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Foreword

—The Sapporo International Art Festival 2020 will offer a great opportunity for
people to experience a diversity of contemporary art while relishing the winter

treasures of Sapporo. The event is truly something to look forward to.

With those words, we announced the outline of SIAF2020 on February 7, 2020. The
artists, directors, curators and staff were all working hard together and beginning to
make full-fledged preparations when the COVID-19 pandemic spread worldwide.

At the festival, under the theme “Of Roots and Clouds,” we were attempting to offer
opportunities to reconsider society and think about the future. It was a tough decision
to make and it was also unfortunate that we had to cancel the festival when the
pandemic forced society to make drastic changes and consider the uncertain future.
Given this situation, we decided that what we can and must do was to compile a
documentation of what we were struggling for and what we wanted to convey, and
to share this documentation with the public and pass it down to future generations.
Sharing that thought with the artists who were planning to participate in the festival
and all the other people concerned, we have published the SIAF2020 Index. As the
word “index” in the title implies, this book, which is filled with the enthusiasm of
everybody who was involved in the preparations, will serve as a guide to what the
festival was to have been like. It is our fervent wish that readers will agree it was a
great shame the festival was canceled and that they will want to see it next time.

We hope everybody will continue to look forward to next SIAF.
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Main Planned Venues
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Venues are located either within walking distance of Sapporo’s city center or suburb areas that are accessible by car or public
transportation. Visitors can experience both City and Nature of Sapporo.
(Approximately 17km to Sapporo Art Park, and 15km to Moerenuma Park, from the city center respectively)

FLR T R/ OER
Sapporo City Center

mima JtiEEIL

= R RBRSETTRE

Migishi Kotaro Museum of Art,

Hokkaido (mima)

JtimEsLA SRR

Hokkaido Museum of

JLisERF
Hokkaido University

JRALIEER

JR Sapporo Station

LEERFEYE
Botanic Garden,
Hokkaido University
.

JLIEETIBATE

Former Hokkaido

Government Office Building

L]
*(L:ﬂ:»fj’:‘jo:rvﬁ LI RIR T 7Y
= @ Sapporo Community Plaza
= HRTIRET® &oEs 7L
RELE Sapporo City Hall  Sapporo TV Tower

Odori Park

Modern Art

# T8 18T H B s

Nishi 18chome *Lmﬁ?ﬁaﬁﬂﬁﬁ

Subway Station (|IBFLIRIZERRRR)
Shiryokan
(Former Sapporo

Court of Appeals)

HIRTHRISMZ 7Y~ Pdo

Sapporo Community Plaza
FLIRFRREAL1&FE1TH

Kita 1 Nishi 1, Chuo-ku, Sapporo
https://www.sapporo-community-plaza.jp

IR OFF > Pss
Sapporo Art Park

IR B 0ZR2T B75%H
2-75, Geijutsunomori, Minami-ku, Sapporo
https://artpark.or.jp

ETLBAE > Pss

Moerenuma Park
ALIRTATRR £ T LBAETE15EH#

1-1, Moerenuma-koen, Higashi-ku, Sapporo
https://moerenumapark.jp

[ ]
g ¢
HTE EI1TH K Kl R N2V 2R

Nishi-1lchome
Subway Station

dLisELaRSEEE > P16

Hokkaido Museum of Modern Art
FLIRTRRXIL 1517 TH

Kita 1 Nishi 17, Chuo-ku, Sapporo
http://www.dokyoi.pref.hokkaido.lg.jp/hk/knb/

mima FLiBEIL = FIFRRRSEMTEE > Pi64
Migishi Kotaro Museum of Art, Hokkaido (mima)
LR RRXIE257 15T B

Kita 2 Nishi 15, Chuo-ku, Sapporo
http://www.dokyoi.pref.hokkaido.lg.jp/hk/mkb/

ALBR TR RIER (BALBEEERRT) > Pi78
Shiryokan (Former Sapporo Court of Appeals)
ALIRT AR KB 13TE

Odori Nishi 13, Chuo-ku, Sapporo
http://www.s-shiryokan.jp

Odori Subway

ALIRAE Bus Center mae Subway Station
WFEFvr7)—

500mEfifieE

Sapporo Odori 500-m

Underground
Walkway Gallery

Station

ALK BT F+ZY— 500m EffifE > P196
Sapporo Odori 500-m Underground Walkway Gallery
FLIRTTRRE AEFE N TE~KBR2TH

Odori Nishi 1-Odori Higashi 2, Chuo-ku, Sapporo
http://500m.jp

AEPFECSALRA KIS > P204

Hongo Shin Memorial Museum of Sculpture, Sapporo
R PRXEDNFHFAEK12TH

4-12, Miya-no-Mori, Chuo-ku, Sapporo
http://www.hongoshin-smos.jp

TR/ Zoft > P24
in City

EZN N
To Otaru
IRz %
Sapporo Okadama
Airport
sy JEERE
Sapporo Hokkaido
KELEBZE Racecourse University
Okurayama
Viewing Point
° JRALIRER
ﬁﬁﬁ%ﬁ?ﬂﬁ JR Sapporo Station
e o ‘
Hongo Shin FILAE NBAE
Memorial Museum 'F\,/'aar'[(“yama B [
of Sculpture,
Sapporo
EBAR
Nakajima Park
ATEE
Mt. Moiwa
FLIRF—24
Sapporo Dome
°
mg SolEns RRLAE
To Jozankei Sapporo Hitsujigaoka
Observation Hill
251
Toyohira River
°
AL
Ishiyama

Green Space

@ HLIRE DFR
Sapporo Art Park

Ceg) ETLBAH
Moerenuma Park
°
HyRRSLDAE
Sapporo Sato-Land
Farm Park

| EHTEEHE
To New Chitose Airport
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Qutline

The cancellation of the Sapporo International Art Festival 2020, scheduled to be held in the winter, was announced in July 2020.
The following is an outline of the festival that we had been preparing for until then.

Title

Sapporo International Art Festival 2020 (SIAF2020)
Usa Mosir un Askay utar Sapporo otta Uekarpa (Ainu)

Dates

Saturday, December 19, 2020-Sunday, February 14,
2021 (58 days)

Theme
Of Roots and Clouds
Sinrit/Niskur (Ainu)

Main Venues

Sapporo Community Plaza

Sapporo Art Park

Moerenuma Park

Hokkaido Museum of Modern Art

Migishi Kotaro Museum of Art, Hokkaido (mima)
Shiryokan (Former Sapporo Court of Appeals)
Sapporo Odori 500-m Underground Walkway Gallery

Hongo Shin Memorial Museum of Sculpture, Sapporo

Artists

Shuya Abe

Satoru Aoyama

Julian Charriére

Cod.Act

Anna Dumitriu + Alex May

Charlotte Eifler

Takeki Fujito

Takuro Goto

Ryosuke Hara

hyslom

Linda lha

Edward lhnatowicz (Senster)

AGH University of Science and Technology (Re:Senster)
Hiroshi Ikeda

Yuki Ikoshi

Pawel Janicki

Przemystaw Jasielski

Yoichi Kamimura + Takehito Koganezawa
Noriko Kawamura

Aleksander Komarov + Maxim Tyminko
Diana Lelonek

Carolin Liebl + Nikolas Schmid-Pfahler
Shiro Masuyama featuring Julie Fiala
Seiko Mikami

Atsuko Mochida

Joana Moll

Team of Directors

Taro Amano

Curatorial Director of Contemporary Art /
Director in Chief

Agnieszka Kubicka-Dzieduszycka
Curatorial Director of Media Art

Kanoko Tamura
Director of Communication Design

Curators
Naoto Iwasaki

Hongo Shin Memorial Museum of Sculpture, Sapporo

Magdalena Kreis
Art Mediation

Kazumi Miyai
Moerenuma Park

Seiji Nakamura
Hokkaido Museum of Modern Art and
Migishi Kotaro Museum of Art, Hokkaido (mima)

Kohei Sato
Sapporo Art Park

Mukawa Dinosaur (Kamuysaurus japonicus) from Hobetsu,
Mukawa town

Satoshi Murakami

Tohru Nakazaki

Tatzu Nishi

Nodoka Odawara

OKI

Oshamambe Shashin Dojo (Camera Club)
Hideki Ozuchi

Hyunjung Park

Klaus Pobitzer

Rainer Prohaska

Niklas Roy + Kati Hyyppa

Satoshi Someya

Christa Sommerer + Laurent Mignonneau
Yutaka Sone

Taavi Suisalu

Atsushi Suwa

Suzanne Treister

Yamaguchi Center for Arts and Media [YCAM]
Shinya Yoshida

Curatorial Advisors
Satoshi Katono
Joasia Krysa
Machiko Kusahara
Jung-Yeon Ma

Emi Nakamura
Anna Olszewska

Ainu Culture Coordinator

Mayunkiki

Graphic Designer

wabisabi

Advisory Board

Violetta Kutlubasis-Krajewska
Anthony Shelton

Hiroshi Yoshioka

Organized by

Sapporo International Art Festival

Executive Committee and City of Sapporo

[Artists from museum collections]
Kumaji Aoyama
Tatsuo Arai

Takeo Arishima
KéKé Cribbs
Kazuko Goto
Satoshi Hata
Arinori Ichihara
Nissho Kanda
Tamako Kataoka
Tadashi Kawamata
Kinjiro Kida

Seiji Kikuchi
Kotaro Migishi
Setsuko Migishi
Kimi Nakamura
Tatsuoki Nambata
Masao Okabe
Rumiko Sugiyama
Bikky Sunazawa
Seiko Suzuki
Miematsu Tanabe
Kiyotsugu Uenoyama
Nobuko Yagi

Isao Yamada

Dana Zamecénikova
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Theme and Concept

The following thinking and ideas by the team of directors
have formed the foundation behind the concept for SIAF2020.
It has been published on July 2019.

Theme

Of Roots and Clouds
Sinrit/Niskur

(Ainu)

Concept

The Sapporo International Art Festival 2020 is a forum for
inquiring into art and society. Rather than simply present
artworks to viewers, we aim to shape the festival
experience through the mutual interplay of everyone
involved, in order to create an environment where
thoughts and ideas can be shared, exchanged and
discussed. What unique perspectives can art offer each
of us in our attempt to confront society and live with
others in harmony? What tools and methods can it
provide that will help us to re-examine the issues plaguing
our world? We hope you will join us in contemplating
these questions.

Below the ground, up in the sky

The theme of the third Sapporo International Art Festival (SIAF),
scheduled for the winter of 2020, is “Of Roots and Clouds.” Roots
that reach into the depths of the earth and clouds that drift in the sky
— these are perfect symbols of the expansive natural beauty that
Sapporo and the entire island of Hokkaido have to offer. One might
also see them as the lower and upper bounds of humanity’s domain
on this planet, a domain that contains endless cycles of change.
Clouds are themselves a part of one such cycle: its water vapors
condense to form rain or snow, seep into the earth, then, after
collecting into rivers, seas and oceans, return to the sky once more.

Trees extend their roots deep into the earth out of our sight, and
clouds float far above our reach. Humankind has spent millennia
building its societies between these: between that we cannot see
and that we cannot touch. The earth also holds roots of another kind
— ancestral memories and past histories — while in the sky there
are not only birds and clouds, but also invisible networks created by
technology. Today, however, the vast quantity of information that
society produces accumulates soundlessly like snow, and, like a
blizzard in the mountains, can often leave us feeling lost, blinded,
disoriented.

Even natural cycles, previously believed immutable, are now thought
to be at risk. Over the past two decades, scientists have been
proposing that the world has entered the Anthropocene, an epoch
in which human activities have as large an impact on the planet’s
geology as major earthquakes or volcanic eruptions. Though this
theory has its dissenters, it is at the very least a wake-up call about
how our actions have the power to destroy the very planet that we
live on. It reminds us that we cannot focus solely on human affairs if
we are to solve current social and political issues, overcome the
challenges that accompany everyday life, and preserve the world for
future generations. In other words, these times call for us to extend
our imagination beyond our everyday lives — looking past the
blizzard before our eyes and question where it has come from,
where it is headed — and to think seriously about the future.

Seeking hints for coexistence in the snow

Our reasons for moving the festival from the summer to the winter
also lie here. Sapporo is one of the very few cities in the world with
a population of over 2 million and an annual snowfall of over 5
meters (16.4 feet). Currently, many people in Japan are voicing
concerns for the future beyond the 2020 Tokyo Olympics and
Paralympics. Given that Sapporo combines the characteristics of a
metropolis with severe natural conditions, it is surely an ideal setting
for exploring how communities should coexist with nature in today’s
world. Ever since the inaugural festival in 2014, SIAF has situated the
theme of “City and Nature” at its heart, tackling the relationship
between humanity and the natural world. In these challenging
times, we must take another look at the history, geography and
culture of the land in order to decide how best to forge our path to
the future. Our proposed method is to reexamine our own society
from the perspective of art.

The people of Hokkaido, have long been making attempts to adapt
to the power of nature in many ways, such as simply appreciating
the beautiful Northern landscapes created by snow and ice, or
holding festivals to celebrate the winter. A famous example is the
Sapporo Snow Festival which has been an unique local specialty
since 1950. Building upon such long-standing creative initiatives, we
seek to encourage artistic perspectives that confront nature head-
on — works created out of snow, practices that reconsider the
snowy setting from a historical angle, and so on — in a quest for
insight that will allow us to live creatively in the world to come.

Learning from the land, facing the future

Integral to the land of Hokkaido is the long history woven by all the
people who have inhabited the island. As an art festival based in
Hokkaido, SIAF has always cherished the culture and creativity of
the Ainu people. As a mark of our profound respect for all the
experiences and knowledge that they have inherited, and our wish
to work together with them in confronting the future, the title and
theme of SIAF2020 is shown in Ainu (sinrit means “roots,” and
niskur means “clouds”) alongside Japanese and English.

Addressing the history and environment of a particular region
might seem on the surface to be a provincial approach. Such a local
focus, however, can yield universally applicable insights that serve
as hints for tackling region-specific issues throughout the world.
Achieving a truly harmonious world that acknowledges and accepts
different values and cultures is now a global challenge and mission.
By reframing who we are and how we ought to be through the
works of artists from Japan and overseas with this shared mission,
we will attempt to attain both the local and global perspectives.
SIAF2020’s aim is thus to be a festival where people living in the
here and now can learn how to regard the world, as it proceeds into
the future, from their own standpoint - a festival that fosters the
exchange and circulation of such perspectives even after its
conclusion, while remaining very much rooted in the local region.

Sinrit and niskur are Ainu words meaning, respectively, “roots” and “clouds.” The
Ainu people are an indigenous people who have lived around the northern part of
the Japanese Archipelago, especially in Hokkaido, with a unique language as well
as religious and cultural distinctiveness. In keeping with this multiculturalism,
SIAF2020’s title and theme are presented in the three languages of Japanese,
English, and Ainu.

July 24, 2019
SIAF2020 Team of Directors

Taro Amano

Agnieszka Kubicka-Dzieduszycka

Kanoko Tamura
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Lecture for Citizens

“Let’s Enjoy Contemporary Art!
Contemporary art appreciation through SIAF”
(hereafter “Let’s Enjoy Contemporary Art!”)

Venue: Minami Ward Community Center

SIAF Lab: Midsummer Festival in Moerenuma Park

Venue: Moerenuma Park

SIAF-bu Lecture series
“Behind the Scenes of Art Festival: What'’s the
Reality of the SIAF Secretariat?”

Venue: Shiryokan (Former Sapporo Court of Appeals)

Lecture for Citizens
“Let’s Enjoy Contemporary Art!”

Venue: Nishi Ward Community Center

SIAF Lab: SAPPORO LAYER MAP
Kickoff Round-Table Discussion

SIAF announces the appointment of
SIAF2020 Team of Directors

(A team of three directors: Taro Amano as Curatorial
Director of Contemporary Art, Agnieszka Kubicka-
Dzieduszycka as Curatorial Director of Media Art,
and the Director of Communication Design to be
selected through an open recruitment process)

81L0¢C @

SIAF announces
SIAF2020 framework

(to be held in winter with a team of directors)

SIAF Lab Directors Meeting
Venue: Shiryokan (Former Sapporo Court of Appeals)

Talk: Sapporo/Hokkaido as seen by animation
artist Boris Labbé

Speaker: Boris Labbé

Venue: Alliance Francaise Sapporo

* Cooperation in production of animation films to be screened

permanently at “minapa,” a space that promotes Ainu culture.

Lecture for Citizens
“Let’s Enjoy Contemporary Art!”

Venue: Shiroishi Ward Community Center

Lecture for Citizens
“Let’s Enjoy Contemporary Art!”

Venue: Chuo Ward Community Center

Lecture for Citizens
“Let’s Enjoy Contemporary Art!”

Venue: Toyohira Ward Community Center

Apr. 14-May 13

KYOTOGRAPHIE
(Kyoto, Kyoto Prefecture) *Held annually

July 14-0Oct. 8

Water and Land Niigata Art Festival 2018
(Niigata, Niitaga Prefecture)

July 29-Sept. 17
Echigo-Tsumari Art Triennale 2018

(Echigo-Tsumari area, Niigata Prefecture)

Aug. 11-Sept. 15

BENIZAKURA PARK ART ANNUAL 2018
(Sapporo, Hokkaido) *Held annually

Aug. 25-Sept. 30
Tsushima Art Fantasia

(Tsushima, Nagasaki Prefecture) *Held annually

Sept. 1-24
Yamagata Biennale 2018

(Yamagata, Yamagata Prefecture)

Sept. 8-Nov. 25

Rokko Meets Art 2018
(Kobe, Hyogo Prefecture) *Held annually

Sept. 15-Nov. 11
Biwako Biennale 2018
(Omihachiman, Shiga Prefecture)

Oct. 6

Opening Ceremony of
Sapporo Community Plaza

SIAF-bu Lecture series

“People who support and cultivate the field of
art: Thinking about human resource
development to support art and culture”

Speakers: Chieko Kinoshita, Ikuko Imamura,
Kiyoshi Takahashi
Venue: Sapporo City Hall basement restaurant

Lecture for Citizens
“Let’s Enjoy Contemporary Art!”

Venue: Teine Ward Community Center

Tama Art University x SIAF Lab
Sapporo—Tokyo Live Coding Summit
Performers: Alex McLean, SIAF Lab
Venue: Terrace Keikaku

Lecture for Citizens
“Let’s Enjoy Contemporary Art!”
Venue: Higashi Ward Community Center

Lecture for Citizens
“Let’s Enjoy Contemporary Art!”

Venue: Atsubetsu Ward Community Center

Poroco magazine readers
round-table discussion
Venue: Shiryokan (Former Sapporo Court of Appeals)

SIAF Lab: Sapporo Icicle Festival 2019
Venue: Shiryokan (Former Sapporo Court of Appeals)

Feb. 1: Opening Tour
Feb. 9, 10: Icicle Chocolate Workshop-Let’s eat icicle

Lecture for Citizens
“Let’s Enjoy Contemporary Art!”

Cooperation: Sapporo-shi Toyohira-ku
Souzou Gakuen the 41st
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Corporate outreach
“Let’s Enjoy Contemporary Art!”

Cooperation: Saltworks, Inc.

Lecture for Citizens
“Let’s Enjoy Contemporary Art!”

Venue: Kiyota Ward Community Center

Lecture for Citizens
“Let’s Enjoy Contemporary Art!”

Venue: Kita Ward Community Center

Opens recruitment for SIAF2020 Director of
Communication Design

Director’s Talk Vol. 1

“Nice to meet you, we are the curatorial directors.
We are Taro Amano and Agnieszka Kubicka-
Dzieduszycka”

Speakers: Taro Amano, Agnieszka Kubicka-Dzieduszycka
Venue: Sapporo City University Satellite Campus

SIAF-bu Lecture series
“People who create art festivals—Who is a
curator?”

Speakers: Shihoko lida, Tomoko Yabumae
Venue: Kanamoto Hall (Sapporo Citizens Hall)

SIAF2020 Director’s Talk Vol. 2
“Special Meeting for Media Art!”

Speakers: Agnieszka Kubicka-Dzieduszycka,
Jung-Yeon Ma, Kei Komachiya
Venue: Sapporo Cultural Arts Community Center SCARTS

Oct. 6-28

Kyoto Experiment:
Kyoto International Performing Arts
Festival 2018

(Kyoto, Kyoto Prefecture) *Held annually

Oct. 6-Nov. 25

in BEPPU
(Beppu, Oita Prefecture) *Held annually

Oct. 10-14

NoMaps
(Sappro, Hokkaido) *Held annually

Oct. 20-21, 27-28

Itoshima Arts Farm 2018
(Itoshima, Fukuoka Prefecture)

Nov. 2-5

New Chitose Airport International
Animation Festival 2018
(Chitose, Hokkaido) *Held annually

Dec. 15-Jan. 20, 2019

Yambaru Art Festival
(Okinawa Prefecture) *Held annually

Feb. 9-17

Performing Arts Meeting in
Yokohama 2019

(Yokohama, Kanagawa Prefecture)

*Held annually

The Sapporo International Art Festival (SIAF) is held in Sapporo once every
three years. Held first in 2014 and then again in 2017, SIAF features a diverse
of events, including exhibitions and performances.

Its third edition, SIAF2020, was planned to be very different from the
previous festivals in two regards.

Firstly, while the past two editions were held from summer to autumn,
SIAF2020 was scheduled for winter in order to take advantage of what
makes Sapporo truly special during this season: namely, its cold weather
and abundant snowfall. Accordingly, the programming explored themes
related to winter, snow, and northern regions culture.

Secondly, in order to better present this programming, the leadership of the
festival shifted from a single director to a team of directors with different

areas of expertise. The three selected directors started planning the
festival. One of them was Taro Amano, who was appointed Curatorial
Director of Contemporary Art. Amano has been involved in planning a great
number of exhibitions in Japan and abroad, and served as curatorial head
of the Yokohama Triennale in 2011 and 2014. Agnieszka Kubicka-
Dzieduszycka, who is based in Poland and has been involved in many
international media art events, joined the team as Curatorial Director of
Media Art. In addition, the post of Director of Communication Design was
established for the first time ever for an art festival in Japan, responsible for
conveying various features of the festival from a visitors’ perspective to help
SIAF reach a wider audience. Kanoko Tamura, who works as an interpreter
and translator specializing in art, was selected for this post through an open

recruitment process.

The first press conference for SIAF2020 was held at Sapporo Community
Plaza on July 24, 2019. This facility opened in October 2018 and was to be
one of the venues for SIAF for the first time. At the press conference, the
team of three directors announced the period, venues, project members,
and the theme and concept of SIAF2020. The theme was “Of Roots and
Clouds.” The festival title and theme were presented in the three languages
of Japanese, English, and Ainu.

The second press conference was held on February 7, 2020, at the Hokkaido
Museum of Modern Art, which was also one of the venues. The directors
announced the initial lineup of nineteen artists and groups. The
“communication mark,” as the key visual of the festival was called, was

unveiled as well.

Only a week later, on February 14, 2020, the first case of the novel
coronavirus disease (COVID-19) in Sapporo was confirmed. After this,
Hokkaido reported infections sooner than many other parts of Japan. The
number of infections fell, but then started to surge again in late April. A state
of emergency was in force for the whole of Hokkaido for thirty-eight days
from April 17 to May 24, 2020, to curb the spread of coronavirus infections.
People were asked to refrain from going out and using public facilities, and
to postpone or cancel events.

Amid decisions being made to cancel or postpone art festivals at home and
overseas, the secretariat and the team of directors had many discussions
on how to organize SIAF2020 in regard to COVID-19. At the end of April, we
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SIAF Lab: SAPPORO LAYER MAP Project
Sapporo Street Sign Archive Workshop
Venue: Shiryokan (Former Sapporo Court of Appeals)

A partnership agreement with
WRO Art Center is signed.

SIAF announces the Director of
Communication Design

(Kanoko Tamura)

Screening and Talk program

“Boris Labbé Presents the World of Short Animation”
Speakers: Boris Labbé, Mayunkiki

Venue: Sapporo Community Plaza

Corporate outreach
“Workshop for Corporate Use
‘Art Appreciation and Criticism™

Speakers: Yoichi Takebayashi, Ryosuke Hara, Satoru Aoyama
Cooperation: Saltworks Inc.

SIAF Lab: Midsummer Festival in Shiryokan
Venue: Shiryokan (Former Sapporo Court of Appeals)

“Let’s Enjoy Contemporary Art!

—Public Art Tour in Odori Park”

Organized by Atsubetsu Ward Community Center
* SIAF staff participates as a lecturer

SIAF x WRO Art Center

Screening program for families
“Czesé! which means Hello!”

Speakers: Agnieszka Kubicka-Dzieduszycka,

Magdalena Kreis, Pawel Janicki
Venue: Shiryokan (Former Sapporo Court of Appeals)

610¢C

Yokohama Triennale Supporters Salon EX
“You'll Know It When You Visit Art Festival”

Speaker: Taro Amano
Venue: YCC Yokohama Creative City Center

SIAF Lab A Year End Report Meeting

Speakers: Yoko Honjo, Akihiro Kubota,
Kei Komachiya, Katsuya Ishida, Daisuke Funato
Venue: Sapporo City University Satellite Campus

SIAF Lab exhibits at
WRO Media Art Biennale 2019

SIAF2020 Director’s Talk Vol. 3
“Business Needs Art Too!? Business x Art”
Speakers: Yoichi Takebayashi, Taro Amano

Venue: Sapporo Cultural Arts Community Center
SCARTS

Director’s Talk spin-off
“Tell Us About the Art Festival in Aichi”

Speakers: Daisuke Tsuda, Taro Amano
Venue: Sapporo Plaza 2.5

SIAF announces SIAF2020's theme,
dates, and venues

Open Talk
“Think Together the Way We Enjoy SIAF2020”

Speakers: Akiko Sakamoto, Daichi Yamaoka,
Midori Inoue, Ayako Hiizumi, Magdalena Kreis,
Pawel Janicki, Taro Amano, Agnieszka Kubicka-
Dzieduszycka, Kanoko Tamura

Venue: Sapporo Community Plaza

Mar. 21

“Minapa,” a space for the Ainu
culture, opens in the concourse of
Sapporo Subway Station.

SIAF supports the production of Boris

Labbé’s SIRKI, a program consisting of
four animation films that is screened in
the space

Apr. 26-May 26,
July 19-Aug. 25,
Sept. 28-Nov. 4

Setouchi Triennale 2019
(Okayama/Kagawa)

May 1

Reiwa era begins

June 28-July 21

Hakodate Triennale 2019
(Hakodate, Hokkaido)

July 27-Aug. 18

Dojima River Biennale
(Fukushima, Osaka Prefecture)

Aug. 1-Oct. 14
Aichi Triennale 2019
(Nagoya/Toyota, Aichi Prefecture)

Aug. 3-Sept. 29
Reborn Art Festival 2019

(Oshika Peninsula and Ishinomaki,
Miyagi Prefecture)

Aug. 24-Sept. 23

Nakanojo Biennale
(Nakanojo, Gunma Prefecture)

Aichi Triennale 2019 special guied tour

Speakers: Kanoko Tamura, Shihoko lida
Venues: Aichi Arts Center, Shikemichi, and Endoji

“seeing the light, seeing the figure”
Presentation & Talk

Speakers: Akihiro Kubota, SIAF Lab researchers (Takanori
Usa, Yasushi Shimizu, Ryuji Murakawa, Hiromasa Nishiuchi),
SIAF-bu (Chinatsu Igarashi, Megumi Kawamura, Fukiko
Gyoten, Cai Yuexian, Mariko Takagi, Sayaka Nagae)

SIAF x NoMaps collaboration workshop
“Design thinking for beginners”
Venue: Sapporo Cultural Arts Community Center SCARTS

SIAF2020 Pre-event Special Gallery Tour Vol. 1
“The Beauty of AINU Handiwork: From the
Collections of Yanagi Soetsu and Serizawa Keisuke”

Speakers: Mayunkiki, Satomi Igarashi
Venue: Hokkaido Museum of Modern Art

Sapporo Winter Change 2020
Venue: Sapporo Cultural Arts Community Center SCARTS

SIAF Lab: Sapporo Icicle Festival 2020
Venue: Shiryokan (Former Sapporo Court of Appeals)

Feb. 1: Opening tour

SIAF announces the initial lineup of
artists and plans for SIAF2020

(artists, plans, communication mark)

SIAF2020 Pre-event Special Gallery Tour Vol. 3
“Enjoy mima with Children”

Speakers: Kanoko Tamura, Magdalena Kreis
Venue: Migishi Kotaro Museum of Art, Hokkaido (mima)
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SIAF Lab researchers and SIAF-bu exhibition
“seeing the light, seeing the figure”
Venue: Shiryokan (Former Sapporo Court of Appeals)

SIAF2020 Pre-event special talk
“Ryusuke-san! Klaus-san! What Do Artists Do?
-How the Idea Becomes an Artwork and How
It is Exhibited-"

Speakers: Ryusuke Ito, Klaus Pobitzer,

Agnieszka Kubicka-Dzieduszycka, Kazumi Miyai
Venue: Sapporo City Hall

SIAF2020 Pre-event workshop
“Paper and Ratchet”

Artists: Przemyslaw Jasielski, Rainer Prohaska
Venue: Sapporo City Hall

Nov. 24: Artist Talk
Nov. 26-29: Showcase

SIAF2020 Pre-event Special Gallery Tour Vol. 2
“Globe as a Palette: Contemporary Art from The
Taguchi Art Collection”

Speakers: Shiori Tsuda, Kanoko Tamura, Kohei Sato
Venue: Sapporo Art Park

Talk Event

“A Sneak Peek Backstage of Exhibition!

Who is an Exhibition Engineer?”

Speakers: Takuro lwata, Norimichi Hirakawa, Katsuya

Ishida, Kei Komachiya, Daisuke Funato
Venue: Sapporo Cultural Arts Community Center SCARTS

SIAF2020 Pre-event
SIAF2020 Director’s Talk Vol. 4 Winter Special

Speakers:

Feb. 4: Agnieszka Kubicka-Dzieduszycka, Kohei Sato

Feb. 9: Kanoko Tamura, Mitsuhiro Sakakibara

Feb. 11:Taro Amano, Satomi Fukusaki

Venue: Sapporo Cultural Arts Community Center SCARTS

Sept. 14-Nov. 10

Art Project 2019: TRANS-
(Kobe, Hyogo Prefecture)

Sept. 29-Nov. 24

Okayama Art Summit 2019
(Okayama, Okayama Prefecture)

Feb. 14

The first case of the novel
coronavirus disease (COVID-
19) in Sapporo is confirmed.

started to collect and share information on different measures being taken
by art festivals in Japan and around the world as points of reference,
continuing to comprehensively consider feasibility, safety, costs, and other
matters. In parallel with these discussions on how to hold SIAF2020 as
scheduled, we also formulated and examined new plans and possibilities,
such as reducing the scale of the festival, postponing it by one year, and
holding it as an online event or in a hybrid online-offline format. Ultimately,
the Sapporo International Art Festival Executive Committee determined to
cancel SIAF2020 at a meeting held on July 20, as a result of recognizing that
the essence of the festival is to provide participants and visitors with the
opportunity to directly experience both the city of Sapporo and artworks
exhibited on-site.

Prior to making the decision, on July 13, when cancellation seemed more
and more likely, the secretariat of the Executive Committee informed the
participating artists of the possible cancellation of the festival. The directors
and secretariat also asked the artists whose participation in SIAF2020 had
yet to be announced as well as project members, venues, and so on whether
they agreed for their names to be released if or when the festival’s
cancellation was announced.

As a result, almost all of the participating artists and others consented to
their names being announced. On July 22, the Sapporo International Art
Festival Executive Committee duly announced the cancellation of SIAF2020,
along with new information on additional artists and other details.

On the evening of July 22, “Notice of the cancellation of SIAF2020” which

conveyed the feelings of each director in regard to the announcement, was
released on YouTube. The video was recorded on July 20, when it was
formally decided to cancel the festival.

Although SIAF2020 was canceled, the Sapporo International Art Festival
Executive Committee and the City of Sapporo decided to officially share the
plans and ideas of the festival in various ways, based on the consent of the
team of directors, project members, and all participating artists.

To this end, a new website was launched on December 19, 2020, which
would originally have been the opening day of SIAF2020. SIAF TV, a series
of various programs such as video interviews with the participating artists
talking about the plans and concepts for their works, was published on
YouTube. A special website, SIAF2020 Matrix, was launched to offer an

online experience of the concepts and ideas for the unrealized SIAF2020
through machine learning algorithms. From February 5 to February 14, 2021,
the contents of SIAF2020 were presented at an exhibition, SIAF2020
Document. Finally, in March 2021, this collection of documents, SIAF2020
Index, was compiled.
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Status of Major Art Festivals in Japan (2020)

Saitama International Art Festival 2020-
Art Sightama (Saitama Triennale 2020)

Saitama, Saitama Prefecture
Original festival dates: Mar. 14-May 17

Feb. 27

Announces its postponement (opening date
rescheduled from Mar. 14 to Mar. 28)

Mar. 18

Rescheduled opening date Mar. 28 is post-
poned

July 2

Announces that it would be difficult to hold
the event on the original scale and it would not
be held as a festive event. It announces that
alternative measures would be considered.

Oct. 3-Nov. 15

Announces its two viewing styles (online and
on-site) for the post-COVID era (onsite opens
Oct. 17)

Boso Satoyama Art Festival
Ichihara Art x Mix 2020

Ichihara, Chiba Prefecture
Original festival dates: Mar. 20-May 17

Feb. 28

Announces its postponement

Mar. 27

Announces its rescheduled festival dates
(Mar. 20-May 16, 2021)

July 31
Announces its relaunch with new name and

logo (new name: Boso Satoyama Art Festival
Ichihara Art x Mix 2020+ (plus))

Feb. 15, 2021

Announces the revision of its plan due to the
extension of the state of emergency

Northern Alps Art Festival 2020

Omachi, Nagano Prefecture
Original festival dates: Mar. 31-July 19

Mar. 11

Announces its postponement

Aug. 25

Announces newly scheduled dates and new
name (dates: Aug. 21-Oct. 10, 2021, new name:
Northern Alps Art Festival 2020-2021)

Hiroshima Triennale 2020 in BINGO

Hiroshima Prefecture
Original festival dates: Sept. 12-Nov. 15

Apr. 10

Announces its cancellation

Oku-Noto Triennale 2020

Suzu, Ishikawa Prefecture
Original festival dates: Sept. 5-Oct. 25

May 15
Announces its one year postponement
(Sept. 4-Oct. 24, 2021 *tentative)

Sept. 25
Announces its relaunch with new name and

logo (new name: Oku-Noto Triennale 2020 +
(plus))

Tokyo Biennale 2020

Tokyo
Original festival dates: Summer 2020

May 22

Announces its postponement. “Tokyo
Biennale 2020/2021 Unseen Everyday Scene
Purity x Earnestness x Deviation” is scheduled
to be held in July-September 2021 as a core
period.

Several projects are carried out in 2020 as
part of the pre-period.

Kameyama Triennale 2020

Kameyama, Mie Prefecture
Original festival dates: Oct. 4-31, 2020

May 30
Announces its one year postponement
(Oct. 10-Nov. 6, 2021)

Kyoto Experiment: Kyoto International
Performing Arts Festival 2020

Kyoto, Kyoto Prefecture
Original festival dates: Autumn 2020

June 29

Announces its six-month postponement
(Feb. 6-Mar. 28, 2021) and new name: Kyoto
Experiment: Kyoto International Performing
Arts Festival Spring 2021

Feb. 6-Mar. 28, 2021

Takes place

Yokohama Triennale 2020 “Afterglow”

Yokohama, Kanagawa Prefecture
Original festival dates: July 3-Oct. 11

June 3

Announces its exhibition period in light of
lifting the state of emergency. The opening of
the event is postponed for two weeks to take
measures against infectious diseases
(opening date rescheduled to July 17)

July 17-Oct. 11

Takes place

Yamagata Biennale 2020
Shape of Mountains, Shape of Life

Yamagata, Yamagata Prefecture

July 14

Announces its programs centered on
online-basis

Sept. 5-27

Takes place

Tobiu Art Festival 2020
Shiraoi, Hokkaido

Sept. 7-13

Takes place

Rokko Meets Art 2020

Kobe, Hyogo Prefecture

Sept. 12-Nov. 23

Takes place

Biwako Biennale 2020
Shinrabansho-Cosmic Dance

Hikone and Omihachiman, Shiga Prefecture

Oct. 10-Nov. 23

Takes place

Tetsuya Umeda in BEPPU

Beppu, Oita Prefecture

Dec. 12-Mar. 14, 2021

Takes place
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About SIAF2020

Taro Amano

Curatorial Director of Contemporary Art / Director in Chief
Sapporo International Art Festival 2020

Introduction

It was on July 22, 2020 that Sapporo International Art Festival 2020
announced its cancellation. The main reason was that the ongoing
coronavirus pandemic had obscured the road ahead; but rather than
just abandon the project altogether, we made it our new mission to
document its contents in their entirety in the form of this present
publication. Although it is a true shame that we could not present the
festival in its final form after spending nearly two years in preparation,
| consider it fortunate to be able to leave a record of the festival that
would have been.

What defined the festival

| was asked in 2018 to direct the third Sapporo International Art
Festival (SIAF) by its executive committee; | accepted the offer
because | wanted to do several things with the festival that had not
been done previously. One of these was to have local experts—
especially curators and researchers at the museums and other
institutions that would serve as venues—involved in the festival’s
development. Since the inaugural edition, SIAF has operated without
setting one principal venue. As a festival run by the City of Sapporo,
SIAF has been able to make use of municipal sites (including Sapporo
Art Park and Moerenuma Park) as well as prefectural facilities in the
city (such as the Hokkaido Museum of Modern Art), thus securing
an expansive exhibition area. With respect to the prefectural sites,
however, SIAF had only borrowed their spaces as venues; as such,
the curators working at those institutions had never been involved
from the planning stages. In general, these kinds of art festivals—both
in Japan and overseas—tend to be run by specialist staff, directors
included, who are all recruited from the outside. | wanted to rectify this
setup that left local professionals and stakeholders out of the festival’'s
planning. Being involved in an official capacity in the organization
of an international festival would be a valuable experience in itself;
moreover, it would potentially build up in the region a cache of newly
acquired knowhow that could be drawn on in the future. This was why
we placed value on exhibiting artwork in the museums’ collections that
would be in keeping with SIAF2020’s theme, and why it was critical to
have the participation of those specialists who had expertise in the
relevant fields. As will be discussed later, this very framework came to
have a close bearing on the content of SIAF2020.

What, incidentally, are the differences between an exhibition hosted
by a museum and one hosted by an international festival? This
distinction requires even more thought when a festival is using
museums as venues for its exhibitions. The history of international art
festivals—biennales, triennales, and the like—began in 1895 with the
founding of the Venice Biennale, a festival housed not in museums
but in facilities dedicated to the two-yearly exhibitions. Since the
inaugural Venice Biennale to the present day, international art festivals
of this kind have been organized around the world, using a variety of
venues including temporary constructions, available spaces around
the city, and of course museums. In any case, compared to the self-
contained affairs that museum exhibitions tend to be, international
art festivals feel less confined to their venues, instead propagating
outward from the main venues by making use of various sites around
town.

As Director in Chief

My role as a director was to supervise the whole project—a task that
consisted primarily of coordinating among the three directors—and
to organize the exhibitions of fine art, in particular contemporary art,
as the person in charge of those fields. The venues | was responsible
for were the Hokkaido Museum of Modern Art and the Migishi Kotaro
Museum of Art, Hokkaido, as well as the facilities and outdoor spaces
that were not affiliated with such institutions.

When | was first approached with the position of director, | felt
| wanted one of the festival’s core elements to be a reevaluation of
Hokkaido's history that took the kitamaebune (an early modern
shipping route connecting Hokkaido with Osaka and cities on the
Japan Sea coast) as its key concept. During my tenure as a curator
at the Hokkaido Museum of Modern Art from 1982 to 1987, | had
the chance to attend a lecture by Miyoko Nakano, who was then a
professor (now emeritus) at Hokkaido University. Japanese culture
tends to be discussed in terms of eastern Japan (represented by
Edo, today’s Tokyo) and western Japan (represented by Kamigata,
an old name for the region encompassing Kyoto and Osaka), so |
was taken aback by her theories, which evaluated Japanese culture
along a north-south axis, based on the kitamaebune trade route. For
SIAF, | decided to reinterpret Ms. Nakano’s perspective, which | had
been curious about for a long time, in my own way and select the
artists for the festival accordingly. Moreover, | wanted to extend this
north-south framework beyond the kitamaebune and reconsider the
relationship between Hokkaido and Okinawa, the northernmost and
southernmost prefectures of Japan (trade of Hokkaido's kombu kelp,
which has its origins in the kitamaebune, still goes on between the
two prefectures), showing how Japanese history is in fact strikingly
multilayered if we rightly take into account the histories of Okinawa
and the Ryukyu Kingdom, and of the Ainu people.

Setting such a historical perspective as our backdrop, we decided to
exhibit two sets of works in the same space: sculptures grounded in
Ainu culture, the handiwork of Takeki Fujito, an artist whose masterful
expressions have been receiving growing attention in recent years;
and the hyperrealistic paintings of Atsushi Suwa, in particular his
series on the butoh dancer Kazuo Ohno. There, we wanted visitors
to reflect on the possible connections that loosely link Fujito, Suwa,
and Ohno, three artists who all happen to be Hokkaido-born, albeit
from different backgrounds. While the quality of the artworks was of
course the priority, we also wanted there to be an underlying narrative
that would allow viewers to perceive the relationships, both direct and
indirect, between the art and this island of Hokkaido.

The first winter SIAF

Aside from the museums that would serve as exhibition venues, there
was the important question of what kind of works to display outdoors,
especially amid the snowy setting of wintertime Sapporo. This was
also a way to justify our decision to hold this third edition of SIAF in the
winter. Since the timing of the festival would have coincided with the
Sapporo Snow Festival, an event that has been running since shortly
after the war in 1950, SIAF had to find its own unique approach.

One of the facilities that the City of Sapporo staff took us to during
our preliminary visits was a snow-melting tank, located off the bus

terminal (below ground) on the north side of Sapporo Station. |
could not immediately think of suitable artists, but it was a unique
and intriguing venue. In Sapporo, a city hit by heavy snowfall each
year, snow can also be a nuisance that affects everyday life. The
facility, which melts and disposes of the snow collected from the
nearby area, is a place that the Sapporo residents do not usually
see; as such, we thought that using it as a venue would provide an
opportunity to reconsider Sapporo’s snowy environment from a
different perspective. We therefore invited artists Yoichi Kamimura
and Takehito Koganezawa to form a unit, combining their areas of
expertise to form a new space that integrated the snow and water
inside the snow-melting tank with various configurations of sound
and light.

Meanwhile, in the forecourt of the Shiryokan (Former Sapporo
Court of Appeals) next to the venue of the Sapporo Snow Festival,
Satoshi Murakami was planning to rework a billboard—part of the
advertising system found across the city—into a temporary residence
for himself, drawing from his career-long experimentation with novel
architectural structures and living spaces. His idea was to create an
all-new heating system using natural resources, and to fund his stay
with the advertising revenue from the billboard.

Around the city, Tatzu Nishi was preparing to install work that
physically assimilate various Sapporo monuments, offering drastically
altered sights and perspectives. Although the plan was still being
finalized when the decision was made to cancel the festival, Nishi’s
startling and unexpected ideas would have created wholly new sights
in the snow-clad city.

Through this specific focus on art, SIAF sought to distinguish itself not
only from the Sapporo Snow Festival, but from the numerous snow-
related initiatives going on across Hokkaido.

Conclusion

Although there were various reasons for SIAF2020’s cancellation, |
personally feel that, besides the seemingly never-ending coronavirus
crisis, the biggest factor was the clear sense of fatigue that has come
to pervade our society. An art festival must be accessible to all, be
enjoyable for all—that much is obvious. What made hosting the
festival unrealistic was the fact that we could not hope to meet this
obvious requirement. No matter what situation society finds itself in,
artists will never stop pursuing their activities; but for others to enjoy
the art, there needs to be an environment in which nothing stands in
the way of their enjoyment. May such an environment be available for
all soon—it is with such hope that we wish to pass on the baton to the
SIAF in 2023.

REFKER

Taro Amano

Photo by Shingo Kanagawa
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Amano is Curator in Chief of the Yokohama Civic Art
Gallery Azamino and a part-time lecturer at universities
including Tama Art University. He is a member of the
International Association of Art Critics Japanese Section
(AICA JAPAN). After working for the Hokkaido Museum
of Modern Art, Amano was appointed curator of the
Yokohama Museum of Art in 1987, when preparations for
the museum’s opening were in full swing. He has curated
numerous exhibitions, including many outside Japan.
Amano served as the curator of the Yokohama Triennale
2005 and as the curatorial head of the 2011 and 2014
editions of the triennale.
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Of Roots, Clouds, Technology, and Art

Agnieszka Kubicka-Dzieduszycka

Curatorial Director of Media Art
Sapporo International Art Festival 2020

“It would be good if we could make our changes nonviolently.
That's how changes in art take place. The reason why we
know we could have nonviolent social change is because
we know we have nonviolent art change. [...] you can also
change by creating.”

—John Cage*

In summer 2018, | was engrossed in considering the offer of putting
together the media art program for Sapporo International Art Festival
2020 (SIAF2020). At that time, | had already worked with Japanese
media artists and curators in Poland, within the WRO Media Art
Biennale and the projects of the WRO Art Center. The beginning of this
new adventure was marked by my first visit to Tokyo at the invitation
of the Japan Media Arts Festival dating back to 2011, and the following
study tours. | pondered the major question: What do | know about
Sapporo, and what is happening there between roots and clouds?
And: What other thing than art could offer sensitive observations of
reality? With whom, if not with artists and through their works, could |
start to comprehend what was happening there on Hokkaido in order
to extrapolate from that point a possibility of a more universal view
on the present? That was how the phrase “Of Roots and Clouds” took
shape as a working title and the point of departure for developing the
concept of the festival together with my fellow directors.

Artists working with media and communication technologies
have been exploring the interrelations among nature, culture, and
technology since the early stages of the history of media art. Today,
when our human activities have become glaringly hostile to the planet,
leaving imprints in the realm of geological deep time, engaging with
artworks that critically re-think how to define life, or what it means
to be human, has become particularly crucial for understanding the
roots and the future of humanity, as well as the roots of media art itself.
When analyzing the impact of the inventions of the mechanical and
electric ages on our bodies, minds, and societies, Marshall McLuhan
claimed in his perennially inspiring 1964 book Understanding Media:
The Extensions of Man that all the media expanded our senses and
nervous systems “in a global embrace, abolishing both space and
time as far as our planet is concerned”.

