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Hello, Camera

EFCIEDE DY T

Installation, video

2024
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Video, shooting set, camera, photos,
cutting sheet, pendant light
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This work comprises 11 monitors and a makeshift room resembling a simplified dining room. On
each monitor are three people who are periodically replaced by others, swapping roles, but all
11 screens depict the same event. The footage, lasting approximately five minutes, reenacts
actions that were filmed the day the artist's family first obtained a video camera 36 years ago (in
1988). The video resembles a test of the camera, placed on a tripod aimed at the dining table,
recording behaviors suggesting the family’s attempts to welcome a new member.

As the conversation unfolds at the dining table, the family members equate the center of the
frame as the center of the family and vie for the position, and while this appears to be a casual
interaction, it can also be viewed as a process of reinterpreting the family as a social unit from
an external perspective. The installation, which uses a set for shooting home video reenactments,
contains a camera that automatically pans and zooms to trace the movement of the camera
the mother moves to direct the frame to herself. It also captures the audience visiting the
venue, who becomes the object of framing. Projected on a single channel on the screens, the
video features 12 actors interchanging the roles midway through the same script.

Performed by 12 different family configurations, the piece introduces fissures into preconceptions

about familial and societal structures.
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Installation EVETOEDSBELTVEMEI,
2022 /2024
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TRIIIE— HAT

Mirror, wood, software, screen, projector, camera
YA 0] %E

Dimensions variable with a slight delay, on a screen at the opposite end.

Footage being filmed from the end of a long corridor is projected,
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Installation

2024

UK (179). 8. AM, 7OV 782— T -2 F
Video(17 min.), mirrors, wood, projectors,
screens, sound
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Eight frames are installed in the room, variously containing mirrors, containing screens, or
left empty. On the screens are videos of performers appearing and disappearing as they
execute various behaviors. These are mundane gestures typically performed at home, such
as when doing household chores or eating. The performers carry out simplied versions of
behaviors seen in Hello, Camera, move around frenetically, walk away, stand facing forward,
and at times appear to sleep on a horizontally elongated screen. The choreography is the
body itself replicates behaviors, for example by having parts of the body become utensils.
These movements of basic and varied conditions express themselves on the performers’
bodies as a way of owning their lives. With each playback of the video, the performerss’ bodies

are perpetually reproduced.
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Yeu & Mo

2353

Video

2007-2009

H7—  AFTLFH IR
Color, stereo sound
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Yeu & Mo is a series of video works produced between 2007 and 2009. It is shot in a symmetrical
room with vertical mirrors installed along its symmetry axis. The bodies of performers in front
of the mirror, who are reflected in the mirror, and others on the other side appear to merge or
become misaligned to create unexpected body images.

The series started with performers making simple actions on the set, such as walking and
sitting. Up to the fourth and fifth works, themes with contrasting meanings, such as nude and
clothed or mother and daughter, were blended. Later pieces were made in collaboration with
multiple dancers and repeatedly filmed. These works were created out of an interest in the
mechanism of video production in a space outside the frame, instead of telling a story about

an eventinside the frame.
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HACHIOJI: HOLE IN GAP —the crossing of the zebra times

2354

Video

2008

HF7— F/TNYIUR
Color, monaural sound
12'32"
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Collaborative project with Caroline Bernard
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HACHIOJI: HOLE IN GAP—the crossing of the zebra times is a collaboration project with
French artist Caroline Bernard. In 2008, the Internet had already surveillance with webcams in
most of the cities. This project uses two types of videos, both capturing the same crossing in
Tokyo. One is the video feed from the webcam on the network, and the other is the video shot
by the video camera on site.

This project fits the logic of recording and hybridization through the use of lightweight, highly
mobile devices, such as cell phones filming or urban webcam, and the different times of the
same space are mixed. A webcam controlled from Europe is synchronized to a second camera
at the local site. Contrary to the spot camera, the webcam has a wide view but a poor time
description. A time full of jumps and gaps is described in its full complexity by the editing, cut
in at the timing when the webcam frame changes, and by the movements of the professional

performer. The act of editing two timelines that capture one event is like sewing two times.

michike movie, Japan
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Installation

2009
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Dimensions variable
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This installation consists of photographs taken with a compact digital camera found in the
woods and captured images from Google Street View (GSV). The camera, which was found
in the woods by the mother of Caroline Bernard, with whom | worked together on some joint
projects, contained snapshots of a family that could be found anywhere. The members were so
fascinating to me, who did not know the area, that | attempted to locate them from Japan via
the Internet. As | searched in GSV around the Grenoble forest, where she found the camera,
and ran an image search, we found a mountain similar in shape to the one pictured behind an
outdoor concert and found a cake shop for a birthday cake. The birthday person in a black
tank top and the person in the black tank top in the parking lot pictured on GSV. A photo of a
house party in a garden and an image of a garden with a swimming pool on GSV. When you put
a private snapshot of strangers side by side with a public, scanned image of scenery on GSV, it
can be hard to tell them apart at first glance. When placed in a photo album format, a fictional
family story emerges.

The work was developed as an installation that represented the process of search and discovery.
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Occupants and King in the Configuration Forest

B> R2L -3

Video, installation

2010

A# TV AAZ

Wood, mirrors, TVs, cameras
YA XA E

Dimensions variable
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The Configuration Forest refers to the shooting set consisting of framed mirrors big enough
to reflect a person, the empty frames, and white walls with the same frames. Time in the video
progresses while metaphorically hinting at the visual complexity of various relationships.
The video works show the sets and people who perform simple movements according to the
choreography.

The video work series, produced following Yeu & Mo, was created by repeating multiple filming
sessions with the performers. In addition to the video, the filming set, or the Configuration
Forest, was developed as an installation. The viewers walking through the installation are the
Occupants, and the viewpoint of the camera shooting the video screed in the back room is
the King. The viewers' viewpoints move back and forth between those of the Occupants’ and

King's, and the performers in the video also become Occupants.
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She would come back there
to see her again the following day.

L&

Video

2014

2F v R IVETH
Dual screen video
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2016 FICHMESI N/ {ERE [The Day After Yesterday] THIfE - EFR LU AKRIEE.
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Two vertical monitors are juxtaposed, each showing a woman sitting in a chair. The two images
appear to be the same, but it becomes apparent that they are not the same because the woman
moves different legs or moves them in different directions.

Produced and presented in a 2015 solo exhibition, “The Day After Yesterday,” the work
simultaneously captures a performer from two different viewpoints using two cameras. One
monitor shows the image as captured, and the other shows the horizontally reflected image
next to the first. Viewers realize the images they thought were the same are not the same and
try to transform their perception of the space. Viewing the space consisting of videos leads

to re-understanding “now” and “here.”
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You would come back there to see me again the following day.

122 -3

Installation

2019

AM. @@, X7V -2. HAF. TOYI8—
Wood, double-sided mirrors, screens,
cameras, projectors
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Dimensions variable
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The installation consists of frames, mirrors, and video cameras. The title comes from an English
exemplary sentence of free indirect speech (the subject is usually the third person). The title,
in which what “the following day” and “there” refer to change depending on the context,
and the experience of the work, which encourages viewers to question what “now” and “here”
mean based on the relationship between themselves, their images, and the space, are paired.

Several frames suspended from the ceiling are a mixture of mirror- and screen-covered ones
and empty ones. The screens show a real-time video as well as footage capturing the exhibition
space as it was 24 hours ago. Viewers move through a labyrinth of gaze woven by images
reflected in the mirrors and projected on the screens and real images seen through the empty

frames and observe the changing relationship between themselves and the space.
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Tidings
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Tidings is a joint performance with a dancer/choreographer Kamimura Megumi to consider the
mechanism of theatrical performances.
In the theater, signs are exchanged between performers and performers, directors and
performers, the audience and the stage, words and gestures, things and people, and so on.
Performers pretend to do something as someone (something) else, and the audiences watch
those acts or events. Both of them understand that the performances are “lies,” but they
E E nonetheless believe in them. Such complicities make the theatrical performances function
i properly. During the performance, two performers continue an improvised dialogue parallelly
EF : with/in the synopsis to examine and reconstruct the elements of theatrical experience/

performance—lighting, music, knock, telephone, conversation, dance, walking, rhythm, clap, a

INTF—T 2R

Performance trace of movements, and moving image—and the rules which are shared almost unconsciously.
2016 . . . . . .

604 This work is an attempt to disassemble the understandings and misunderstandings that
60 min. accumulate in it and reassemble the process of creating an image.
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Tidings #2
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Tidings #2, a sequel to Tidings, is a performance that regards people, objects, and space as
recording media, recording and reproducing the aura and signs that exist there in an attempt to
see the invisible.

The physical phenomenon of leaving traces on a medium, such as tape or memory, makes film and

recording possible. Recordings may also record things that are not visible to the eye or audible to

the ear. Assuming that people and space are the recording medium, we conducted public

disciplines to reproduce and see invisible things such as traces and auras.

1 Spirit of language A discipline to give physical power to words.

2 Trace A discipline to read traces left by others.
3 Telephone A discipline to listen to the voices of objects and to have conversations
with them.

4 Separating voice  Adiscipline to visualize possibilities.

INTF—T 2R

Performance 5 Selfie Adiscipline to eliminate self-consciousness.

2017

754 6 Palmreading A discipline to make a story from fragmented things.

75 min. 7 Sending awish Adiscipline to see the past and the future, while seeing the present.
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Audio Guide

F—=F1F - HAK
Audio guide
2017

30~60%
30-60 min.
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DA =FTAAEEDBIBEORTCRESN  BIKERICEDIDTIREER LY OHIMEL,

An audio guide, provided to view an exhibition while listening to commentary through
earphones, is designed to provide an audio explanation of the exhibition, but this audio guide
is lacking the exhibition. What it introduces is not the exhibition but the scenery surrounding
blanClass in Idogaya, Yokohama, and something that was originally there. Viewers can follow
and experience a route linking interesting sites in the area while listening to the audio.

Ruminating on the phrase “everything you see is a message,” this work was created with the idea

that what viewers see would be edited in their minds along with the audio and become a video work.
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News

INTH—T 2
Performance
2018
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70 min.
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Tidings (2016) was an attempt to consider the mechanism of theatrical performances. “News"
has a slightly different meaning. Both words have the same meaning of “transmitting” but the
first one includes the meaning of intuition or more little things and the second one strongly
includes the meaning of broadcasting in public.

News deals with “media” as transmitting the information such as newspaper, radio, telephone
and television. In the performance, we perceive body as medium and examined the way of
transmission of news, which would form alternatively from the word of Marshall McLuhan

“All media are extensions of some human faculty-psychic or physical.”
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When The Light Glows Through The Window

2353

Video

2018

2F v RIVETH
Dual screen video
3'00"
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The installation was inspired by the space of the Cello Factory in London, which has a skylight
on the ceiling and large windows on the walls, allowing views of the outside scenery. A two-
screen video work is shot from inside and the front of a sliding door with frosted glass at the
entrance to my studio in Tokyo. The left and right doors are opened and closed, with the left
screen showing the movement as filmed and the right screen playing it backward. The left and
right windows, through which different times flow, are dancing, moving in and out of motion,
while the movements are connected and unconnected. Is there a difference between the
transparent window, through which light penetrates, and the monitor that emits light and

projects images?
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Walking Condition
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Installation

2019

B (124). 8. A#t. 27U -2 TAYIIE— &
Video (12 min.), mirrors, wood, screens,
projectors, sound
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Walking Condition is an installation in a space with an arced, overhanging stage typical of
Showa-era retro architecture.

The space has three screens, two mirrors, and three empty frames. Projected on two screens
is awoman walking as she verbally announces words. She appears and disappears on a screen,
moving from the back to front and laterally, and reappears on another screen. The performer
utters 27 phrases about walking (e.g., “My right foot is pushing down on the ground,” “I am
on a stage,” and “l am waiting.") to announce her movements. Before the videos start to play,
a video prologue about “odori” and “mai” (two different words for “dance” in Japanese)
is shown on another screen embedded at the site. In the video, the artist explains, as an
introduction to the work, how Orikuchi Shinobu's remark that “mai” refers to a circular
movement and “odori” refers to a jumping movement in his “Mai to odori to" (Mai and Odori)
considers “mai” as something born out of a relationship with gods and involves wandering,
which can be related to a viewing experience at an exhibition. Viewers of the work wander

inside and outside various frames as if they are in a forest.
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My right foot is pushing down on the ground

am walki ackward
d
waiting
wandering
shaking
floating 3mm al

[ am on the border

[ am looking back
was overtaken
am curling up *
am riding in a car
am in an airplane
am looking
am walking
am resting
I'm far away

I am waiting

I can’t see anything

It’s one month later
I am here
Right here
am spinning
am going back and forth

am on a stngc
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Although King Logs Others

"Twas brillig, and the sl foves
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All mimsy were the b

And the mome ratns-owbgrabe.
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- King - camera: capturing real-time video

- Queen - monitor: showing image from camera
- Knight - empty

- Rook - wall

- Bishop - fence (no bishop in this score)

- Pawn / Alice - double-sided mirror
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Installation

2019

At KM, B HXF. E=4—. TOV1 75—
Wood, floor cover, mirrors, cameras,
monitors, projector

YA XA E

Dimensions variable
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PTEBFIETTIRPERDFI AT —LIZBIMLTVWEZEICR IV EEEZ LR
CRETH 3, NHNECETERT S5 [Jabberwockyl DEXFHF XTI —2h
SIS h. ELWIFOWMHIEBEICHEEZIN TV,

[BOEOT7IVX] OHRTEIIAFELHREL, BMEAT+T7TORMEEAVTE
BL, SR —NICLBZEAL2THICONS (ERDEEBZA LI, IEHOD
BEEE 41 ML [Alice Through the Looking-Glass] D7+ 75 LTH %,

The installation is based on Lewis Carroll's 1871 children’s novel, Alice Through the Looking-Glass.
Arranged on top of a checkered floor mimicking the chessboard pattern are cameras (king),
monitors (queen), frames (knights), walls (rooks), and mirrors (pawns/Alice), which viewers can
walk between. The configuration is the same as when Alice realizes she is in a chess game in
Chapter 1 of the novel. The mirrored text of the poem “Jabberwocky,” which appears in chapter 6,
has been cut from the screen, and the correct shapes of the text are projected onto the wall.

