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TCAA exhibition

| WAS MADE FOR LOVING YOU

guan B Yo7z R

ADPLDOFBMLFE SLBICINE 2L 0EfibdHoT
HERTHWS

HBLALELAZ L2 ENZ0hbLRn

FIEWPNC DL AT CTE-oh bR

A weak, sickly dog limps along slowly,
seeking help from people, but fearful of the constant threat of violence from them.
Perhaps it has been neglected.

Perhaps it has narrowly escaped being a test subject in a lab.
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Wi%, 7Y=L B2 7%<{7%5

CORZRI I TEMFULEDH AP D oTHS
ANDBRBOCEFETLIERTERCO R Ao R ojiichis L Tnb
A DOBERELT,

FTo b ffoT3

From time to time, it freezes.

The world that created it is already half gone.

Unable to exist without the love of people, the dog is trying to resist the destruction of its world.

It can only trust in the love of someone else

And continue to pray, and wait.

[+%TR—2"TI WAS MADE FOR LOVING YOUJ,/EHi&F[Life is Delaying AEI1EH &> EENTLS]
Tokyo Contemporary Art Award 2022-2024 ZE SR | s AR IR A SEMTEE. 5. 2024

“Saeborg ‘'l WAS MADE FOR LOVING YOU' / TSUDA Michiko ‘Life is Delaying’
Tokyo Contemporary Art Award 2022-2024 Exhibition,” Museum of Contemporary Art Tokyo, 2024
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“Saeborg Land”
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“I WAS MADE FOR LOVING YOU”
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The Museum of Contemporary Art Tokyo
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“Soultopia” Melbourne
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VR reincarnation therapy
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“Slaughterhouse-10"
Dept H float 15th Pride parade

“Slaughterhouse-9”

IR NIES Ty
Taro Okamoto Museum of Art, Kawasaki
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pig sacpork type2
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4-legged pigs saepork type2
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Dept H
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past works

Super Farm

EVRZ— (RPN E LS EAID?
HLDPLZO, RADPO RO DT B 'V AR =2 Db LAz
AN HEDR BV RAX =D Db b7el%k5

What is to be done with a monster?
For some adults, children can be the scariest monsters of all.

Ultimately, we lose sight of who the monster is.

026 past works 027
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[HFERIER2023] 77007 b Fy 7Ny FAY
“Theater der Welt 2023,” Frankfurt and Offenbach, Germany

past works 031




Soultopia

T oD 465 % P o ~C ol e i 2

BTV F XL EHGLTEO BN THH SN A (Intestinaltoia) 12, 9 A b LI PRI LTI
TR SR 13O A (Farmtopia) . X DR B REF LG TES

LI EZB LK E B LB S ECHAERILE TS, 77— v — L O THHS

AR EIE AT SUCIE A LT b bt Tl

A cycle of reincarnation, across the rainbow bridge.

We begin by being transformed into tapeworms in the intestines of a cow, which becomes an Intestinaltopia.
Once expelled with the cow’s poo, we die.

The next site of rebirth is Farmtopia—everyone chooses which animal to be reborn as.

‘We then use animal language to share problems and cares with other livestock they have spent time with,
and can even be embraced by the farmer.

This story of death and rebirth then continues on into the human world.
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[ T7R—2FVR 23| ERFPATY 7ERR

“Theater Commons Tokyo 23,” Various places in Tokyo
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Pootopia

ZvanTizbMiEL vy FOEBR
HWEODORDMR. KD LS LMD 5D SR Ol
Poorincess(7—Y vt R)7=b i3 Z DD hHh ST, AR MRE

A castle made of poo inhabited by dung beetles.
A golden lake of urine and a waterfall of urine that rains down from a sun-like anus.

“Poorincesses” are born from the poo and go on to dismantle the structures built from it.

038 past works 039




[Ultra Unreal] > F=—IRAZEMEE. A —X FFY 77,2022
“Ultra Unreal,” Museum of Contemporary Art Australia, Sydney, 2022

* Y= DA | *This page only




[MFLLARIORE KA IO FHRZRAES 27— F7AY sy b EREMAFENEE, ER, 2021
"New Ways to Grow: Artists Envision a Post-Covid World,” The University Art Museum, Tokyo University of the Arts, 2021

042 past works 043




Cycle of L

BHEBRER LT T LERD,
FRRAD BT TINTVBI LA Tl
EEZEGITEL T, KT I D <o T P

In the course of caring for the animals in this performance,
we come to understand that we are in fact being cared for as well.

This is a tale of what it is to live, to love, and to lose time.

044 past works 045
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[Cycle of L #40 RarEiiite. %51, 2020
“Cycle of L,}Ih'e useum of Ar;, (gchi, 2020




House of L

AEENTELFIRICHALRTINZ 252720, —#ICKo7- D XV R%E LD
$oTe~y M ugly pet) bER T8, [RREEIRIAEL, EDLINEAIRELDR?
BlEEREEOTOND

We bottle-feed newborn piglets and then sing and dance with them.
We also encounter “ugly pets” that pose the question of how we should interact with beings

who are regarded as “defective.”

050 051






[HULb YT F—L2019 EORR] BRIE=WMEIG. 2 EE ZH
“Aichi Triennale 2019: Taming Y/Our Passion,” Aichi Prefectural Art Theater, Nagoya, Aichi

054 past works 055




Saeborg Land

BAEH T OA 7 TN ERATHO AL

AAREDX XTI X —TcbB EENTLELLDORFNZ R A LTHLTHL
FRAZESH, FRBEMON, BIBINZER KIEEHEIN. 77— —FAN Yy T2 T2
DB AT, —HITHISD !

We drink a cocktail of frozen sperm before entering.
Female livestock animals perform their roles as soon as they are born: cows are milked,
sheep are shorn, hens lay eggs, pigs are slaughtered, and the female farmer performs a striptease.

Then it’s time for everyone to dance together!

056 past works 057




FINEST
SPECIMEN

ERM
Cocktail

+l0
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[Dark Mofo 2019] 77 7AY > T &~/ *FTH>->T7Z—,/MONA MUSEUM, K/X— b A= +Z 1T
“DARK MOFO 2019,” Avalon Theatre / Odeon Theatre / Mona — Museum of Old and New Art, Hobart, Australia
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Wasteland

ZvandyEd b0 Y
iz Xy M BRYTHOHVESARTHIHIHEL O TREY
WEEOL RO X7 —2BFO T LR BAITHRIND

'This piece is a micro story of dung beetles.

With flies as pets, these dung beetles are overjoyed at the discovery of a large amount of
poo that can serve as both food and a home for them.

They take the poo and pour it over themselves and each other in a poo shower,

but in the end, they are killed by pesticide.
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[F78—bX> bH] BERF > BB ER. 2018
"Department-H,"” Tokyo Kinema Club, Tokyo, 2018
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Pigpen (in Cage)

ANHEHA XD K% FEDS LB TESRKEREIK
BHR B o b T, ATINICEHINTWS

A huge sow gives birth to human-sized piglets.

'This mother pig is held in a cage and controlled artificially.

068 069



[Submerge Festival] SEESAW, ¥> F XX — A ¥ X 2022
"Submerge Festival,” SEESAW, Manchester, UK, 2022
*YHR—2 D | *This page only
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[Dark Mofo 2019] 777 AY - T7R—/FFT#> > T7&—,/MONA MUSEUM, K/S— bk F—R 55U T
“DARK MOFO 2019,” Avalon Theatre / Odeon Theatre / Mona — Museum of Old and New Art, Hobart, Australia




Pigpen

BERIGHEL A2 55
TR7=bld TN ZLTHATHL

A mother pig gives birth and begins nursing her piglets.

The piglets are born, and then they die.
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[F/78— XY FH] ERF < {EE 5 ER, 2016
“Department-H,” Tokyo Kinema Club, Tokyo, 2016
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HISSS

RDFT=bAB B
RDFT=bhFRNE
RHBTHRIZKEL > TS

Children of flames dance and flutter.

Children of flames dance and flutter.