In his insight, he combined the cultural and the natural to found a
new interdisciplinary field of techno-humanities, devoted to the study
of the current and future implications of emerging technologies for
the areas researched by the social sciences, philosophy, psychology,
anthropology, and history (to name but a handful of disciplines fusing
with technology). This is where today’s media art finds its essential
theoretical underpinnings. Since McLuhan's writings, an array of
new theoretical frameworks of reality have inspired artists who use
technological devices as tools of artistic practice to explore the ever-
changing interactions between technology and all spheres of human
activity.

The belief that (media) art is as essential as it is an underrated tool
for understanding the Now informed my approach to developing

an exhibition entitled Of Roots and Clouds. The title offered a range
of interpretations, both direct and metaphorical ones. The space
between roots and clouds has always been THE stage for our human
deeds, in an ever-changing environment, within complex systems
of feedback loops. Reaching deep down into the soil, roots stand
for the accumulated legacy of our ancestors, an endless archive of
the bygone events, including roads not taken, errors we have never
learnt from, and all the consequences of decisions we have ever
made. For their part, clouds—constantly transforming into rain or
snow, feeding the life on Earth, and returning to the sky via rivers and
seas—represent the endless cycle of changes, which is now at risk.
At the same time, the word “cloud” stands for vast amounts of data,
the seemingly invisible and smart communication infrastructure on
which our societies so heavily depend today. Shifting SIAF2020 to
wintertime provided another hint for the concept. | understood this
decision as a demand to acknowledge and accept Hokkaido’s natural
climate with its cold and snow as a call for the affirmation of nature
and its superior power, for the dismissal of the anthropocentric point
of view, and for the re-casting of the nature-culture continuum. My
main pivot in curating the media art program for SIAF2020 was to
show artworks that provide critical insights into this strange zone
between roots and clouds.

Being frequently asked in Sapporo what media art actually meant, |
recognized the expediency of framing the field of media art, therein in
its historical dimension. In a way, the media art section of SIAF2020
was planned as a self-reflexive show, aiming to display the richness
of the discipline, whose thematic compass and creative strategies are
constantly updated as technologies advance and increasingly affect
societies. The selected artworks were supposed to demonstrate the
ways media artists use explicitly technological tools, but also work
with drawing and watercolor (Pobitzer, Treister), how they construct
and re-appropriate devices (Ihnatowicz, Prohaska, Jasielski, Roy,
Hyyppé, Liebl, Schmid-Pfahler), how they experiment with time,
space, sound, movement, and vision (Tyminko, Komarov, Cod.Act,
Suisalu, Charriére, OKI & Janicki), how they devise, question, and
reveal algorithmic protocols (Moll, Janicki, Suisalu, Dumitriu & May,
Sommerer & Mignonneau), and how they navigate among science,
economy, conspiracy theories, politics and warfare, entertainment,
nature, and climate change (Lelonek, Charriére, Treister, Pobitzer,
Prohaska). Itisasheerimpossibility to choose only one reference when
describing the pieces in the SIAF2020 media art selection, since all
the artists have elaborated on their original approaches to technology
in playful, critical, processual, discursive, and collaborative manners,
transcending the fetishist relationship with technology, which is often
falsely associated with media art.

The story of media art and its roots was designed to begin with Edward
Ihnatowicz's unique sculpture Senster, a large computer-controlled
interactive installation from the 1970s, embodying the humanity’s
failed hopes to create a technology-based perfect new world for the
following generations. A pioneering artwork, lost for forty years and
meticulously restored after being accidently found on geo-tagged
photos posted on social networks, Senster—a “sensitive monster’—

also spins a narrative about the fragility of media art, and the special
efforts needed to preserve it. A contextual exhibition accompanying
Senster, conceived by Anna Olszewska and Jung-Yeong Ma, was
planned to introduce Re:Senster, a tale about Senster’s resurrection,
and to re-create the conceptual and artistic climate of the late 1960s,
an era in which Sensterwas born. Other artworks envisaged along this
historical path through the exhibition included projects by Shuya Abe,
Seiko Mikami, and Christa Sommerer & Laurent Mignnoneau and
pieces in which younger artists commented on the history of media
art by relying on re-enactments, citations, and re-appropriations of
the code (TeToKi! by Pawet Janicki) or by showcasing the female
history of Internet-related art and culture (Feminism is a Browser by
Charlotte Eifler).

Commenced by Senster, reflection on the notion of life with all its
kinships and symbioses, and the prospects of its future was picked
up and extended across the exhibition by several robotic pieces and
works explicitly tackling the conditions of the human survival on the
planet in the changing ecosystems. Notwithstanding the multiplicity
of topics with which media art engages, the major appeal addressed
to the audiences of planned SIAF2020 was not to treat technology
as a magic black box, to look behind the shiny screens and user-
friendly interfaces, and to decode the mechanisms shaping collective
imagination and the politics of its representation—a call to all
sensitive people, whatever their age, who have their own experience
in handling the technological tools which they use to connect to the
world’s operational systems.

*John Cage: Richard Kostelanetz, Conversing with Cage, New York and London:
Routledge, 2003, 272.
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Kubicka-Dzieduszycka is a media art curator based in
Poland. As a member of the WRO Media Art Center
Foundation, she has worked to organize 16 successive
editions of the WRO Media Art Biennale, a major forum
for media art in Poland and a key international event. Her
continued work with Japanese media artists includes the
“reversible//irreversible//presence” series of exhibitions
and screenings by artists from Japan, presented at
the WRO Art Center in 2016-2017, and the Japanese
exhibition for the WRO 2019 Media Art Biennale.
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So that we may meet one day

Kanoko Tamura

Director of Communication Design
Sapporo International Art Festival 2020

| never cease to be amazed by whoever it was that first used the
word shin-shin to evoke the falling snow. How the ring of this word
captures, oh so beautifully, that unique sensation of watching the
snow slowly swallow up all sound and color...! But my daydream
of serene snowscapes is soon interrupted by the thought of my
translator colleague, who has been tasked with translating this text
into English. “How am | supposed to translate shin-shin! English
doesn’t even have ideophones!” he will probably protest. [Translator’s
Note: He did.] | guess | will leave it to him to do what he likes in the
English with this “soundless sound of snow.”

Many people, it seems, imagine the act of translation to be a near-
instantaneous conversion of one language to another. But it is in fact
a process that requires a vast amount of research and word-by-word
experimentation, and that offers myriad expressive possibilities.
However sophisticated machine translation may become, it can
only provide a handful of possible solutions among a boundless
many, especially when the words to be translated (whether written
or spoken) are part of an artistic endeavor. To render such words in
another language while preserving their artistic intent and merit, the
translator must weigh the cultural context and the background of the
target audience before creating the words anew, sometimes spending
more time on them than was spent on the original. It is not enough
to merely “convert” the word shin-shin: the goal is to share, with the
faceless reader, listener, or viewer, that melancholic yet somehow
warming sensation of watching the city vanish into the snow from the
window of your home.

These possibilities of translation were in my mind when | applied
for the position of Director of Communication Design at SIAF2020.
The role of bridging the distance between festival and audience was
surely an act of “translating” in the broadest sense of the word. The
job would not be about sending out one-way messages: it would
involve shouldering the artists’ commitment, adopting the public’s
perspective, then connecting the two parties through creative ideas.
| believe this can be said of all communication, not just of translation:
the presence of a second language only makes the obstacles more
tangible. Any attempt at genuine dialogue requires thought and
effort, even between those who speak the same language. Today, the
internet may seem to have reduced the need for this effort, granting
anyone and everyone the means to address the whole wide world.
But in a society where fake news incites real violence and anonymous
slander drives many to take away their own lives, we must exercise
more imagination and creativity than ever before if we are to bring
people together and bring art to the people.

That said, much of the communication design we planned for
SIAF2020 in the name of “art mediation” had to do with aspects
that are almost underwhelmingly specific. Preparing hot drinks to
welcome those who feel timid about walking into museums, and
greeting them at the entrances with a friendly “Hi there! It's cold out,
isn't it?” Arranging spaces where visitors can exchange thoughts on
the artworks both while and after viewing them, ensuring that both
shy and talkative types feel equally able to express themselves
how they like. Enlisting the help of the public in writing the artwork

descriptions, which are often riddled with artspeak. And the local
children—families tend to spend the cold season at home, leaving
the children with energy to spare on their long winter vacation, so
there should be activities that allow them to direct that energy toward
art. Oh, and tourists from outside may be unused to the snow, so
we should advise them on footwear and on how to negotiate the icy
pavements! The snowy roads, though, are terrible for strollers and
wheelchairs, so we need to keep visitors well-informed about access
routes that use Sapporo’'s famous underground passageways. And
if we rented out sleighs—the kind that parents pull their children
on—might it not bring out the inner child in grown-ups and turn
arduous treks into fun journeys? And, of course, the greatest appeal
of any art festival is the opportunity to discover the works and ideas
of the artists, so we should provide people, no matter their level of
experience or knowledge, with as many opportunities as possible to
engage with the artists directly in a relaxed environment...

Then, suddenly, none of that was to be. The cancellation of the
exhibitions left me, it seemed, without any communication to design;
| felt lost for words, like an interpreter when no-one is there to speak.
But even if the physical festival was no more, the ideas and concepts
we had worked on for so long could surely live on. Realizing this, |
made it my new mission as SIAF2020’s Director of Communication
Design to pass on those ideas and to preserve all the connections we
had established between people and art.

This very book, which contains first-person accounts contributed
by SIAF artists, staff, and other people involved, constitutes a part
of this mission. However, efforts were already under way in some
form since back in May—before the festival was canceled—when
we launched our “News from the Directors” YouTube series with
the aim of communicating our situation plainly and candidly. It was
difficult back then to see even a few weeks ahead, and we decided
that we should, instead of just waiting for some decision to be made,
share that very state of limbo and uncertainty with the public by
uploading videos in which we three directors discussed possible
courses of action. Similarly, when the festival was formally canceled
in July, we addressed our viewers directly, each of us expressing our
disappointment and dismay on camera, rather than wait for the news
to spread via media outlets.

The efforts were not limited to our communications with the public.
During the “soft lockdown” period, we hosted online alumni meets
with people involved in SIAF2014 and SIAF2017, as well as online
socials for the SIAF2020 artists. Bringing artists together is a vital
function of an art festival, which forges connections that can also lead
to future exhibitions. We were unable to see this mission through with
SIAF2020; but even if it is harder for participants to establish rapport
over the internet, if their paths ever happen to cross again somewhere
in the world, the fact that they had once been introduced on an online
call might pave the way for smoother communication.

Then, in October, we started SIAF Lounge Online, a casual virtual
forum for anyone with a passion or interest in art. Often when an art
festival takes place, a circle of local volunteers and other individuals

forms organically around the art, becoming a future asset for the local
area. As this was unlikely to happen with SIAF2020, we chose instead
to create a lasting platform on which to engage with art enthusiasts
across the country, leveraging the benefits of the online format. This
new community, which is not limited to Sapporo or indeed to the year
2020, connected as it is only by a shared interest in art, will surely
provide the next edition of the festival—SIAF2023—with a flexible
momentum.

In other words, rather than frantically try to connect everyone and
everything in the immediate present, we have been bolstering
pre-existing ties—like staking a tree to support it during the snowy
season—and sowing seeds for future ties. The pandemic limited our
movement and forced us into canceling the festival; but this also
meant that we no longer faced the time constraint dictated by the
festival’s run. As a result, | feel that we have been able to approach
communication design in ways that are more spatially and temporally
fluid than what we had previously envisioned. | wish to stress in
closing that these activities were by no means instituted by myself
alone. The most important role of a communication design director
is to be there. Art festivals and exhibitions often leave public relations
matters to the later stages; but my directorial involvement from the
start ensured that we were always considering the pivotal question
of how everything would come across to our visitors, and everything
going out to the public was reviewed by me first. This meant we
always had a pocket of time to discuss whatever content we were
sending out, to take a step back. This was often when one of us would
come up with some new left-field idea, or spot some potential snag.
The SIAF Secretariat, which consisted of municipal employees and
other staff members with diverse backgrounds, was always frank
with me, acting as the festival’s first audience. We debated each idea
until we were all on board, rather than simply implement my idea in
a top-down approach. Although such a process naturally came with
disagreements now and then, it meant | could have confidence that
our eventual decisions were for the best—a confidence that provided
great comfort when | had to step up on stage or in front of a camera.
All that communication design in Sapporo could never have been
planned without their knowledge and insight, and so | am deeply
grateful to everyone involved for their generous support.

On a final note, | have found that the people of Sapporo tend to
be fond of snow at the end of the day. When the first snow hit last
year, one of the SIAF staff—a Sapporo local, born and bred—saw it
fluttering outside the window and uttered, “So beautiful...!” It was as
though she had never seen snow before in her life. On a walk around
the city, another local told me how snow, by making roads narrower
and car drivers more attentive, has the effect of making people more
considerate toward one another. When the people of that city switch
on their “snow mode,” their warmth lights up its streets, even in the
cold winter. That is precisely the sort of communication | aspire to
foster through art—communication that, as it were, kindles a ray of
hope in people’s hearts. In these turbulent times, that hope can surely
show us the path ahead, at the end of which await yet new encounters
with art and with people.
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Kanoko Tamura

Photo by Hajime Kato
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Tamura is the organizer of Art Translators Collective,
a team of interpreters and translators specializing
in the field of art. She explores the possibilities of
creative communication and translation as a mediator
while working in many fields, including interpretation,
translation, editing and publicity in Japanese and English.
Tamura also works as a translation director responsible
for coordinating optimal dialogue strategies according to
the context of a given event or publication.
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Edward Ihnatowicz, AGH University of Science and Technology
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“ Sapporo Community Plaza was supposed to attract

Sapporo Community Plaza

many new local visitors and signal the playful complexity of

media art's past and present.”

Originally planned to serve as an access point to SIAF2020 and its
media art program, Sapporo Community Plaza was supposed to attract
many new local visitors and signal the playful complexity of media art,
past and present. This new cultural facility, which neighbors the
147-meter-high Sapporo TV Tower, the city’s 1957 symbol of modernity
and technological advancement, is an impressive, sunlight-steeped
multifunctional space with its glass facade, directly connected to the
adjoining high-rise buildings, offices, shops, and restaurants.
Commuters daily cross the Plaza’s open atrium, and many people
choose to spend their leisure time here. They pop in for coffee or food,
and come to participate in cultural events and citizen-organized
initiatives. Dressed-up visitors heading to the 2,300-seat theater on the
4™ floor mix on the escalator with exhibition opening guests and
readers coming back from the library. At the same time, this busy space
offers peace and privacy to numerous school kids doing their homework
at the several desks arranged inside.

Senster by Edward lhnatowicz, a 5-meter-high, animal-resembling
interactive cybernetic sculpture from the early 1970s was envisaged to
provide a vivacious introduction to media art. Exhibited on the building’s
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first floor, it could have been seen from outside, in one glimpse with
Klaus Pobitzer’s oversized drawings of Sapporo’s inhabitants (annex to
Real Life Matters) displayed on the facade.

Shuya Abe’s Total Solar Eclipse would have tied in with Senster as a
fellow time-traveler. The humble installation, which continues on
Nam June Paik’s famous work Moon Is the Oldest TV (1965), is
simultaneously a posthumous realization of Paik’s concept for a
collaborative project. The cathode-ray black sun would have received
a suitable pendant in the algorithmic, cloud-based installation
Afterglow and the Speed of Time by Aleksander Komarov + Maxim
Tyminko with its permanent glow of the actual sunset projected on an
immersive semi-circular screen. To draw a full circle, Cod.Act’s Ton,
a performative sound installation, was supposed to relate back to
Senster, in the way it addresses time, space, movement, the basic
qualities of sound, and interaction.

Agnieszka Kubicka-Dzieduszycka
SIAF2020 Curatorial Director of Media Art
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“Introduced in 1970, it is considered a masterpiece
in the history of new media art.”

Re:Senster has been a project at AGH University of Science and Technology in
Krakow, Poland to reactivate a large-scale cybernetic sculpture. Senster was
created by Edward lhnatowicz, a sculptor of Polish origin working in London.
Introduced in 1970, it is considered a masterpiece in the history of new media art.
Senster is a five-meter-long steel kinetic sculpture, its frame and movement
resemble an animal. Ihnatowicz set out to create a sculpture that would move by
reacting to the presence of people in its surroundings with changes in movement
controlled by a computer program. By creating Senster, Ihnatowicz enriched
the genre of kinetic sculptures of the 20th century with the then contemporary
achievements of cybernetics and robotics. He also drew on experiments from the
field of artificial life and artificial intelligence.

In 1970-1974, it was exhibited at the Evoluon in Eindhoven, the Netherlands,
and was then believed lost for many years. Notwithstanding its unknown
whereabouts, this groundbreaking endeavor was regarded as a pioneering
example of media art and continued to inspire many artists and researchers.
Reactivated and carefully stored by researchers at AGH University of Science and
Technology, Senster is highly fragile and cannot leave its new permanent location
except for special events. It has been shown at the WRO 2019 Media Art Biennale
HUMAN ASPECT in Wroctaw, Poland and this appearance at SIAF2020 was
meant to be its first showing in Asia.

Photo by Adam Zadto / Courtesy of AGH UST
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For the first time the piece has been put on display in Philips’ newly opened science-technology
exhibition hall Evoluon in Eindhoven, 1970.

Courtesy of James Gardner Archive -University of Brighton Design Archives
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After Evoluon exhibition has been cancelled, the piece has been secured by Piet Verbourgh
in Colijnsplaat (Netherlands) untill 2017.

Senster is inherently a creature of contradiction—it materializes
as a union of the large and fragile, when you imagine the
technical, abstract and playful coming together. As the steel
skeleton of the sculpture responds with subtle motion to
the sound of its surroundings, the abstract form projects
the aura of a sentient being. The piece, designed in the late
1960s, epitomises contemporary art trends and intellectual
enthusiasms at their peak. Working at the height of the
popularity of cybernetics, its designer—Edward Ihnatowicz—
translated concepts of the feedback loop and control
engineering into an original form of a time-based work of
art—a cybernetic sculpture. However, intending to create a
crowd-pleasing piece the artist did not employ cutting edge
technologies in a purely constructivist mode; he equipped
Senster with a playful, quasi animalesque expression in tune
with the spirit of pop-art.

Edward Ihnatowicz was a London-based sculptor when
he was invited by James Gardner, on behalf of the Philips
technology company, to create a large-scale piece. The
Senster contract was signed in April 1968. After two years
the piece was shipped to the Netherlands to be installed
at Evoluon, Eindhoven—Philips’ newly opened science-
technology exhibition hall. It was on display for four years,
after which the piece shared the fate of the majority of fragile
media artworks: despite its significance it was deactivated,
remaining so from the mid-1970s and in the early 21st century
it was put on a list of lost media art pioneering projects.
What has been named Re:Senster is a project which
embarked on the recreation of the 5-meter long skeleton of
the original piece. In April 2017 AGH University of Science
and Technology in Krakow purchased the installation. The
piece was deposited in the Faculty of Humanities and here
the work on its reactivation has been completed owing to
contributions of engineers and scholars from AGH as well as
artists from Academy of Fine Arts in Krakow.

Text by Anna Olszewska, Art history PhD, Research fellow,
WH AGH University of Science and Technology in Krakow

{Senster) MEESE  History of Senster

1968

BARTRFT—F - AFbEYFE YA NRTAvT - ELVT
FETA]EWIFRLERERCEME. 74V TRUERRA
Y=L KBTI 0 ST LOMEADFT(Senster)
DOFIVEE BLA

After presenting pieces at the famous “Cybernetic Serendipity”
exhibition in London, Edward Ihnatowicz started work on a

large kinetic sculpture, Senster, within the framework of an
experimental art program sponsored by Philips.

1969

1/ 49 A ZROBEEEE, 41F ey Fa="—274 - AL
v¥-av kY (UCL) DFRZECKY, FMaBoHhzEB T,
BRIV ICERD AT

A quarter-scale model of the sculpture was made. Ihnatowicz
moved to University College London laboratories to prepare a
final version with the help of the academic community.

1970

ATVEDTTHNF Y (T4)y T RO ZEHEIMERE) (S
TER

The piece was shipped to the Netherlands to be installed at
the Evoluon in Eindhoven, Philips’ newly opened science-
technology exhibition hall.

1974

Rtk S 7z (Senster) &, 74Vy TR LBBL WAL BERE
FIZEEBERDOE— - 7z AR THENR, ZORITHRBIC
Senster was dismantled and its remains collected by Piet

Verbourgh, an electric engineer and entrepreneur collaborating
with Philips. Its subsequent whereabouts were unknown.

2014

BEBEBRTIALAVRTFI—F (FFv %) (C{Senster) #F A,
BHFIRAZEICLE Yz b(Re:Senster) 1A AGH Rl 2%
MRBICTRR

The Re:Senster group of researchers and designers was
formed at the AGH University, after the sculpture was found

by one of its members on a satellite image in Colijnsplaat, the
Netherlands.

2017

9597 (R=5F) [CBERIN., BEFFEEHR

Re:Senster team brought the piece to Krakow, Poland, where
reconstruction/reactivation work was started.

2018

1815 %58 T L7 {Senster) A AGH RIFEMTKF(CRBEEND

The reactivated Senster was installed at the AGH University
laboratories.

2019

WRO AT 47 77—y F—1L2019 (K= F) T—RERE

Senster was shown to the general public at the WRO 2019
Media Art Biennale in Poland.

2020

SIAF2020(CEWTT Y THIRBEDOFEL o7

Senster was planned to show for the first time outside of
Poland, making its Asia premiere at SIAF2020.

Sapporo Community Plaza
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1926FEF N, 88F%, K—5V FHE, AFUR - oV RV EHLEA
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Edward lhnatowicz

Born in 1926 in Poland. Lived and worked in the U.K. until he died in
1988. He studied painting, and was interested in film, photography,
and engineering. In the late 1960s and early 70s he got recognition as a
cybernetic sculptor.

19694, o¥ Ky (1FYR) OVERBICTRROLBMTEIMEBF THEME L,
EBRTDTFI—F (FhEVF

Edward Ihnatowicz experimenting with traditional metalworking techniques and
electronics in his London workshop, 1969

Courtesy of James Gardner Archive -University of Brighton Design Archives

AGHB &Il

1919EDRILIR, KEOHRFRIEEFIE. aRyb-ave
2—R2—FIEEALBRLITHERL T, (Senster) DEE Tz o+
{Re:Senster) # A& 7z ASLEER L, RDFTL VEE,

AGH University of Science and Technology

Established 1919. During the 20th century, the university’s research
gradually expanded to encompass electronic engineering, robotics,
and computer sciences. The Faculty of Humanities, where the
Re:Senster project originated, is the youngest in the AGH academic
community.

%

A BEa—BEFHbD

Watch the video interview.
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SIAF20207T® {Re:Senster) BICDWT
About the Exhibition Re:Senster at SIAF2020

i Tha Flraz snow erystal
17§/ chbralned in the lsboratory.
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PAFER (ATEOFR) 1936-39F ILRERR=ME2014, dLBEILERENET
[2):: Y]

Ukichiro Nakaya, Photo of Artificial Snowflake, 1936-39, Installation view at Hokkaido Museum
of Modern Art during SIAF2014
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Photo by Haruo Fujitsuka
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SIAF2020(2 #5115 (Senster) & Z DEERR(E. FLIRDO O
EABERCRADLIANMTFEINT W, BEFERIE
FkRICR D, BEYIHFH 28 A2 EHELTNDE, ED
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TEIERNNHDHLELON T,

{Senster) (&, SHLEADTOEELERKEICAITONEESE
BETIERTDH D, BN GES L, SFLYVay - (IDF
FE(CH D [science of pure relations (ki BREDORIE) | &
LTEET B AR T4 RICKZBDNTWS, {Senster) A
FESNAZLUEEL, Ry TT—bewd, EEEEAOHFLWT —
FRIBOEGL, ZHRABEEN T b L0EELRIDELTE
LAIRD T o BERMOKRRILIL, UL - ZRICEH S 218
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ICHLIRAR DI HICEE AT 2L, ZDORKOEBEAB L
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—Yav,KasI74—PRPEENTEN T, (Re:Senster)
(&, FTlCkbnARAEMEROY X MZA0EFTADEE
ENTWEEROO—HIM X BB REFETILVWIYET,
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Manabu Yamada, Yoshio Tsukio, The Techniques of Fugue, 1968. Japan'’s first CG animation.

Sapporo Community Plaza

EBRMYE 42BN T2 (Re:Senster) ECFELTWERTHEBSDO—ER

A part of the exhibition Re:Senster, which was planned to present the historical background of Senster

EACH WALKING UNIT HOUSES NOT DMLY A £EY
SLEMENT OF THE CAMTAL . BT ALSO A LARSE
FORAATION OF WORD TRAVELLER-WORKERS.

ay - ~av{Cities: Moving New York) 19644 / Ron Herron, Cities: Moving New York, 1964

An exhibition related to Senster was planned to be displayed
next to the artwork, presented on a low stage against the
backdrop of Sapporo’s downtown—a vista marked by square
junctions, structured architectural order and the TV Tower; a
symbol of the hopes and ideas born from time to time alongside
new communication technology, and believed to have the
transformative power to enhance our reality.

Senster represents these dreams based on a belief in progress
and modernity, supported by technological advances and
evolving cybernetics as the “science of pure relations” (NJP).
The aesthetic environment of that time includes Pop Art—a new,
audience-oriented form of art, bringing art closer to life and
making it accessible to many different viewers. The popularity
of communication technology resulted in a revival of artificial life
as an ever-circulating topos in culture/art. The vista of Sapporo’s
downtown, chosen as the background enveloping Senster, is
a reminder of the architecture of that time, heavily inspired by
technology and aiming to create new cities for future societies,
co-existing with robots, flying cars and the usual modernist
imagery related to progress.

Prepared by Anna Olszewska, these examples, notes and traces
lead to the era of Senster and its creator, the late 1960’s and the
rising 1970’s. Examples of early media art from Japan exploring
the theme of artificial life were collated by Jung-Yeon Ma, and
include computer graphic animation, holography, and books.

The Re:Senster story of localizing, restoring and preserving a piece
that had already been on the list of lost modern and contemporary
artworks for forty years, was conceived as a way to combine both
art historical insights and documentation of this unique artwork—
from its creation to its discovery and recovery forty years later.

Text by Agnieszka Kubicka-Dzieduszycka,
SIAF2020 Curatorial Director of Media Art

P.ABDEIRIEEIE. P.AIDEIRIETT F - ANT = RHDEEICLD
Images on page 48 were selected by Jung-Yeon Ma, and images on page 49 were selected by Anna Olszewska.

© Ron Herron. All rights reserved, DACS & JASPAR 2021 E4067

TLo¥v&— - HA&—(Crinkly avec disc rouge) 19734 vabsybHb, F4Y
Alexander Calder, Crinkly avec disc rouge, 1973, Schlossplatz, Stuttgart, Germany
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Total Solar Eclipse

bR EFFENDF LY 2 %17 (1932-
DIBITEWELTO bt SEREED 200641 RIS/ S HFEEL 7728, SEREL [CFIERD L TRERS
iz, BEOBRT LEEHUEL CEBRME T TV B EICRBL IR

Shuya Abe

TATAT—h
Video Art

Total Solar Eclipse, 2006, which was to be exhibited at SIAF2020. This work was conceived and produced

2006) DEEDHHEELEL T M I DERHIDEEBTH by the artist who was a long-term collaborator of Nam June Paik (1932-2006), known as “the father of video

art.” The piece was meant for Paik, but due to his death in January 2006 when the work was almost ready,

it was released under Abe’s name after completion. This work is inspired by Paik’s works and represents a

AKY(ZF LT 2V DERICTEOHDT, BHTL A
33HARIIC=a—a—J(CfTolkc L& EERICIITE
BEETHFE TS, LEVWELL, T 11 AFLE,
Th, WIZWOERAh o/, 1ARICTL HKob%
oY bW
WDHDTIYVETLERERTADHBRITD
&£51cL7 {Moon is the oldest TV) (1965%F) &y
ST LY AVOERABNET, HETLEDHERE
BICFemMxCHEGEZERSE, AICRITLEDT
o ZOFAICIHL T 2E S DEFEL T (EEEHAL)
O<NELL,
FLTavEF1963FCHDHBTERL, BRY e, T
LEDEGRAEEZE 2 OEE (ChHSEOERD
TTlchotk) REE—EIC DN E L ZDRIZFIK
TORYENTLED, HF19694F(C, v EH (¥

total solar eclipse on a cathode-ray tube by modifying an old monochrome television.

— %20 EREEF>TIHBICKREZATT,
INDRA T TR Gy TH - et A =) (1969
/72%]) TY,
FLYavDESETLI b0 REFE SRR ER
DVERIZFGRIPENDD, B AEFANELEL
LEDTT FICavEa—82—%FoTW03HD(E,
EECIEERMyFE2AVICLTIBEACOLEN
TYINIE 10FER->THEIC, TNESLDRWVEAE
Y—HENT3, 4FEBICIEX R ho>TLEVET,
THREFNEGIHIOTEELCEE TRFa 4 b
B EOLDICEMET 2DH B L EDEISR
REESETHVLIDET, ZLTERDRARTH
Bllgotzn, EELTS0EMDOLOEFEIT DT
BCHLOWEA AR Fo TR W IFIERVWATT,
REAVLDIFIMATIRASFREBAL DD,
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“ However, he never saw the work.”

| went to New York three months before Nam June Paik died. | told
him | would complete the work and bring it to him in six months. That
was about mid-November. However, he never saw the work. Because
he died at the end of January.

There is a work by Nam June titled Moon is the oldest TV (1965),
in which several cathode-ray tube (CRT) televisions are lined up to
show somewhat like the phases of the moon. He modified the internal
structure of the TV sets to deform the images and make them look like
the moon. | was inspired and created Total Solar Eclipse based on the
part corresponding to the new moon.

The first time | met Nam June was in 1963. We created a robot
and another device that distorted TV images (which was another
inspiration for this work). After that, we exchanged letters, and in
1969, he came to me with drawings, saying he wanted to make a

Sapporo Community Plaza
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(ESBEEAR) DERETE / Design drawing for Total Solar Eclipse by Shuya Abe

synthesizer. That was the Paik-Abe Video Synthesizer (1969/1972).

As contemporary artworks that use electronics, like Nam June’s,
have a short life span, you have to maintain such works properly.
Particularly for works that use computers, if you turn them on once
every six months and turn them off after about an hour, they will still
work after ten years. If you don’t do that, they will stop working by
the third or fourth year because the memory chips in devices may
corrupt. Still, as they have a limited life span, it’s better to document
them with photographs or video. | think it’s better to leave a few words
on how they work and the impression you get when they work. When
you finally run out of spare parts, you can keep them alive using a new
medium. There’s no need to search for old materials from fifty years
ago. What you want to show is not what is outside, but what is inside.
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Shuya Abe

Born 1932 in Miyagi Prefecture. In 1963, he was introduced

to Nam June Paik by Hideo Uchida, who is known for the
invention of the transistor. Since then, he provided technical
support in the creation of Paik’s artworks, including Robot
K-456, Participation TV and Paik-Abe Video Synthesizer.
During Paik’s lifetime and since his death, Abe has maintained
and improved Paik’s works, especially those created in the

= ey e, 1960s and 70s.
= e h
T T e E- E
(RS BERSR) DEURFHEAE (20194EHR) (ESBERAR) DERETE % =

Operation instruction of Total Solar Eclipse by Shuya Abe
(2019 version)

Design drawing for Total Solar Eclipse by Shuya Abe

AV BEA—BEFIBD
Watch the video interview. E

T = EREHTF / Courtesy of Machiko Kusahara's personal collection
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Aleksander Komarov + Maxim Tyminko

Afterglow and the Speed of Time

SIAF2020D 7= DEETRA #— / The exhibition image for SIAF2020

AV REAL—Yay

Installation

Two iPads:

Interactive Map. A viewer may
slide along the sunset line,
changing geolo n of the
event, thereby changing the
color on the big circular
screen.

2. Sunset geolocation & weather
monitor. Synchronised with
the first iPad

COVER%E. AN GMIILAEZBICBRISFETLE,

{Afterglow and the Speed of Time) DEBRZFEL T &
Lo COERDELELR D DL, HhER EDECTREA TR
[CIRATWBDD, TOMBEE)TNVEA LT ETEZTRIF
LTT, COTOT T L, EEOREOMNEBEFEREDLIC, it
RADOK[IRBERECRIFROT —2(CEIWT, RENAE
FEFH ERLET,

COVEREBR T 5300ERE. EEOZORE. BFRO
TeHDOMEEBRLITA AT LA, ZLTCT—2 XM —LTT,
F—RZA M) —LICEEENBELBOHBEIFERALLT—20TF
NTHAEFENTWET,

COERERELAELWI DL B2 TRl I L%(E
ATE2L5C. ZRALABH,TRERRFTCLTVWEL A,
SIAF2020T(&. COEREBREMD DML 2 H LM %
BEREL BEDRIY—vEREL T EEEIMEROPICA
BN TEDLICEEILTCWEL, COZEMDFRT, EH
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HEBDYULDICT 245 E. BREOABCORITELICH
BLAL272DTT,

{Afterglow and the Speed of Time) (7RI~ /3—Y3v) Galerie im Kérnerpark (XU, FAY)

Afterglow and the Speed of Time (single screen version), Galerie im Kdrnerpark, Berlin, Germany

“We planned to present the work as a sculptural element.”

We planned to show our existing work, entitled Afterglow and
the Speed of Time. In the core of this artwork is a program that
calculates, in real time, the location on the earth where the sun is
crossing the horizon line at the precise moment of sunset. Taking
the actual geolocation of the sunset event, the algorithm predicts
and generates a virtual color display based on data from a set
of meteorological information and weather forecasting services
around the globe.

The work has three visual outputs, namely, the actual color of the
sky, the visual output of the map for locations, and the data stream.

{Afterglow and the Speed of Time) (RZU—>3E/A—Yav) avaFh—i (TrvvT, R—FF)

Afterglow and the Speed of Time (3 screens version), Koszyki Hall, Warsaw, Poland

This includes all the data used for calculating the sunset location
and the color.

From the beginning, the work was designed to be flexible and
adjustable to allow it to be used in different locations. We planned
to present it as a sculptural element that would be independent of
the exhibition space and viewable on a spherical screen, in such a
way that visitors could enter inside the work or, inside this luminous
being, with their “heads in the sky” and “bathed” in the light. The
idea was to reproduce the experience of witnessing a “sunset,”
down to the perception of time.

TLoYryEA—-awnT+
<EFVL-T4IVO

awn7 19714F, RI—vEEn, FAVEE. ERT
B BROTATY 7474, Xbn v o—sunfk, BEHE
DR, CbDRFNLEIUREDBIFRER>TWNS,
TAIVALT2E VITAFEEN, ATVE FAVTEE
FETIAT RS 73V I EEEFER. 7— b BE Hiffo
BFROFPTEENIE(LL, COBEICHEITET—T4 R
DFREDELEHERL TN,

Aleksander Komarov + Maxim Tyminko

Komarov, born in 1971in Belarus. Lives and works in Germany.
His works concern questions of migrating identities, (cultural)
globalization, the condition of contemporary art and its
relation to broader economic contexts.

Tyminko, born in 1972 in Ukraine. Lives and works in the
Netherlands and Germany. He continually intensifies the
use of programming languages as his main artistic tool. In
his works, he is exploring the dynamics of interrelationship
between art, science and technology, and the rapidly
changing role of the artist in these processes.

%
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Watch the video interview.
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nTon

Tl : ':',;1.

nTon, as seen at the performance in Belfort, France in 2017, was planned to be presented at SIAF2020.
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Sound Installation

(nTon) TlE. EFHMAEROHADAHOEE

EHRHITCLEEEREL L,

NEDEIBREI20m OREROEEY A, NWIBLILERICE-T
A EBEEILEBELTHTESV, ZOADICIF4AD
ABEPIL->TWET, TNENNKR—LE2FEL, ZTDEmHICIE
LFEEDDOVTWET, HEFERIDANTLED(FBERDLD
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YU bhTT,

COYEIZ. RMOBNECET 2FMARE,rDEETNEL
Teo $72. 7—0vay T CEBREBEEERLERTOLHNE
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DECRELTEEY I o< FRITELWRICELTEH
EEFRALEL, FLEEREGEVT LA LICHIET 572
OOERPERTEDDD, TOATEEMDANE L7z, {nTon)
Tld. ANEDOEHINEFHIICEILLI 2h &R T /2oH(C, Fal
DL EETICEFHNLEEROA D DABOF#EHFHLE
L7zo ZOBRICIHBERBRIKIBEITIERDOL I BODEIRERL.
AVBIOTA4TIRY AT LEBRTDLEERE L,
COMEDENEETRTGEHL. B/ HKEEFE-FES
LD, ZOFZHOI=bICHAILT, BHFHEEEHMORS
THRILSETWET,
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motion

4 segments. torsion motors deformation
consisting of 30 air chambers located between the segments
assembled into a ring

(nTon) (C&(F5. HLBEDFR / Sound-movement relation of riTon.

“ For mTon, the idea was to synthesize a human voice
from electronic elements without prior analysis”

Imagine a snakelike 20-meter-long tubular creature that moves in space by means
of contraction and dilatation. Around it, four human beings stand. Each carries a
loudspeaker perched on the end of a pole. These loudspeakers disseminate vocal
rituals. For us, this project constitutes a new stage in the research that we have
been pursuing for the past twenty years on the relationship between movement
and sound.

This creature was born out of our extensive research on the elasticity of materials.
It is also the result of a succession of experiments performed and prototypes
built in the workshop with the aim of discovering how to set a body in motion
using a single impulse or a very simple supply of energy, as well as to find out
how a structure can deform in totally unpredictable ways in response to sound of
a large amplitude, and to investigate its ability to produce information in real time
that can be used to control a musical work. For nTon, the idea was to synthesize a
human voice from electronic elements without prior analysis in order to discover
an electronic plasticity approaching that of the human voice, to imagine a kind of
tribe of people who perform ritual chanting, and to create an interactive system.
We track all the movements of the creature, then the computer uses the values
obtained to synthesize voices and also to assemble these voices in the shapes of
songs, organizing them in both time and space.

captation of the movements

Sapporo Community Plaza

sound

acceleration —= musical creation

A rfor
AVAVIIETT

speed of rotation —= musical creation

treatment diffusion of the musical creation

Ayk-T7ot
(7YRL-FaxF— + IV - FART—L)

1997 K. A RS - TEEDRBICLET—T4 A+
Fat, TVRL  67FE4EEN, BT TVr—vavanT
0773V (CREL B ER, TATdY X LCRELE
Y R T LERFFELTND, Iz 69FET N, E]AF
R, B, BCEBECESELTLEREENR. FXT14Y
I BB FBAL., FIfELTW 2,

Cod.Act
(André Décosterd + Michel Décosterd)

The artist duo founded in 1997 by the Décosterd brothers
based in Switzerland. André, born in 1967, is a musician
and composer specialized in computer programming for
musical applications and composition systems, particularly
in algorithmic composition. Michel, born in 1969, is a plastic
artist. He focuses his researches on the machine and
particularly on the movement. Invents and builds kinetic
sculptures.

%
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Watch the video interview. E
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Photos by Machiko Kusahara
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Shuya Abe operating the Paik-Abe Synthesizer (Paik-Abe Video
Synthesizer) [1969/1972]

Paik insisted on highly saturated images, which were not allowed in TV
broadcasting. When the control knobs are turned, the color tone and the output
pattern change in a variety of ways in real time, and when the device is not
connected to a video camera, an abstract pattern is created. The first video
synthesizer was produced in 1969, and the final version was completed in 1972,
after Abe moved to the United States. This model is housed in the Nam June
Paik Art Center in Korea. At the time of this photograph, it had been sent to Abe
for repair. (January 2013, Chukyo University)

On Total Solar Eclipse

Shuya Abe met Nam June Paik in 1963, a time when Fluxus and
the Neo-Dada movement, which had been springing up
simultaneously all over the world, were gaining momentum in
Japan as well. Just the year before, an event featuring John Cage
had been organized by Yoko Ono and Toshi Ichiyanagi at the
Sogetsu Art Center. Meanwhile, young “anti-art” artists had found
themselves an ideal platform in the Yomiuri Independent (an
annual no-jury exhibition founded in 1949), which was forced into
permanent closure after its controversial exhibits in 1963, such as
Genpei Akasegawa’s Model 1000-Yen Note and Sho Kazakura's
nude performance.

Abe was a TV equipment technician at a commercial TV station—
then the most cutting-edge scene in the world of media—and he
identified with the young artists of his generation, having been
familiar with their activities, including Paik’s. The latter had studied
contemporary music in Germany and, after staging a successful
first solo outing, Exposition of Music - Electronic Television (1963),
returned to Tokyo for a short while. The exhibition, which included
13 TV sets with modified circuits, marked an important step into
the world of electronic art for the artist, who had joined Fluxus
after meeting John Cage, George Maciunas, and Joseph Beuys.
Meeting Abe came as another pivotal moment for Paik, who was
just discovering the rich potential of electronic circuits. Paik was
soon considering going with Abe to the United States; but, learning
that Abe had a family, he held back from putting the idea to him

Column

Machiko Kusahara

Media art curator

and moved to New York on his own the following year in 1964,
taking with him Robot K-456, a work for which Abe had provided
technical support. The two continued to tackle various technical
issues together through mail correspondence, but Abe eventually
quit his senior position at a television company in 1970 and moved
to the U.S. with his family to complete the Paik-Abe Synthesizer.
Abe was well versed in the technology required to faithfully
transmit televisual images, and had even developed a video
recording device for professional use at the TV company. It is
interesting, therefore, to note how he was also working on a device
that achieves almost the exact opposite: distorting and
superimposing images in real time to create new images. This
pursuit of alternative possibilities for video is surely the sign of an
artistic mindset that seeks to reconfigure existing technologies to
arrive at new forms of expression, a mindset he had in common
with Paik. The creative relationship between the two men, whose
collaborative work brims with their shared sense of humor, open-
mindedness, and spirit of experimentation—they were even of the
same age—reveals the deep respect and trust that they had for
each other. Total Solar Eclipse, an idea of theirs that Abe completed
after Paik’s death, is the final fruit of their relationship.

(TR TU4TH - o2 4¥=)(1972/2012) BRAR
(201446 A. ICC Open Space 2014, NTT /¥ 4—a3a=4/—v =3
v+ 4—(ICC))
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Installation view of the Abe Video Synthesizer [1972/2012], June 2014,
ICC Open Space 2014, NTT InterCommunication Center (ICC)

The saturation and the background of the visitor’s image input from the video
camera change in real time. This model inherits the design of the Paik-Abe
Synthesizer, and was completed by Shuya Abe after Paik’s death.

2 Reference : https://www.ntticc.or.jp/en/feature/2014/Openspace2014/
Works/Abe_Video_Synthesizer.html
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Pawel Janicki

Sapporo Art Park

“ It was designed for visitors of all ages coming in the company of their friends,
family, and kids to spend a relaxed few hours interacting with media installations.”

The eye-catching large-scale works and shows at the downtown
venues were conceived to attract the attention of audiences rushing
across junctions and along underground streets. The exhibition outside
of the busy city center in the Sapporo Art Park was informed by
another concept. It was designed for visitors of all ages coming in the
company of their friends, family, and kids to spend a relaxed few hours
interacting with nine media installations put on display in the two
neighboring buildings, and outside. The snow-swept hilly park, the
symbiotic environs of nature, art, and architecture hosting a remarkable
outdoor sculpture collection, and an array of cultural facilities led me to
come up with Relational Ecologies as a working title for this exhibition
of media art.

The title invited digital humanities-inflected interpretations, and the
exhibition itself brought together 13 artists exploring the rhizomatic
entanglements of art, technology, science, and nature, ranging from
speculative deep-time scenarios, psychedelics and cybernetics,
robotics, bioart, and artificial life to systems of total surveillance and
automated control, to—last but not least—the history of media art.
Installations by the grand masters of media art (Mikami, Treister,

LR D FRSEAMTEE

Sapporo Art Museum

Sommerer & Mignonneau) were put in dialogue with works by younger
artists to showcase the vital, transformative, and progressive potential
of media art.

The foci of the artists’ observations and interests may at first sound
challenging for visitors who are not familiar with contemporary art and
its theories. In fact, by choosing formally appealing and intriguing
artworks underpinned by elaborate concepts and playful strategies of
interaction, the exhibition was deliberately constructed for two
audience types: children and their accompanying grown-ups.

The appreciation of the younger and less experienced visitors was to
have been elicited by the interplay of forms, colors, movements, images,
sounds, and objects that moved, responded, and spurred collective
participation. The hooks prepared for the adult and more culturally
versed visitors included concepts, aesthetic strategies, and the
historical references of media art linked to everyone’s daily experience
with communication technologies and digital entertainment.

Agnieszka Kubicka-Dzieduszycka
SIAF2020 Curatorial Director of Media Art
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Please refer to page 6 for the location of the venue.
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Installation

The Holographic Universe Theory Of Art History (THUTOAH) and
works from SURVIVOR (F), The Escapist BHST (Black Hole Spacetime) and HEXEN 2.0

EfEOLLHBHI25,000 D EE % ZFE .
BMR2SMEVWIEETEMBE2 LT SEIRGIEHRICLELE,

R{&VESH{The Holographic Universe Theory of Art History
(THUTOAH)) &, 327y o {(HEXEN 2.0){SURVIVOR
(F)»{The Escapist BHST (Black Hole Spacetime)) »*%
THEREBRIDFETLE,

{THUTOAH) (&, TLE DR FEFEH TRI>/=/80T 5749 0F
HRCEREEBTHELE L. BRINREFEAFFEHERE (CERN)
DRLFHNEER TH DK PO ERENNERE DT iEHR (S
L, EfTE0HH 925,000 0 EGE ERIEICED., 7
5LV BECEME R LTS IMBIERICLEL
EFFICELETHRNDERL. CERN DEGYMEBEENEL
LAV AL EeRELLLDTT,

{HEXEN 2.0)(2009-114F) (&, BIFIC L B = X AT 4 T 1
FIFTEOERICHIRFNLMEDOELRLIRD. RIEFIS
LEEDREEGS N EFGTI2EBRFAET S0V bTT,
{HEXEN 2.0) TlZ. EZXRHERAKEROTAVHIBFLZ
DEENEFEIBEINEHOBRDI T, AR TAIRDE
B.Av2—2y bDEE, vz 7200 EBELE KT HETIE
MEBIRZCHELTCPKRFLHEEHZEARELLEL .
I, HEHFIEENELFI-RBEY AT LHRS RO
EBNERDHEERESTCVET,

¢{SURVIVOR (F))(2016-194F) pib (3, K E RV AKEHE
EHAEBRTRTEFECLE. COERIE. RRELBZERT.