In this work, the unique characteristics of visual media recreate the absurd events that take
place in the world of Alice Through the Looking-Glass, highlighting the distortions that inevitably

occur as a result of words and rules. The work's title is an anagram of the novel's title in English.






BRIMTELTOH X
DANCE AS CHISEL

(EHIMtbAERETIHY) 2BRELT [EOEOTY
2 BB TINITABTE PN/ [Jabberwockyl) (£
DWCINT =T XEEBEUI, N T+ —T L ADERESR
1 hLid. [Alice and Chessl O 7+ 75 LTH %, 4>
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Although King Logs Others served as the stage for a performance
about the poem “Jabberwocky,” written in portmanteau words, from
Alice Through the Looking-Glass. The performance’s title in English
is an anagram of “Alice and Chess.” With dancer/choreographer
Kamimura Megumi and art theorist Hirakura Kei, | gave a lecture
performance of choreography based on the meanings of the
words in the poem and read 20 different Japanese translations of

the poem chosen from over 45 translations.
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Performance
2019
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30 min.
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You would have gone there to see them by then.

1222 —3>

Installation

2019

A#. 8 (BE). Z7V -2 hAF TOSI78—
Wood, double-sided mirror, screen,
camera, projector

YA 0] %E

Dimensions variable

ZEBOMNBEICHZIFBRICETONARERETOMEL VWS EEH LM
ERERELT. BEZSODAIFSELRBREIEIBMRANEEI1X4L -3,
MPEBEFEVLBECEDE T B BH XV V-V EBRBE LA, XV —2 Il
LHENBDIE. EICHRBEINLDATTRESINAZVTZILZALOMIKE, ZORME
TINGFESNAN T+ Y —BDPHBETIRGFOMREIANE DS, BDPSHATIC
R >THETLED SSH LM, Fo9CIKELBMN. 25D UILEE, INERZ
ERICL BB NDERNSIAEEIRSIFEVER) AN,
REEEGOMANEMICHY ., FEEZEIE. RIZEHRONBZIEHTEZIZREDH
EEARICEHEAZZENTED, HEELN T+ —V—  SEBE, 22EHZIEV -
EAPEREDLODOEICEE -/, L0720 T 3,

Using the historical space of tatami rooms of the Ito Residence built in the Edo era on
Shikemichi street in Nagoya as borrowed scenery, the installation invites viewers to a different
world where various times, including the present, coexist. A mirror, empty frame, and screen
are fitted like fusuma and shoji screens. Displayed on the screen is a real-time video captured
by a camera installed in the garden and prerecorded footage of performers in the space,
played alternatingly. The performers’ behaviors are derived from elements of an Ozu Yasujiro's
film, such as women meandering from the far towards the camera, men walking straight, and
the rhythm of uchiwa fanning.

With both real and virtual images treated equally, the viewers are encouraged to move freely
throughout the space, where they can see and be seen. They stay or wander among the blurred

boundaries between a viewer and performer, now and past, here and there.
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BICOICITOTWAETLE D,

You would have gone there to see them by then.

ot

1222 —3>
Installation

2019

A#. 8% (@), 271
Wood, double-side(
camera, projector
YA 0] %E
Dimensions variablg

A7

FROBICH 5N 7 (Score a) & (Score b) 1&
BUEAD/IN T+ -V —ICLDEBE DR ZHE. 2
DEICEOE TCREBIEI-EDERNL -2 TR~
IN—ICHEE BERTW S,

Score

Score a and Score b, placed in the alcove,
depict traces of the performers’ movements
in the video, invert them in a mirror, and draw
and layer the images on tracing paper.
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Audio Guide:
Inside and Outside

F—F4F AR

Audio guide

2019

RFLFBILR IAXF L) T Ny R Tx >
Stereo sound, noise-cancelling headphone
4'30"
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ZABEI, BAOEENA/—FIIII THEINLZTTHERIN TV S, ZEOAEIL,
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BTHIRNENDERLGERICOVWTE > TWVWS, N/ —FILIA 7 THREINFIE.
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OMBEBRL VWS, BEPR.2ADN T —7—EHEAY) EH S BNz ANE DS
Ui ZDOBEEIPFRTIZORSRIE. ZEOFTEH, HBENH D,

It was exhibited on the earthen floor of the Ito Residence, a village headman’s house that was
built in the Edo era on Shikemichi street in Nagoya. Although it is an indoor space, it maintains
a high level of continuity with the outside. The audience is encouraged to wear noise-canceling
headphones. This audio guide does not explain the work, but offers time to think about “borders”
through words and through the things they see and hear inside. The sound consists of Tsuda's
voice and the materials recorded by binaural microphones. The voice talks about the space's
history, about it welcoming a lot of visitors in a private space, and about an ambiguous border
between inside and outside, which is considered to be related to Japanese houses. The binaural
materials are representations of the sounds that might have occurred in the space, such as the
sounds of measuring rice, sweeping with a broom, and fanning with uchiwa for making fire.
During the recording, two performers walked around, sometimes switching their positions. So, the

soundscape that the audience experiences is distorted and entangled in the space.
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Trilogue

12—

Installation

2020

A# R RT)=2 hAZ TV I8~
Wood, mirrors, screen, cameras, projectors
YA 0] %E

Dimensions variable

ZOERIE. 3ODMENTL —LTHEEN. 8. HAT. BIZHFBAAENLA >
REL—2 a2 ThB, DEDDTL—LICHEN. VEDRE, IV EDDTL—L
LRI —2 F AT, BIL—LOTBICEG TRBANE2ADHATHED2
SOBIE (FH 130 BBRTWS) HRTU—2 OEEASHEE SN, 27— F
CERAND, ZO30MHEV M. EEEEIEASBRBEEHATVS,

R AZTAICNERBEV, EVWDZEPSERBLIEALIEL =032 AXF. T
OY1ovar, GrEBEN-BREMIC. BREEAAAT NS, HATCEST
B MG, EEEICESTRMEREBR)VATBPBEE V-2 BHOBEKERD
ZIENIIOEBHEHIPNTVS,

Trilogue is an installation consisting of three vertical frames and incorporating mirrors, cameras,
and images. One frame is fitted with a mirror, one is empty, and the other has a screen. Two
images from two cameras (one of them delayed for 30 seconds) set toward each side of the
empty frame are projected from both sides of the screen and merged on it. This 30-second
period is said to be the time frame for short-term memory to die out.

The work started with the idea of inviting people to the studio while shooting. It incorporates
time as material into the exhibition space equipped with cameras, projectors, and mirrors. It
opens up the space of trilogues with multiple meanings—for the camera, the mirror and image,

and for viewers, the work and themselves reflected in the mirror.
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SCREEN BABY #2

INTH—<T 2
Performance
2020

5%

75 min.

NERZBROME [ZM](1951F). [RRMEEI(1953F). [EREE](1957F)
POHBEENE SN EHMME S - EmEL. AoV — RAFROMFESEEIC
LBy N[EE] P JCTVEEETHER RIATILIFvr—NT+ -7 >,
MEBOETCEAREEE 2CHWEL. ERELERBREHZEEVONT L,
HECHAAELRITEHVWTWRZ LN LV LEUH B, REDZIEAMPBIFIZT
7. FEREPHELRCINEGRYPHEDP S, HAPEBLEDANOBEK
PREACEFRELEEHZARY ., £LZOBEEIRAFELTAN - X3 7LL. B
BELTRRL,

Screen Baby #2 is a lecture performance capturing scenes containing distinctive movements
of the characters from Ozu Yasujiro's films Early Summer (1951), Tokyo Story (1953), and Tokyo
Twilight (1957), which are reenacted in a simple form and examined by baby tooth, a collective
of Tsuda Michiko and dancer/choreographer Kamimura Megumi. Due to the movie's story
flow or scenic composition, the characters are often forced to move in ways that are unnatural
in real space or move faster than realistically possible. From the unnatural but calculated
gestures and behaviors of the characters in the scenes, the duo read their attributes like
gender and age, analyzed and scored their movements as choreography, and presented

them as areenactment.
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Tidying up scenes from Tokyo Story
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Performance

2020
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Gravity Dance

LIFv—INTH—T R
Lecture performance
2020

5%

75 min.

+AEMIE. 22 FFEOBICKILOBANER)ELTEZEEDN TV S, WEDE|S
=BAICFESV. GEBAL, ¥IVE BEHILTI. ZZICEZRERN DK,
BILESTZORANOHEHN TET. SOANTIHOMIZE-TWVWS, +FIHTRML
EMEDO[124—+T LA R BIHTRRLAER(BELE. BALICEWICZ
ZIERSTLBTLEDS) BICICERLAEDTIE AL, SFEFID2012F ICEE N T
&, IESELEEICERL. BEEL T UERDEEL TV S,

2020 FDF., IO MO ETERHEZR)RTEFEISLEY, +FAFEEZ25A
KRV, MG EEBELTVWSE, HALBEXPHHPRDYIIN, T<ET
DEFIRHOKEDENF>TVWIDEERBEERHISEB TV o7,
THEREERPEMEOREN—FICERLLN, BOROHDICEFIHERS
ERELAYLT HALGBECHFREBELEY» SKIEBEROL 7 F v —/¥
T4+ - REfTo7

It is said that Lake Towada has erupted multiple times over 220,000 years. The lake defied the
earth’s gravity and erupted six times, forming the surrounding terrain thanks to the magma,
sunken caldera, rain that fell on the land, flowing water, and rocks, becoming the current caldera
lake. Similarly, You would come back there to see me again the following day., the work exhibited
at the first season of “Inter + Play” at Towada Art Center, did not reach completion immediately but
began with the prototype eight years prior in 2012, was shown in various spaces, and transformed
over time.

In the spring of 2020, the influence of COVID-19 stopped my migratory life, and | extended my
stay in Towada for nearly two months. As | observed the lake, it became strangely clear that the
magnificent time and magma deep underground were connected to the gravel and lake water
under my feet.

| superimposed Lake Towada on the artwork and part of the museum's architecture and
conducted experiments to see the gravitational force acting on the objects in front of me,
which culminated in a lecture performance that invited viewers to tour around as they

imagined the magnificent time and deep underground.
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Taking care of Sculpture

INT =R 2R
Performance
2021

SREMIZRFZDBADZELEDHEFFIEICLSD, @ RTAICHZIBERIEREWVIEL
HETIT27NT =V R, RAEOEMATHH 2 ZD300mIEED/NEICIE,
19DTALZITOLONTHAERD LR, ZDE UL 1980 FHE. ZRBFLLDHD
72E2007 FICHIE - XEEI N

HABTRTHEELTEZELEDI LD T BHNEDLBHRELTAETTEHEL, £
ELTRADWMEDP SEENLMERTH D, HIEOEAICIIEZECLET IV, BEEL
EPFEHELTVRZE. FREKRLIEIBAMNERICOVWTERPI Y —F &7
co MBI BHICRIBREANELTIRW. NT T3, T3 ELIIIBE. BFEIESD
ETB. Ty b EDPIIB Ty —T B BREBIPED NV ITE FNARD.
WoTRED. LESELFLFETVWEDAD ER AT,

This performance, a collaboration with eight students from Kanazawa College of Art, took
place in a path called Hakucho-ro in Kanazawa City. Nineteen bronze sculptures lined the
300-meter path, also within the grounds of Kenrokuen Garden. Most of them were created
and installed in the 1980s, with the most recent in 2007.

Working with students as a teacher in the sculpture department, this work was born out
of the practice of regarding sculpture not only as an object to make but also as a subject.
Discussions and research were undertaken on the authors, models, and clients behind the
creations, as well as the historical context that made it possible. We treated the sculptures,
especially the nude female sculpture, as human beings and tried to take care of them in
various ways, such as hugging, rubbing, talking to them, trying to hear their voices, putting
blankets on them, massaging them, playing music, giving them face packs, cuddling them,

and showing them dances.
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You would come over here to see you again shortly.

ARG by N AR =RET = - AR = RETEZDADTT
ERIEZAIMBTEHI /S - NIX AV R, BIAREAICES [Windowology:
New Architectural Views from Japan B% RIEXEATHY ., XETH 2] ED
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ES  BEDWREBBRICT DY AN - ARS T4y IHALREL -3,
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Japan House London is located at the intersection of Kensington High Street and Derry Street,
where many people pass by. For the Window Research Institute’s exhibition, “Windowology:
New Architectural Views from Japan,” | used the window display on the grand floor and the
glass space behind it. This site-specific installation blurs the boundaries between indoors and
outdoors, over there and over here, and now and then, by arranging cameras, mirrors, and frames.

The camera was installed from the inside of the window display to the outside. It captured

the passing people against the backdrop of the street, which was incorporated into the work.

N NN A monitor installed in a window display next to it creates a distorted mirror, showing the street
28— 3>

Installation as it was a little while ago. Occasionally, the viewer finds themselves, other passersby, or an
2021-2022

unexpected image of themselves captured by the camera and is prompted to stop and look
K. 8 HAT. EZs— P 9 P y promp P

Wood, mirrors, cameras, monitors at the street they are passing by.
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Gestures about Exhibition Cases

B %
Video
2022
2'38"

TFEHEMEOABRERT — R, BEL 7BOBEICHRIRN-V10HEKITH
3, BRI —RAEREYUTEIILDH. CORBESOER [EMiEEstbOAE,» SR B]
ZELDEN D, CORRT—ZXIEBL TSN 3B LTRSS H Ao
MIRDOFRICIEERD O DEEETIAMH 2 A -T W3, Bifi{ftan/i-znd0
BXI. BUHMPREY. BLEORTEEPSHBLARG TH D, MKRICEND
BRI —ACHBELAEZZ— ICHUGEBRL /=,

The movable exhibition cases at the Chiba City Museum of Art have a light pink structure and
are covered with beige fabric inside. Focusing on the exhibition cases is consistent with the
exhibition’s objective, “to look at the museum from different angles.” The work pays close
attention to these exhibition cases and attempts to treat them as items to be displayed.