Soon they grow into a tremendous, brilliant fire.

081
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[F78—bX> bH] BERF 3 < EEBER,. 2015
"Department-H,"” Tokyo Kinema Club, Tokyo, 2015
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Slaughterhouse 10

FFEF Iy 7 515<
wer RiEe e Rz
WoYWHY AR =X =T R[> TWNL

“Donna Donna” truck carries livestock
to the slaughterhouse, snaking its way slowly

through Tokyo’s Shibuya, Harajuku, and Yoyogi areas.
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[ERLAYHR—7 T4 F2014] RAR %D REZETER
“Tokyo Rainbow Pride 2014 ,” marching through Yoyogi, Shibuya and Harajuku areas, Tokyo

past works 091




Slaugterhouse

KB LARRKE BT TOTWD
N—F4—=v&IhTHiDh e, Zhz Bk BHl o4k
THAR Y, Mt o it o HC. it o 2 i3l o k2 o 2

Visitors and female livestock are separated by a fence.
Those within the fence go about their routines as those on the outside look on.

But just how real is the separation between those on the inside and those on the outside?

[Ultra Unreal] > F = —B{EHTEE, 4 — X b5 17,2022
“Ultra Unreal,” Museum of Contemporary Art Australia, Sydney, 2022
* Y R—2 DI | *This page only
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past works
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[EE17EIREAKBIRAEAMTE B )& A KBEMEE, 511, 2014
“The 17th Taro Okamoto Award Exhibition,” Taro Okamoto Museum of Art, Kawasaki, Kanagawa, 2014

096 past works 097
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saedog type 1

WOBELATH T, WOBREZHL TS

Endlessly sad, endlessly weeping.

characters

*TUTIN
HIEE
h7—
PAX

material
year
color

size

TTVIAR

2024

NN—= T— R KB T L —
TE55cmx B4T760cm X /&5 & 190cm

latex
2024
silver, gold, light blue, grey
W55cm x D60cm x H190cm
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sex poodle

FARATHHEL ARTHDHS
WAL T T LOHIKIEL TS

Both male and female bodies united forever as one,

eternally aroused.

<TYUTIN
HIEE
h7—
PAX

material
year
color

size

TTVIR

2008

BV XZ—a( XTI —

& 70cmx B24T150cm X =& 160cm

latex

2008

pink and turquoise blue
W70cm x D150cm x H160cm

characters
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saebeef

A TEZ LS ICATIRLBET T 0D
INTRVIDESBIEEL TN

Has an abdomen like a milk tank,

kept pregnant at all times to ensure milk production.

<TFYTINL
H1EE
Hh7—
PAX

material
year
color

size

TTVIR

2009

o xEE EroxEF
1E60cm X E24760cm X /5 & 170¢m

latex

2009

pink and light purple, pink and blue
W60cm x D60cm x H170cm

characters

107



108

saesheep

EWICEBZ ML TZ A X—FIC
VOB T ALV EWIICH EhTn5

Continually humiliated by regular shearing that leaves her fully nude.

<TU7IL
HIEE
hZ—
HAX

material
year
color

size

TV A

2010

KEXFE ALY I xE

TE60cm % E21760cm X i & 160cm

latex
2010
light blue x brown, orange x brown

W60cm x D60cm x H160cm

characters
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saenofu (farmer)

RET-HbDEHE DO TVRBITFE,
RIRELBLEEDLRVOLDB LR

Considers herself to be the one controlling the livestock,

but may be in fact no different from livestock herself.

~TUT7N
HIEE
hI—
HAX

material
year
color

size

TTVIR

2011

RE—ErIxEBE

E50cm % B21750cm X /5 X 160cm

latex

20Mm

baby pink x yellow hair
W50cm x D50cm x H160cm

characters

111



12

saechicken

G 7t 72 D T BT IR

ETFRES LN TERST INEZMRIEILTLEICLDHS

cht in a constant state of pregnancy to producc €ggs,

she is not always careful and sometimes shoots eggs out when laying them.

~TYTIL
FIEE
h7—
PAX

material
year
color

size

TTVIR

2012

TAYIXERTY = XEFEF LY DX IN—
18100cm x E217170cm x /5 & 165¢m

latex

2012

bronze x fluorescent green x fluorescent orange x silver
W100cm x D170cm x H165cm

characters

113
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saepork type 1

WEARR—27IChb-0IEETWS

Lives to become high quality pork.

<7TU7IL
HIEE
ho—
HAX

material
year
color

size

TTYVIA

2013

RE—EVy R=Va

1E&60cm x E24760cm % /5 & 165¢m

latex

2013

baby pink, beige
W60cmxD60cmxH165cm

characters

115
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saepork type 2

characters

IIRLTW T, 2T TER WD T,
DORE-HLVDENTLED

Pregnant and unable to walk on two legs,

she is slower than the other livestock.

<TYU7IN
HIEE
h7—
HAX

material
year
color

size

ZTVvIR
2013
N—Ua

TE60cm X B4760cm X & & 170cm

latex

2013

beige
W60cmxD60cmxH170cm

17
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saepork type 3

WK D I

Loves its mother’s milk.

<77
HIVEE
ho— /1.
HAX

material
year
color/pattern

size

TTVIAR

2016

E60cm x E24760cm % /5 & 170¢m

latex

2016

beige, baby pink, all spots, butt spot
W60cm x D60cm x H170cm

saepork type 4

RTIYTIN TTVIR
HfEE 2016
Hho— B R=Yarvy
YA 1E60cmx EIT60cmx =& 170cm

material  latex
year 2016
color  black, beige-pink
size W60cm x D60cm x H170cm

characters

VO L 7= b Do AR ZRnTn3

Is always left out of what everyone else is doing.

119
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poorincess (dungbeetle)

SAbOYRICHET 7y an iy o Bk
IKDEED A RTLES

A dung beetle princess that lives in a palace of poop,

eventually eating its floor and walls.

<TUTIN
HEE
h7—

HAX

material
year

color

size

TTYVIR

2018

EXNTLEVY
EXRTLEVI+_RE—E VY
TE90cm x E24780cm X i & 165¢m

latex

2018

blue x bubble pink,

blue x bubble pink + baby pink
W90cm x D80cm x H165cm

characters

121
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fly

T—=Y e ADRY}

Poorincess’ pet.

*7TUTIL
HIEE
h7—
YA

material
year
color

size

TTVIR

2018

ARy TV —=> ARy 7T —
1E35cm x E24740cm X & & 35¢m

latex
2018
metallic green, metallic blue

W35cm x D40cm x H35cm

characters

123
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ant

F—Y e 2D MG

VY F DD R FlioTnd

A caretaker of the Poorincesses who helps them dismantle the castle of poo.

<77
FIEF
h7—
PAX

material
year
color

size

TTVIR

2020

EXHERS L —

IE50cm x E24T55¢cm X & & 165¢m

latex

2020

black x transparent grey
W50cm x D55cm x H165¢cm

characters
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saedamushi (tapeworm)

A R BN B 6 (LMD 2 REA~DO AYO7ZEfELT0S

Believes that the light (anus) that it sometimes sees from

Intestinaltopia is the entrance to heaven.

characters

TR
HIEE
h7—
HAX

type
year
color

size

VR7 /N & —

2023

=]

EIES

[+ 74—2%>X23](Soultopia)
HRHATY TEFTICTHEEK

VR avatar

2023

white

variable

capture from “Theater Commons Tokyo '23"(Soultopia),

various places in Tokyo

127
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Farm

CZuciIARRe I, HENE . A2 B Y |
KEGLERZNLER FALTWS
FHICIBEE BT HhIC a—DIREVZRIF>TWS

The farm has trees, hills, compost, and fences,

and the sun and clouds look down from above.

A slaughterhouse occupies the foreground, waiting quietly for the show to start.

