of brambles

My home

It spoils and confines me

It steals my potential and capacity to evolve
That stagnant peace suddenly frightens me
And I want to get away

To somewhere I don’t know.

In Boo Foo Woo, the Japanese sequel to
The Three Little Pigs

The house made of straw is blown away,
the house made of sticks is broken,

And only the house made of bricks
remains. So the story goes, but

The houses of Japan in olden times were
built in the southern style

With no glass windows, no walls, and
movable partitions

That made for good airflow, but no privacy
An easygoing style of living is what a house
of straw is all about

Easily broken, least segregated from the
natural world

I want you to try living in a home where
you live along with the gaze of others.
Use a living tree as the alcove post, like a
hermit’s hut

Like a teahouse, a home grown straight
from the carth itself.

There, the homeowner protects the home
and welcomes visitors in.

These days there are ready-built houses, all
identical

And countless apartments all with
precisely the same layout

There are people living in hotels, people
who own several houses and move from
one to another depending on the season
On what basis do people call somewhere home?
Home seems to be the place where your
familiar possessions and people are.
Things that you can’t replace with a new
purchase, things you can’t find anywhere
else, things you’d be lost without, things
you feel attached to, things filled with
memories: the place where these things are
is the place that feels like home. Guided
by this notion, the minimum requirement
of a homeowner is to adorn a place with
things brought from one’s own home,
things that are essential to one’s home.
When you’re away, let the art museum
know you’re away, and they will look after
your possessions and your home. You can
borrow the lavatory and other facilities

in the art museum. The homeowner can
decide who to invite in, just as if it was
their own home. The homeowner, when
holding exhibitions, tea ceremonies,
concerts and other activities, will have
them advertised through the art museum’s
website and publicity. Put out a nameplate,
and keep a record of each day spent here,
including the homeowner’s name, settings,
activities, and a logbook of visitors. These
are the three major principles for the
homeowner of this project.

Homeowner applications are open and
can be lodged via the website.

MIYAKE Mai
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CHEN Wei Future and Modern
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Courtesy of the artist and Ota Fine Arts, Shanghai /

Singapore / Tokyo
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Chen Wei chose as his venue the store of a long-established
wagashi (Japanese confections) shop that closed its business over
ten years ago. Inside the store, which appears unchanged as
if time had stopped, he installed a three-dimensional work
composed of 17 photographic works and a telephone, along
with an LED work displayed on the store’s exterior wall. Some
of the photographs were hung on walls in proper frames—as
if they always had been there—or placed quietly in a drawer.
Others were displayed in the restroom, to one side of a shelf,
on a side entrance door, and in various other places in the
store. Photos printed on transparency film sheets were also
applied to showcases and glass windows and displayed using
blue fluorescent light. Occasionally, the old telephone placed
in the back room began to ring. On picking up the receiver,
there was no reply, only the sound of someone whistling a
song. On the exterior wall of the store, meanwhile, an LED sign
hung matter-of-factly, as if always there. While emitting noise,
it continuously streamed the words “Where are you going
tonight?”

As we stood in front of the store or inside it, fully attuned

to the here and now, our awareness of the world flitted
between reality and fiction, and past and present, and our
routine “everyday awareness,” something normally solid, was
shaken strongly. Chen Wei is known for using constructed
photography—a method of photographing an elaborate,
carefully orchestrated set—but here, the physical store
interior itself hecame his “photograph.” In other words, the
venue (store) and the work exhibited were joined in a recursive
relationship like Chinese boxes.

Shibafune Koide Former Yayoi Branch,
1-2-7 Yayoi

KEkEBAR
2018

Future and Modern
2018

1

Trouble #18071
2018

Goblets After
Dancing
2009

One-Bedroom
2015

Iron Sheet
2015

The Door
2014

Future and Modern
2014

The Bunch of Keys
2011

Send Forth Many
Cullet
2011

Light of Folding Bed
2009

10 Household Telephone

2011

11 Half of the Statue

2012

12 Pingpong

2011

13 Palm

2012

14 Rain Umbrella

2011

15 Light A Candle

2011

16 Mossy Room

201

17 Lesson of

Weightlessness
2009

Fzrovzq [ 1980£H0TE (FE) £Eh. bR (RE) EE, Fz> vz EFEO—A>FHEK. REMBRBKLUK CETh [80%] #HR
ERRTB7—T4RLOVEVELT IR R FRREEHORBER KA T—Lr 2(YELERERSODKRERBLOX T %, ZICEHR
LEDEWS 247 EAWTELHL. # 2R T2 EAORA0EL Y. HALBEALOBFREEBRN - OSBUFIVELTLS,

CHEN Wei | Born in 1980 in Zhejiang, China, lives and works in Beijing. As one of the artists representing the “after 80” generation born after China’s one-
child policy and other political reforms, his work, incorporating mainly photography and LEDs, explores the gap between the fantasy and reality of Chinese
society formed in the conditions of dramatic economic growth and an unprecedented hoom in investment in real estate. Chen sets out to locate the

viewpoints of individuals members of society and to offer an objective and sharp questioning of the relationship between the individual and social realms.
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The sales area and work shop of a now-closed retail
store became the venue for my participation in the
exhibition this time. I endeavored to “configure”
this temporarily “useless” space. My exhibited works
include photographic pieces, an installation, and
works produced on-location. The works present

an inquiry, that of how we in daily life should view
the house and city, which are continually subject to
change, and the changes arising thereby.

CHEN Wei
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MOON Kyungwon & JEON Joonho Bonjour Monsieur Bon Yamajun
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{Bonjour Monsieur Bon Yamajun) (CAibid. K> ¥eva> s
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EWIEMERRTIERTHot, b & Farld1EE
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IcEfice B BicFn—(> 75 HE BEHBAS L.
BGRRHR R L -T. KOBE»r o B/ E£2, K
HRERICIFHEI YD EREIEL Bor- BV IC BRI 0 B
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Bl EotohblnoT, thidkbhizlEiziZB5T,
EEluEEorPEOREEfEo1-tT. D0ELED R
FREBTELE B ETRE BFOARETUNEDD
&, 1 H30DEPYTIREA >0 TH B, [KH]

Moon and Jeon have established a reputation for creating
stories ahout “the past until now” and “future hereafter”

in which they freely shift the time frame and location. What
they create, however, is not purely fiction or fantasy. Rather,

it correlates with themes and concepts they derive from
careful investigation of the issues people face in the world,
and conveys a strong message of sympathy to people living

in the real world. Their source of inspiration is their opinion
exchanges with people working in many different fields—
designers, engineers, writers, curators, and so on. By this
means, they exchange views and thoughts while traversing the
disciplines of natural science, advanced technology, history,
and literature. The “collaborative creativity” thus engendered
provides the starting point for their story, one that reflects the
state of the world like a mirror. Past and future are reflected
in that mirror, and the story thus questions the values behind
people’s existence and doings. Still, such inquiry the artists
never concretely state in their works, apparently preferring to
wait for viewers to catch it in their experience of the story.

In Bonjour Monsieur Bon Yamajun, people visited the site and
discovered the building Bon Yamajun in a story. Giving human
attributes to a confectionery factory building that closed 7
years ago, Moon and Jeon undertook acts of connecting the
building’s dormant memories to the present, such as making
drawings on walls, opening and closing windows, and arranging
visual imagery and sculptures. As a result, art objects were
installed in an abandoned building with weeds growing from
cracks and oil stains on its floor and ceiling—is not the right
explanation. Invisible time is accumulated in the building, and
the invisible figures of people and things hover there. Time
having stopped does not mean it is lost. By opening a door and
allowing its story to continue, the artists brought the building
bhack to life for a moment. If so, then what they displayed to us
were not only things having physical shape.

Former Confectionery Factory, 2-15-36 lzumi

ZhlcbiE.
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Alchemy of Golden Leaf
2018

HD Z4vi, S INF o2
WETH, ForF 2 REV—
Tar

13’ 36"

Bonjour Monsieur Bon
Yamajun

2018

Video and sound installation,
bronze sculpture, aluminum
sculpture, plants, dead bird,
printed fabric, glass with

steel frame, golden leaf room,
wall drawing, wooden room
with pinhole glass and sound,
control system of automatic
movement window and lighting
by a computer etc.
Dimensions variable

Alchemy of Golden Leaf
2018

HD Film, single-channel video
with sound installation

13 36"

Ly eFarUr & Far Tark | A Far s 1969V (BE) £Fh, Far - Jaiok 1969F 21 EE) £Fh, A %3
S EFar e Talkicd B Fat, EE. FEHRTIvrTr—bED(BIEICE A E L TLERT OS2 [News From Nowherel %
FEBHOPRLELTUL S, BRI OYVALRRS T4y 7 REFRERKE20124E O FIA2 2 THE K, £ RMEE (20134 [News from Nowhere] >h=

038 L %a>Ux & Fa> e Pask | MOON Kyungwon & JEON Joonho

LMW XM ARZE. 2015702 R EMEE (Fa—Yvk) . [The Ways of Folding Space & Flyingl Y= 3F7Ex>7—v BEHE. 20174
TFreedom Villagel 254+ ¥ « NZAYR (HF) BELH 3,

MOON Kyungwon & JEON Joonho | MOON Kyungwon was born in Seoul, Korea in 1969. JEON Joonho was born in Busan, Korea in 1969. They work

as a duo whose recent artistic endeavors center on “News from Nowhere,” a collaboration project that focuses on creating an interdisciplinary
platform. Their site-specific collaborative platform was presented first at documenta 13 (2012). Selected solo exhibitions include “News from
Nowhere,” School of the Art Institute of Chicago (2013); Migros Museum of Contemporary Art (Zurich, 2015); “The Ways of Folding Space & Flying,”
Venice Biennale, Korea Pavilion (2015); “Freedom Village,” SCAI the Bathhouse, Tokyo (2017).
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040 L %a>Ux & Fa> e Pask | MOON Kyungwon & JEON Joonho

Kanazawa Project
Bonjour Monsieur Bon Yamajun

A station for the journey of consciousness, where the past,
present, future, as well as reality and imagination come together.

Human, a deficient and unstable being, born unexpectedly in the
world, given only a finite life, faces his reason for existence in a

strange, anonymous place where his existence is absent.

— MOON Kyungwon & JEON Joonho

This project unfolds at the Bon Yamajun Confectionery Plant
located in the city of Kanazawa in Japan. This plant has been
abandoned for a long time, yet traces of its past prosperity remain
in various areas across the silent facility. In this place buried in
oblivion — forgotten by everyone with only its shell standing

— we face the contradictions and conflicts of our world that
surround us. This space invokes the possibility of another life
from the uncharted, initially masked by what had been deemed
as reality.
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SAWA Hiraki 06-1 elsewhere 06-2 stash
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06-2 H#>S4XF) 1F &£RF)IET1-5 1-3-1 lzumi

06-2 Sunrise Kiyokawa, 1-5 Kiyokawamachi

Sawa Hiraki is known for video works employing collages of
“symhols™ of all kinds he collects in his drawers—kettles,
airplanes, coffee cups, camels, watches, and stones. Sawa’s
works realistically depict a world that might exist in the

06-1

BETIE

2018
EFALREV—ay

HLEERF LB RERTRHVZE,BLA subconscious, through unreal scenes which, if appearing [::I:ewhere
BOHRELTERMICH(RBIER TSNS, FCE  in a dream, might make sense. In that the works reclaim 2018