SIAF2020%5:& 31 + [SIAF20207 M7 R | DF=8b D, {RAEZEIDATIRILZ
Proposed visualization of virtual space for the website: SIAF2020 Matrix

KEELDEMCHERT2HDTHD, REDEICHIZES
BEREZRRLTVNET,

%7-.{The Escapist BHST (Black Hole Spacetime))(2018-
196) b BRREH W2 /KEE % BV E L/, Escapist&(&
KERDOHRICH B [HFHE] TF. COEMTIEEscapist ME
BRLCVW2ERE, BAMNZEBA LM CEFMICHEELE
Lo cO7nYzyME, ARGLRIRIEE) 0BEEHIC, Z&2
BCLTHINAEREDY VI T IERTHIENTEET,

Sapporo Art Park
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SIAF2020%§:% 44 I TSIAF2020= b2 R | Db n, {RIEZERDT]
BULRDHR

Map of proposed visualization of virtual space for the website: SIAF2020
Matrix
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Suzanne Treister

Born 1958 in the U.K. Lives and works in the U.K. and
France. A pioneer in the new media from the beginning of
the 1990s she has worked simultaneously across video, the
Internet, interactive technologies, photography, drawing,
and watercolor. An ongoing focus of many of her projects,
spanning several years, is the relationship between new
technologies, society, alternative belief systems, and the
potential futures of humanity.
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Watch the video interview.
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{The Holographic Universe Theory Of Art History (THUTOAH)) 20184 FACT (Y37 =i, A FYR) TDA VY REL—Y 3V

The Holographic Universe Theory Of Art History (THUTOAH), 2018 Instalation view at FACT (Liverpool, U.K.)
Courtesy of the artist, Annely Juda Fine Art, London and PPOW., New York

“|selected 25,000 images from art history and
inserted them into a video timeline at a rate of
25 images per second ”’

| was planning to show the video The Holographic Universe Theory of Art History
(THUTOAH), and works on paper from three other projects, namely HEXEN 2.0,
SURVIVOR (F), and The Escapist BHST (Black Hole Spacetime).

| created THUTOAH after hearing about the Holographic Universe theory on a
science program on TV. Echoing the methodology of the Large Hadron Collider, the
particle accelerator at the European Organization for Nuclear Research (CERN), |
selected around 25,000 chronological images from art history and inserted them
into a video timeline at a rate of 25 images per second to produce an accelerated
art history in a looped sequence. The soundtrack of the video is composed of
recordings of interviews with several theoretical physicists at CERN.

HEXEN 2.0 (2009-11) is a project that looks into the histories of the scientific
research behind government programs of mass control, and investigates the
parallel histories of countercultural and grass roots movements. HEXEN 2.0 charts,
within a framework of post-WWII U.S. governmental and military imperatives,
the coming together of sciences and social sciences through the development
of cybernetics, the history of the Internet, the rise of Web 2.0 and increased
intelligence gathering, and explores the implications for the future of new systems
of societal manipulation aimed at building a controlled society.

| was going to show several diagrammatic watercolors on paper from SURVIVOR
(F) (2016-19). This is a hallucinogenic exploration of a future reality in undetermined
time and space, which presents visions of a post-futuristic sublime.

In addition, | selected diagrammatic watercolors from The Escapist BHST (Black
Hole Spacetime) (2018-19). The Escapist is a nonspecific interplanetary entity
whose depicted experiences are a poetic imagining of spaces of understanding
both within and beyond those of contemporary science. The project is also
accessible through a ring of sky-based portals in an augmented reality.

Sapporo Art Park

{The Holographic Universe Theory Of Art History (THUTOAH)) 20184 > AFry i - EFH (165548). ¥ F (51516%)
The Holographic Universe Theory Of Art History (THUTOAH), 2018, Single-channel video (16 min 54 sec) with sound (51 min 16 sec)
Courtesy of the artist, Annely Juda Fine Art, London and P.POW., New York
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(HEXEN 2.0)(2009-114E) .{SURVIVOR (F) » (2016-194F) & U*(The Escapist BHST (Black Hole Spacetime)) (2018-194F) »—#&p
SIAF20200BREHB THEEA Y REL—Yav THAVE

Design for wall installation of selected works from HEXEN 2.0 (2009-11), SURVIVOR (F) (2016-19) and The Escapist BHST (Black Hole Spacetime) (2018-19) to be exhibited at SIAF2020 venue
Courtesy of the artist

65



LR o

= _EBEF Seiko Mikami

MLEDI—F

Desire of Codes
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SIAF2020(cHBF o7 VEdh (BRED—F) 20104 / Desire of Codes, 2010, the artwork planned to be shown in SIAF2020

Photos by Ryuichi Maruo (YCAM)
Courtesy of Yamaguchi Center for Arts and Media [YCAM]
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Installation

Sapporo Art Park
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(RLZna—F) 20104 / Desire of Codes, 2010

Photos by Ryuichi Maruo (YCAM)
Courtesy of Yamaguchi Center for Arts and Media [YCAM]

“ We don't need to categorize her work.”

Agnieszka Kubicka-Dzieduszycka: Desire of Codes is a large-
scale interactive installation consisting of three parts. | saw the
work in 2011 in Dortmund, Germany. As far as | remember, it was
the first piece that really made it clear to me how huge the state
of surveillance could be in connection to digital technologies and
advancing the Internet. | also remember a kind of scary, uncanny
feeling when entering the space of the installation.

In the first part, you encounter 90 small devices on the wall like
a matrix following you and moving. The kinetic aspect of the
installation is super-important for creating uncanny feeling. The
next part was created with 6 huge robotic arms. Certainly, such
kind of hardware was not so often used back then in the field of art.

Jung-Yeon Ma (Film and New Media Studies): | saw the piece in
Yamaguchi Center for Arts and Media [YCAM]. In the third part
of the piece, where the visual data from the devices in the first
part and surveillance images recorded at public places around
the world are mixed and projected, | realized that it had watched
me even before | was there. So if we imagine the invisible
network behind the piece, the Internet covers the whole globe.
| was impressed by the fact that the piece is a part of the huge
surveillance technology surrounding us.

Akd: Unfortunately, | never met the artist Seiko Mikami in person.
In general, the audience thinks that technology is an area where
men have the leading role. When | saw the piece back then in
Dortmund, | didn’t even realize that the artist was a woman.

Ma: Mikami was a very distinguished figure as a female media
artist. | met her in 2009 in person and interviewed her for an hour.
She told me that one cannot attribute characteristics of her works
to being a female or being a Japanese. Indeed, we don’t need to
categorize her work. The work itself is powerful enough.

Can you comment on the meaning of showing Desire of Codes in
Sapporo, not anywhere else?

Akd: Sapporo is designated as the Creative City of Media Arts of
the UNESCO Creative Cities Network, where, | guess, media art
is being connected mostly to entertainment technologies. When
people see this piece or look at the documentation, or read about
it, they have to start at least being aware of this other aspect of
technology. This aspect of being surveyed, being controlled all the
time. So there is a price for using technology in an entertaining
way. People should be aware that there is a dark aspect of
technology too.
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Seiko Mikami

Born in 1961 and died in 2015. In 1984, she began to create large-scale installations
exploring the information society and the human body. Based in New York in 1992-
2000, she has worked mainly in Europe and the United States, showing interactive
works with a focus on visual interfaces. Her installations are often controlled by
eyesight, by hearing or internal physical sounds, or by a three-dimensional haptic
perception or have dealt with perception of gravity as the sixth sense.

BhHVEEEORF

A scene from re-production process

[ZRRER MBI Y —F T — L] DAVTF VR
Maintaining “Multiperspective Search Arms”
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Servomotors mounted on each maintenance colonnade
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Watch the video interview.

Sapporo Art Park
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Christa Sommerer + Laurent Mignonneau

Homo Insectus / A-Volve

o 07 (1 Ov o} 3 B Rt g I >

AV REAL—Yay

Installation

SIAF2020(CHEF E -7 #Fk (Homo Insectus) 20204 / Homo Insectus, 2020, was scheduled to be exhibited at SIAF2020. © Laurent MIGNONNEAU & Christa SOMMERER
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{A-Volve) 19944 / A-Volve, 1994 © Christa SOMMERER & Laurent MIGNONNEAU

“ Observing insects is basically observing ourselves,
we see that even tiny beings can have the power to
change everything.”

The original plan was to show A-Volve, an interactive installation that was shown
in Japan in 1995. We planned to create a new updated version. The A-Volve
system was born of an idea of an artificial living system. Inside of a pool filled
with water, you see some jellyfish-type forms that people create by themselves
when they draw on a touchscreen. These creatures want to propagate, and they
want to make children. But they can only do that after they have accumulated
enough energy through killing other creatures.

Due to the pandemic, we changed the plan to propose a simpler piece, Homo
Insectus. This piece is working with a camera and is composed of thousands of
little ants that are walking onto a screen. The camera capturing the people in
front of the computer draws a silhouette of the interacting person. This silhouette
is composed of the traces that the ants are following. The movements of the
ants are very natural, and the ants look very real. For us, the ants were quite an
interesting motif for this installation because in a group they are very intelligent,
they display swarm intelligence. The single individual of one ant is maybe not that
smart, but in a group, they have a lot of power.

The more you look at nature, the more we see ourselves also reflected in that
nature. Observing insects is basically observing ourselves, we see that even tiny
beings can have the power to change everything.

Sapporo Art Park
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Christa Sommerer + Laurent Mignonneau

Sommerer, born in 1964 in Austria, and Mignonneau, born
in 1967 in France. Both live and work in Austria. They are
internationally renowned media artists, researchers and
pioneers of interactive art. In 2004 they set up the Interface
Cultures Department at the University of Art and Industrial
Design in Linz, where they both serve as professors. Their
over 40 interactive artworks have been exhibited in around
350 international exhibitions.

v aCa—BEE B 2
Watch the video interview. E
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feminism is a browser
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Video Installation

SIAF2020(c iR FE 72 o 7=/Fdh (feminism is a browser) AN RF 20194
Still from feminism is a browser, 2019, which the artist planned to exhibit at SIAF2020
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Sapporo Art Park

{feminism is a browser) 2"bDZF /L 20194 / Still images from feminism is a browser, 2019.

“[frequently use elements from the field of science fiction

to make small shifts in the present.”

I’'m generally working in the fields of video, installation and sound.
Accordingly, my focus lies on the politics of representation in
connection with technology, such as how software and hardware
manifest certain forms of seeing. I'm interested in the mechanism
between the visible and the invisible—who or what is shown, what is
missing and which content is provided on what surface. My approach
to image-making is a feminist one and | frequently use elements from
the field of science fiction to make small shifts in the present.
feminism is a browser is a video project and an online archive which
would have been set up in an extensive installation at the venue. The
work combines documentary and fiction based on an international
feminist network called FACES. This network was founded 1997 for
the purpose of connecting and supporting self-identified women
working with the digital technology. It comprises over 300 members
worldwide including hackers, cyber-punks, media artists, activists
and digital researchers, and operates through an ordinary email list.
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Charlotte Eifler

Born in 1986 in Germany, where she lives and works currently.
Eifler is active in the fields of film, sound and technology. Her
videos and multimedia installations interrogate the politics
of representation, abstraction and computation. With a focus
on feminist approaches and elements of science fiction, Eifler
explores processes of image production and imaginations of
alternative futures.

%

Av2Ca—BEECBD

Watch the video interview.

It took me quite some time to find a proper form for this project,
because | was looking for the best way to turn it into a journey
where things influence each other instead of presenting it as a single
narration. This was the moment when the fictional cyber entity Yeva
came into play. Grown up on the Internet in the '90s, possessing
knowledge gleaned from the entire email archive of the FACES
network, Yeva wants to amplify and relate to the “herstories” of
those media pioneers, while keeping a lookout for allies of their own
generation.

When the server freezes, Yeva decides to leave the web space and
meet their so-called Yeva’s “mothers” in the physical world. As a
cyber entity, Yeva is able to travel through time, and to change Yeva's
appearance and behavior. While encountering different members of
FACES, Yeva starts to become an archive themselves. An essayistic
documentary journey begins as a feminist revision of the Internet.

y "

{feminism is a browser) 2>DZF L 20194 / Still from feminism is a browser, 2019
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The Hidden Life of an Amazon User
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“ We need to put it right in front of
the eyes of the users.”

| was planning to exhibit The Hidden Life of an Amazon User by
bringing 10,000 pages of code, along with some sort of display
that would have included an Amazon cardboard box and a book.
In addition, | would have used a projector and screened a video
showing an interview in which | explain my ideas in my own words.
The project itself started when | purchased The Life, Lessons
& Rules for Success: The Journey, The Teachable Moments &
10 Rules for Success Cultivated from the Life & Wisdom of Jeff
Bezos, a book published in 2018, through Amazon. While | was
doing this, | tracked the number of interfaces on the Amazon
website that | needed to navigate and the minimum number of
steps required. | also examined the code that was running in
order to do this. All this, basically the online operation of Amazon,
amounted to more than 9,000 pages of written code. This is
insane. The project talks about how the user is simply exploited
by means of their labor. Every time we visit a website or our online
activity is tracked and then monetized, part of the energy cost
of operating the site falls on the user. This is because all these
operations are happening in our browser—in the user’s browser—
which is all this code. This is something that it’s very important
is out there and we need to put it right in front of the eyes of the
users because we don't tend to think about it that way.

The project draws attention to the hidden materialities of the
Internet and reveals that there are several such materialities, not
just one. It tackles the issue of the materiality of data extractivism
in general, which | think is a perspective that we haven't really
gotten around to discussing publicly up to now.

251 My
W
1379 kel

Sapporo Art Park

[BIG D@T@! BIG MON€Y!] B (HALLE 14, 54 7Y 4k, FAY) CORBRAR
Installation view of the exhibition “BIG D@T@! BIG MONEY!” (HALLE 14, Leipzig, Germany)

Photos by Walther LeKon

{The Hidden Life of an Amazon User) 20194 / The Hidden Life of an Amazon User, 2019

COFERIE. IMPAKT A7 4 73XE > 2— (bbb b A5V %) (ET RMEED IV TA F473—ny/ L7 RS

LDOFIBICLDEMAP/EMAREZ B Y =4+ [www.emare.eu] DA TERIRL -

This work was realized at IMPAKT in Utrecht within the framework of the EMAP/EMARE project with the support European

Media Art of the Creative Europe Culture Programme of the European Union. [www.emare.eu]
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Joana Moll

Born in 1982 in Spain, she is a Barcelona/Berlin
based artist and researcher. Her work critically
explores the way techno-capitalist narratives
affect the alphabetization of machines, humans
and ecosystems. Her main research topics
include Internet materiality, surveillance, social
profiling and interfaces.

%

AV AEa-—BEIEIBD

Watch the video interview.
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Yukikaki Research Station
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F(CEEL 124 22— 3> (Semi-automatic clear-ice prism-extruder) O¥I 7 Fo—( 4

EROTICREL. SEERLKOTIXARLERTS

Initial concept drawings for a snow-related installation called Semi-automatic clear-ice prism-extruder
Itis placed under a roof and transforms snow into prisms of clear ice.
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Installation

THICBW DX ELbNGWNEE

Sapporo Art Park
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SIAF20200 7z D& (Yukikaki Research Station) 20204 &o(FAXRMILT— 22V F TORRAR
Artwork for SIAF2020: Yukikaki Research Station. Installation view at the Sapporo Tenjinyama Art Studio, 2020
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Production process of the Yukikaki Research Station
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Preparing the connection triangles in the studio

FHDO—4—(C7 S Ry by Y — kiR
Gluing a magnet sensor into place at the top rotor
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The structure of the installation is built out of snow poles and triangular sheet material.
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Assembling the control computer of the installation

“There are so many different yukikaki snow
shovels that you cannot imagine ”

Kati: Sapporo is well known for amazing winters and the big
Snow Festival. We thought that it would be really interesting to
create some kind of machine that is also an interactive installation
and uses snow and ice as materials.

Niklas: We thought we could build something outdoors that
would be operated by visitors. When we went to Sapporo for
the research residency at the Sapporo Tenjinyama Art Studio in
February 2020, | was a bit surprised because it was warmer than
| expected. We also realized there was something we have not
seen before: so many different yukikaki snow shovels that you
cannot imagine and of an overwhelming variety, one for wet snow,
the other for dry snow. There are also ones for kids and for adults.

Kati: There are also some cones and long sticks that mark areas
where snow might fall.

Niklas: However, there was not much snow and we thought what
will happen to all this snow equipment? That was the point where
we changed our plans and decided to build the Yukikaki Research
Station, somewhat like a DIY scientific station. It has three wind
turbines built in, two yukikaki turbines and one small turbine on
top, which is like a toy for forming snowballs.

Kati: Each turbine has actually a magnetic sensor that measures
how fast it rotates. And there is a little microcontroller built in the
installation, which records that data.

Niklas: And the visitors would have been able to log in to the
research station with their smartphones and see how well the
turbines performed over the course of the last 12 hours.

Kati: We have made a large-scale installation with a bit of
a DIY approach, using existing materials and trying to find
alternative scenarios and ways how we can continue to live in our
environments. In this sense, we are also perhaps returning to our
roots, when we were more directly connected to nature.

EhEL—EREDS—YEHHIT
BHDHEIFEED DERT

Preparing the yukikaki turbines and
assenbling the artwork

FEOAEL SEREFHLEDERERT YV S ICLI AV E—E Y DTG
The finished main turbine made out of kids’ yukikaki snow shovels with wheelbarrow wheels as bearings

—aZx-04 + AT74-kyR

04 19745, FAVEEN, RthEREICES), 7—7 41
2 BEE. FREEBELT 7—h B 7o/0V—%
HRk, REMNADIY DT 7a—F T, S DTATTE4EH
HLTW3,

by/R 19765, 74TV REEN, FAYEILAI(C/ESD,
T—beTFo/0Y—HRETDHELECHTEHTET7T—T4R
FRAEE. TR IMEE Y FASFCREL,
SESTERATATEEK,

Niklas Roy + Kati Hyyppa

Roy, born in 1974 in Germany, and Hyypp4, born in 1976 in
Finland. Both live and work in Germany. As an artist and
educator, Roy explores science and technology with a hands-
on DIY approach. His works take the form of installations,
objects, and ideas. Hyyppa works at the intersection of
art and technology, exploring different media. Her artistic
practice is rooted in materiality and handicrafts.
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Watch the video interview.
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Carolin Liebl + Nikolas Schmid-Pfahler

Vincent and Emily

%

=
§:

\

okl S ove
3O O K o it ik B

;

. C SR o R T
[ANTUNAML] S

i) I
|

|:'T

OHES re

o

%l

/ﬂ

AV REAL—ay

Installation

SIAF2020(CHBFE 72 o7& (Vincent and Emily) 20184 / Vincent and Emily, 2018, was scheduled to be exhibited at SIAF2020
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“Itis a'display’ of air, inviting you to insert

your own ideas about what their emotions are.”

We wanted to show Vincent and Emily, a robotic couple. They
are programmed to find each other. Although they cannot move
around by themselves, they can rotate their heads through 360
degrees making use of the sensors they are equipped with.
Like our human abilities, their sensors are not always perfect.
They are continually distracted by things that surround them.
Consequently, they cannot fulfill the purpose that we gave them.
Our intention was to let this couple be very open, to exhibit a
simple way of showing “coming towards or going away from
each other” using only gestures in the manner of a theatrical
performance. Each of the bodies consists of only three very thin
metallic sticks, so you can look right through them. It is a “display”
of air, inviting you to insert your own ideas about what their
emotions are.

Because there are two of them, it seems they are able to interact
with each other as beings. If they are coming together, they
resemble a couple that focuses on each other displaying mutual
attention and love. But if they don’t do this at the same time, there
is often the idea that one robot is perhaps jealous or angry at the
other and is therefore paying attention to the human instead.

This work is the third version of Vincent and Emily we have made,
following the first in 2012, and the second in 2013. In this version
the robots are now taller than people. So when they are up in an
elevated position, they can only look at each other, but if they
come down, they can purposefully come towards you.

Sapporo Art Park

{Vincent and Emily) 20184 / Vincent and Emily, 2018
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Carolin Liebl +
Nikolas Schmid-Pfahler

Liebl, born in 1989 and Schmid-Pféhler, born in
1987 in Germany, have collaborated as an artist
duo since 2012. Their works are often sculptural,
partly kinetic, or robotic, sometimes taking the
form of installations, and deal with the effects of
technical developments on aesthetic and social
aspects of human and non-human life.
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Watch the video interview.

{Vincent and Emily) 2018%E / Vincent and Emily, 2018

Courtesy of the artists
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Anna Dumitriu + Alex May
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Project

ArchaeaBot: A Post Climate Change, Post Singularity Life-Form

SIAF2020ICHHE FE 72 o 7=4Ef (ArchaeaBot: A Post Climate Change, Post Singularity Life-Form) 20184 7iAxzLsba=h (Y, #—X+U7)
ArchaeaBot: A Post Climate Change, Post Singularity Life-Form, 2018, was planned to be exhibited at SIAF2020. Ars Electronica Festival, Linz, Austria
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“ The ultimate species for the end of the world.”

We were going to show ArchaeaBot: A Post Climate Change, Post Singularity
Life-Form in Sapporo. This is a robotic project series that explores our evolving
relationship with technology, science, and the world around us.

What you see is a tank filled with water in a darkened space and inside is an
almost spherical glowing robot that spins its tails and senses its environment. It
is shifting pebbles around at the bottom of the tank and trying to reach out of the
tank with its tails. These tails are controlled by a neural network via sensors inside
the robot.

ArchaeaBot is equipped with a built-in machine learning system. This reads what
the machine senses, including the speed of the motors and the direction in which
they’re turning. Also a built-in accelerometer measures the machine’s movement,
the direction in which it is facing, and how fast it is moving in that direction as
well as the temperature of the water. We collaborated with the late Amanda
Wilson in a laboratory at Imperial College in London, where she was a cryo-
microscopist as well as a sound artist. She was able to visualize these archaea by
freezing them in three dimensions and then studying them through a very high
resolution scanning electron microscope.

We were looking for the motors that these particular archaella have on their
surface. They’re almost like cogwheels—tiny cogwheels inside each other—which
is so bizarre when you look at that level of magnification required in order to see
them. Powered by adenosine triphosphate, these motors spin the tails of the
archaea around and this helps the creatures to tumble around their environment,
and hopefully end up in a better situation. These ancient archaea are incredibly
simple life forms but very acid and temperature tolerant, and in this work we have
tried to create the ultimate species for the end of the world.

Photo by Alex May
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Sapporo Art Park

Photo by Vanessa Graf

{ArchaeaBot: A Post Climate Change, Post Singularity Life-Form) 20184

ArchaeaBot: A Post Climate Change, Post Singularity Life-Form, 2018
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Anna Dumitriu + Alex May

Dumitriu, born in 1969 in the U.K., where she lives and works
with BioArt, sculpture, installation, and digital media to
explore human relationship to infectious diseases, synthetic
biology, and robotics. May, born in 1972, lives and works in
the U.K. His practice focuses on the cultural and societal
impact of digital technologies, and forges creative links
between art, science, and technology through a wide range of
digital new media.

COVERIE. BRIES (EU) )T/ 747 a—ay/3fb7ns
SLDFTEDLE, R[>V - bk (CH % LABoral =1if7 - EEXA)
&Y 4—T, EMARE (3—Bv /8 AFAT - T—h - TIvbT#
—4)FRsInlLThItEE Nz, COTRIT AL BET—Y
WOV LDXBOZFTED AVRYT - ALy VERARLET
2T H vy v K (BRRE /RRBEREYE) LoaTR
L—vavORRELTEUDOMARAZ O Y 2/ FATERL, &
feu ERIZ. N—FTA—Fo v —KREIVEa—2 Y/ TV RPEE
TALHBEEEME TR L =T - RI——HIRE LR THINEE
ToTW3,

This work was realized within the framework of the European
Media Art Platforms EMARE program at LABoral (Gijén, Asturias)
Centro de Arte y Creacién Industrial with the support of the
Creative Europe Culture Programme of the European Union. It
is co-funded by Arts Council England and is the result of
collaboration with researcher/cryomicroscopist Amanda Wilson
within the framework of the EU MARA project, which is based at
Imperial College. Additionally the artists are collaborating with
Daniel Polani, Professor of Artificial Intelligence in the School of
Computer Science at the University of Hertfordshire.
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Watch the video interview.
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/Ry LA =% Pawel Janicki

Tetoki!

Javzsh

Project

SIAF2020(c B FE 72 o7 VE & (Tetokil) 201848 WRO 77—kt 2— (Y'Y 77, R—FF) / Tetokil, 2018, WRO Art Center, Wroctaw, Poland. The work planned to be exhibited at SIAF2020
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oF I O N LS L

RTEQIN TN

(Tetoki) (FBMERICtADH AT O Y 2V} T,
[Technology to the Kids (F&biblcFs/m
V%) EBLTOET, BLaAvEa—4.- 70
TLTEINIAVETITAT7 BERE %R, v
JETRARALTWE T, ATV —2DTAsF
LHEOT, ETHEHICFAL, wET D LN T
EEER

(Tetoki) (IR LIzdDTlE R BE] (CH B
EREWRET, VEREFIET BLEETLDHEN
EEEARHEL VT TN BRI THIAEIL.
TETERLARNCHINTCOET AV 2T 74
THFFEOERP, T—MHF2T s3I0
DEBEZV-WHLb, €o&(Tetokil) (CE

DEFF>T<NBTLLD,

CCTlE SETEREMNEFICH T 2HER. B
B BlenLBEBoOEBELLTTOSIIV I Da—
RFEFEoTWET, (Tetoki!) DEERIZ. wWIh
b, = BEOEELRBISLOTFEL LD
TTH FOENHAIAVE2—R - O—FEEEE
BLL., TMEOEBLLTR->TUVET,
HIRICESBRAIENEREFHOALHKMEAT
WC DB EREHICELRIE>TWET,
ZOES BB CREAT —T AR FEEEA
(P.226) &R - DIFRELLWIETLE, &
BHIC, 32—V Vv YD OKIEA (P.108) EDTTKR
L—ravdEtELTOEL,

“ Every miniature piece from Tetoki!
represents a dialogue with important ideas
from culture, art, or science.”

Tetoki! is basically a shortened form of “Technology to the
Kids,” which is a project | started a few years ago. It is a simple
project comprising a collection of short computer programs that
could be described as interactive miniatures, available online
on the web page as ready-made works. As it is an open source
program, anybody can copy the source code and modify or
change it as they like.

| create all my works with the perceptions and patterns of a
young audience in mind. Tetoki! is not a frozen piece of art, it is
rather a kind of process. You can be a part of it if you want to, on
several different levels.

So you can just check out the web page and have some fun with
the miniatures. If you are interested in learning the basics of
interactive strategies or the basics of programming in art, you
may also be interested in Tetoki!, because it is also a kind of
how-to guide to doing such things.

In this project, I'm using a computer programming code as a
common annotation or a common base for many methodologies,
strategies, and ideas from what are actually very different
artistic genres.

Every miniature piece from Tetoki! represents a dialogue with
important ideas from culture, art, or science, and all of them
treat computer code as the common language and basis for
their interactions.

| figured out that Sapporo is a microcosmos of sorts because
it is a home to people from very different backgrounds. It was
wonderful to meet there with the outstandingly brilliant Korean
artist, Hyunjung Park (P. 226). Moreover, | had been planning to
collaborate with the famous musician OKI (P. 108).

(Tetokil) 20185 WRO7—tt>r2—(7avy77, K—3F) / Tetokil, 2018, WRO Art Center, Wroctaw, Poland

Sapporo Art Park

“Machsnics! Garde sftee Tysin Caybewi” [v. 3]

{ong. “Ogrd Mechanicrry wedbeg Tytoss
Eaybemsbonga® ) by Punel Jascki
At/ paalimnicki ), 201 12018

An nbaractves artwock based on the criges
concwgl by Crylwwsk
acdaim [pottwara], Tha wark touch mass of
condton arts, mymthetic rabos and the
FeEation o WL, riabiry s tachnoingy i ganeral

* * ek for s tasta 44 % .

o s e b i s Lo

TeT0kA! 1

(Tetokil) DY =744 b&b / From the website Tetoki!

http://www.tetoki.eu/ogrodmechaniczny.html

Ryz-v=vF

19744, R—F v FEEN, FTEE, 1BIE BB OB
DFEK, TObILEREL, BeBEELTRSIIV %
BuiEREFIVELTW 5, BOBIEICL>TIE, BH# -
AR SUR, FICEMAED LS CRBBEINTELDHE
WHIESER, BEDELLERZHDOAEELEE 48>
TWD, FNBFTATBRRDI-DDHHEHCT AT T %
AlEL. MEEMICRBBAL TV S,

Pawel Janicki

Born in 1974 in Poland. Lives and works in Poland. He
engages a wide spectrum of techniques, approaches
and protocols: creates works using synthetic senses,
programming techniques. An important role in his creativity
is drawn from historical and current contexts in particular the
perceived history of art and something that could be called
the history of thinking. He creates and continuously develops
mechanisms and ideas for alternative futures.

%

Av2Ca—BEEC D

Watch the video interview.
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SHDMS50FERCIBE SN BRREN D D, AT OES
D EICEI NI (Senster) EWSLETDEEDESEY, Bl
BFRLIFE MEVEPHLEDOR 2 LR 2E0RES
Do KERGLOICREE T F Yy DLSICRX 5, E£Fo
EEE BEENWAD BFELAY. FEHLTEEREE
UEHT 2, ERADLEEEDLEL D, ZTOECEEOH
FERTDODOLICH KV EEIRDETFER T BEDEIC
KHNCEND, TNIE ABBUNOFEEID TEYDLE]
ZRLCEBREOBELEVTHSL I, FEDTFI—F-(FtE
vFE, D (Senster) #oRy FEIFFRIET, BIKEZIERE
LA o ZNIEDED, HODLORFoLRIGHEERT LN
SHREL DD, ZORISEHBENED LS ICRITIEDHEHDIFD
NEELEVWICELEEEKRT 3,

BYMEROEYE T DERICEELIL /= (Senster) [CH (T B/ESH
LEEOBRMEIZ. = LBEFO(REDI—F) 0 AhHh Tl
ENTWD, COEFDEAS—FME NEIRALERNATEZ
DERREVCSEENRDDEN, ERICA-LBREEFRHIRK
M DM znb3—FICBEHL, BEF% [RR] TEL
B2, ERERICIToBEE/MERICADNE T 2R,
NFEETHROPISEAALLEADNBRREEYEEE(CERD

1970-74%F, 744 TRRE NIz (Senster) DT
Senster was exhibited at the Evoluon during 1970-74.

Courtesy of James Gardner Archive - University of Brighton Design Archives.

B EE
BREEAT AT

FEND LS REKERTH D, SHIC, Henims o Tns
Iy b=, EHFBEORY T —ID—BRELEVIERE
FCRgIEELEEELE. BORIOEBOBEIDELOND
TEYLLES ] ICRHTOREZID0DLNEN, CDLSICAREN
[ ) DELLBHBEL, (EROBLEDEDDRBHDAY
-V LLTEETED,

COLTERTHDL, FLIRERZEMR2020T (Re:Senster)
Favzshe, ILOBHEHt 24— [YCAM] [CkoTisma
N (HREBoa—F) r—EICRH EFbhdllnBERKT. B
BBATAT T —FORIFEEDOBHIBNCLLEED DT
B, ZN(FH LA, BEMEBATEB®INA, ABLHRA
DREARMECHTIRVNTOEREFLLEEZ LD,

AGH BB KM RE CIE1RZ T T8 5 (Senster) 20174
Senster is being restored in AGH University of Science and Technology Laboratory, 2017.
Photo by Anna Olszewska

The Relationship
between Artwork and Audience

There is a certain video recording from around 50 years ago. It
shows a metal structure, named Senster, standing atop a semi-
circular stage; though it only has three legs, the long, slender neck,
the protrusions shaped like horns and ears at the end of it, and the
general size evoke a giraffe spreading its legs to drink water. The
assembled spectators clap, tap the stage, and call to the object to
get its attention, and break out in smiles as they see its rocking
head slowly moving from one side to the other as if looking for the
source of the sounds and movements. Their reaction is surely one
of surprise and delight at recognizing “animal-like” characteristics
in an inanimate being. The creator of Senster, Edward lhnatowicz,
did not call his brainchild a “robot,” instead regarding it as a kinetic
sculpture. In other words, how audiences perceived its responses
was more important to him than the pre-programmed response
mechanism itself.

The relationship between work and audience in Senster, which
resembles that between zoo animals and their spectators, is
reversed in Seiko Mikami’s Desire of Codes. Her work consists of
everyday elements such as small lights, surveillance cameras, and
their images; however, the moment the setup detects viewers
entering the space, these parts all begin to move at once, chasing
the viewers with their “gaze.” Viewers who go to see the work,
therefore, are instead continually watched by the work, an
experience akin to that of wandering into a forest and finding
oneself surrounded by a swarm of insects and other living

ZERET (REDa—F) 20104
Seiko Mikami Desire of Codes, 2010
Photo by Ryuichi Maruo (YCAM) / Courtesy of Yamaguchi Center for Arts and Media [YCAM]

Column

Jung-Yeon Ma
Film and New Media Studies

creatures. If we were to extend our imagination further to the fact
that the network connecting these individual machines is part of a
network spanning the entire world, that “animal-like” quality we
observe in the movements of the machines before us may even
inspire fear. This experience created by the work, in which humans
themselves become the object of “desire,” may be understood as a
cautionary message from the artist.

Viewed in this light, SIAF2020’s decision to present these two
works together—restored respectively by the Re:Senster project
and the Yamaguchi Center for Arts and Media (YCAM)—has a
larger significance than merely introducing cases of media art
preservation and restoration. Rather, it is sharing with us the
question they posed about the relationship between humanity and
the world, bringing these works together across times and
continents.

(MEZDA—F) O [BRR[EF /RN Y —F T — L] DAVTFVR
Maintenance of “Multiperspective Search Arms” of Desire of Codes
Courtesy of Yamaguchi Center for Arts and Media [YCAM]
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COMHER FTEEBRLEFEIWSSELD D,

BukotsaeEHRHLEL,

T7VAhKBECHREL-HE, B+ HELED T THAZ LB
LCEEZAE, ZORVEED IS, COMBEEDMIC, Bl
HoppBE T b DEFICREL., BEILEHKICARD, BRP
CNETHERL CEL Y RT AP BESNES LS (C ol COER
LD E WEPHRDIHLAE TITE D), BENGEFEEHR
T—H T THEBOUEENEL T LICELR>TNS,
CHILIBZERHE WD NBHEDERLZ DBELL TOREE L,
ZEArbR2FL] EWSBRAEABL TV EILEAR, A4
HBTIEFR (=) LE (VI79F) ORI T THON S AFHDEE %, &
FSELRAD DB T 20D ERETRE FE. RIKHIC, 8
HMDOT—TAREDSIMAREL TN,

EBATIE, YTy - vy T—uIc L 3EREES KRR T 5K
DRMEDRETF Z# IO/ BRIERZ ZLHEL T, AF+ Tz
Y=VFn [HICRX AW/ RAHLShTLEo 7] YLD
EREREEDTEDY IV FAy REL—ay, TA4TF - LaRY
DEYLEEY DEBE K FBY TEBONLTT7IVE - ATV

DGR ZLTE—T 4 + AAY (I Y —F 74 b EFIBAL = ARAI4R
DAy bTI— o BEILSEIEGERRFETHo T,
—FENTIE BARAY L - /T FHEAL [RARSENRED
DEZWESR] THERDFV FRT—ThEH(CENLETBY )
FeEBREFPETH o, BERRFEILINEERICKELRS(R%E
NG TA—< > REEE, FHRTFIERZ2ERSE 5018 D
FEER A EASMCERE. PIEEIZE0H AEEFDOHRORASLL
TI2F¥—15] #B%, L RO LIFKR—FTVFHDEATELRICE
DHBERBRELDIC, BRTHD/ 74—V REFEL T e,
i EEADLWHICL TRAREHERIL TOKARED DV EDDEZ
EDBVWRDETLBAR, chdlEfRd B CRRSINDIL(CE>
T, COMERETEEBLFEI VI EHDH, BLKnt pi%s
BEHRHLEWEEZ T,

SIAF2020F 2L —4— (ETLBAEEY)
HHAE

“ We were hoping that the SIAF2020 exhibition in this venue would offer
viewers an opportunity to consider what it means to live on this planet today. ”

After emerging in Africa, humans migrated across the world over
hundreds of thousands of years. For the last several hundred years in
that long history, science and technology have increasingly pervaded
our daily lives. Nowadays people travel far and wide while the natural
environment and long-maintained systems are being destroyed.
Waves of modernization have swept the world, enriching our lives, at
the cost of loss or abandonment of indigenous cultures.

Moerenuma Park encompasses the history of the former waste
disposal site as a place of prosperity and harm of human society, and
also the perspective of a sculpture seen from the sky. In this venue, we
planned to exhibit works from various perspectives to observe human
activities that are carried out between roots and clouds. We were
planning to feature eight artists and groups.

Indoor exhibits comprised Julian Charriére’s monumental audiovisual
installation of melting icebergs and glaciers that represent
environmental destruction, OKlI and Pawel Janicki’s new work, a
sound installation implying cultures which are “invisible or made
invisible,” Diana Lelonek’s found objects, waste items overgrown with
plants, which have lost a boundary between animate and inanimate,
and Taavi Suisalu’s work that makes an invisible communications

network visible using algorithms and a searchlight.

Outdoors, we were going to make the most of the winter landscape of
the park created as one sculptural work by Isamu Noguchi. Yutaka
Sone was planning to roll a big dice down Mt. Moere. Atsuko Mochida
was going to build improvised staircases both indoors and outdoors
to change the appearance of spaces. Tohru Nakazaki had a plan to
turn the park into a ski resort in an attempt to expand everyday life of
a snowy region. An artists’ collective hyslom was planning to exhibit a
series of intermedia works related to traveling with a stone on landway
from Poland to Sapporo, and to arrange performative actions with
that stone carried out on the snow field.

Moerenuma Park, one could say, is an answer to the question of how
cities could maintain their relationship with the natural environment.
We were hoping that the SIAF2020 exhibition in this venue would
offer viewers an opportunity to consider what it means to live on this
planet today.

Kazumi Miyai
SIAF2020 Curator for Moerenuma Park

HIZADEZIYF
GLASS PYRAMID

Z A E / Snow storage
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FEERIERICOVTIE. P.OE SR

Please refer to page 6 for the location of the venue.
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Artists
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Julian Charriere

eX0OL

hyslom

TATF-LRRS
Diana Lelonek

FFHEBTF
Atsuko Mochida

Moerenuma Park
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Tohru Nakazaki

FE+RTz-Y=VF
OKI + Pawel Janicki
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Yutaka Sone
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Taavi Suisalu
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a7y — L Julian Charriére

Towards No Earthly Pole

R DR GVES (Towards No Earthly Pole) # X35 FE
Tl 3FENMYTHIVEL CDVESIE. BERICE T 2 &HE
AORMEEREEEZSLLTVE T, 321008 IA K/ 5= T
LERT 21040 DEFBER(Z. 28D Fa—r BV TEWE
HoItBEOROEDOFEFEHZLALDDTY, 18ICETHEL
ARV I, DITBICHATEEBRLTRELEL, DI
BITHEOE, KICBONERRO LE ST o750, FIERT (k
NYv D) Lish s, BN DEE)RELT. EToFs
BoLHLTWET, BEnEZRAREZ Fo—VABHL,ICT 28T
(T, BECEEX#RBELTVWDEDIDEITT, hATFIEEICW-

Mg v REL—Yav

Video Installation

SIAF2020ICHHEBFE 72 o7z 4Ef (Towards No Earthly Pole - Ellsworth) 20194 / Towards No Earthly Pole - Ellsworth, 2019, which was to be exhibited at SIAF2020 Copyright of the artist

KDEFK—FT. BEHTEIHRICIIFEIERGRBLES, &
EAIZEMCEE. RT—LORENR—Y) R GoTLEITLL
Jo EDICCOBRIE. RARKERNLBEIL LD 20K izo,
Kigasa02ERASDLNER A,

(Towards No Earthly Pole) (FETLBABRNEAECERS
NBFETLE, BEREIFAVIV—ITO(DNIZEREZER T,
EDBWEECIZ TSORENFET D] HHEDRIEEN L ZEM
TY, TOEMEEREDEICEBKBOENEEND L E
LACLTWELE, COERIT BRRICBLES NIRRT EFA
LOMREEEVOSTTOET, $h BRAE—FTEIELEETS

Moerenuma Park

COIEFICHWNEIF. KICBELNERAED LEST LoD,
FEIERTLAADENEVENEZDZZEDRL T,
ETozsRBoLELTWET,

{Towards No Earthly Pole - Slessor) 20194 / Towards No Earthly Pole - Slessor, 2019

HECAMORBFENABES CTETCWAROEEEEHELTOET,
EE, AHPESKLLCRIETILNTERNIEDRE—RT,
B2 L D2HBDTT,
BUR(CIETHBA CHO TREN B RO BB EH LT T, BIC
MBZCHMD (FETHETHWET, FieblEchbDER%E K
DR LWSHBOAA—VELTRELE T, BREEME, 4
[CTV=V TV RETARTIVE ZLTCRA R TTVRT, ST
FHRBEEEBRELELL, ZLT TYALDOYFTITED(D E
F2r0L5 CHEEEREDEEL .

Copyright of the artist
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Watch the video interview.
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“ This very strong light is wandering and hovering over the icy landscape,
repeatedly hiding and re-appearing to present the illuminated terrain underneath.”

| was planning to show a new video piece titled Towards
No Earthly Pole. This work has been developed over the
last three years and aims to explore the inherent and
specific qualities of the polar region within a contemporary
framework. This 104-minute long movie is shown in a
super-wide panoramic 32:10 aspect ratio. The footage was
shot with two drones following each other through the
darkness of the Arctic night—one equipped with a very
strong spotlight and the other one with a camera. This
very strong light is wandering and hovering over the icy
landscape, repeatedly hiding and re-appearing to present
the illuminated terrain underneath. It seems like the drones
are developing the otherwise hidden landscape almost
like an analog film in the darkroom. The camera movement
develops very slowly while at the same time the shadows
pass very quickly due to the moving light source. It makes
you lose any sense of space, time and scale. This film is a
demanding piece for the audience because of its duration
and the movement of the images slowed down beyond the
used to limits of the medium.

Towards No Earthly Pole was planned to be shown in the snow
storage in Moerenuma Park, a huge concrete structure which
as a negative space captures the presence of the absence of
the snow. | was very much looking forward to the interesting
dialogue created between the space and the piece.

The film questions our relationship with these particular
landscapes and how our means of representation fail to
adapt to their fast changing realities. As a matter of fact the
polar regions tend to change more rapidly than our collective
memory is able to record.

Geographically the actual video footage was taken from very
different places that nevertheless are very similar in terms of
their appearance and haptics. We perceive these landscapes
as a unity that one could call the collective imaginative space
or collective common space of the icy world. | captured
these different moments in the High Arctic, particularly in
Greenland and Iceland, as well as in Switzerland, and France.
Then, | layered the video creating a sort of digital diorama.

JayFrevryz—u

19874, A REE N, FA YV EYA(C/EE, BERIFEL
Xt E O CEREEIE, T r—< v R, BHl. BH,
ML E, SETERATATERAWELZTRY S ME KL
KR TSt IE 4 & D IR B (D DB T
DTA—NRD—ohbEHRBINTW S, HRPDELMEE.
MR TERmERRL TV S,

Julian Charriére

Born 1987 in Switzerland. Lives and works in Germany.
His works bridge the realms of environmental science and
cultural history. Through various media—spanning across
performance, sculpture, photography and video work, the
projects often stem from fieldwork in remote locations with
specific geophysical identities such as volcanoes, icefields,
and radioactive sites.

Copyright of the artist

{Towards No Earthly Pole) 20174 #I{FR S
Making of Towards No Earthly Pole, 2017

{Towards No Earthly Pole - Slessor) 20194 / Towards No Earthly Pole - Slessor, 2019

ETLBAROEREZ[E 7. SIAF2020D 7z H DRERA A—
V(L) EFEM (). 3KH %8 1 <. HEEICHRIIREY
ENBFELST

Exhibition image (top) and plan (left) for SIAF2020 at the snow

storage in Moerenuma Park. The video was to be projected on the
right side wall so that the three pillars would not block the view.
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EXOLA hyslom AV RAL—yay

Installation

AL PIVEKRTE
Title undecided

SIAF2020(CEF TEAFE L 272 FR. CORIE, ARVYA—FV (Fr<—2) OEMEE. =274 - IV AbR—ATiThbhi /v —T & (20174) OSHER Yukawa-Nakayasu AB/RL TN e
The stone that was to be transferred for SIAF2020. It was exhibited by Yukawa-Nakayasu, a participating artist in a group exhibition held at the Nikolaj Kunsthal in Copenhagen, Denmark in 2017.