[B1TRIMAKEBRREME B IS RAKEREMNEE. #5%)11,2014
“The 17th Taro Okamoto Award Exhibition,” Taro Okamoto Museum of Art, Kawasaki, Kanagawa, 2014

sites
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House

NBUITFEDIIICRZAZB IRV I =050 AP EBROLSITHH S
—RF BT —RTE LIALEIALT R EAE OV TV A 7o TWTD,
TGOS ENEEEINTLE NS

While the structure looks just like a cattle barn from the exterior,
inside is a living room that appears to be a home to humans.
It may look fancy, but there is vomit and poo scattered around, flies covering much of it,

and vulgar graffiti here and there. A hidden, unsettling house...

[Cycle of L] m#NR 37 EAMTEE, =41, 2020
“Cycle of L,” The Museum of Art, Kochi, 2020

132 133



Pootopia

I TRABETORD IS By v F D BIR
HELIEHTELL . ARDBILDTES
Zvanf e BROBER O  REIZETAT AT RIS THET S

The scene is set with a castle of poo made to resemble a gingerbread house from a fairy tale.
Dung beetles can both live in and eat the castle.
They soon cat through the poo walls and eventually destroy the castle completely by

consuming the structure.

[TErL VL ARRIDIRIE KR FARFHEZRET 27— /0P ) b RRBATAFEMEE, R, 2021
“New Ways to Grow: Artists Envision a Post-Covid World,” The University Art Museum, Tokyo University of the Arts, 2021

134 sites 135




Cage

JB7- B H3F e,
K= MEEbINTns,
E RS RAN HOL RN

We see a prison-like cage
where pigs live,

or are forced to live.

[%6[E]7 7% EL>F—L:ANTI] Banakeios Library, 77 7 %, 2018
"The 6th Athens Biennale: ANTI,” Banakeios Library, Athens, 2018

136 sites 137




Department H

TTWRI7TRTARATAY I TIROVERA
aIa=F—vavzHNELEY Ry THY  BELEHVO G TR ANOD AN =T 4 —TF

FXYU T Ty T TAYI TRV VEIEREE LD WD i 2ffoTnb

Neither a dance club nor a typical party venue.
It is a monthly party created as a salon for communication between people who don’t necessarily like
things like drinking and dancing.

It welcomes anyone who loves to dress to shock, from camp to hip to punk to mondo.

[F78— P> bH] BRF > BB ER. 2018
"Department-H,” Tokyo Kinema Club, Tokyo, 2018

138 139



Intestinaltoia

S HDOBRNRY ALY (FFXLY)DIEARKTIDH S
VXL 5. ZOREDOMDISICRABEBNM»HHEE LIRS,
AT EEENDDS

We find ourselves inside the intestines of a cow, home to Saedamushi (tapeworms).
From inside, the cow’s anus looks for all the world like heaven’s gate.

Then the tapeworms are expelled along with the cow’s poo, and once outside, they die and are reborn.

[ T72—2FV 23] EREARTY 7 EA

“Theater Commons Tokyo '23,” Various places in Tokyo

sites 141
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=20 Hh, ZLTIEERNETTOBGA
ENRF A7 0 (Fo<bons [ AT4TH

[1]
7947 v =y A [Politics of Affect]
(Cambridge Malden: Polity, 2015),

[2]

YA ERBRICE B IREEIC K> TH KD
IANVF—PHFEI N A — N —e =T 2R
NH B 570 WKRE | O Tlkd 528,

146

EENZRBOARINTH 2, 2N BUANRD D DRVIOET LD FICEHDL LD THY,
EDOBEDFEIRICD XN DTHL AEEFOBEEIT RV IA TR TRALRWD
DEDTH5,

TIAT v =y A (1]

HEOA =TV DARKDFFICEIZE D CBY EELBL 2D T T v ZHD B R I3W % % 5 1T
BRI T2 TR TORBRT, KL EARRDOIEN D LEEN PUDAE WV IC > TR G2 B & 21

ZICEEZNDLEARDZDIIES TREVH AGORFICIIEELER  ZL TR EKOR
AEXIC LB E T ORESM STz, B ICicid T2 2358 WT > TWBDE, ZD[ il |
B2 WRABDH TRAED VAR, T 727228 NRNCIE D ¥, 8628 Tk KA o F 1 filh
NBENLZTT EHFEOTELHBRHIRY TIEAEREMIZ A7+ —~ T4 7 REMICERL
TV ZOEMIBEREMNTHELLDIC IEFICYTARDDTHH L, L 0WHIDH EINZTOY
IR=27L R ERARRONTEY EESHDDODD TR A LHE TR |7 5 (5722
5 THb, RASABRBIGEBLCNEI200 T RCRBIZOEELT AP oTWVE, 25
E2nDBoEERELTVWEIBIC BE R T TR —2rb e A kR e o<V iED Tw iz,
T7RIMIC L2 % 5 25 AB AL RO B L5t B LV i e — IR T 5 C
AT 555 AHID V7220190 b Vb ) Ty F—LO—RELTIDIEMPBERINZLE &
BN TR KRBOARIZDCIFEORBPRETN COZDER, ZDI % HNIE[ v 2 —
A=Y AEBRICEHR LT TR L Ao T A Y O H A BEIR T A2 bl e
DHRFICEBL-DTH D,

F KT OB R DR R O T hBECATRE AL LbAVEGH
BN LSBT E LT B, ZDFICII I TF v =3IV 7 Rl H Y 2 DD 6 3L EE O
B3, 2LC 20%0 10 E, EBICEZCTWRHELAR VS D CTHS--EH, 2 R—2 1%
FEMICIH =7 #ERLZRTIH B ADRICK LR DHEOEN . ZOEIFICIE, &iTh
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Living Sculptures and the Politics of Affect and Care

Sebastian KAWANAMI-BREU (Dramaturg / Media Theory)

[1]
Brian Massumi, Politics of Affect (Cambridge
Malden: Polity, 2015).

[2]

Much like Ultraman’s powers, these transfor-
mations consume physical energy, leading to
the risk of overheating, limiting the duration of

its use.
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Affect is proto-political. It concerns the first stirrings of the political, flush with the felt
intensities of life. Its politics must be brought out.

Brian Massumi [1]

L.

The audience gathered around the six-meter-long mother pig, when its latex body began to
wobble. All eyes are on the newborn piglets that come crawling out of their mother’s womb one
by one and move around the space on all fours. It’s not easy to read what’s going on inside
people’s minds, but I can see surprise and joy on their faces, mixed with a bit of confusion that
comes with the weirdness of the whole situation. “Something” is crawling around at their feet,
but it’s hard to say what exactly “it” is. As the piglets begin to approach members of the
audience, their snouts touching the hands of adults and children alike, small gestures of play
and care begin to unfold, and the exhibition space is transformed into a performative one. The
space is at once allegorical, and very real, at the same time. The newborn Saeporks only have a
limited field of vision, and their skin is not their own. They are virtually defenseless, and
whatever happens to them now, in this unknown environment, is in the hands of the audience.
These thoughts in mind, I looked around and saw how the audience was already building all
sorts of relationships with the little Saeporks. While some began bottle-feeding the piglets,
others engaged in acts of pork-mimesis, rolling around on the floor with their new companions.
When Sacborg showed her exhibition at “Aichi Triennale 2019,” a shitstorm over “freedom of
expression” was raging outside the doors of the venue. Meanwhile, the inside was transformed
into a completely different world, an interspecies nursery. In the true philosophical sense of the
word, we were witnessing an event.

Saeborg’s animal bodies look like they mastered the Japanese art of Kindchenschema
Cuteness, but then took a few unexpected turns at the end of the road. They have round pupils,
charming eyes, and exude a smell of chemical compounds from their skin. And, what is more,
there is also an actual, living person inside of them. Around the time I first met Saeborg, she
once came to a meeting wearing a prototype of the Saebeef suit. There was something about
that design of hers that just could not be put into words. The livestock characters that Sacborg
creates cast a mysterious spell over people, and begin a process of becoming something else:
adults becoming children, children becoming adults, and humans becoming something
other-than-human. An elderly woman starts dancing with a sheep, and a newspaper reporter
sings karaoke at full volume. Once, a young man in the audience even stood in front of the farm
animal performers and protect them from the inevitable slaughterhouse scene that awaited
them. Without the slightest hint of force, and even without using a single word, the performers
could turn the audience into actors, break down barriers, and melt hearts. They put on these

costumes, and took the stage with invincible superpowers.[2]

II.