The video shows two people performing movements for the exhibition. Their simplified
movements are choreography derived from display work for hanging scrolls, illustrated
handscrolls, and vessels. The video is shown on monitors installed in the exhibition cases

that appear in the video.
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Arrangements Concerning Glass Cases

SE
Video
2022
5'36"

BREDE2EICEAIAT—INIEHRATNTVDS, HIRT—IXeEFHEVERD
BElE, AOXDOFICRIENEEZRE L (HIRT—RXEBS>TRAEVWEDIIZT B, AIED
BEFD T, A5RT—INWRWICRALNRA LGN TEZETERBLHE
PEAET D, HIAT—ZADAPShERTVWB LG THEL AT - L5551
PRONTVRIDIPBLNEW, EEZZEPSBEEELTIRME DV . BBERLE
MR TES .

Glass cases are embedded in two walls of the exhibition room. When the displays are not used
for exhibits, a movable wall is placed in front of the glass to cover the cases and make them
invisible. When the movable wall is moved, the glass case is partially visible and partially invisible,
changing the entire space. This video work records the choreographed movement of the wall,
inspired by the idea that not only is the viewer looking into the glass case from outside, but

we may also be seen from the inside.
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The Corridor of the White Wall

1R -3

Installation

2022

HAS TATIL E=ZE— NIRRT =2
Camera, program, monitor, silkscreen

FEREMEOAL 7 a EREEHEZREATICVOILBEORES [£H D
EMBEOEAKRA] BEOHSIC. BMFMEORE (BE (BFMNATR))(1940) NEbH
BHEELTHIELAEI LR 2L -5,

(BE (BFMNFR)) EBRULAA IR —ZADKICKBLAEEZ2— 121k, (BE (F
MAFR)) DEILAEFM>TVD, BFICHIPNTVEIRDEI LI X - DIETF
EFERAEEOERICBRL. S#EEIPBRLETHEOFICHINIANMEUZAE
TELAONABMAICHATERB L, EZX—ICHZBKIE 30BN TR SN
TWd, BRI ERD—EICE->TW LB LN EVWETROE, SHETERTS
CETHENDEREHEIBLEY S, BHERORICEVIAENS L5 5HKERY. /R
EHI-CRETE P FELS,

The installation is produced as a way to engage with Onchi Koshiro's print White Walls (Scene
from Suzhou)(1940) on the occasion of the exhibition “Summer Vacation at a Certain Art
Museum,” which was planned to present new works alongside works from the Chiba City
Museum of Art's collection.

A monitor is placed at the end of the glass case containing White Walls (Scene from Suzhou)
and shows a landscape similar to that of the print. A lattice pattern that resembles the window
depicted in the print was reproduced on the wall of the exhibition space, and a camera was set
up on the viewer's line of movement at a viewpoint from which the viewer can see the figures
in the painting from a similar angle to that of the figures in the print. The image on the monitor
was delayed by 30 seconds. The experience of realizing that one’s image might have been
a part of the work and being taken in by Onchi’s work as one reconfirms one’s own image by
moving back and forth between the exhibition spaces provides an opportunity to take a new

look at the work.
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Talking about the Air Travel

N6 i | 5‘ - -

I, IN=Y AR
B, Bt
27 BINE L.
LA (FF

CI AN FEORK
ELEREFT

F\%?E.Fx:c

38), | made parts
hile rearranging
2d on air journeys,

pher and dancer),

By

(AE (BFMFTR))

BBFN155 (1940) y Museum of Art),

KR Z &R, #

84.4x60.0cm

FE MM AR of them could be
conversation was

ONCHI Koshiro

White Walls(Scene from Suzhou) have decided the

1940 ands.

Wood-block Color Printing, paper

84.4 X 60.0cm

Collection of Chiba City Museum of Art
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ONCHI Koshiro

Lyric on Flight

ca.1938

Wood-block Color Printing, paper
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Collection of Chiba City Museum of Art
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Talking about the Air Travel
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Installation

2022

HE(30%9). #&. st #&. M
Sound (30 min.), paper,
cray, string, desk
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To rearrange the components of a set of six prints by Onchi Koshiro, entitled Lyric on Flight (circa 1938), | made parts
from paper and clay. The participants gathered around a table with these pieces placed on top and, while rearranging
them, discussed their memories of air travel, their imaginations of what Onchi would have experienced on air journeys,
and their readings of the work in a workshop-like setting. Participants were Sakai Yukina (choreographer and dancer),
Sato Kumaya (architect and curator), Nakao Takuya (art critic), Nishiyama Junko (curator at Chiba City Museum of Art),
Fujikura Takumi (model airplane artist and Japan Aeronautic Association employee) and Tsuda.

A chain of conversations occurred as they rearranged the elements of the work with their hands. Some of them could be
heard as one approached the table, on which the parts were arranged like prints and the situation of the conversation was
recreated. The idea was inspired by an imagination that, in the process of making prints, Onchi might have decided the

arrangements and forms of the work through a playful process of recombining various elements with his hands.
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Hands Traveling in the Air

(ZR#FE) ODEEORTCEHNAEFOEBHEIRESNLZIELIS, RERDEH=
FIEKBLUAEIRMTICEDFN S T 215 ESH.

2353 A video work of hands dancing, choreographed by choreographer Sakai Yukina, is based
Vid

22)2620 on the hand movements that appeared and mentioned in the conversation in Talking
5'50" about the Air Travel.
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Going up the stairs

BLf&
Video
2022
2'15"
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This work was produced for the exhibition “Medium and Dimension: LIMINAL,” organized for
the renovation of an old apartment building called Kakinokisou in Kagurazaka. The works were
displayed privately before the renovation, and the exhibition consisted of works that were
re-installed after the renovation, along with photographs documenting the first installation.

All three works were filmed and exhibited on-site using mirrors found in Kakinokisou. The same
mechanism was used in Going up the stairs and #202 Kakinokisou, in which the action of
setting up a monitor at the place was filmed through the mirror, and the captured images were
then played on the monitor. The distortion of time and space, inside and outside the image, inside
and outside the mirror, encourages the viewer to reconfirm the “now” and “here.”

The work is set in the staircase and corridor, which have caught my attention since | visited
Kakinokisou for the first time. The exhibition venue does not convey how people lived in the

apartment, but the movement of the people in the film was like a record of their lives in the past.
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#202 Kakinokisou

BLf&
Video
2022
2'00"

(BEER & E3) EBMEDLSICHIEL 2, 2025 E I3, 201 ZEEDEICEN B o 7 H,
V/R=2 3> TEPB-bN. RRARShTVWBROERE I ARZCRER L
P EOFOEICMIDTALEREDLSBRZS,

The work is created as a serial work with Going up the stairs. Room #202 had a wall between
Room #2071, but the wall was removed during the renovation. A tiny reflection of the space in

the mirror in the video reveals it was very different from the space during the exhibition.
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Tokyo Shigusa

RRE

Tokyo Shigusa

28— 3>

Installation

202172023

K (199). W AT TRTSL, TATIIEZ—,
bt M NRCE RN HF R

Video (19 min.), camera, program, projectors,
wood, paper, pendant lights, cardboard

BREE—ZICFEPVIRIDPZD—

Tokyo Shigusa: Putting her hand on her hair and
looking back

15— 3>

Illustration

2023

BERAEE—I5EHNZE—
Tokyo Shigusa: Standing up
1AL =232
Illustration

202172023

BEREE—BROEYT—

Tokyo Shigusa: Daughter’s Lines
FEZ b B&

Text piece, video

202172023
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ED.BEDPSKRERANDBZRICEDLIIMERT B0,
NTTA>4—a32=4—>3>-+>%—[ICCI TO[ICC 7=27/L 2023 %
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Tokyo Shigusa was created to be exhibited at the Tokyo International Cruise Terminal in Odaiba
and comprises three elements—installations, video, and sequential pictures. In the Tokyo lifestyle
depicted by Ozu Yasujiro, there are significant differences between men and women in their
movements, in addition to their social roles. My research, which began with an examination
of the women's behaviors—crying, standing up, meandering around men walking straight
ahead—Iled to the characteristics of Japanese-style houses and changes in housework, which
became westernized and complicated, and arrived at structural and universal issues in the
differences between men and women. The issues are present in the “lifestyle of the common
people” that came from post-war reconstruction policies and internalized in Japanese people,
including myself. This work is focused on the 100 years from the arrival of Commodore Perry
in 1853, which led to the Odaiba land reclamation, to the release of Tokyo Story, an era before
Tokyo's urban infrastructure was built in preparation for the TOKYO 1964 Olympic Games. If
“shigusa (behavior)” is the smallest unit of a story, this work questions how paying attention to
it affects how we imagine the future from the past.

At the exhibition “ICC Annual 2023: Shapes of Things” at the NTT InterCommunication Center
[ICC], Tokyo Shigusa was presented as an installation with four projected images reproducing
the gestures of women in Ozu's films in a simplified Japanese-house-like space. Each gesture—
housework around chabudai, fanning uchiwa, feet walking busily—appears and disappears on
screen. Viewers pay attention to the gestures while feeling the presence of the people who are

not there and experience their physical sensations becoming those unique to Japanese houses.
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The two sequential illustrations, Putting her hand on her hair and looking back and Standing
Up, extract elements of striking gestures made by women in Ozu Yasuijiro's films. They were
shown on windows, which were likened to frames of the film. In Daughter’s Lines, a series of
marriage-related words uttered by women appearing in Ozu’s movies were projected on a

large screen once every few minutes.
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Audio Guide: Standing Here, Aomori Version

F—=T1FHAK
Audio guide
2022 /2023

EFRTRBLIVBTHRALKRF BEZM L 2—FFROENLICH 5T - BARZIX
EFEZaACKMIEELT HEBERPZFELEICLZISMEL,. 2022F» 58D
WTDT—=72 3y TXRFNELUNORERLEER T T—T1F - A1 REFIEL
— M EF—T1F - AARNEEME. BYMELETRTMICOVWTEHAZITV, &
HOBMWICEZHDTHD, LALIITR. RICRBHONTVBERLETITEL £
ZAALRMIDVTOSMEDENE®, REBNIVEHSOAN LU EM>THMEL
BRCRLULASELRE AKX TEANENEEEATVWD, F—T 17 - HA FICEHA
ENFZLDEZ2AALIPRARE. SMEPSHOFARLNICEOHZBVWHAEE
ZHRTHTZLEHDTH S,

BERzRuer 58RI BBZET BILOD3ARXE/ICEE DI EMRIC
BEIDTEEVWHDPEVWIREDPSBERER/. BBELTDF—T1F - HAKTH 3,

With a focus on outdoor sculptures and monuments in Aomori City and at the Aomori Contemporary
Art Centre, Aomori Public University, the audio guide was created with participants, including
the residents and students, following workshops on audio recording and tours of outdoor
sculptures since 2022. Generally, an audio guide explains about exhibits at an art or science
museum to help the viewing experience. However, this audio guide offers not only publicly
recognized information but also unofficial and personal stories, such as the participants’
memories of the monuments and words uttered by visually impaired people when they touched
and felt the sculptures. Most of the monuments and sceneries used in the audio guide came
from the memories of outdoor sculptures in Aomori that the participants shared.

The audio guide is a device inspired by the hypothesis that, by hearing/listening to a voice

while looking at a scenery, the perceived scenery or object with sound becomes a video.
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so far, not far

12—

Installation

2023

AEX 7Y — & (56249 36%).
ho—/B8E . E/FNHYIR

Double-sided screen video (52 min./ 36 min.),

color / black-and-white, monaural sound

A7) =R RRAVCEY 71964 DEAXS > F—F e RTAEE IV —
e (EEBBNW I T ULENSUBIRTFELHELALBEN. 3OV 2F5 DRI
. [EWkeh ok E BRGNP oI E] BfF EBIEhELEBIBERDDIET
EELATMENEE SN TV,

HoOTWBBAAITHE-STVWBE, S LD H>ARIENRATS, K160 FEFIDHRF
ERBELEVSEHDOAN AN - EEDE, PHBRPHEADKRZINDEED
ZEL. BB EBELTEHOBEI» Ty T TSN B,

BHRRRIEPEENHZTH B, BRETPEER. WAH26DTREVHNBRERPHEL
LTHMFICIEY, BEBPUHERELBEPRBER I<-oTHWV D, BEICHEDTINC
HEEWTOWATEEFELTHICHTE, RIBEI/DOTHMEILL. ZOHFHDIEE
PHALHAOEZICIE, RECPEZEOBEOLOILHDHIEUDVTND,
FICTdcee. AMERAREEDICHB, EZHBHD. VEDDEETENLIICD
LD ERHK T

On one side of the screen is a video recording of the artist running and retracing the route taken
by the Tokyo 1964 Olympic Games torchbearers through Kanazawa, and on the other side is
a projected video capturing her throat as she talks about things like “what | wanted to say but
could not say,” her body, and running.

When running, even a familiar place reveals expressions you hadn’t known before. Running
down the city’s main street, imagining how it looked some 60 years ago, changes the sense of
distance and perception of the city's overall size, and the body helps update its perception.
The body is a vessel for emotions and thoughts. Emotions and thoughts are not tangible, but
they dwell in the body as postures and behaviors, which shape thoughts and emotions. Emotions
materialize only when you verbally relieve words kept to yourself, and your body’ tilts and subtle
muscular movements are tied to your emotional and mental habits.