ZOREILYY Db, OV T HRNEZEST,
IROELBABRTTEN TSV H#IITCTCWELE,

2013 I RBOBIICROFLFEABY. ZOEEEATIE
BHTRTI+—wRELT, EAERLCBAICETLND
DEBDVBRLTOELED, HELER(LTLEST, TN,
ARVYNA=GF U TENICPLBRICHE W, TV 2T TOERE
(20194F) DIXICLEDEBR =BT v IR EN, RFALE
VLT ZORETAY 2 IhBaY T, BN E->THLRD
EILBABEFGERT IV EITTTWELE,
ESIELDFHECHE 21 TAE [T4—LFTLA] LEST
WET, ZOBETEEb B EE B (=play) | EFEDY, B
THBERBRCERTMGELLICEFELTCVET, TLEA
Bd (74559 k] Enwdave7 ok bhiABLD
T.ELZPENSVWHHELBVELL, T EZ0RE2~
3BAPFTCEILBARIGEY, ARFE-TRIFES BV
WEEXTWEL, 20 V] Lld, FIREREENALED
BH LT, AEBNZ LI TTOESPHEEREL, AD
CLEBETE LDV WRE, ETLIBABRIC/INEE DD,
VPDBHITRICESTZRA VI TL Y YD DR TELDD,
EBFTROTAbDEZZICEBRT S FETLE,
EMEDTF—<hDEXLDF. TESLFERME5IEEEFL
TWoKDEMEEEZEXLD, 7V EROTICEBREM AL
FRICHIGLED, 2OV S5#RBRE KFEICLAELWEWIZETL
Teo BERIICONYTEBEICRNELAH, ERIVEDRFE(L,
BRICAI>TREABETEICONTHEE> T, 7—~
CHDCCTEELIETZI LW TELEEL T, dLiEE
2OVTICHARTETARPIRNYTHBLW BRSS9,
[CCl CHETELALBICOVWT, ROFPTEZIEAIC
LW, ZNE TR Ty LWL, EWSETETT, FRDEH,
WHWARBATCORHECREEEE, AICEALARE T LN
S EAHLEFTOELNEEZEZTWELE,

ex0OL

200955, INBEE. 2EFF XL, THEIDRDT —T4
ARG =T ER D FERTEREZAPE/ LOEBEER
PEMBRERFORBICEE, HELAVTLEEREY
[CENZ7-DFV [T74—L T LA * | 2R TEEL, B
BPEHE, (74— v Y RAERELTHER, $T0REE
BIAERPER. RENEERLTVS,

" BIEHERTIR O - IMRAEE L Z SFFA L LICL D,

hyslom

Formed in 2009. Artists’ collective consists of Itaru Kato,
Fuminori Hoshino, and Yuu Yoshida. The periodic exploration
of developed land and encounters with people and objects
there, as well as a sense of incongruity resulting from these
experiences, serve as a basis for their artistic expression.
hyslom turns “field-play*,” their method for physically and
playfully experiencing a given environment, into video,
photography, and performative artwork. The group further
develops the memories of “field-play” into a wide array of
other media, including sculpture, theatre, and film.
*attributed to Yukichi Matsumoto, the then head of Ishinha
theatre group, who called so.

Moerenuma Park

201946 AHD12BICAF T, ARYNA=F Y (Fve—2) hdTIAv+T (R—5VF) $TREEA
72 (Itte Kaette) MDD RF I, bTy I ICHERRH "YUV (FAY) EBOTTIAY YT~
EHRTHEES

Stills from Itte Kaette, a documentary film about the transport of the stone from Copenhagen, Denmark
to Warsaw, Poland from June to December 2019. The stone was loaded onto a truck and driven through
Berlin, Germany to Warsaw. Playing with the stone during the journey
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“We had a plan to transport a stone from
Warsaw to Moerenuma Park via Russia
and Wakkanai.”

In 2013, we found the stone at the Kamo River in Kyoto. We
frequently transported it to various places where we performed
and then returned it to the place where we found it. However, one
day we lost it. Later, in Copenhagen, Denmark, we came across a
similar stone. In order to use it as the core of our solo exhibition
held in Warsaw, Poland in 2019, we transported it to the venue
using our own truck. For SIAF2020, we had a plan to transport it
from Warsaw to Moerenuma Park via Russia and Wakkanai.

We call the act of creating our own work “field play.” We call our
involvement with the place “play” and record our experiences
through play in video and other media. As Moerenuma Park was
created based on the concept of a “playground,” we thought
it was a place with many points that overlapped our activities.
According to our plan, the first thing we wanted to do was
transport the stone to Moerenuma Park taking two month or
three and play with it as much as we could. By playing with
the stone, we wanted to experience its weight and shape and
understand it. We planned to build a hut in Moerenuma Park and
exhibit documents, depicting things we found interesting while
playing, and to display things we brought from Warsaw.

We wanted to take as much time as possible to slow down and
think about things, to be flexible and respond to contingencies
without setting a plan, and to value such experiences.

We rode the Trans-Siberian Railway a few years ago. The time
difference with Moscow shrank as we moved across the continent
toward Japan. In relation to the Japanese theme, “Trying to live
here,” we wanted to use the trip as an opportunity to think about
the people who have lived “here,” including the histories of the
Ainu and detention in Siberian camps related to Hokkaido and
Russia. Our plan was to output this information. We wanted
to accumulate, or rather project onto the stone, the time and
experiences we had in various places along our journey.
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Watch the video interview.

20196 AN D 12RICHT T, ARYNA=T U HDIAY v I ETREEALTERME (Itte Kaette)
DODAF I, b Ty I ICRER RNV EBOTINY ¥I~, BRTAEER

Stills from Itte Kaette, a documentary film about the transport of the stone from Copenhagen to Warsaw
from June to December 2019. The stone was loaded onto a truck and driven through Berlin to Warsaw.
Playing with the stone during the journey

{ER Mhyslom -Itte Kaette: Back and Forth] (2019412878 ~20204E3A8R, ¥ ¥+ Ky RF—IMR LM€Y 44— TovvD, R—5VF)
U] DU R & FBERL L0, IRD LD THE-72H D, ZOREBRMREERET, BHRRCAPERO—BEEILBARIGERFEL o7
“hyslom -Itte Kaette: Back and Forth,” a solo exhibition (December 7, 2019 - March 8, 2020, Ujazdowski Castle Centre for Contemporary Art, Warsaw, Poland).

On display at the exhibition were clay recordings of fragments of “play,” objects encountered during the artists’ journey, and video documentation. The stone and
some of the works were to be transported to Moerenuma Park after the exhibition ended.

Moerenuma Park

DRVUNR; 1kl 5 Stone 1 Stone 2 Stone 3

Trans-Siberia Imaginary SAHIVHE A R

Documentation (Only in Japanese) Lake Baikal Meteorite Road

2020 E., yRYTHEMERIELAECE

Z b8 BT, -

[E&oTKBRABROWERTT Stone 4 [=] [w] Stones Eh‘ﬂﬁ Stone 6
. . ] N

An imaginary story created by hyslom due - - .

to the cancellation of the Trans-Siberian HE 'm A o

crossing in the summer of 2020. Camp E Theives E' Railway
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Installation

Center for Living Things
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{Shoe Environment Ill) em/~/ 7434 (Brachythecium rutabulum
Schimp.). =Y/ ~E4F = (Fragaria vesca) 20174

SERIBET Mt NEIRFESH (50 02'11.2"N 19 57°23.3"F)

Shoe Environment Ill, Rough-stalked feather-moss (Brachythecium rutabulum
Schimp.), Wild Strawberries (Fragaria vesca), 2017

Place of discovery: lllegal waste dumping in the city downtown (50 02'11.2"N 19
57'23.3"E)

{Motherboard Nature (post-electronic habitat)) ~Z/\3%¥L3% (Tortulla muralis) 20174
KRBT I ORIEL BBV DRWERT, RiERFEH (53 26'04.1"N 18 42'06.3"E)

Motherboard Nature (post-electronic habitat), Twisted moss (Tortulla muralis), 2017
Place of discovery: lllegal, suburban waste dumping site, dry, sunny area (53 26'04.1"N 18 42'06.3"E)

“| collaborate with biologists to confirm what kind of plants are
living on what kind of materials.”

| planned to show my long-term project, Center for Living Things. It is also a research
institution that basically focuses on certain types of objects that can be described as
post-natural ecosystems for many organisms. They are a kind of hybrids between things
(products) and living organisms. Objects collected in the institution are abandoned items,
used or no longer needed commodities and the waste of human overproduction, which have
become the natural environment for many living organisms. | collaborate with biologists to
confirm what kind of plants are living on what kind of materials. I've been trying to develop
a new style of a scientific taxonomy for these kinds of hybrid objects and classify them as
traditional biologists should do. | observe how the materials are growing in relation with
which kind of plants. Polymer is a completely different kind of ground and an environment
for mosses. If it’s a textile, it keeps some humidity so that it’s easier to live on it.

As the Moerenuma Park was created over a landfill, | found a great connection between the
context of the landfill and my project—the huge land art and a small scale objects.

How we can change the art production to become more ecological? | feel that there is
potential in art to be a good tool for people to learn how to be together in a better sense and
how to connect with the Earth in a better way again.

BB E(LSIAF2020[CHEFE L o/=7 0¥ x4 b {Center for Living Things) D 7= DINEHNTH %
All things shown here were collected for Center for Living Things, the project was to be shown at SIAF2020.

Moerenuma Park

(PET environment) I—/~FEXZb—>s0v7 (Sedum Acre L.) 20174
FERIBAT | MR NERFEC 4 (52.548088, 17.16486)

PET environment, Goldmoss stonecrop (Sedum Acre L.), 2017
Place of discovery: lllegal waste dumping site, near a pine forest (52.548088, 17.164486)

TATF-vaxy
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Diana Lelonek

Born in 1988 in Poland. Lives and works in
Poland. She explores relationships between
humans and other species. Her projects are
critical responses to the processes of over-
production, unlimited growth, and our approach
to the environment. She uses photography,
living matter, and found objects, creating
interdisciplinary work that often functions as an
interface connecting art and science.
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Watch the video interview.

All photographs of the found objects courtesy of the collection
of Center for Living Things
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EFHZF Atsuko Mochida
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Title undecided
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Installation

© Atsuko Mochida
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FED =8 DEXETE / Blueprint for new work
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Moerenuma Park

REF R—=X

Designed by Tomoaki Maruta

IVICRT—ALEY v EEFET, ZDEEro—
VOLLTREET>TVWET,

FLIZLIRT A DFEER (SN AR T T, BEER DI
mED(OTEE L, BEICITEERLEDEHM
TOLBIENSE oD TTH, SEITFED
Y RTLEDCDTIVICHE>TWET, BEE
LB —BREVDEDDaAZYIEL, ZNEHAIC
ERTOWII3ERTT, A7+ VL RS ERR
ELizAT Vo e, BAERTK Y RT LE/HES
T, BEECTROSPES THREEZMEHILTT
WIFE7—ovayTbEIXTCNELE, —BDa
Y MIFTHTRESTT, —BLEH, —EBER
T, LEBMICITKRAICECETHITIT B LS A
BICHNET, — BT OSHEHELT, BHD
BEEECETHENTCNIBEDOFE OV R T 4
CEBLELE. ChETHREOBNERSAD
[CERRELTEILLA RIV—FBREICHDD
& THEE->TITnLRll EWSEWTT,

103



104

ETLBEAR
BEE  300mm 1=y k e
B 175mm
RHEIFJ A B3
AL 504
3 SEEEAR
FEE ~
FHEY A
AF—LINLT$31.8
300 300
B E R
BE/A T (048.6) A
BloTER
RPHEIDFJ A B3
7L %508
FRYZHA
RF =L T $31.8
TAYAE

e D=8 DEFXETE / Blueprint for new work

“ Theoretically, it becomes a staircase that can go
anywhere forever.”

Moerenuma Park is truly large in scale. The park was created as a work of art
based on Isamu Noguchi’s master plan. He passed away soon after coming
up with the plan, so people involved in the plan created this unique place by
imagining what Noguchi would have done. The park was realized, despite
practical restrictions on its budget and construction period. But if Noguchi
had lived, the park itself might not have been realized due to the number of
his orders. | felt that there was an inevitability to think about a work of art
so large that it might not be feasible at Moerenuma Park, and the struggle
between plan and reality.

Until today, I've done projects where I've dared to come up with plans hardly
realized and tried to figure out how to make them possible with the help
of many people around me. After researching Moerenuma Park, | came to
the conclusion that a staircase work would be a good idea, considering the
park’s huge scale. This time, | did not scale down the plan to realize it, and |
proposed its drawing.

| have been fascinated by staircases for a long time and have been making
staircase works. In the past, | have used scaffolding materials such as single-
pipe quite often. But this time, | was planning to create a custom-made
staircase system. Each staircase is a single unit that can be freely stacked
on top of each other. | was also thinking of a workshop where viewers and
residents could build their own staircases using objects that | set the form
and length of, and a stacking system. Each unit is heavy enough to be held
by hand. Take one step up, stack one step on top of the other; theoretically, it
becomes a staircase that can go anywhere forever. | focused on the system of
stairs that can lead my body to any place by taking one step at a time. | have
tried to express the appeal of stairs in my own way. The most fundamental
thought is, “Stairs are amazing!”

B Y B (15BEHRY)
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Designed by Tomoaki Maruta

2% {F 5 (Mientras mas lejos aumenta la probabilidad de la caida,
aprender de ello también es probable (The further you go, you
may fall or you may learn)) 20184
DANTLE - TLBRREM LY S— (A NF Fa—)

Reference artwork, Mientras mas lejos aumenta la probabilidad de la
caida, aprender de ello también es probable (The further you go, you
may fall or you may learn), Centro de Arte Contemporaneo Wifredo Lam,
Havana, Cuba, 2018
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FEDIHDORO—A V7, ETUBAREPREEECTRRERE

Moerenuma Park

© Atsuko Mochida

Drawing for new work. Intended to be exhibited in the central parking lot of Moerenuma Park
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Atsuko Mochida

Born 1989 in Tokyo. Lives and works in Nagano. From 2018
to 2019, she carried out research in Germany and Singapore
on a grant from the Pola Art Foundation. Her practice
focuses on blurring the line between the public and the
private by transforming the quality or meaning of space and
inserting temporary or highly foreign-seeming elements
such as walls or stairs into existing spaces and buildings.
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Watch the video interview.

BEVER (Steps) ROB/—2 - ROBKT TR, #HHE)I| 20194

Reference artwork, Steps, Zou-no-hana Park, Zou-no-hana Terrace, Kanagawa, 2019
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Moerenuma Park Ski Resort

(ETLBABERF¥—E) Fo—(> 4 20204 / Drawing for Moerenuma Park Ski Resort, 2020
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© Tohru Nakazaki
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SIAF20200 72077, ETLBABNE T TICAIE DI T—HERF—BHICRITHEHE
Plan for SIAF2020. The plan is to name each area of Moerenuma Park and make the whole area look like a ski resort.

(SNOW PLAYROOM) 20184
B \FAARIAS TEBLELT—0 Y3y T ToKbi RF—1R

SNOW PLAYROOM, 2018. Skis made in a workshop held at the Hakkoda Maru Plaza, Aomori
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Tohru Nakazaki

Born 1976 in Ibaraki Prefecture. Lives and works in Ibaraki.
Artist. His wide-ranging, multimedia practice encompasses
performance, video, and installation. He spurs defined forms
in favor of loose and intuitive approaches exploring the
dissonance within words, images, and other commonalities.
In late 2006, he formed the group Nadegata Instant Party as
another aspect of his practice. From 2011, he has also been in
charge of the art direction for Project FUKUSHIMA!
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Watch the video interview.

£ZDETLBAE / Winter scene of Moerenuma Park

Moerenuma Park

“ |want to turn Moerenuma Park
into a ski resort in winter! ”

| have a great fascination with the history of
skiing. When | participated in SIAF2017, | exhibited
skis and other materials related to the history of
Sapporo and skiing, at the Sapporo Odori 500-m
Underground Walkway Gallery under the title
“Tracing Snow Tracks.” In the course of my
research, | became interested in the process of
making skis by hand and the history of overcoming
the troublesome existence of snow to serve as an
ally for humans while they enjoy themselves. This
time, as a practical version of the project, | started
with the idea of turning Moerenuma Park into a ski
resort in winter.

In the park, we can see people are skiing and
sledding on the mountain in the park in winter.
| was going to build objects of lifts on the slope
to create a landscape that resembles a ski resort
and then layer another work over them. In the
past, | have incorporated excerpts from interviews
in my installations to tell the story of the place
in my own works, but this time | was thinking of
quoting Isamu Noguchi and delving into the ideas
contained in Moerenuma Park.

In preparation, | was in the process of contacting
people who make handmade skis. As | continued
my research after the last SIAF edition, | was
really interested in how people in Hokkaido have
been “hacking” their way through places closed
off by the snow. | think “living here” is about how
to create comfort within certain conditions while
relating to a place. It also gave me a chance to re-
think the place | live in. | think it is a very good
theme.

Photo by Tohru Nakazaki
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kay%&iEZE 54+ / OKl playing tonkori
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“ This time, our project is using the
tonkori sound, but it could also be
human voices or Ainu words.”’

As a musician, | work to promote the tonkori, a
Karafuto (Sakhalin) Ainu string instrument, as
part of my lifework. This time, | was collaborating
with Pawel Janicki. He sent me some software
programs that contained tonkori sounds | had
played. When | approach or touch the computer
screen, it responds with the sound of the tonkori.
Moreover, anyone can play it by downloading the
software. It's not only fun to see or hear, but you
can enjoy touching it like a musical instrument.
Actually, the first version that Pawel sent me
didn’t seem to be my tonkori sound. | asked him
to make it somewhere between a much modified
tonkori and a raw one. In reply, Pawel suggested
that | download and arrange the sound myself. I'm
not good at using the software yet, but because
| know the tonkori well enough, | may be able to
arrange it in a way that would make the best use
of the actual live sound. This time, our project
is using the tonkori sound, but it could also be
human voices or Ainu words. If | could exhibit
this in Moerenuma Park, it might be interesting to
transmit the Ainu language in the exhibition space.
After | heard about the art festival’s cancellation
and learned that | couldn't realize it, ideas for the
project have kept coming to me.

Talk by OKI

A FHMHIVEL 7z b3y / Tonkori created by OKI

Moerenuma Park

(AINU ASSET) FEYRbL—YavBEDRIY—vvayh
Screen shots from the AINU ASSET demonstration video
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OKI

Born in 1957 in Kanagawa Prefecture. His ancestors are
Ainu from around the Ishikari River. He is a creator and
performer of the “tonkori” traditional stringed instrument of
the Karafuto Ainu. He has been developing a unique style
with an innovative sound based on Ainu tradition. He leads
the OKI DUB AINU BAND that has performed at various
festivals around the world. As the head of the Chikar Studio
music label, he also produces Umeko Ando, a legendary
Ainu singer, and Marewrew.

Pawel Janicki - P.84
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Watch the video interview.
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B4R 48  Yutaka Sone

Throw of Dice: Moerenuma Park
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{Throw of Dice: Moerenuma Park) ®Fa—A3%" 20194 / Drawing of Throw of Dice: Moerenuma Park, 2019
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Moerenuma Park
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Y400 %EHH / Design drawing of dice

“ | would like to throw dice that are as large as possible

from the mountain at Moerenuma Park.”’

At 3:30 in the afternoon, we arrived at Moerenuma Park. We started
our visit from the Glass Pyramid. We wanted to see the shape of
Mt. Moere from the roof of the pyramid but the very top of the
pyramid got in the way and so we could not see the summit of the
mountain sculpture clearly. To the side, there were sculptures that
looked like the temples of the Aztec or like other mountains. Quickly,
we decided to climb the mountain sculpture. It was dusk and the
darkness was moving towards us at an incredible speed.

While we were climbing, | knew that it was here, | was going to
throw the dice here.

{Throw of Dice: Moerenuma Park) NERO¥F 20204
A scene of checking the tracks of dice

Thinking this was the only place, | took a photograph at a point
where the incline of the mountain sculpture changed.

When dice are thrown, no one knows what the number of the pip
will be; at the same time, no one knows the origin of the dice and
no one knows who created this object. No one knows historically if
it was invented in the East or in the West, or if it was from the Aztec
civilization or Incan or African. No one has a clue.

| would like to throw dice that are as large as possible from the
mountain at Moerenuma Park.

Text by Yutaka Sone, from Mexico City, 15th November, 2019
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Yutaka Sone

Born in 1965. He started his artistic activities after learning
art and architecture at Tokyo University of the Arts. With
studios in China, Mexico, Belgium and Japan, he has been
active in Japan and abroad. He produces various genres
of works, mainly sculpture and also including painting,
drawing, photography, video and performance. He
participated in Skulptur Projekte Miinster in 1997, and the
Venice Biennale in 2003.
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Watch the video interview.
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Touch of the network

AV REAL—Yay

Installation

Touch of the network, 2019, near abandoned Kiipsaare lighthouse, Estonia that has become loose from
the ground and floats around in winter storms. At SIAF2020, the artist was going to show a video (single

channel video) and set up a tripod.
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Filming Touch of the network on Lake Peipus, Estonia for a show in an old boat hangar on the shore

| intended to exhibit Touch of the network, which is part of a series
of works called Subocean Botlights. The starting point of this series
is the fact that most intercontinental communication relies heavily
on submarine fiber optic cables. This network carries threads of
light as thin as a tenth of the width of a human hair while being as
existential for our technological societies as the sun is for plants. We
could say we are hanging by a thread, while the rays of the artificial
sun plunge through the oceans and light up our faces via bright
screens. Touch of the network can be seen as a lighthouse and also
as an island in this network. Whenever we enter something into this
vast network between things or objects, it is automatically targeted
by automated processes known as bots, or robots. The motives

A AZHTEIEFRD (Touch of the network) % BT %

Bird's-eye view of Touch of the network operating on Lake Peipus

“ This work can be seen as a lighthouse and also as an island in this network.”

of these automated processes are non-transparent and therefore
unknown to us. So whenever an automated process communicates
with Touch of the network, the light on top of the tripod orients itself
in the direction from which it is being accessed and metaphorically
“reflects” light back towards that physical or geographical location.
Touch of the network consists of two parts. One is the physical
sculpture object, but there is also an accompanying video, which
shows the work performing in the actual environment. Whenever
| have the opportunity to show this work, | try to re-film the video
in a local context, so that it can effectively become part of the local
environment. For SIAF2020, an ideal plan would have been to film
the object performing in Moerenuma Park.
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Taavi Suisalu

Born in 1982 in Estonia, where he lives and works in the
sphere of media art. The form of Suisalu’s works comes
from altering the practical use-value of technologies, finding
applications for devices which are different from their primary
purpose. He is interested in sociocultural phenomena and the
ways technology changes human behavior, perception and
thinking.
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Watch the video interview.
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A kamuynomi ceremony held at Kita 3Jo Plaza (aka Akapla) in Sapporo on the opening day of the SIAF 2014. Stone From Nibutani by Shimabuku is seen in the back.

Photos by Mika Kitamura

SIAF and Kamuynomi

I’ll never forget the opening day of the inaugural Sapporo
International Art Festival in 2014, when about twenty Ainu people
from across Hokkaido gathered at Kita 3-Jo Plaza in front of the
Former Hokkaido Government Office Building. Each person lit a
fire and offered prayers in Ainu languages as part of a kamuynomi
ceremony offered for the success of the first international art
festival held in Sapporo. It’s natural to feature the kamuynomi, a
traditional Ainu ritual, at a festival held in Hokkaido. Though
putting this together couldn’t have been an easy task, SIAF rose to
the challenge, engaging in a collaborative and transparent
organizing process in an attempt to best honor and represent the
diversity of Hokkaido’s Ainu culture. This made it a momentous
occasion, and I'm grateful for the tremendous work that must have
been required to make it a success.

My experience at the 22nd Biennale of Sydney, which | participated
in as an artist, was similarly powerful. At the venue, an Aboriginal
Australian smoking ceremony was held. | was surprised to see
smoke actually rising in galleries and museums, and even in the
Sydney Opera House. | began to wonder if it would be possible to
honor Ainu culture like this at all public events in Japan. In 2019 the
Japanese government passed a new law formally recognizing the
Ainu as indigenous people of Japan and establishing the Upopoy
National Ainu Museum and Park as a way to show respect to Ainu
people and Ainu culture—but the general public may not be yet
aware of how important the kamuynomi ritual is to us.

Column

Mayunkiki
Member of MAREWREW / Ainu Language Instructor

We often speak of “standing beside” others in support and unity,
but it can be difficult to work together collaboratively, and to offer
respect without imposing anything on those we're trying to honor.
Even despite the best intentions, these attempts can have a
negative impact. In spite of these risks, the 2014 kamuynomi
ceremony, performed by Ainu representatives who'd traveled from
across Hokkaido under the auspices of the City of Sapporo
municipal government, demonstrated respect to both Ainu and
Wajin (people of ethnic Japanese descent). It was an historic
moment.

After participating in the 2014 ceremony, my father was inspired
to study the norito celebratory rhymes associated with the
kamuynomi, which he performed in June 2020 at a ceremony in
Asahikawa. In the past he'd just read norito aloud from a sheet of
paper. This time, he sung them to life in the melodies of Ainu
languages. For me in the audience, the experience was so
powerful that it brought me to tears. An art festival can touch the
heart, offer new paradigms, and rouse us to action. The ceremony,
organized under the auspices of the first Sapporo International
Art Festival in 2014, did just this for my father. | find the impact
that SIAF had to be simply beautiful.
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“ Artists from various backgrounds were to create works to redefine

familiar 'scenes’ and reexamine their meanings.”’

At the Hokkaido Museum of Modern Art, we planned to exhibit works
of participating artists and the museum’s collection focusing on
modern times Hokkaido, blending them harmoniously.

The core of the plan was based on “Contemporary Art” of the “Three
Areas of Direction” presented in the outline announced in July 2019.
Artists from various backgrounds were to create works to redefine
familiar “scenes” and reexamine their meanings. Familiar scenes
mean in this context not only landscapes but also people and things.
Things include culture, daily life and production techniques as well as
objects.

What attracted the attention of the artists in developing ideas for
new works was history behind “scenes.” Their focuses were
sharpened as they discussed with the director and as they visited
Hokkaido and did their studies.

As to works exhibited before, those by deceased artists and the
museum’s collection, we (curatorial side) focused on the following
elements that clearly indicate historical moments; namely review and
discovery of the history of large society (for example, one region in
Hokkaido) or small society (family, for instance); expressions
encouraging awareness and reconsideration of the relationship
between the identity as a group and that of each individual, the

relationship between artists and art education and the relationship
between gender differences and artistic techniques; and the
immediacy of paintings as a representation of modern times.

The major factor behind the history of Hokkaido is the geographical
conditions. This island lies in the farthest north of the Japanese
archipelago located at the eastern edge of East Asia and the southern
border of North Asia. Great waves of migration, which led to
modernization of Hokkaido, were directed to the north within Japan.
In contrast to that, to evoke an image of the movement from north to
the island at the southern edge, this exhibition was planned to
feature dinosaur fossils discovered in a 72 million year-old stratum.
Objects in the field of natural science standing in a space of
humanities would have brought a feeling of strangeness. But, the
sheer scale of the space-time of the objects would have dispelled
that strangeness. They became two separate academic fields in the
late 19th century, only in the recent past, anyway.

Seiji Nakamura
SIAF2020 Curator for Hokkaido Museum of Modern Art,
Migishi Kotaro Museum of Art, Hokkaido
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The work | had in mind was based on the history
of coal mining in Hokkaido. | was working with
Hideki Ozuchi, an artist, to research the locations
of coal mines mainly in the Sorachi region. | was
planning to exhibit the video and photographs
that | took in December 2019, when it happened
to snow heavily, as well as the paintings | made
based on them.

Based in Yamagata, | have been creating works
with the motifs of the modern remains of civil
engineering and architecture that were built
during the Meiji Era (1868-1912). Ozuchi, who
has a Japanese body shape, poses as an ancient
Greek statue, commonly used in art school
entrance exams, and | draw a landscape of the
modern ruins with him. | have been creating
works that imitate the West as an ideal and
overlays the state of modernization in Japan.

For SIAF2020, | was going to exhibit my works in
a large room at the Hokkaido Museum of Modern
Art (See P. 124-125). The space itself was to be
created in collaboration with Ozuchi. Rather
than arranging the works on the walls, Ozuchi
would use single pipes, and | would create the
space with wood that would be used for snow
fences. In this way, we would create a space that
conveys the message that the construction site
is still working or in a state of ambiguity and not
yet completed. | was working on a study for oil
paintings on the snow fence boards.

SIAF20200 7D Fa—A >4 GERD AN - FRIRIEILLT) 20195F #K, A%

Drawing for SIAF2020, Western - style men - PONBETSU Coal Mine shaft,
2019, pencil on paper
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Takuro Goto

Born 1982 in Yamagata Prefecture. Lives and works in
Yamagata. He studied painting at Tohoku University of Art
and Design. His practice encompasses landscape paintings
portraying abandoned buildings and villages in Yamagata,
as well as paintings of figures in front of the remnants of
modern civil engineering and industry. Through this work,
he examines the appearance of his native land, not as
nostalgia or something exotic or utopian, but rather as a
place at the whim of and forced to change by economic
decline and political policy, and in this way he searches for
the ideal form of local landscape painting today.
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Watch the video interview. Eﬁ
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Video still for SIAF2020 (taken at former Horonai Coal Mine Transformer Station),

Ideal Landscape, 2020, 2 min 14 sec
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Video still for SIAF2020 (taken at the coal mine’s residential area, Yubari),

Ideal Landscape, 2020, 2 min 39 sec
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Hideki Ozuchi

Born 1981 in Chiba Prefecture. Lives and works
in Yamagata Prefecture. His practice deals with
hollowed-out inner cities as well as the mines
or vanished and abandoned villages of the
Tohoku region of Northeast Japan, documenting
acts of intervention in these environments and
nature where such changes were imposed. The
phenomena arising from these acts are expressed
through video, photography, and performance.
His recent work has explored the theme of
deification, interpreting ways of coexisting with
nature as living side by side with gods.
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“ Now, after the Great East Japan Earthquake
and the ongoing COVID-19 pandemic,
he looks like he's wearing a protective suit,
or he looks like he's been left alone.”

| have been working in abandoned villages and other
locations, mainly in the Tohoku region, through individuals
and collaborations. Such places are locations that emerged
from the flow of modernization and capitalism, places where
people’s ideals became reality, but where no one lives anymore.
As an extension of my previous work, | was thinking of creating
a project at the remains of a coal mine in the Sorachi region
for SIAF2020. With the help of the curatorial advisor, Satoshi
Katono, | was planning to collaborate with Takuro Goto, with
whom | have been working and researching.

Specifically, in the Sorachi region, | planned to be documenting
a performance using the posing of ancient Western gods on the
stage of the coal mine housing, where many people once lived
and where the coal mine’s huge facilities remain. | attached a
GoPro (camera) to my head. The video shows the scenery from
my perspective and Goto giving posing instructions. He wears
colorful clothes when going into the mountains. But now, after
the Great East Japan Earthquake and the ongoing COVID-19
pandemic, he looks like he’s wearing a protective suit, or he
looks like he’s been left alone.

The exhibition was to consist of video, documentary
photographs, and paintings by Goto, and to create a large
structure out of single pipes and wood. Moreover, the collection
of the Hokkaido Museum of Modern Art would be displayed
around the structure, overlapping with the past and present of
the coal mine remains (See P. 124-125). | would like to continue
researching and taking photographs in the Sorachi region, so |
will resume these activities after things settle down.

SIAF2020TIT 3 F R 21/ 3T A=V ADA A=Y AT~V 2 20204
A collage image of performance planned to be held at SIAF2020, 2020
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Exhibition Plan of Takuro Goto and Hideki Ozuchi
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BEYRTEROEXAREO LRI EFEEYOLD
ICHEE T 5, (HeBE)

The viewer wanders like a wild animal through the
intricate structure, the video works installed in it,

and the unfinished large-scale landscape paintings.
(Goto)

JLBEILAREMEORREA & Eo7k, REE - KHEICLD
SIAF2020DBRA A=,

SIAF2020 installation view of Goto and Ozuchi at the Gallery A in the
Hokkaido Museum of Modern Art

=t ERBA. KHEFHH / Text by Takuro Goto, Hideki Ozuchi

A temporary structure made of metal and wood is set
up in an orderly exhibition room, transforming the space
into a chaotic, undifferentiated state. (Goto)

BMEESC EREFSADER (RIE7y 7RI A )
HARRE) #BEICH-7-0, FRICEW:DT S e e T
Documentary photographs and materials (coal mine

maps, gourmet guides, etc.) provided by Katono are
pasted on a single pipe or placed on the floor.

A/ Viewpoint (A)

BELERIROBED CEICHEI N, EXGIGENMEEREBE SN, BWMIBEDE=4
—([CIEBEA TN D, COBRBED, REILOERLFENVKREERLVEDDRE
FEEh D, (Kb8)

Several large-scale paintings directly drawn on the structure of single pipes and bark

boards are installed, and video images are shown on monitors set at high positions.
This composition itself becomes a landscape that overlays the history of coal mining

Hokkaido Museum of Modern Art

B RF(CERAL - REPREL T DE
B, ARG EDRILEEER

Clothes, bear repellent tools, coal and
other mining-related tools used during
the research.

with the current situation. (Ozuchi)

R &/ Viewpoint

RIGEEA EM L L8R A ERRSRGHELE, BEDRILERCNA
LD Lashnig(or—< v ZBUR, ik - KEEVER OB RS
FRiENEND, (KER)

An intense large-scale landscape painting featuring the remains of coal
mines and slightly comical performance videos intervene in the present-
day remains of coal mines. A synergistic relationship between Goto and
Ozuchi works emerges. (Ozuchi)

A5/ Viewpoint (C)

BELRRICL S, (REEHGHEE. BEY TR EBMET5DbIFT
b ECHEROBRLRETH), BEOILSEDRAFIRHE (b
BEILDERENESIEER) BPEEO T E D, SETELRERD
—EBL %%, (KEB)

A temporary structure made of single pipes and bark boards. The
structure is not intended to be completed, but rather to be in a state of
ambiguity, with paintings of the Hokkaido landscape on the wall (from

the collection of the Hokkaido Museum of Modern Art etc.), becoming a
part of various landscapes. (Ozuchi)

Drawings by Takuro Goto
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aOL 2,3 Collection

HILREA

Kumaji Aoyama

18864, EERAET N, 1932F %, RAEMFR (R - RREMAY) T
HEEZER, TOEEGIETHo(TA2) ' [F13EBELER] CEHEHL
B0 AEEICEE T Ca—% R L. 1914F 0D (38FL e FTERY
7R a—ny/ FEEEKD, BERZ1926F0 [F7RETER] (CKE(EER) &
Hdh L TR, FESMREL L), MONREBZRT 29 8RDLH465%
THIEEZKZ S,

Born in 1886 in Hyogo Prefecture, died in 1932. Studied oil painting at the Tokyo
School of Fine Arts (now Tokyo University of the Arts). Ainu, which he painted for
his graduation work, won the Hakuba Prize at the 13th Hakuba-kai Exhibition and
he made his major debut in the art world. From 1914, he spent more than eight
years traveling to Moscow and European countries. After returning to Japan, he
exhibited his large-sized work Kogen (highland) at the 7th Teiten in 1926, which
was awarded a special prize and the Imperial Art Academy of Fine Arts Prize. He
continued painting energetically, but died of a sudden illness at the age of 46.

(TAR) 1910%F JHF, ¥+>-32 150.0x188.0cm

Ainu, 1910, oil on canvas

LELEERE

Kiyotsugu Uenoyama

18894, dtiEITRE TN, 1960F %, RAHBEHHOLICEREE
EBLTERL, KEFESMEMNCER 1924F(CHFRICHIAZEL, &3
FEERRLAV—BTIEER U, ROEBELRELEROERR, Bk
FRDERELHDIFROPCIIREFRELTEZOEEILS =, BAEIEL
DFEBEICKEL, 2BROBEMICHIBIMT 4L, ALBEDEMEILENTD
ThiEEE S,

Born in 1889 in Ebetsu, Hokkaido, died in 1960. After working as a substitute
teacher, he relocated to Tokyo to become a painter and studied at the Taiheiyo
Gakai institute (now Taiheiyo Art Association). In 1924, he was accepted at Teiten
for the first time, and was awarded a special prize for three consecutive years.
His usage of colors and bold brushwork made him famous as a unique artist in
the Teiten, which was dominated by moderate works. Since the early Showa Era,
he has visited Hokkaido frequently, participating in the formation of Zendoten,
and has achieved in Hokkaido’s art history.

pJeOgpPIED UO [10 /06| ‘NUIY JO UBWIOM P]O

Wo0'Zx0'€e B B H~oo— (BE>-FN\<)

SEAUBD UO |10 */E6] ‘NUIY PO JO }EILIOY

Nt RE f~wo— (BRSO NAN)

N
2
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B ERER

Takeo Arishima

18784, BIRAEMN. 1923F %, FERPERFER., ILIRRFRICES,
1903 T AYH (LB, BERCHRILFERZREMKZ (R - LiBEKRS)
[CTHECRC SR, RENMERE, TEEMD LD ICRAG B
ICBIN, $he. FELBLEMI VT [REER] 2HERL. BLObIcEEL
otz 1I7TEICEMKRFERBR (S, BL0FTH, NEERRLERNICA
VrEBERBAL /2.

Born in 1878 in Tokyo, died in 1923. After graduating from Gakushuin Junior
High School, he entered Sapporo Agricultural Collage. He went to the United
States in 1903 to study. After returning to Japan, he taught at Tohoku Imperial
University, College of Agriculture (now Hokkaido University). Around this time,
he participated in Shirakaba coterie magazine with Saneatsu Mushanokoji and
Naoya Shiga. He formed an art group “Black Lily” with his students, and he
also created paintings. After retiring from the College of Agriculture in 1917, he
published a number of critiques and novels and pursued his creative activities.

RHEE XER

Kinjiro Kida

18934, tiBEEANEE N, 1962F %, 1910FCHEESRBOKRERT
BEREZ(F ARETNRD. DR ABIIARHOHEERICEH W THEMI
ZEBEH>TW RABERTARRELTEZ LA D, RTyFICFTHRAAL,
1918FICAREEET M LT BD/NG TENH D) NERE 1, IR
CHIbNBESCh D, BFECELET ANAEALOBCUE. ANLEDR
REERIT .

Born in 1893 in lwanai, Hokkaido, died in 1962. Kida was impressed by the
paintings of Takeo Arishima and visited him in 1910. Thereafter, Arishima was
a source of emotional support for Kida’s creative activities. Kida worked as a
fisherman in lwanai and devoted himself to sketching. In 1918, Arishima’s novel,
Umareizuru Nayami (troubles being born) was published and Kida became widely
known as the novel was written based on Kida’s life. Until his later years, Kida
continued to draw scenes of the sea, cliffs, and fishing villages around Iwanai.

=8

Miematsu Tanabe

18974, dLiBEEHEEE N, 1971F %, LBETLHEAEFR (R -4t
BEEEEEESEER) AEPICAABERILEZTROEEEZ(T 5, 1928
FLZHERICOAE, ToROIERERT. THTRBLREEZALOR
RBEEDD, 7A—EXLGREFLVGE OB MEZ M), LBESHOILES
BELEERH V. Bk MIFEELLTBEMGSLAIIL, TBHREZHO
[S/ERLT.

Born in 1897 in Hakodate, Hokkaido, died in 1971. While a student at Hokkaido
Hakodate Commercial School (now Hokkaido Hakodate Commercial High
School), he received guidance from Gyokudo Hojo, a Nihon-ga painter. In 1928,
he was accepted at the Nika Exhibition for the first time, and continued to exhibit
his works. Through his interactions with Sotaro Yasui and Zenzaburo Kojima, he
became aware of new painting trends such as Fauvism, and painted mountains
and beaches in various parts of Hokkaido. After World War II, he founded Kodo
Art Association with Junkichi Mukai and others, and he was active centered on
Kodo Art Exhibition.

Hokkaido Museum of Modern Art

JA ’

CRANIBLORZILEBG) 19345F . ¥v>/3% 53.0x72.5cm

View of Mt. Daisetsu from the banks of the Chubetsu, 1934, oil on canvas

(SofFEIE) 19394 h¥. ¥¥>/32 130.3x162.1cm
The Karikachi pass in snow, 1939, oil on canvas

3 WP Chg v T
AL & |
1 - I"

(MY UIBPO JO WNasN|A OpIEXYOH Je payisodap)

21n}N2LBY JO [00YIG ANSIBAIUN OPIENYOH JO ASB1IN0D ‘PIEOG UO |10 “p|E| ‘YSe dWEMS JO SA0IE)

(o MR 25 M 2 5 ek it o) S B -k B o
W0 vZx0'€e & RE Mp—o—= (KA mbor)

127



BB MRS

128

= FIFKER
Kotaro Migishi

19034, LiBEILMREE N, 1934F %, |AFIPEREER. BREEL TLER,
1923F. [B1EEBERE] CAEERLT. BF, SRHF (SEHT) LB R
AREDDEL R, £ L THRFBRANLVFRDELERLAER, 19265F L0 H—
HRICELERD, BLET—<EL/EEICERDIED, 19304, I RAIILICSIN.
Hb G —ELTRTERRICEE, BAFHMR, 2L TIRLNKIEEGEE XL
ERR, EAVETMNIOBECHEFT A TEHERLLHBH,

Born in 1903 in Sapporo, Hokkaido, died in 1934. After graduating from junior high
school, he moved to Tokyo with the aim of becoming a painter. In 1923, he was
accepted at the first Shunyo-kai Exhibition. The following year, he married Setsuko
Yoshida (Setsuko Migishi). His early works changed in styles from naive art to
Sodosha group-like, and then to Orientalism. Since 1926, he became interested in
circus and began to work on a series of paintings on the theme of clowns. In 1930, he
participated in the founding of the Dokuritsu Exhibition. Soon after that, he shifted to
avant-garde expression, producing geometric abstractions and surrealist paintings. He
started to build a modern studio but died without seeing its completion.

TRHEES

Tatsuo Arai

19044, ROBEEN1955F %, HOERICRECHECED, =i (R - vor)
BETHED, 1923F [CHAKRFENFBAAZL 2R KBS CIRE
EBEATE 1934FCELL R BARY v+~ ([CHEEEZ (5, 1937F(CAH
EMRBENRBEL TR bN, REKRMIIALIRCEREAL T2, 1950F(CF
FHER. WML EEL Y T —MEREREM. 1953F L) =2—3—5, U, Hv
AyniETCEREME KRERBENDE,

Born in 1904 in Oita Prefecture, died in 1955. He moved to Korea with his family at his
early age and raised in Gyeongseong (now Seoul). After entering the Faculty of Law
and Literature at Nihon University in 1923, he studied painting at the Taiheiyo Gakai
institute. When he went to France in 1934, he received guidance from the sculptor
Zackin. In 1937 he was accepted as a member of Jiyu Bijutsuka Kyokai. At the end
of World War I, he moved to Sapporo for safety. In 1950, he formed Modern Art
association with Masanari Murai and Kaoru Yamaguchi. Since 1953, he held highly
successful solo exhibitions in New York, Paris, and Sao Paulo.

BHihFE—

Seiji Kikuchi

19084, LimEILIREE N 1973F %, ERL. AASFEFET THEAL, £
BHE=ZOREER, 74— X LCEE, 1933F(CHER. BN 104 TREL
FAbBERIEMERBROPOEL T TR AR CTERES% £, MR Eil
HaeTEIBIEEL,DHEMERT. 1940FCRBEL D, 1945FNHRERFICIEE
ERORILICHEDY, BSR4 D, EBRENRICLEELTHRREE D
B EH CERD A, RECKEBEEX .

Born in 1908 in Sapporo, Hokkaido, died in 1973. He relocated to Tokyo and studied
at the Doshusha Yoga institute. Influenced by Yuzo Saeki, he became devoted
to Fauvism. In 1933, as a core member of the Hokkaido Dokuritsu Bijutsu artists
association, which was formed by ten artists living in Tokyo and Hokkaido, he held
exhibitions in Tokyo and Sapporo. At Dokuritsu Bijutsu association, he exhibited
since the association’s first exhibition and became a member in 1940. When he was
in Sapporo due to wartime evacuation in 1945, he was involved in the foundation of
Zendoten and became a founding member. In addition to his work in the art world
in Hokkaido, he also made active inroads into the art world in Tokyo, influencing the
younger generation.

(KBAE) 19324 M. Fv>/32 65.0x80.3cm ILiBEIL = FIF KRBT ERTER

Odori Park, 1932, oil on canvas, courtesy of Migishi Kotaro Museum of Art, Hokkaido

(OB (BER#M)) 19414F A, Fr> 32 112.5x146.0cm

Lake Mashu, 1941, oil on canvas
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ZFEF
Setsuko Migishi

19054, BMBLEEN, 1999F %, LFEMFER (R - LFEMK
%) THIGEFER, FER. ZRFREBLREE, 1925FCHRBAE
[CARBLEDOL, M EMGBARCOHG, BAEEGEPLRE
RIBEDHRICSIL . BT - Btk %8 L CLRMEMROMAIA £
[CEBL 720 19674 ICIZFARRROEEALIEE (CHFE. ChaX(ic
|EELEMEABIRR S Nz, 1994F(CIELMEFBERE L THIDOIIE
WHECRIEN,

Born in 1905 in Aichi Prefecture, died in 1999. Studied oil painting at
Women'’s School of Fine Arts (now Joshibi University of Art and Design).
After graduation, she married Kotaro Migishi. In 1925, she was accepted
at the Shunyo-kai Exhibition, and exhibited at Dokuritsu Bijutsu Kyokai
Exhibition. She participated in the formation of Fujin Yoga Kyokai
(women’s western-style painting association) and Joryu Gaka Kyokai
(women painters association), and contributed to the improvement of
the status of women artists both before and after World War Il. In 1967,
she donated Kotaro's works to Hokkaido, which led to the establishment
of the former Hokkaido prefectural art museum. In 1994, she became
the first female Western-style painter who was named a Person of
Cultural Merit by the Japanese Government.

R ARSE

Kimi Nakamura

19344, dLiBBALREE N, RIRTFAVIHRFIEY I TH A
HegToob, FHFGaBRCEAFIER. T4V T—BALE
[CHA. 1981 FICFILBERREMRICTEFTHERH, hziE
ETRUVEDETI(BL—RFHD—E, /7 ADFEEMHAIC
RESE BERMEFE L7743 —7—/ T, BRAREG~DMH
WNTFEIZD AL TBRVER ICERDE T,

Born in 1934 in Sapporo, Hokkaido. After completing Living Design
Course at Kuwasawa Design School, Nakamura exhibited her works
at Shinseisaku Association Exhibition, Nihon Shinkougei Exhibition,
Modern Art Exhibition, etc. In 1981, she won the Excellence Award at
Hokkaido Contemporary Art Exhibition. She has developed her own
technique from macramé, a type of lace weaving in which threads are
knotted together with her fingertips, and uses fiber materials to create
powerful forms that question nature and life.

