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As institutions mutually dedicated to pursuing and promoting art that is relevant to
contemporary society, the Museum of Contemporary Art Tokyo and KADIST have been
developing curatorial collaborations since 2015. We co-organized the exhibition Almost
nothing, yet not nothing at Tokyo University of the Arts as part of MOT Satellite 2017, followed
by Hikaru Fujii's solo exhibition Les nucléaires et les choses at KADIST, Paris, in 2019.

The group exhibition Things Entangling continues this collaboration. It features twelve
artists and groups active in several countries and regions whose works are based on a wide
range of research. These artists explore things from specific moments and places not only
as material objects but also as mediators of meaning, ideology, and memory. By articulating
reflections and imaginations through various artistic languages, they also explore the forces
propelling these flows and transformations and trace the trajectories of subsequent changes
and movements. Their practices traverse multiple perspectives and moments in order to
pursue new imaginings or critique contemporary society, posing crucial questions regarding
how to envision our world and its future.

We would like to express our deepest gratitude to the artists, the collectors, and all others
who provided invaluable advice and support in the realization of this exhibition.

Museum of Contemporary Art Tokyo
KADIST
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Between environmental crisis, contamination by human-made catastrophe, migration issues,
and the new epidemic situation, we are facing unprecedented challenges that impact the
survival of all living things. The vulnerability of this globalized society, with its profound
social divisions and systematic prejudice, is revealing the urgent need for change in our
current socioeconomic systems. How can artistic practice respond to this demand and help
us imagine other modes of living? The question has gained more significance over the course
of this curatorial collaboration since it started with a reflection on post-3.11 Japan, aiming to
raise issues that are equally pertinent to other societies today.

During our process of dialogue and research, we were inspired by artists’ practices that
attempt to delineate the histories, discourses, and beliefs embedded in specific things in order
to critique and unravel the apparatuses of societies and cultures. What things tell, or can tell, is
connected to what humans see in things and what they desire, which is inevitably influenced
by power dynamics among humans, or between humans and other entities.

While being aware of the dominant influence humanity exerts on other beings, the artists
shed light on how human behavior is engraved on things by capturing multiple temporalities,
narratives, and modes of resilience against various forces. Such attempts by artists offer us
new perspectives to consider how we understand the present, in which multiple realities
and histories reverberate and collide, and how we are related to, and able to affect, the
abovementioned crises.

In a world where political, economic, environmental, and social factors are inseparable on
a global scale, how we can live with care for self and others—those who are more vulnerable,
other species, future generations? This exhibition does not claim to offer specific answers, but
the works certainly reassure us by revealing complex entanglements across time and space—
the key to recovering a sense of responsibility and awareness of the mutual dependence of the

living and the nonliving.

Kyongfa Che, Museum of Contemporary Art Tokyo and Elodie Royer, KADIST
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Excavation being carried out in Doyasaku site, Futaba town, before the construction of an interim storage facility for radiation-contaminated soil and waste.

Dwelling sites from the eighth century were marked with white lines.
Photograph by Kyongfa Che, April 25,2019
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Drawing Deviations from Entanglements

In this curatorial collaboration, we aimed to address the sociopolitical context where our exhibition would
be situated: Tokyo in the year 2020, with the Olympics approaching. Rather than framing the show around a
single concept or theme, it was gradually put together through a process of reflection and discussion on how
artistic works that speculate in response to a specific social or political context could respond to our context
and resonate within it.

The collaboration with Elodie Royer, which originally began in fall 2015 after receiving a proposal from
KADIST, became a longer process than anticipated. During this period, we co-curated two small exhibitions
in Tokyo and Paris, and were also both temporarily on leave from work due to giving birth almost at the
same time.! Except for a few days of meetings in Paris and Tokyo, our communication depended entirely
on email and other online devices to share the realities seen from each place—which was mostly awful and
sometimes hopeful—besides various other things. In retrospect, I believe that the parallax and empathy in
how we looked at things laid the groundwork for the curatorial framework.

Another catalyst for this collaboration was the rejection of an exhibition proposal that I had conceived
with Hikaru Fujii for a competition in which I participated. The exhibition proposed a platform beyond
Fukushima for reflecting on the rupture the nuclear disaster created in historical continuity, and belief in
the idea of economic development tied to twentieth-century capitalism and the national interest. This was to
be actualized through shedding light on a collection of objects rescued from the Futaba Town Museum of
History and Folklore, the sole museum of the town of Futaba, Japan, the entirety of which was designated a
difficult-to-return zone after the 2011 Fukushima Daiichi nuclear power plant accident. The collection has
yet to return to date.