At their core, Saeborg’s exhibition works are performative spaces in their oldest and purest

form: mimesis of life, ritual, and play, combined with an aesthetics of indeterminacy between
the real and the fictional. Her most recent work, I WAS MADE FOR LOVING YOU,
continues to draw on these elements. Visitors walk across the eerily quiet lawn of a toy farm
and enter a dollhouse. What awaits us there is an unknown time and space that disrupts
typical domestic realities and threatens to swallow us up whole, body and gaze. The eyes of
the audience are drawn to the living sculpture of a “dog” sitting on a round pedestal. Could
this be a site of worship, or a striptease theater? What matters more than the meaning of this
place is what it “does” as a device: What sort of gaze does it produce, and what sorts of
affective relationships does it open up between the sculpture and the audience?

Pets are a strange lifeform from a biological perspective. Instead of a natural habitat,
companion animals live in symbiosis with the human gaze and human affection, adapting to
the fantasies and roles projected upon them. In contrast to other animals that feed on plants or
meat, these animals feed on human love as such. As Donna Haraway wrote in her Companion
Animal Manifesto that for puppies and kittens, the question of whether or not they can fulfill
that role becomes an existential one. Their life or death depends upon them being cute (or not)
according to industry standards.[3]

Within the world of animals that have been genetically engineered by humanity, pets
became experts in cuteness, and also received a role akin to that of care workers. Humans care
for them, but they also care for the emotional needs of humans—an unspoken social contract
on the matter of care. Structures of care are usually not made visible in the course of daily life;
they tend to be regarded as a chain of naturally occurring phenomena rather than a set of social
relationships or rules—analogous to a city’s sewer system or a power grid, which no one really
notices, until the moment when it begins to show a “malfunction.”

In the space of Saeborg’s exhibitions, the relationship between the caregiver animals and the
humans who consume and manage them is thematized in many ways, but what’s subversive in
particular are certain moments when this relationship becomes denaturalized or inverted. In
one scene during House of L(2019), the lights go down and a jazz tune by Ella Fitzgerald begins
to play. As the slow swing rhythm captivates the room, humans and animals come closer, and
soon you can see them all dancing together under the lights of a mirror ball. Latex pigs and
cows holding hands with adults and children, twisting their hips and bending their backs when
the trombone solo kicks in. The scene is patently goofy and sublime, at the same time: Not a
single word was spoken, yet everyone’s faces were talking to each other all along.

Dancing with animals and building new kinds of relationships with them is a proto-political
act in Massumi’s sense. Amidst a series of simple and seemingly meaningless gestures, a
conspiracy to suspend all known social relations began to unfold. The politics of art does not
take place on a screen—you cannot experience it by merely watching images about it—because
art does not communicate. It confronts humans with unknown standpoints and places, outside

the chain of signification that usually operates in discourse and images.

I11.

Saeborg once brought this up in a conversation: “Why is it actually that human characters in
the sentai genre (Japanese action movies such as Power Rangers) always gang up on one single
monster to destroy it? I really wonder if that’s what a hero fighting for justice does.” We do see
well worked out concerted attacks on a lone monster, but we’ve never seen an episode where
humans use their imagination to accept the monster or try to co-exist with it in some way. In

this conversation, it struck me that Saeborg has an interest in “power,” but in a sense that is

essays
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Donna Haraway, Manifestly Haraway,

Posthumanities 37 (Minneapolis London:
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quite different from the misconceived notion of “strength” which we usually associate with the
term. I believe that her most recent work, I WAS MADE FOR LOVING YOU, has more clearly
encapsulated a political sensibility pertaining to “powerless power” than anything else she has
done to date.

What makes Saeborg’s installation works so intriguing is the fragility of their working
components. They are alive somehow, and in the encounter with “powerless” animals, they
provoke the question of what kinds of relationships people would like to form with them. One
of the key features of her “living sculptures”is that they open up a space for minute decisions

between the artwork and the spectators, without providing predetermined answers.

Can you live with this animal?
What kind of animal would you like to be?

I should probably mention that the “politics of pets” in Saeborg’s work does not have much
in common with political activism for animal welfare or against the meat industry. There is a
standpoint which her sculptures embody, in a broader sense: the standpoint of those at the
bottom of the food chain, so to speak, including those without social capital, those who are
relegated to reproductive labor, and whose political contributions to society are seldom
recognized. Here, we see the unique experiences of people engaged in care work or emotional
labor under modern capitalism brought into stark focus through both allegorical and
performative means. But what is subtly entertaining about Saeborg’s models of pets or her doll
farm is not just the comical Kawaiiolence on display. Her works also situate the theme
park-esque space of the hospitality industry within the space of an art museum. Through this
direct juxtaposition with care work (forms of labor usually not recognized as such) and the
structure of the gaze associated with it, her work reveals the ambivalent place of the art
museum within affective capitalism, whose scheme has permeated everything from the service
industry and the experience economy right down to the domestic realm of family life. That
somewhat “ifty” feeling that the audience gets when playing with Saeborg’s animal characters is
precisely the result of an artistic provocation: This doll farm in which we are is far from a

perfect fairytale world.

IV.

In addition to being a plastic artist and performer, Sacborg is also an avid collector of toys
and figurines, which (as I have personally witnessed) she sometimes uses to model the spaces of
her exhibitions. For the historical materialist (i.e. myself), this third aspect seems significant for
some reason. I believe that it offers us some important clues that help us understand the
concept of the politics of affect opened up in her solo work.

The world in which children play with toys, just like the world of “house” or other
types of aesthetic play, is neither separate from social reality, nor is it a fairy tale world of
pure experience. On the contrary, toys are engraved with the collective memory and the
social customs of the “grown-ups.” When we play with them, we become gods of
destruction, and immerse ourselves in a world that repeats their violence, their sexual
desire, and the dialectics of anarchy and control. Therefore, we must be wary not to
confuse Saeborg’s meticulously designed performative spaces, sometimes simulated by
means of a doll house or toy pets, with an overgrown expression of subjective phantasms.

Making toy worlds larger than life is a way to objectify and study the secrets at the bottom

of the human heart in three dimensions, by inflating them.

Walter Benjamin, another collector of children’s toys, knew this better than anyone else. One
of the reasons he paid so much attention to historical toys and children’s books was that there
was a politics of play and becoming at work in them, which couldn’t be censored by the
“meaning” others envisioned for the children, and which opened up a place in which the
children themselves could truly be subjects. In “Program for a Proletarian Children’s Theater,” an
essay he wrote for his intellectual co-conspirator Asja Lacis (1891-1979), a theater director who
led a theater for children orphaned by World War I, he tried to put these politics into words. As
he wrote, the transformative power lies in the freedom of the improvised small gesture and the

aesthetics of the moment, and not in ideological declarations made on stage.

For what is truly revolutionary is not the propaganda of ideas, which leads here
and there to impracticable actions and vanishes in a puff of smoke upon the first
sober reflection at the theater exit. What is truly revolutionary is the secret signal

of what is to come that speaks from the gesture of the child.[4]

Giving shape to the signals of “things to come” and breathing life into them——isn’t that the
meaning of the act of creating plastic artworks? Political art does not mean looking for ways to
match your material to slogans available in the zeitgeist. Artists should precisely do what critics
cannot: to break through the schemata and preconceived notions in which “politics” are stuck,
to confront people with an overwhelming kind of otherness on a level that precedes language
and experience, an otherness that overwrites these schemata entirely. And, to create a
proto-political space, where we can see possibilities which we would never have imagined.
Political expression in art cannot succeed, and doesn’t even take place, unless it is able to expand
our sensory experience and dismantle the defensive firewalls we erected around our hearts so we
can cope with social realities. In the politics of toys and animals in Saeborg’s new work, the
power of the powerless becomes a signal—a reminder of what could happen when these
self-protective barriers, which guard us from inner change or from experience itself, come down,

and other forms of subjectivity and collectivity become imaginable again.
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Walter Benjamin et al., Selected Writings
(Cambridge, Mass: Belknap Press, 1996).
“Denn wahrhaft revolutionir wirkt nicht
die Propaganda der Ideen, die hier und da
zu unvollziehbaren Aktionen anreizt und
vor der ersten niichternen Besinnung am
Theaterausgang sich erledigt. Wahrhaft
revolutionir wirkt das geheime Signal des
Kommenden, das aus der kindlichen Geste
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Who is Saeborg?