—REE

Arinori Ichihara

19104, EEREFEN, 2010F%, 1913F(CILBEERFICE
o INERE RS, IMETICED. MREMICHEEE RO,
PHTE/ZATREICORVBAIED 2, RRDABRECRKERLE
VERDEMTRROLFE—(CEBSN. 1960FKICAZLEARS
DELDREE(CS, MEE2E2F - VBRL (LS - LB MAR.
RIDEEAYCANIYEE A EDLE ATVl MEADHRKI
w8kl 7,

Born in 1910 in Tokushima Prefecture, died in 2010. He and his family
relocated to the village of Makkari in Hokkaido in 1913. After graduating
from elementary school, they moved to Otaru, where Ichihara began
painting with oil shortly before his 41st birthday. His entry to an open-
call art exhibition in Tokyo was noticed by Teiichi Hijikata, an art critic.
From the 1960s, he participated in many print exhibitions both in
Japan and abroad. He pursued his unique expression of prints, such as
intaglio prints whose plates he damaged with tools and then allowed to
degrade naturally, and works that combined printing with natural and
artificial objects.

Hokkaido Museum of Modern Art

CER#) 19655 %, ¥+ 2 59.5x108.5cm © MIGISHI

Lake Mashu, 1965, oil on canvas

CEE) 19885 Afdh. FR. 7. £BH. <47 48IE 270.0x90.0x50.0cm

White trees, 1988, cotton thread, hemp, cloth, metal frame, macrame

(HMMA) 20014 Z£4:E/ 447 # R BAR B8R 27 L2 350.0%1,360.0cm

HMMA, 2001, left and right: monotype on paper center: heating, fluorescent paint on stainless steel

P = LA SR (58D L b D) / Courtesy of Hokkaido Museum of Modern Art (unless otherwise stated)
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JIIATBI]F Noriko Kawamura

AL PIVRTE
Title undecided

B R

R

oI CHE T A NG OOt A Y

LAVEHREE S WA Nl

FlzdbmECEEN, TAXTHELEREIC
WO ELTWET, RVIET A XXEROEY D
BIHDIRED, RHATERT (4R2M-) DA
EICBITLELE, D ICERITE D<>DI(Z
19874 T, Z DEDVER (ZIHAI R T 4 XX
TEA BERY 27700 ARSEFOILiEE
DI RBLE, BRFEA A—I LI E D
S>TWET,

HHAFCAD LI 2BER, TAREIKRDOEE
BoTtEWEFIEFLTCWELE, AEaVEVD T
K> 5 CHhio 117 B R D R % 254 Bl LB
FVZF P HNELc. KEBELDDT,
INETES LN TELR D 2D TTH, SED
=R T ZORYEFE-TER (T2 D<BHL
EZTWELE, EREDT—<p bbb, THTA

ARZRY—
Tapestry

SIAF2020DHFHEICES> FELE - ERBO R Y
Atsushi-ori fabric that was to be used for a new work for SIAF2020.

XOFHHI LD TEREVDIE, T ERENT
HIVEDHEALELIEEZTWEZD(E RIY =
T YENBEREEYEE (72~ D.C.) D TAinu:
Spirit of a Northern People] L WS EBEETE
RUEEBEHT Tl ZDERIEDDON. TAR
DHERBLIZDDTT,
IBRBICEL I MEORTHIFEL CLWET
Bt 2BEDT R T (3R B BEFE A
Rz, BT 5ET. BECAEAESESE R
RBEEBOLIENTEE T, ROE(C(IMADD,
BRICITEHFZILLCESBELTWET, CCT
EEXTWBILE, CIICBETALTWBILN, B
RAET—<CLEROERCSVWTEIR I EER
WEEXTWET,

“ | was thinking of making a
wall hanging out of the original
Ainu textiles.”

| was born in Hokkaido, and | create things based
on being an Ainu. Initially, | restored kimono
with Ainu patterns, then shifting to creating wall
hangings (tapestries). The first hanging | made
was in 1987. Although my work at that time was a
traditional Ainu pattern, | am now making ones with
images of the natural world, such as scenes with a
flying owl, a forest in Hokkaido and a tree spirit.

In times when fabric was unavailable, the Ainu
produced kimonos by weaving the bark of trees. |
was given a piece of Atsushi-ori fabric woven from
the bark of a tall Manchurian elm more than 25
years ago. | hadn’t been able to use it because it
was so valuable, however, | was thinking of making
a wall hanging out of it for this art festival. SIAF’s
theme suggests that the original Ainu textiles
would be a good choice. Another piece | was
thinking of exhibiting was a wall hanging, which
was presented at the “Ainu: Spirit of a Northern
People” exhibition held in the National Museum
of Natural History, Smithsonian Institution (in
Washington D.C.). That work expresses the soul of
the Ainu.

| create works in my house in Otaru, facing Ishikari
Bay, where | can view a variety of scenes, such as
the sea and Mount Shokanbetsu on the other side
of the bay, also, morning glow and sunset, starry
skies and moonlit skies. There is a forest behind
the house, and | often go on walks when | get
stuck in my thoughts. Living here and being rooted
here are essential for my work, as my theme is the
natural world.

Hokkaido Museum of Modern Art

23V =7 vETBAEEYETOERARIR [Ainu: Spirit of a Northern Peoplel (19994F) £ DVD

Exhibition catalog and DVD of “Ainu: Spirit of a Northern People” at the National Museum of Natural History,
Smithsonian Institution, Washington D. C. in 1999.

7

HEBFE 7 o7 4F& (Spirit of the Ainu) D—EB%5 19984
A part of Spirit of the Ainu (1998) was to be exhibited at SIAF2020.

JIIFBIF D7 b / Studio of Noriko Kawamura

NIARIF

19474, dtiEBEEE N, 80FER LD, 74 XDIGHENLE
WEWEEFHN . TAXRDREPCFLE~DRH L RO,
ZD%, BELEEWLBEORICETRE L HENRNA
ARZ M —EREREH. BEANOBEETERL. {KRE
{Spirit of the Ainu) (984) (&, 994 IC7¥ ¥+ D.C..
23V =T VENBREEYE CEBRE N, 2000FLLE
LERICAIVEEB & BT TV D,

Noriko Kawamura

Born in 1947 in Hokkaido. Since the 1980s, she has been
creating traditional Ainu clothing and deepening her
understanding of the essence of Ainu people and their
handiworks. She developed an impressive tapestry
that exudes a sense of liveliness in subdued colors. Her
representative piece, Spirit of the Ainu (1998), was exhibited
at the National Museum of Natural History, Smithsonian
Institution, Washington D.C. in 1999. She’s been ambitious
with her creations since then.

%

AV BEA—BEFIBD

Watch the video interview.

Photos by Noriko Takuma
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EFHEFEEEL Oshamambe Shashin Dojo (Camera Club) Ex

Photography

RIBEEESFLLLEILBENHEREERRO—i

A part of postwar photographic expression in Hokkaido centered on Oshamambe Shashin Dojo

EAHEALS |

B EREE (1962 (FBFN37) FLURT) . AR, KRG EB
BT, S SN2 RTOBRATREERY. BEH0BETHD
RAMEEZEICLTREIN TN, BEEHRE-T
WHEREIFATEREL TSN, AMEGEN B LT
BBV

Year unknown (before 1962), Honcho, Oshamambe-cho.
Shopping street in front of the train station before it was
paved. It was taken with the Oshamambe Shokudo diner,
which is Hiroshi Sawa’s home, in the backdrop. Although
the photographer is not identified, there is a strong
possibility that Sawa took this, as he liked snowy scenes.

WOOEE®, BICHONTEA4XDERERELT
BRSCEERORAZKICANAESETELEbA WL,

JLHERTTEERIC % 5 B 5 RAT (. ALIRT & BRAR T A K5 AUREE DD
(ZIZFRAICAIET 2o F/o. IBFMSRHFCLD, EHARFK
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W EEE (1956 (BBFN31) FLURE) . TB, KI5 EHRT, KEECIHBHE DALDA
HEL7-BRRIIC (3. KEOTY <Y DRMABE > T, IRIBREICOFERMER L,
SETRICEEEDOADI IRERE (3.E53<D) | LBEELIBKARSHEL TR
BL%

Year unknown (after 1956), Hirasato, Oshamambe-cho. A large amount of Ezo spruce
rootstock was buried at the settlement where Okinawan-born people came in the final
year of WWII. Six years were spent on the root extraction project. Upon its completion, a
monument the rootstock was installed at the entrance of the village with the words A

A& (indefatigable) in sumi inked on it.

1958 (FBFN33) £ 10 A 198, B RI WM, Vv H( EORFEDFEET oL
BIFICH2H91900ha mEHE(E, 1951 (FBFN26) FITERDERRET SWRA HIEE
ERO TR SN, BERROE,, HASIBECAMOEREXEOAHELL

October 19, 1958, Shizukari, Oshamambe-cho. A woman packing potatoes into a bag.
Approximately 1,900 hectares of farmland in Shizukari were developed in 1951, when
a designation of the marshland as a national natural monument was withdrawn. In
addition to existing farmers, Karafuto (Sakhalin) repatriates and Honshu air-raid victims
settled here.

Hokkaido Museum of Modern Art

“ Their photographs should not be placed on the

periphery of history nor photographic history
simply as a record of unknown people.”

The town of Oshamambe, located in southwestern Hokkaido,
is about halfway between Sapporo and Hakodate on a route
connecting the two cities. The town is also known as the site of the
Shakushain war (1669), which was the first battle of the greatest
ethnic clash of early modern times in Japan. The conflict was over
a geopolitically important boundary between the Matsumae Clan
and the Shakushain’s Ainu Allies.

There used to be a diner called Oshamambe Shokudo in front
of the Oshamambe station of the national railways. The owner,
Hiroshi Sawa (1924-2012), was a photographer who led a camera
club called Oshamambe Shashin Dojo, which was established in
1951. After Sawa passed away, | visited his home, as his family told
me they still maintain his “photo room.” Many photographs that he
had taken were in the room. Among them was a bundle of mounted
photographs bearing the name Dojo. They were not taken by Sawa
alone but were a comprehensive collective record of the town of
Oshamambe taken over a long period by several photographers.
Since this discovery, | have been studying and organizing the
material with the help of many people.

At SIAF2020, | wanted to present a part of postwar photographic
expression in Hokkaido, with a focus on photographs of the Dojo.
The photographs of Dojo are strongly influenced by Japan’s photo-
realism movement of the 1950s advocated by Ken Domon (1909-
90), one of Japan's leading postwar photographers. Photographers
of Dojo contacted Genichiro Kakegawa (1913-2007), a realist
photographer who was active in Hokkaido, and were influenced by
him.

Their photographs should not be placed on the periphery of history
nor photographic history simply as a record of unknown people.
Their photographs are certainly here with a forcefulness that
prompts us to ask about our historical path.

Text by Emi Nakamura (Oshamambe Town Office)
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Oshamambe Shashin Dojo (Camera Club)

The camera club was founded in 1951 in Oshamambe,
Hokkaido, and had been active for about 40 years. Oshamambe
was the main shooting location where the club members
continuously photographed workers, pioneer farmers,
fishermen and other local people who support the town. They
were heavily influenced by the “photo-realism movement” and
photographed specific areas in an exhaustive, long-term and
collective manner.
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Watch the video interview.

BT = % % / Courtesy of Kaoru Sawa
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Replica
Mukawa Dinosaur (Kamuysaurus japonicus) from Hobetsu, Mukawa Town

EMERIILHD80%IFERRENTL T,
HAERANTHCDOKRESLLTIERLL,
REXRoFVWEREBLELEINTWET,

ChrhBL2FETEKRLTVA

A Life-size Replica of Restored Skeleton of Mukawa Dinosaur (Kamuysaurus japonicus)
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A life-size replica of restored skeleton of Mukawa dinosaur (Kamuysaurus japonicus) was scheduled to be exhibited at SIAF2020. Kazuhiko Sakurai, Director of the Hobetsu Museum, Mukawa Town.

It is 8 meters long and 4 meters high, created by a crowdfunding project and based on real fossils.
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CHOEETE. 97,2005 FF0O21—7 Y 7 RKERFIBOKRT. UHALEBR>BREHECERL TV AEEE LN TN, BIICE, SEOBOEYO@EBAHEDOTD
Life reconstruction of the Mukawa dinosaurs, as seen in coastal Eurasia 72 million years ago. The Mukawa dinosaurs are thought to have lived near the coast.
The remains of sea creatures from that time lie at their feet.

THOOBI|TE, 197, 2005 FROBOKT. COLICHIDERBBARINCLELEEXDN TV, AECIILRFOEY L EIN TS
Reconstruction of the Mukawa dinosaur. The ocean as it appeared 72 million years ago. As you can see, the Mukawa dinosaur is thought to have been swept away into the sea.
Creatures from that time are shown around the dinosaur.
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“ Eventually, fossils were found in about 80%

of the body, which is rare for a well-preserved
dinosaur skeleton of this size in Japan.”

The item we planned to exhibit this time was a life-size replica
of a restored skeleton of the Mukawa dinosaur. This is a plant-
eating dinosaur thought to have lived along the coast of the
Eurasian continent about 72 million years ago. Its body was
carried out to sea and sank to the ocean floor, which today is
the Hobetsu district of Mukawa Town. The dinosaur was first
discovered in 2003 by fossil collector Yoshiyuki Hotta in the
mountains of Hobetsu. An investigation was conducted, and the
fossils were confirmed as part of a dinosaur. In 2013, Hobetsu
Museum and the Hokkaido University Museum collaborated to
begin full-fledged excavations.

Excavation and cleaning were done in tandem for several
years. Eventually, fossils were found in about 80% of the body,
which is rare for a well-preserved dinosaur skeleton of this
size in Japan. In 2019, it was recognized as a new genus and
species and named Kamuysaurus japonicus (meaning Japanese
dinosaur god). The word “Kamuy” means god in the language
of the indigenous Ainu people. For SIAF2020, we planned to
exhibit replicas of more than 200 fossils, each made by molding
a replica of a reinforced plastic skeleton. To be honest, | was
surprised because | was aware that it was a subject for the
natural sciences. However, | understood that replicas are works
of art, because they are based on real fossils and were created
by human hands and ideas.

The Mukawa dinosaur is very important for the town of Mukawa
today and of great scientific significance. When the Hokkaido
Eastern Iburi Earthquake occurred in 2018, Mukawa was severely
damaged. This museum was also greatly shaken. Fortunately,
the fossils inside survived unscathed. Mukawa dinosaur, which
overcame 72 million years to rise from the dead and survived the
earthquake, is regarded as a symbol of recovery from disaster
and is now doing its best to restore and reconstruct the town.

Talk by Kazuhiko Sakurai,
Director of the Hobetsu Museum, Mukawa Town

HRAE DB DE (mold) ., Y YA TATEYLADEEN % LIbD,
COBICFRP BBIETIRFv0) ERLTCLTUAEVERT S

A mold for making a replica. A mold of a real fossil made of silicon rubber.
This mold is filled with fiber reinforced plastic (FRP) to create a replica.
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Hokkaido Museum of Modern Art
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A life-size fossilized skeleton relief of the Mukawa dinosaur, not molded from real fossils but
made by shaping the material based on photographs.

|8
CHOEORIEE (KBO—). 2003FCHYCFERSINLESH

The fossilized caudal vertebra of the Mukawa dinosaur (part of the spine), part of which was
first discovered in 2003.

Ch O ETRER E Y iR

FRIEH © LIBEBILERG H DRTHESIB0-6
BASERERT 1 9:30-17:00 (HH#EALE16:30)
HEHHOBRFBETBEL TUHFERINTOEL A

http://www.town.mukawa.lg.jp/1908.htm

Hobetsu Museum, Mukawa Town
Address: 80-6 Hobetsu, Mukawa-cho, Yufutsu-gun, Hokkaido
Open hours: 9:30-17:00 (Last admission: 16:30)

*The life-size replica of the restored skeleton of the Mukawa dinosaur is
not among the museum’s permanent exhibition.
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Watch the video interview.
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Support: Gobi Support Japan Co., Ltd. / Yoshitsugu Kobayashi, the Hokkaido University Museum
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B P TE  Takeki Fujito

70980 YL avyFhAvE Eh
Statue of Yaytanki Ekashi (Owl Festival) and other works
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Statue of Yaytanki Ekashi (Owl Festival), 2013 at the
lobby of Lake Akan Tsuruga WINGS, Hokkaido
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Statue of Yaytanki Ekashi (Owl Festival), 2013 at the lobby of Lake Akan Tsuruga WINGS, Hokkaido
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Hokkaido Museum of Modern Art

BFXFSADE

HDONIFHI0BFDWISEET, h7xA L, BREFITTTL
felinE B TENTHRE D, ThbEEEE L TUTF—oL
LTCo BEIIAEEBRDLELIFHKODWEIC A>TV
INTOREOETICEITHEICAS, B EE DS LE
—obTY—2BE b, T2 ERICEDBEDTHoTHD
[T —#&IC T BATT L. TNAHETL,

HDON, [FEAEERIToTWAWL ARV, EDDFEDHHA
EXNEFCLE, FREENCECDTH, B0EDERD
DTHLINRLEL, L BBESELIRICKZDE—2TTH—
TREEND D, ZNTRHRICFADWT, —HEICEEEEVTWEL,
HDOADPTATHODRDMTWEALZITE, BREENTEL
EHHATD. ZCICEFNEIRL TR DELEINAELILR
T3, HOLECEENTWARITNRIE, HOFEFTTRITRIE,
REER B LIChRDED 2T XEIPREEZRH > T zTLLD,
ZNT, TARELTEFNTETWSTLLY, BEIFBLD -
Teo ERDITO D27z ZNOEEB. FEWLEDR, BEERS
EWS LIS, ENhHbrotThTOTH, FIXIFHBELER
FEICEENT, ERICT21O LD, XA R 27225
Slo WAALEIELS>T, HOAEENONEERIDIT,

139



JbimEI LR ST

140

CBINERERER) 19916 o3 [BF 74 XEREE] (TRROR] D)

Statue of Zenjiro Hikawa, 1991 at the Fujito Museum of Antique Ainu Culture (basement of the
shop Kumanoya)

A 7H8) 19934 s R [EEFR 74 XERHE] (TBEDR D#hTF)

Statue of Fusa Sugimura, 1993 at the Fujito Museum of Antique Ainu Culture (basement of the
shop Kumanoya)

Talk by Hiroshi Kurotaki, Tsuruga Resorts Co., Ltd.

The representative of Tsuruga Group, where | work, loves the
works of Takeki Fujito. When our company acquired the adjacent
Wings hotel, we had the idea to turn its lobby into an exhibition
gallery and display his works to welcome guests. We asked Mr.
Fujito to create works to enrich the gallery.

He often called me to his studio, made me a cup of coffee and
recalled stories of his past. His wife was always with us. | was
invited to his studio before he started making the statue of
Yaytanki Ekashi. He was wearing formal Ainu clothes and about
to perform the kamuynomi ceremony. Mr. Fujito put down the
raw wood to be carved, performed and then started carving. He
started from the feet up. The arms were made separately, but the
body was nearly all made from one piece of wood.

Mr. Fujito had been preparing his next work by purchasing
material wood from Honshu (mainland Japan). However, he
passed away before he could use it. 'm sure he would have been
pleased with the exhibition at SIAF. He said he was the “last bear
carver,” although he had created such a great number of human
statues.

QNEazH&) 1993F 7R [HEF 74 2&RME] (TREDOR] O#TF)

Statue of Konusa Kawakami, 1993 at the Fujito Museum of Antique Ainu Culture (basement of
the shop Kumanoya)

“ | think a lot of things came
together to lead him to this point.

Talk by Shigeko Fujito, Wife

He would wake up at about 10:00 a.m., make
himself a cup of café au lait, or cocoa in his later
years, and drink it. Then he would go for a walk.
And he would be in a state like day dreaming.
After eating lunch, he would lie down for about an
hour. After this routine, he would go downstairs
and start working. At night, when he finished
work, a buzzer would go off. When it sounded, |
would go downstairs and clean up the studio with
him. That was the daily routine.

He hardly ever attended school. That’s why he
was not good at reading and writing. So | wrote
letters and read the ones that came to him on his
behalf. Whenever a guest came to our house, |
was called by buzzer. So | stayed by his side and
listened to their conversation.

After he died, | realized that, based on when
and where he was born, it was as if he had been
dropped from heaven to be born there. If he had
not been born then, if he had not been born in
that place, he would not have ended up carving
bears. His father was a bear carver. He was born
an Ainu. He came from a poor background. He
didn't go to school. All of that was a good blessing
to be able to carve bears. If he had been born into
a wealthy family and gone to school, for example,
he probably wouldn’t have done that. | think a lot
of things came together to lead him to this point.

BEFMEIERHIVEL TUW X2V F DBEF / Studio where Takeki Fujito worked

Hokkaido Museum of Modern Art

BEF1TE, 20184, B=E(CT / Takeki Fujito in his home (2018)
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Takeki Fujito

Born 1934 in Hokkaido. Died in 2018. In 1945, Fujito began
carving wooden bears under his father, a wood bear carver,
and started as a craftsman at the age of 15. He devoted his
life to wood carving. In 1964, he established a folk crafts
shop named “Kumanoya” (Home of Bears) beside Lake
Akan. Inheriting the wood carving techniques of the Ainu, he
developed his unique world of woodcarving that evokes a
strong sense of vitality, expressing a sense of tension between
motion and stillness. His works achieved meticulous realism,
drastic simplification and a precise grasp of momentary poses.
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Watch the video interview.

Photos by Noriko Takuma
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ZEH 2% AtsushiSuwa

Mimesis

faE
Painting
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(KEF—1f) 20074 H%. Fv>/3X 120.0%x193.9cm / Kazuo Ohno, 2007, oil on canvas

Hokkaido Museum of Modern Art
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Atsushi Suwa

Born in 1967 in Hokkaido. Based in Tokyo and
Saitama. He lived two years in Madrid, Spain,
from 1994 under the Agency for Cultural Affair's
Overseas Study Program for Artists. For 18 years
since 1999, he produced a series of portrait
paintings of Kazuo Ohno and his son, Yoshihito,
both Butoh dancers. The series helped him to
move away from the pursuit of realism, which
is a return to the origins of painting, and toward
placing greater emphasis on the reporting
process itself.
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Watch the video interview.
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SEVRR (KRB —if TREMOREIE] #85)IOFX) . 8% 32.5x41.0cm

Reference artwork, Takao Kawaguchi Dancing “The Marriage of Heaven and Earth” by Kazuo Ohno, pencil on paper

SEFR (KB 1203 2@ 2)IIAKX) 20205F
IVARMAT AT 32.5%32.5cm (FREHFRICLDRTYFIC,
RE—HICLD [T Ta~yF—F+F] BEFEATEDS
Reference artwork, Takao Kawaguchi Dancing “Tango” by
Kazuo Ohno, mixed media (Collage of sketches by Atsushi
Suwa and memos by Kazuo Ohno for revival of Admiring La
Argentina)

Photo by Sakiko Nomura

“ | was able to find common ground in the
sense of reproducing subjects, and the
keyword ‘Mimesis’ emerged.”’

Among my works is a series of paintings of the Butoh dancers,
Kazuo Ohno (1906-2010) and Yoshito Ohno (1938-2020), which |
worked on intermittently from 1999 to the spring of 2020.

This time, | was asked to exhibit excerpts from them, and at my
request, | planned to prepare new works as well. My work is
often described as realistic expression, but for me, these dancers
were benefactors who gave me the idea of moving from the
conventional form of painting to a style that treats a course of
action as a single project.

Kazuo Ohno, who passed away in 2010, was a pioneer of Butoh
along with Tatsumi Hijikata, the founder of this field of physical
expression. His son, Yoshito Ohno, also passed away in 2020, and
so it is no longer possible to portray them directly.

Therefore, | was working with the help of the performer
Takao Kawaguchi for my new work. He is well known for his
participation in Dumb Type performances, and among his recent
works is a challenging stage piece entitled About Kazuo Ohno.
Although Kawaguchi himself had never actually seen Kazuo Ohno
perform live, he collected videos of the latter’s premier and other
performances, and divided them into sections, observing and
trying to copy the movements completely and flow of each body
and even accidental gestures that occurred on stage. This is a
completely different approach from mine, but | could find some
common ground with respect to the describing and reproducing
of subjects. It was here at that time that the keyword “Mimesis”
emerged.

Just as an oral tradition can change its content over time, the act
of copying and handing over itself is always in danger of moving
away from its essence. Since SIAF2020 was canceled, | was freed
from the curse of having to meet deadlines, so | settled down and
revised my plan to spend several years drawing. | would like to
examine what can be mimicked (mimesis) by pushing the limits of
observation and description, and what cannot be handed over.

2020 11 A16BIC KB —IEERIARATIc TTh N, 3
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A session featuring Atsushi Suwa with Takao Kawaguchi at the Kazuo Ohno Dance Studio
on November 16, 2020. From the work About Kazuo Ohno (2013), a solo dance performance
by Takao Kawaguchi, he “completely copies” the movements of Kazuo Ohno'’s stage piece
Admiring La Argentina (1977), which was originally directed by Tatsumi Hijikata, and Suwa
drew the scene.
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Video Installation

Hokkaido Museum of Modern Art
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Watch the video interview.
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Masahiko Tanaka, Shiraoi, May 2013, from series of AINU
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Megumi Kawakami, Makubetsu, November 2013
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CEWLEF FOLLETERA 2014F1078)
Shizuko Hirayama, Shizunai, Shinhidaka, October 2014

“ | feel like they gradually accepted me
as | went back again and again.”

The idea was to exhibit selections of photographs from AINU, my photography book
published in 2019. All those photos are portraits of Ainu people | have taken between 2008
and 2018. | was going to present them in life-size through slide projections instead of prints.
In addition, there would be the audio of everyday conversations with my Ainu friends, talking
and eating at home, for instance, and recording them. | wanted to play that along with the
portraits. However, due to the effects of the novel coronavirus (COVID-19), it has become
difficult to see my friends who live in the eastern part of Hokkaido. | was born and raised in
Saga Prefecture, which is the opposite kind of place in terms of the environment, people and
culture of the Ainu people. | have been going to Hokkaido from Tokyo for more than 10 years,
attracted by the land. When | started taking photographs there, the Ainu were not featured
in the media as much as now. It took me about three years to build a relationship with them
from my first visit to being able to take their photos, but | feel like they gradually accepted
me as | went back again and again. My style of taking photos is based on my desire to learn
as much as possible about the person through communication, so | was eventually allowed
to take photographs of them after many stages. | was looking forward to having my photos
shown to people in Sapporo and Hokkaido, and | had high expectations.

(AE=5% —A% 2013F7R)
Mitsuo Hitosato, Nibutani, July 2013
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FEFE RV YRERIZEE R, 20064 (C studio
FOBOS A#t, 095 &W7Y—5 > X CIEET
%, 08FENDILBEICELTAXDOANLHD
BRSO, 19FEEEK TAINUI 2117, 3£
FnEEELT ISIRARIKA] (20184, =&Y
*35% - WEEHEX) LEVH D,

Hiroshi lkeda

Born in 1981 in Saga Prefecture. He majored in
the Swahili Language at Osaka University of
Foregin Studies and began working at the studio
FOBOS in 2006. He has been working as a
freelance photographer since 2009. In 2008, he
started taking photographs of Ainu people living
in Hokkaido. He published AINU, a photography
book, in 2019. His latest solo exhibitions include
SIRARIKA at the Gallery Studio 35 Minutes in
Nakano-ku, Tokyo in 2018.
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Linda Iha
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(FYAY #7 F%7F7) £h (Kunigami-gun Kin-cho) 20154

Kunigami-gun Kin-cho, from series of Design of Okinawa, 2015

FRV &

19794, HBEREF N, Rtz A (CTES, (T 74
EEnfBRR2MHE BEBREOY AV EEN, FE
R BEORRZ—(CEKERFL, EEXERVIED 5,
20094, RMBEAT VALERET—s v ay T I8, 4
BICEATUET AU HFBOANLOBEETY LY
Y—REHR, HBENRET BEREFEET TV,

Linda lha

Born in 1979 in Okinawa Prefecture. Lives and works in
Okinawa. Her father was born in Hawaii and is of second-
generation Okinawan descent. Her mother was born in
Saipan, a place of immigration. lha started photography in
her school years with an interest in movie posters. In 2009,
she participated in Shomei Tomatsu’s digital photography
workshop. She presented a series of photographs of
American residents and people’s daily lives in Okinawa. She
has continued to produce photographs of Okinawa.
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Watch the video interview. E

Hokkaido Museum of Modern Art

“ In exploring the theme of
‘Of Roots and Clouds,' | felt that something
of my inner self emerged.”

Up until now, | have continued to take photographs in Okinawa.
This time, | was planning to exhibit some works from the “Design
of Okinawa” series, which I've exhibited in Okinawa in the past,
along with some new works. “Design of Okinawa” is a title that
can be understood as meaning either “This is Okinawa” or “Is
this Okinawa?” What makes this time different from the previous
series is that in addition to photographs of foreign residents in
Okinawa, | also created layers consisting of portraits taken in
Hawaii of my father, a second-generation American of Okinawan
descent who was born and raised in Hawaii as an immigrant, and
old photos of him when he was in the military. In exploring the
theme of “Trying to live here,” | felt that something of my inner self
emerged, which was a brand new experience for me.

The meaning of “Trying to live here” lies in the casual memories
and sensations that the body remembers, like the intensity
of light, coldness of the wind, the feeling of someone’s hand,
smells—the casual everyday things we seem to forget and yet
not forget .... When | hear my father talk, as he often does, about
how much he misses his elder sister and elder brother in Hawaii, |
wonder if acknowledging one’s “roots” means simply to remember
someone or something like that.

As | seldom exhibit my works outside Okinawa, | was grateful
for the opportunity this time to do so in Sapporo. Then, after the
exhibition was cancelled, | began thinking about alternative ways
of exhibiting. Currently I'm considering holding an exhibition at a
certain place.

In the series “Nowhere,” for which | have continued taking
photographs since 2016, the mountains of Yanbaru in northern
Okinawa are portrayed. If you walk all the way up on particular
mountain path, you will come to a cliff that offers you a good view
of the ocean. In fact, the ocean is the only thing you can see from
there. However, beyond the path of ocean visible from that cliff is a
place that is being reclaimed for the construction of a U.S. military
base. Although you can only see the ocean from the cliff, there is
definitely a hidden part of the ocean that you can't see from there.
I'm thinking of exhibiting my works close to that location.

(FHAY #7 A%F7) &b (Uruma-shi Tengan) 20184

Uruma-shi Tengan, from series of Design of Okinawa, 2018
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Nissho Kanda

19374, RRELEEN, 1970F %K. 1945F, —RTILBERER (CHBE
L TERHBAICTER. BBFFRIFICH - —BAORETHIREHEHBD 5,
FERERR. BEREB VB> THIGOFIFERT. ILBENPEROL
BRCHAZERE, HELEHE. . HBHEOCLE. BELBRCEOL
RRCHEELEE/ 70— LHOMMERD L, EBEENLEANE, REEHE
MGEHR, ZLTUTURLA~DEIRLFREEES €, 32 TR,

Born in 1937 in Tokyo, died in 1970. In 1945, he and his family relocated to the
town of Shikaoi, Hokkaido and were engaged in developing farmland in the area.
Encouraged by his older brother, Kazuaki, he started to paint with oils when he
was attending junior high school in Shikaoi. He then took over the running of
the farm after graduating from junior high. Alongside his regular occupation, he
continued to paint and enter his work into prefectural and national competitions.
His painting style developed from an early period, when he faithfully depicted
the farm horses, cows, and workers around him in monochrome based on
detailed observations, to vividly colored interiors, expressionist group portraits,

and finally a return to realism before his untimely death at the age of 32.

(BERE) 19654 ¥, R 148.0x184.2.cm
Dead horse, 1965, oil on board

(EAAER) 19705 %, 1k 227.3x181.8cm

Interior, 1970, oil on board

Hokkaido Museum of Modern Art

TUeoU7 =2
KéKé Cribbs

19514, 7AYH, aa7FMEEN, T MLICHIEOREEER 5. M0
P TIREE VLT 1980FERYHELI LA IR ICEDLDIADH S, 10
ROEE TALFVPITED, 3—0y R " ZaBVEAR, 1984FLhEN
FXvI - TTR RI—IVTEL, FATW T AV AEREBOIEE (LS,
YT ROBEK(E, I—Ov b AV TATVRT A MNRESESERETIL
[CRU ERICHBDA A=Y E 52TV,

Born in 1951 in Colorado Springs in the United States. She works based
in Seattle, Washington. Initially self-taught in painting, Cribbs began her
involvement with glass in the early 1980s. In her mid-teens she was living in
Ireland and then in Europe. She attended workshops at Pilchuck Glass School
from 1984. Her experience deepened both her knowledge and curiosity. In
addition to the culture of southwestern America, where she lived, Cribbs has a
variety of interests including European, Indian and Celtic cultures that give her
work a unique image.

(I7) 19944 #HFR, K, #8. £—X, €58 17.8x18.0%x60.3cm
Mira, 1994, glass, wood, silk, bead, gold leaf

BF-HP—AF=—ay7

Dana Zamec¢nikova

19454, FxaARAY7HT ., TINCEEND, FrITEKRFE, 75 Eff
TEMTEAENCER. RE. ENEMHFEFALOL, 1978FELIH
FRCEBLVIED D, BEPTYF VI DFERCLOTHEILELZRAN 7 X2 ER
LT FENTHIAIDOERBEHNDHIREBLEML TS, 19884FIC
[F TB43E Y =2 V4T - ETVF—L] ([CHG, BHTE. 302 BRI HREH
DEMEICHERAILIVavERTNS,

Born in 1945 in Prague, Czechoslovakia. After studying stage design,
architecture, furniture, and interior decoration at the Czech Technical University
and the Academy of Arts Architecture and Design in Prague, she began working
with glass around 1978. In 1988, her works were exhibited at the 43rd Venice
Biennale. The works of Zamecnikova are now included in more than 30 museum
collections around the world.

(FLORIE) 19974 RATR, HE IVRMAT 4T 120.0%56.1%210.0cm
My family, 1997, cut and painted sheet glass, mixed media

(—A) 19644 %, #k 102.0x182.4m ek = LiEEI LA SEMTEE / Courtesy of Hokkaido Museum of Modern Art
Alone, 1964, oil on board
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Shiro Masuyama featuring Julie Fiala
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Knitting horn covers for a muskox

(%90 DBEDA—EFL) OrHOFa—(v

Drawing for Kitting horn cover for a muskox

Y%A / Muskox
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Video Installation

Range Map :

Blue indicates areas where muskox introduction has been attempted in the 20th century

Red indicates the previous established range.
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DOBHATERINBZOTOV I ME, KERE
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Russia

Hokkaido Museum of Modern Art
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BEER (FBEMNIFED/HC, ZDFEDFEEFETE—L—%MRE) 201286 TArIF

Reference artwork. Knitting a woolen jumper for the sheep | sheared, 2012 Ireland

(FBEXSIEDDIT, ZDEDFEETE—L—EFL) DLHORO—(V 5

Drawing for Knitting a woolen jumper for the sheep | sheard

FEEXHIPTRLETANTV T, BFIROGL, AP DO LFIEETEEEH VL
(ERNSLFDIDIC, ZDFEDFETE—L—EEFEL) £

In Ireland where the wool industry is no longer active, with help from an expert using traditional method
I spun wool. Knitting a woolen jumper for the sheep | sheared.

“To cover horns, which represent wildness,
symbolizes domestication of the animal.”

Since 2012, while traveling Ireland, Peru and Mongolia, | have
worked on a project called the Self Sufficient Life series involving
indigenous people and animals. For SIAF2020, | was planning
to create Knitting horn covers for a muskox in the Alaskan and
Canadian Arctic as the last work of the series. Muskox is one
of the species that survived the Ice Age. It is now in danger of
extinction due to global warming. Although muskox is a wild
species, there is a farm in Alaska where muskoxen are pastured
to make products of giviut, the world’s warmest and expensive
fibers from muskoxen. | was aiming at a multi-tiered project that
would offer multiple perspectives, by gaining the cooperation of
two communities, the muskox farm run by an American and the
Inuit hunting muskoxen in the Canadian Arctic.

My plan was this: | obtain qgiviut at the farm in Alaska and take it
with Julie Fiala, an Inuit artist based in an urban area in Canada,
to her family’s house in the Canadian Arctic. She knits horn covers
for a muskox. While staying with her family, | film their hunting-
centered lifestyle. | return to Alaska and put the covers on muskox
horns.

To cover horns, which represent wildness, symbolizes
domestication of the animal. The project, to be completed with
the cooperation of an American and an Inuit family, is designed
to focus on the relationships between indigenous people and
settlers, between wild animals and domestic animals, and even
between humans and animals. The director proposed an idea
to exhibit the work together with materials on the Ainu at the
Hokkaido Museum of Modern Art, where my work was planned
to be displayed. We hoped that a dialogue-like effect would be
produced by exhibiting a project completed with the cooperation
of the far north indigenous people, the Inuit, along with materials
on the Hokkaido indigenous people, the Ainu. | am still hoping to
put the idea into action someday.

SV EDETHS1ERICE I h 2T TR E—HEICHRL 72
(EBEN 72T LEDSH, ZDLEDETEEES) (20158 EIT L) &b

Using the saddle made from camel hair | went on a trek with the camel.
Making a saddle for the Bactrian camel | sheared using its own wool, 2015 Mongolia

Hokkaido Museum of Modern Art

BEFER (BENLT A SHDIBIE, ZDT N SADETTT77—%MiB) 2014F ~L—
Reference artwork. Weaving a scarf for the alpaca | sheared using its own wool, 2014 Peru

E54,000m OB ILICH 2~ —+EOBK R CEIVED B NE BT
(BEXSTT N SA DD, ZFDT M AHDETTTT—28i5) &0

During the project | stayed with indigenous grazing people, in their house located in an area
of high altitude - 4,000 meters. Weaving a scarf for the alpaca | sheared using its own wool,
2014 Peru

¥ EER featuring Y a—-T74T 5

19714, MR EEh, HEMHOILT 1
FYRICECHE—DBARANT —T4 X MEILE
BB, A2 EtEh2dY—vv Y-z T 4
IRT—bEEET D, 79FE. A20ETh, A
AVEEDARAY T —FT AR DY 2Y— -7
177 EFRERBLTHSH T HF L 0ILiGE
DRFOREZEIULTFNEFEL > .

Shiro Masuyama, featuring Julie Fiala

Born in 1971 in Tokyo, Shiro Masuyama practices
socially engaged art as the only Japanese artist
living in the conflict zone of Northern Ireland.
Ottawa-based Inuit artist Julie Fiala, who was
born in 1979 in Ottawa, was scheduled to visit
her mother’s family in the Canadian Arctic for
the first time with Masuyama under the project
planned for this exhibition.

- S
AVAEA—BEFCED =
Watch the video interview. E
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Urushi lacquer bowl / Installation

vy B8 Satoshi Someya
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Mis-tracing / Bear Moon

7k E o, 07OV G G

/F

oS HYATHCTAVANGIN A\

(IRbL—v >/ BED R/ BHERE) 2020 £ LHEEER. B BAE
Mis-tracing / Bear Moon / Design, 2020

Photo by Takeru Koroda
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Hokkaido Museum of Modern Art

SETELELERIVE T, TOXLOBEREIC,
Y /DT RN BHE, OO HbIRE o7 BREE
DEW, EHECEHYDOY Ry I hBEREWS
LbOFET. BRECHIADEFENERHRZD &
STHEKERbELL, EICBRLT REIANEA
EAMBEBLEETNCIL T, AEZOYPOHE
BARo T2 bDLIFBIDZREDYEENFEL
TWTEDDHEDEHIERVET,
BRELTIE, LR o LS5 ZERIC, BEE
LLIELTELZERBPE I BEFEZELTWE
L7co mPh b RA T AYEE. JLiEBEDESE &
TEWhdoh, BEEOLNMCEERINDGILEER
BLTOWELE, A EEEIRIANCERONET
P EEWSEEDERICIX, ZD MBI WD
DEEIBCE D682 D5, TniTRPOFEL,
REBVICERET L 5%, RRFIC, 201tz
LOICEEEIL I, EBOTWE LS R, 25
WHRHE, B CELNTHLEHDER> T L
SHREEAHVET,
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(IRPL=Y Y /RED A/ BHE) 20206 & £, Rl

Mis-tracing / Bear Moon / Bowl, 2020
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Photo by Satoshi Someya
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BBRSFHEZS (FHOR) LMW & SFwH

To 44348y ATEREFTESE]I(1986%F) 1b3IA (AH) 74 XERESELIER
From Shiraoi Kotan, Seizo Kinoshita posthumous photography book (1986),

Courtesy of the Foundation for Ainu Culture

MISE TRIALI (18624F) ALt

Tsukasa Maru (1862) wooden plaque, courtesy of Shirayamahime Shrine

ALATARDOMBR %W > F AR AR A D 7 iR (LR

Seascape viewed from a ship. The artist followed the route of Kitamae-bune trading ship.
(offshore of Hokuriku)

2n B’

19834, WEEEE N, REERACES. HDHD6F
fHaAY P2 T TEDLT, 201 4FRBHIULZMAFERFE
FREUTERHE T RIRIEE T, B 5 =) G &
ELCHEVTHRYOREICKMEES N8 (CHDNBE
EPRET [&MTA] 2 [HA4M] ELTHRADRADD
LEICRAEL. ERfFEIT>TV 2,

Satoshi Someya

Born in 1983 in Tokyo. Lives and works in Kyoto. Lived in
Indonesia for six years until 1990. He obtained a PhD at Kyoto
City University of Arts. He reinterprets techniques and designs
found in lacquerware decoration to decorate surfaces as
“decorative actions” and “readings” in a broader sense from
his own perspective. With that in mind he creates works.

eAswog 1ysojeg Aq ojoyd

eAswog 1ysojeg Aq ojoyd

Hokkaido Museum of Modern Art

“|felt1could catch a glimpse of the everyday

lives of the people behind them”

| have prepared this work, which features a motif | have been
taking an interest in since late 2017 that appears on urushi-e
(lacquered bowls) commonly found in Hokkaido. Based on
my research, | have reinterpreted and re-traced the stories of
patterns (on bowls) in my own way to create my own works.
The bear depicted on the inside surface of this bowl is a simple
and cute pattern that is unremarkable technically. However, this
bear sports a crescent moon on its chest. If you give the matter
some thought, you will doubtless remember that there are no
black bears in Hokkaido, which is inhabited only by brown bears.
However, most of the bears depicted on bowls seen in Hokkaido
are black bears, and as a matter of fact, there are almost no
brown bears depicted on them. When | researched this curious
fact, | concluded that in all probability bowls decorated with bear
illustrations ordered from Hokkaido had been made by craftsmen
in Honshu—hence the black bear motifs—at the time of the
Kitamae-bune* merchant shipping trade that operated along the
Seto Inland Sea and the Sea of Japan coast between Osaka and
Hokkaido. The bowls were distributed and their designs became
more diverse in Hokkaido without the bear motif being corrected.
The different patterns appear to have emerged because of the
difference in climate due to trade rather than as the result of any
error of communication.

As often happens in the field of crafts, the patterns are abstracted
or certain elements are added to them that changes their meaning
as they pass through human hands. | was intrigued by the “gaps”
between these differences, as | felt | could catch a glimpse of the
everyday lives of the people behind them by discerning various
environmental differences, such as between regions with and
without black bears, and regarding the symbolic meanings of
animals. In addition to my own stories, | also think that viewers
of the work will continue to expand their own narratives so that
fictional stories other than those the objects or patterns originally
possessed will arise.

For my exhibition space, | was thinking of creating a scene in a
space resembling the inside of a Kitamae-bune trading ship with a
group of works that | created based on my own research. My aim
was for the viewers to imagine their own stories and the history
of Hokkaido as seen through these objects. The deciphering of
the stories is left to the viewer, but the storytellers—which are
the objects themselves—have the ability to uncover things that
are rooted in the land. This is like listening to the quiet narratives
of the objects, and at the same time, it is like listening to the land
itself and to something else. In this there is a sense of picking up
on what is being said quietly.

* A trade route and the ships that sailed on it, that ran from present day Osaka to
Hokkaido in the Sea of Japan from the middle of the Edo period to the Meiji era.
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Watch the video interview.
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Video Installation
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“ Yet some things remained although

their forms had changed.”

| was researching the “Hanaoka Incident” that happened during the Pacific War.
To give you an idea of what it was about, Chinese people were forcibly taken to
the town of Hanaoka in Akita Prefecture to work at a mine. One day, they rose up
to protest poor working conditions and abusive behavior. As a result, they were
suppressed and a number of Chinese people died. | was going to show a video
based on this incident.

| researched and photographed the site, even though almost nothing was left
around that time. The only thing that remained was the man-made “Hanaoka
River,” which had been maintained by Chinese workers. | was very worried about
photographing the scenes and things there, because | can capture only what is
there at that moment. However, | thought the fact | could only capture the present
time and landscape would simultaneously remind me of memories of past days
and bring up an invisible presence. That’s how | came up with the idea.

Yet some things remained by changing their forms. There was a dam in front
of the Chuzanryo dormitory where Chinese people slept. The dam originally
dumped slag from the ore. After the incident, the bodies of the Chinese victims
were buried on the slag. A recycling factory has since been built in front of the
dam. Trash from the factory is piled up. | considered developing this place as the
center of my work because it symbolizes the complex and multilayered history
of Hanaoka.

Hokkaido Museum of Modern Art

(RIZBET) BREHSDDRFL 20194 / Missing, Video still, 2019

THEH

19944, BEFRBEAEE N, AAMEMAREE, BE. XK
REMRFERFIEHFRRIEF P, BLER T 2RAR
DERCEORAIRLEFE. LhEFOREL. MEICHE
EINLEYIECL-TEEECBGRI L IREELE I
%, EHERIC IMEDIA PRACTICE 18-19) (BRIERETfT
REHER M, 20206F) BEHH 5,

Shinya Yoshida

Born in 1994 in Aomori Prefecture. Graduated from Akita
University of Art. Currently he is studying at the Graduate
School of Film and New Media, Tokyo University of the
Arts. He creates video works that allow viewers to imagine
the indigenous memories of an invisible existence lurking
in the background of a series of static landscapes through
a uniquely constructed narrative. He exhibited at “Media
Practice 18-19” (in 2020 on the Yokohama campus of the
Tokyo University of the Arts), among other activities.
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Watch the video interview. EE
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Horonai Nunobiki Art Project 2009: Horonai Nunobiki coal mine in Mikasa

Yoko no seido (Cathedral in sunlight) (stained glass) by Satoshi Katono

Fuzai no kehai (Sign of absence) (wirework animals) by noumenon, the art club of Sapporo City University
Photo by Yuki Naka
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Akabira Mining Heritages Art Project 2004: Akabira coal mine
Chika no tenshi wa chijo de hane o nugu (Underground Angels
Take off Wings Aboveground)

Photo by Yuki Naka

We won't forget the history of coal mines

The 20th century was an era of fossil fuel. Efforts are called for to
reduce emissions to zero by 2050. What will the world be like
when decarbonization is achieved? The former Sorachi coalfields
that produced quality coal used to be a coal belt extending from
Yubari in the south to Akabira and Ashibetsu in the north. This is a
story of the earth’s formation.