The work explores how the act of voicing and the running body, depicted along with the public

landscape, could be linked in one space.
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and run

EBZERLDVWTDLIF ¥ —INTH—ILRE HEDSLZ LTI — b %EDL-5TE
MEEDCBILZ L TARY b T2 TELTERULAZRY MREIVAEZED
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20135, £IRMTAZ—MLEARU N TH D, SERFREN. EELICEEN
R RETRREND My TS+ —] EMESINLZ, ZThid. MEBRGEE2EIKRE
OEGE - BE - XMEDhDih s — AOLBRLBRERET P HbEDL -
Fzfe® EHXL - BEMEBORELHLOELLEIETIBREIT5HL. Zh
PHhA->T 2 HLDOMERICERLAEZEERLTVS,
SERTEFETILEPTHEBREL VWS L, IIFEFEALPSRNDHAKRBEKEEDH
B, 2OBEFKICHEW,. SESNBEHBICHIRDLILSLOBAOEFE I, BEb-TE
TWBZEEBIET S, 2 ROEESLZL T LN SKBRP BT OBE. £/-1964
FEOAVCEYIICEBULAEREHFTICOWTISH—F L, ROFEXKY b SIER
LIsb— bMWD S JARUMNERBL, 72— ICCL I Fv—INT4—T X
{127,

The lecture performance about running, and the running event follows my own running route with
the participants. The route is based on my research of places and things | discover and notice
while running, and we run it with our legs.

It started in Kanazawa City in 2013. During the period of rapid economic growth, the city was left
behind by industrialization and was called the “first runner one lap behind.” During the Edo pe-
riod, Kanazawa was the center of politics, economy, and culture of the fief of Kaga, which yield-
ed one million koku of rice, but with a sharp decline of the population, it failed to develop economi-
cally and instead focused on the policies to preserve traditional culture and historic cityscape
and create a new culture. This harmonized with the 21st-century values, resulting in the name.
As | observe the city in my daily life in Kanazawa, | encounter landscapes, such as service and
spring water flowing since the Edo period, and their history, which led me to imagine how individual

lives, including mine, affect the cityscapes we see today. While running through the city of

Kanazawa, | researched the history of waterways and landscapes and Oshima Kenkichi, who
LIFx—INTF—=R LR/ SV TANRU b
Lecture performance / running event
2023 /2024 arunning event, which followed the route, and gave a lecture performance at a theater.

contributed to the 1964 Olympic Games, and used the found sites to create a route. | conducted

2023.093.10 Thu r!P"' START
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sequence of water

TI9 7 -RI9Tr ALy P -I2—-TTLO [Faith in Arts] EVWI#HE T X
EVFa7NET—<ICULEBGEREINI—ILTTREVIREOLDICHIEL
oo ALy D OFFMESN, TT 2 MOFEERZICREL. RELTHLSKOFEES
FEICEUZBIIT. KORhEBHRORNEERTEETI =T L,

FAEOEEERT KISELELHTENS,

KOFhEIALFO-ILTEIET BEET-TES,

AE4AETIE. KZFAB0EEKS, b ldKERA. K. BEICAY, &
AU, KEBED, BICIEEEELTED,

LI BICAAN 4 < EME Y CEETUBE LS, BRBTFELE VLS ).
BBV NS ENBIT, EINENTZENTEEDES I o
ZOTATIY I KESBEBLTEBEHBOBREERTS. 380 T
SLTNBHBTH B,

The video work was created for a project to stream video works on the theme of spirituality as
part of a framework, “Faith in Arts,” developed by the Black Mountain College Museum + Arts
Center. | visited the former site of the College, felt the presence of Lake Eden to a great extent,
and upon my return to Japan, ran to the sea along the Saigawa River, where | felt close to the

presence of water, overlapping the flow of water with the flow of time.

The water takes many forms in our daily lives.
In agriculture, we have controlled the flow of water.

In everyday life, water travels through our bodies. We drink water, wash, bathe, and cool

ourselves with it, look at it, and sometimes use it as a mirror.

If we had no body and lived only in spirit, the distance would not exist.

BLf& Or, can we go somewhere far away because we have a physical body?

Vid

2(|)2630 This project is a small and simple examination of the relationship between distance and
39'40" time through water and the body.
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Saltin Back

2017 3R. O 7RIS IARN I THERDEMBD-HIC2BBEDOHFEE L 10
viadi={Ed% vostok=%®, vladivostokldAZ7ICESTERDE., BARZET 5 7
BHICIQHATIC DK SN BATZ 57z, BARET [HIR] CiLSNEZZDOHE . FADFE
DFT[EIE] cEETBIN, HROEMIIANELAT IO L BATAREEDY2
ELRNEVAHLNEVEEZPTRVWEN S, EMEREDEREL TV,
HARICKRBEWI-Ay/NEEDNZH, EREICI-—Ov/NOFEK[IEIHTH.
FAAHHECOERIOEVEHILBAFEISOFEHEDZ V., BORAIE. HPBEPX
FFLHARBERDOEIRVET. MK FLPATV  fAl& )b, KEEXPEE
BE BHAREMERTIAEDIEDNIEENEHNDEZAEZATRADLICEBRTS,
BEFEHAINTVWAEWY KRB A-JELTEINATVWS, BYEICHRTREE
LTESN TV, ZhHEBICT2E BhhAEEVWA, IERENZ-BIOANETH
BCEERBHBLTLED,
WOPRBHALTSERFEHELT2Z 0 EEBIE. HEDEMEMRE-TH
FICEZEERPRRLEEEBRELERMDS, UF VAN IDSERS,

In March 2017, | spent two weeks in Vladivostok, Russia, to set up a solo exhibition. viadi =
conquer vostok = east. Vladivostok was a port town built in the 19th century to conquer Japan,
a country east of Russia. In Japanese, the town’s name was “Inlet salt,” but in my mind, it was
mistakenly converted to “salt in back.” | was preparing and setting up for the trip, thinking
somewhere that | was stepping into the other side of the world and that | might never return,
although this may be an exaggeration.

It is said to be the closest Europe to Japan, and indeed, the city has a European atmosphere,
with many workers from North Korea due to its proximity to the North Korean border. The color
of the sea was a deep blue that reminded me more of the Sea of Japan than the Mediterranean
or the Atlantic Ocean, with ice floes floating on it. Above all, tools used to conquer Japan, such
as cannons and ruins of fortresses, appear in the city in places where they can be seen. They
are not in use today but are kept as symbolic images. They are also displayed in museums as
exhibits. When | see them, | am conscious that | may have belonged to the side of the conquered

objects, even though | was invited there.

BLf& I think of Vladivostok today from the materials | photographed when | was touring the city in
Vid . . . . .
2('):30 between the install, hoping to one day revisit Vladivostok and get a chance to do a production
111” at site this time.
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Dialogue:

TSUDA Michiko x NISHIZAWA Tezzo (Architect)

Nested Space and Human Movement

TSUDA Michiko (TM): For this exhibition, | wanted to create
an exhibit where although what was happening may
be simple, it was something that would become more
complex and intricately intertwined should the viewer
attempt to decipher it. The line of flow is set up so that
viewers, rather than moving through the exhibition
room in one direction, can circulate around and return
in the reverse direction of the route they have walked.
Furthermore, the film set is also displayed, and since the
exhibition room is visible through a window from inside
the set, viewers can feel as if they are looking in from
the outside even while being indoors. In this way, the
exhibition takes on somewhat of a nested structure. The
bridge on which the work Looking Back (2022/2024)
(pp. 8-9) is exhibited is also intended for viewers to walk
there and back.

NISHIZAWA Tezzo (NT): Normally, that space is nothing
more than a functional passage connecting the exhibition
rooms, yet such a device does indeed become necessary
if one were to transform the act of “walking” into a
performance. Also harboring a similar nuance to what is
exhibited in the previous room, it is a device that brings
to light the difference between what is essentially a
rudimentary movement within daily life, and performance.
It takes a while to confirm the inferences (about the
work), but it doesn't mean that it ends there just because
its nature and workings have been revealed. It is only a
means and a method. | feel that the work is an accurate
interpretation of the architecture and its parts.

In your work a sense of distance is already convoluted
between the subject, camera, and mirror, making it all
the more feasible to create a cohesive space. The more
rigorous the relationship between the camera and the
window frame, the more it would seem that the space is
complete on its own and its relationship with the room

severed, yet this is not the case. | thought you did a

TM:

NT:

TM:
NT:

remarkable job in incorporating that. In Hello, Camera
(2024) (pp. 2-7), as you look around the outside of the set,
you can see what's on the other side beyond it through
the window you're peering into. The fact that it looks like
a set suggests that it is theatrical, and it's interesting how
the viewer is drawn into the film. | feel the awkwardness
of being in the film, as if the camera has broken into your
own home.

| tried to create a mechanism that would naturally
incorporate the viewer. It's almost like setting a trap
through positioning the camera based on my predictions
of how people will move. I'm often told that it's difficult to
separate my work from the space.

Something that's strictly systematic, like a pedestal
for a sculpture or a frame for a painting, becomes
detached from the space. In such a case, the viewer finds
themselves secure, but when there’s no escape from
the camera, as it is with your work, the sense of totality is
undermined by the inclusion of oneself or someone else.
It becomes uncertain.

| empathize with the feeling of how what you thought was
a work of art begins to disappear. The image and video
ensure that it is indeed work of art, but when you consider
that the exhibition as a medium is one in which even the
wiring cords, frames, captions, and unevenness of the
walls are all unignorable components of the space, the
viewer cannot be sure to what extent things are being
controlled. If you think of everything in its entirety as
the exhibition, then the structure is such that you feel
like you are immersed in it and are also part of the work,
and therefore you can never separate yourself from the

space, nor can you ever escape this integration.

Perceiving the Camera as an Individual

NT:

| think what seems to be key is the line, “it feels like
we have another person here.” Perhaps | feel this way

because those were the words that | heard when |
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T™:

NT:

T™M:

NT:

Life

T™:

NT:

happened to walk onto the set. When you're the one
behind the camera doing the filming, it's your own gaze,
but the moment you become aware of the gaze of others,
that is, the sense of being “watched” by the camera,
you gain an eerie feeling that there's this silent object
staring at you. | think this is what caused a change in my
perception.

| think it was these words that may be the reason | began
to treat the camera as an individual after that.

If watching (observing) is also a kind of intervention that
transforms the world into something uncertain, then the
act of documentation transforms it in a very violent way,
and the moment one start’s filming, it ceases to be the
usual family gathering and continues to be so. Realizing
that the camera is watching you, is what has transformed
this familiar moment in one's homelife.

| believe that issues related to gender and family roles are
also a matter of how we see each other.

How the gaze of others is directed toward you is
internalized, and thus becomes your identity. It seems that
the actors also had to reverse their perspectives as the

switched roles, which in turn changed their acting as well.

is Delaying

| sometimes feel that since video allows us to carry the
time recorded both into the future and the past, then
the concept of the passage of time, as that which flows
unidirectionally, could indeed disappear altogether. In
this sense, | think it is possible to view the video that's
being exhibited as having existed first, and that viewers
are going towards that. For example, if it's possible to
gain the sense that the work is already complete by the
time filming has finished, then doesn’t that mean that the
work is already complete as it is? Couldn’t we say that the
future is in fact the past?

An architect’s job is to draw up construction plans that

anticipate the completed building. So, if we think of the

T™:

NT:

T™:

plan as a two-dimensional depiction of what we believe
will be conceived, you could indeed say that in terms of
the chronology of one's thinking. Sometimes when | come
up with a good sketch, | feel like 80 percent of my work is
already done. When an actual building starts to take on
a sense of reality within my imagination, it certainly feels
like the future is moving closer this way.

| still don't know exactly what the title of this exhibition,
“Life is Delaying,” means, but | chose it because | wanted
to take a while to think about this phrase. | envision
moments that are not “now” as that which are delayed,
yet still certainly occur at some point or another.

Asides from this sense of the future coming towards
me, when | was planning my solo exhibition at TOTO
GALLERY-MA, there was a moment when | thought
that | am now who | was in the past, and when | had
that epiphany, or rather, when | realized that the things
| create(d) in the past, present, and future are all
connected in meaning, | was able to feel a little more
certain about what | was doing. Until that point, everything
is interchangeable and uncertain, but once a certain
connection is made, the relationship gradually becomes
stronger. This is perhaps the “reality” of the production
process. | continue in my efforts with the feeling that |
should be able to move forward little by little in this way.
Maybe that's what it means for something to become a

work of art.

April 1,2024 at the Museum of Contemporary Art Tokyo
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Inside, and at Once Outside

ITO Asa

(Director, Future of Humanity Research Center, Institute of Innovative Research, Tokyo Institute of Technology)

It was a cold Saturday in January that | participated in “and
run Meguru (Circulating through) Marunouchi,” a running
event conducted by artist Tsuda Michiko. The event was held in
correspondence to the exhibition “Circulating through the Body,
Circulating through Marunouchi” organized by the Center for
Curatorial Studies, Tokyo University of the Arts (CCS Geidai).

On weekends, the streets of Tokyo’s Marunouchi district is busy
with people shopping at luxury boutiques and large electronic retail
stores. | headed against the crowd to the Kokusai Building, which
had been specified as the meeting place for the event. The building,
built in 1966, was amber colored in its general appearance, and
somewhat dark.

Likely due to reasons of separating the commercial floors from
the office floors, it was necessary to change elevators to reach the
seventh floor. After getting off the elevator and proceeding down
the hallway, | came across the room number that was indicated in
the information e-mail. Most of the seven participants had already
arrived in the brightly lit room where they were getting ready in a
relaxed atmosphere, changing into their running clothes, doing
stretches while chatting with each other, and making sure they
were well hydrated.

As an inexperienced runner, | had chosen the “Beginner Course,”
which was about two kilometers long. | was to walk the first time
and then run the second time around this running course that
Tsuda Michiko had come up with based on her prior research. The
course drew a small square between the Tokyo International Forum
Building and the Outer Gardens of the Imperial Palace.

Tsuda explained that running is a way to change one's perspective
through use of the body. She started running three years ago. Since
then, she has tried to make a habit of going on runs whenever she
traveled to a new place, such as during her stay in Europe. Each
place has its own unspoken rules as to how people are expected to
act and behave. In some cities, people walk quickly with their backs
straight, while in others they walk at their own leisurely pace. In
some cities, traffic rules are strictly followed, while in others, people
cross the streets without hesitation even when the traffic light
is red. Differences can also be observed in the manner in which

people apologize when bumping into someone, or the means of

etiquette in making way for one another.