Elodie took interest in this project, and her involvement added new dimensions and points of
connection to the activities and networks Fujii has developed. All this gradually led to his solo exhibition
Les nucléaires et les choses (Nuclear and Objects) at KADIST, Paris, in spring 2019, and the work presented in
this exhibition, The Anatomy Classroom (2020). In the process, we visited Futaba together and witnessed the
disaster’s destruction, which persists while changing shape, generating the absence of what was once there,
what could be there, and what could be the future. This experience provided another foundation for the
collaboration, and led to one of the focuses of the exhibition: on objects as agents by and through which to
examine aspects of contemporary society.

We ultimately selected works that shed light from various angles on things connected to specific times
and places—visible and invisible, living and nonliving—and examine the human behavior inscribed therein
by tracing the movements and transitions of memory and meaning they mediate, looking into the distant
past or distant future, or envisioning a realm where a new subjectivity is generated. Drawing lines deviating
from existing discourses and ideological frameworks, the artists” practices constitute a creative resistance and
critical response to social systems and dominant hegemonies that produce exclusive, insular subjectivity in
their self-perpetuation. We also tried to present a breadth of critical imaginations, forms of collaboration, and
aesthetic languages. This essay attempts to shed light on aspects of each of these works, tracing a few of their
many interconnected trajectories.

The piles of wooden boxes containing mosaics and two video works that make up Tom Nicholson's
Comparative Monument (Shellal) (2014-2017) connect Palestine and Australia, past and present, by unpacking
the worldviews and historical contexts of two mosaics in the Australian War Memorial in Canberra: the
Shellal Mosaic, brought back from Gaza by soldiers during World War I, and a dome mosaic celebrating

the souls of those who gave their lives for the nation. By depicting the symbolic repatriation of the Shellal
Mosaic to Gaza as a possible future, Nicholson reflects on what historical and political recognition would
make such a possible future reality, and shows that one of these is the sumud (“steadfastness” in Arabic) of
which Palestinian activist Nuri el-Okbi speaks in the video, as well as the dignified spirit of hope el-Okbi
finds in the rising sun.?

El-Okbi’s will and hope are mirrored in mixrice's Plants That Evolve (in some way or other) (2013 ). Here
we see the vivacious resistance of elderly women to the destruction of nature and community that comes
along with development pushed by the capitalist illusion of a more prosperous tomorrow, and the vitality of
plants that never cease to grow, even in the face of daunting conditions. The video work depicts a landscape
of a ruthless society swallowed up by capitalist values that can only look to the present and the immediate
future and forgets the stories that have been told; yet it also shows the persistent potential for new stories to
emerge from this.

Considering plants in terms of sustenance, Jumana Manna's Cache (Insurance Policy) (2018-2019) is an
installation consisting of ceramic sculptures reminiscent of old storage—shelves and metal gratings (in other

exhibitions, shelf structures and walls). The work is based on research into kbabyas, interior storage facilities
common in Levantine households, and the impact of agricultural modernization on livelihoods and the
natural environment in the region in the present day. The sculptures, which appear to be disused remains,
indicate the condition in which storage and circulation of sustenance has been removed from human hands
and entrusted to global corporations. People have become part of, or consumers of, enormous production
systems, warning of diminished ability to live sustainably.

Asako Iwama, who also has professional experience as a chef and explores the sociopolitical dimensions
of making and eating food, and Yukihisa Isobe, who has been engaging in research and advocating
sustainable land use, have both pursued their respective interests in natural resources and energy cycles. In
her new work Pinocchio (2020 ), Iwama investigates the extraction of pine resin in different regions and eras,
tracing archives, the physical evidence left on pine trees, or systems of material circulation and purification in
an attempt to trace human behavior toward nature as a resource. Through the practice of ecological planning,
which advocates development that minimizes human impact on the natural environment as well as damage
from natural disasters, Isobe has catalogued and mapped the characteristics of land in multiple layers based
on geodetic information. He has also created numerous abstract works that capture a more subjective view
of the natural elements of a place. The exhibition includes several works that show the breadth of expression
made possible by Isobe’s multidimensional visions of nature.