SOMA Chiaki (Art Producer)

Who is Saeborg? This is the question I will try to answer in this short essay from
the perspective of a theater producer. I will discuss her unique style of “play” (in

both senses).

An incomplete cyborg: half human, half toy

The first thing we have to address when we talk about Saeborg is the concept of the cyborg
and its context, from which the inspiration for this name was drawn. The term cyborg refers to
the mechanical augmentation of a human body into a mechanized body capable of performing
superhuman feats. Humanoid cyborgs of the near future that appear in science fiction movies
have been seen as a feminist icon that transcends gender categories ever since the publication of
Donna Haraway’s essay 4 Cyborg Manifesto in 1985.

Almost four decades later, one artist is now creating work under the name Saeborg. To
paraphrase her statement, Saeborg is an imperfect cyborg — half human, half toy — who
creates and wears latex body suits that function as an extension of her own skin. Through her
choice of name, she has made a declaration that the latex bodysuits allow her to augment her
biological body to become something that is half human and half toy.

Incidentally, Saeborg’s profile photos always show her in her adorable sow suit, with no
indication of who is inside. When I first saw Slaughterhouse at her first museum show at the
Hajimari Art Center on the shores of Lake Inawashiro, I still had no idea whether the artist
was a man or a woman, an individual or a group, or even whether they were Japanese or not.
The sun was smiling down with an intense brightness, illuminating the brightly colored
backdrop of her world. And yet, while the scenery and props look like something from a
children’s show, we saw a farmer girl wielding her kitchen knife and a carcass hanging with its
entrails spilling out. This was the world that Saeborg (anonymously) created to facilitate an
uncomfortable fusion between cheerfulness and madness, between pop aesthetics and the

grotesque.

A creator whose hands are seldom at rest

Next, to understand Saeborg, we must also recognize her as a visual artist and sculptor. This
is because Sacborg herself defines her own works of expression as art based on her strong
commitment to plastic models.

The animal body suits she originally developed for herself to wear for performances include
a sow, a chicken, a sheep, a cow, and an insect. The overwhelming power of the characters is

unforgettable, with their intuitive attractiveness and the strangeness of their moving about as
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three-dimensional living animal sculptures against backdrops carefully designed to emphasize this
strangeness. These have all been carefully designed, developed, and crafted by hand over a period
of fifteen years of work to form her massive collection, which today includes 41 body suits, a
six-meter-long giant mother sow, and three-meter-tall ugly pets, plus 15 other inflatable pieces
like trees, poop, and more. The multi-talented creator wears many hats, including as a character
designer, costume designer, and scenographer, and she does all the actual latex work personally.
Nearly all of her waking hours are spent holed up in the studio, hard at work amid piles of latex
material. This dedication to handcrafting is no doubt at the foundation of her work as a plastic

artist.

A performer who has played as her own series of toy Saeborgs

This world crafted by the imagination of one creator functions as both a coherent series of
different toys and a playroom where these toys can be explored and played with freely. In the
beginning Saeborg herself was, of course, most often the performer in this world. The stories
sprang from the image the artist already had in mind of how these toys might go about playing.

The first venue where the artist’s imagination was realized in the form of an installation was
in a real-life playroom called Department H (a monthly kink party at Kinema Club in Tokyo’s
Uguisudani neighborhood that serves as a center for underground subcultures with late night
events like latex shows and pole dancing). Here, in this adult social gathering that serves as an
intersection for all kinds of spaces, participants decked out in special costumes (including many
imbued with sexual significance) come out in droves to see and be seen at play both on and off
stage. This is a space in which Saeborg has been performing for more than twenty years wearing
latex suits of livestock and pests, and the frenetic party atmosphere has been the ideal stage for

Saeborg to hone her expression as an artist through play on this stage.

A newly minted theatrical director

She plays with the characters she has created within a world that she has also created
herself. It was 2018 when I first recommended that Sacborg expand this cycle of self-creation
and self-play to outside of kink culture. As part of the performing arts lineup at “Aichi
Triennale 2019,” she made her real debut outside of Department H, which meant that she had
to think about strategies for how to play with an audience that might not be primed with the
same notions of what the show is meant to be. In other words, the challenge was for Saeborg to,
as a dramatist, create a performance piece that makes use of the characters, props, and scenery

that she herself had created as a plastic artist. Given the almost carnivalesque kink atmosphere
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of events at Department H, there was more of a demand for a high level of spectacle, but for
this theater version, the audience was invited into the scenery on the stage so that they could
play as part of the production, making it a playground for them as well. We accomplished this
with the help of dramaturg Sebastian Breu, who we invited to help structure the show in a way
that would connect the many costumes and set pieces created by the artist to this particular
performance.

This is how House of L came to be, with the audience being invited into the living space of
livestock to engage with them through interactions of care (a theme not previously present in
Saeborg’s world), by doing things like feeding milk to the piglets born to the sow and catching
the vomit and poop of a sick dog. Then, at the “Theater der Welt 2023” international theater
festival in Frankfurt, Germany, Saeborg unveiled Super Farm, aimed at ages two and up, which
maximized play by allowing audience members to put on animal ears and tails before joining in
as participants. In this way, Saeborg branched out from her role as a creator in a kink world of
her own making to also becoming a dramatist who presides over a ritual that brings about a
playful catharsis in which the audience undergoes a collective carnivalesque experience through

play both with animals and as animals.

A series of avatars who reproduce and are reborn

Since all these livestock body suits were originally crafted for Saeborg herself to wear, they
can only be worn by performers whose measurements are nearly identical to her own. These
performers, known as the “internal organs,” sweat massively through their act as livestock, their
bodies restricted by the suits. The production at “Aichi Triennale 2019” had up to sixteen
performers acting as internal organs, and even without any communication through human
language, the space was filled with a type of utopian euphoria and comradery.

According to Saeborg, this feeling of comradery and overwhelming positivity that arises
among the performers works just as well overseas as it has in Japan. Saeborg’s world has grown
from the kink party where it began to theaters and museums, and has even expanded into the
metaverse. Her Soultopia, built in the metaverse for the “Theater Commons Tokyo 2023,”
transforms participants into tapeworms. In these avatar forms, they must work together to
complete the journey from a cow’s intestines through its rectum and out into the world along
with its feces. They are then reborn as livestock on a farm where they, together, celebrate life
once again. In this farm that serves as a utopia for the soul, it is the farmer girl, the one who has
been slaughtering livestock up to this point, who accepts the upwelling of sadness and anxiety

from these animals and gently embraces them. Finally, the animals float up into the heavens
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and are reincarnated once again.

In real world performances, the only people who are able to transform into livestock are
people who are basically the same size and shape as the artist, but in a virtual environment, this
transformation is open to anyone. In this version of the metaverse, participants give up the
power of human language and are left to bleat and moo at one another for encouragement. The
avatars of the animals who are killed, turned into meat, and then expelled with excrement are
reincarnated into their next lives and made free. In a paradoxical affirmation of the
unreasonable nature of the lives of livestock (whose reproduction and life or death are all
controlled) ultimately arrives at a new type of reckoning that leads to a space of mutual care. It
bears a strong resemblance to a Buddhist worldview that includes a cycle of reincarnation.