Runners, however, can move outside of these localized rules.
Walking is to be part of the collective action of the city, but running
allows one to act alone. By simply changing the speed at which
one moves, one can be an observer that finds themselves situated
outside the rules of a specific place, despite being physically
present there. In other words, it is the condition of being inside and
outside at the same time. Tsuda states, “Running is like being there,
but not being there!” She further articulates that this is quite similar
to the attitude she takes when creating her work.

For this run, bibs were handed out to participants as another
device to encourage changes in perspective. Each bib had a
different four-digit number and text on it, for example, “Marunouchi
Building (Biruding) 2022" on the front, and “Marunouchi Building
(Birujingu) 1923" on the back. For this exhibition in Marunouchi,
Tsuda was interested in the transition from ‘Birujingu’* to ‘Birudingu!
The 'ji" which dates back more than a hundred years ago is
engraved with the process of Japan’s modernization, while the
‘di’ used since the 2000s is marked with the history of rebuilding
through redevelopment. Each participant ‘represents’ a different
building, with some numbers being grayed out due to the building's
closure, and some bibs having two numbers due to a merger.

Following the guidance talk and warm-up exercises, we all
made our way to the course. At first, | was moving rather rigidly
as if to protect myself from the cold, but once | switched myself
into gear, my body was soon in exercise mode. The course mainly
consisted of running on sidewalks, but there were also areas
that passed through public spaces in-between buildings, and
sections that boldly cut through buildings altogether. Groups of
people wearing numbered bibs was indeed a sight that stood
out, and attracted much curiosity from passersby. Nevertheless,
it was this in itself that made me feel as if | had been given
permission to fearlessly break away from the rules of the place.
When | came across the building whose name was written on my
bib, | felt some kind of attachment to it as if it were my alter ego
of sorts, and thus | snapped a photo of it. Partly because it was
raining on and off, as | ran, | also noticed that the floor material

differed from place to place.
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What several participants mentioned as we got together
afterwards to reflect on the experience, was that they would also
want to do it again the next time they go on a trip. The opportunity
on this occasion to run with a group of ten or so fellow runners, had
enabled me to gain the confidence and courage to run. Next time,
| would like to try this technique of changing my perspective again,
alone, in another town.

| felt like | was finally able to make better sense of it all after
participating in the running event. In Tsuda'’s past installation works,
| had at times gained the impression of being inside and outside at
the same time, that is, as if | were at once there but not there. It is a
sensation that is created for instance, when physical devices such
as videos and mirrors cause one's own image to appear where one
is not actually present, or when one’s own image begins to interact
with the images of others.

In writing about Tsuda Michiko, | did not want to write a critical
text that attempts to explain her work, nor a philosophical text that
delves deeply into the experience of them. This is because the
essence of this ‘inside-outside’ stance is a technique of observation
essentially constituted by the physical engagement with
encounters. There is something remarkable about this observation
which precedes words, as if the weight of values thought to be
solid quickly slips away to the sidelines. Therefore, when discussing
Tsuda’s work, even if the theme may be how women should act
and behave in Japanese interior environments, | felt that it would
be wrong to describe it in strong and substantial terms such as
‘confronting the patriarchy’ or ‘exposing the oppression of women!

What | wish to do, is physically capture that which swiftly escapes
to the sidelines. Ever since that day, | have started running from

time to time.

*This notation, known as “Nipponshiki,” was adopted at the time of the building's
completionin1923.
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Tsuda Michiko in Wonderland

Surfaces and Sleight of Hand

It is first and foremost the surface that Tsuda Michiko scrutinizes.
In So far, not far (2023)(pp. 98-101), she offers a performance of
jogging through the streets of Kanazawa, where she has lived since
2021. By running, you can experience space and unfold its continuity.
Indeed, it is precisely this continuity that she brought into question
in her previous performances. She carves out a series of holes, gaps
and fissures in this wall that is the surface, allowing space to exist in
a different modality than that of continuity or surface. In her work,
running functions as a sort of sleight-of-hand: “Look,” she seems to be
saying, “I've got nothing up my sleeves. This is real magic!” Similarly,
Tsuda first insists that there are no gaps in our spatio-temporal reality,
only to make precisely those discontinuities appear like a charm.
And the whole magic of Tsuda's art lies in opening up these Alice-in-
Wonderland rabbit holes, these worlds-within-worlds. Indeed, Tsuda
makes in her works explicit reference to Lewis Caroll's Alice, that
explorer of worlds-within-worlds and wondrous reverse of reality (see
Although King Logs Others (2019)(pp. 50-54), which replicates the
exact position of the chess pieces at the moment when Alice finds
herself in a match, in Chapter One of Alice Through the Looking-
Glass). The video work HACHIOJI: HOLE IN GAP (2008)(pp. 16-17),
created in collaboration with Caroline Bernard, doubles the hole-in-
the-hole. The footage filmed on the street is constantly interrupted
by images captured with a webcam Bernard manipulated remotely
from Europe. Thanks to these spatial discontinuities, space can be
inserted to another. In You would have gone there to see them by
then (2019) (pp. 56-60), for example, we never know whether what
appears in the frame is a void, a pre-recorded image or ourselves. It
is as if space were hollowed out by other spaces. Furthermore, the
performers’ movements, pre-filmed in the very same space where
the viewer now moves, incorporate elements from Ozu Yasujiro's
films. The construction of Ozu's space is distinctive in its imbrication
of frames within frames, which can result in a suffocating feeling:
the composition is so rigorous that there seems to be no room for
movement or for circulation of air. In an Ozu film, we are not so much
in a three-dimensional world as in a two-dimensional picture. Thus, to
ask performers to inscribe themselves in this geometric composition

of lines and circles, is to demand that they strip themselves of

Clélia ZERNIK

(Professor, Ecole nationale supérieure des Beaux-Arts, Paris)

all naturalness, in order to conform to the overriding authority of
the pictorial composition. The impression here is that instead of a
painting taking the world as its reference, the world takes a painting,
an abstract composition a la Mondrian, as its reference. With the
depth reduced and a dimension removed, the body gets erased.
Flesh becomes silhouette and volume turns into shadow. With Ozu's
shots thus inscribed in a three-dimensional space, it is as if filters, or
simulacra, were inserted into the real, haunting and piercing it. It is
as if the floating images from Ozu's films passed from one frame to

another, hemming space in and inhabiting it.

To Be and To Have Been (Etre et avoir été)

At times, the space is haunted by its past existence, echoing that
troubled, ambiguous, but also very moving coexistence of different
moments in time that one finds in Ozu's films. In Ozu, parents in
particular remain suspended between temporalities before their
daughter leaves to get married, at once happy with the present,
nostalgic for the past, and anxious about the future ahead. For
example, Early Summer, a film Tsuda used in her installations,
evokes this melancholic confusion of temporalities. Shiukichi and
Shige, deep in thought, experience the ambiguity of that precise
moment in which one is both anticipating and looking back. Exactly
in the middle of the film, they are resting on the lawn in the garden of

Tokyo's National Museum:

— This may be the happiest time for our family. We'll be sad when
Noriko leaves us to get married. (...) How time flies. Koichi got
married, our grandchildren were born ... and now Noriko$ getting
married. This may be the happiest time of our lives.

— (....) But we’ll still have happy times.

— We mustn’t ask for too much. We’ve had a lovely Sunday.

The simultaneous evocation of past, present and future seems
to point precisely to a pivotal moment. Interestingly, the French
transcription of the scenario contradicts this crucial point by
translating Shakichi's concluding remarks as follows: “Ah, on ne peut
pas étre et avoir été..." [literally “one can't be and have been"] On the

contrary, the sequence shows the present moment precisely as a



coincidence of memory and anticipation.

The characters in Ozu's films also delight in playing the game of
similarities. In Tokyo Story or An Autumn Afternoon, for example, bar
maids resemble wives. The same cicadas buzz at the death of the
mother in Tokyo Story and the father in The End of Summer. Tsuda
plays this game of similarities and differences, as she superimposes a
character from Ozu on each member of her audience (Tokyo Shigusa,
2021/2023)(pp. 88-95). In so doing, she sensitizes us for a brief
moment to this possibility, very sweet as well as melancholic, of étre et
d‘avoir été, of having already been there in the screen yesterday and
being able to find ourselves there again tomorrow, in a conjunction
of different temporalities that reminds us of the old couple sitting in
front of the Ueno museum. Thus in You would come back there to see
me again the following day (2016)(pp. 28-33), it is as though today's
space is haunted by yesterday’s. The pre-recorded footage from
the previous day is inserted like a new layer of time into the current
experience. The work’s affect arises from the fact that we share this
moment with unknown spectators who were here yesterday, standing
where we are, just as the nostalgia in Ozu’'s film arose from the
superimposition of a “lovely Sunday,” a memory evoked in retrospect
and the anticipation of existence in the future. There is also a
superimposition of a first-person presence on an anonymous image.
The pre-recorded footage shows the passages of nameless visitors
as though submerged in a sort of generality, while my visit in real time
is being written subjectively, in the first person. This conjunction of

npe

“they” and “I" also creates a hiatus that unsettles the surface and
tears apart its usually solid continuity. In a mirror-like movement, | and
they become one, as do subject and object, intertwined in a dizzying
chiasma. Tsuda thus brings together filmed representation and real
presence in situ. Presence and representation are woven together,
just as étre and avoir été were knotted into a vivid sense of wonder
in Early Summer. Perhaps the reference to Ozu enables the artist to

connect the beauty of an image with the pain of an existence sensitive

to its own precariousness.

Practices of the Invisible
But once the crack has opened up on the surface, once the

reflection of the past has cut through the immediacy of the present,

the challenge for Tsuda is to keep the world open to the invisible that
haunts it. She tackles this task by working out a “discipline.”

Tsuda is highly sensitive to a world-within-the-world. The imbrication of

multiple worlds in her work is a symptom of estrangement, slippage and
collapse. What Tsuda tells us is that even if the surface appears solid and
durable, in reality it is fractured by repetitions, glitches and stutterings.
In particular, she performs exercises to make us see invisible
things. If her installations seem cold and her space too spare, that
is because, in reality, they are the very condition for the invisible to
appear inside the visible, just as Ozu’s image, precisely thanks to its
radical geometry, allowed us a glimpse of the torments of life and the
entropy of feelings. Indeed, Tsuda's performances are exercises in the
exploration of that territory which is invisible but always present. In
the performance entitled Tidings #2 (2017)(pp. 36-39), she elaborates
“seven disciplines to see invisible things.” In this work, performers
repeat the same words to the point that they acquire an almost magic-
like power of conjuring up an absent person. Or they must learn to
read invisible presences from traces left by others, or slight changes
in air pressure. Or they must know how to read a palm. And so on. In
each case, Tsuda defines a discipline, that is, a device associated
with a practice, an exercise repeated daily. It is because this invisible
space is amorphous and transient and, as such, precarious, fragile,
evanescent and vulnerable, that we need to methodically elaborate
the gestures that restore presence to this space of the invisible, to
this world-within-the-world. It is to the surface, Gilles Deleuze writes
in The Logic of Sense, that Alice turns for openings to the world on
the other side—playing cards, chess sets, mirrors: “It is by following
the border, by skirting the surface, that one passes from bodies to
the incorporeal.”*1 This is why we need to learn the art of lifting the
invisible space from the white surface of our daily lives.

In Walking Condition (2019) (pp. 46-49), Tsuda appears in a pre-
recorded prologue, as if belonging to a space other than that of the
performance, reciting: “Mai [dance] was born out of unconscious
revolving movements. (..) It's even said that mai is the state of inviting
the gods. An exhibition could also be called a mai of sorts, as people
wander around in search of art. This is my attempt to invite the gods
using the sideways movements and utterances of mai.” She uses

circular movements to explore the surface and the uniformly black
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screen, conjuring up this space of spirituality and bringing in the
gods of the invisible or art. Here too, Tsuda has developed a protocol,
a discipline. The performer appears and disappears in a forest of
screens. The whirling or basic gestures she repeats while naming
them—"l am dancing,” “l am waiting,” “l am on the border,” etc—allow
us to wait for the gods to appear. The step-by-step exploration of the
floor, the smooth transition from walking to dancing, unfolds the same
sliding movement on the surface seen in the jogging of So far, not
far: a movement through which, according to Deleuze, we pass to the

other side, to bring in the gods.

Ventriloquism

Finally, the real’s invisible reverse also appears in Tsuda's re-
enactment, reactivation or reconstitution of Ozu films. She releases
her incorporeal double, this body that acts in me without me, this
ghost that ventriloquizes me. In Screen Baby (2017) and Screen Baby
#2 (2020) (pp. 64-67), | mirror, replay and reproduce the gestures of
the Ozu characters to become aware of the ghost that haunts me,
of the bodily habits that inhabit me and on which | base my everyday
gestures. With Tsuda's device, | can lift this unconscious automaton
out of myself, have it escape from my body and place it at a distance,
as if in a mirror. The timeless family gestures of Ozu’s films still inhabit
Japanese people, in their relationships with each other, in their
lifestyles. By reproducing them, the performers act as if they were
distancing and freeing themselves from the ghostly incorporeal
double that inhabits them. The re-enactment—speaking with the
voice of another, letting oneself be ventriloquized by the ghost—is
both a device for rapture and a way out of one's own body: no longer
sticking to the ghost inside me, but letting it unstick, go slightly out of
sync. The re-enactment multiplies what has sometimes been referred
to as sgjikei in Ozu, those parallel figures in his films who make the
same gesture at the same moment (raising a glass to the same
rhythm, casting a fishing rod at the same height, etc.). They speak to a
harmony between characters, a common state of mind. With Tsuda’s
performances, sojikei seem to go beyond the frame. In a vertigo that
blurs the boundary between reality and image, parallelism spreads to
all the bodies, all at once.