Liu Chuang’s Bitcoin Mining and Field Recordings of Ethnic Minorities (2018) is inspired by the fact that
a new monetary system is now being created in hydroelectric power plants occupying a land of ethnic
minorities. That which is incorporated within the networked system of currency, information, knowledge,
and centralized authority, and the various things that deviate from that system, collide and resonate through
sound. The video depicts, in rapid succession, various forms of violence that go along with the sounds of
our time: music utilized for assimilating ethnic minorities and for communicating with the ultimate other
(aliens), a bell that caused economic inflation, and an atomic bomb explosion that shook the world. The
narration in the language of an ethnic minority reminds us that there are things that have not yet been
encompassed by such forces.

The practice of recovering and retaining subjectivities, narratives, histories, and memories that are not
absorbed by dominant value systems and discourses can be seen in the work of Dale Harding and Kapwani
Kiwanga. Harding's stencils for Know them in correct judgement - Gami (2020 ) attempt to be with the memory
of women's experiences as leaders in their communities, providers of healing and sustenance, and educators
of young people. The work was originally planned to be made directly on the walls of the exhibition’s
gallery, but due to COVID-19, Harding had to cancel his trip to Japan and change plans. Instead he made
it an opportunity to collaborate with his cousin Hayley Matthew, using a fighting stick and a woomera
(spear thrower) used by women to mediate community conflicts. In the process of creating the composition,
Harding shared his stenciling technique with Matthew, and they engaged in a dialogue on how to share the
memory of their grandmother, live with that memory, and pass it on to the next generation, and how and
through what choices they could keep their community. In the display, Harding contrasts their practice of
history, which is shared through dialogue and experience, by placing the woomera and the book The Oral
History of Mr. Tim Kemp in a glass case. This also represents Harding's cautious negotiation with the modes of
representation and hegemony that shape dominant forms of history in Western discourse.

Meanwhile, Kapwani Kiwanga's Rumors That Maji Was a Lie... (2014), which explores histories and beliefs
yet to be made visible, explores the horizon that connects political struggle and the sorcerous power—a force
that cannot be proven scientifically—of Kinjikitile Ngwale, who led the Maji Maji War, a rebellion against
German colonial rule in today’s Tanzania. In the installation, various objects that Kiwanga obtained or the
representation of what she encountered during her research are placed on vertical axes on shelves that reach
to the ceiling. On the wall, silent footage shows a pair of hands manipulating amulets, now in museum
collections, which people wore during the rebellion, and another pair of hands handling voids, or objects
that cannot be seen. With its composition of what can be seen and heard, or is invisible and silent, the work
approaches people’s memories and experiences that can only be called absent by rational, secularist accounts
of history.

As an absence that continues to operate, evoking through action what is not there, Alexandra Pirici’s
Parthenon Marbles (2017 ) exposes the violence inherent in the notion of universal culture. From the claims
of both Britain and Greece, which insist respectively on the possession and the repatriation of the famous
sculptures taken from the Parthenon and held as one of the highlights of the British Museum, the work
reveals the close relationship between hegemony, which controls the creation of cultural values, and the
financial system, which derives economic value from objects. The sculptures evoked from the continuity of
the sole performer’s action become a moving body that deviates from the yet-unchanging power structures
and imagines a different system of circulation.3

In The Collection of Jane Ryan & William Saunders (2014-2019 ), one of Pio Abad's works exhibited, the
actors who enact a new kind of circulation and repatriation are the viewers, and the objects with which they
do so are postcards printed with images of Old Master paintings and articles exposing the massive injustices
of former Filipino dictator Fernando Marcos and his wife, Imelda. These particular Old Master works are
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embedded in a vast network of illicit wealth circulation and accumulation, and Abad questions the meaning
of the act of taking, generated in the intersection between the political and historical context made explicit
by the postcards and the audience’s active choice to be part of the work.

FADE IN: EXT. STORAGE-CU CHI-DAY (2010), a video collaboration between The Propeller Group &
Superflex, is a somewhat scathing yet humorous critique of the values fabricated, extant since the earliest
colonical trade between East and West, by the mutual dependence between the desire for the other (otherness)
and the response it elicits. The video depicts an incongruous conversation unfolding between the artist and
a FedEx agent over a wooden gun replica, part of a work collected in the museum the Netherlands, seized
as a dangerous item. Instead of convincing the agent to release the item, the artist’s explanation ends up
triggering the agent's doubts on the artist’s idea of history and cultural value, leaving both disillusioned.