DRBIcEINERBICHZIMHH, hizbeFE-THD
BcBBAB 0. YW= ZYR 2T Yyt D F
HEOSTRULOLDBLAZ L, ¥D32. BIEFEWD 479
TR LM E R ERIcL-oTERICHEAZ 2R
EITBLETRICT D, ChidhUh, SboERO%ELC
3. BRABFERY A2 A2 BB L ROYIET,
KEAELRHVSNEAEDLSICRZ20T IEBHI<EE
CHRNhETEHI LS8R T2, ¢ LT EAE KL
ROFIEREHEARATHZSEORRTIE. e
BREETFT—To to/hsrE=L—2 FANDEEH,
RN ZMBRIE. ChFETHEKRLTEE (dwelling) (2002),
(airliner) (2003), {elsewhere) (2003). {going places sitting
down) (2004).{Sleeping Machine 1) (2012). {Souvenir IV)
Q) E—EFHOROFRIc(>RZV—a> (HBTFE) &L
THREINEZHOT HERHRCERIDICRTUWSIC
b bod MEOFOHEHNFROIBE I EEICELR
LTLEIES R, BRED B R OBER I TLICHAELT
L3 BHRAEOHRIcWZ0h, REF RN
TR HEF I B ESBREL,
FELLTHR K I (stash) (BLrb0) (G, ANV I3 —Y 7
A (Ex) LRENZWEIYEBORATHZ, bl
BATHZKOEHEI/ERINZFIRERCHZHIL
CEY. EYECEMREFRTRELITIRE. C0FA
FBORDE AHFTEZETOBM. 422 IcHBE/H.
LTIhrookHe AR EH»oRAIEHZ. H
Lo rBREOTELHHEEE I b0bOIEETAIE X
ErRMMEIESREOMBAEHFINZ,BLAT, 45
bEhbOWERTAEZRT—VTERL¥5TH3, [k

things left and forgotten in the deep layers of the memory,
manifesting them in a visible form, they might be positioned

in the lineage of Salvador Dali and René Magritte. His medium,
video, nevertheless enables him to freely rearrange and

edit by means of slicing or connecting time and space. That

is not all: as tales, many of Sawa’s works unfold in a realm
transcending natural science and known laws, a world which
on the surface appears like the ordinary everyday world, thus
creating the illusion that a dream has flowed into reality. His
exhibit this time, a work created in a house with nobody there,
is a reediting of works previously exhibited—dwelling (2002),
airliner (2003), elsewhere (2003), going places sitting down (2004),
Souvenir IV (2012), and Sleeping Machine I (2012—in the form
of an installation, e/sewhere (2018). We view the installation in
the real world, yet as we view it, our reality and the realm of
illusion seamlessly fuse as one—as if the room in the video
directly connected with the room in the house. Confused in
our perception of time and space, we wonder which world we
actually are in.

In stash, a new work displayed this time, the story arises from
a kind of sandstone called orthoquartzite. In his investigation
of this stone, Sawa climbed Mt. Hakusan in the Tetori mountain
group where specimens of orthoguartzite can be found and
talked to specialists at museums. The stone is a product of
vast time and space—the time required for the stone to form,
the time here and now, and future time. If the stone actually
did originate in the deserts of what is today China or the
Korean Peninsula, then it may shed new light on the region’s
geography before the continental breakup, and the time scale
of Sawa’s tale is vaster than can be imagined.

Video installation

e

: A —

SbobE | IMERNIBRESTh, 0vFy GEE) #2515, 2003E 0 FY AFE AV —FREFEBHLANFHELREE T ORARCEROFcH
BELOSEEEOBVEEE, MR- K FEREETTACBRVBRLEETACRAL—2a> TRBATI. RECRBHYZBVORTEHE LS
5 ECHBLAZRLIUIHREEREMIcAEZBL. REANOEKN cBHENIFBLIREREZERLEITVS,

SAWA Hiraki | Born in 1977 in Ishikawa, Japan and lives in London. He received his BFA from the University of East London and his MFA from the Slade School
of Art at University College, London. Sawa’s video installations present intimate observations in transitory landscapes, familiar surroundings often inhabited
hy anoetic forms. His use of animation, sharp attention to lighting, and meticulously composed shots, are amalgamated into layered works. Sawa has the
ability to manipulate his imagination into a tangible dimension that sits between the parallel languages of sculpture and film.

Courtesy of the artist and Ota Fine Arts,
Shanghai / Singapore / Tokyo

042 &b 0o | SAWA Hiraki 043
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In a room with nobody there, a record of memories
from somebody absent.

The works I produce mainly address the intangible
realms of mental scenery, remembered sensations and
time, and the boundaries that accompany them. This
exhibition is an attempt to give expression to homes
that are mobile, homes that are hidden from view, and

other types of home not tied to a fixed location.

My new work evokes the memory of advancing from
the outside to the inside, employing the motif of a
round stone that has ended up on a mountain peak
after being carried along a river for 3,000 kilometers.
The stone is said to have been created out of the sands
of a faraway desert long ago. It is hard and cannot be
crushed by any tool, but grows smooth as it rolls over
immense distances and timespans, finally to make its
home at the top of the mountain.

My previous work features airplanes flying around in
empty rooms. Through the medium of these airplanes
I weave an image that evokes places and locations
that may lie far from here. This is the perspective
adopted by the artist looking from within himself at
the outside world. Stare at the wall and gaze on the
horizon beyond, from inside to outside. In my line of
sight is a group of airplanes flying through gaps in the
door from room to room. Watch the flock as it moves
across the boundaries, flying back and forth from
place to place.

SAWA Hiraki
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Song Dong’s name hecame widely known to the world with

the work Waste Not, a collaboration with his mother produced
in 2005. It was however, in the avant-garde, experimental
performances and photographic works he embarked on in the
1990s that an important concept for him as an artist emerged.
Many of these works pondered the influence people extend on
the world through their actions and existence. With an artist
like Song, who considers life itself to be art—a perception
seen in many artists from China—we cannot begin to discuss
his works without touching on his profoundly spiritual nature
and the depth of Chinese culture. Writing Diary with Water (1395),
for example, consists of four photographs and a performance
of writing diary entries on a stone with a brush dipped in water.
Song explains: “This is only a stone, yet because | am writing
diary entries on it, it is gradually getting larger.” His stance of
endeavoring to “practice” through art, with an emphasis on the
philosophy of Tao, is unchanging even now.

Shorinji Temple in Kanazawa was founded in 1638 by Zen
priest Sengakusoujin in Denmamachi. Thereafter, the Kaga
Clan ordered it moved and rebuilt in its present location in
Nomachi. The temple bell by Miyazaki Hikokuro Yoshikazu, a
kettle craftsman in service to the clan, has a beautiful color,
s0 much so it escaped requisitioning during World War II, it

is said. Under the temple gate, Song hung two paper lanterns
displaying the words zaike (1ay) shukke (monk) and opened the
gate equally to everyone as a place for seeking awakening

or else awareness. Beside a small stone monument at the
main hall’s entrance he placed one more stone monument.
Then, preparing water and brush, he tied wooden household
furnishings to a nearhy tree to express reincarnation. Song
furthermore replaced the hall’s signboard with a monitor
displaying the temple’s name “Shorinji” being written with a
brush. Inside the main hall, a quiet place for Zen practice, he
placed Jingdezhen ceramic pieces inspired by “Zen koans”

in combination with various everyday items and created two
meditation spaces formed of windows from an old dismantled
building, fitted with mirrors. In each of the two spaces, a
phrase appears in an endless stream of neon letters, one being
Huineng, the Sixth Zen Patriarch’s exclamation, “All things

are essentially nothingness,”* and the other, Song’s words
“Doing nothing.”** Facing the Wall derives from the story of
Bodhidharma who, while in meditation facing a wall, replied to

a question from Emperor Wu of Lieng: “Without heart there is
nothing, even if there is form. It’s like a shadow pursuing form;
it’s there, but it’s not real.” A nearhy sculpture—a euphoria of
“selfies”—seemingly searches us for an answer: We see form,
but where is heart?

* In what in Zen is called the world of emptiness, the world of nothingness,
there essentially is no enlightenment, no earthly desires, no body, and no
heart. All things are essentially nothingness.

** Song Dong believes that “doing nothing” is an active choice, not the
absence of meaning.
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SONG Dong | Born in 1966 in Beijing, China, and currently lives and works there. Song graduated from the fine arts department of Capital Normal
University in Beijing in 1989. His work reveals the imper and the transi of human , ranging from performance and video to
photography, theatre and sculpture. A solo exhibition of his work was held in MoMA, New York, in 2009, and he was included in various prestigious
international exhibitions such as the 5th Moscow Biennale (2013); documenta 13 (2012); the 54th Venice Biennale (2011); the 6th Liverpool
Biennale (2010); Gwangju Biennale (2006, 2002 and 1995); the 26th Sao Paolo Biennale (2004); the 8th Istanbul Biennale (2003); the 4th Asia-
Pacific Triennale of Contemporary Art (2002); the first Guangzhou Triennale (2002); and the 2002 Taipei Biennale.
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Eating the City
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SR AT R B > 7421 Theater 21, 21st Century Museum of
Contemporary Art, Kanazawa

Eating the City (Kanazawa, 2018) is a city model constructed
using biscuits, candy, wafers, and other edible sweets. Since
embarking on the project in 2003, Song Dong has built the city
in Beijing, Shanghai, London, Seoul, Barcelona, Sao Paulo, and
other regions, always in collaboration with local volunteers. But
in every case, he says, he is troubled to find no real difference
among the cities’ skylines. Asia has experienced remarkable
urban development both in speed and density, with traditional,
richly cultural buildings destroyed to make way for buildings
of contemporary design. Just as eating too many sweets can
make one sick, cities too risk danger by intaking nothing but
sweet goodies. Eating the City is a work that prompts viewers
to consider urban problems and our hopes for the future.
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MIYANAGA Aiko saramimimisora (Bengara-goshi)
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Teramachi / Nomachi / Izumi area

Hiiro B2
£ iR 27 ET3-16-2

Walking along the street, headed south from the corner of
Gyokusenji Temple after leaving the plaza before Kokutaiji
Temple, one sees the bright red Bengara-goshi latticework of
the townhouse “Hiiro.” This former merchant’s house believed
huilt 200 years ago has been renovated as a residence-office-

gallery. Here, Miyanaga Aiko exhibited soramimimisora (Bengara-

goshi) . On glass panels installed in the void between wall and
beam, cone-shaped ceramic objects are arrayed. If one waits
a little, a sound like metal being tapped will resound in the
space. It is the sound of crazing—tiny cracks appearing in
the surface of the ceramic objects due to different expansion
rates in the glaze and ceramic hody. For a few days after
leaving the kiln, the ceramic objects craze, as if breathing,
and if present at the right moment, you will hear that metallic
sound. The sound is born unexpectedly in the silence of the
passing time, so only people who are there will hear it and
share the experience. Still, the sound having ended doesn’t
mean the sound is gone; its traces remain in the surface of the
ceramic object. The naphthalene Miyanaga has used since her
university days, too, changes form through sublimation and
vanishes. Yet, if invisible to eye, the naphthalene itself has not
vanished but only changed form.

Placed inside the entry to the townhouse is keys, a work
consisting of a string of naphthalene keys. Inside the case
containing the work, sublimated hardened crystals have
formed. In the study deeper in the house, a naphthalene wall
clock, waiting for awakening -wall clock-, hangs in darkness
encased in transparent resin. On its side is an air hole sealed
with a seal. If the work’s owner should open the hole, the clock
would begin to sublimate and slowly change form, like the keys.
As motifs, Miyanaga generally selects objects someone has
used. She then lovingly captures and embodies the time the
user spent with the object. The present moment is the result
of the accumulation of past time, moments that pass and are
gone. The same moment never comes again. Miyanaga’s works
strongly evoked the miraculous character of one’s encounter,
at a unique moment, with the artwork.

Hiiro, 3-16-2 Nomachi

o HHHED
(FA#EF)

2018

P, . 7k (@RoMH
150moE 3 F k)
PAXTE

keys

2018

FIRY> IGRIATYT
30%36x21cm

waiting for awakening
-wall clock-

2018

F7LY WG IORIATYT
20 x40 % 64 cm

soramimimisora
(Bengara-goshi)

2018

Ceramic, glaze, water (150
meters deep well water in
Kanazawa’s underground)
Dimensions variable
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2018

Naphthalene, mixed media
30%36x21cm

waiting for awakening
-wall clock-

2018

Naphthalene, resin, mixed
media

20 x40 % 64 cm
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MIYANAGA Aiko | Born in Kyoto in 1974, she lives in Yokohama, Kanagawa, Japan. In 2008 she received her master’s degree in Inter-media Art
from the Graduate School of Fine Arts, Tokyo University of the Arts. She has attracted attention with works that utilize traces of signs in which
the passage of time can he visualized, such as installations that include objects of daily use made from naphthalene or salt, crackling sounds
of pottery, and veins of leaves. She was awarded the first Grand Prix of the “Nissan Art Award” in 2013. Her main solo exhibitions include “life,”
Mizuma Art Gallery (Tokyo, 2018); “between waxing and waning,” Ohara Museum of Art, Yurinso (Okayama, 2017); “NAKASORA -the reason for
eternity-,” The National Museum of Art, Osaka (2012); and others.
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A house with Bengara-goshi (Bengara red latticework).
What kind of family might have lived in this house

in the past? What was their business? It is difficult

to catch any hints from the building’s exterior, now
renovated in contemporary style. But from the inside,
you can look out through the house's most distinctive
feature, Bengara-goshi, see the cars sometimes going
by outside, hear the sound of somebody sprinkling
water, and feel the connections between inside and
outside, even in a closed room.