The delicate installations in which these re-enactments occur

are like the fine leaf veins superimposed on Ozu's stifling frames,
replacing a sliding wall with a line, a broom with a stick, etc. There
is a great beauty in those frames, pared down to mere silhouettes.
All that remains is the delicate skeleton, the barely sketched out
linear structure. In the Screen Baby performances, by moving inside
Ozu images, performers, too, pass from three- to two-dimensions.
Just as Alice’s fall down the rabbit hole exposes her to all sorts of
metamorphoses—getting bigger, smaller, losing her name—
Tsuda, sliding into the nested frames of Ozu’'s images, finds herself
filtered through the prism of two-dimensionality and subject
to an anonymous corporeality. Just as Alice grows and shrinks,
Tsuda loses and gains thickness in the distorting mirrors of her
installations and mises-en-abime, taking the risk of losing oneself

in order to find herself again, better.

Note:

1. Gilles Deleuze, “Second Series of Paradoxes: Of Surface Effects,” The Logic of
Sense, ed. Constantin V. Boundas, trans. Mark Lester with Charles Stivale (New
York: Columbia University Press, 1990), p. 10.
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Installation,
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Video,
shooting set,
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cutting sheet,
pendant light

Cast: Daughter / Mother / Father —

ASAMURA Kamilla, CHONG Ami, FUJIIE Yamato,
HAYASHI Chie, INOUE Minako, KAWAMURA Kii,
KODERA Yusuke, MATSUDA Hiroko, NAGAYAMA
Yurie, SANO Yoichi, SHIN Suhkye,

YAMAMOTO Masayuki

Cinematography: HYUN Woomin, TOMITA Ryohei
Sound recording: FUJIGUCHI Ryota

Audio mixing for single channel movie:
FUJIGUCHI Ryota

Recording assistant: SUZUKI Mari,

YAMASHIRO Kohei

Assistant: SASAKI Ayami

Korean translation: CHONG Ami, SHIN Reika,
SHIN Suhkye, KANG Min-hyung

Russian translation: ASAMURA Kamilla

English subtitle translation: Norman CHAN

Set production: SUPER FACTORY Inc.

Visual program: ITO Yuya (arsaffix Inc.)

Technical assistant: MURAKAWA Ryuji
Cooperation: FUKADA Koji, letre inc, arsaffix Inc.,
ST Spot Yokohama

Saeborg “IWAS MADE FOR LOVING YOU"/
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: *E% e '\E‘/ETEF Video(17 min.) Choreography: SAKAI Yukina, TSUDA Michiko
Photo: TAKAHASHI Kenji R (1743). E,TW L mirrors,wood, ~ Cinematography: HYUN Woomin, TOMITA Ryohei
(Accordion fold (back, right), p. 1) KM, TYRaL b HERARR projectors, Assistant: SASASAKI Ayami
Photo courtesy of Tokyo Arts and Space TAYIIE—. RE ERAH (ERRIX2TH) screens, Installation: TAMAMURA Taiki
Photo: SAKAMOTO Osamu (p. 12, p. 13) P DN FZETIZ2L MRS sound (TOKYO STUDIO CO.,LTD.)

Image courtesy of the artist.
(p. 113 third from the top)

Accordion fold (back, right),
pp.10-13, p. 113 third from the top
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%7 L ML STRHKy MR

#IHK—- [ WAS MADE FOR LOVING YOUJ.~
FZMEEF [Life is Delaying A%ld55-EBENT
<%]Tokyo Contemporary Art Award 2022-
2024 ZHETTE (2024F)

KI5 RREBREMNE

R, ARMEEARREEL R E
F—Fa3—T—Y T RAN-R - RRERLEME

Courtesy of TARO NASU

Installation assistant: KATAYAMA Hatsune
Cooperation: letre inc, ST Spot Yokohama

Saeborg “I| WAS MADE FOR LOVING YOU"/
TSUDA Michiko “Life is Delaying”

Tokyo Contemporary Art Award 2022-2024
Exhibition (2024)

Venue: Museum of Contemporary Art Tokyo
Organizers: Tokyo Metropolitan Government and
Tokyo Arts and Space / Museum of Contemporary
Art Tokyo of the Tokyo Metropolitan Foundation
for History and Culture



Hi-l-&Ebi L B {& srpit Video srpit
2007 2007
Yeu & Mo 2007-2009 e 2007-2009 116"
: Color,
Images courtesy of the artist. H5—. rmlyia s — miyia
ATl >N
TLAHIUR e P
109" 109"
Performance: SANO Masa, TSUDA Noriko
=0 3 B 3 * N » b d
R EF S RERF EEA REETF TSUDA Hotaru, TSUDA Michiko
RORE Arrangement of Lines #01
2008 2008
446" 4'46"
5055 o [ . Performance: TAKANO Miwako (Dance group
iR T&T‘;ﬂl?(& >~ Ttime and locus] E1#). “time and locus”), KAWAMURA Atsunori,
HILZT Y/ ) ABRTF MATSUMOTO Hinako
#IHR—5TIWAS MADE FOR LOVING YOUJ] Saeborg IWASMADEFORILOVINGYOU!/
REET [Life is Delaying A%RBs>EENT o e oos bt 02
ntemporar wart = Xhibition
<% ] Tokyo Contemporary Art Award 2022- Vo © _po o °
SN enue: Museum of Contemporary Art Tokyo
2024 ZH R (2024F) Organizers: Tokyo Metropolitan Government
=15 KRR AENE and Tokyo Arts and Space / Museum of
FfERRE, AR EEANRREEE L E Contemporary Art Tokyo of the Tokyo
h—Fg—T7— YT RAN—Z - B ER IR AR Metropolitan Foundation for History and Culture
pp. 14-15 Courtesy of TARO NASU
NEF: B i EEEMTF (4% —. [timeandlocus] &)  Video Perfomance: TAKANO Miwako (Dance group
5 o IR SBEMT (44— [time and locus) E1#). “time and locus")
K= ’l’ . :F Yy 2008 EMET 2008 Choreograph: TAKANO Miwako (Dance group
HACHIOJI: HOLE IN GAP . BE: FIZ0-T7—T0 Color, ;gg:;f‘mi ';zl:fn; Bitﬁ‘i\q":'::;ﬁe
] i - =590 0Q o s monaural F
the crossing of the zebra times E/IIYIUR FrOSM2 N—F—FeOHHTATTTH sound Collaborative project with Caroline Bernard
Images courtesy of the artist. 12:32" [N—S2> - ~—4%] (2008%) 12'32" “VERSION BETA" (2008)
T BRAA—T L 2— (V23—T) grganizer: Center for the Contemporary Image,
eneva
[Geodesy] (20134F) “Geodesy” (2013)
&35:B-312% v 71— (E> hUF-I) Venue: B-312 Gallery, Montreal
pp.16-17 Courtesy of TARO NASU
#Ew I>2EL—23> [The Day After Yesterday] (20154F) Installation “The Day After Yesterday” (2015)
415 : TARO NASU (%) Venue: TARO NASU, Tokyo
reward = 2009 o .
2009 B 7—F42Y XK Cooperation: ARTISTS' GUILD
N Dimensions
Photo courtesy of TARO NASU. 1 XA variable
pp.18-19 Courtesy of TARO NASU
EEIE (1)) 77|=')|<< () 1$ A & 35*% B % BEEOHZNEANEER—REEZ Video, Arrangement of a Room
Occupants and King in the - TrAZL=>3> 2010 nstallation 2010
u ing i o : .
Configuration Forest 2010 MY, HD. 16:9. HI> K. hF— 2010 Z"g;:’r HD, 16:9, sound, color
8 815_#‘ .- - Wood, mirrors,  Sound: Angie ATMADJAJA
Photo: YAMAMOTO Tadasu (p. 21) KM 5. TV. FE TV TIIVr TVs,cameras  Performance: KAWAMURA Atsunori, SUZUKI
Images courtesy of the artist. (pp. 22-23) HAS HEATLITY /) HREETF Emiko
Dimensions
X VARIADIG
=

BEEOHROEAEEHE—VABREORELE #01
2010

B{&, HD. 16:9. ¥ 7> K #F—

6'33"

BE TV TIITwY

HIE MUK, MURESE

Defective Formal Logic #1

2010

Video, HD, 16:9, sound, color

6'33"

Sound: Angie ATMADJAJA

Performance: OSANAI Takao, OSANAI Sumi
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RBOHRMEANEEK—TFHXAREORES #02
2010

B, HD. 16:9. 7> K. HF—

2'31"

BE TV TIITv Y

HiE RARE GZAET
BEEOHFDNEAEIHR—FOEHETIHA
2010

&, HD. 16:9. H IR HhF—

10'62"

HiE:Ya—3y R -Ea—X ZEEF

it
ok

[RzHE] (20105)

S5 BRALAFEREEMt 25K
Iv—Y1 Y —X1018 2MAEF
[EREOFHNEA LT (20124F)

S35 NTTA>2—032=4 -3 -2 42— [ICC] (HR)

Defective Formal Logic #2

2010

Video, HD, 16:9, sound, color

2'31"

Sound: Angie ATMADJAJA

Performance: OSANAI Mari, TSUDA Michiko

A Note about the Daily Work in the Forest
2010

Video, HD, 16:9, sound, color

10'52"

Performance: Sioned HUWS, TSUDA Michiko

“BIKKURI" (2010)

Venue: Aomori Contemporary Art Centre
“emergencies! 018 TSUDA Michiko ‘Occupants
and King in the Configuration Forest™ (2012)
Venue: NTT InterCommunication Center [ICC],
Tokyo

pp-20-23 Courtesy of TARO NASU
e would come bac e would come back there to see her again ideo e would come back there to see her again at
235 Sh Id back th t h Vid Shi Id back th h i
. at the following day. #1 the following day. #1
there to see me againthe 2014 S 98 2014 335"
following de . Dual screen .
2F v FIVETH . video She would come back there to see her again at
. he would come back there to see her again the following day. #2
Photo: KIOKU Keizo (p. 25,_p. 27) at the following day. #2 504"
Images courtesy of the artist. (p. 26) 504" Periememee: o e
R AR
“The Day After Yesterday"” (2015)
Venue: TARO NASU, Tokyo
[The Day After Yesterday | (20155)
%15 1 TARO NASU (R =)
pp. 24-27 Courtesy of TARO NASU
HE T, BHFICES WIS (2REL=Ya> HEREIRRILTH Installation Installation planning: TOKYO STUDIO
= - TATIL A Ry Visual program: ITO Yuya
%ZL%’JT( 6—6 l/ck Do 2016 A NTTA > 2—032=/ =330 - 24— 2016 Equipment cooperation:
ot eilld) cemie el e e See . [ICCL. 7= 42K K T hy—s Wood, double- NTTInter’Communloatlon Center [ICC],
me again the following da At & (M) . sided mirrors,  ARTISTS’ GUILD, LUFTZUG
gai wing aay. RIY =2 HAT, screens,
7”D < — cameras,
Photo: OYAMADA Kuniya (p. 29) = projectors
Photo : Jens LINDHE (pp. 30-31) YA XE T . .
Image: TAKEZAKI Hiroto (p. 32) amensions

Photo: YAMAMOTO Tadasu (Insert (p. 1))

Photo: OKANO Kei (Insert (p. 2))

Photo: Vadin MARTYNENKO(Insert (p. 3 above))
Photos courtesy of the artist. (Insert (p. 3 below), p. 33)
Photo: OMOTE Nobutada (Insert (p. 4))

Photos courtesy of Ashiya City Museum of Art and
History (Insert (p. 4))

SUGAI Kumi's Suite Architecture (1974), collection
of Ashiya City Museum of Art and History is
included in the photos. (Insert (p. 4), p. 33)

Courtesy of TARO NASU

Arts Towada +BEFE&[1>2—+TLA R
141 (2020%)
S5 HHEMBRAENE

[Windowology: New Architectural Views
from Japan BF¥ BIRNEATHY. XETH3)
(2022-2023%)

R TS L 94 Ry ALI YV (FR—7T)

AT T EMEREE [Ghost] (20184)
S A-LITE—FH

LI Fv—+INT+—< >R EEETF.
BERE (Z % — RAR)

p.32

“Arts Towada 10th Anniversary Exhibition:
Inter + Play Season 1" (2020)
Venue: Towada Art Center

p.29

“Windowology: New Architectural Views from
Japan” (2022-2023)

Venue: VILLUM Window Collection VWCO,
Denmark

pp.30-31

Japan Media Arts Festival in Kyoto “Ghost” (2018)
Venue: ROHM Theatre Kyoto

Lecture + Performance: TSUDA Michiko Tsuda,
FUKUDOME Mari (dancer and choreographer)

p.32



[#—T 2 AN=2Z 2016: AT1 73> I+ 2] (20165)
KB NTTA>4—032=4—Ya> 28—
[ICCl (&=)

Insert (p.1)
[hUBE—7](2020%)
£ :TARO NASU (=)

Insert (p. 2)
[Observing Forest] (2017)
S5 - BEER L 2— (V704 ZM7)

Insert (p. 3 above)

EB20[E LT X 20174)

REREANRTITA T vTU—

Insert (p. 3 below)

art trip vol.03[in number, new world / T D% |
(2019%)

S5 BRI EMEME

“Open Space 2016: Media Conscious” (2016)
Venue: NTT InterCommunication Center [ICC],
Tokyo

Insert (p.1)

“Trilogue” (2020)
Venue: TARO NASU, Tokyo

Insert (p.2)

“Observing Forest” (2017)
Venue: ZARYA Center for Contemporary Art,
Vladivostok

Insert (p.3 above)

20th Japan Media Arts Festival (2017)
Venue: Tokyo Opera City Art Gallery

Insert (p. 3 below)

art trip vol.03 “in number, new world” (2019)
Venue: Ashiya City Museum of Art and History