So, who is Saeborg? Perhaps the real answer is that Saeborg is simultaneously an avatar of
the artist herself and an avatar of life itself as we continue to wait for death and the rebirth that

follows.
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A holy mountain, which can be ascended by descending......

SUGITA Atsushi (Art Critic)

What does it mean to “put something on”? When we put something on, in most cases, we
do so to hide ourselves, to create distance from ourselves, or otherwise discard ourselves. When
a person wears clothes that are different from the shape of their body, they achieve a
transformation to a designed outward appearance, but behind that still exists the person’s own
body, the shape of which has been hidden and pushed away, its existence temporarily negated.
When someone wears contacts that are a different color from their natural eye color, their
actual color is still there behind the contacts, hidden, distanced, and discarded. It’s easy to list
examples like this. But why do we do this? In some cases, it might be due to insecurities. We
want to modify and improve ourselves to the greatest extent possible. That’s one possibility. On
the other hand, it could be aspirational. We often want to gain new features that we don’t have.
‘This always involves hiding, withdrawing from, or discarding that which we do have. When
stemming from such insecurities or aspirations, these modifications and augmentations are
based on the person’s own will. But there are other cases in which we have no choice but to put
something on.

When Demeter was pursued by Poseidon while searching for her most treasured daughter.
Persephone, who was born of an unwanted entanglement with Zeus, she transformed herself
into a mare to hide. We can be sure that this is not something that the tragic mother goddess
did of her own volition, exactly. Her aim had nothing to do with a desire to hide or obscure,
much less discard herself. She simply wanted to escape that malevolent gaze. We could also
consider Annemarie Schwarzenbach, a rare type of traveler and photographer. She was as an
androgynous beauty who wore men’s clothes, fell in love with Erika Mann, daughter of Thomas
Mann, and eventually died after trying to jump from a bicycle onto a moving vehicle. What
could have driven her to dress in this masculine mode? Could it have been a way to rebel
against her parents, who were fervent Nazi supporters, and who had hoped only for a son?
According to Suchiro Tanemura, someone very familiar with people who deceive themselves
and fool society, in most cases, such camouflage is encapsulated in a line said by the elderly wife
of a property owner who has returned to her hometown in a famous play by Friedrich
Dirrenmatt: “The world made me into a whore; now I make the world into a brothel.” By
accepting the position that has been forced upon one and resigning oneself to occupying that
position, revenge is sometimes possible. This may have indeed been one motivation in
Schwarzenbach’s case, but that doesn’t necessarily mean that this was the only motivation.
Portuguese avant-garde poet of the early twentieth century, Fernando Pessoa, once said that
being someone is a prison (ser um ¢ cadeia). Pessoa himself wrote under countless “heteronyms,”

invented identities among which he preferred to diffuse himself rather than being confined to just
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one human identity. What could have caused him to feel this way? He may have been one of
the first to recognize that “identity” itself was merely a delusion of modernity. As for identity,
relationships of dependency are being positively re-evaluated within the discourse around care,
and the root of the modern understanding of the independent individual is on its way to being
overturned. To add to this, we must also take into account the work of researchers like Ellen
Samuels, who makes the case that identity is not something that can be proven using biological
evidence like blood and DNA.

As we see in Pessoa’s case, a transformation achieved by wearing something does not
necessarily mean that it has to depend on changes to hardware. Appearance can also be
changed through software. Conveniently, the Japanese phrase used for “putting something on”
just happens to also include this same sense. This phrase (%122 % mi ni tsukeru: to wear or
put on the body) can be applied just as naturally to the acquisition of knowledge, technology,
and so on. It can even be used with awareness, consciousness, or enlightenment. By in this sense
clothing oneself in (acquiring or equipping oneself with) a certain knowledge, new patterns of
behavior emerge in contrast to those in place prior to gaining that knowledge. This of course
involves hiding, drawing away from, and discarding those previous behaviors. There is a more
common verb that also collocates with en/ightenment in Japanese, but this phrase meaning “to
put something on” is often paired with en/ightenment as well. Alejandro Jodorowsky’s 1957 first
short film La Cravate, depicts a type of extreme transformation made possible by a technology
to swap peoples’ heads out like pieces of hardware. The film is based on a novella of the same
title by Thomas Mann set in India, but Jodorowsky’s treatment focuses mainly on the head
swapping aspect. Unlike the book it is based on, in the film these hardware swaps end up
hitting a dead end, but everything ultimately works out for the better since it is possible to
undo the transformation and return people to their former selves in the end, perhaps because
the director came to recognize the limitations of transformations achieved through such means.
This is also the same director who would go on to tackle the theme of software updates in his
1973 film The Holy Mountain.

As is well known, this was based on René Daumal’s Mount Analogue. In this unfinished
mountaineering novel, a group of people attempts to reach the summit of a real mountain that
connects the earth and the heavens, and which is invisible but has an entrance that is visible to
anyone. While the mountain is purportedly a literal one, it is at the same time allegorical,
clearly meant to be a figurative depiction of a journey toward enlightenment. In true
Jodorowsky fashion, we are presented with a succession of ornate images far removed from

reality, which tend to grab hold of the viewer, but when considered against the hopelessness with
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regard to hardware updates in his debut film, it becomes clear that this film is an attempt to
depict an earnest process toward spiritual improvement, greater insight, and enlightenment as
in Daumal’s original novel. Mount Analogue was first released in 1952, after Daumal’s death, but
oddly enough, that same year another similar story of an allegorical mountain expedition was
also published. That was Daphne du Maurier’s Monte Verita. The title comes from the real
Monte Verita colony that sprang up around Lake Maggiore in Switzerland, a forerunner of the
type of counter-culture communes that would become more common in the latter half of the
century, where residents embraced naturalism, vegetarianism, nudism, free sex, mysticism
(theosophy), and so on. It was there that the foundations of modern dance were laid by
Rudolph von Laban and Mary Wigman. The area also attracted intellectuals and cultural
figures of the day, including Herman Hesse, Ernst Bloch, and Erich Mihsam. This attempt at
transcendence on the mountain of truth does impart a type of character similar to that of
Mount Analogue, but it was du Maurier who managed to fashion it into a mass-market mystery.
As a contemporary of du Maurier, it is unlikely that Daumal would have been unaware of
Mount Analogue, but there is also no direct evidence that Daumal had any connection to the
commune. Speaking at a literary festival at Monte Verita in 2023, Jodorowsky implicitly denied
any connection between his own Holy Mountain and the Swiss commune, remarking that
Switzerland is not a good setting for surrealism.

Nevertheless, these works by du Maurier and Daumal have in common with Hesse’s Journey
to the East being centered around a journey to some kind of spiritual height. There is no direct
reference to Monte Verita in Mount Analogue, but it is highly compatible with both the mystical
nature of that place depicted by du Maurier and Hesse’s affinity for secret societies. The person
Daumal depended on for a transcendental flair was Armenian-born mystic George Gurdjieff.
For Daumal, who was a frequent visitor in Gurdjieft’s circle, the spiritual leader was precisely
the type of individual who might be willing and able to approach the mountain of allegory.
Gurdjieft had been overjoyed when he found a crumbling scrap of parchment in the ruins of
the ancient Turkish capital of Ani, which he claimed contained references to a religious group
called the Sarmoung Brotherhood, the existence of which is still uncertain. The 1979
biographical drama directed by Peter Brook, Meetings with Remarkable Men, includes an absurd
journey in which the mystic is ultimately able to locate and join the Brotherhood, which
immediately calls to mind the spiritual journeys depicted by Daumal, Jodorowsky, and others.
Du Maurier’s depictions of a more down-to-earth type of reverence manage to avoid this, while
the versions from Daumal and Jodorowsky still have something patriarchal in their monotonous

journey toward the highest heights of spiritual awakening. A less charitable reading might point

essays

out how reminiscent these journeys are of the pure attraction of high places seen in the
German mountaineering films of Arnold Fanck, which are seen as having paved the way for
Naziism. Is this truly the only path to transcendental awareness?