Displayed in a high-ceilinged room is the work
titled soramimimisora (Bengara-goshi). In this work,
you listen carefully to the sounds of crazing: cracked
patterns being created on ceramic objects. Turn your
gaze upward and the unexpected sounds come to
you from around glass panels hung from the beams.
Faint murmurs, and sounds that resonate enough
to demand attention. These varied sounds cannot
be seen, but they have a definite form, a form that, if
we try to control it consciously, is apt to vanish in an
instant. In this work, it is important to take sound
as a cue for listening carefully in search of whatever
sound will come next. It doesn’t really matter if you
can’t actually hear the sound. What’s wonderful is
the time you spend waiting in anticipation, just like
the time spent hoping for a shooting star to appear.
Listen carefully, clear your mind, and a small memory,
a connection with somebody, or something else you’re
not usually aware of, will come to mind together with
the everyday sounds around you. That’s right: this
feeling is close to the one you experience when being
alone in your own home. In a home where you can
reflect on your own being, you simply and intuitively
observe the world outside enveloped in the sounds of
the cicadas along with the world that you are in at this
moment, spreading your thoughts to times in the past
and in the future.

The wall clock in an adjacent room has just
stopped ticking and has become a white naphthalene
sculpture lying dormant inside a transparent resin
layers, waiting for an awakening—the sounds of
crazing, the clock modeled in naphthalene. The
world is changing and constant, maintaining balance
in a shifting environment. The house that has been
transformed into bright Bengara red in line with
the times today, once again, quietly gazes out at the
changing scenery and at us.

MIYANAGA Aiko
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Murakami Satoshi had just graduated from the university and
was seeking a start as an artist in March 2011 when the Great
Tohoku Earthquake struck. After the disaster, he spent two
years creating art and doing part-time work, and at length
began to think about the need for a “house,” an important
concern in life. This was a time when news programs daily
reported the fates of people who had almost instantly lost
their homes on the Tohoku coast and were living in temporary
housing. A house is built to stand immobile on the land, yet

the renter must pay to borrow both. Murakami, wanting not so
much a house to create in as to escape from circumstances

of creating in order to live in a house, began living in a small
house he made using wood and polystyrene foam. The house,
just big enough to lie down and sleep in, contains only a spread
mat and a talisman he was given. Shouldering the house and
his belongings—weighing some 15-18kg—he walks, searching
for a place to plop down his house, and moves to a new
location almost every day. On borrowing a site, either through
negotiation or friendly assistance, he studies the large houses
standing around him. Sometimes, the land’s owner provides
him with water and electricity, but more often the local
convenience store, public bath, and roadside rest area hecome
extensions of his house. Murakami’s interventions temporarily
soften the boundary of public and private. In order to objectify
his mobile house, he sketches the houses established on the
land he visits in black on A4-size Kent paper. During Living
Migration 2015.5-2018.9 (2018), he sketched nearly 180
drawings. His walking route he charts in a black on Google
Maps, and his snapshots of landscape, taken with an iPhone,
also surpass 170 in number. His constant moving is his chosen
lifestyle and not, itself, the artwork. The landscapes he records
are close in character to a lifestyle journal and not created for
exhibiting.

During his stay in Kanazawa, Murakami borrowed the former
rest house of the public bath “Ishibiki Onsen Gamenoyu Hot
Springs” and created Shop Sign Library. Selecting books for
his library, he replaced their covers with the billboards he
produced for each shop along the Ishibiki shopping street.
Video interviews with several shop owners were also on
display. The district has lost much of its former vitality, yet new
residents have begun moving in. Likely, the chaos people faced
after the earthquake disaster strongly impressed on Murakami
the need for points of connectivity in everyday life—libraries,
temples, schools, public baths, and retail shops.
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Living Migration

2014—

Drawing (ink on kent paper),
styrofoam house (styrofoam,

wood, hinge, tape, water paint,

marker, yoga mat, sleeping
hag), photo (laser print on
photo paper), map (laser print
on paper)

Dimensions variable

Living Migration

(Busan — Kanazawa)

2018

Single-channel video

12'13"

Cinematography and editing
by Can Tamura and MURAKAMI
Satoshi

Cooperation | Museum of
Contemporary Art Busan
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MURAKAMI Satoshi | Born in 1988 in Tokyo. Graduated from Musashino Art University, Department of Architecture in 2011. In 2014 he began the “Living
Migration” project, living in a styrofoam house that he made. His work seeks ways to reverse introspection and transform it into social action. His published
books include “Walking With House” (published by Fukuinkan Shoten) and “Having Walked With House” (published by Seki Shobo).
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Shop Sign Library

2018

Shop sign (photo, board paper,
tape, mirror sheet, glue,
bamboo stick), book, interview
video, librarian desk
Dimensions variable
Cooperation | Ishibiki
Shotengai Shinko Kumiai,
SAITO Masahiro
Cinematography and editing
by Can Tamura

Cooperation in production |
UCHIDA Ryo
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To the extent that we live today in relationships with
others mediated by the use of money, any action, no
matter how private, has a public effect and helps create
the conditions of our society. For this reason I believe
that creating my own lifestyle is a very genuine form of
social activity, and I put that belief into practice. Since
2014, under the title “Living Migration,” I have been
intermittently leading a mobile life, moving around
on foot with my polystyrene foam house and living on
borrowed sites. By opening up this private lifestyle to
the public, I hope to create a public context for it.

I also believe that “advertising” works most effectively
in spaces where the kinds of relationships mentioned
above have been successfully obscured. With the
cooperation of people living in Kanazawa, I will
conduct research in the historical Ishibiki shopping
street in order to produce a billboard for each shop
after listening to the stories of the shop owners. I will
then create a “Shop Sign Library” of books I have
selected with their covers replaced by these billboards.

MURAKAMI Satoshi
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Former Rice Store in Teramachi,
5-2-13 Teramachi
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on a small nameless road. 0ddly, the road name was soon
printed as an existing name on American and Chinese area
maps created via image generation using GPS, and on land,
parcels displaying the road name on their invoices came to be
delivered. Thus, in China, the largest nation in East Asia with
14 billion people, a road sign put up as a hit of mischief did
not escape the eye of today’s technology. When we think that
technology is unfailingly mapping the tiniest bits of information
in our lives, we cannot help feel surprised. Not long after, the
police, receiving notice of the sign’s illegality, removed it from
the road, yet the incident was reported in Chinese TV news,
newspapers, and Internet media, and his name instantly spread.
Imagery of the sign’s removal in the news, accompanied by
repeated, loud announcement of “GE YU LU” as someone’s
name on a road sign, etched his name in viewers’ memories.
The facial expressions of the police and people who gathered,
recorded in photographs, all showed a similar lack of emotion.
In issues related to social systems, human emotion does not
enter in; systematic affairs are performed indifferently in the
way decided.

China’s governmental system has evolved from the
totalitarianism of communism. In its process of modernizing,
however, that system has at times confronted individual
freedom and existence. Until now, resistance for the sake

of individual rights expressed by Chinese artists has been
founded on China’s unique circumstances. Ge Yulu’s act,
however, stands out as an issue of not only Chinese but also
global information technology.

Dimensions variahle
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GE Yulu | Born in 1990 in Wuhan, Hubei, China, and lives and works in Beijing and Wuhan. He received his master’s degree in Experimental Art at

the Central Academy of Fine Arts, China. His art works mainly point to the individual’s resistance in the public space. By methods such as extreme
performance, his work aims to stimulate discussion and produce forms of interference with the intention to stimulate the public’s sense of participation
and to change people’s aesthetic notions. R ly he has participated in exhibitions at Central Art Center Academy of Arts (Beijing, 2017), Luo Zhongli
Art Museum (Chongging, 2017), and Hubei Museum of Art (2017).
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My work always intends to challenge our stereotypes.
In a very personal way, I interfere with and parasitize
the general system of reality, from which I draw
conclusions regarding its embedded, specious logic
and conduct some delicate provocation and critique
of its power structure and the public sphere.

This time, I present GE YU LU, the work bearing
the same name as me. I made a road sign of my name
and put it up on an anonymous road (“LU” means “Road”
in Chinese). The road name was soon collected into
the traffic system and frequently used by multiple
online maps and even by official departments. When
the work was exposed by the media in 2017, it soon
became a public event. The meaning of “GE YU LU
(Road),” a nominal sign that is basically a readymade
for the artist, is gradually expanded by this artistic
creation.

GE Yulu
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Teramachi / Nomachi / Izumi area
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nationality, and in some cases, social class. A house is never
simply a shell for escaping the wind and rain. Because it is so
intimately involved in its residents’ doings, a house connotes
arich cultural context. The accumulation of objects appearing
in this work equals the accumulation of human actions and
memories, something of great weight unable to be captured in
ten seconds of filming.

Tea House in Nishi Chaya,
2-25-19 Nomachi
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Do Ho SUH | Born in 1962 in Seoul, Korea, he lives and works in London, New York, and Seoul. He works across various media, creating drawings, film, and
sculptural works that confront questions of home, physical space, displ: t, memory, individuality, and ivity. He is best known for his fabric sculptures
that reconstruct to scale his former homes in Korea, Rhode Island, Berlin, London and New York. He is interested in the malleability of space in both its physical and
metaphorical forms, and examines how the hody relates to, inhabits, and interacts with that space. He is particularly interested in domestic space and the way the
concept of home can be articulated through architecture that has a specific location, form, and history. For Suh, the spaces we inhabit also contain psychological
energy, and in his work he makes visible those markers of memories, personal experiences, and a sense of security, regardless of geographic location.

WY

Photo: Ju Yeon Lee
Courtesy of the artist, Lehmann Maupin,
New York / Hong Kong and Seoul
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My Home/s

My Home/s is an ongoing filmic documentation of domestic
spaces belonging to people I have been acquainted with in my

life through ‘fate’ — kinship, friendships, work, etc. Some are
from very close relationships such as my family, parents, relatives
and friends, and some are more remotely related, for example, a
friend of a friend. But they are all connected to my life one way or
another regardless of backgrounds, geographical distances, racial
or cultural differences, so they are all people I care about.

The houses, apartments, studios that are in this film have been
occupied by my acquaintances from anywhere between 5 to 45
years. I strongly believe an occupant’s energy accumulates in the
spaces of their dwelling during their residency. The longer we live
in one space, the stronger the space is charged with our energy. As
a result, we can sense a presence of the occupant even when the
occupant is not in the space. My film is a portrait of spaces as an
extension of its owners.

The making of this film was with ‘stop motion animation’

or ‘time-lapse animation’ rather than filming with a video
camera. It was done by digitally stitching together thousands of
still photographs in order to maintain the rigor of traditional
architectural photography then rendered into a motion picture.
A process of taking thousands of still images to make a scene for
5 seconds takes several hours was not only a technical necessity
but also a conceptual one. Instead of a quicker solution, I took a
longer and more cumbersome route to make the film because I
wanted to respect and honor the time that my acquaintances had
spent in their spaces.

The film is edited in a way as if spaces are joined up one after the
other in one big apartment complex. The camera moves from one
space to the other at a constant speed and moves continuously
both horizontally and vertically. This ongoing motion reflects the
way I see life as movement through spaces. It was also my desire to
bring the spaces of my relationships together into one place and
to see if it might explain our fate.