This exhibition was scheduled to open on March 14,2020, and installation began at the end of February,
just as the threat of the virus was starting to be felt in Japan. Due to lockdowns already in place in other
countries and the closure of national borders, almost all travel to Japan for the artists—and co-curator
Elodie—had to be canceled. Amid the uncertainty and confusion, in a state of not being able to foresee
circumstances even a week into the future, installation began over online video conversations and multiple
time differences. Communication that would not even require words if we were in the same space had to be
verbalized, requiring a great deal of time and energy. The result would not have been possible without trust
and patience, or without the support of installers and art handlers amid the massive uncertainty and risk.

The exhibition opened on June 9, 2020, in a very different present than the future that had been
envisioned at the time it was first conceived. The world is connected by an invisible virus and a massive crisis
of public health, which is normalizing the state of exception. This is narrowing the realm of our imagination,
forcing us to abandon our right to disobedience, further deepening ideological fundamentalism, and laying
bare the limits of our care for others.

We are questioning and being questioned regarding how to live in this state—both by the past that has
shaped the present, and the future that we are shaping. Caught up as we are in our own inner limitations and
the boundaries of all kinds imposed on us from the outside, the artists featured in Things Entangling remind
us of the very real possibility of drawing lines of deviation into a realm that is yet invisible, which will enable
our living within the rich entanglements of the world.

Kyongfa Che

Translated from Japanese by Meri Joyce

See p. 95 for details on the curatorial collaboration between the Museum of Contemporary Art Tokyo and KADIST.

2 Sumud refers to the refusal of the Israeli military occupation of Palestine, the will to remain there, and all political practices by
Palestinians enacted to escape and destabilize

3 Due to COVID-19, the plan for the work was changed in order to avoid contact among performers. The number of performers
was reduced to one, and the rehearsal with Alexandra Pirici was carried out online.

Tom Nicholson
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Born in 1973 in Melbourne. Lives and works in Melbourne.

Tom Nicholson has produced drawings, installations, videos, actions,
and texts that engage with aspects of Australian colonial history and
realities, as well as the history of art itself. Through in-depth archival
research, collaborative object making, and dialogue, he draws connections
between different moments, places, and subjects to uncover layers of history
or to propose alternative historical trajectories. The open, speculative
narratives critique borders and other exclusive forces that the nation-state
system continues to produce and exercise.

Nicholson's Comparative Monument (Shellal) (2014-2017) imagines a
repatriation of the Shellal Mosaic, a foundational object in the Australian
War Memorial in Canberra, to its original site near Gaza. This Byzantine
floor mosaic from a sixth-century church was found by accident on a
hilltop at Shellal in Palestine by Australian soldiers who were fighting
against the Ottoman Empire in support of British forces during World
War I. Though notionally Christian, the mosaic manifests different pre-
Christian worldviews, with a rich iconography of animals and vegetation.
The Australian soldiers removed, broke apart, and packed the mosaic into
wooden boxes and sent it to their home country, where it was embedded
in the vertical wall of the Hall of Valour in the Australian War Memorial in
1941. It remains there to this day.

In the work, Nicholson draws the Shellal Mosaic into relation with
another artwork in the Australian War Memorial—one that manifests a
vastly different worldview. The golden dome mosaic in the Hall of Memory
was made by the Australian artist Napier Waller during the 19405 and
19505, and its symbolism represents a monotheistic world and celebrates
the spirits of those who died for the Australian nation. Nicholson’s work
imagines a repatriation of the Shellal Mosaic to its original location, a site
whose ownership is still subject to conflict, by creating the mosaic anew,
tile for tile, using tiles of the Waller dome mosaic. Comparative Monument
(Shellal) encompasses two video works and fifteen fragments of mosaic
that the artist produced with mosaicists at the Mosaic Centre, Jericho,
Palestine. The mosaic pieces are in wooden boxes, presented as if in transit
to elsewhere. They simultaneously embody the Shellal Mosaic's past and
possible future, and invite viewers to reflect not only on the problem of
dominance and dislocation, but also on new values and a political awareness
that would enable repatriation. [KC]
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All video stills from Comparative Monument (Shellal)
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A fragment of the Shellal Mosaic in situ before its removal, photograph taken by
Captain Arthur Rhodes in 1917 and held in the Palestine Exploration Fund (PEF),
London
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Two drawings of the Shellal Mosaic created in situ before the mosaic was cut into
sections for transport to Australia
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A detail of Napier Waller's mosaic dome at the Australian War Memorial, Canberra
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A cropped fragment of the Shellal Mosaic in situ, before being crated for its transport
to Australia, archival photograph held in the collection of the Australian War Memorial,
Canberra
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A 1917 watercolor of the Shellal Mosaic from the sketchbook of Sapper Francis
McFarlane, held in the collection of the Australian War Memorial
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Footage from the Palestine Front, 1917, held in the Imperial War Museum, London
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The Shellal Mosaic cut into sections and crated for its transport to Australia,