“There is no future where history is not verified.” It is an aphorism
by Dr. Brockhaus, the former director of the Wilhelm Lehmbruck
Museum in Germany, on the preservation and utilization of the
former Sorachi coalfields. Dr. Brockhaus played a central role in
the IBA Emscher Park project to reconstruct and restore the Ruhr
region and the Emscher River basin, which were once Germany’s
rust belt, into a landscape park.

Dr. Brockhaus visited Hokkaido in 2001 and gave suggestions for
development of the industrial heritage in Mikasa into a “live
museum” showing harmony with “industrial nature” and places of
day-to-day lives. He emphasized the importance of creating a
platform and giving a performance (expression). In 2004, | was
appointed the art director and a coal mine art project utilizing the
coal mining heritage was held in Akabira. We then organized
similar projects at various coalfields cooperating with the local
communities such as Yubari and Mikasa, and demonstrated the
potential of coal mining heritage to many people.

At SIAF2014, as an artist, | exhibited Portrait of the 20th Century
(memory of the coal mine), a combination of materials on the
Akabira coal mine and contemporary art, and showed Anselm
Kiefer’s film Over Your Cities Grass Will Grow in the Ponbetsu pit

FRT—rFOYzsb 2013F ZHHFRRIA R A/~
EEF B (FFE (Pon Love))

Ponbetsu Art Project 2013: Coal hopper of Ponbetsu coal mine in Mikasa
Pon ai (Pon Love) by Satoshi Katono
Photo by Yuki Naka

Column

Satoshi Katono

Artist / Professor Emeritus of the Sapporo City University

area. At SIAF2017, | exhibited as a planning member Sumitomo
Akabira Coal Mine Heritage: Underground Mine Map as a part of
“Three Great Treasures from Hokkaido” and enhanced the value.
Akabira Sumitomo Coal Mine is the only coal mine heritage that
still keeps the underground mine map, which was to miners what
a compass was to mariners and which was classified information.
That is made possible by people’s continuing efforts to keep the
documents and materials and verify the history after the mine was
closed. In 2019, those efforts utilizing coal mining heritage sites
and the stories of “Tan tetsu ko,” a wide-area link of coal
production, iron- and steel-making using coal, railways and ports,
were designated as a Japan Heritage.

For SIAF2020, Hideki Ozuchi and Takuro Goto both based in
Yamagata researched in the Sorachi coalfields and create works.
They were expected to add new values to the coal mining heritage
from the viewpoint of the so-called “outsiders.” The international
art festival had to be cancelled eventually but it was a wise
decision now that COVID-19 has begun to rage again. Please have
a look at the images of exhibits Ozuchi and Goto were planning to
create (See P. 120-125). Ozuchi and Goto, both enthusiastic and
sincere, have looked around the Sorachi coalfields from a fresh
perspective and interviewed people. | was sure that they would
show us works turning the negative heritage to a positive future.
How would they have woven narratives of what happened in the
history of a mere 150 years?

|BFFBIRSEI YT £ 50 2 KHAFH, BBk, LREFH 20194697128

Hideki Ozuchi, Takuro Goto and Satoshi Katono surveying the former Ponbetsu coal mine
pithead: September 12, 2019
Photo by Noriko Takuma
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“ 1t seemed necessary to have a new perspective on the work of Migishi,

because he has left unique footprints.”

At Migishi Kotaro Museum of Art, Hokkaido, the point of the theme was
how SIAF this time would present its characteristics and compose
works, while making use of the works by Kotaro Migishi from the
museum collection.

The museum has specialized curators. However, this time we
deliberately planned to present an exhibition produced by artists of
the same position as Kotaro Migishi, not by experts in art history.

A program called Artist’s Choice has been in existence in Europe and
North America since the 1980s. Under the program, invited artists
interpret and select works not as museum curators but as artists.
There are unexpected discoveries that are making the program more
and more attractive and are becoming a part of museums’ appeal. In
that sense, we had hoped that this approach would provide a different
perspective from the stereotypical story about the artist who died
young that has been told since the end of Migishi’s life at the age of 31.
In art history, works are positioned according to the period of the
artist’'s activity. The context is an artist begins with a period of
apprenticeship under a mentor, and under the influence of that mentor
the artist makes their debut in the art world, develops their own unique
style, and eventually reaches their later years.

Inthe context of a career that determines the qualities of an expressionist,
it seemed necessary to have a new perspective on the work of Migishi,
because he has left unique footprints.

Therefore, we selected Satoru Aoyama and Ryosuke Hara as the artists
who would select works and organize the exhibition on behalf of
curators. The reason for the selection was that the two artists have
been working as a unit for many years on dialogical appreciation
programs that focus on drawing out creativity rather than prioritizing
knowledge, apart from their activities as artists. We expected a method
of composition that would avoid the monograph methodology and
developmental-historical metaphors of the past. As a result, the
theme for SIAF2020 was “age 31,” the age at which Migishi died. The
exhibition would highlight various ways of being 31 by selecting works
from the collections of the Hokkaido Museum of Modern Art and other
institutions as well as works created by artists associated with
Hokkaido, current artists based in Hokkaido, and SIAF2020
participating artists when they were 31.

Taro Amano
SIAF2020 Curatorial Director of Contemporary Art /Director in Chief

MR ERIC OV TIE P.6ES R
Please refer to page 6 for the location of the venue.
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Migishi Kotaro Museum of Art, Hokkaido (mima)
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Satoru Aoyama + Ryosuke Hara

31

BEAAH
Exhibition Plan

Drawing by Satoru Aoyama + Ryosuke Hara

“ We want to collect as many works as possible created by artists

atthe age of 31, the age at which Kotaro Migishi died. ”

Aoyama: The idea | considered with Hara was to produce a group
exhibition of works by artists including Kotaro Migishi on the theme
of “31.”

Hara: The general idea was to collect as many works as possible by
artists with a connection to Hokkaido, including the two of us, that
were created when they were 31 years old. The reason for this was
that Migishi, who is known as a “painter who died young,” was 31
years old when he died.

Aoyama: When | thought about the life of Migishi, who seems to
have died at the summit of his career as an artist, | hypothesized
that the peak of artists’ sensitivity in general might be around the
age of 30. Looking back at myself at the age of 31, that was when
| returned to Japan from the U.K., where | had lived since | was a
student. My work, Good Morning Tokyo, is a work | painted at the
very moment when | felt my everyday life was most beautiful. |
think | had a fresh way of looking at things at that time.

Hara: In my case, it was a turning point when | had my first solo
exhibition at a commercial gallery at the age of 31. Regarding the
plan for this time’s exhibition, the two of us agreed on the idea, but
we had different thoughts about “31,” didn’t we? | thought it would
be a great exhibition if we could present works that each of the

participating artists created at the age of “31” as a starting point,
and to see the history and context of each artist.

Aoyama: Based on the exhibition plan drawing we prepared for
the configuration (above), we were going to present a chronology
first of all. This would have combined the chronologies of Migishi
and of each of the artists participating this time. On the first floor,
Migishi’s works and works by artists who were active in Sapporo at
the age of 31, would have been arranged in chronological order.
When | saw the grand piano in this museum, | personally imagined
that we could use the music “Merry Christmas, Mr. Lawrence” that
Ryuichi Sakamoto composed when he was 31. He was the Guest
Director of the first SIAF in 2014.

On the second floor, there were to have been works by Hara and
myself. At 31, Hara drew legs and | drew the sky. Coincidentally, the
paintings of “roots” and “clouds” would have been exhibited side
by side.

Hara: It was really a coincidence. If the exhibition (the art festival)
had been held as scheduled, there would have been many such
new discoveries and coincidences.

Aoyama: It would have been an exhibition where the works would
have been read very differently depending on the audience.
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Migishi Kotaro Museum of Art, Hokkaido (mima)
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Chronological table indicating the year of birth, the year when they reached the age of 31, and the year of death of the artists whose works were planned to be exhibited at SIAF2020
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ZFIFKER 31FEDEE
Chronology of Kotaro Migishi

1903 LBEFLIRICEEND Born in Sapporo, Hokkaido.

1921 18/ #LIRE—FFERK GR - LiBEIREaEF Age 18  Relocates to Tokyo together with his best friend,
) 220, B - REFEUERELDICERT, Daishiro Matano, after graduating from Sapporo
PR BER OB AL X DéiichivJur\ior High School (now Hokkaido Sapporo

. . o Minami High School).

R CREE 4D, METIRE OB E KT 5 o )
Works at various jobs such as newspaper delivery
and temporary employment at the post office to
study painting on his own.

1923 208 H1EEBSEC(ERF BRI PAE Age 20  Girl holding a lemon is accepted at the 1st Shunyo-

kai Exhibition.

1924 218 HHETLHE Age 21 Marries Setsuko Yoshida.

1925 22k R&-BFHHELE, tLiR<c IFPFEE - 5H Age 22 First daughter Yoko is born.

HiF ZRIFABEES] 5 “Hideo Niwa, Setsuko Yoshida, Kotaro Migishi
Exhibition” held in Sapporo.

1926 23w WEKRT Age 23 Travels to China.

1928 25 XK -BFHREE Age 25 Second daughter Kyoko is born.

1929 26 HEEOFHXEECTMZHEofFEz Age 26 Builds a house with his work studio in Saginomiya,
®T3 Nakano-ku, Tokyo.

1930 27 HESEEFEBEERIC(UARY M (ERDX) Age 27  Exhibits Marionette, Girl in yellow dress, Reading
(FELSLEYCEILE) (28) #H R, EB - girl, and Mask of a clown (two works) at the 8th
EAERAIAE, MTERRADRERICAE Shunyo-kai Exhibition.

LLTam First son, Kotaro is born.

Participates to form Dokuritsu Bijutsu artists
association as a member.

1932 298 8A~10A. tLIRICHEE. BEERIEOEM Age 29 Stays in Sapporo from August through October.
BEATIHEXMES) LELBEE, &2 Talks on “Shinko Geijutsu Undo (Emerging Art
FEECEERE, F8EERICH S, HIK Movement)” at an art lecture supported by the
WM H LT, 777 RBTERECH Doten.

BEENLE BE - HREERE) % Solo exhibition held at Hoheikan.

HTCKELRRHEZ(T2 Exhibits at the 8th Doten.

At the Tokyo Prefectural Art Museum, he is greatly
stimulated by the “Paris-Tokyo Emerging Art
Exhibition,” which introduces the trends in French
avant-garde painting.

1934 31 HAEMIEMBEEC GrBI(ea—F Age 31 Exhibits Loneliness on a journey, Velvet and butterfly,

EHR) (FRAVED (i % K 248D (B L&)
(ERMDAVYBE) 2 Hfh. EXEHE
T e Bkl %= FliT. RAOEER - UG
BICERETEKEL. BECHLLWT T
DEEEBRDH D, (DAVYERY HFEN T
& TERIRIT] EFFL. I FRAERE
R - KBRS 5 2B i3:E M =1
ERBEBC(En—FEE) # H G, BR%
HITORER. ZEEDOHRKECHERED
HmcEng, 7A1H, DREFEEEHFREL.
. ZE3NRK

ZRIFRES (BT D%)
19234 ¥, AR
52.7x45.3cm
AEHBEL = 17 KBRS ARTE
Kotaro Migisihi, Girl holding a lemon,
1923, oil on carton, courtesy of Migishi
Kotaro Museum of Art, Hokkaido

ZRIFAER (EADSB) 19285

B, Frv/3R 90.8x60.9cm
JLifEE I = R IF KBRS AR

Kotaro Migisihi, Masked clown, 1928, oil
on canvas, courtesy of Migishi Kotaro
Museum of Art, Hokkaido

ZRIFRER (A -7 RbF) 19334
B, Frv/3R 89.3x114.6cm
LB = FIF AR AR

Kotaro Migisihi, Orchestra, 1933, oil
on canvas, courtesy of Migishi Kotaro
Museum of Art, Hokkaido

Flying butterfly, Butterflies crossing the sea, Sea and sunshine, Shells, and Carefree

sea shell at the 4th Dokuritsu Bijutsu Kyokai Exhibition

Publishes his portfolio Le Papillon et la Coquille.

Commissions his friend Iwao Yamawaki, the architect, to design and begin

construction of a new studio in Saginomiya.

As the work Carefree sea shell is selling well, he and his wife Setsuko enjoy traveling
named “kaigara ryoko (seashell trip)” to Kyoto, Nara, and Osaka.

Exhibits Velvet and butterfly at the 2nd Hokkaido Dokuritsu Bijutsu Sakka Kyokai

Exhibition.

On the way back from “kaigara ryoko,” he collapses from hematemesis of gastric

ulcer in the Zeniya Ryokan in Nagoya.

Dies of complications of a heart attack on July 1.

170

=ZFRIFRER. 31EDESE

The artwork of Kotaro Migishi at his age of 31

ZRFREBADAVDR) 19344 h¥. F¥>/32 50.9x107.4cm JLiEEIL = FIFRRBEMEER

Kotaro Migisihi, Carefree sea shell, 1934, oil on canvas, courtesy of Migishi Kotaro Museum of Art, Hokkaido

ZEFRER (RAME) 19344 Jh%. R 121.2x84.9cm

LB = R IR ERSSHTARTR

Kotaro Migisihi, Flying butterfly, 1934, oil on board,
courtesy of Migishi Kotaro Museum of Art, Hokkaido

Migishi Kotaro Museum of Art, Hokkaido (mima)

ZRIFREBOIEN D3 H ARICTERL AT M T, REHEILEGRR (1898-19874)
M TTHITI(19346F1285) &0

Kotaro Migishi’s studio completed three months after his death. Designed by Iwao Yamawaki
(1898-1987). Photograph from Atelier, December 1934
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BEPHIrYVDT—TARIND31HRELE TS

Age of 31 for artists associated with Hokkaido

F BEKF Tamako Kataoka | 1905-2008

JLBEALRE . LFEMFR (R - LFEMKY) THEEZ ¥, 2R CERNENS S Nbi
O,

19264F (215%) . K FEMFREE, BWETIULAMSEEHS/NAREH CHIE.
19394F (34i%) . [ 26EIETR ] (C (KkB2) A AR, BRRICHEZESh S,

1986%F (811%) . XALIHELL THE.

19894 (845%) . XLBFTA ZE,

Born in Sapporo, Hokkaido. Studied Nihon-ga painting at the Private Women’s School of Fine Arts (now Joshibi
University of Art and Design). She is known for her unconventional, unique and powerful works.

1926 (age 21) Graduates from the Private Women’s School of Fine Arts (now Joshibi University of Art and Design). Appointed
as a teacher at Yokohama Municipal Ooka Jinjo Koto Shogakko (now Yokohama Municipal Ooka Elementary School).
1939 (age 34) Ryokuin (In the shade of tree) is accepted at the 26th Inten. Recommended to be a member of Inyu.

1986 (age 81) Named Person of Cultural Merit by the Japanese Government.

1989 (age 84) Receives the Cultural Medal from the Japanese Government.

B FHEEFD Tatsuoki Nambata | 1905-1997

bimER)EEN, EENERFCEIRETRRICBEL. BEHCHFAOSHAKBENHE W CL>
TEMEET . FUvEX TR, Bbh#tblaloiEe AV, FELEAHRRRETMLNS,

19294 (24i%) . [HBANEESR] [CHAZE,
19374 (325%) . R EMEHOLLABREMRBEASER SN, KRELTEM,
19964 (91%) . XALThHHELL THEE.

Born in Asahikawa, Hokkaido. The year after he was born, he and his family relocated to Tokyo. During the
years of adolescence, he met the poet Kotaro Takamura, who inspired him to pursue art. He is known for his
poetic abstract expressions using techniques such as dripping, blurring, and splattering.

1929 (age 24) His work is accepted at the 4th Kokuga-kai Exhibition.

1937 (age 32) Joins Jiyu Bijutsuka Kyokai, a newly formed association focusing on abstract art.

1996 (age 91) Named Person of Cultural Merit by the Japanese Government.

J\K{EF Nobuko Yagi | 1925-2012

JEBELREEN, K- AAKRREDZAR, 2EREZHFOLLTHFRERR, DRECEVHYLEAR
EROEERHSC BEERELAERVERTILLBEDR L EERLSE S,

19445 (195%) . ILIBEFT LRSS LXERREGEERH (F - UEELRILEEER) £%, BECZEHS
Bh. /NI~ V(CHDE,

19564F (315%) . [ 33EEBEE I (RR0FY ). (BT 0F) Hfh,

19964 (715%) . MIEEEZE,

Born in Sapporo, Hokkaido. She and her husband Yasuji Yagi have exhibited their works at two-person shows
and the Zendo Exhibition. Many of her works depict still lifes and landscapes with a strong emotional image.
The light color tone, mainly white, evokes the climate of Hokkaido.

1944 (age 19) Graduates from Sapporo Girls High School (now Hokkaido Sapporo Kita Senior High School).

1945 (age 20) Studies under Shonosuke Mikumo and Mari Ogawa.

1956 (age 31) Exhibits Aki no seibutsu (Autumn still life), Daidokoro no seibutsu (Still life in kitchen)

1996 (age 71) Receives the Medal with Dark Blue Ribbon.

B v+ Bikky Sunazawa | 1931-1989

5 L LB o &

ILBEIR) TN B, SEAABARR, £<(C1978ECIBEOERTRICT M TEBL TRk
EREARCHIEL 720 4G RREL, TEAEDHEH CHIBILCERL 12,

19484 (175%) . ILBELRERER (R - LBEILRERFR) BT, BECRFT 0. KB E1ED 5,
19624 (315%) . $REE, FifE CEREFME,
19834 (52%) . HF X (CHIELHZIROE L - U—FERXR, B CERERH<

Born in Asahikawa, Hokkaido. He created a wide variety of wood sculptures. He enthusiastically produced
large-scale works, especially after moving his studio to Otorineppu in Hokkaido in 1978. He also worked
extensively in the fields of painting, printmaking, and crafts.

1948 (age 17) Completes Hokkaido Nogyo Koshujo (now Hokkaido Agricultural College) and begins woodcarving while
working in agriculture.

1962 (age 31) Solo exhibition held in Ginza, Shinjuku.

1983 (age 52) Stays in Canada and made friends with the sculptor Bill Reid. A solo exhibition is held there.
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BB Nissho Kanda | 1937-1970

RREEN, YOHIC, BKEENDORKEEHCIIBENED, BEETHEDL, M¥THIGEIAD,
BHELH, FBELRH NZVIRICRAVYTAV T FAT7Ra7 AV DRV Ry F TEARELZH 2,

1945% (85%) . —RCALIBEREIBRT (CHBEL CRHBAMICHEE,
19564 (19:%) . [FRILR] I (ER) 2 A, BIREMEEZH.
19704 (32:%) . [&BR | (C(EARR) 2. RFCROLDHIEE,

Born in Tokyo. As a child, he moved to Hokkaido with his family to flee from the war-torn area. While working
as a farmer, he taught himself to paint with oil, depicting farm horses, cows, and laborers. Using a painting
knife and iron on plywood, he drew figurative paintings with a powerful touch.

1945 (age 8) He and his family relocates to the town of Shikaoi, Hokkaido and engages in developing farmland in the area.
1956 (age 19) Exhibits Yaseuma (scrawny horse) at Heigensha Exhibition. Receives the Asahi Encouragement Prize.
1970 (age 32) Exhibits Interior at Zendo Exhibition. Dies of illness.

BBEFN T Kazuko Goto | 1941-

M EVEEN, KHOMEEFFHELL, TOUVNMGEPLER, Iy ahEnKEGREE AW ER
EHlVE, BEEN—RIC, BHIC=2T Y RORLEIBEHFRE(CHE R EHBREHI .

19634 (225%) . dLiBEFERPIFHEMFREE,

19734 (32%%) . ESAE (12220 B (KAEE. L1R). LEE=itHEs2E,

19814F (40%%) . [YyRo by F—1L1981] (FLiBEILARENTEE)

Born in Harbin, Manchuria. Create works with acrylic paint, sumi ink, and watercolors and gouache on large-
sized washi paper. Her work is characterized by a spatial expression based on blue, with multiple layers of
finely nuanced colors.

1963 (age 22) Graduates from Hokkaido Gakugei University (now Hokkaido University of Education).
1973 (age 32) Rensaten “Space of 12 ridges” Exhibition at Daimaru Garo (Sapporo). Receives Hokkaido Geijutsu Shin Prize.
1981 (age 40) Sapporo Triennale 1981 (Hokkaido Museum of Modern Art).

[EEREH Masao Okabe | 1942-

LiBEREEEN. 1970FEREBEL D, BYOBELRK, B LB LLTRINESZ 70y 2—YanKiET
EdzdIfE, 1980FERBRFLVEBORBROEMEFRILT 570V 2y b flth, TREKRTHIES
BIEMLE LN,

19734 (317%) . HESHE 12522/ B KRER. LIR) . tEE=ieE*2H.
19974 (55%%) . (822 Y 27V 7 FEBRRELE T F—L | ([CH&.
20074 (65%%) . [&52E T2 V(T - ETVF—L | OBXERRERERICEENS,

Born in Nemuro, Hokkaido. Since the late 1970s, he has been creating works using the frottage technique
by rubbing walls and floors of buildings and streets with pencils, etc. In the late 1980s, he began a project
to create works rubbing the traces of the atomic bombing in Hiroshima. Many of his works are produced in
collaboration with citizens.

1973 (age 31) Rensaten “Space of 12 ridges” Exhibition at Daimaru Garo (Sapporo). Receives Hokkaido Geijutsu Shin Prize.
1997 (age 55) Exhibits in the 22nd Ljubljana International Biennial of Graphic Art.

2007 (age 65) Selected artist for Japan Pavilion at the 52nd International Art Exhibition, the Venice Biennale.

#21UBBZEF Rumiko Sugiyama | 1942-2013

LBEILIREE N, (FREDANERBLES, FHOMEBETF—7 (CLARAFNLMRRRHIER.
BEFECETEHALBR T SicENEE L,

19734 (315%) . ESHE (12822/M) B (KAEER. 1LIR). LisE=ii#Es 2 H,
20094 (675%) . [Northern Aspects #02 #ZILUEBETF—tiEH 5] (LIBEILLAENEE)
20134 (718%) oL A - Eebbhyw  BFMBERLIAREN | (UBEILERENER) (S RECIEE.

Born in Sapporo, Hokkaido. Her work is characterized by geometric abstraction based on the motif of the flow
of the universe, which she called her personal mandala. In her later years, she changed her style of painting to
compose with colors and light.

1973 (age 31) Rensaten “Space of 12 ridges” Exhibition at Daimaru Garo (Sapporo). Receives Hokkaido Geijutsu Shin Prize.
2009 (age 67) Northern Aspects #02 Rumiko Sugiyama—Hikari Michirutoki (Hokkaido Museum of Modern Art).

2013 (age 71) Collection Gallery “Abstract Paintings by Tatsuoki Nambata and His Contemporaries” (Hokkaido Museum
of Modern Art). Dies.

Migishi Kotaro Museum of Art, Hokkaido (mima)
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Featuring the Hokkaido museum’s collection, we planned to exhibit works by
various artists produced at around the age of 31, regardless of their genre or year
of birth. By focusing on the artists’ age, we wanted to make visible any correlation
between their identities as artists and their age. The chronological table (P. 169)
indicating the artists’ year of birth year may be helpful in comparing their works.
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IUEAEE Isao Yamada | 1952-

timEEE N, ERIERRERFRBCAR R, FIEREBFRREIOREN - KET YA 2in, Ik
VR TR DT IS, REET100R%ZEBR 2/FEMmEHIFF.

19824F (307%) . FILETEE T&b (5 KETF VAV,
19924 (405%) [ 7V EFA b0 E SR EEE V) ¥ RERRESITRBMBE.
20154 (631%) [REHE) #—— v £ VEBREHERESRER. B Lif,

Born in Hokkaido. After joining the theatrical experimental room Tenjo Sajiki, he worked as an art and costume
designer for films directed by Shuji Terayama. Since his first work, Subaru no yoru (Night of Subaru), he has
created more than 100 works to date.

1982 (age 30) Costume design for Farewell to the Ark directed by Shuji Terayama.

1992 (age 40) I've heard the ammonite murmur invited to the Critic's Week at the Cannes International Film Festival.
2015 (age 63) Kioku (Memory) is selected and purchased by the International Short Film Festival Oberhausen.

JI{R IE Tadashi Kawamata | 1953-

EBE=ZEEEN, TR MPARTRICHMAZRILLL, ZHZOLDODERLX S EFRHELTRE S,
HET o2 ZDbDPL, BEOBELFRO—ELLTRDII> TS,

19794 (263%) . RRBITARFRMFEMER K,

19824 (28/%) . [F40E T =AY (T - TV F—L |,

19874F (3418) . [F A 28T 19EY v Sy nEBE Ty F—L |,
20134 (607%) . EMTRECMHFRERZH,

Born in Mikasa, Hokkaido. By stretching lumber around the apartment and public space, he shows the way the
space itself is perceived as a work of art. The production process itself and the movement of the audience are
also part of the work.

1979 (age 26) Graduates from Tokyo National University of the Arts’ Oil painting course.

1982 (age 28) the 40th International Art Exhibition, the Venice Biennale.

1987 (age 34) documenta 8. The 19th Bienal de Sao Paulo.

2013 (age 60) Receives The Minister of Education Award for Fine Arts.

$5AREF Seiko Suzuki | 1955-

LBEFIREE N, 1980ENIDSFEMT AUHICEFELTWEHICEEDT
O XOEBSICEALERS. MEICERVE RO, BTRBEREERT
WCFERERAVTELNERRIL, #4GBROER BRI 5,
19784 (235%) . ALBERBERFLRHORBBE LI Rk i) £,

19864F (317%) . [HREIDFTHE | (FLIR - RETEF+TU—).
19924F (37#%). 11992 SEOUL-SAPPORO ART SHOW] (V 9 AT ILE74E) o

Born in Sapporo, Hokkaido. While studying in the U.S. for five years from 1980,

she became interested in the process of corrosion and began to work on prints.
The images obtained by using the technique of layering metal corrosion with acid

remind viewers of various natural scenes.

1978 (age 23) Graduates from Hokkaido University of Education Sapporo Campus.
1986 (age 31) Hanga no Shinsedai Exhibition (Tokeidai Gallery, Sapporo).
1992 (age 37) 1992 SEOUL-SAPPORO ART SHOW (Seoul Museum of Art).

ir B& Satoshi Hata | 1960-

LiEEE RRETN. AIREIACTESD, 80ERLVIADAZERLEREICLZI=< L ABIREH,D—IE, 1
A=V MDBNEREFANEEEL, VT FaT A BAVREAL—Yav HEOGERT %,

19834 (235%) . F+7U—aYAH (ALiR) ICTEEEGIE.
19954 (35/%) . FAYBIFFEEE N A V2384 (DAAD) DBIRRICLY [T M TAYR - TV T R x—F | (CHTE,
20165 (565%) . [HUL BT F—L2016] (THifA,

Born in lwamizawa, Hokkaido. Lives and works in Sapporo. He began creating works with minimalist paintings
in black and white since 1980s. However, he has shifted to figurative works with strong imagery, and has also
developed conceptual installations.

1983 (age 23) Solo exhibition held at Gallery Eureka (Sapporo).

1995 (age 35) Stays “Studio Worpswede” in Germany under the scholarship of German Academic Exchange Service
(DAAD).

2016 (age 56) Exhibits Aichi Triennale 2016.

IIABE (RAZENRK) 19824 8mm 714, 4553
LB R SETRERR

Isao Yamada, Night on the Milky Way Train, 1982, 8 mm film, fourty
five minutes, courtesy of Hokkaido Museum of Modern Art

JIHRIE (TPROJECT “TETRA HOUSE N-3 W-26" SAPPORO
19831 =4 vb) 1983/ 93F (¥, BaklfE ToUMEEA,
A 90.0x180.0x45.0cm dLiBEILAE) ISSHTEERL

Tadashi Kawamata, Maquette of ‘PROJECT “TETRA HOUSE N-3

W-26" SAPPORO 1983’,1983 / 93, wood, acrylic, courtesy of
Hokkaido Asahikawa Museum of Art

SABT (Untitled) 19864 TyF» 4. # 39.5x57.5cm ILMEEITREMEER
Seiko Suzuki, Untitled, 1986, etching on paper, courtesy of Hokkaido Museum of Modern Art

UHES (NEW AGE) 19914F IR PAFAT
200.0x500.0x10.0cm LigEIL REEMTARREL

Satoshi Hata, NEW AGE, 1991, mixed media, courtesy of Hokkaido
Museum of Modern Art

FHILE RRO#) 2005F RYT27A, Bl (Avbr, KRUTRF%) 42.5x59cm EARE
Satoru Aoyama, Good Morning Tokyo, 2005, embroidery (cotton and polyester thread) on polyester organza
Photo by Kei Miyajima ©AOYAMA Satoru, Courtesy of Mizuma Art Gallery, courtesy of the artist

FEBR,rLOV PR TR EISFLU L0BAEFEERE T SIRCTARCRELEZTL.
ZOROFIEEBICEoTHRELEEE LoTc, AFIHER. BECT—ERLWLEL LB
&1z dho

Aoyama returned to Japan at the age of 31, after living abroad such as London and Chicago for
more than 15 years since he was a student. Since coming to Japan, he painted this work at the
very moment when he felt his everyday life was most beautiful. This work was his major turning
point for his subsequent creative activities.

FERA (sprout drawing) 2006%& 7ZYMGE, YA 72.7x116.7cm @iFaLsvar
Ryosuke Hara, sprout drawing, 2006, acrylic on linen, Takahashi Collection

A=Yy Xy IV -T2 LB BERICHALIELD, RDIAL I aV CHHTALL
ERTHDH 2, KELGEERL T AVHICZDEEHEEDOL S CHWAIERT. ERE
BCEFE0EODEAEE DT,

This work was exhibited at a solo exhibition that marked the artist’s commercial gallery debut. It

was also his first piece to be housed in a public collection. He drew it like graffiti on a linen canvas
after turning a failed painting back to front. This work marks important point in his artistic career.

Migishi Kotaro Museum of Art, Hokkaido (mima)

E1 & Satoru Aoyama

1973-

19734, RREEE N, FthE YA (C/ES), O
VRV T—ARRIRALYS DT ERZ[ N
RlE9BEZRE, 2001 F(Cy HIENMEMEE
MARECEMPBELEETRE TERAIV V%
AuERIELE, ZRLE T 2 AR HE
DIfEZRVE T RD D, FFEENIATAT D
HEIRSEDEREBLRERL TN D,

Born 1973 in Tokyo. Lives and works in Tokyo. He
graduated from Goldsmiths College, University
of London with a BA in textiles in 1998. He then
completed an MFA in fiber and material study
from the School of the Art Institute of Chicago
in 2001. Employing industrial-level sewing
machines, his practice expands the frame of
the embroidery medium by questioning the
values inherent in humanity and labor that have
continued to change since modernization.

& B4 Ryosuke Hara

1975-

19754, #Z)I|R4ET N, RtEHLEICTEE,
BER. [NEBRI DXl 7—=(CHIE
LT3, 200052 B K2 EiMF B E
FRIEZE, 02FERAXEREMNATIHET, [+
—Fa3—U v E—U+—LnE2001] KEZHE,
13~ 17ESEEMAFEMFBIGEFZRIE
HEEAT, 18ELDFILE. B —LLbIC
T—hLoFv— D=0 avT Y- %Fah,

Born 1975 in Kanagawa Prefecture. Lives and
works in Kanagawa. Painter. He graduated with
a degree in painting from Tama Art University in
2000, where he also completed postgraduate
studies in 2002. He won the top prize at the
open-call competition Tokyo Wonder Wall in
2001. From 2013 to 2017, he was a part-time
lecturer in painting at Tama Art University. In
2018, he launched a series of art lectures and
workshops in partnership with Satoru Aoyama
and Yoichi Takebayashi. The theme of his
works is turning humans and nature into two-
dimensions.
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SIAF2020m7—<T®% 3 “Of Roots and Clouds” (¥, ¥
(N THDLAEFICHERL, CO—XT, Lokt WMARIEX
EELTWBDESID, MIHTEDT—HEULE, &
FENBRLESAAVERATEY LR, LA ZDEEDNR S,
FICHLTHOHAEDADHEC ICEED "Of" A ) ZL
TAE LSRR LE R, EBok, T, CNIFAEEKT
B50O0? AT =Y -TUF- 079X, EF N—" LH
F(E, e IIFENEL IV 2 - Fo 7" ERBOHT,
DNINS50ERT, TAYATRIFENKREY bEBRSETLEFR
7= [Roots / W—YIDEANRDEZFTH %, TDFEHH3
HRChiZ2BANRBELZR-7-DDT, ZHHOGHD L
—YT LW EEEFESLICEAREICERDATA, BIR LWL
SBEBHEKENT, MBEEOHBAVELEDTHSS, TA
BRIRT, BLDOBIETCIE, HORKRAEFTIEZRBVEL. &
EDF—=IC, LEBRDABRT—LORESERLE 7, f{H
“EDRRIR. HRBEE" OLIBELHDOTIERVD? LaL.,
ZNEIRELEEVTH o, BICE V=Y (FF72D “4R”
o2l LWSILIFERT2LEZDEE “BEE" TH D,
LlFwz, EBEME/MEICRIT—~THEhb, 0 ‘1R
LE"THBIT IRV, ZCICFEoE, BECHEKRAERT =
PEBEINTVBIETTHE, ST COFITDHRBTECTR

JEYE
SIAF2020 7—FF4L I 2—&FH A F—

NTEDEPHICLIZV, BROE. LTH—E TIXFAHEL
WEROWHABTH oD b,

ST, HBENR(Lo>TLEo7, SIAF20200 7 —FF (L2
2= T YA F—DIKEEZ (T B4l TTCOFHTHDL
FIRFICEfR T —< %, £/ZCCHBFI<%H, EDLIICK
HEAhEWSHBECRDALE, REIBRBENILKREE,
LHBEIC, H. ChFIVE2-FUTDHNL#HLoT~ET
S R2F2—XFTBRICIEVHDEVDE, SHITIERWISHAE
LA, ZLTITEREVWAEEE T—vDITRTEEREDD
[EARTATEE! BnlE, £F(E “BEE" LWIF—T—FEEEICS ¥
TYPTR ZOSELARFICEYaTELTERERERLS
¥3a32=F—varv—o%0<5%, LWSEEE, BEEL.
SO DREWITE “BEE" LWSF—TJ—F4BEICEEDDO=E
MRICSIL T, TNTNICZOEBREMO>TL L EWD
BRAEOMAELDFELDTH 2, THLTHEIDITRTE
RETLES R BAT, EROEEHICRLCNBTELLD,
RELBERKED LbEMBEELTTDH S, LTV R, CD
REIEERAIN, LI EEEE /YT LTRE—M
SIS DIENHIER! T, LD L. ShhbESIPoTID 1R
EEE, JDFECREC. Ao THD ISR TED LSS, AF
FEChDBRDTH o7, BITDOIRIEHEE DR

SIAF2020 a3a=4—vav<—7
SIAF2020 communication mark

Of Roots and Clouds

The SIAF2020 theme “Of Roots and Clouds” is poetic and puzzling.
What is it trying to say? When we first heard this theme, we, not
very good at English, thought it sounded nice, it was pleasing to
utter (we particularly like “Of” at the beginning!) and it was
somehow cool. What does this mean then ... Of Roots and Clouds?
The word “roots” instantly reminds our generation of “Kunta Kinte.”
It is the name of a protagonist of a big-hit TV drama series Roots
produced and aired in the United States almost half a century ago.
It is a saga of three generations of a family descended from him
and it depicts the black slavery issue. Probably, the word “roots”
was immediately imported into the Japanese language at that time
and became a Japanglish meaning “origin.” That was why we
recalled that epic drama and we felt something big in scale. We
wondered whether the theme would refer to the origin of clouds,
an extraordinary life story, or something like that. We were wrong.
Roots mean plant roots. The theme means roots and clouds
literally. Still, it is a theme an international art festival presents to
the public. It shouldn’t be mere roots and clouds. A profound and
epic drama must be hidden. We won’t go into details about the
drama here because, just as we expected, it is so profound that it
is hard to explain briefly.

So much for preliminaries. When we accepted an offer to be the
graphic designer for SIAF2020, we were confronted by a challenge
of how to express the poetic and puzzling theme and a drama
hidden in it. Agility counts in advertisement. We cannot keep
making excuse, saying “Well, this is not the drama about Kunta

SIAF 3G A — 4 (AL ORI =ER) 2020F
SIAF Fumu-fumu Room at the Craft Hall of the Sapporo Art Park in 2020
Photo by Noriko Takuma

Column

wabisabi
SIAF2020 Graphic Designer

Kinte but ...” We really racked our brains. Finally, we came to this
conclusion: It is impossible to convey everything about the theme!
We decided on a strategy to first get “roots and clouds”
remembered as a key term and create a communication mark to
impress the key term visually as well. The strategy was rather
dependent on others but we hoped, although visitors wouldn’t be
sure what “roots and clouds” meant, they would keep it in mind
anyway while participating in the festival and they would possibly
get the message in the course of time. We also convinced
ourselves, may be conveniently, that showing everything from the
beginning was against the wabi sabi aesthetic (appreciating
beauty in imperfection). Be that as it may, our proposal was
approved. We managed to overcome the challenge and reach the
starting line. We were relieved. However, how can we make “roots
and clouds” known more deeply? The real work is yet to come. Our
challenging journey continues.

A e T F PTFMA, oAb SR

SIAF2020 B2HK=4—
SIAF2020 Poster (B2 size)
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Shiryokan (Former Sapporo Court of Appeals)
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CLAZI LN EOHBELRELSLECHLERREPFLL.

EZFENDESEIEICY 7 LS EOEMRTIE, L4
IR, dtimE L TELRWERA AR SN, BICSDFLIRT
DEFEERFEICBELRL D, ESVoEREMRISHLLD, &
FTLOMTHED T —T 14X beWShFTlEBRVA, HLDZES
LB EDFE AT RS LICH AR REPF L, £ &
HAR(S (. EFIDSoZAEE DV DIFEANER D LL B, %
DEMEDBER 57-o BEE D) DBIERBHBEDORIE TESAL
e Z AL EE (BALIRIZERRBR) (£, FGIC&oTRESS LAY &
PAAIIEIETE R LB TH D, BHTH, ZOEHADENTE
REFELTOH EEOESRE. BL WA DFLIRICEFEZER
0D, MEDBE Y RTLL. TNEFRELEELT2EEH
EDETALELEODE>Tc F EBH. ChETHBEITIE
FLH(ILD, BEE[ChI TR EERTELEBELOSEEL
ZOREEEDBHNHICDONT, DEDDRERTIEL T,

SIAF20204bE 7 (Lo 84— (BT —MEL) /#fHET (02—
REFKEB

R E R

Artists

1926 (CHLIRIERBRE L TR TONALIRTT BRI R D 2RE (S,
FAF— - TANRAETVIIRD T - Vv L ZRFDIER % B
RFELE ST, EDIE, FrEvR-FTo/09—E0n5TnY s
FC2012FEDDERTEEL T EH, THE, T AT 47
FEZLCHLTENENHEDORZ Y REF>TW 3, HbDARE
RERFET, 2ACEBLTVEDEA—ETTHY, (EHIE
PLCBR B Ay H—IARTFETH), FEGPREMH. 77V
PHR, SOICTYIHNFH—TAT L%, AEEEx—REh->
A EDETRETDILETOIETH D, £IFTHILT,
HAETTFI/ad—NEDLSICRELNTLEAEHFL TS,
YUY LREDHFNEA VY REL—Yav(E. COBYDOHDTD
BEE(CEBL. SHDOEHMEBDO T LTI X L2AWTEED
(EIRHIMEE 2O T 2ERTH D, 7ANRD(E HESLA
ZAREBUEBOEHZEEL, KRROZALF—FR. R
TFEUT 4 BEIEE. KEHBEREEET 0Vt
{Tomorrow) ##&# L /-, &, EFECOEENTFTE. ZL T
[Z(X7F7ET % (almost present) | 7—F 4 A b, COEMLT
AV DERERE 7

SIAF2020RE 7 A L9 2— (AT 47 7 — MEX)
TU=ZIvah-oEYh=YzRozVh

TYEIRTT Vv ILRE

Przemystaw Jasielski

FAF—-TaNRAH

Rainer Prohaska

HE B

Satoshi Murakami

Shiryokan (Former Sapporo Court of Appeals)

“ Artists outside Hokkaido, | expected, could actually come up with

new expressions from a fresh perspective.”

As this time’s SIAF was going to be held in winter instead of the usual
summer, it was expected to comprise works unique to Sapporo or
Hokkaido in winter. | was imagining what works suitable for the
festival would be like, picturing life in snowy Sapporo. The works
wouldn't have to be created all by local artists. Artists outside
Hokkaido, | expected, could actually come up with new expressions
from a fresh perspective. During the period of SIAF2020, the annual
Sapporo Snow Festival was going to be held and it was necessary to
differentiate SIAF from the festival. As the snow festival was slated
to take place right in front of the Shiryokan (Former Sapporo Court
of Appeals), the venue would have helped visualize such a concept
depending on works. Satoshi Murakami’s work, which was supposed
to be exhibited on the premises of the venue, was going to be an
architectural space built in a harsh winter in Sapporo. The space
was to have its own heating system and propose a fund raising
model using the space itself as a billboard. Murakami was trying to
show a result of his years of experiments and explorations, including
mobile buildings, on architectural structures and their internal
spaces.

Taro Amano
SIAF2020 Curatorial Director of Contemporary Art /Director in Chief

The upper floor of Shiryokan, a historical building from 1926 that
hosted Hokkaido's Court of Appeals, was planned as a passage
designated for the work of Rainer Prohaska and Przemystaw
Jasielski, who have been collaborating under the label Nonsense
Technologies since 2012. Each of them takes an original stance
towards engineering, art, media, and science. What they share in
their joint adventurous practice are their humor, their absurd
hacktivist approach, and their fondness for working with ready-
made, standardized materials, objects, phenomena, and other items
of the techno-cultural systems by re-appropriating and merging
them into weird alliances. By doing so they critique the way
technology is objectified in our societies. Jasielski’s new installations
take on the building’s former function and unveil the conventional
nature of legal systems, increasingly backed by machine learning
algorithms today. Prohaska conceived Tomorrow as a fusion of a
classroom, and an office to stretch across several spaces, and an
exhibition pondering future energy resources, sustainability,
overproduction, and consumerism. Shared authorship, collective
creative gestures, and an artist, who would only be “almost present”
were also components of this intricate design.

Agnieszka Kubicka-Dzieduszycka
SIAF2020 Curatorial Director of Media Art

E4} / Outside
N

MR EMIC OV TIL P.OES R
Please refer to page 6 for the location of the venue.
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T IIRTT v ILRF

Przemystaw Jasielski

Nonsense Technologies

AV RAL—Yay /F TV
Installation / Objects

—

W

AL FRHE (BALSRIZERER) 2PEmRl4Z 2 E- L BRE

‘“ i Ea_;ihquake Control Unit ]

Exhibition concept of Shiryokan (Former Sapporo Court of Appeals), using the four rooms on the south side on the second floor

COBRYICHFEL. MBI B LENTES,
hroThoREns % BEH{LIsbnTT,

FLIR T BRI (BFLIRIEERER) L WS ER H 2B D4 DO DEE%
BRZEHELT FE3ALIBFI ReBTRT 32 FECLE,
{Earthquake Control Unit - Japanese Version) (. &
[CHELAMBCLIMBREZZELAEAEECLD/NNE
BB RESEIEETT, TRIFBS Cavio—iT
EHRVWCLEFRTIILATEE T, COERIE. BARDEHE
BB RIOEMIC A0, TE :;&“:.Jrl,il,to BADAKIIC
BT 2 RGIEREED, *Lm%d)?a%Eﬂian_t%'é‘%ibf:o
{Justice Control Unit) (. 7—2MEB L7 Y 2RELE,
TYANRICEDEEE i&/fﬂ"]fﬂﬁl ZELBE2H BT

&L, AIAICHATIMEERVET, COFERIICOBYICHE
EL.AMETEILNTES, hOTOREDSIZ BRILT 2
DT,

{Paper Prison) (F. k& FoTHI{Ex L CELRBRLIDH L
[CEENVER T, IBFLIRIERBRE WO BATICER &S THIfE
LB oMETT, SEEFRICAD, LIEb{zIlcLlE
HtTERDBERERELLONETS,

{Self Enlargement) (2019 D/FRTT, BEE I EIF
TBEMEE TN EhoRy b ABEERTESE
BVR—NRHYTAV T2y P CBDONEAR—ROREEH

HhEHEEE — BAR
IR HEA A ST AEREDEE,
BCEROFIbnicoEHeHE0, KB
TE %, F&EHE BRDGHM AR I
CH2IMp D3I, E1, ERRGD
HEFAARDFEEEICLTWS,

Earthquake Control Unit
-Japanese Version

Interactive device producing small scale
earthquakes. Viewers are encouraged to
play with it using wall mounted knob. Its
design refers to the fascination of sashimono
Japanese traditional woodworking. Also,
its proportions are based on a canon of
Japanese temples.