Do Ho SUH
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12-1 Tea House in Nishi Chaya,
2-25-19 Nomachi

12-2 Former Rice Store in Ishibiki,
2-19-12 Ishibiki

One of Korea’s foremost conceptual artists, Gimhongsok is 1241 .
known for critical artworks founded on sharp observation. 1685§FE30J:;§

L o o . (1Bl T bz k)
While minimal, his distinctive art with its shrewd humor is 2018
hardly cold and unapproachable, however. Rather it lovingly A¥REV—a>
captures human acts, attitudes, standpoints, and emotions . 121
A 168-Hour Long Play (A time that is not confined in a day or the past) A 168-Hour Long Play
traces his own grandfather’s experiences. Gimhongsok, born (A time that is not
in 1964, had a grandfather who knew life in Korea hefore, ;’::Z’;ig’”a day or
during and after World War II. When his grandfather was 2018

Installation

young, the unified people and culture of the Korean Peninsula

were arhitrarily divided in two. Today, that irresolvable
problem—a product of early modern history—still persists

in his grandson’s time in the 21st century. The work’s title
“168-hours” means seven days, the work itself requiring

seven days to be fully reenacted. The seven days are not a
sequence of days in a week, however, but rather the dates of
seven important incidents occurring in his grandfather’s life.
Researching records from that time, Gimhongsok confirmed
the weather conditions on each day. Using colored artificial
lighting to recreate the sun, he traces the path of the sun rising
and falling during one 24-hour day. The color changes with

the days of the week, Mondays vermilion, Tuesdays minium,
red, and Wednesdays to Sundays gamhoge, emerald, cerulean,
indigo, and violet, in that order. In the semi-dark room, a text
written by Gimhongsok is placed. His grandfather’s memory of
a particular day is related amid the sun’s light at that time on
that day.

SUN AND WIND STORE (A piace that is not home or here) , is a work of
opening a traditional Korean general store in one corner of a
residential district. The décor of the fagade and walls features
the key colors of famous Western brands, yet the products sold
are ordinary daily necessities such as work gloves, stationary,
instant ramen, and canned goods. The work thus mixes facets
of actual high and low societies. Korean magazines dating from
the 1980s and earlier are placed in the store, and nostalgic
music from that time plays on a cassette recorder. Such

stores are already becoming a distant memory in Asia, where
modernization has proceeded with undue haste.

FLkoVy2 | 19644 o0 (EE) £Fh, AEE. ETLREKECREDCAT (A HVR) | P—FY oSzt d— FARCEMETIE— (LYY
W) BETOERE. V3 FFPEISF—b ARELT—NET F—L EMETSF—1 YAYET F—L POPARFERREMI T F—1 (FYRR
2) HBENIVF—VEEQRBR. va—h—T—te &~ RRTHRYR) . AMT—F¥¥FY— (A>FY) . oY > EVRHY> T4 £, ba—R £
i 8E. REME. @RU AT EME. 2 I NALEWE (=2—3—2) BETOINV-TELH 3,

Gimhongsok | Born in 1964 in Seoul, Korea, and currently lives and works there. Solo exhibitions include REDCAT (Los Angeles); Artsonje Center (Seoul); and Plateau,

Samsung Museum (Seoul). He has participated in group exhibitions such as the 50th and 51st Venice Biennale (2003 and 2005); the 10th Istanbul Biennale (2007);

the 4th, 6th and 9th Gwangju Biennale (2002, 2006 and 2012); the 10th Lyon Biennale (2009); the 7th Asia Pacific Triennale of C
Triennale 2014; “Brave New Worlds,” Walker Art Center (Minneapolis, 2007); “Laughing in a Foreign Language,” Hayward gallery (London, 2008); “Your Bright Future,”
Los Angeles County Museum of Art and Museum of Fine Art, Houston (2009); “All About Laughter,” “All You Need Is Love,” Mori Art Museum (2007, 2013); “Xijing Is Not
Xijing, Therefore Xijing Is Xijing,” 21st Century Museum of Contemporary Art, Kanazawa (2016); and “Theater of the World,” Guggenheim Museum, New York (2017).
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A 168-Hour Long Play

(A time that is not confined in a day or the past)

This work is about a week in an individual’s life who was born during the
colonial period and has experienced the birth of a modern state and the
subsequent period of modernization. From Monday through Sunday,
based on the dates of seven historical incidents, the work traces the seven
days (168 hours) that have influenced the growth and turning points of the
individual. The shift from day to night is conveyed through the lighting
installed in the exhibition space that continues to turn on and off. Devised
to reflect the changes in real time, the day and night is at once a narrative
based on facts and a staged play.

The play, reenacted through the course of a week, traces my grandfather’s
life. His life story was replete with a countless number of events that seem
much too overwhelming for an individual to withstand. Many Koreans
born in the same era would have shared a similar account, each harboring
his or her own narrative, just like my grandfather’s. To list a few words that
encapsulate his life: colonization, liberation, independence, democracy,
communism, birth of a nation, war, refuge, kidnapping, diaspora,
separation, migration, modernization, Marxism, democratization,
industrialization, and tolerance. His life, which was subject to greater
external forces rather than his own will, speaks for the modern history of
South Korea.

Monday, April 15, 1912 is the day when Kim Il-sung was born. Kim II-
sung’s appearance meant that my grandfather was forced to leave his
cherished hometown, where he was born and raised. On Tuesday, May
16,1961, Park Chung-hee, a military man, rose to power through an
armed coup. After observing the coup d'é¢tat, my grandfather lost all
remaining hope he had for the state and instead, began to engage in
philanthropic activities. Wednesday, August 15, 1945 was the day of
Korean independence from Japan. From this day, my grandfather had lost
his job and his household took the downhill. Thursday, January 4, 1951
was a crucial turning point during the Korean War, when the Communist
Chinese army entered the War, forcing the South Korean and U.S. troops
to retreat farther down south. Civilians also had to evacuate from North
to South. This marked the third evacuation my grandfather had to take.
On the road down south, he had lost his second son who was 15 years old
at the time. Years later, it was discovered that his son was taken hostage by
the North Korean soldiers and was able to return to the family after the
armistice. Friday, December 23, 1988 was the day my grandfather passed
away. He died of liver cancer. His last few words were told to my father but
my father never mentioned them to anyone else. On Saturday, October 1,
1910 Terauchi Masatake was appointed governor general of the Japanese
colony in Korea. My grandfather was born while Terauchi Masatake was
en poste. Terauchi Masatake was successful in physically colonializing
Korea. Sunday, June 25, 1950 was the day Korean War broke out. This was
the day when my grandfather found himself in great despair and life since
then was that of increasing hardships and destitution.

The events that happened throughout the seven days function as a
narrative of the work. The work does not have a text to the narrative, and
there are no characters making appearances, no sound, and no object.

The narrative depends solely on light and darkness that triggers a set of
unpredictable sensorial reactions. The course of human development often
responds to our predictions, whereas even the most complex of systems,
such as the weather, could deviate from our previsions. What is predictable
can be logically put into language and hence flourish as an academic
discipline, but it is difficult to fathom or organize what is unpredictable.
My abstract narrative permeates through my grandfather’s life and through
him, one can realize that life is a disorderly combination of unpredictable
elements. Rather than a metaphor to the Korean history of modernity, the
work is an incomplete narrative on unpredictable senses.

Gimhongsok
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SUN AND WIND STORE

(A place that is not home or here)

This work is about 07dol, an underfloor
heating device in Korean traditional
architecture; pyeongsang, alow-wooden
bench; and a mom-and-pop store that
existed in every neighbor.

The mechanism behind ondol was a
direct heat transfer from a fireplace to
underfloor. The western heating system
has replaced the traditional device during
the course of urbanization in the modern
times, yet ondol remains one of the most
readily used heating systems in Korea

since the 11th century A.D. to the present.

The costly and lengthy construction
period requiring professional technique
often made it difficult to casily adopt
ondol. Korean’s preference for underfloor
heating system instead brought about a
cheaper and more convenient system as

a replacement, which involved placing
electric cables or hydronic pipes under
cement floors. Although this method is
not a contemporary variant of ondol, this
system became widely popular as another
example of a thermal flooring system.

Pyeongsang is an outdoor public property
built by an individual or a residential
community to be used as communal
furniture for the sake of convenience and
communication. Although these are no
longer casy to sight in large cities, they still
exist in residential towns on the outskirts

080 X¥n&>Yy2 | Gimhongsok

of the cities. A rural fishing or farming
villages would often place a pyeongsang
next to a large tree. Not only offering

a shelter from the sun and rain, this
placement affirms the symbolic stance of a
pyeongsang as a place for the residents to
rest and socialize.

Many people are familiar with a mom-and-
pop store as it exists nearly everywhere.
The store would stock daily necessities
and general items. Often run by a local
resident, the store functions as a place of
information exchange and social gathering
over a drink or two.

This work is irregular, incomplete,
intimate, and voluntary. The work declines
to pursue a state of completeness, to entail
logical validity to induce sympathy, and

to offer a common idea to convince the
majority. The work continues to defy any
definition set by a collective and instead,
values incompleteness. There is no place
for long-standing hierarchical systems

or ideas based on collective decision or
agreement in this work. Therefore, the
work is devoid of a collective agreement
and consists only that of an individual’s
voluntary expressions.

An clectric ondol is an incomplete,

poor emulation of the original. Despite
its limited functionality that depends

on electricity supply, it still remains a
valuable device for many. Initially adopted
for the use in residential structures, the

electric ondol is now widely used in

restaurants, indoor gyms, commercial
facilities, and temporary performance or
theatrical stages.

Pyeongsang gets built by an individual
but often functions as a public property.
Strictly speaking, it is a private property
that could be shared by everyone. One
could use it as a place to nap, socialize, eat,
or drink. Students can use the space to
read while some could be folding laundry.
A pyeongsang is a communal furniture

and a public space.

A mom-and-pop store in Korea loosely
and simultancously functions as a
convenience store, a kiosk, a newsstand,

a snack bar, a pub, a grocery, a hardware

store, and a lounge. It exists as a place

to buy something—not necessarily an
exchange between a product and money
but that of information, emotions,
returning favors, kindness, affection, and
loneliness. If one was ever out of money,
payment could be postponed or the
exchange could be made with another
substitute. In such ways, despite the
limited physical space, the small store is
an emblem of abundance with infinite
possibilities.

This work is at the antipode of the
long-standing traditions of collectively
constructed agreements, concepts, faiths,
or ideologies. The work is like a small
store with no particular raison d'étre;

trivial conversation; an unsummarizable
subject; a complex thought that cannot
be defined in a sentence; a very long song
with no specific score that is engraved in
the mind of the people wherein everyone
could sing along; a company with a top
and a bottom but no hierarchy; a military
armed with shovels and hammers where
order is delivered in songs; a compliment
made without empty rhetoric; and a poem
where letters appear like drawings. When
the 21st century humanity is engrossed
in the idea of immorality, happiness, and
sacredness, this work secks joy from what
is not immortal, happiness, or sacred.

Gimhongsok




AT - BFET- RV 7 Teramachi / Nomachi / |zumi area CLERORERSE Tea House in Nishi Chaya,

JNPEVS
13 EEE%#YE/:L//

LI Binyuan Freedom Farming

FEE. AAOLHAFICOWT—LERITITNSE, T
Zbb. #HimoLZERS. EHoLHMEEROER
HHPEEMELTS, EWI3b0LE, #HEp o L EFAE
G EE-ER-EE KU EORELTRELETE—A.
BHRHEFAMAO M. BoREH/BLEROBR A,
b—ROBMOREE RS FEHECEERLEIREDD
NTOLRUVEE, TEELBH~o AOERIfFEu.
HRIEEHAHEMLTLE L2 BERLT, B0 T iHER
BREDORIT P IE-TLB LR A BT EHBECEEN
EEBRHECZE I nd0 FLEEDOILEEZTHLL
=35,

Yebeoa7 3 EEoMBEEKMcETh, AMPRE
WERICAZFE. EFRCBYEC BB ERICLE Ly
L.1999E I FBOERTREHSFE LI L EF ik p
BFhEBLR W EE S, (Freedom Farming) (& e
BIE Y ES AT HEH O RT+— RO HEBGER
ELEbol, LEO L BATEHLEL DR B, RHTEL
oAz LY, LA ESLECBEROFONES
LERALTORBRWE REER-1ELALERET, B
EEHNBRIFEB/ICERERERITRIC OB o1, KD
FolHHEMIcHEO BRI L. RicEAahd/73—7
SRFEMIC RO EALRATIER T3 FHingge
nTWw3, 2 F oA« RO LMEEK, V- E>aT
SERTFYBHD OB TRNZILERNBIEIRSE. &
ROLEBRORIFLIcHBEEF 3, LoMARERT
FERARE. ROFER THHY. AROEFOLETHH3, =
DRAFEHTHZMY., LiiEBMELTHRASABEAD
BHRZZFREIFIALZO,

MERICHZHEOTBOH,I ZEARHENRMHT, BREM K
ENEA2DBELLABHETELS, BEE 0A)IIGRE
MERTRIICHNAL, BErBKEMFHF-EYLL
SR EE e ME—FEPE0AKRZELL
THHEHTH S, [KH]

082 YeE>a7> | Ll Binyuan

£IRTEFRT2-25-19 2-25-19 Nomachi

In China, rules are established governing private land BH#HE
ownership. In other words, the state owns urban land and f/"l“fwﬂ%»ﬁ.#
rural collectives own agricultural land. On state-owned urban T
land, land use rights can be transferred, inherited, leased, 502

and mortgaged, while agricultural land owned by rural Freedom Farming
collectives is conserved from the perspective of achieving 2014

food security, and the transfer and other disposals of land use Single-channel video,
rights are forbidden. In recent years, due to industrialization QFL'Z”I'"““ record
and urbanization, farmland is increasingly sitting dormant. In
response, investigation is underway for methods of reforming
market transactions for agricultural land, but change is slow in
coming to farm villages distant from cities.