Insert (p.4), p.33

pp.28-33 Insert (p.4), p. 33
"fu 54 INTF—T R A - R B REE T Performance Direction and performance:
. . KAMIMURA Megumi, TSUDA Michiko
Tidings 2016 . 2016
SW R 25TF () Vi Morishita Studio, Tok
_ : enue: Vliorisnita uaio, 1oKyo
Photo: MATSUMOTO Kazuyuki 6045 B#2:20163 [ 4H 6omin. Date: March 4, 2016 ’
T BERLRIOy D L IRTEER Production: Azumabashi Dance Crossing
Bkt LB E Committee
Grant: The Saison Foundation
pp. 34-35 Thanks to SAKURAI Keisuke, SHINOHARA Ken, TAKASHIMA Shinichi, IWAYA Kaoru, blanClass
"ﬂ] 54 #2 INTH—T 2R - B Lk [ B EEE T Performance Concept and direction: baby tooth [KAMIMURA
idil HUE A B REE T IUEL Megumi, TSUDA Michiko]
Tidings #2 2017 . )
9 2017 55 FHA L IARE Pgrfqrmance.KAMIMURAMeguml,TSUDA
_ . 75 min. Michiko, YAMAGATA lkuhiro
A YO AL 75% Flyer design: MATSUMOTO Naoki
S5 STXRy b (HiE)
B#2:2017%F2A108~13H Venue: ST Spot, Yokohama
EE:STARy MR Date: February 10-13,2017
Production: ST Spot Yokohama
pp. 36-39 Thanks to SAKURAI Keisuke, MIYAZAKI Shinichiro, TAKASHIMA Shinichi, MIYAZAWA Hibiki, blanClass
7]'—7_—‘}( 7 - jj‘«( K F—=F1FHAK FEOWE ZAET Audio guide Voice: TSUDA Michiko
Audio Guide 2017 .
2017 248 planClass (#25)1]) [P)Iatce.'\ll:)lanclsss,AKzngg?;va
. _ ; ate: November 4-5,
Photo: MIYAKAWA Tomohiro 30-60% B2 :2017411 A48 ~6H S0-60min Grant: TERUMO FOUNDATION for LIFE
BhRk: TIVEE G RIF TR RACEMBIRK SCIENCES and ARTS
pp. 40-41
%Et’_‘ INT—R R BAK - IR I [ B REE T Performance  Direction and performance: baby tooth
News o [KAMIMURA Megumi, TSUDA Michiko]
2ok £1:SCOOL(XX) Venue: SOOOL Tok
. ; 2: 70 min. Gl PIEIE
Photo: MATSUMOTO Kazuyuki 704 H72:2018%2A14H. 158 Date: Feb 14-15, 2018

pp. 42-43

TR BEES ROy TEFTEES
B 7 —IhI L VIVER

Organizer: Azumabashi Dance Crossing
Committee
Grant: Arts Council Tokyo
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i L& £ FzO- 777 M)—(AXKY) Video Venue: Cello factory, London
en The Light Glows
Through The Window 2018 2018
Dual
Photos courtesy of the artist. 2F 4RI EFH Vigzoscreen
300" In collaboration with LONDON EAR FESTIVAL S0
Thanks to FUKUTOME Mari, TOKISATO Mitsuru
pp. 44-45 Courtesy of TARO NASU
HZEDEHE f>28L—>3> WEERRE EEET Installation Performance: FUKUTOME Mari, TSUDA Michiko
. L. B 27 LB 7 (TOKISATO PLAYER) Screening system: TOKISATO Mitsuru
Walking Condlition e 2019 (TOKISATO PLAYER)
2019 w/E BILED = T NEIAS
" ; f amera operation: inya
Photos courtesy of the artist. (p. 47) SRE DA, BEIIFSE ideo U2 min)  sound recpording:WATANABE Shunsuke
Photo: KIDO Tamotsu (p. 48-49) B (1243) . BER- 7Ly IR 71— screené, " FUJIKAWA Takashi
$8. AK#1, proleé:tors, Translation: Alex QUEEN
27—, HUERIIF — LI REEE soun
TavII8—. [Windshield Time — bLOT A hFFZH5 f\;\‘l?H(:ThF_“i’;‘gALE’ERT PROGRAMA —
= B in 8 (2019%) (20|1ng)s ield Time—Contemporary Art in Toyota
=15 B AR (2H) Venue: Nishimachi Hall, Toyota
FEHNEN IS - LIHEREEETEE S, Organizer: AICHI ART PROGRAM committee,
==l Toyota City
B : AREAREA 7 A RS A ISR K — IR REH e e U 1
N quipment support:
%ﬁﬁf:ﬁ =GR _:}:}b IL_/ o N Project to support Emerging Media Arts Creators,
FRIBOEEMLTXATA7EMIVIAZ—BR 2018
XEFE
Thanks to SEKI Manami
pp. 46-49 Courtesy of TARO NASU
3 =4S N 1>28L—va> #WEGHT7—T4ZY - FILKR Installation Production support: ARTISTS' GUILD
3 a3
Although King Logs Others 2019 [AKKY O L T2019R : D\ THS ] 2019 “Roppongi Crossing 2019: Connexions” (2019)
Venue: Mori Art Museum, Tokyo
Photo: KIOKU Keizo (pp.50- 53) Kb BH 8% (2019%) Wood, v
i N S P ey floor cover,
Photos courtesy of the artist. (p. 54) HAS E=H—. =5 HRETTEE (KR) mirrors,
TOSTI4— cameras,
monitors,
4 AT projector
Dimensions
variable
pp. 50-54 Courtesy of TARO NASU
Jﬁz%ﬁiﬁt l/—COD Q"/Z NTH—=N 2R =15 FREMEE (RR) Performance Venue: Mori Art Museum, Tokyo
H#2:2019%389H. 4B8H Date: March 9, April 8,2019
DANCE AS CHISEL 2019 HE A B (XY — RER) 2019 Performence: KAMIMURA Megumi (Dancer,
Image: MIYAZAWA Hibiki (above) 304 TA £ (XMEHRER) SOy SRR =ity
Photo courtesy of the artist. (below)
p.55
HEIE ZOBES (SN (2R8L—Ya>  HE#NE EFEL. BBRE Installation Performance: KAMIMURA Megumi, SAKAI
- - = = wmE M SILED Naoyuki, FUKUTOME Mari
|"|:T‘| i) ‘u_TT ’D—(b\f\:f‘\ [./ & Do 2019 FOTS LA R 2019 Video engineering: AOYAMA Shinya
oAb — Visual program:ITO Yuya
1)+ — 3 == Wood,
You would have gone there to see AHt. § (@), )Y }T’?ﬁ‘/;’gi?% BALE double-sided  Research cooperation: Yasujiro Ozu Seishunkan,
them by then. VS EN — B EE AN BT mirror,screen,  Window Research Institute
DAF. HMBF: T —T14 XY - XK camera, Equipment support: ARTISTS' GUILD
Photo courtesy of the artist. (p. 57) IaYro4— projector
Photo: HIRABAYASH I Takeshi (pp. 58-59) [HWE RIS F — L2019 EDEE | (20194) BliTEREERS “AICHI TRIANNALE 2019: Taming Y/Our Passion”
Image courtesy of the artist. (p. 60) PEPLIES variable (2019)

pp. 56-60
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25 FERET(BEE)

Courtesy of TARO NASU

Venue: Ito Residence, Nagoya



j'_ 7_—{ ;j' . j]’r I\ : W t &+ F—F1F-HAK BRIBSEHRE VX2 7 BEORK Audio guide Environmental sound recording and mastering:
T ; FL—al  3EREET FUJIGUCHI Ryota
Audio Guide: Inside and Outside 2019 FURAL N K TR 2019 Narration and voice recording: TSUDA Michiko
- Assistant: HYUN Woomin
" =R - Ny Stereo
Photo courtesy of the artist. ZAFLAHHUER, BIER AL sound, noise-  Translation: KITAGAWA Mitsue
JAXxvtYLT cancelling
ANSTE [HVWERIIF— L2019 1EDEEL] (20195F) headphone “AICHI TRIANNALE 2019: Taming Y/Our Passion”
S5 FEREE(REE) 430" (2019)
4'30" Venue: Ito Residence, Nagoya
p. 61 Special thanks: SATO Tomoko, Alex QUEEN, Vered ENGELHERD, Julia SANTOLI
~ U 0O— 7 1228L—>3> BEMBHNTTA>42—332=45—->3> -t 42— Installation Equipment cooperation: NTT
. [ICCl. 7—F 4 AY - IR IWTRY—% InterCommunication Center [ICC], ARTISTS'
Trilogue 2020 uzg GUILD, LUFTZUG
Photo: OKANO Kei KH & [hBE—71(2020%) Wood, MIMOrs:  riilogue” (2020)
PSRN PN &4 TARO NASU (RR) cameras, Venue: TARO NASU, Tokyo
IO Ia— projectors
. Dimensions
YA X A% variable
pp. 62-63 Courtesy of TARO NASU
1)—> « S INTF—=T LR Rk EE Ik (A B RS T] Performance Direction and performance: babytooth
PAAEAN
s A B EEETF [KAMIMURA Megumi, TSUDA Michiko]
SCREEN BABY #2 2020 2020 Performance: KAMIMURA Megumi,
f TSUDA Michiko
Image courtesy of the artist. (Insert (p. 2)) 754 [OPEN SITE 2019-2020 (2020%) 75 min.
Photo: bozzo (Accordion fold (back, left), =15 TOKASAR (RH) “OPEN SITE 2019-2020" (2020)
pp. 65-67) H72 :2020F1H248~26H Venue: TOKAS Hongo, Tokyo
AR NRTEESE LR E Date: January 24-26, 2020
EEHEAENEE f—Fa—T— YT RAN—Z Organizer: Tokyo Arts and Space (Museum of
. Contemporary Art Tokyo, Tokyo Metropolitan
L
?Ez#ﬁﬁi B35 Foundation for History and Culture)
EARM 2R Stage assistant: FUJIKAWA Takashi
AL Stage design: SASAKI Ayami
BAREN  AARE Camera: NAKAGAWA Shu
Accordion fold (back, left), pp. 64-67 PR design: MATSUMOTO Naoki
g |jj 1)) 9“/1 LI Fv— Arts Towada +REEL&[1>2—+TLIIEFE18  Lecture Arts Towada 10th Anniversary Exhibition:
Gravity Dance INTF—T LR A48 BT ST performance Inter+Play Season
2020 HiE 20205125268 2020 o e v
: _ - . e ’ R, ate: December 26,
Photo: OYAMADA Kuniya R AER, 04T B, oA SR REET 75 min. Performance: OTA Yasuhiro, KAMIMURA
5% Megumi, SASAKI Ayumi, TSUDA Michiko
pp. 68-69
EB';}('U % Ry b 3 INTH—T 2R £REEZIE 2021 Performance Sculpture Festival in Kanazawa 2021
; 212 (B (£R) Venue: Hakucho-ro, Kanazawa
Taking care of Sculpture 2021 2021 Date: October 15, 2021

Photo: AOYAMA Keisuke

pp. 70-73

H#2:2021F10A15H

R SFRE. Bk F T ARSR
EEET. BLNS =E0E REERE AFIHE
ERMET LU AT

R EHE

S5 /NBERT

Thanks to KUROSAWA Shin, TANIGUCHI Izuru, MIYA Mamoru

Direction and performance: FUKUSHI Risa,
KANETSUKA Rana, KISHI Momoko, KANE
Mahiro, KUGE Shiho, MIYAKE Hina, MUGITANI
Mao, TSUDA Michiko, YAMATO Kaede
Direction of documentation video: OKU Yuiji
Video: INOUE Ruri

Recording: ODA Hinano

You would come over here
to see you again shortly.

Photo: Jérémie SOUTEYRAT
Photo courtesy of Japan House London.

pp. 74-75

1REL—3>
2021~2022

N NP SN
E=5—

g8 R 2 (LUFTZUG)
PARV NS LY

[Windowology: New Architectural Views
from Japan BZ RIIXEATHY . XLTH3]
(2021~20224F)

FHE-RH: I/ NI OV

EREEE AREEN BT

Courtesy of TARO NASU

Installation
2021-2022

Wood,
mirrors,
cameras,
monitors

Technical direction: ENDO Yutaka (LUFTZUG)
Visual program:ITO Yuya

“Windowology: New Architectural Views from
Japan"” (2021-2022)