There is a reason that I have spent so much space talking about the journey to
enlightenment in the sense of putting something on. That’s because Saeborg does nothing to
hide commonalities between her work and that of Jodorowsky. While “Aichi Triennale 2019”
faced some issues, it is easy to imagine that she would see being part of the same event as
significant. Watching the performers on her stage, it’s easy to see a diversity and absurdity
similar to what can be found in Jodorowsky’s films. Her work may in a sense be an attempt to
recreate Jodorowsky’s Holy Mountain in her own unique way. And yet it may at the same time
also be Daumal’s Mount Analogue, Gurdjieff’s Sarmoung Brotherhood, and more. In this way,
we can see that these considerations of what it means to wear something and what I have said
about Jodorowsky and Daumal all apply equally well to the world of Saeborg. But there is one
key difference between her world and these other things that I want to be careful to point out.
Her journey to enlightenment is, unlike the others, neither a patriarchal one nor one informed
by the same Nazi conception of the sublime. Hers is instead a journey imbued with a character
that could even be said to be the polar opposite of the other two. The difference lies in its
dedication to relentless diversity and thoroughgoing vulgarity. Rather than ascending in our
quest for higher spiritual insight, we must instead descend, and only continue to descend
further. Instead of the clear, pure air of the great heights, it is a scatological place where blood
and other bodily fluids mix together. It is a polluted mountain built instead of an accumulation
of filth and excrement. We must dive into it, breathe it in, and tremble. This endless descent is
what leads to heights that Jodorowsky, Daumal, and Gurdjieff were likely never able to achieve.
Can she be the one to lead us to a holy mountain that can be ascended by descending? The only

thing we can be sure of is that for it to work, we must continue our descent with courage.
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2019
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[LIVESTOCK JPARCO MUSEUM TOKYO, ¥ 5t (E)
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[EE 1700 B 2 HE R E R THISSS AR K B G & fF . 3t (E)
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[Slaughterhouse-6 ~ &5 55430 0 5>~ | (Slaughterhouse) , Vanilla Gallery, §5¢ (E, P)
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Saeborg

Born in Toyama in 1981, based in Tokyo. Graduated from Joshibi University of Art and Design.

2021

2020

2019

2016

2015

2012

2011
2006

2024

2023

2022

2021

2020

2019

Solo Exhibitions/Performances

“LIVESTOCK,” PARCO MUSEUM TOKYO, Tokyo (E)

“Cycle of L” (Cycle of L), The Museum of Art, Kochi (E, P)

“SAEBORG: SLAUGHTERHOUSE 17,” Match Gallery, Ljubljana, Slovenia (E)
“Roppongi Art night 2016 ‘Saeborg Exhibit ‘Pigpen’,” Roppongi Hills A/D gallery, Tokyo (E)
“17th Toshiko Award Exhibition ‘HISSS’,” Taro Okamoto Memorial Museum, Tokyo (E)
“Slaughterhouse-13,” Joshibi galleria nike, Tokyo (E)

“Slaughterhouse-6~The secret of animal farms~” (Slaughterhouse), Vanillagallery, Tokyo (E, P)
“Sorry for the peek of naked rubber,” Vanillamania, Tokyo (E)

“Vegas in space,” Gallery Archipelago, Tokyo (E)

Selected Exhibitions/Performances

“Saeborg 1 WAS MADE FOR LOVING YOU’/ TSUDA Michiko ‘Life is Delaying’ Tokyo Contemporary Art
Award 2022-2024 Exhibition” (I WAS MADE FOR LOVING YOU), Museum of Contemporary Art Tokyo (E, P)
“Middlesbrough Art Week” (Pigpen), Middlesbrough, UK (E, P)

“Theater der Welt 2023” (Super Farm), Frankfurt and Offenbach, Germany (E, P)

“Theater Commons Tokyo "23” (Soultopia), Various places in Tokyo (P)

“Fierce Festival 2022” (Pigpen), Symphony Hall/7SVN, Birmingham, UK (E, P)

“Ultra Unreal” (Slaughterhouse/Pootopia), Museum of Contemporary Art Australia, Sydney, Australia (E, P)
“Submerge Festival” (Pigpen), SEESAW, Manchester, UK (E, P)

“almanac 3days fes” (Saesing), art & river bank, Tokyo (P)

“New Ways to Grow: Artists Envision a Post-Covid World” (Pootopia), The University Art Museum, Tokyo
University of the Arts, Tokyo (E, P)

“Reborn-Art Festival 2021-22” (Slaughterhouse), Oshika Peninsula (Momonoura) and Ishinomaki, Miyagi (E, P)
“Riga Performance Festival: Starptelpa,” Riga, Latvia [Online] (S)

“Department-H” (Pootopia), Tokyo Kinema Club, Tokyo (P)

“Where The Private Things Are,” TOMONOTSU MUSEUM, Fukuyama, Hiroshima (E)

“M/EAT the Arbeiterklasse,” ghost theater, Germany [Online] (S)

“Department-H Hour,” Tokyo [Online] (S)

“MobileTriennale,” Tokai City Arts Theater, Aichi (E)

“Aichi Triennale 2019: Taming Y/Our Passion” (House of L), Aichi Prefectural Art Theater, Nagoya, Aichi (P)
“Dark Mofo 2019” (Slaughterhouse/Pigpen/Wasteland), Avalon Theatre/Odeon Theatre/Mona — Museum of Old
and New Art, Hobart, Australia (E, P)

“Fantastic: The Abyss” (Slaughterhouse/Wasteland), Club80, Melbourne, Australia (P)

2018

2017

2016

2015

2014

2014-2016
2010-2018
2008
2006
2005

2022
2014

biography

“Department-H” (LuyangxSatellite YoungxSaeborg), Tokyo Kinema Club, Tokyo (P)

“The 6th Athens Biennale: ANTI,” Banakeios Library, Athens, Greece (E, P)

“Department-H” (Wasteland), Tokyo Kinema Club, Tokyo (P)

“Tag: Proposals on Queer Play and the Ways Forward,” Institute of Contemporary Art, University of Pennsylvania,
Philadelphia, USA (E)

“Lu Yang: Electromagnetic Brainology” (Collaboration Performance with Saeborg), Spiral Garden, Tokyo (P)
“SadisticCircus” (Slaughterhouse), Shinjuku FACE, Tokyo (P)

“POST-ER OFFICE,” blanClass, Yokohama, Kanagawa (E)

“Twenty Years of the TARO Award/Twenty Enfants Terrible,” Taro Okamoto Memorial Museum, Tokyo (E)

“Re: New Book of Anatomy,” TOMONOTSU MUSEUM, Fukuyama, Hiroshima (E)

“GOLD FINGER” (Slaughterhouse), AiSOTOPE, Tokyo (P)

“CHAOS'LOUNGE New Arts Festival 2016 “The Gates of Hell’,” Moritakaya, Iwaki, Fukushima (E)

“Who by art vol.5,” Seibu Shibuya Art Gallery, Tokyo (E)

“NOKEMONO ANIMAL KIMI TO IKIRU,” HAJIMARI ART CENTER, Inawashiro, Fukushima (E)
“Vanilla Essence,” Cell63 artplatform, Berlin, Germany (E)

“TURN,”TOMONOTSU MUSEUM, Fukuyama, Hiroshima (E)

“ShibukaruFestival,” PARCO MUSEUM TOKYO, Tokyo (E)

“Cyaracrash!,” CHAOS*LOUNGE, Tokyo (E)

“Tokyo Rainbow Pride 2014” (Slaughterhouse), marching through Yoyogi, Shibuya and Harajuku areas, Tokyo (P)
“The 17th Taro Okamoto Award Exhibition” (Slaughterhouse), Taro Okamoto Museum of Art, Kawasaki, Kanagawa (E, P)
“CHAOS*LOUNGExSaeborg,” Genron cafe, Tokyo (P)

“Department-H ‘RubberFestival’,” Tokyo Kinema Club, Tokyo (P)

“Gender game,” Joshibi galleria nike, Tokyo (E)

“NoboritoArtProject,” Noborito elementary school, Kawasaki, Kanagawa (E)

“depositors meeting,” art & river bank, Tokyo (E)

“She got lost,” studio BICART, Yokohama, Kanagawa (E)

Selected Awards

“Tokyo Contemporary Art Award 2022-2024,” Tokyo Metropolitan Government and Tokyo Arts and Space
“The 17th Taro Okamoto Award for Contemporary Art,” Toshiko Award

*Notes

1, Artist ’s biography was compiled on the basis of publications and references provided by the artist.