Li Binyuan was born in Yongzhou, Hunan. On entering the
Central Academy of Fine Arts, he left his hometown to live in
Beijing. However, Li learned that he had to inherit the land
cultivated by his father, who unexpectedly passed away in an
accident in 1999. Freedom Farming is composed of a video
recording of a performance by Li and a land certificate.
Confused by his inheritance of his father’s land and the
responsibility for it placed on him, along with his sadness at the
loss of family, he channeled his emotions into a performative
act of mourning. In a performance lasting two hours, he threw
himself into the water of a flooded field and daubed himself
with mud, and video recorded scenes of his fatigue and
vomiting in the muddy water. People gathering on the banks
around his land watched him sympathetically as he acted out
his resolve to give his best and do what he could there. The
land certificate is both a memento of his father and proof of
the responsibility demanded of him by the state. As long as

the certificate is valid, the land can only be handed down as
farmland and no freedom of private choice is allowed.

The pastoral surroundings seen in the video are also striking.
One can imagine the lives of people living closely tied to the
land. The rivers of Hunan flow into the Yangtze River through
Dongting Lake. Blessed with abundant water and four distinct
seasons, the region is suited to wet-rice cultivation and famous
in China as a land of plenty.

yeerary | 1985 8BE KM (FE) £2h. bR (FE) 45 01EFREFERENB 2 ZE EROZ(L. BEREMTRE(BELVL
CABEEFORTHRNISIT 74—V R TH 5, B4 0T BHIRA N THYEHL ERCEREREGELZMAOKRIE (Y HLTL 3, MoNA
PS1. 70—=> 5" %488 (£5>4) . Museum of 0ld and New Art (42%=7) RE S D EMBETHERE HEEK,

LI Binyuan | Born in 1985 in Yongzhou, Hunan, China and lives and works in Beijing. He graduated from the Sculpture Department at the Central Academy of
Fine Arts in 2011. Many of Li’s works are improvisations that can be carried out in daily life without an exhibition gallery or an audience. It is exactly these
fragmented individual actions that distinguished his work from the traditional common experience and make up the unique values in his expressions. His works
are exhibited in many important institutions including MoMA PS1, Groninger Museum (The Netherlands), Museum of Old and New Art (Tasmania) and others.
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Freedom Farming

In the countryside of China, land is a heavy issue. Each
plot of land has its own destiny and character, and
behind it is the people’s destiny. In 1999, when my
father passed away in an accident, the land that he had
cultivated was handed down to me. I was at a loss, and
avoided returning to my hometown, ashamed to face
the reality. But the problem was not solved because

of my detachment, and my sense of identity gradually

disappeared.

In 2014, I decided to use one of the plots of land to
produce a work, to re-examine my relationship to
my birthplace, which felt both strange and amiable.
Finally, I made my peace through the fatigue that
came from the constant falls into the field and

the mud.

The name of the work, Freedom Farming, comes from
the land certificate issued by the village committee,
and from the sense of salvation that came from the
performative act itself. Freedom Farming is a work
about the dialogue between me and my father, and my
present reality. I attempt to find a balance between the
three, or save some things that are already lost through
this behavior; also I want to confirm my sense of
identity, of belonging, via this path. As for me, every
jump of mine is a departure, and each fall is a return.
Regardless of each departure or return, there’s always
something missing.

LI Binyuan
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Ino Ichizo is a characteristic Kanazawa artist. Within his
engagement with his craft, he freely takes inspiration from

his technique and materials to create artworks. From talking
with Ino, it grew clear that he consciously avoids asking
himself about the meaning of he is doing. He purely accepts
what is born from his hands without concern for whether it is,
after all, craft. Asked about the “cuteness” of his creations,
he replied off-handedly that it was probably the influence of
animations and such. His creation of deer too simply arises
from an encounter with them in Nara, while the boy and girl
take his own children as motifs. Yet, the works are not at all
monotone in impression. They are pristinely cute and dignified
with a vacant air as if gazing somewhere in the distance. Inside
the gallery, housed in a traditional plaster-walled storehouse,
sunlight mixed with the artificial ceiling lighting to create
complex light effects on the lacquer. The lacquer surfaces of
the works, not being smooth, displayed a furthermore complex
expression. Owing in part to its location in the Nishi Chaya
District, the gallery was one of the most popular venues,
receiving over 200 visitors on some days. Unlike other works
in the exhibition, which evinced a strong social message,

Ino’s works sat in the gallery serenely, a fact that seemed to
emphasize their presence. They may well be “contemporary
Buddhist statues” as Ino mentioned. Amid society’s complexity
his works, with their endearing cuteness, hecome “vehicles of
peace” transporting us to the place where we belong.

NVbDODYDHD

2018
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YAXAE

1 ~LboDYHD (IE5%)

2 ~vbooYbo (L)

3 buavAnboDYbo
(BABDZ)

4 buIvAavbooYdo
(L)

5 buIvAavbooYbo
[C:Y)]

vehicle of peace

2018

Lacquer, wood, jinoko, rice
flour, golden leaf
Dimensions variable

1 vehicle of peace (boy)

2 vehicle of peace (deer)

3 little vehicle of peace (girl)

4 little vehicle of peace (deer)

5 little vehicle of peace
(small objects)

FRe—= [ 1970 MR RETA, BIRSRHEME 000FERRBHAFAFREFTAREIZTRE T 005 RIMNRILTEIEET,
20114 TUrushi-traditionelle japanische Lackkunst] Musterring International (1) . 20144 Collect 2014] H—FX+>Y— (A>F>). 20164 2016 48
MEBRECT F—1 ] BMEZHDRBR (RE) . lnternational Contemporary Ottchil Art Exhibition 2016] £t & Z %48 (E) KEEANTHE

INO Ichizo | Born in 1970 in Kanagawa, Japan, and lives and works in Kanazawa. Graduated in 2000 with a major in Urushi Art from the Graduate School of
Fine Arts, Tokyo University of the Arts. In 2005 he completed a course at Kanazawa Utatsuyama Kogei Kobo. Selected exhibitions include “Urushi-traditionelle
japanische Lackkunst,” Musterring International (Germany, 2011); “Collect 2014,” Saatchi Gallery (London); “2016 Fuzhou International Lacquer Biennale,”
Fuzhou Urushi Art Institute (China); “ International Contemporary Ottchil Art Exhibition 2016,” Tongyeong Ottchil Art Museum (Korea), and others.
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I believe that the form taken by all living things,
humans included, may be that of a “vehicle” that
carries something around in it. That “something”

is what could be termed a life or a soul. Where our
“vehicle” goes is determined by us, and perhaps also
by fate. As much as possible, I seck to be a “vehicle

of peaceful.” The animals and children that live
around us are such “vehicle of peaceful,” and our own
personal “Buddhas.” In olden times, Buddha statues
were made for highly personal reasons, such as to pray
for the recovery of close relatives suffering from illness
or injury. These “vehicle of peaceful,” with their cargo
of wishes accumulated in the course of daily life, stand
and gaze out blankly. Herein lies the everyday, and the
future, for those of us who live in Kanazawa.

Japanese lacquer is a traditional material often
regarded as difficult to work with. But I feel itisa
material that offers freedom: it can be a plasticizing
agent, mixed with clay and molded, and it can
function as a type of glue to affix shells, gold leaf

and the like. In addition to the conventional red

and black, a wide variety of pigments can be used to
produce lacquer in many different colors. Lacquer has
a certain nobility thanks to its distinctive luster and
texture, but it also has an accessibility that lends it to
everyday uses such as in dining ware and chopsticks. I
am fascinated by the complex allures of lacquer. I hope
to continue producing “vehicle of peaceful” using a
simple, straightforward approach that matches the
rhythms of daily life.

INO Ichizo
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Kiyomi + Tetsuhiro UOZUMI chasing a little past
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Kiyomi + Tetsuhiro UOZUMI | Kiyomi Uozumi was born in Wakayama, Japan in 1981. In 2004 she graduated with a sculpture major from Kyoto
University of Art and Design, Department of Arts and Crafts. Tetsuhiro Uozumi was born in 1980 in Aichi, Japan. In 2007 he completed a master’s
degree in sculpture at Aichi Prefectural University of the Arts. They began collaborating in 2004 and have lived in Berlin since 2007. They have
produced work on the theme of “collecting and recreating the subtle everyday occurrences around them” since they participated in a residency
in Iceland in 2012. They present installations that bring forth unique individual perspectives on the world, by allowing visitors to freely combine the
multiple stories crammed into the space.

090 AEE R+ RERRZE | Kiyomi + Tetsuhiro UOZUMI

Why do things once owned by someone and now abandoned
speak so eloquently? Telephones, racquets, chairs, cuphoards,
lamps, thermos hottles, school bags, watches, ping pong
halls—the kinds of old objects collected by Uozumi Tetsuhiro
and Uozumi Kiyomi are too numerous to name. Seeing the pre-
installation mountain of objects they had gathered, one felt
nervous, sensing their former owners’ presence. When looking
at household goods or furniture in a department store, one
does not feel awkward, as if in someone’s house, much less
imagine the items’ future owners. A pot is a pot and a chair

a chair; nothing more. Yet, how about a chair someone has
used? The worn and burnished seat, glossy wood, and banged
up legs—look well and you will find evidence of people’s
actions and sense them and their lives. A story inhabits every
object. We often hear talk of “the precious, old school hag my
grandmother and grandfather gave me” or “a wristwatch that
belonged to my father.” Among people of the same culture or
generational background, the memories recalled on seeing

an object are surprisingly similar. The Uozumis, however,
disassemble such personal or shared memories and reedit
them. They utterly ignore the circumstances surrounding an
item before it reaches their hands. A household lamp blinks
on and off on a ping-pong table, while clocks, arrayed on a
wall, all show different times. Sounds collected around town—
a train station bell, the voices of children after school, a car
passing hy—have no direct relationship with the objects in the
room. Above a shelf filled with large sake hottles are grungy
stuffed animals, randomly wedged together. A wheel from a
hicycle is combined with kitchen tools for no apparent reason.
This radical installation’s disinterest in the objects’ original
function, history, and stories suggests that the Uozumis are
looking at a point beyond what others sympathetically see

in the objects. Its poetic title, chasing a little past, seems to
indicate an underlying story, and the installation work itself
seems to discover a context in the old townhouse were it is
displayed; but no, maybe not.

Tile House, 2-18-9 Nomachi
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chasing a little past
2018

Disused items in Kanazawa
city, sounds of daily life, light
bulb, light controller, sound
system

Mixed media

Dimensions variahle

Sound production | RYUSUI
Tatsumi
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In Berlin, it is common to see trash left on the street—anything
from small, daily goods to larger items such as furniture and
electrical appliances. In many neighborhoods this has become
more and more ubiquitous. As such, these items that are left
behind and remain on the street create a certain type of site—one
that, in a sense, has the quality and history of someone’ s living
space. We make installations with these objects by combining
recorded sounds of daily life with electrical lighting systems that
synchronize with these sounds. Our aim is to compose diverse
narratives that are created through the juxtaposition of these
three elements—found objects, sound, and light. Through this
combination of materials, we are attempting to construct a
language system without words—one in which we can tell stories
by using this uncertain language.