¥EDE T, BEBEZBL CHLEHINDERIL, Ik L&
BzHEWELSERARTT,
FLoEMES (. RFEHLFECERELBC DINLARIC
EOWTToTWETH, BFTIEREDIHOWPIHEEHZ (T
ANE T, SEOEMENT—~ (3, PEHAHRICEESS
t%%iéﬁf(ﬂi?'o FBIFLIELIE, EEEBCAT(
CRbIh, BREZBCENE 72D, BlECEDbNEYL
i‘s“o FIEREBL T, SNDOMBEICHREH CALEN AL
AETEVHEAZNERBS>TOELE, BIRLESELTWHFE
[FTRTCDIIRENS T TREBIN LD TLE,

Shiryokan (Former Sapporo Court of Appeals)

Drawings by Przemystaw Jasielski

TYTIRDT XYY ILRF

19704, K= FEF N, Rtz i< CEE). SERATY
RETR@mERIVEL. 7T FERZERIMERMAESE 2, BEL
STELHZRLRYY—Fobe, #HEFHNTIAVETFaT L
BRBRCT+—HRL, HFICEDEL. ZhdDEMRIELIE
L&, —fRE9(CIERTTRE, BB, b LCIFERELEND
THREHO BICHIEORHINL1—ETAEEN TS,

Przemystaw Jasielski

Born 1970 in Poland. Lives and works in Poland. His practice
combines art with science and technology by creating
interactive installations, objects, drawings, and photographs.
Based on precise planning and scientific research, his work
involves actions commonly regarded as impossible, useless,
or ineffective, combining technology and engineering with a
specific critical sense of humor.

%

Av2Ca—BEEC B

Watch the video interview.
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AVEa—RY AT LNT Y RHRICE
TR RERREIEINEST2L5(1CF]
EEBROBRESGICIREL R, BE
EFavEa—2L 5L THEN 2%
ETacLhTes,

Justice Control Unit

A site-specific installation dealing with
justice in a way that a computer system.
collects different legal regulations
concerning the digital world. Viewers
have an interface in front of them and
can interact with the computer to send
protest letters.

Drawing by Przemystaw Jasielski

“ This work incarnates the spirit of the building's former function
that is present and perceivable in its architecture.”

| was assigned a space in the historic building of Shiryokan
(Former Sapporo Court of Appeals). | was given four rooms to fill
with artwork. So | decided to design three new pieces and to show
one existing work.

Earthquake Control Unit - Japanese Version is an interactive device
producing small-scale earthquakes using low-frequency sounds
with the recording of an actual seismic wave from an earthquake.
It allows you to play with something that normally is beyond any
control. In the formal execution of this particular work, its careful
design refers to Japanese traditional carpentry skill. I've gathered a
large body of information on Japanese woodworking, managed to
meet with a local carpenter in Sapporo and consulted with him on
the project.

Justice Control Unit deals with justice in a way that a computer
system collects different legal regulations concerning the digital
world, such as data processing, digital censorship, and similar
issues in different countries. This work incarnates the spirit of the
building’s former function that is present and perceivable in its
architecture.

Paper Prison is a completely new idea based on my experience of
working with paper. This site-specific work, a prison cell made of
paper, was inspired by Shiryokan’s interior. It allows viewers to go
inside, stay a while in the cell. They can feel a tension between the
impermanence of the material and the supremacy of court verdicts.
Self Enlargement is an installation | made in 2019. It consists of a
small robot with an attached microscope that allows viewers to
navigate on a surface covered with cardboard cutting mats | used
to make some other artworks. By changing the optics, the view
from the microscope looks like an alien landscape.

Although my art practice is based on inspiration with scientific
methods and is based on analysis and research, it’s also very open
to all accidents that are happening on the way.

The festival theme makes me think of living in a physical world,
also in a very practical sense. We often experience being lost
in bureaucracy, helpless with natural disasters, confused with
the media or imprisoned by our habits. In my works | wanted to
challenge these problems in a provocative and creative way. It all
sprang from the local ground.

Shiryokan (Former Sapporo Court of Appeals)

Drawing by Przemystaw Jasielski

HoOHmE Paper Prison

FRTCE T DN HBELTESHBFHO A row of prison cells made entirely out of paper.

. . . It plays with the paradoxical experience of
J— AN EDE el S
Ao (37 &L\*%’Eda:tglhﬁbﬂbbné being locked up in a seemingly ephemeral jail.
EWSTWLRIEBRANLFED,

HCRR

BEMSEAREL/NEORY M BE
EICBREINTHYTAV Ty bR sy
K= TN AR—REE)EE S,
vy bRE Y IR—(ET =T 4 ZEAD
ErOEREFIVES BBRICERLEZDD,

Self Enlargement

An installation consists of a small robot
with an attached microscope that allows
viewers to navigate from a specific spot
covered with cutting mats and cardboard
sheets the artist used to make other
artworks.
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Exhibition concept of Shiryokan (Former Sapporo Court of Appeals), using the five rooms on the north side on the second floor

(FUTURAMA LAB)(z7 oy o bTHD,
T—FRBEECEOWTONICEELIZEBNE>HTLHNE T,
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2E{E& (Unplugger) 2002-194 / Reference artwork, Unplugger, 2002-19

Room #5
Unplugger Workshop

{Unplugger) BRI THY, =HxLF—
DRBABETILODEBETLH B,
EEEL. CoNhShTIH (BREE) T
{Unplugger) # 2<D. BHDHDEL
THHREILNTES,

An Unplugger is a sculpture and as a
sabotage device, that offers a solution in
situations of energy waste. In this small
factory, the audience can produce a
countless number of Unplugger, so that
each visitor can have his own.

2E{F5 (Apparat) 20174 / Reference artwork, Apparat, 2017

24 bov{Tomorrow) [, SIAF2020DF7—<D—ETH 5 [CCTEELSET B (Txf
T BRI ADTRITEL foo FLIRTTERIEE (BFLIREEERER) 2FE D5 D DERELER T2 B
REHELT, DGR EWT—< LM EEEM T TRTRT 5 FETLE,

%9 [Plutonium Showcase (£EHQ) | LWSEETIL. (Z(ZHDZ DM bERECE
BEWTHHIRTFHREDOREREY. Tty AOBEIERRLLIEB-TWELE,
lUnplugger Workshop (®) ] £WSERE (C(E.{Unplugger) LW YTy b EELSDHD
TlL7zo ChUE BRABHHEBICEELTHDIBHICOoLEBETT, VI visb
HTWB T —7 AATEBICA-TWADT, aAvE Y MIELALEBENERIT Y a—t
LTLEWE S, [Light Room (®)] [CIE, HIRDEREHREELAEEEZRRLEWEE
A TWELTz, FLIRTTRDOF2IC [HAETED | LB BEDEEAESTHDINTT,
Z5F B TEHOEEMFWEREM(CREZTLLD, [Class Room (D) ] TlE, F
DAY - AT% B Y—TIRIBERERRM v FEFE>TEBEEALIFHTYNER 21~
RAL—yavESSARBLIZWEEZTWELT,

2020 DFCREBLI-Oy I Z Yy OHERICERIVET M ERELL [The Artist
is [Almost] Present (@) | LW 5EFE (L, (FUTURAMA LAB) [C&BYE—F7—0 %47
NI 2824 53T Tl (FUTURAMA LAB) (£, FAALIRTADEDBATWE T OY
TOMT, T—TAR RIS BREELEN, T IHPBEELCEVTWHICEETH S
DEENESBTOLHNET, FAIIA—VICWELRD, EEDA v 2—Fy NEEEE L,
COBETIREH(FETL.

© Rainer Prohaska

© Rainer Prohaska

FAF—-T BN

19665, A—R M THEEN, FAthEHSEICTE
B, BEOYCLRRICBEAT, 2—FT >
A CT—bOWMFRITTEE LIAA L VERE FIVE,
2002F A blE, T—boeBLTERBFELYRT
FEVT 4 (FFTrIREME) IR T SRR IRIEES
370y MCERYED,

Rainer Prohaska

Born 1966 in Austria. Lives and works in Austria.
He appropriates everyday phenomena and
objects, and inserts them into artistic contexts
in a humorous and critical way. Since 2002, he
has been working on projects that engage with
issues of ecology and sustainability through art.

N [Elii(E]
=

AVAEA—BEFCED i

Watch the video interview. E?
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Room #4

FUTURAMA LAB Office /
The Artist is [Almost]
Present

g
s

COEEDOALBE. T—TA X LDREY
AEYT LA LICERL, A—T VKD
EEICEHFL O COZEMIE. K >
BAREIEEAEL-EMES DL
HOTEERTH 5,

-

The content of this room will be extended
frequently live after the opening through

@
N
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a real-time connection to the studio of the
artist. This space is simulating an artistic e dl
planning facility for large power plant ) 7

architectures. e

ZE{F& (Enlightenment / KRFTWRK) 20134 H5EER/VEBRRAEMRET Y F—L (EX27, OV T)
Reference artwork, Enlightenment / KRFTWRK, 2013, 5th Moscow Biennale, Moscow, Russia

© Rainer Prohaska

© Rainer Prohaska

“'FUTURAMA LAB' is a project and a platform.”

The title of my work Tomorrow incorporates the meaning of the
festival’s Japanese theme “Trying to live here.” My entire works
would have been installed on the second floor of Shiryokan (Former
Sapporo Court of Appeals). The five rooms and the corridor would
have been connected to each other based on the themes of the
things | wanted to show and tell.

In the room “Plutonium Showcase (3 on P. 186),” | wanted to execute
a model of actual plutonium. This is a waste product of nuclear
power generation that almost nobody knows the appearance of. A
device called the Unplugger would have been in the room “Unplugger
Workshop (® on P. 186).” This is a socket | came up with to draw
attention to our prodigious use of electricity. The cable emerging
from the socket goes into both poles so that it will short out if it is
plugged into an electrical system. In the “Light Room (® on P. 186),”
| wanted to exhibit photographs depicting night views of Sapporo. |

Room #1
Class Room

MIKEF2DDOTEEH ANV FTyITA
HITCHHIKER'S GUIDE TO THE WORLD OF
TOMORROW/ m kil 7z, IWECE T 215H%
T7arvarRy—%FEoTRER,

An educational area, using “Roller Aprons” which
are displaying environmental advice, excerpts
from a text collection, taken out from a book
called A HITCHHIKERS GUIDE TO THE WORLD OF
TOMORROW, a handbook for behaviors to protect
the earth.

Shiryokan (Former Sapporo Court of Appeals)

intended to ask residents of the city to send us their photographs of
night scenes where they thought there were too much light. These
photographs would demonstrate visually how much electricity is
being wasted. In the “Class Room (D on P. 186),” | wanted to set up
a large number of analog installations in which the sound could be
switched on and off not by means of sensors or automatically but
manually by members of the audience using large switches.
“FUTURAMA LAB” is a project and also a platform for artists,
scientists, philosophers to talk about how important art works in
reality. | changed the concept during the lockdown we experienced
in the spring of 2020. One room which | planned was called “The
Artist is [Almost] Present (@ on P. 186).” Under this title, | would have
been drawing pictures in Japan while sitting in Vienna via a very fast
Internet connection. It would have been the first place to show the
lab’s remote working method.

EEFR

{Circumstances of Responsibility)
20194

Reference artwork, Circumstances of
Responsibility, 2019

© Rainer Prohaska

© Rainer Prohaska
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Drawing for Billboard House, for SIAF2020, 2020

(REBROR) TEET LT/ T LDFO—(»7 20206

Drawing for items to use to live in Billboard House, 2020
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Drawing for Billboard House, 2020

Shiryokan (Former Sapporo Court of Appeals)
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Flyer proposal to invite sponsors for Billboard House, 2020
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FLIR T ERLEE (IBALIRIERRBR) Shiryokan (Former Sapporo Court of Appeals)

“ | planned a system of living on advertising
revenue by presenting a house as an
advertising billboard.”

| have been engaged in a variety of activities with “living” as
my central theme. | think it's a common way of life to earn
and consume in order to live in a house. However, | am trying
to reverse that pattern for this project. | wondered if | could
create value just by being at home. | planned a system of living
on advertising revenue by presenting the house itself as an
advertising billboard.

| was going to build a house with billboards by getting sponsors
for at least 50,000 yen per unit, and live there during the festival.

f (S5RESEm) BERATEET oo o

=

This was also an attempt to visualize the relationship between
life and economics, so | planned to create my own devices for
all the things | use in life. Since the festival was going to be held
in winter, heating was a must. | also thought about making my
own heating system. There is an agricultural technology called
a manure-heated hotbed that employs the heat generated by

HFESTEMO &S (M OFHMMOFFT) F+o A

fermenting fallen leaves and rice bran without using electricity. |
create a “house of billboards” that insulates the snow and keeps
heat fermented by fallen leaves. | was thinking of compiling a
report on how | live off of the advertising revenue, such as using
that power and sunlight to light up the billboards and melting

(s|jeaddy jo 1no9 osoddeg Jawliod) uexohilys je 0zZog Aleniqad ul pjay asnop pJeoqj|ig 104 Juswiiadxe ue Jo auads ay |

202042 BICHLIRTERIE (BALBHEIRER) B CiT A (B S BRORIO 1 O EROHT snow for drinking water. The plan was to make the project an
BARPNBE 30K, ENREIS15EE R advertisement for SIAF2020, with the logo on clothing and shoes,
The scene of an experiment for Billboard House held in February 2020 at Shiryokan (Former so that it would have an advertising effect just by the way | live
Sapporo Court of Appeals)

and walk around.

When | first heard the Japanese theme “Of Roots and Clouds:
Trying to live here,” | was like, “If | don’t do it, who will?” My great-
grandfather was from Hokkaido and was an emigrant from Awaji
Island in Hyogo Prefecture. I've heard from my grandfather that my
great-grandfather struggled to make a living as a settler. | thought
it would be meaningful for me to do this project in Hokkaido.

Recorded temperatures were 30°C in the hotbed and 15°C in the room.

b=

19884, WEHEE N, R, 20145 &
NEELEFERFo—LEORCED MBE
H#HEFET S 0Vl b EBIR. NEERERS
BTCHEWET IvavIcEfT 2 HE%F->
TW3, FRL29EULFFESMRBHNTHE
FIETRYz—FTVI(CHE, EECIREE H-
THIEFEEE, 19F) RO IRE 5o
THWIBER. 17F) h'H 5,

Satoshi Murakami

Born 1988 in Tokyo. Lives and works in Tokyo. In
2014, he began the “Living Migration” project in
which he resides in a self-made Styrofoam house.
His work seeks ways to invert introspection and
convert it into social action. His publications
include Living with My Small Mobile House
(Fukuinkan Shoten, 2019) and Days with My Small
Mobile House (Seki Shobo, 2017). He stayed
in Orebro, Sweden, in 2017 on a grant from the
Agency for Cultural Affairs Program of Overseas
Study for Upcoming Artists.
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The experiment utilized fallen leaves, poultry manure, etc. to create a hotbed, and the indoor temperature was measured. Watch the video interview.

202052 AIcALIRT AR (IRFLIRIZERBR) BT TT o7z (LEBIROR) D7z DEEBRDBETF
The scene of an experiment for Billboard House held in February 2020 at Shiryokan (Former Sapporo Court of Appeals)
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SIAF bu

The time | spent talking with the three directors.

I'll never forget Agnieszka’s love of media art, Tamura’s “Kirby”
goods, and Amano’s exhibition guidance with “tweak” (funny)
comments!

—Fukiko Gyoten

My most memorable experience was introducing artworks to
visitors at the Sapporo Icicle Festival 2020. | was very happy
when my explanation made people interested in the artworks
and when they said they found the works interesting.

—Megumi Kawamura

| remember the experiences of creating a booklet that introduces
artworks and of guided tours at the Sapporo Icicle Festival 2020.
| made use of the diverse backgrounds of the SIAF bu members
while keeping an eye on the daily changes in production, exhibits
and visitors.

—Chinatsu Igarashi

| was involved in various events in the SIAF bu. | gradually got to
know the background and way of thinking of all the members
and managers through our regular meetings. This experience
was the most symbolic and memorable.

—Sayaka Nagae

Column

SIAF Lab siaflab.jp

SIAF Lab is an open and experimental platform that organically
connects the three pillars of R&D (research and development),
art projects, and human-resource development to implement a
variety of programs. Our main mission in 2020 was technical
direction for media art exhibitions at SIAF, although we have also
been preparing workshops and other activities on-site in order
to develop human resources who can provide technical support.
Following the spread of the novel coronavirus pandemic, SIAF
Lab has shifted its activities significantly to online. Even after
cancellation of SIAF2020, we continued to deliver lectures and
other events related to art and engineering online and discussed
how culture and art should be developed in Sapporo, a
metropolis where the city and nature are adjacent to each other
and where heavy snowfall occurs in winter. With Norimichi
Hirakawa as a new member, we launched a project to reconsider
the relationship between the city and nature with a view to the
next edition in 2023. In this era of a pandemic caused by the
entanglement of “city” and “nature,” we will continue to think
about the “city and nature” theme of the Sapporo International
Art Festival well beyond the holding years of the SIAF, in order to
create its identity.

SIAF Lab Project Directors
Katsuya Ishida / Kei Komachiya / Daisuke Funato /
Norimichi Hirakawa

SIAF #R D EB DHEEF
Activities of SIAF bu

2020510 ADHBE. LiEEFREFICZVZ KU, KEILTYOBELS—%FENT—40
¥ U ETot.

Immediately after the first snowfall in October 2020, all the SIAF Lab members went to
Mt.Daisetsu, a volcano in central Hokkaido, to do the first data logging with the home-made
logger.

Photo by Yusuke Momma

SIAF BB EB DEETF
Activities of SIAF bu

Eo(FBY (> 4—FxP2021 [Extreme Data Logger : #piT& EADELIE
Sapporo Winter Change 2021 “Extreme Data Logger: City and Nature in Memory”

Photo by Yusuke Momma
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Artist
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Please refer to page 6 for the location of the venue.

“ We planned to show this dense drawing as
a multidimensional matrix of connotations
drawn across cultures, topographies and
temporalities.”

Sapporo Odori 500-m Underground Walkway Gallery located at the
underground level of Sapporo’s downtown had sparked my
imagination even before | visited it. The eight long glass display
cases, along with a simple wall, and a few flat screens, which stretch
over a half-a-kilometer distance along the street, seemed as if they
had been purpose-made for the Vienna-based artist Klaus Pobitzer.
It is probably Japan’s longest gallery occupying a space that is both
public and intimate, cut-out of the city’s regular overground
environment. Crowds of commuters pass here by in intervals matched
with arrivals and departures of the trains, while beyond the rush
hours, one can sit down on the benches along with the display to
calmly focus on the exhibitions.

The work commissioned for the 500-m Gallery, was Real Life
Matters, a gigantic computer drawing planned as a snapshot of the
collective mindset of the Sapporo and Hokkaido residents, presented
in the context of the global developments—from the banality of
popular culture, through climate catastrophe and warfare, to post-
truth and pointless politics. A visual essay, in the style of the artist’s
sharp political visual commentaries published in an Austrian daily
newspaper, scaled-up to a panoramic tableau that resembles
Japanese screen paintings or scroll books, Real Life Matters, using
countless motifs found across the Internet and printed media,
references the classic genre of a group portrait of distinguished
people of historical importance.

We planned to show this dense drawing as a multidimensional
matrix of connotations drawn across cultures, topographies and
temporalities, inhabited by a crowd of Sapporo’s present and past
citizens, including the Ainu people. This amalgamate of clashing
themes and visual representations resembling news feeds on social
media platforms were meant to interact with the city’s residents
whose photographic self-portraits were to be found among the
countless faces making-up the piece. An invitation to focus more on
one’s real-life, on the reality unfolding in front of our eyes and not on
our screens.

Agnieszka Kubicka-Dzieduszycka
SIAF2020 Curatorial Director of Media Art
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Klaus Pobitzer
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Sapporo Odori 500-m Underground Walkway Gallery and Others
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Installation

Real Life Matters
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{Real Life Matters) #IVEsRDVESTD—ER / Real Life Matters, part of a work (work in progress) © Klaus Pobitzer

{Real Life Matters)(&. tLIRED A LD NN—F v L HEWNTT,

{Real Life Matters) [ SIAF2020D /=8 D #F{FTT, 2000
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DELLFIRDOIRER /T THEBEL. ERICHIRCEAT
WBALBDR—PL—FTRIEBLEIIELTWE Lz, BRET
s/0Y— BREBARER. REERLEY VY LATAT,
B bE S O— Y X LG E HANG MY I PREE, A
TAT CTELRB2RBNEADPCE/DAANELDZETIRLE
LTWET,
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STWBEAKRLEDEEZ. ZDOHELHIEHFTT, (Real Life
Matters) (£, sLIBD A 2D AR—Fr L HEEVNTH ), WA
LDBRETLHNET,

{Real Life Matters)
FLIRAKEH T+ + 7 Y — 500m EifiiE
TORRT I

Real Life Matters, Installation plan at

Sapporo Odori 500-m Underground
Walkway Gallery

© Klaus Pobitzer
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{Real Life Matters) Fo—A>%" / Real Life Matters, drawing

“ Real Life Matters is a virtual gathering of
people from Sapporo.”

Real Life Matters is a completely new composition. Rooted in my previous work, it is a
further development of my single portraits and group compositions that have been shown
at numerous exhibitions since about 2000. With it, | am continuing to pursue the concept of
the “hidden object pictures” | have been using on the commentary page of an Austrian daily
newspaper since 2015, in a monumental format at the Berlin Festival in 2019, and as moving
image gadgets on TikTok. In this new work, | condense image quotations from the media
into associative statements. In this way, the European tradition of representative group
pictures is reduced to its roots in the lining up of individual portraits, out of which a new
and specific visual language arises which simultaneously establishes both archetypal and
viewer-specific references.

The people and items depicted are taken from various levels of the real and imaginary
worlds. In the case of Real Life Matters this consists of a panorama of the past—specifically
the Ainu past—and the present-day Sapporo, which is represented by portraits of actual
residents of the city. This is mixed with representations referencing current global topics
and issues such as nature vs. technology, poverty vs. capitalism, democracy vs. social
media, and local culture vs. globalism, which are mirrored by symbolic figures and objects
that are well known to the public as a result of widespread media coverage.

My work refers to what is in between. It is what human beings are about, which is to keep
their feet on the ground and turn their heads towards the sky. The development of Japanese
society is a vivid example for this. While Japan is still deeply rooted in tradition, it stands at
the same time on the summit of technological innovation. This double-sidedness generates
tension, but it also results in a potential that drives society forward. Real Life Matters is thus
a virtual gathering of people from Sapporo and a projection of the modern world.

© Klaus Pobitzer
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Klaus Pobitzer

Born 1971 in ltaly. Lives and works in Austria. He
creates drawings, installations and performances
that fully engage with viewers, particularly
in public spaces. Using photographs shot by
himself or taken from the media as sources
for his computer drawings, the artist critically
addresses the consumption frenzy inundating
society as well as political propaganda, mass
communication, and the media themselves.
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Watch the video interview.
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Tung-Hui Hu, A Prehistory of the Cloud, MIT Press 2015.

Benjamin Bratton, The Stack: On Software and Sovereignty, MIT Press 2016.
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Seeing the Biennial in the Cloud

What do we see when we look at clouds? Perhaps a new biennial
in the making? Literally a nebulous mass of liquid droplets and
other particles suspended in the atmosphere of a planetary body
or similar space, clouds are evocative images that we project our
fantasies onto, imagining faces and maps, that change their
shapes to reflect our desires. It is no wonder that big tech has
used the metaphor of the cloud to describe the rather more
pragmatic delivery of different services through the Internet,
including data storage, servers, databases, networking, and
software, delivered through privatised infrastructures. What we
see in these clouds may appear to be ethereal and unmediated,
and yet in reality in the shadow of the cloud are massive data
centres, and their considerable environmental damage through
energy consumption. In A Prehistory of the Cloud, Tung-Hui Hu
examines this gap between real and virtual cloud formations by
drawing parallels to older networks of railroads sewers, and
telecommunication circuits, and to point to what lies behind the
cloud-shaped icon on our screens.” The image works so
effectively because we invest the cloud with cultural fantasies.

Although the use of the term cloud computing begins in the 1960s,
there has been an explosive growth over the last decade in parallel
to the rise of big data. This is literally explosive if we are to refer to
artist Suzanne Treister’'s work The Cloud (2010)® where the
various forces seem to operate like a Hydrogen-bomb in reverse: a
data cloud of tech companies such as Apple and Google, as well
as agencies like the CIA and NSA, generating a dark force into the
sky. The infrastructure in which the cloud appears is but one layer
of a larger system that operates across various scales and human
and nonhuman forces that forms a “stack”, in Benjamin Bratton’s
terms.” In the cloud we can see both an essential component of
emergent infrastructure but also a platform for its reinvention.

Another work by Treister, SURVIVOR (F)/Lost Cloud War (2016-
18),” manages to combine cultural and technical imaginaries
around clouds into a single frame, in which the “psychic data
stream of human desire” travels at the “speed of ancient clouds”.”!
So rather than the instantaneous stream of data being delivered
for profit or governance, we might understand the operations
outside of datafication, in alternative registers that refer back to
myths and other belief systems. It is not simply services that are
being delivered but desires and future possibilities that lie outside
the scope of machine learning algorithms calculating patterns in
data. The current global condition of the pandemic and enforced
physical confinement, forces the art world and its institutions,
including biennials, to rethink how they operate; from translation

Tung-Hui Hu, A Prehistory of the Cloud, MIT Press 2015.
Suzanne Treister, The Cloud (2010), http://www.suzannetreister.net/IndWks/TheCloud.html
Benjamin Bratton, The Stack: On Software and Sovereignty, MIT Press 2016.
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Column

Joasia Krysa

Curator / Professor of Exhibition Resarch at Liverpool John
Moores University

of programmes made for physical venues into online presentations,
live streaming, archiving content online, to more experimental
born-digital forms, biennials attempt to operate under these new
conditions. Taking a more affirmative approach, can this be an
opportunity to reimagine other infrastructural possibilities for
future biennials, that operate in this gap between real and virtual,
that draw on the productive power of planetary scale computation,
and returns the power of imagination to the cloud?
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Suzanne Treister The Cloud, 2010 Courtesy of the artist

The term biennial is taken to refer to a range of periodic formats including triennials, quadriennials, documenta and other recurring exhibitions (Gardner, Green 2016; Petal et al 2018).

Suzanne Treister, SURVIVOR (F)/Lost Cloud War (2016-18), https://www.suzannetreister.net/SURVIVOR_F/SF_LostCloudWar.htm|
Suzanne Treister’s work is referred to in this text as part of a larger archived presentation for SIAF2020, curated by Joasia Krysa and Agnieszka Kubicka-Dzieduszycka, currently online at
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Hongo Shin Memorial Museum of Sculpture, Sapporo
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Nodoka Odawara

Hongo Shin Memorial Museum of Sculpture, Sapporo

“ As the 40th anniversary of his death and that of the founding of the
museum are approaching. Based on the above, two young artists are

featured at this venue.”

Hongo Shin Memorial Museum of Sculpture, Sapporo, was founded
to honor Shin Hongo (1905-1980), who led the sculpture world in
postwar Japan. The museum, opened in 1981, consists of two adjacent
buildings; the Memorial House (designed by Tetsu Katono) converted
from Hongo's studio and gallery and the Main Gallery (designed by
Yoshiya Tanoue) constructed soon after his death. Miyanomori, where
the museum stands, is known today as one of the most upscale
residential neighborhoods in Sapporo but it is little known that Shin
Hongo blazed a trail for the development of the area. The museum
houses 1,770 works of Hongo's. The mission of the museum is to
disseminate Hongo art as well as to preserve and exhibit his works.
The museum also places its focus on featuring local young artists,
which was Hongo's cherished desire. As the 40th anniversary of his
death and that of the founding of the museum are approaching, the
museum is planning to define and reevaluate Shin Hongo in
contemporary terms. Based on the above, two young artists are
featured at this venue.

The Memorial House was allocated to Yuki lkoshi. Ikoshi has studied
fine art in Tokyo, just as Shin Hongo did. She is now based in Sapporo,
her hometown. lkoshi creates figures of persons and birds using
pantyhose and cotton. Her works are characterized by fine-featured
shapes with smooth curves that express soft light and shadow. Her
themes and those of Shin Hongo have something in common. Both

AEH

have a work titled Tori o daku onna (Woman Embracing a Bird), a work
of two hands, and a work of man and woman embracing. Our idea was
to exhibit their works together to contrast the two completely different
styles of expression; hard and soft, both rooted in the same native
land.

The Main Gallery was allocated to Nodoka Odawara. Odawara
focuses on the publicness and socialness intrinsic to open-air
sculptures and expresses her ideas from a contemporary viewpoint
while based on history. One of her works is an installation made up of
pedestals. The furnishings having served the museum for 40 years are
turned into an artwork. Another work is created with a focus on the
socialness of open-air sculptures as seen in Shin Hongo's Wadatsumi
no koe (Voices from the Sea) and Fusetsu no gunzo (Group of People
in the Wind and Snow), which suffered cruel fates and were toppled
or blown up. Our plan was to create a space mingling Odawara’s
works, including her reproductions of the above two works of Hongo's
and a neon light work representing elements of Hongo art, together
with Hongo's drawings and original autograph manuscripts.

Naoto Iwasaki
SIAF2020 Curator for Hongo Shin
Memorial Museum of Sculpture, Sapporo

LR 2F

Memorial House

Main Gallery
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Please refer to page 6 for the location of the venue.
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HEAR (BEIB(L) 20185F FAOVEMICLEREyT744 13.0x17.0x11.0cm VERE
Yuki Ikoshi, Woman Embracing a Bird, 2018, stuffing by nylon and cotton, courtesy of the artist
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EERSEZBOM WO0°Z9x0°6x0 VL NNON, fivoo— (S AgFatam) HEH

ABH (FIER) 19685 TavX
(a)20.0%31.5%22.0cm (b)25.0x41.0x26.0 cm
AEBHTED ALY 2 SRR AR

Shin Hongo, Phoenix, 1968, bronze, courtesy of
Hongo Shin Memorial Museum of Sculpture, Sapporo

Photo by Yoshiaki Maezawa
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AT RC AR ZI £ AR Hongo Shin Memorial Museum of Sculpture, Sapporo

2
g
g
&
I’ ; ; 5
[ wanted viewers to see the differences and 2
similarities between works by the two of us.” g
| was planning to exhibit my works together with those of
Sapporo-born sculptor Shin Hongo. | wanted viewers to see
the differences and similarities between works by the two of
us through the exhibition. | usually create three-dimensional
artworks made of nylon and other fiber materials filled with
cotton, using motifs such as the human body and birds. Each
work is palm-sized and has a rounded form. By contrast, Hongo’s
sculptures are large in scale and the materials are hard. Some of
his works are angular in form, so | thought there would be a big
difference when | displayed my works beside his. However, | feel
there is a commonality in what flows at the root of our works. As
| create works while thinking about “life,” the theme of SIAF2020
reminded me of the possibility of life for humans and other living
things. Like Hongo, | was born and raised in Sapporo. Although |
left the city at one point, | am now living there again. | think there
are things that are ingrained in our daily lives here. Therefore,
| wanted to express that in a natural way. Hongo’s works are
powerful yet full of tenderness and compassion. This time, |
completed Winter Bird, which is larger than my usual works.
| planned to exhibit Woman Embracing a Bird, Scissors, and B (RFE) 19614 72X 56.0x120.0x37.0cm AMIESALIE AL/
HandS, both on the same theme as HongO’S. Shin Hongo, Ascendance, 1961, bronze, courtesy of Hongo Shin Memorial Museum of Sculpture, Sapporo
HHAER (F) 20205F FAAVLBICLDREyT4vS5 16.0%x22.0x14.5cm YERE
Yuki lkoshi, Hands, 2020, stuffing by nylon and cotton, courtesy of the artist
s A
¢ 7 x
@ g
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5 7 19814, dtiBEEE N, FHb7EE. 2004 FRBEEFEM K
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g2 REE, NERBREREF—T7EL, BERM RS
gz TRV A D IR EHIVE. TR DO MR LRR
2 HEEDIL, ERICHNALECEL DB, SPHFERER
g BY3.,
3
£ Yuki Ikoshi
B
Born in 1981 in Hokkaido. Lives and works in Hokkaido.
Graduated from the Fashion Design Course of the
Department of Scenography of Musashino Art University in
2004. Using the human body and birds as motifs, she creates
three-dimensional works made of fiber materials filled
with cotton and sewn together. She expresses warmth and
presence by making the most of the material’s elasticity and
flexibility.
; A (FEDHE) 19694 7O X 69.0x47.0x38.0cm AMHTEC LI LISSHTERR AV REA—BEEFCBD
Photo by Yoshiaki Maezawa Shin Hongo, Primeval Score, 1969, bronze, courtesy of Hongo Shin Memorial Museum of Sculpture, Sapporo Watch the video interview.
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Nodoka Odawara
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;24
Sculpture
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EHICHBIDICIE. FHLOWREERLTCERE
EHLTRCLAREERLLELTVET,
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BN EREAHHBEN W\ND\, ffoco— (HIFIMT) HEH

““Hongo experienced having his works
vandalized several times.”

Hongo Shin Memorial Museum of Sculpture, Sapporo (hereafter
referred to as the museum) is not a so-called white cube, but
is in fact a warm space adjacent to the building that used to be
Hongo’s studio. | was planning to exhibit my work there in relation
to Hongo’s own works. Hongo experienced having his works
vandalized on several occasions. | wanted to present his bronze,
plaster, and wood sculptures and drawings centered on his two
works Wadatsumi no koe (Voices from the Sea) and Fusetsu no
gunzo (A Group of People in the Wind and Snow), both of which
have been vandalized in the past. | had also planned to collect
materials regarding the incidents in question and write a critical
essay. In addition, my research on an indigenous monument in
Hokkaido was to have been exploited for this exhibition. My work
proposal was to develop an installation using all the pedestals
owned by the museum, and to show the history of the museum’s
location by shedding light on the shadowy existence of the
pedestals.

What | found particularly interesting about visiting Hokkaido in
winter was that the public sculptures are covered with snow. |
wanted to encourage visitors to SIAF2020 to see monuments in
various parts of Hokkaido in winter.

| think that the main characters in an art festival are the people
who live in the local area, and that the role of the artist is to enter
the area as an outsider, to shine a light on facts that have not been
illuminated before, to speak out, and to connect people to each
other through the works. | believe that it is important to present
new perspectives and stimulate discussion in order for people
who may differ fundamentally from each other to be able to live in
the same place and to be together.

AEF (RE0BHE) 1970F FovX fB)IHERAR
Shin Hongo, Fusetsu no gunzo (A Group of People in the Wind and Snow), 1970, Bronze, Tokiwa Park, Asahikawa

1969F [CHERE N1z, FIBHF (D DHDFE)
Shin Hongo, Wadatsumi no koe (Voices from the Sea), Vandalized in 1969

AERET (e b2 by —) (RS 0RHE) O—8)) AT SALRAKIENE OREE
Shin Hongo, Torso of Lying Man, a part of Fusetsu no gunzo (A Group of People in the Wind and
Snow), Garden, Hongo Shin Memorial Museum of Sculpture, Sapporo

MNEEDED

19854, BHREE N, FIREIERE, BZIR. BLIHR.
E=MFEEL (HEXE) . RIGORBEMOEECL AR
DEUREBRELECOVTORMHELERFIE. T
BEETI FELCTRZ1I(FRTZ 40, 20185F) ., &k
DHECTEZaAYY TR 74+—017] (THREBHE)
2020F 10 ABRFHETIS) b B B,

Nodoka Odawara

Born in 1985 in Miyagi Prefecture. Lives and works in
Tokyo. Sculptor, Researcher of Sculpture. Holds a PhD from
the University of Tsukuba. She has conducted academic
research on the evolution of Nagasaki's atomic bomb
monument and nude female figures in public spaces, as
well as written critiques. Her written and edited publication
is Sculpture 1 (topofil, 2018), and her recent papers include
“Monuments Must Fall?” (Gendai Shiso magazine, October
2020 Extra issue)

%

Av2Ca—BEEC D

Watch the video interview.

Photos by Nodoka Odawara
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KEFAKEB

LERE—+ NEIREA

Yoichi Kamimura + Takehito Koganezawa

PO B iE
Tatzu Nishi

REE+ Tz v=YE

Hyunjung Park + Pawel Janicki

74 hH 4

IOtEHRIEfT > 2— [YCAM]
Yamaguchi Center for Arts and Media [YCAM]

“In particular, the issue of what sort of works to exhibit in
snowy outdoor landscapes was a major theme in order to show the
significance of shifting the event to the winter season.”

For the winter exhibition, all venues including museums had planned
to present works related to Hokkaido’s winter. In particular, the issue
of what sort of works to exhibit in snowy outdoor landscapes was a
major theme in order to show the significance of shifting the event to
the winter season.

During the preparation period, we checked various facilities in the city
of Sapporo and found that the city’s snow-melting tank, located on
the north side of Sapporo Station, could be used as a venue. Although
not an outdoor space, it is an indispensable facility for processing a
large amount of snow in Sapporo during the winter, and it is a place
that the public does not usually get to see. Here, Takehito Koganezawa,
who has been working on spatial composition in recent years, and
Yoichi Kamimura, who has been developing works using sound on the
ice floes of Okhotsk as a material for his work, were trying to form a
new space combining sound and light while making use of the interior
space of the snow-melting tank that processes Sapporo’s winter
snow. Our plan was to allow limited numbers of people to walk around
the tank’s interior and to create the venue itself for an installation
including sound, light and melting snow.

Tatzu Nishi, who has been using monuments in cities in Japan and
abroad to create unexpected new works, proposed a number of ideas

using historical monuments and public spaces in Sapporo. They
included using part of the Sapporo TV Tower as a hotel room and a
work of gigantic ice cube containing everyday objects and tools.
While trying to differentiate it from other winter events such as the
Sapporo Snow Festival with its variety of snow sculptures, in
particular, and as a tribute to the long history of this event, large-scale
experiential content using snow as a material was envisioned in
cooperation with the Yamaguchi Center for Arts and Media [YCAM],
which was collaborating with us on media art-related projects.
Underground shopping malls in Sapporo in winter play an important
role in residents’ daily lives, as they commute to work while avoiding
the snow and braving the cold. The Sapporo Ekimae-dori Underground
Walkway, commonly known as “Chi-Ka-Ho,” is a space for daily life,
and Kita 2-jo Square was to be used for this event. The city of Sapporo
positioned this square as a showcase for the use of Information and
Communication Technology (ICT). We have envisioned the use of the
multi-display installed there to exhibit interactive work created in
collaboration with Pawet Janicki and Hyunjung Park.

Taro Amano
SIAF2020 Curatorial Director of Contemporary Art /Director in Chief

in City
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(ZHBENBY)D-HDOFO—4>% / Drawing for eat the air

Drawing by Takehito Koganezawa

ERFE—+NEIREAN

Yoichi Kamimura + Takehito Koganezawa

ZERAND

Installation

of the city to breathe new air.”

A huge heated pool where snow is collected and melted can be
found in the underground of the bus terminal at the north exit of
Sapporo Station. An invisible organ of the city was functioning

19824, TERETI, RECHEEIDRAREMET2HEEFED. 127
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eat the air there. Although it has the capacity to process 285 10-ton trucks’ INEIRIEN
vyorth of snr:)w in ofne day, it has only been in operation a few 197445, SHECERAE $ 11, EEREF S A AT S MR R A 2 B -
times over the past few years. MY TEBLE S, 20185, b (ARRAHLACER, BIEE M, 4

Eat the Air

T an Y —

(ZHEAENDE)DHDTAY FTy 7 (84) / Mind map for eat the air (details)

Making by Yoichi Kamimura + Takehito Koganezawa
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The scope of human life has been narrowed, and while we cannot
do things the same way as before, we are gradually developing
a new style of behavior based on new senses. The environment
of this planet is now changing beyond human recognition, as
with climate change and global warming. In Hokkaido, we saw
pools where snow didn’t melt and drift ice that shrank year after
year. The COVID-19 is also an event that cannot be predicted by
humans, and it comes suddenly regardless of our situation. The
ecological singularity exists in the moment. The most primordial
singularity for us organisms is when the atmosphere of the earth
becomes unstable and fluid due to photosynthesis, an oxygen
atmosphere is formed, animals begin to breathe the air in their
lungs, and the place of life is shifted from the sea to the land. The
oceans, which had been a place for the circulation of life until
then, suddenly opened up, and a new ecosystem of life spread
into the atmosphere by breathing the air.

As the oceans opened up to eat the air, giving birth to a new
ecosystem, let us eat the unstable air generated by this singularity
of our time and re-evaluate the world in which we live on the
premise of our relationship with various invisible events. Like
the echoes of seals in the sea, we can perceive the distant world
and live in a sense of distance from our neighbors. For a sacred
ecology is full of tolerance while allowing the possibility of death
coming closer.

Text by Yoichi Kamimura + Takehito Koganezawa

Photo by Takehito Koganezawa
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Yoichi Kamimura

Born in 1982 in Chiba Prefecture. Exploring ways of perceiving landscapes
visually and auditorily, he approaches environments around the world mainly
with field recordings. Based on the materials and concepts he obtains at those
locations, he creates installations, paintings, sound performances and music,
which are presented both in Japan and abroad. He considers field recording
as “meditative hunting” and investigates ambiguous relationships between
humanity and nature.

Takehito Koganezawa

Born in 1974 in Tokyo. After graduating from Musashino Art University, he was
active in Berlin, Germany. He has participated in a wide range of exhibitions
in Japan and abroad, starting with video art, installations and performances
since 2018 while based in Tokyo. He produces a unique space employing the
movement of lights.
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Watch the video interview.
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in City / Snow Melting Tank

Making and Text by Yoichi Kamimura + Takehito Koganezawa
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Drawing of Tunnel of Daily Life (Working title) for SIAF2020, December 2019
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Horizontal section of Tunnel of Daily Life (Working title), (ﬁb /. / X 4 » J

March 2020 L
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Connecting part of Tunnel of Daily Life (Working title), March 2020

“ The final proposal is an installation that alternates
between vehicles and living space of a home.”

| roamed around Hokkaido for half a year when | was in my early twenties. For me, this area,
where | found direction in my life, is very memorable. It has become a place | have visited
regularly since then. So, | was very happy to hear the offer from SIAF. | planned to employ
my experience in Hokkaido as a backdrop for my work, while taking into account the history
and climate of Sapporo, which is the theme of the festival.

| ended up proposing a huge number of ideas. The first was to build a room supported by the
exposed steel pillars of the Sapporo TV Tower and turn it into an actual hotel where people
could stay. Due to various problems, | gave up the project. The next was to make a giant ice
cube filled with daily necessities that could only be made in the extreme cold of Hokkaido. |
liked this as a new direction for my work, but it was technically difficult to achieve.

The final proposal, the Tunnel of Daily Life (Working title) is an installation that alternates
between a truck, a car, and other vehicles and the entrance, living room, and bathroom
of a home.

For example, when a visitor opens the door to go from the entrance through the dining room
to the next room, as people do on a daily basis, the visitor walks into the truck.

When you open the door to get out of the back of the truck, you break into the bathroom
of someone’s home. | was planning to expand the scale of the Sapporo version of the one |
unveiled in Tokyo in early 2020 and display it in a structure that can withstand the snowfall.
This had something to do with my memories of hitchhiking from one building to the next
in Hokkaido, and also with Sapporo, where it was extremely cold and we had to drive
around in cars.
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Tatzu Nishi

Born in 1960 in Nagoya, Aichi Prefecture. Lives
and works in Berlin and Tokyo. In 1997, he began
working in Europe with the assumption that his
audience would be “ordinary people who are
not much interested in art,” and he installed
his works in the open air. The “expansion of the
human imagination” is the raison d’étre of his
art, and he creates with “laughter, violence, and
sexiness” as his tools. He is known for his drastic
and adventurous projects that take place in
cities and involve people.
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Sapporo TV Tower Hotel (Working title)

A project to build a room on the Sapporo TV Tower and operate
it as a hotel. The single tube of scaffolding is intertwined with the
steel frame of the tower to ensure its strength.

Proposed locations to build a hotel are;

A) Between the lower observatory and the digital clock
B) On the digital clock

C) The roof of the upper observatory
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Snow Pile on the Car (Working title)

A work appears to be a large pile of snow on top
of a large car. Daily necessities are peeking out of
the snow pile.
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Making Ice Statues Incorporating Open Air
Sculptures (Working title)

Making a mold of a human figure around an outdoor
sculpture and pouring water into it, an ice statue
is born in sub-zero temperatures. If the statue of
William S. Clark was used, the ice was going to be his
wife, or Jo Niijima who led his visit to Japan.
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Packed in an Ice Cube (Working title)

A project to pack everyday objects such as sofas,
chests, beds, cars, motorcycles, etc. in an ice cube.
The ice cube was planned to be installed in the gaps
between buildings.

Drawings by Tatzu Nishi
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. o Installation “ The presence of wind is expressed
Hyunjung Park + Pawel Janicki by the swaying of what is there.”

JE RS

Our work that we planned for SIAF2020 was a
To the wind project on the theme of wind. After living in Seoul
and Tokyo for many years, | became more aware
of the wind in Sapporo, where | relocated a few
years ago. | believe that the presence of wind is
- expressed by the swaying of what is there. | have
J l been creating works on the theme of borders

m"‘;";‘f"‘fﬂ and boundaries. With this work, | focused on the

“borders” created by the wind, and thought about
what kind of actions and effects make it “wind.”
| was planning to collaborate with Pawel Janicki,
a Poland-based artist, and exhibit at Chi-Ka-Ho
underground space. How we produce artificial
s wind in Chi-Ka-Ho and where it flows to, | was
o working with Pawel to come up with a device to
see how we can realize the idea. | wanted to use
o video and photographs related to wind from old
2 archival materials at Hokkaido University and
to touch on the relative time between the long
history of the natural world and the short history
of humans and other living things in relation to
4 it, in order to have a dialogue with the audience
power (electricity) about what has changed and what has not.
supply centrolled | like SIAF’s Japanese theme, “Trying to live
via DMX interface here,” because | can sense the positivity and
independence of the living creatures there, and
also in the selection of things to pass on to future
generations.

loutisoeaie

screens (mounted on the wall)

Talk by Hyunjung Park

audio

computer

video

SIAF2020D 7= DR YT vF, REDT Y ENY A 27—V &FERALIATRY 27 LE
Sketch for SIAF2020. A system configuration (flow) of artificial wind using public digital signage Sketched by Pawel Janicki
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Courtesy of Hokkaido University

in City / Chi-Ka-Ho (Sapporo Ekimae-dori Underground Walkway)

R TEITAKDA A=Y, BIEADDRF I
Image of drift ice moved by the wind. Still from video

Cinematography by Hyunjung Park
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Hyunjung Park

Born in 1984 in Korea. Lives and works in Hokkaido.
She studied art at Korea National University of Arts and
Graduate School of Musashino Art University. With her
camera, she observes and records objects and phenomena
at various borders: between words, between life and death,
between time, between countries, and between science and
art. She collects the moments when the ordinary becomes
special, as seen in the records, and creates works offering
you to experience them as a space of memory.