archival photograph held in the collection of the Australian War Memorial

Tom Nicholson

This work is for the repatriation of a mosaic,
the Shellal Mosaic.

In 1917, Australian soldiers in Palestine

capture an Ottoman hill-top position near Gaza.

Two Ottoman trenches abandoned on that hill-top

expose fragments of a mosaic,

a mosaic that Australian soldiers slowly uncover.

It is the pavement of an early Christian church,

one of the Levant’s most remarkable mosaics.

The Shellal Mosaic is removed from that hill-top near Gaza,

and shipped to Australia,

where it is built into the newly created Australian War Memorial,
on another hill-top,

overlooking the nation’s capital.

I begin here,

on top of a hill,

underground,

beneath the Hall of Memory.

I find this mosaic,

a sixth-century mosaic, the pavement of a church,
the Shellal Mosaic.

It is a vast surface,

thousands of tesserae,

here in the Australian War Memorial,
overlooking Canberra.

I stand before this mosaic.

And I remember the sketchbook of a young soldier,
an amateur artist,

Sapper McFarlane,

who spends weeks drawing on top of that hill at Shellal.

Each page carefully records a different animal.
Warplanes fly and circle overhead.

The killing he has seen in Gaza, just two weeks earlier,
is vividly before him.

The third battle of Gaza is still to come.

Here, before the Shellal Mosaic,

I attend closely to each animal,

as McFarlane must have done.

It is like a bestiary,

a lexicon of animals,

symbols for values and virtues

that would govern our shared conduct.

My eyes fix themselves

upon those symbols of everlasting life,

that pair of peacocks,

marking the entrance to the sixth-century church.

I stand before the Shellal Mosaic,

built into the Australian War Memorial,
here in the Hall of Valour,

never to be removed,

and another mosaic is overhead,

the artist Napier Waller’s vast dome mosaic,
created during the 1940s and 1950

for the Hall of Memory.

I picture its yellow celestial space,

its Art Deco bands and patterning,

the blazing form at its centre.

I figure these two mosaics:

the Shellal Mosaic, this pavement mosaic before me
locked into a vertical wall, in the Hall of Valour;
and the Waller dome mosaic,

in the Hall of Memory above.

I walk to the top of the hill,

here at Shellal,

within the JNF’s Eshkol Park,

as it is known to Israelis,

or Shallalah, as it is known to Bedouin Palestinians.

This moment,

the discovery of the Shellal Mosaic,

on this hill-top here in 1917,

is the moment a future idea takes shape:
the very week of the inception of

an Australian War Memorial.

I stand at this hill-top, here at Shellal,
this hill-top just south of Gaza,

and at this place I try

to reconstitute the particles of an image.
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I look out from the top of the hill.

On the horizon, at the very edge of what can be seen,

I find these two cities:

Bir Sab’a,

or Beersheba,

or Be’er sheva, as it becomes known in 1948,

the glassy sky-scrapers of the Israeli city just visible against the horizon’s sky;
and Gaza City,

the outline of a city that conjures images of its destruction.

This is only possible here,

right here,

on this hill-top,

where the Shellal Mosaic is removed in 1917,

the very end of Ottoman Palestine,

the moment it becomes British Mandatory Palestine.

This is only possible here,

at the very limits of our looking,

like two mirages,

that these two cities come into view together.

This mosaic is repatriated.

The Shellal Mosaic cannot be moved.
It is built into that wall of the Australian War Memorial.

Tom Nicholson
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thousands of glass tesserae are removed from the Hall of Memory,

from Napier Waller’s dome mosaic overhead.

These thousands of tesserae are reconfigured to create the Shellal Mosaic,

Exactly,

tile for tile,

but discoloured,
or coloured anew.

This new mosaic is installed on that hill-top at Shellal.