The work will be installed in a very interesting space, one that
has been through various transformations over time. Originally a
teahouse, this building was subsequently converted to a residential
home that now sits empty. The materials and the sound recorded
for this installation will be collected in Kanazawa city. These
materials will be combined with a synchronized lighting system
to create an abstract, multifaceted environment that is imbued
with the history and memory still lingering in this house. In
constructing the installation in this manner, we hope to provide
us with an experience that questions the understanding of daily
life. We often surround ourselves with what we perceive as
commonplace or “normal”, without determining why or how
this came to be. We would like to challenge this preconception
of familiarity and normalcy, and create a new, playful small
perception of our environment. In this way, we can ask what the
idea of “home” truly means, and allow the viewer to contemplate
the notion of “uncertain acceptance”.

Kiyomi + Tetsuhiro UOZUMI
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HAN Seok Hyun Super-Natural: One day landscape in Kanazawa

HAREOBET.ABMIREOAIYEEELTENE
TTCEL FICTIRFy 70 Hid. ¢ OBEH I, b, 40
HREDB2ICETTITEE->TVL S, I AFEFE .
HIICEYETYERELTHRT 2 LoREKRIRDA
TWHKDOTRBVHIEE S, BELL. EDONBTIRFY
IR EREEIEAA ML THH 3. #TD
FE3MH S HIAATEDES IcfFEbnizhEHFELT
BREEHERG, & 70— b3 i B IcHESE
I REOEHITIIZH M T Lic R0,
neeyska>iz&3 (Super Natural: One day landscape in
Kanazawa) (z—¢—7#Fa5r : 1Ho 1 £3R) 1. €3RTI1HIC
EooNz) YT %, XFBYILOLS o FEA LT
ERLEFERTHZ, BETIE. PRSI RELRE
RILzED. BHILLLEDICARDORE(E boTLr o1,
COBTITEB/ELAINRZRBECOLTOREBRVRE
SELT. T EWHITHEBLT. AToRE,LBRALE
Wi, [ EHFIE. ATy TERI LE 2RO R
RoOAZIZRIYVAENEDELE KEBEG. BARTIER
ERRTIBELTHFINZHS . ATORXEGFICHID
FTERI TEB G N> YZeaid BET2000E R =
[FFa5nv]| THBIEEFTYIHEE RS 200 Bzt
MRl EREORCBEVWILEHIETIS—C2T50IfED
NTWBEWS, ez E, BROBHAYHEEOREL.
FFaTNRA—H=y LW EENPA2ICIRELLE, F
CRGREOEIZHILS . AR KE ORIV O—EB
» k] odboicZEzohizén3Dt, [R—/X—+FFa5
e, BAER. TIELLLER, LHIRE B, Lo THE
ThAEREI BRI —TyrDEIBBERELETE
bINTVB30rbLARL, [Ki

(r8%2£>) =80,

I %
Photo: Qrim Ahn

094 N eyZea> | HAN Seok Hyun

In the process of modernizing, people have produced, R=/R=FFaS) .
consumed, and disposed of a vast amount of artifacts. Plastics, 1HoW £R
owing to their convenience, predominate among them. Plastic itﬂiv;ﬁ,

debris has come to appear in every location on the earth. A YAX AL

certain cultural anthropologist has said that to collect things

: . .. Super-Natural:
for research in museums no longer has any meaning. This is One day landscape in
because the vast amounts of plastics accumulating not only Kanazawa
speak of our cultural background, they can be found anywhere. fﬂ'ﬂ:ﬂ notia

Due to globalization, our consumption of things is accelerating Dimensions variable
to the point that we are reclaiming land as a means of
disposing our immense volumes of garbage.

Han Seok Hyun’s Super-Natural: One day landscape in Kanazawa
is a work created by piling up a literal mountain of recyclable
waste collected in Kanazawa during one day. Korea modernized
rapidly after the Korean War, and urbanization transformed the
landscape dramatically. Seeking to reintroduce greenery in the
excessively artificial urban environment, land was reclaimed
with garhage and planted with trees to create artificial

parks. On hearing the word “green” used in connection with
something, we tend to believe it to be “natural,” but this is an
illusion implanted in people’s minds. Green being the color
representative of nature, it is highly popular today, but an
artificial park is not “natural” even if carpeted with green.
According to Han, the word “natural” came to be used in

Korea to attract consumers and sell products in the 2000s,

and frequently, “green” was used to camouflage what was

bad about a product. Around when the recycling of resources
began drawing attention, and the buzzwords “natural” and
“organic” were ahsorhed into people’s lives, portions of
detergent and beverage hottles were changed to green to
offset the bad aspect of the product. The title “Super Natural”
can be understood to mean “supernatural” or the power of
nature, but it can also be connected with nature in the sense of
supermarket produce and rows of tomatoes.

nreyzear | 19155 Yo GRE) £Fh. YOvBLE~AY> (F4Y) FEE, 2008E B E EM B2 TEL S (MFA) 2E15, k4
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HAN Seok Hyun | Born in 1975 in Seoul, Korea. Lives and works in Seoul and Berlin. In 2008 he received his MFA from Korea National University of
Arts. His work has been seen around the world, including in Germany, Scotland, the United States and South Korea. Han’s work has been exhibited
in museums including The Museum of Fine Arts (Boston), Buk Seoul Museum of Art (Seoul), Total Museum of Art (Seoul), Pohang Museum of Art
(Pohang),The Gyeonggi Museum of Modern Art (Gyunggido), and the limin Museum of Art (Seoul). In 2017 Han’s work was exhibited at Karachi
Biennale (Pakistan) and has received a grant from the Korean Arts Council which supports this body of work.
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Super-Natural: One day landscape in Kanazawa

I 'was born and raised in the suburbs of Seoul. During my childhood, there
were still patches of land with dirt exposed and not covered by concrete
pavement yet. Urban farming that the city’s dwellers now so romanticize
was still part of the natural fabric of the city. I witnessed the city’s
transformation to its hyper-developed state today, which I believe has had
a defining influence in my work.

I'studied painting at Hongik University, and sculpture at Korean National
University of Arts. Within the past few years, 've had the opportunity to
show my work not only in Korea, but also in Germany, Scotland, and the
United States. I've had my exhibitions at the Museum of Fine Art Boston,
Idaho Botanical Garden, Buk Seoul Museum of Art, Total Museum of
Contemporary Art, Pohang Museum of Steel Art, and Gyeonggi Museum
of Art.

I tend to think I'am quite impressionable. My surroundings often
influence my thoughts. My work today draws a lot from observing the
urban versus the rural, triggered by my parents’ recent relocation to

the countryside. From roughly around the turn of the century, “well-
being” became a popular phrase in the society’s discourse, emphasizing

the pursuit of happiness and health of the mind and the body. This new
consciousness bolstered environmental activism, and products labeled
‘organic’ proliferated. Many people left congested urban centers and moved
to countryside (or fantasized about doing so). City dwellers started exploring
urban farming. On the consumerism front, before you knew it, green had
become the most predominant color on supermarket shelves, from product
packaging to advertisements. Politicians were fast to adopt the buzzword,
calling just about anything green this and green that. The shift was swift,
and felt shallow sometimes.

Now in 2018 there is more awareness and attempts for protecting the
environment, but the world continues to fill with more developed
packaging techniques and methods. And we are now faced with the serious
problem of the ‘accumulation of modern urban civilization’.

The installation work Super-Natural: One day landscape in Kanazawa shows
a fragment of the 'unrevealed activity’ happening everyday in a small city.

HAN Seok Hyun
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SiR<BLOEYE Kanazawa Folklore Museum, 3-31 Tohiumecho
SRMARAFRTI-31 (%88 A P FHBEA) (located on Shikindai Junior High School

property)
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HO0O. Landscape and food works Dish and reading performance “The story of the table for life”
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Only four people could participate in each performance. There
was a reason: Hoo felt they wanted people to participate by
sitting around a dining table. During performances, memories
of dining room tables recalled by people living in Ishibiki since
postwar times were read aloud. Participants listened to the
memories, savoring them. As they took each hite of food and
carefully chewed it, scenes of families in past eras filled their
imaginations. Initially, nervousness pervaded the room, but by
the performance’s end, the four people coincidentally seated at
the table had become friends. Eating together has that power
to bring people together. During each performance, moreover,
discussion turned to talk of Ishibiki and Kanazawa, and the
participants’ memories also entered in. For participants,

it was unique experience in which they became part of the
performance. Though only 40 people could experience the
performance the 10 times it was held, contrivances were made
to evoke memory of life in Ishibiki for the many who could not
take part. In the all-white room, the stories read aloud were
also printed on plates on the dining table, and a menu casually
laid. The cook’s apron hung on a wall and nostalgic amber
sweets placed on the shelf warmed hearts, and Hoo’s words on
a plate by the window doubtless resonated in visitors’ minds.
“We eat every day at the same dining table, agitated hy
thoughts of our birth place, society, family members, others—
people and events around us. These are tiny slices of life,
inconsequential, ordinary, repeated day after day. Yet, they
connect us with the world. Somewhere, somebody is sitting
down to eat. Again today, | return to the dining table. With
thoughts of tomorrow’s dining table.”

BELHFONE
[BHROR & ]
2018

Dish and reading
performance

“The story of the table
for life”

2018
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HO0O. Landscape and food works | TAKAOKA Tomomi, born in 1981 and NAGAMORI Shikino, born in 1980 are a duo that have been working together since 2012,

after previously working for a |

1 then and there.
Photo: Yasuhiko Kouyama

100 B StERWENE F— | HOO. Landscape and food works

pe design company. Their phil

hy being “A distant landscape and a spoonful of soup — the world and the palm of my
hand are connected,” they look at food from the perspective of scenery, culture, and society and create food installations that people can only experience
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102 B StERWENE F— | HOO. Landscape and food works

People cat, every day. Alone, with family, with friends, in their
homes and in restaurants, while walking, or maybe even on the
train. Eating is a highly personal experience. But it is always
mediated by the historical and social context. To eat, to live:
undoubtedly this is what it means to connect with our world.

We listened to the stories of people living in the Ishibiki
district. How they have lived. What meals they have caten, what
experiences they have had, what sights they have seen. Things
that seem commonplace and mundane to them. Guided by their
stories, we imagine scenes that have been part of this district.

This work, The story of the table for life, will be held in a
performance format, with meals and readings for just four people
ata time held on a total of ten occasions mainly on weekends in
the exhibition period (reservations required). There will be readings
of texts based on the stories gathered from the people of Ishibiki,
together with food matched to the stories, giving participants

the experience of a “meal” unique to a certain place and time. On
days when performances are not scheduled, there will be displays
of installations from the performance venue and objects used in
the performance. The venue is a room in the Kanazawa Folklore
Museum, located in the Ishibiki shopping precinct. The museum’s
collection includes homewares, work tools, and other materials
showcasing the changing lifestyles of ordinary people. We hope
that participants in the performances will take the time to check
out this collection, as well.

The “Altering Home” exhibition provides an opportunity for

us to think about the act of living, the family, and how they are
interrelated with society. In our ever-changing world, people still
follow the mealtime routine. Each and every time they do so itisa

commonplace, unremarkable, yet extraordinary moment.
We turn our gaze to the meals of tomorrow.

HOO. Landscape and food works
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YAMAMOTO Motoi The season of purple
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Genchan House,
4-4-10 Ishibiki
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The artwork did not get underway, right off, at the “Genchan
House” support facility for cancer patients and their families.
Yamamoto Motoi walked around and looked at several venues.
For Yamamoto, every lane in Kodatsuno is filled with memories

of him and his wife. Seeing him recall such memories, his gﬁ season of purple
smiling face shining with love, one sensed his exhibit this time Salt

had special meaning. The “Genchan House” chosen as a result N.7x123m
functioned not only as a display venue but also as a place

that connected and encouraged many people. The people who

graciously took the role of monitoring the work were cancer

patients returning to health. It was subsequent to his wife’s

death that Yamamoto turned to depicting tangible motifs using

salt. In a clear departure from the abstract figures of his

“Labyrinth” series, he unleashed depictive powers acquired

and created works in a single effort without preliminary

sketches. The motif he chose for The season of purple was the

purple magnolia, a flower he and his wife often went to view.