2, The biography indicated, for each exhibition,
“the title of the exhibition or the event” (the title of the performance), the exhibition venue, the city, the prefecture, and the
country. Exhibitions are marked with (E), performances are marked with (P), and screenings are marked with (S). However,
if there is no title of the performance, it is omitted, in cases where the venues name includes the name of the city it is held
in, the city name is not listed with the other items. For exhibitions in Japan, the name of the country is omitted.
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message from the organizers

Winners

Organizers

International Selection Committee

Selection Secretariat

message from the organizers

The Tokyo Contemporary Art Award (TCAA) was established in 2018 by the Tokyo Metropolitan
Government and Tokyo Arts and Space, with the aim of encouraging mid-career artists in Japan to make
breakthroughs in their work and take their practice overseas.

Award recipients are selected with an emphasis on the need to provide support at a pivotal time in
their careers, and screening is conducted by a selection committee through artist research and studio
visits by which committee members gain a deeper understanding of each artist’s work and its context.
Two artists—Saeborg and Tsuda Michiko—were selected as recipients of the fourth TCAA. In addition
to a monetary prize, they received funding for overseas activities in the year following the award, and in
the final year of a multi-year program of support, an award exhibition was held at the Museum of
Contemporary Art Tokyo.

This monograph, produced as part of the award’s support for the artists, showcases their past works
and projects, as well as the new works created through their activities and installation views of the award
exhibitions, with the aim of publicizing their activities more widely.

‘We hope that the support this award provides will prompt its winners to build on their exceptional
achievements and pursue new developments in their practice.

In closing, we would like to express our most heartfelt gratitude to the many individuals and

organizations whose generous cooperation has contributed to the administration of this award program.

Organizers

Tokyo Contemporary Art Award 2022-2024

Saeborg, TSUDA Michiko

Tokyo Metropolitan Government
Tokyo Arts and Space, Museum of Contemporary Art Tokyo,

Tokyo Metropolitan Foundation for History and Culture

Sofia HERNANDEZ CHONG CUY [Director, Kunstinstituut Melly]

Carol Yinghua LU [Director, Beijing Inside-Out Art Museum]

NOMURA Shino [Senior Curator, Tokyo Opera City Art Gallery]

TAKAHASHI Mizuki [Executive Director and Chief Curator, CHAT (Centre for Heritage, Arts and Textile)]
WASHIDA Meruro [Director, Towada Art Center]

KONDO Yuki [Program Director, Tokyo Arts and Space]

*Positions and titles current as of the time of the 2021 selection process.

Arts Initiative Tokyo [AIT]

187



188

&!I’

EF

TN EEELEL T O 25 LU BuEEoEERLET,

ER RS2
AR
bzbhH
e

Hij FH b 12 2
DJ TKD
JHBR AR
SEH 5L
SEie L
Ching-Wen Peng
Y- Yyt
[N
Fh=v 47
AT
P E LA
Coco

Fei I
LR

G IFREAE
i %
kome_yan
% MR AR
dogezab e A
VAR E T
L 50 B

FoN—FAVFH

MIO

IHVOA

bbLA

[N SET5S

I

YNO

N D%

WP SR

L v L

B LA

e HLN
FHALE

BT

il i

B B>
HESE T R

7 -

IIE: €5

w3

FHEHE T

Edith PERRENOT
Heyley CLUTTERBUCK
Emma SKALICKY
Brianna DENNING
Amber LESTER
Em CEE

Kurage (KIFW L MEER L KBRS, Tentoku, /7 7% X =4 FF)
FREIEE G B R NS 2tk (F H s 2 8, Fe 2 k3w h)
A Xt T A7 2204 (7 AR, HAGER (1HKAE)
RO S SR A CRAAR T8, 28 S 70 03 LR 7 ik S IBRATALY)

KHIBE SR 2t ORI
R—rtme 772 b — R &AL

Ik &t

W&tk —sv b

TASKO inc.
v s s
SHANF TR

V25
Carl STONE
=T
H~Tx
A &
OGAWA Eri
Kimio

popo
LICE—HE
KR 23 b (Yotta)
vava
=AY
OMI{LERGIBSON
HefE
FRIE/IAL
/NRE
350> 94
F¥
NN Y
RKBVDH
KF~=*
ES
Y 75
IPIHER
P S

CTTICRBEEN G o2, T RTCD AT —~— T I FEo2 5%,

KI5 HEH DRI E AT

oL Ed,

acknowledgment

The artists would like to express the gratitude to the following people and organizations.

Gogh IMAIZUMI
TSUYUKI Tae
Cecilia

Yuzuko

MAEDA Monica
DJ TKD
KAWAGOE Kenta
SHIBATA Takahiro
IMAI Miho
Ching-Wen Peng
Eri Liao
MURAKAMI Kyoko
NAKANISHI Seira
SHIOZAWA Kanako
KANNAMI Madoka
Coco

TAKATORI Shion
OZAKI So

YASUE Fumio
IMAI Ayaka
ORITA Aya
kome_yan
TATARA Tomomi
dogeza-chan
NISHIMOTO Yumiko
HAMADA Ayumi

Department-H

Kurage (OTSUKA Saki, KATO Kayo, OISHI Mao, Tentoku, Kabuki, Tanio, Kid’O)
Arts Commons Tokyo (TODA Fumiko, SHIBATA Haruka, ABE Sachi, FUJII Sayuri)

MIO

Marilyn

Momoyon
YAMAGUCHI Mizuho
YNO

YAMANE Mutsumi
KOMORI Aya
KAWACHI Takashi
ANDO Akari

ITO Yurie

IWASAKI Erika

USUI Rie

KUSAJIMA Yukiko
SAKAKIBARA Tomoka
TAKAYANAGI Aoi
HASHIBA Yurie
YASUDA Junko
YAMAZAKI Tomomi
YUYAMA Tomomi
WADA Mikako

Edith PERRENOT
Heyley CLUTTERBUCK
Emma SKALICKY
Brianna DENNING
Amber LESTER

Em CEE

MIYAKAWA Hikaru
Carl STONE
MIYAKE Ritsuko
Miina

KUMAMOTO Hiromi
OGAWA Eri

Kimio

popo

YASUMOTO Keiichiro
KISAKI Kimitaka (Yotta)
PICOPICO
TSUGAWA Eiji

OMI GIBSON
hanaka

HARUSAKI Kobeni
OZAWA Dango
SASANO Shigeyuki
Chichi
HAMAHAYAO
OHTANTI Hiromi
OSHITA Maki
MOTOHASHI Ayumi
Hinarina
YAMAUCHTI Shota
TSUYUKI

RHINO STUDIOS INC. (TANIGUCHI Katsuya, TASHIRO Hiroyuki, YAMAGUCHI Taisei
The Museum of Art, Kochi (MATSUMOTO Chizuru, JINZENJI Naho, NAGAYAMA Mio, ORITA Aya,
YAMAZAKI Kaori, TSUKAMOTO Mari)

Ohta Sangyo Co., Ltd. (OHTA Katsuhisa)

SUPER-FACTORY Inc.
Sankyu Inc.

NOPAT Inc.

TASKO inc.
BILLIKENSHOKAI
SICCALUNA

I would like to express my gratitude to all performers, collaborators and volunteers,

who could not be included here, as well as the audiences.

acknowledgment
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TAKAHASHI Kenji
TSUYUKI Tae
TSUZUKI Kyoichi
SOMA Chiaki

Katrin SCHANDER
Saeborg

HOMMA Yuki

PCAF

Alex DAVIES

TSURII Taisuke
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