These thousands of tesserae from Waller’s dome Mosaic

become the Shellal Mosaic,
a vast picture to look at.

They also become a glass surface to stand upon,

a picture to look out from,
a viewing platform.

This mosaic’s re-formed bestiary,

its lexicon of animals anew,

figuring new values and virtues,

is a platform for this view.

It is for this view,

where Gaza City and Bir Saba are visible together,

in one field of vision,

at the limits of what we can find in our seeing,

or view at an edge before imagining begins.

This mosaic is a ground for this coming into view.

Pio Abad
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Born in 1983 in Manila. Lives and works in London.

Many of Pio Abad’s works, ranging from drawings to textiles,
installations, photography, and texts, are deeply informed by the modern
history of the Philippines, where the artist was born and raised. Often using
appropriation, reproduction, or repetition, the work critiques hegemonic
power that is connected with large-scale corruption, often with humor and
sarcasm. In doing so, the artist imagines possibilities of accountability and
offers solidarity with those who stand against injustice.

The two works presented in this exhibition bring together traumatic
legacies that continue to haunt the Philippines and Romania, questioning
the limits of justice and whether nations can ever fully resolve their painful
pasts. The Collection of Jane Ryan & William Saunders (2014-2019) consists
of ninety-eight postcard reproductions of Old Master paintings that were
once in the possession of the former dictator of the Philippines, Ferdinand
Marcos, and his wife, Imelda Marcos. They were part of their artwork
collection, whose scale has never yet been ascertained, later recovered by the
Presidential Commission on Good Government of the Philippines to be
sold through Christie’s in January 1991.

Article citations printed on the backs of the cards offer insight into the
scale of the regime’s corruption, implicating a vast network of players from
the worlds of art and politics. The title reflects the aliases that the Marcoses
used for the Swiss bank account that held their ill-gotten wealth. Members
of the public who visit the installation are invited to take the postcards
away with them. The act of taking here can indicate looting, recapture, or
restitution, or all three at the same time.

Splendour (2019) is a set of eight photographs Abad took in Palatul
Primaverii, the former residence (currently a museum) of Nicolae Ceaugescu,
who ruled the Socialist Republic of Romania for twenty-four years, and
the prison cell in Targovigte where the Ceaugescus were held after failing
to escape the capital during the Romanian Revolution in 1989. Five of the
eight were shown in this exhibition. The images convey the personal lives
of the dictators, from the opulent interiors of their extravagant home to the
thin lace curtain in the room where they spent their last day—the only hint
of domesticity in the space where they met their end. [KC/PA]
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Pio Abad

Curtains: “The End of History”
By Pio Abad

The Museum of Communism consists of a few rooms and a courtyard

in a former military barracks in Targoviste, a small, quiet city northwest

of Bucharest. Until relatively recently, TArgoviste was known mainly
for the fifteenth-century ruins of Vlad Tepeg’s royal court, where his

infamous acts of impaling allegedly took place. On December 25,1989,

Targoviste served as the unintentional location for the end of history.
The exact moment of the fall of the Ceausescu dictatorship
was captured on a live television broadcast on the cold morning of
December 21, 1989.. Nicolae Ceausescu had ordered a mass rally to
assert his fading power amid rising incidents of insurrection in the
country. Hundreds of thousands of Romanian workers were bused
in to Bucharest’s Palace Square to wave red banners and cheer for
the dictator, under threat of losing their jobs. Two minutes into his
speech from the balcony of the Communist Party headquarters, the

crowd’s applause gave way to boos and insults, growing more and more

deafening before being joined by rapid gunfire. As Nicolae raised his

hand in a futile attempt to silence the crowd, the screen cut to red.
Moments later, Nicolae and his wife, Elena, would board an