Concerning his use of purple in a work that spread out beyond

the venue, Yamamoto explained that he wanted to create a

world of color that would give people encouragement. In his

hold depiction of oversized magnolia flowers, the potent purple

evoked a gentle healing quality. A great many people attended

“Project, - Return to the Sea -” which, because of the venue’s

small size, was advertised by word of mouth only.

Repeatedly, during the period, the salt patterns of the work

hecame scattered by the people coming to take strength from

it, and were remade. By now, the salt they each took away

with them has perhaps been returned to the sea. With the

work gone, a feeling of absence looms, but one senses that

its impression remains strong in people hearts and minds.

Hereafter, the many people will feel encouraged by their

memory of the work.

11.7x123m

WAL | 1966FE B RESN. BIIRSRHERE, 1995FSREMIBRFEE B(LTIOHE E oL ERKOB VAT —2 e KICETEARBEHEH
CRRBEERELRARERL BLHCBT NS/ ik R EME O, MOMA PS1. TAIK—Sa £ (> rRFATN7) RAER

REMEFTHEREZRERLTVS,

YAMAMOTO Motoi | Born in 1966 in Hiroshima and lives in Kanazawa, Japan. Graduated from Kanazawa College of Art in 1995. With the theme of memories of his wife and
sister who left the world at a young age, he draws huge patterns with salt on the floor. After the exhibition, in collaboration with the viewers, the work is destroyed and the
salt returned to the sea. In addition to the 21st Century Museum of Contemporary Art, Kanazawa, his works have been presented by MoMA PS1, Hermitage Museum (St.
Petershurg), Tokyo Metropolitan Museum of Contemporary Art, and others.

Photo: Stefan Worring

104 W7 Z | YAMAMOTO Motoi
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The season of purple

I have been working on installation to meet the memories of my
late sister who passed away in 1994 due to malignant brain tumor.
In 2016, my wife also left this world, leaving a 4 years old daughter
behind. With these experiences, I decided to work on an artwork
in a building where cancer patients and their families live.

The season of purple is composed of organic patterns based
on the images of grass, flowers, and trees representing the strong
force of life. Using salt, intricate patterns are drawn on a purple
floor surface.

I'm sending this scene of spring where purple flowers are
blooming everywhere to the patients and their families who live
there, to people who had lost their loved ones, and to my wife
and my sister who lost their lives way too young. Among spring
flowers, small and purple violets, wild wisteria with intertwined
vines, and purple dogwood trees, which are very different from
glorious cherry blossoms are my favorites; purple flowers seem to
possess not just beauty, but a strength to live through hardships.

The venue is located on a hill called "Shikindai" - hill of golden
purple, where my wife and I used to live for nearly 20 years. The
area was our hiking route and we had walked there countless
times. I still remember the fallen petals of dogwood in front of a
church reminding me of the beginning of spring, which made my
footsteps lighter with happiness. It'll be 3 years in November since
my wife passed away. I'd like to sit down quietly in silence and
draw the installation while remembering all the paths my wife and
I walked together, and about the time my wife had to live with the
discase. If possible, I would like all the audience to bring home the
sense of courage and new hope that they feel in the air of Spring.
On the last day of exhibition, the installation will be dissembled
and the salt will be returned to the sea.

YAMAMOTO Motoi
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FreeS Art Space, Taipei.

108 A+ | LEE Hansol

LEE Hansol | Born in 1989 in Busan, Korea, and lives in Busan and Seoul. Her work explores the relati
surrounding individuals. She organizes the conceptual form of isolation into a perceptual form, and experiments with the expansion from individual isolation to social
isolation. She recently held the solo exhibition “Impermanence Act,” Open Space Bae (Busan, 2017) and in the same year participated in the group show “Crossover,”

AIlOTER
£RHE5(4-5-1

In Impermanence Act (2017), Lee Hansol took her diary—her
private world—and soaked it in dirty water mixed with cigarette
butts and coffee, then washed it in a washing machine. While
faithfully recording her day-to-day thoughts and actions in the
diary, Lee had felt that she, the person innocently confiding
thus in her diary, was no longer pure and that the values she
ascribed to were befouled by other, dirty values. She next,
after her diary, dirtied and laundered books whose content was
similar to what she had felt and experienced, and used them

in creating an installation. Young Koreans of Lee’s generation
live in a harshly competitive society. Besides entrance exam
wars, difficulties getting employed and married, and insecurity
ahout aging, Korea has the highest suicide rate among OECD
countries and its population is aging rapidly. While all are
problems occurring to different degrees in advanced countries,
social pressures in these respects stand out in Korea among
East Asian nations. University entrance exams, an important
gateway to career success, are a striking example. Korea is a
“super education-conscious society” where over 80% enter
universities and where the university you enter largely dictates
the rest of your life. Then, the competitive system itself lacks
purity—the roads open to young people differ depending

on their family’s wealth and social standing. Although taken
for granted, such opportunity disparities are responsible for
widespread personal dissatisfaction and depression.

The act of sullying, washing, and deforming a diary entrusted
with life’s moments conveys Lee’s anguish and symholizes the
society in which she lives. In Impermanence Act, the books
are twisted clods, stained with grime, that can no longer he
read or even opened. Young people, isolated by relentless
competition, struggle in loneliness. The video images displayed
show the hooks being churned by water inside the washing
machine. Her life as metaphorically expressed by the books

is too cruel. The “impermanence” of having no stable future

is another meaning entrusted to the work. “Impermanence”

is traditionally a fundamental concept in East Asian societies.

Nothing is everlasting, all things ceaselessly change, disappear

and are reborn in endless repetition. When seeking something
sturdy to rely on in a rapidly changing environment, change
itself, which equally affects everyone, is more trustworthy than
any firm, fixed value.

isolated indivi

Former Liquor Store,
4-5-1 Ishibiki
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2018
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Impermanence Act

2018

Book soaked in coffee and
cigarette butts water, washed
hook, table, washing machine,
video

Dimensions variable,

video 2 30"
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We continue our daily lives by fighting and trying to purify our

own hidden emotions. — Work notes

Impermanence Act is a space where the hidden emotions stay, and
consists of the intimate mental space in which the desire to wash
away the emotions exists. A space of mind in which something
happens, and a space in which the will of purification is being made.

The washing machine washes books pickled with coffee and
cigarettes represented as hidden emotion. Then repeat the process
of putting it back there. And as the purification continues, the
unpleasant smell of filling the showroom is fading. The object
represented by hidden emotions is not cleaned by washing, It is
completely disassembled and comes back to a "paper bunch” that
is completely different from the original.

All objects are formed by gathering causes and conditions, and
there is nothing that exists independently of itself. And all things
temporarily formed by causes and conditions are dismantled
when their causes and conditions are broken. The absence of a
fixed value in us is free and proves this as a behavior of the entity
in the form of existence. — Work notes

This cleansing activity leads to the disappearance of the coffee and
cigarette books on the desk. The repetition of this act is not an act
toward the transcendent, but a question like the circular motion
with no answer to oneself. In other words, the repetitive acts of
the body is an internal repetition and a process of self-purification
that is to perpetuate self existence without presupposition.

In the end, the Impermanence Act is an effort to purify itself,
which becomes an act of dismissing negative emotions. Thus
sharing the meaning of the purifying act of an individual who is

not powerless in a great society.

LEE Hansol
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20-1 KBt/ @R/ NLEF4-4-4 20-1 Tentokuin Temple, 4-4-4 Kodatsuno
20-2 AloTTKE /£ RHAEE2-19-12 20-2 Former Rice Store in Ishibiki,
20-3 30 xY7H 2-19-12 Ishibiki

20-3 Within three areas

20-1 ~xa—"a—AFHF7 (mobile smile tea room)
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OHGI Kanae 20-1 Hello Hello Kanazawa (mobile smile tea room)
20-2 Ancestors of 100 Years and | 20-3 Smile Traveling Chest of Drawers
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0Ohgi Kanae exhibited three works, mainly in the Ishibiki area.
Foremost was the charming Hello Hello Kanazawa (mobile smile
tea room) which displayed its large smile on the approach to
Tentokuin temple. Visitors to Tentokuin were fascinated by the
sight of the large, yellow “tea room.” Inside, the “tea ceremony
club” (formed of exhibition supporters) intermittently served tea to
passers-by and spent enjoyable moments with people they had
never met. People burst into smiles simply on entering the
smile tea room. When a tea ceremony began, the room hecame
filled with bubbling laughter. Then, Ancestors of 100 Years and
I, displayed on the second floor of a former Ishibiki rice shop,
used documentation on Ohgi’s ancestors, a tea master and a
sukiya architect, to show their free, unconstrained methods
when holding tea ceremonies and the value they placed on
creating a space for friendly exchange among people. As
aresult, a fun and congenial space in the Ohgi style was
realized. Also displayed on the second floor, in the kitchen,
were colorful “Shapes of Kanazawa” created using sugar craft.
In the neighboring room, a monitor for viewing scenes of the
“smile mobile tea ceremony” project using the Smile Traveling
Chest of Drawers was established. To hold “smile mobile tea
ceremonies,” tea ceremony club members shouldering the
Smile Traveling Chest of Drawers walked around the exhibition
district, hailing passers-hy, people gathering in the park, and
visitors to the art venues with the words, “Would you like to
relax a little?” The club members then began a tea ceremony,
on the spot. Do we have chances in life to have tea and talk
with people, this way, by the side of the road? Both of Ohgi’s
tea spaces went casually out into town, melded with the city
streets, and created spaces for connecting people. In simple
ways, her project showed us the true pleasure of talking

with people. Most impressive of all was that everyone—
people seeing Ohgi’s works, participants, and staff too—were
always smiling.

20-1
Na—na—hFHFy
(mobile smile tea room)
2018

K. k. 7oY., =R,
B ZAVANAYSIVEER
315230 x 390 cm

20-1

Hello Hello Kanazawa
(mobile smile tea room)
2018

Wood, iron, acrylic, tarpaulin,
tatami-mat, smile original tea
ceremony goods

315x 230 %390 cm
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OHGI Kanae | Born in Karatsu, Saga in 1963, lives in Kurume, Fukuoka, Japan. After graduating as an oil-painting major in 1984 from Musashino Art University Junior
College of Art and Design, she produced large installations, mainly in Tokyo. She has created site-specific works using existing building walls in India, Singapore,
and others. Since changing her base from Tokyo to Fukuoka, she has created many public artworks inside and outside of buildings and conducted workshops using
food. A descendent of Meiji era to early Showa era tea practitioners including the teahouse architect OHGI Rodou and wood craftsperson OHGI Seisai, she aims to
evoke the state of clear mind and relaxation characteristic of tea ceremony in works such as the Yellow Smile tearoom at OpenART Biennale 2017 (Orebro) and
through holding tea ceremonies with citizens. Other projects in development include “thinking by hand” children’s art activities and the unit “YAPPOTUKA” with
sculptor USHIJIMA Hitoshi.
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Istill recall a memory from some 30 years ago, of a scene in an
Asian city.

I was in the city at the time to work on a large mural. I was
walking hurriedly hrough the crowded street to catch a train that
would take me to the station closest to my work site.

The crowds making their way to workplaces seemed the same as
anywhere else: there was a buzz of people coming and going hurriedly.
But at the edge of the bustling street, there was a “home.”

A girl of seemingly no more than six years of age was living

there, together with her brothers. Their home had no roof, no
supports, no walls: it was just an empty space. The girl, who
seemed to be the head of the houschold, was preparing breakfast
with a maternal look in her eyes. She was spreading butter with
her slender finger on small slices of bread, which would be her
brothers’ morning meal. The brothers waited solemnly while the
meal was prepared. Rather than imparting a sense of the loneliness
and insecurity of these children having to live on their own at
the roadside, this scene for some reason seemed perfectly fit to be
described as “home” or “houschold.”

Their home was there — on the margin of the busy city.

Most of us possess a solid space that we can call our home, which
consists of land we have purchased and a building we have
constructed on it. But what I saw suddenly made me think that
this might be just an illusion.

More than anything, it is when a space is filled up with feelings
and time that it becomes “home.”

And this kind of home is always movable.