Organizer/Venue: Japan House London
Planning & Supervision: Window Research
Institute
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BRI—ZADEHRY) BIR IR BHER EEET Video Performance: SAKAI Yukina, TSUDA Michiko
e AT Ch hy: SAKAI Yuki
Gestures about Exhibition Cases 2022 Ift B R 2022 L Hna
e 1aqn “Summer Vacation at a Certain Art Museum”
Image courtesy of the artist 238" [ b2 EMEBEDEARA ] (2022F) 2 (2022)
=45 TRMAMEE Venue: Chiba City Museum of Art
p-76 Courtesy of TARO NASU
HIA—ZDEE S s A =R ZEET Video Performance: SAKAI Yukina, TSUDA Michiko
Arrangements Concerning Glass Cases 505, L85 % A0 Mk | (20226) 2022 ggénzr;qervacation ata Certain Art Museum”
Image courtesy of the artist. 536" =I5 FEMEME 5'36" Venue: Chiba Gity Museum of Art
p.77 Courtesy of TARO NASU
Eﬁ@ E[ETZ 1 R8L—var [EHDEMBOERA] (2022F) Installation “Summer Vacation at a Certain Art Museum”
1 i Sim T EMEME (2022)
The Corridor of the White Wall 2022 2022 Venue: Chiba City Museum of Art
i . Camera,
Untltlet.zl (A Museum Elements #217-238), 2022 HAS. TOGS L. B,
© Gottingham EoH—, monitor,
Image courtesy of Chiba City Museum of Art SIWGRIY) —> silkscreen
and Studio Xxingham (p.79, p. 80 above)
Photo courtesy of the artist. (p. 80 below)
Reference work images: Courtesy of Chiba City
Museum of Art
pp. 78-80 Courtesy of TARO NASU
g Rgﬁ% 1 28b—ay  EOREBHER CERET R ZEET. Installation Voice: SAKAI Yukina, SATO Kumaya, TSUDA
) ) chE#R%. EILET. A E Michiko, NAKAO Takuya, NISHIYAMA Junko,
Talking about the Air Travel 2022 2022 FUJIKURA Takumi
Photos courtesy of the artist. (p. 81) =5 (304) [EBH2EMEEDE A | (2022%F) ?3061;?”) “Summer Vacation at a Certain Art Museum”
Untitled (A Museum Elements #306), 2022 R AR M =5 FEMEME paper, c.r'ay, (2022)
© Gottingham string, desk Venue: Chiba City Museum of Art
Image courtesy of Chiba City Museum of Art
and Studio Xxingham (p. 82)
Reference work images: Courtesy of Chiba City
Museum of Art
pp. 81-82 Courtesy of TARO NASU
z’gﬁﬁ"d'é q': BRIR AT BHER Video Choreography: SAKAI Yukina
bvar i f HE B, (EEERE. 2EE T Performance: SAKAI Yukina, SATO Kumaya,
Hands Traveling in the Air 2022 2022 TSUDA Michiko
Images courtesy of the artist. 550" [ 3EMEDE A | (2022F) 5'50" “Summer Vacation at a Gertain Art Museum”
i T EMEME (2022)
p.83 Courtesy of TARO NASU Venue: Chiba City Museum of Art
fER%E L3 S HE BEO U hRAR Video Performance: TOYODA Yurika, NAKAO Takuya
Going up the stairs 2022 M adi f e
aozz [AF45hEF A2 a2 Liminal] (20224) Jeceimend Dimension Himinali(2022)
. e enue: Kakinokisou, Tokyo
Photo: AKAISHI Takaaki o5 S5 ORI (HR) 215 y

pp. 84-85

135

Courtesy of TARO NASU



*fﬁ@ﬁﬁzoz%g 235 HiEZHE)E Video Performance: TOYODA Yurika
#202 Kakinokisou 2022 “Medi . o Liminal”
Avzz [AFAYAEFA Y 2> Liminall (2022%) Jasclum and Bimension iminal'(2022)
P 00" enue: Kakinokisou, Tokyo
Image courtesy of the artist.(p. 86) 200" =5 i OKRE (ER) 2'00 v
Photo: AKAISHI Takaaki (p. 87)
pp. 86-87 Courtesy of TARO NASU
i;ﬁ{iﬁ 1228 —Ya> TAYIL:A by ¥ (arsaffix Inc.) Installation Visual program: ITO Yuya (arsaffix Inc.)
Tokyo Shigusa 2021/2023 u "
2021/2023 [Back TOKYO Forth | (2021F) O o O el
- - - o enue: [okyo Internationa ruise lferminal
Image: NISHINO Masanobu (Insert) B (194). pos. =B RRERIN-—Za-3IF) Xg’ﬁﬁn) o
Photo: KIOKU Keizo J095 4, camera, “ICC Annual 2023: Shapes of Things” (2023)
(pp. 89-90, p. 91above, p. 92) e 72— [ICC 7=a7)L 2023 DD 5] program, Venue: NTT InterCommunication Center [ICC],
Photo courtesy of NTT K#t. #K. (2023) ‘?V':ézcmrs' Tokyo
InterCommunication Center [ICC] AP 2 AN S NTTA>8—032 24— 3 +>%—[ICC] paper,
Image courtesy of the artist. (p. 91 below) ALR—)b () pendant
Photo: ARAI Akira (Nacésa & Partners Inc.) gg?ézoard
(p. 93’ pp. 94_95) ..........................................................................................................................................................................................................................
17X —Ya>  ERAEZICFERVRIDPAZ— lllustration Tokyo Shigusa: Putting her hand on her hair and
15Xk =232 i TOMINAGA Kotaro 2023 looking back
2023 lllustration: TOMINAGA Kotaro
p. 92, insert (p. 2 above) 5.6, (s (@ 2ale)
17X —Ya> REAE-ISEFZ— lllustration Tokyo Shigusa: Standing up
122k —3> : TOMINAGA Kotaro lllustration: TOMINAGA Kotaro
2021/2023 2021/2023
.93
p.93 B
TERZN - BE ERAEROEYT— Text piece, Tokyo Shigusa: Daughter’s Lines
Lt (%] (19494F). [EF#] (1951F). video References: Late Spring (1949), Early Summer
2021/2023 (3= (1951), Tokyo Story (1953) by NODA Kougo, OZU
TRTHA  HESE, BE ER0 2021/2023  Yasuiro
pp-94-95, insert (p. 2 below)
pp- 94-95, insert (p. 2 below)
pp. 88-95 Courtesy of TARO NASU
7_'-_7—-*‘,{ 7 - H1K: F—FA4FHAK FOHE ARET. NAER. MAERE. /NEE  Audioguide Voice: ISHIZUKA Ryohei, UCHIDA Seira,
- > [— . NIEASGE BEF. /NRIEWF. TREIES. BEHES. £HVE, OKAMOTO Manami, OGASAWARA Mutsuko,
D BEHRR 2022 /2023 202272023 ODAGAKI Taeko, KUDO Masayoshi, KEINO Yuka,

Audio Guide:
Standing Here, Aomori Version

Photo courtery of Aomori Contemporary Art
Centre, Aomori Public University

pp. 96-97

EBEAS. H . AR IR H HEES. 518 A,
REET BRI, =5, IEMEF. (L g
B IEHEET

B BOEK

HBE ARET. MARE EHGE. ZHET
fRsE - BE A thel ZEET. NIEHME

W7 EARRE, BEEF. KB, #E A,
[REHE

E - FIfE  EHEE

<y
FHIL I RBIIB03
1FZAM—2ar 2EET
TR IR BEHEE
WIRFEIT 2024F6A21H

Javzyh
M BFRALAKZ B St 2—57% [ACAC]
BhAk AREIEIEAN SR LIREGE

SATO Aika, SATO Daichi, SHII Kei, SHIROTO
Harumi, SOMA Shinkichi, TAKAHI Shinobu,
TSUDA Michiko, FUKUHARA Hideki, MIURA
Hideki, YANAGIYA Koya, YAMAGAM I Hirotaka
Supervisor: TSUDA Michiko

Recording supervisor: FUJIGUCHI Ryota
Recording: ISHIZUKA Ryohei, OKAMOTO
Manami, KEINO Yuka, TSUDA Michiko

Editing and sound mastering: OKU Yuiji,
TSUDA Michiko, YANAGIYA Koya
Cooperation: OKAMOTO Manami, FUKUDA Mako,
TAKEDA Ayari, SETO Tomo, HARADA Momomi
Planning and production: KEINO Yuka

Map
Design: HASEGAWA Chihiro
lllustration: TSUDA Michiko
Textand production: KEINO Yuka
First published June 21,2024

Project
Organizer: Aomori Contemporary Art Centre,
Aomori Public University [ACAC]
Grant: Aomori Gakujyutsu Bunka Zaidan
(Aomori Academic Cultural Foundation)
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so far, not far

Photo: OKU Yuiji (p. 99, p. 100 above)
Images courtesy of the artist.

1R —3>
2023

MEZ 7 ) — g

['so far, not far] (2023 %)
KB @RT-MI3

BB AT
7R M EIK, F T

Installation
2023

Double-sided
screenvideo

“so far, notfar” (2023)

Venue: Kanazawa Art Gummi
Cinematography: OKU Yuiji

Assistant: KIKKAWA Eisuke, KISHI Momoko
Drive: UEDA Yoko

(p. 100 below, p.101) (524 /36%). B LHET (52min./36min), Interviewer: UEDA Yoko, KAMIMURA Megumi,
HS5—/BEE. 1 aEa7—: EABT. Wi B ERE 2 Colt;vr/gack- JAREO Osamu
- P and-white,
E/TNYT LK monaural sound
pp. 98-101 Courtesy of TARO NASU
and run LIFv— and run Lecture and run
INTA—= R/ 218 4RI IREMEE P72 —21. performance/  Venue: Project room and Theater21 (21st Century

Image: Eizo Workshop G.K. (p.103)
Photo: NAKAGAWA Yosuke(p. 104, p. 105, p. 117)

FLZLTANRIE

2023

7O0Y17hIRE
H#2:2023%F 8 A10H~20234£8B13A
AR LI Fv—I8T4—T > Z(90%)
1T=297 52 (H3<)
1T -5 (R Lobl)
E-—=2T-52(Loph)
HiEERET (7—T AN, FBER(h10TF
IT 1y I IGRERRER) . ILFEEAR(£R43E
EEBANEFEE) 4D EEBAR(ALX-T—T1X
b A ZEER N, LT EARER (SR AZBNH)

7—N AR FELER [FREEF so far, not far]
BIEA AL b

running event

2023

Museum of Contemporary Art, Kanazawa)
Date: August 8-13,2023
Event: Lecture performance (90 min.)

Evening Run (light)

Evening Run (little heavy)

Morning Run (heavy)
Performance: TSUDA Michiko (artist),
ORIHASHI Naoki (chiropractic doctor),
YAMAGISHI Ryotaro (curator at Kanazawa
Furusato ljinkan), NAKAMURA Kurumi (dancer/
artist), YAMASHITA Akio (assistant professor at
University of Tsukuba)

Related event of solo exhibition “so far, not far” at
Kanazawa Art Gummi

and run <3, ALDA,

£15:Slit Park YURAKUCHO. YAU STUDIO.

AABIUT7ERR

H#2:2024%1H208

AR b Lo a—Z - REREEF S (5km)
BHI-X-MLEBTT > (2km)

T EREMAR L — a3 BB 2~

S HEE 7 — A7 — /N =X L (YAU)

A% 75 : Slit Park YURAKUCHO. ®#EL-#

#%71: TARO NASU

RREMAFF21L— Va3  HERE L 52—
[RESHEGHEZICERIOCD. B, <3,
ADA IBEA N2 b

Running event

2024

and run Meguru (Circulating through) Marunouchi
Venue: Slit Park YURAKUCHO, YAU STUDIO,
Otemachi/Marunouchi/Yurakucho area
Date: January 20,2024
Event: Morning Run (5km)

Afternoon Run (2km)
Organizer: Center for Curatorial Studies, Tokyo
University of the Arts (CCS Geidai)
Co-organizer: YURAKUCHO ART URBANISM (YAU)
Special support: Slit Park YURAKUCHO,
TOHOLEO CO.,LTD.
Support: TARO NASU

Related event of the exhibition “Circulate through
Body. Circulate through Marunouchi.”

organized by the Center for Curatorial Studies,
Tokyo University of the Arts (CCS Geidai)

andrun 7> =27 EKEEE
25 RR R EMAERE D

Running event

2024

and run Running, Water, and Bees
Venue: Around Museum of Contemporary Art

oz Bi2:202446A1H e osd noed
—. ate: June 1, or experienced runners
P a—Z - &
Loph)a—Z - EEREET T (About10-15 km)
(#110~15km) June 2,2024 For beginner runners
2024F6H2R (About 2-3 km)
Boa-2-P0ERT > (#2~3km)
Related event of Tokyo Contemporary
Art Award 2022-2024 Exhibiti
Tokyo Contemporary Art Award 2022-2024 reAvar XIBIHoN
EHRARMBE AN
pp.102-105, p. 117 Thanks to Beeslow FUNAYAMA Yohei, HISAZOME Takeo, SHIMURA Hideaki
Sequence Of water 233 %R thE] Video Camera: OKU Yuji
2023 . . .
Images courtesy of the artist. 2023 3 B 2 Venue.C_)nImestreammg .
TS YT Ly S e 3a ST 39'40" Production: Black Mountain College
39'40" == o = Museum+Arts Center
+7—Y s
pp.106-107 Courtesy of TARO NASU
Eﬂ% B [#z%% —eastern film promises—| (2023%) Video “Tamaki —eastern film promises—" (2023)
) 248 - 25 B S5 EM Venue: Kyoto city KYOCERA Museum of Art
SaltinBack 2023 S5 REH R 7 EME 2023 ue: Ky ity useu
. qqm Screening: “PARALLAXVOID 2023 XMAS"
Images courtesy of the artist. 144 B [# L VR 2023 XMAS | (2023%) 1 (2023) g

pp.108-109

137

=35 3R honkbooks (%)

Courtesy of TARO NASU

Venue: thecain honkbooks, Tokyo
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RIX—Z3, BENDFRT7—T XM EMRIC. BATORROLED. ELIRELRET
ZEEBE/IC, 2018 F(Z [Tokyo Contemporary Art Award] Z8IEE L% L 7%,

REDBREWR 7—TAAMDX AU TILE->TRBELBHICKBELRBTIVLEME
ERL. BEZEOUY —F X2 TAHBICEY, GIEOESPERREANDERFE
FOEETTVWES AEBOEEICLY FRAEFEYIR-—TD28 P EHSIN, F
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ETOZELTRORELE, BHEICTLPIXEETVELL,

TEOD—RELVUER SN A-ERBR. 7T AMDINETOMERP IOV M E
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Tokyo Contemporary Art Award 2022-2024

ZEE
EHETF. YIA-—T

EfE
REER
NI ENRREESL LM E RREBBRAEME b—Fa3-—T7—VY 7L RIN=2

EEEZS

=1&#A [CHAT (Centre for Heritage, Arts and Textile) I/ 771 TF1L 74 —%F—TF 2L —%—]
BRHULOR [RRANT ST 77— ¥+vTU— =7 - Fal—4%2—]
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BEZEEEHR
BEFEFNEBHENT—VAZ2TT4Tb7%37 [AIT/ITAH]

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—
Tsuda Michiko and Saeborg—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

Winners
TSUDA Michiko, Saeborg

Organizers
Tokyo Metropolitan Government

Tokyo Arts and Space, Museum of Contemporary Art Tokyo, Tokyo Metropolitan Foundation for History and Culture

International Selection Committee

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.

Selection Secretariat
Arts Initiative Tokyo [AIT]
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