Pawel Janicki - P.84
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Watch the video interview.




TR/ E2E2FE00) [KEB2TEHAB]

228

7 4 AH &4

lLOfE R =Mt 2 — [YCAM]

Yamaguchi Center for Arts and Media [YCAM]
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Korogaru Snow Playground

Javzsh

Project

TITAETADRYvF / Sketch of the playground activities
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TLA559 2 FD3D ¥ IaL— 3 / 3D Simulation of the playground

“ The direction of YCAM's programs and the theme of
SIAF2020 may resonate with each other.”

Daiya Aida (Curatorial Manager at YCAM): The Yamaguchi Center for Arts and
Media [YCAM] has been implementing several projects that emphasize the
creation of something together with the citizens. The concept is to set up a space
that maximizes the power of participants, believing that creativity is not the sole
property of the artist, and that the work is only completed when this is combined
with the creativity of the audience and the participants. Two projects that seemed
to be a good match for SIAF were the “Future UNDOKAI Project,” in which
participants would create new sports, and the “Korogaru Park” series, in which
the park’s users would work together to create new ways of playing in and using
the park. Accordingly, we drew up a plan to mold a huge mortar-shaped field out
of snow and to think about how people could play in and use this field. | sketched
out the shape of the park and handed the rough sketches to a local construction
team in the form of CG, asking them to prepare more detailed plan.

Richi Owaki (Video Engineer at YCAM InterLab): Since a sports festival requires
a lot of communication, for SIAF, we thought it would be impossible to gather
people based on a set of rules. So initially we started thinking from the standpoint
of the park as a field.

Aida: | had predicted that the direction of YCAM’s programs and the theme of “Of
Roots and Clouds” might resonate with each other.

Owaki: Speaking of resonances, there is a form of polyphony in Ainu music, in
which multiple scales are sung simultaneously. For example, | had an image of
incorporating such a style into play in the park so that music and dance could be
newly constructed through complex formations of light and sound.

in City / Sapporo Snow Festival [Odori 2 Chome Site]

IWAE#R=H > 2—[YCAM]

FifEds - ILRRILIOTHAHERE7-7
BASERFRT : 10:00-20:00
https://www.ycam.jp

InfE#R=T > 2— (Yamaguchi Center for Arts and
Media) 3B T'YCAM (744 4) ] (F, IWARILAOHICHZT
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Yamaguchi Center for Arts and Media [YCAM]

Address: 7-7 Nakazono-cho, Yamaguchi
Open hours: 10:00-20:00
https://www.ycam.jp

The Yamaguchi Center for Arts and Media, commonly
known as “YCAM”, is an art center located in Yamaguchi
City, Yamaguchi Prefecture. In addition to exhibition spaces,
the Center’s facilities include a cinema, a library, workshop
spaces and a restaurant among others. Operating around a
central axis defined by the pursuit of new artistic expression
incorporating media technology, the Center has been hosting
a variety of events including exhibitions, performances, movie
screenings, workshops for children, etc. since its opening in
November 2003.
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Watch the video interview. E
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December 15, 2019 / SIAF2020 Pre-event Special Gallery Tour Vol. 1

“The Beauty of AINU Handiwork: From the Collections of Yanagi Soetsu and Serizawa Keisuke”
Guides: Mayunkiki, Satomi Igarashi (Hokkaido Museum of Modern Art)

Venue: Hokkaido Museum of Modern Art
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October 18, 2019 / SIAF2020 Pre-event special talk “Ryusuke-san! Klaus-san! What Do Artists Do?
—How the Idea Becomes an Artwork and How It is Exhibited—"

Speakers: Ryusuke lto, Klaus Pobitzer, Agnieszka Kubicka-Dzieduszycka, Kazumi Miyai

Venue: Sapporo City Hall
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Art Mediation—The General Idea

Art Mediation has been an important part of SIAF2020 from
the beginning of working on the festival. The main goal of the Art
Mediation program was to reach broader audience around
the festival. The implementation of this perspective has formed
the root for the Communication Design section within SIAF2020.
The word “mediation” comes from the Latin word “meidiare”
and refersto being in the middle, transmitting a message, negotiating
senses. In the context of art, this process is located somewhere
between artists, curators, artworks, audience, and institutions/
organizers. It allows for building relationships and including
diverse perspectives.

Thus, we can say that Art Mediation is a platform for experiencing,
enjoying and discussing art, while sharing different opinions,
knowledge and feelings. It is a complex, multi-layered concept that
can be approached in different ways through a variety of tools and
activities. Art Mediation practice focuses on long-term, quality-
oriented contact and relation with the audience, and creates
conditions for new experiences and inspiring independent research.
While working on the festival, the whole team (consisting of
directors, curators and office members) agreed with one voice that
without visitors the efforts of making it are useless. When planning
the program, our main goal was to engage the audience at different
ages and levels of acquaintance with art in many different ways. We
were also preparing artist talks, lectures, guided tours and
workshops.

Because of the COVID-19 pandemic outbreak and the evolving
epidemiological situation, we had to cancel the third edition of SIAF
and modify our plans. We had to shift from the live interaction into
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November 20 -24, 2019 / SIAF2020 Pre-event workshop “Paper and Ratchet”
Artists: Przemyslaw Jasielski, Rainer Prohaska

Venue: Sapporo City Hall
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different ideas and ways of experience in this specific atmosphere.
Anyway, we hope that the Art Mediation practice will continue in
the future SIAF editions. Also, our ambition is to inspire other
institutions and festivals in Sapporo to develop audience-oriented
programs.
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July 24, 2019 / Open Talk “Think Together the Way We Enjoy SIAF2020™

Speakers: Midori Inoue, Ayako Hiizumi, Akiko Sakamoto, Daichi Yamaoka, Magdalena Kreis,
Pawel Janicki

Host: Taro Amano, Agnieszka Kubicka-Dzieduszycka, Kanoko Tamura, Takahiro Urushi

Venue: Sapporo Community Plaza
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Jasielski working with the local participants
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Prohaska working with the local participants
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Photos by Noriko Takuma
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January 4, 2020 / SIAF2020 Pre-event Special Gallery Tour Vol. 2

“Globe as a Palette: Contemporary Art from The Taguchi Art Collection”
Guides: Shiori Tsuda, Kohei Sato (Sapporo Art Museum), Kanoko Tamura
Venue: Sapporo Art Museum
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Plans and Ideas for the Art Mediation Program
within SIAF2020

The general idea of the Art Mediation program within the SIAF2020
festival was to create a situation in which a diverse audience feels
welcomed to all the festival venues and to explore and appreciate
the exhibitions and artworks. We wanted to engage in this process
all people organizing SIAF2020 (i.e. directors, curators, managers,
office members and—of course—artists), as well as a group of Art
Mediators, who'd would join the festival team to support guests in
their visits to galleries, museums and other locations of SIAF2020.
SIAF has collaborated for a few years with a SIAF-bu—a group of
people who co-create events, organize guided tours and, basically,
assist the SIAF team. This group was, actually, a starting point for
setting up an Art Mediation team within SIAF2020. With the help of
Art Mediators, the goal was to start individual relations with the
visitors and allow everyone to fully experience art. Art Mediators
were to work in three complementary areas: Exhibition Guides (who
would connect visitors with the artworks through dialogue), Visitor
Guides (who would offer assistance on-site by providing information
to help visitors enjoy the festival), Local Supporters (they could
connect better with the local community and derive from Sapporo’s
roots because of their knowledge and experience).

Another part of the program we wanted to introduce were SIAF
Rooms, i.e. the specially organized spaces, where people could get
to know more about artists, the process of creating artworks and
the context of exhibitions. We wanted to provide diverse materials—
photos, videos, sketches, quotations, texts, etc.—that would bring a
wider perspective for the issues presented at the exhibitions. We
were planning five different SIAF Rooms following the maps of
association rule with #tags: in Shiryokan (Former Sapporo Court of
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February 11, 2020 / SIAF2020 Pre-event Special Gallery Tour Vol. 3
“Enjoy mima with Children”

Guides: Kanoko Tamura, Magdalena Kreis

Venue: Migishi Kotaro Museum of Art, Hokkaido (mima)
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Appeals), Sapporo Art Park, Moerenuma Park, Sapporo Community
Plaza and Hokkaido Museum of Modern Art. The visitors were
supposed to be supported by Art Mediators while exploring them.
These special areas were also dedicated to gathering some ideas
with sticky notes, leaving questions or simply just having a hot tea
and resting a bit.

When thinking about the concept of the SIAF2020 Art Mediation,
we also thought about some extra activity for families; and we
came up with a peculiar stamp rally. We wanted to encourage
families to visit all the venues and create their own collage(s) or
picture(s) with the use of custom-designed stamps. It was
supposed to end with a collection of illustrations made by children
using stamps and their imagination.

Our plan was also to organize various workshops, artist talks,
video screenings and guided tours with curators and directors, but
also—last but not least—casual cooking and talking ions. We
wanted to ask SIAF curators and directors to prepare some soups
or other simple dishes to share with visitors, and also to cook while
talking about the exhibitions. The aim of that idea was to create a
unique atmosphere at the table, where everyone could taste new
flavors and chat freely.
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July 27,2019 / SIAF x WRO Art Center screening program for families "Cze$¢! which means Hello!"
Speakers: Agnieszka Kubicka-Dzieduszycka, Magdalena Kreis, Pawel Janicki
Venue: Shiryokan (Former Sapporo Court of Appeals)

Photos by Noriko Takuma
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(8 Activities within Art Mediation g
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SIAF2020 Official Character “UNTONE”

After SIAF2020 was canceled, the SIAF team requested to focus on
the program for kids and families that could help explore the
themes and perspectives of the festival. The ideas that were
flooding my mind were circling around what exists and what does
not exist, what is visible and what appears only in imagination. The
impossibility of visiting festival venues and exploring artworks has
shifted my angle to private and—in this case—obvious and secure
space, that is home.

My goal was to deliver activities that kids and families can take in
their free time at home or in their closest surroundings. What was
important for me was to distract their attention from the screen;
that is why, one will not find typical online workshops or internet-
based activities there, but rather materials to read, cut-out, print
and colour. And an audio guide!

Program—After Cancellation

Visit the website to explore
the Art Mediation Program. E

Some elements of the Art Mediation program are tightly connected
to the main theme of the SIAF2020. i.e. “roots” and “clouds”, and
invite to explore this topic when traveling through the city, which
was also a strong part of the concept after the festival was canceled.
If you can leave your house and walk around when the pandemic is
on, why not to look at the surroundings closer and use your
imagination? Exploring well known areas or issues from a different
perspective is another highlight of the program.

| have always been enchanted by the interplay between the analog
and the digital. The pandemic was an occasion to practise it.
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Listen, Look, Imagine—Audio Guide through your house
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Audio guides are quite a popular tool to explore exhibitions.
Because of the SIAF2020 cancellation, we could not invite the
audience to the festival venues and this is how the idea of this
unique Audio Guide that leads its listeners through their houses
appeared. It encourages to look differently at the closest surroundings:
the space one knows well, but maybe never paid much attention to.
It is also important to say here that all sounds making up the guide
were collected at home. Pawet Kreis, a sound engineer who is
responsible for the sound design of the guide, recorded them at
home and generated from them background sounds, short
compositions and jingles.

Do you recognize this sound?

With this sound, we've just discovered a new perspective.
This is the sound of a curtain, which was actually hiding quite
an interesting view.

So now, choose a window and look at the view outside.
Stay focused and observe it for a while...

The set of sounds along with simple tasks prepared in the Japanese
and English language version is a universal tool for exploring private
space. An important part of this activity is the sensibility and
imagination of its users, and the Audio Guide was created to
stimulate it.
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Concept: Magdalena Kreis
Text: Magdalena Kreis in collaboration with the Sapporo

Sound: Pawet Kreis
Proofreading of the English version: Barbara Kregiel
Proofreading of the Japanese version: Kanoko Tamura

(English version), Ayaka Wada (special Japanese version)
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International Art Festival Executive Committee Secretariat
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Collection of Roots and Clouds

202142 A148% > TEHHET / End of update on Feb. 14 2021
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UNTONE from Sapporo—Activity Book b vasion
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“Roots” and “clouds”—the main SIAF2020 theme—were the starting

point for making the Activity Book. UNTONE, a cloud-and-root- siaf_netokumo 7azs-sess ) ELTHED EWIEZRR—REBESTNBDR, AV RES
shaped character, became the travel companion and the city guide WEITE  FanT—69A 7ani—Hh2i SATOTH b [t - dhlsT Of Roots and Clouds)
through Sapporo. BRUD  HAGT 1O Roots and Cloudsy R ~ o R
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associations with “roots” and “clouds”. Roots flowing in the Toyohira
River? Clouds of information around the TV Tower? Dump roots of
the Moerenuma Park? Again, the readers’ imagination and change
of perspective turn to be great qualities here.

The booklet was illustrated and designed by Pawet Mildner, but he
is not the only author of it. Children are invited to prepare a special
curved ruler from the stencil on the cover and use it to doodle on
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the next pages. There is also a special space to note down places
connected to “roots” and “clouds” to be explored in the future.

During the festival, the directors and curators were planning to
search for various meanings of “roots” and “clouds” in the artworks,
but the cancellation of this year’s SIAF edition unexpectedly brought
a new perspective. Walking around and spending time outside, if

Looking for “roots” and “clouds” in the everyday surroundings has
become the basis for the Collection of Roots and Clouds project
carried out on Instagram. The activity is open to any associations,
whether obvious or abstract. Curly hair, fluffy clothes, whipped
food, entangled cables, underground subway systems—anything
can be seen as roots or clouds. The idea of the project is to share
the variety of forms that appear as roots and clouds, depending on
individual perception.

A4HA X 20— / A4 (210 x 297mm) size, 20 pages

only possible, seems to be the best idea, so the journey through

Sapporo might be treated also as a huge and unusual exhibition tour.
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lllustration and Design: Pawet Mildner

All photos posted on Instagram with the #netokumo hashtag or
send by email to the SIAF team are building up a unique collection
that anyone can co-create. The effect of this collaborative creation
was presented at the SIAF2020 Document exhibition held at
SCARTS in February 2021.
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Special Thanks to the SIAF-bu Members: Fukiko Gyoten, Megumi Kawamura and Sayaka Nagae Instagram:
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Mo(e)re Play —a creative set
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Moerenuma Park was supposed to be one of the SIAF2020 venues
with an indoor and outdoor exhibition. The park, in winter usually
covered with a thick layer of snow, is actually one huge composition
by Isamu Noguchi and it became an inspiration for creating the
educational material dedicated to the younger audience.

It consists of three wooden boards, that serve as backgrounds, and
various colourful elements to play with, which are based on the
forms found in Moerenuma Park. They have different colours on both
sides that reflect different seasons: one side - summer shades of
green, yellow and blue, and the other one - winter blues and whites.
This educational play was designed to present the Noguchi’s concept
of looking at gigantic compositions from the bird’s perspective,
perceiving them as huge sculptures in space. By playing this peculiar
game, children can create and observe multiple compositions
without any special rules - easily changing the position of elements.
“Mo(e)re Play” hides in the name of the Moerenuma Park and initiates
creative activities that can go on and on. The wooden version of
“Mo(e)re Play” will be available in Moerenuma Park also after the
festival period; additionally, there is a PDF version on the website to
download and use at home. The activity, designed especially for the
Moerenuma Park, is also an inspiration to run other audience-
oriented programs there.
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January 24, 2021/ Mo(e)re Play - workshop
Speakers: Magdalena Kreis, Kazumi Miyai
Venue: Space 1, Glass Pyramid, Moearenuma Park

The workshop was a premiere of the toy. Fourteen participants - both
children and parents - had a chance to learn some more about Isamu
Noguchi as well as Moerenuma Park and then play with the wooden
boards and elements creating various compositions out of them.

Photos by Noriko Takuma
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There is a photograph of Isamu Noguchi sitting in front of
prototypes, trying to figure out how to place playground
equipment. There were colors, shapes and number of the
playground items to be placed, and children who would use
them. | imagine the time he spent in contemplation, overlaying
various conditions on the space, must have been filled with
the joy of creating his own garden.

Mo(e)re Play is a program that enables people to experience
the joy of designing such spaces. Magdalena Kreis, the author
of the program, told me that in the early stage of preparation,
she wanted to create a program referring to the “shapes” in
Moerenuma Park, the joy that lies between “making things”
and “playing with things.” A single arrangement of an object
can change the atmosphere of a place. It is a fascinating act of
creation, and | think it might bring a fresh surprise and
discovery for children.

The three wonderful wooden objects created through this
program will eventually be permanently installed in
Moerenuma Park, and children will be able to enjoy them at
any time. Children who experienced this activity will become
spatial designers in a few decades, producing a new Sapporo.
| am grateful for the program that makes me dream such
wonderful ideas.

Kazumi Miyai
Curator of Moerenuma Park
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When SIAF2020 was cancelled we thought we ought to document and
disseminate the work of artists, curators and the entire SIAF team that
we've been able to carry out during the past two years. It became clear
that we had to explain to and share with the audience what we had
achieved even if our achievements couldn’t materialize as a real
exhibition at all those inspiring venues across Sapporo.

| wanted to secure visibility for the work invested in the development of
the concept. That was how the idea of documenting a speculative
exhibition appeared. In this way, the initial idea of SIAF2020 has shifted
towards the conceptual part of the art field, where instead of the
experience of real artworks, we only deal with ideas, concepts, words,
sketches, documents, and traces that we can share. Let us focus on the
definition of the verb “to speculate”. According to the Merriam-Webster
Dictionary, “to speculate” means to meditate on or ponder a subject, to
reflect but, also to review something idly or casually and often
inconclusively, and to assume a business risk in hope of gain. It also means
to take on the basis of insufficient evidence to theorize or to be curious or
doubtful about something. So, there’s an imminent risk inscribed in the
very meaning of this word, which results from an active act of pondering,
intensely thinking about an issue, and facing insufficient evidence.

We have decided to take that risk, and to invite the audience to stir
their imagination about SIAF2020 as a potential exhibition without
directly experiencing the art. The absence of the artworks and the
need to use other means of conveying complex thoughts encoded in
aesthetic objects paradoxically showcase the power of art as such and
its mysterious capacity to reach people’s hearts and minds, and to
influence their ways of seeing and understanding the world. Regardless

Special Website

SIAF2020 Matrix
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of the handicap that is the absence of the works of art, I've resolved to
create an archive of an exhibition we can only speculate about, also
because art-making is so much more than only its final product: a
show. To reveal all the processes is the key point of the undertaking,
and it informs our notion of an archive. We've decided to collect the
available source materials, such as the existing drafts, texts, images,
sound recordings, video sequences, and in some cases software. All
these compiled resources concerning unrealized ideas for SIAF2020
shall serve as a structure for translating the key points of the original
exhibition concept rendered in the title “Of Roots and Clouds”.

My idea for the online archive is to provide the audience with the
documentation of the artworks and the artists’ concepts designed for
the exhibitions at the various venues in Sapporo, but above all to foster
a space for the audience’s speculation and imagination.

It shall offer traces and hints within an algorithmic environment,
reflecting the ideas stemming from the curatorial concepts and the
respective artworks. The website visitors should be able to navigate
their own way through SIAF2020. Our intent is to create a structure
that will ensure as fluid and changeable an experience of individual
paths through this archive of ideas as possible. We have not created an
online exhibition, but a matrix of a potential exhibition, a collection of
documents to be read, viewed, and listened to in the absence of the
artworks at their planned locations.

Agnieszka Kubicka-Dzieduszycka
SIAF2020 Curatorial Director of Media Art
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Access the website siaf2020matrix.jp, and
the map of Sapporo will appear.
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Please visit this site from a PC browser and some

browsers may not display the site correctly. 1
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Circles will be displayed on the map,

based on the geographical information of
the works that were to be exhibited.
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The locations of the works will turn into
an abstract pattern; groups of circles
based on the works’ rough locations
will appear.
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Message from the development team of Qosmo

The project of SIAF2020 Matrix was originally brought to us as a
challenge to envision what an online exhibition could be. Contrary to a
typical showcase website, the purpose here wasn't to simply display a
body of artworks, but to elevate the meaning of what an exhibition
space is, and how a visit can virtually happen in it.

More specifically, one key aspect was to build an experience that lives
within the context of the original exhibition: its concepts and
developments of course, but also its geographical location and layout,
in an attempt to revive it by digital means. For this reason, the layout
displayed on the home page is a reflection of the actual coordinates of
each work, originally placed around the city of Sapporo, Japan.

As if they were trying to adjust to this new medium, the artworks
dynamically re-organized themselves to fill the computer screen,
following the rules of physics, and become objects with which users
can interact.

Being a shared experience, we also decided to provide a sense of
proximity between the visitors, similarly to a physical space. In order to
achieve this, anyone viewing an artwork is being anonymously sent in
real time to the others: as you view the main exhibition layout, the
presence of those "around" you is brought to your attention, as they
materialize on your screen.

Under the hood, we brought in the modern computing techniques that
we often make use of at Qosmo: machine learning. Not as technological
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A figure indicating the location of each work

ZEMAEREDINTNS, in the virtual space

https://qosmo.jp/en/

gimmick, or even an engineering challenge, but as an efficient way to
give natural solutions to natural problems.

Practically speaking, this approach fits in the structure of the project
with ease. The idea is to build a generative narrative: using the
information of each artwork, we wanted to propose a guided visit that
would reflect the meaning of the artworks. Here, we decided to focus
on the concepts, written for each of them. When put through natural
language processing models, features can be extracted from these
texts - those features, while making little sense on their own, find their
usefulness when put together, where they allow to assess the proximity
of two concepts. As a result, they form a virtual space, a space of
meaning, continuous and browsable.

This is where the website navigation takes place: starting from any
random project, the user can be guided to the closest one, and so on.
Thus, using modern data processing tools, we bypass the traditional
arbitrary web navigation, and propose a new, relevant way to consume
information.

Conceptually, the project as a whole makes sense particularly when
taking a step back. 3 distinct, yet related spaces, are mirroring each
other here: the geographical space, where the exhibition gets its layout;
the shared virtual space, where visitors freely move around and
proceed through their visit; finally, the latent space, where the
navigation comes together.
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Advisory Board

Sapporo International Art Festival—The Importance of Indigenous Arts and Artists

Anthony Shelton
Professor of Art History /

Director of the Museum of Anthropology (MOA) at the University of British Columbia

The Sapporo International Art Festival’s focus on Indigenous
arts and cultures and the opening of Upopoy, the National Ainu
Museum are important landmarks in acknowledging Japan’s
multicultural heritage. Ethnic diversity enriches the cultural,
artistic, and performative expressions that frame our social
existence and enliven our sense of tolerance, social well-being
and imagination. No wonder then, in Indigenous cultures world-
wide, requests to museums to repatriate important art or
cultural works are often couched as a means of restoring
spiritual energy and social balance to heal the ills and rifts that
centuries of external and internal colonialization have afflicted
on communities. In many cases, the appropriation of cultural
patrimonies coupled with the social, economic and political
marginalization of Indigenous communities have left deep scars
that only now are finding expression in a renaissance of
contemporary arts that combine Indigenous meaning with
traditional and new media. Processes of globalization have
internationalized some Indigenous artists, who along with new
arts organizations, biennales, triennale’s, and international arts
fairs and festivals that bypass the traditionally often restrictive
doors of museums and galleries, have helped widen fixed ideas
of inclusivity.

Flexible funding institutions and festivals like the Sapporo
International Art Festival are crucial to helping us appreciate the
vitality, expressiveness and complexity of traditionally accepted
views of our national histories; they reveal the complex
entangled strands of diverse cultural and artistic flows and
provide them a platform to come alive and enter our lives; our
values, and even our sense of individual identity. Indigenous arts
are transformative. They confront prejudice, offer new views of
our shared reality and expand our imaginations. In 2013, | had
the pleasure to see the exhibition curated by Anselm Franke’s
installation, Animism, at llmin Museum of Art, Seoul, Korea,
which explored the epistemological battleground between
modernism and pre-modern intimations of live nature. The
evocation of an ambiguous, “troubled” Nature, which lay
somewhere between the animate and the inanimate was
haunting and recalled the often vitalistic worlds of the Ainu, the
peoples of the Amazon and the Borneo rain-forests, or the
Wixaritari of Mexico and the Quechua or Aymara of the Andes
for whom everything is connected through the spirits of rivers,
lands and mountains. This confronts our own static, deadening
view of land as no more than a commodity and offers us an
alternative vision to return to being part of the world from which

capitalism has violently separated us. A little over a year ago, the
historian and folklorist, Kazuhiko Komatsu toured me around
some of the more than 130 Ningyo-Dosojin shrines in the vicinity
of Akita. Each village shrine attests to the remnants of animistic
beliefs in Japan and expressed hope for the future. Still revered
as guardian figures of the village and its lands, the large straw
figures that occupy these sites are still credited with the power to
exorcize evil spirits and preserve the health of the villages. These
examples, it may be justly argued all represent anti-modernist
views of the world that invite us to consider whether, if museums
remain an expression of modernism, art festivals and community
museums are pockets of resistance and alternatives to the
modernist “realities” they nearly all express. The point is that after
embracing modernism, though we cannot re-enter any pre-
modernist “reality”, we can create something new, an as yet
undreamt alternative to modernism from the plurality of ways of
knowing and seeing the world that surrounds us.

Living and working on Canada’s Northwest Coast makes one
aware of parallel worlds which separate Indigenous from settler
communities and world-views. We are a multi-cultural nation,
but a nation that still needs to recognize that native languages,
many of which are now endangered, must be acknowledged as
an essential part of our patrimony. As repositories of other ways
of knowing and expressing the world, languages are essential
and deserve to be rescued from obsolescence. The arts are like
languages that approximate our inner-most thoughts. Museums,
galleries, libraries, theatres and community centres should not
exist as islands but be interconnected so they form integrated
institutional networks through which art, performance and
multiple heritage expressions can flow to benefit all the
communities in a country’s wide-strewn geography. It is
insufficient to support citadels only for some while excluding
others. What we need are flows and circuits for the arts - and
this needs to include, as the Sapporo International Art Festival
2020 so aptly recognizes, the arts and expressions of Indigenous
peoples.
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The Third Garden

Violetta Kutlubasis-Krajewska

Director of WRO Art Center
Program director of WRO Media Art Biennale

In the eleventh century manuscript Sakuteiki by master
Tachibana no Toshitsuna there is this idea of a garden set in a
materiality that we are able to experience directly, wandering in
the creative representation of the nature which is our home. In a
study that appeared four centuries later, Senzui narabi ni yagyo
no zu, attributed to the priest Zoen, we find the possibility of
adopting the perspective of observation, contemplation, and
experiencing the pictorial garden.

Both views reflect the essence of our existence, direct
perception, both sensual and symbolic. And when we lose the
experience of observation, they reflect the essence of the effects
of interference as well as unrestrained crossing of boundaries.

Art, with its constant expression of observation, and the
creative gift of skillfully transforming an artistic message into a
material and immaterial form, constantly reminds us of
substance and observation. Every stone and root and cloud are
important. It is not necessary to enter the garden to enjoy its
beauty. The garden stores and creates seeds that will go on.

It is a model and a laboratory in which many gardeners worked
in Sapporo in 2020; artists, activists, programmers, curators,
producers became these gardeners. They created a frame,
prepared works, registered them and produced documentation;
when perceived individually, these allow us to access the
artistic experience in a way that is available at the present time.

The next edition of SIAF in 2023 may become a form in which,
apart from the network repository and our interaction in it, we
will be able to enter the garden, which may become the entire
city of Sapporo, to compassionately experience the meeting
with others through art.

The triennial art exhibition is a certain continuity for which the
materials are not only museums and galleries but also open air
and urban space. In 2020, there was a strong need to emphasize
the role of artistic documentation for the reception of the work.
The international voice of artists and its perception have
become the material of a long series of events adapting to new,
non-obvious, complex conditions of presenting contemporary
art. Analysis of consumption, accumulation, recyclable
materials, items and recovered states have become art forms.
We approached the artists’ studios, discovering the process to
be as significant as the result. These activities were based on
activism, critical reflection and imagination in artistic practice
and communication.

Advisory Board

The Triennial SIAF, along with other international artistic events
(let me name among them WRO Media Art Biennale, the oldest
and biggest in Poland), is a specific forum where contemporary
issues are discussed: how to overcome the current limitations of
art availability, how to enable artists to reach audiences, how to
ensure proper communication and restore artistic activity to
culture in the face of both social limitations and the phenomenon
of disappearance of complex, multidimensional works from a
shared area of culture (which are currently dominated by short,
expressive, poster-like, univocal forms, nevertheless significant
in the artistic discourse). How to overcome the limitations of
digitization of culture, extracting from it what is most valuable,
without making the viewer a consumer of networked content.
How to maintain the attention of the viewer; the viewer who is
devoid of community experience and saturated with network
stimuli.

An important artistic event is a field of experiment that runs
between impulse and reflection, examining the contradictions
and dynamics of both unique artistic expression and the
adaptation of cultural patterns to its interpretation.

This field of experiment is defined as the moment of initiation of
shared energy in conjunction with a long process of work shared
with viewers and participants, in order to create future memories.
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Shattering / Gathering

Hiroshi Yoshioka

Program-Specific Professor, Kokoro Research Center, Kyoto University

How will historians a hundred years later describe this global
incident, the novel coronavirus (COVID-19) pandemic? Nobody
knows at this moment because we are still in the middle of it, as
if being trapped inside a giant maelstrom, where everything is
spinning at a dizzying speed, horrifying us every day, and
depriving us of our cool judgement. What on earth is going on
now? We are able to be only aware that people are separated
from each other in a shattering way and prohibited from
gathering. Instead of gathering, we are ordered to be connected
via online with each other.

| think this situation gives us a new opportunity to contemplate
the relation between two contrasting, but fundamental
directions that have driven human society, which are
“shattering” by being separated from each other and “gathering”
by getting together.

“Modernity,” so to speak, was a project to separate people from
each other. In other words, modernity in this respect is a
program to separate us from our traditional communities and
encourage each of us to pursue a life as an individual person.
By being separated from each other, people started to seriously
think who they are and each arrived at a self-image. This
process was a new experience for them. This is also the basic
condition for artistic activities in the modern era and beyond.

However, if people are simply separated from each other, the
society will only be dwindling away. After going through the
experience of being an individual, we need to create a new
community eventually, rather than returning to a false past.
Achieving this should be the ultimate goal of modernity. In this
respect, artistic creation is an important activity that provides
us with a clue and hope for attaining the goal.

From this point of view, | have believed from the beginning that
giving this art festival, the Sapporo International Art Festival, in
Hokkaido has a great significance. Hokkaido is the place that
has been experiencing various challenges related to
modernization in Japan, particularly the process of destroying
traditional communities and building new communities instead,
in the most obvious manner and on a grand scale. | have also
thought highly of the concepts of “roots” and “clouds,” which
are included in the theme of this festival, Of Roots and Clouds,
as having a great importance in this sense. It’s a real shame that
our hope of gathering in Sapporo has been shattered by the
unexpected pandemic of the infectious disease.

Advisory Board

One important thing that we have discovered through the
current situation is that we are able to do much more things via
online than expected. However, using the Internet will never be
the substitute for “gathering.” We will never be able to reach a
new era by technological progress alone. We must resist the lie
that a virtual world can substitute for a real world, while
continuing to explore the possibilities of virtual worlds. And we
must get together in Sapporo again.
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The Significance of SIAF2020
As an “Unbuilt” Project

Shihoko lida

Independent Curator / Associate Curator, SIAF2014

“Where are the Ainu artists?” Since SIAF was established, |
have often been asked this by overseas art professionals well
versed in Japanese contemporary art and by people from
foreign art museums that have long featured indigenous artists
in the framework of contemporary art. That is why it is
important that SIAF has visualized the existence of Ainu art
and culture, which are an essential part of Sapporo’s history
and culture, in its past themes while pursuing a policy of being
a multidisciplinary international art festival with a focus on the
two fundamental pivots of contemporary art and new media
art.

Among the various attempts of SIAF2020 worthy of note, | will
take only one example because space here is limited. It is an
attempt to show respect to the Ainu and other local art,
culture, and human resources, to believe in their potential, and
to enhance them, as symbolized by the title and theme of the
festival that is written in Japanese, English, and the Ainu
language. For SIAF2020, several local specialists were to
participate in the planning as gatekeepers. That was supposed
to turn the spotlight on the knowledge, the human networks,
and museums’ collections accumulated over the years, and to
feature the practices of Ainu artists together with Hokkaido-
based and international artists in the context of the locality in
more depth than ever.

Unfortunately, we were forced to cancel the physical exhibition
but, driven by our bitter disappointment, conceived a special
website and this book that are courageously and, in a sense,
even painfully rich in content. The website and the book will
serve as an index for citizens, the world, and future editions of
SIAF to learn the potential of each artist as well as the
practices and contexts of Ainu artists. Just as an unbuilt
building in the realm of architecture is sometimes appreciated,
the idea itself of an unfinished work gives a glimpse of the
artist’s nature.

SIAF2020 has taken root for the future. Artists as rhizomes are
incorporated into the vast and rich cloud of art, bringing us
hope that nothing can stop artistic expression even in an era of
uncertainty.
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SIAF Committee

Inheriting the “"Will of Roots and Clouds”

Chieko Kinoshita

Associate Professor, Co-Creation Bureau, Osaka University /
Public Program Director, Okayama Art Summit 2022

2020 started with COVID-19, which continues to affect each
and every one of us today. The virus, spreading and multiplying
as it does through human-to-human contact, restricts the ways
we talk, eat, and interact with others, because the best strategy
against infection is to cut off all human ties. It is like a revelation
from nature to anthropocentrism that denies the joy and
pleasure of living as a human being.

In the midst of all this, and perhaps precisely because of it, the
Sapporo International Art Festival, with its theme of “Of Roots
and Clouds,” should have been realized. When | think of the
disappointment and anguish of the team of three directors—
Amano, Agnieszka, and Tamura—the participating artists and
groups, and the people in the partner organizations of having to
accept the cancellation, it is something that surely does not
need to be spelled out, but | would like to make clear.

Art has always been a mirror of society, a social product of the
collective knowledge of the individual efforts of the creator, the
connector, and the receiver. While confronting the natural
order, is it not essential to discuss and take measures to keep
artistic expression alive in this world as a testament that can be
the resourcefulness for the next generation, without exhausting
or diminishing the activities derived from humans by creation
and the imagination?

What is the truth, which has prevented the seeds of creation and
the spirit of each person’s words written in this SIAF2020 Index
from taking “shape” in this world? It is up to each and every one
of us to keep thinking about this, to keep moving forward, and
to carry on the “will of roots and clouds.”
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From Image Objects
to a Speculative Exhibition

Akihiro Kubota

Professor, Tama Art University / Director, Art Archive Center /
Project Leader, SIAF Lab

In the 2010 essay “The Image Object Post-Internet,” New York-
based artist Artie Vierkant discussed the equivalence and
interchangeability of images and objects in a situation where
the internet has become an environment (the post-internet). In
the loop of implementing data created with digital tools into
physical space and then photographing it again with a digital
camera, our experience and reality are still being transformed
by an online environment made omnipresent by the COVID-19
pandemic, in which the two things—images and objects—
become identifiable.

Ten years after the essay’s appearance, SIAF2020 unexpectedly
achieved this new reality presented by image objects at the
level of an exhibition and, moreover, an art festival. Now that
we have an online environment in which the location of servers
or storage is concealed, thereby allowing people to access
information regardless of where they are, what is the difference
between SIAF2020, which did not take place, and an exhibition
that one could not have attended in person even if it had been
held? Rather, SIAF2020, by attempting to document “as much
as possible” through text, photographs, video, and the web,
was perhaps even more of a collective archive of images than
the actual event would have been. It is as physical and virtual
as the attack on the U.S. Capitol on January 6, 2021.

The work of creating an exhibition that is latent in the archives
through people’s thoughts and imagination can be called a
“speculative exhibition” as a form of reverse documentation. A
symbol of this is the SIAF2020 Matrix, which makes fictitious
viewing possible, like the fictitious criticism of nonexistent
books in the Polish writer Stanistaw Lem’s A Perfect Vacuum.
This fictitious and algorithmically generated SIAF2020
experience has become the art festival/archive symbolic of the
COVID-19 era, where the physical has been reversed and
relativized (whether people wanted it to be or not). Perhaps
two or three years from now, by the time SIAF2023 is held,
many people will have become aware of this.
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SIAF Committee

An Art Festival for Sapporo

Motoaki Yoshizaki

Program Director, Sapporo Cultural Arts Community Center

What does an art festival mean to Sapporo?

The Sapporo International Art Festival has been held twice so
far and various opinions have been voiced in the city both in
favor of and against the festival. | have witnessed firsthand
how holding an art event of this scale and quality has
precipitated changes in the city’s culture and arts that have led
to both a broadening of horizons and a diversification of
affluence. These changes include expanding interest in
innovative forms of expression, spreading new ideas inspired
by the works on display, attracting talented people, developing
new venues and organizations, accumulating advanced know-
how, and fostering an image of Sapporo as a city of culture.
Not only the immediate effects of the art festival itself but
considering the overall position of Sapporo, where a wide
variety of cultural activities are conducted on a daily basis,
certain elements of development could only be added thanks
to the existence of the festival.

This time, the organizers were seeking to make further
attempts based on the advantages and issues that had come
to light through holding the festival so far. The 2020 festival
would have brought new insights into winter and the north,
ways to enjoy art, increased interest in these fields in Sapporo
as a city of media arts, and opportunities to rethink who we
are today from regional and temporal perspectives. Although
the festival did not come to fruition, many people spent a lot of
time thinking about it and presenting that to the public “by any
means possible.” | believe that, as was the case with the past
two festivals, these efforts will lead to new developments, not
only for the next Sapporo International Art Festival, but also
for the future of Sapporo, and for all those people who have
paid attention to the uniqueness and attractiveness of the
region where they live under the travel restrictions imposed in
response to the ongoing coronavirus pandemic.
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A Response to the Novel Coronavirus
— SIAF2020 Held in a Document

Mitsuhiro Yoshimoto

Director, Center for Arts and Culture, NLI Research Institute

| wanted to see SIAF2020, and | wanted to see it in snowy
Sapporo.

This was my honest feeling upon receiving the SIAF2020 Index,
which was still being compiled at the time, to use as a reference
in writing this article. | imagined what kind of experience the
work of Yoichi Kamimura and Takehito Koganezawa, set up in
the city center’s north snow-melting tank near the North Exit of
Sapporo Station, would have given people.

The novel coronavirus pandemic that is raging everywhere on
earth forced the cancellation of SIAF2020, much to the chagrin
of its three directors, the artists who had planned to participate,
the secretariat staff, and all of us committee members.

The Index was conceived in the midst of discussions among the
people involved following the decision to cancel the event. As |
read through the pages being compiled, | developed an illusion
or rather perceived the fact that although the exhibition had
been canceled, SIAF2020 itself had not been canceled. From
the texts and images that condensed the results of two and a
half years of planning and preparation, concrete images emerge
of works that we cannot actually see. These works are products
of the imagination, but for this very reason, | feel that these
images expand beyond the scope of the actual physical works.

Yes, in this document, SIAF2020 has definitely taken place.

The coronavirus has greatly disturbed our daily existence. It has
cast serious doubt on the social and economic systems that
were shaped in the twentieth century, in particular globalization,
which accelerated the worldwide pandemic. International art
festivals are not detached from globalization.

We do not know when, but the development of vaccines will
bring this pandemic under control. At that time, | wonder how
many people will be able to hold onto the question that the
coronavirus posed to us, and to the question mark it raised with
respect to existing values. | hope that the practices of artists and
the role of art festivals will awaken us to these questions again.

| am sure that | am not the only person who feels the vitality of
those reawakened artists and festivals in this document, which
is a response to the coronavirus from SIAF2020. Would it be an
exaggeration to say that the Index augurs a huge swell
emanating from art toward the transformation of society in the
post-coronavirus era? In any case, there can be no doubt that
this document is a small but definite step that will be carried
over to the next SIAF in 2023.

SIAF2020
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Sapporo International Art Festival 2020
Organizational Structure

Staff

Team of Directors

Taro Amano

Curatorial Director of Contemporary Art / Director in Chief

Agnieszka Kubicka-Dzieduszycka
Curatorial Director of Media Art

Kanoko Tamura

Director of Communication Design

Sapporo International
Art Festival
Executive Committee
Secretariat

Executive Committee Secretary-General:

Yoshiaki Hisamichi

Chief Manager: Asami Hosokawa

Tsuyoshi Matsuura

Takahiro Urushi
Tsubasa Nishi
Chika Matsumoto

Momoko Ikura

Noriko Takuma
Kumiko Noguchi
Liu Jingjing
Takayuki Ota

Curators Naoto lwasaki Hiroki Ozawa Takahiro Odawara
Hongo Shin Memorial Museum of Sculpture, Sapporo . . .
Masahiro Kadota Hiroshi Kudo
Magdalena Kreis Yukako Kuniyasu Yoko Kobayashi
Art Mediation . . . R .
Hiroshi Seki Toshinori Takahashi
Kazumi Miyai Ayana Tateoka Kazuya Niida
Moerenuma Park Atsushi Hibino Yukio Matsushita
Seiji Nakamura Chihiro Yoshida Tomoyo Yoshimine
Hokkaido Museum of Modern Art &
Migishi Kotaro Museum of Art, Hokkaido (mima)
Kohei Sato Public Relations Natsuko Yamagishi
Sapporo Art Park
Architect Tomoaki Maruta (Tomoaki Maruta Architects)
Curatorial Satoshi Katono
Advisors Joasia Krysa Design Dezain inc. (wabisabi, Ryuichi Kawajiri, Minako Ota)
Machiko Kusahara Hiroaki Shirai
Jung-Yeon Ma
Emi Nakamura Management of ezorock
Volunteer Staff Members
Anna Olszewska
Photographic
grap . Noriko Takuma Tsubasa Fujikura
Documentation
Ainu Culture
nu Suty Mayunkiki
Coordinator ) -
SIAF Lab Project Leader: Akihiro Kubota
Project Director:
. X wabisabi Katsuya Ishida Kei Komachiya
Graphic Designer . e . L .
(Ryohei “Wabi” Kudo, Kazushi “Sabi” Nakanishi) Norimichi Hirakawa Daisuke Funato
Advisory Board Violetta Kutlubasis-Krajewska SIAF bu Chinatsu Igarashi Megumi Kawamura
Fukiko Gyoten Cai Yuexian
Anthony Shelton
Sayaka Nagae
Hiroshi Yoshioka
SIAF Lounge AIS Planning

Theme in Japanese

Kohei Sekigawa

(Naoki Sugimoto, Nao Kidokoro, Mayumi Horiuchi,

Daisuke Kasada, Kanami Takisawa, Takahiro Urushi)

Art Mediation Program

lllustration and Graphic Design: Pawet Mildner
Sound: Pawet Kreis

English Proofreading: Barbara Kregiel

Translation
(for Website and
Artist Interview)

E.C.PRO

Alliance Francaise de Sapporo
Penguin Translation (Kumiko Kato)
William Andrews

Miriam Bird Greenberg

Andreas Stuhlmann

Umi Hagitani

Paul Vincent Farrell

Patrycja Poniatowska

SIAF2020
Special Website

Mainichi Productions

SIAF2020
Promotion Video

Doshin Service Center Co., Ltd.

Video Production of

Artists Interview

INSIGHT INC.

Sapporo Visual & Audio production Co. Ltd.

“SIAF2020 Matrix” Q |
osmo, Inc.

Special Website

Construction of

“SIAF2020 Document” Zenn Co., Itd.

Showcase

VR Production of
“SIAF2020 Document”
Showcase

YOSHISATO KOMAKI Photo & Digital ART Work

SIAF TV
Broadcast Operation

YAMACHI CORPORATION

SIAF TV
Animated Background /
Broadcast Support

IRENKAKOTAN LLC

Sapporo International Art Festival 2020

Executive Committee as of January 31, 2021

Advisors:
Naomichi Suzuki (Governor of Hokkaido)

Keigo Iwata (Chairman, The Sapporo Chamber of Commerce and Industry)

Chairperson:

Katsuhiro Akimoto (Mayor of Sapporo)

Vice-Chairpersons:
Toshiya Ishikawa (Vice Mayor of Sapporo)

Hideyuki Nakashima (President, Sapporo City University)

Members:

Yuji Sakai

(Executive Director, Sapporo Electronics and Industries Cultivation Foundation)
Kyoichi Hirota

(President, The Sapporo Chamber of Commerce and Industry)

Kenzo Hirose
(President, The Hokkaido Shimbun Press)

Hiroshi Umeoka
(Director-General of NHK Sapporo Station)

Ryu Shibata

(Chairman, Sapporo Tourist Association)

Tetsuya Kondo

(President, Sapporo Parks and Greenery Association)

Naotaka Yoshimura

(President and Representative Director, Sapporo Ekimae Street area management co.)

Yoshihiro Shimaguchi
(President, Sapporo Odori Area-Management Co., Ltd.)

Hiroyuki Otomo
(Vice President, Sapporo Cultural Arts Foundation)

Masayuki Narita

(Senior Director, Bureau of Cultural Affairs, Department of Environment and Lifestyle, Hokkaido Government)

Masayuki Soeda

(Senior Director, Bureau of Lifelong Learning Promotion, Office of Education, Hokkaido Government)

Shizuo Shibai

(Director General, Tourism & MICE, Economic & Tourism Affairs Bureau, City of Sapporo)

Kazuhito Kawakami
(Director General, Community & Cultural Promotion Bureau, City of Sapporo)

Sapporo International Art Festival
Committee

Shihoko lida (Independent Curator/ Associate Curator, SIAF2014)

Chieko Kinoshita (Associate Professor, Co-Creation Bureau, Osaka University /
Public Program Director, Okayama Art Summit 2022)

Akihiro Kubota (Professor, Tama Art University / Director, Art Archives Center /
Project Leader, SIAF Lab)

Motoaki Yoshizaki (Program Director, Sapporo Cultural Arts Community Center)

Mitsuhiro Yoshimoto (Director, Center for Arts and Culture, NLI Research Institute)
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