Surrender yourself to the flow of time, take plenty of time to select
aplace, and feel the atmosphere of the place. Enjoy chatting with
people you meet there over a cup of tea and cakes, with a smile.

This is how my feelings and those of someone I have yet to know
will create another new “home.”

OHGI Kanae
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Ancestors of 100 Years
and |

2018

Ebisu Statue by OHGI Seisai,
inkstone, inkstone case, photo
documents of OHGI Rodou and
Seisai, ancestor comic, smile
trip drawing, mohile smile
scroll, smile sign, smile apron,
mobile smile tea ceremony
video 5 minutes, sugar craft
Dimensions variahle
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2018

R.T7IIVIEDE, »an
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257k

43x69.5%21.5¢cm
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Smile Traveling Chest of
Drawers

2018

Wood, acrylic paint, sholder
belt, hot water bottle, tea
from three countries (Kagabou
tea, Chrysanthemum tea,

Yuzu tea), smile tea ceremony
goods, sugar craft
43x69.5%21.5¢cm
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21-1 The house next door to Arama Yarn Shop,

£iRMA512-11-3 2-11-3 Ishibiki
21-2 FERERIE LML 21-2 Cosmetics Shop of Arama Yarn Shop,
£iRHA512-12-29 2-12-29 Ishibiki

N1 EHWBOEEEISEROR/ M 21-2 HHHOHE

OH Haji  21-1 Ama’s home/boat floating on memory with the colour of emptiness ~ 21-2 a room of sisters
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Photo: Toshie Kusamoto
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0h Haji, who lives in Australia, resided in Kanazawa for two
weeks from late April to undertake research for artwork
production and hold workshops for research. Her research
examined the female ama divers of Hegurajima, a small island
at the north of Ishikawa prefecture. Her results she presented
in the form of an installation in a room encompassed by
imagery of the island’s scenery. In her workshops, then, she
asked people living in Kanazawa—such as associates of the
Arama Yarn Shop, which provided the venue, and volunteers
from 21st Century Museum of Contemporary Art, Kanazawa—
to each bring in a doily (a crocheted mat) that held memories

for them. These she helped them transfer to cotton cloths

for use in making Azuma bags, and then had them carry

their memories around with them. During the workshops,
participants talked freely of their memories. Along with the
doilies, Oh took up their spoken memories and gave them life
in a new work. This was Ama’s home/boat floating on memory
with the colour of emptiness.

The other work, a room of sisters, took as its motif the yarn
wedding dresses that the two sisters running the Arama Yarn
Shop received from their mother. The wedding dresses are

also a “particular memory” that Oh encountered during her
April research. The works Oh presented in this exhibit were all
produced using the Cyanotype method, but in fact, a different
woman’s story underlay each. The wood floor that appeared
after removing the tatami mats in the traditional old house made
creaking sounds. Participants began to feel they were in a small
hoat, drifting from one story to the next among the artworks

in the different rooms. On opening a window a little, it was
impressive to see how the artwork cloths streamed in the wind.

21-1
THWAOEHIZF
IIRBROR/M
2018
SRTEDLHERH (B
Rt RGHERLE) &
BRCHBREY. 898t Y47/
247

YAXTE

211
Ama' s home/boat

floating on memory with
the colour of emptiness

2018

Used ramie and cotton
cloths gathered in Kanazawa,
linen yarn, sinker, fishhook,
Cyanotype

Dimensions variahle

21-2
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2018
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21-2

a room of sisters
2018

Cotton cloths which was
gathered in Kanazawa,
Cyanotype

Dimensions variable
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OH Haji | Born in 1976 in Osaka and lives in Australia. She received her doctorate from Kyoto City University of Arts in 2012. She creates installation works juxtaposing
fiber arts, which utilize techniques such as weaving, dyeing, tying, and stitching, with photographs, texts and/or sounds. As a third-generation Korean born in Japan, she
attempts to shed light on the untold histories and everyday life of women and indivi
bring individual stories together into “our” shared memory.

ly, she has d in a project that focuses on sea routes to
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Seen in terms of East Asian connections, the sea is a
pathway linking islands and the mainland. Stories that
are connected through sea routes are also stories about
the lives of people who cross the sea. This work traces
one of those stories: the lives of the Ama. My interest
in how the Ama lived began when I heard how an
Ama’s diving costume made of white cloth had been
found among the belongings of my grandmother, who
had migrated to Osaka from the Korean island of Jeju.

Hegurajima, an island off the coast of Wajima in
Ishikawa Prefecture, is known as an island of Ama
with roots in Kanegasaki, Fukuoka Prefecture. It

is said that Ama moved back and forth between
Kanegasaki and Jeju. The Ama of Hegurajima led a
habitually mobile life, using their boats for fishing and
traveling sales. An Ama’s boat is both a tool of her
trade and a home.

The Ama of Jeju travelled out to places such as China
and Russia, as well as all over Japan, in search of work.
The movement of these women across the sea to
work with their own physical skill seems to be one of
the initial forms of independent labor migration by
women in Asia.

Knitted patterns recorded in the “Memories of Light,
Records of Knitting” workshop, a product of research
carried out mainly in Kanazawa, are transferred onto
fabrics gathered from this same region. These vestiges
of knitting trigger the memories of those who view
them, playing the role of a universal tool connecting
awork of art with its audience. They are also an
expression of a very personal accrual of time, one

that cannot be rendered uniformly. The fragments

of cloth evoke something whole: a used kimono

slip that is worn, cloth as a second skin. The lives of
those who knitted, those who used the knitted items
lovingly, those who came from over the sea . . . their
fabrics hold the patterns of knitting with the colour of
emptiness that, I hope, will furnish opportunities for
us to “imagine with intimacy.”

OH Haji
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YANG Yongliang Endless Streams Prevailing Winds
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The global city Shanghai, where Yang Yonglian was born and
raised, has long flourished in its location in the Yangtze River
Delta at the mouth of the Yangzte. Shanghai experienced rapid
urban growth in the decades before and after Pacific War, when
massive foreign investment poured into the city, and rose to
prominence as China’s largest commercial and financial area.
The riverside district of the Bund, in the heart of Shanghai,

was home to the city’s International Settlement. Numerous
foreigners connected with finance estahlished themselves
there in the 1920s, and the many Western-style buildings still
standing are a reminder of the Bund’s former prosperity. For a
time, thereafter, its Western townscapes were considered too
reminiscent of colonialism, but today, Shanghai’s road network
has been revamped to preserve the old townscapes as they are,
and the Bund is being restored as a famous tourist destination.
The Pudong New Area, on the opposite bank, has undergone
intensive development since the 1990s, when it was set up as
a special economic zone by China’s government. After opening
a new international airport, hosting the Shanghai Exposition,
and making efforts to attract foreign businesses, Pudong alone
accounts for 20% of Shanghai’s GDP. When viewed across the
Huangpu River with the Bund in the background, it displays the
famed skyline that now symbolizes China’s powerful economy
for people around the world.

Born in the 1980s, Yang Yongliang was raised in a newly
transformed Shanghai aspiring to greater and greater
economic prosperity. Having learned ink painting, calligraphy,
and engraving—sophisticated arts passed down through long
history—he is fusing these arts with digital technology in new
art expression. Endless Streams and Prevailing Winds appear
at a glance to be landscape paintings in the traditional ink
painting style, expressed only in dark and light ink. Yet, they
are digital video works. A modernized city is depicted among
the massive rock mountains, and portions of the picture move:
waterfalls flow, city lights sparkle, and people and cars come
and go. For Yang, it is perhaps perfectly naturally to use his
acquired painting skills to depict Shanghai, the immense city
apparent to his eye, and fuse past and present with himself in
the center. The tradition of Chinese painting, which combines
multiple perspectives and values essences over realism, is
heing carried on by a young artist in his depiction of Shanghai
transformed into a metropolis.

Tentokuin Temple, 4-4-4 Kodatsuno

JIRFE

2017

S INF v KETH
700"

BEELE

2017

S INF v KETH
700"

Endless Streams
2017

Single-channel 4K video
700"

Prevailing Winds
2017

Single-channel 4K video
700"
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YANG Yongliang | Born in 1980 in Shanghai, China and lives and works there. He received training in Chinese traditional painting and calligraphy from childhood and
graduated from China Academy of Art, School of Visual Communication (Shanghai) in 2003. His work attempts to connect traditional art with modern languages, digital
technologies, and contemporary and ancient Oriental aesthetics and beliefs of literary people. His work has been exhibited in numerous museums and international
exhibitions including the HOW Art Museum, Shanghai; British Museum; the Brooklyn Museum of Art; the Metropolitan Museum of Art; Museum of Fine Arts Boston and are
collected by more than 20 public institutions.
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Endless Streams

Endless Streams is my very first 4K video, made in
2017. T use images of architecture as brushstrokes;
heavy mountain rocks with enriched details draw

a faithful reference to Song Dynasty landscape
painting. Urban development makes life in the city
flourish, but it also imprisons these lives; centuries-old
cultural tradition in China is profound, but it has also
remained stagnant. Ancient Chinese people painted
landscapes to praise the greatness of nature; my work,
on the other hand, leads towards a critical re-thinking
of contemporary reality.

In Endless Streams, 1 feature busy traffic in a city
center, where cars pass through like running streams.
Its Chinese title Chuan Lin Bu X, originally meaning
“endless streams,” has also been frequently used to
depict traffic. In Chinese literature, “running stream”
is a symbol for the passing of time. Playfully, by the
end of the video, I let my “streams” go backwards,

returning to where they began.

Prevailing Winds

Prevailing Winds is a 2017 video that comes along
with End,

busy traffic in a port city, when the latter zooms into

reams. The former picks up on the

the growing trades near the harbor. Prevailing Winds,
as in geography, are winds that blow predominantly
from a single direction; as a business term, it is used
to describe market trends. The Chinese title is a

set phrase that tells a parallel story, Luo Yi Bu Ju,
depicting restless cars, boats and men on horses on
their ways to the market.

YANG Yongliang
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Culture City of East Asia 2018 Kanazawa:
Altering Home

Artists |

KAWAMATA Tadashi / Do Ho SUH / OHGI Kanae / Gimhongsok / SONG Dong /
YAMAMOTO Motoi / MOON Kyungwon & JEON Joonho / QIU Zhijie / MIYAKE Mai /
INO Ichizo / MIYANAGA Aiko / HAN Seok Hyun / OH Haji / SAWA Hiraki /

CHEN Wei / H0O. Landscape and food works / Kiyomi + Tetsuhiro UOZUMI /
YANG Yongliang / LI Binyuan / MURAKAMI Satoshi / LEE Hansol / GE Yulu

(22 Artists)

Period | Sat. September 15 - Sun. November 4, 2018 (44 days)

Venue | Neighborhoods in Kanazawa city (Hirosaka, Teramachi/Nomachi/lzumi,
Ishibiki), 26 venues

Total number of Visitors | 535,071 visitors

Planning by | 21st Century Museum of Contemporary Art, Kanazawa
Organized by | Culture City of East Asia 2018 Kanazawa Executive
Committee, City of Kanazawa

Co-organized by | 21st Century Museum of Contemporary Art, Kanazawa

(K Art Pr ion and Develop Foundation)

Supported by | KOMATSU SEIREN Co., Ltd. / SoftBank Corp. / TAIY0 KOGYO
CORPORATION / Panasonic Corporation Appliances Company / FUKUMITSUYA
SAKE BREWERY / Hokuriku Confectionery, Ltd. / Maruhachi Seichajo Co., Ltd.
/YUPO CORPORATION

In Cooperation with | Nomachi Chokai Rengokai / Yayoi Chokai Rengokai /
Nakamuramachi Koka Chokai Rengokai / Izumino Koka Chokai Rengokai

/ Shintatemachi Koka Chokai Rengokai / Kodatsuno Chokai Rengokai /
Nomachi Kominkan / Yayoi Kominkan / Nakamuramachi Kominkan / Jonan
Kominkan / Shintatemachi Kominkan / Kodatsuno Kominkan / Nomachi/
Yayoi Chiku Shoutengai Renmei / Hirosaka Shinkokai / Ishibiki Shotengai
Shinko Kumiai / Social Welfare Corporation Dai-ichi Zenrinkan / Museum of
Contemporary Art Busan

Supported by the Agency for Cultural Affairs Government of Japan in the
fiscal 2018
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