overcrowded helicopter and head for the town of Snagov, where the

Ceausescus had a summer palace. En route, the pilot claimed they were

in danger of anti-aircraft fire and forced the helicopter to land on the

side of a nearby road, where a passing car was requisitioned at gunpoint

and rerouted to the nearest party headquarters in Targoviste, which
the Ceausescus believed to still be loyal to them. They were gravely
mistaken.
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Upon entering the Museum of Communism, a guide wordlessly
ushers me into a room flanked by two mannequins in full military
uniform, their army caps resting unnervingly on the shoulders of
their headless bodies. Inside are two metal beds pushed next to
each other, on each one a single thin pillow and a threadbare green
blanket. The guide tells me that Nicolae and Elena slept in these
beds, huddled together, cursing and weeping during their brief
incarceration. The only vestige of domesticity in the room is a set of
lace curtains, their intricate floral patterns offering a delicate contrast
to the cold austerity of their surroundings. On the first day of the
Ceaugescus’ arrest, a disoriented Nicolae allegedly mistook the shouts
outside the barracks as voices of support and flung the curtains open,
coming face to face with a crowd baying for his blood. The curtains
were never opened again. These lace patterns became the Ceausescus’
final view of a country that had finally found the courage to rise up
and reject them. After a quick trial in the adjacent room, Nicolae
and Elena were executed by firing squad on Christmas Day. In the
courtyard, white painted outlines delineate where their bound
bodies fell.

My fascination with the end of the Ceausescus is inextricable
from having grown up in Manila in the aftermath of the Marcos
regime. Living in this afterlife has haunted my work as an artist. I
have always been struck by the parallels between the two regimes.
Both came to power in 1965 and were exceptional in their lavish
pursuit of corruption with impunity. Elena Ceausescu’s delusional
excesses were familiar, if a bit modest compared to Imelda Marcos’s.
Walking through the chintzy interiors of the Palatul Primaverii, the
Ceausescus’ former palace in Bucharest, brought back childhood
memories of visiting the presidential palace in Manila after the
revolution, walking through endless rows of shoes and sitting on
abandoned gilt furniture covered in dust.

The twin collapses of the Marcos and Ceausescu dictatorships
in 1986 and 1989, respectively, were key moments of catharsis for
aworld on the brink of change. Following the fall of the Berlin
Wall a few weeks before, the execution of the Ceausescus was the
final harbinger of the disintegration of Communism. The era of the
strongmen had supposedly given way to the end of history and the
triumph of individual freedom.

While the end of the Ceausescu regime was swift and decisive,
as evidenced by the twin outlines of curled-up bodies in the museum
courtyard and the disappearance of their name in Romanian politics,
the epilogue of the Marcos dictatorship has been the exact opposite.
Instead of the ignominy of a firing squad, Imelda and Ferdinand
were granted a luxurious Hawaiian exile by their US handlers.
Viewed through the lens of current events—Imelda back in the
apex of Manila high society, her children installed in the Philippine
Senate and the corpse of Ferdinand interred in the Philippine
Heroes’ Cemetery—exile was nothing more than a comfortable
intermission in the Marcoses’ continuing pursuit of power.

I visited the Museum of Communism on November 9, 2016,
deeply troubled by the victory of the demagogue Rodrigo Duterte
in the Philippines that summer and what that might mean for
the Marcoses’ restoration. I went to Targoviste seeking solace in
an alternative history, one where people were granted a definitive
closure to a painful past. I wanted to find it in the curtains that failed
to shield Elena and Nicolae from the country they brutalized, in the
bed where they gave each other false comfort, in the courtyard where
they met their undignified deaths. However, events that unfolded
elsewhere that day made it clear that to seek solace in the past is an
impossible pursuit. The present has a habit of getting in the way.

That morning, Hillary Clinton, clad in a purple suit, her
composure regained from the unexpected events of the previous
day, appeared on television and conceded to president-elect Donald
Trump in front of a world that was once again on the brink of
unexpected change.

Even the end of history can be nothing more than an
intermission.
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Untitled (9 November 2016 ) from Splendour, lace curtains from Nicolae and Elena Ceausescu’s prison cell in Targoviste, 2019
2 CREE) =a5z-Fryer2b L F Fr oL 22 OTLEE [ROHR ] W, 20194

Splendour, interiors from Palatul Primaverii, Nicolae and Elena Ceausescu’s former palace, 2019
3 (MBI (1986%F)) 19864225 H, 25 h =7V BB T A - 7/3 KO RBH i LI 5

Untitled (1986), photograph taken by the artist’s father in Malacafang Palace on February 25,1986

Pio Abad
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A protected tree going underwater—a tree for public service,
a site where living rocks used to be, Naeseongcheon area, Gyeongsangbuk-do, 2013

mixrice is an artist collective based in Seoul, originally established by four
artists in 2002, including Jieun Cho. It was run by Jieun Cho and Chulmo
Yang from 2006 to 2019, and since early 2020 by Jungwon Kim, Gyeol Ko,
and Jieun Cho.

mixrice's multidisciplinary practice spans from video, installation,
drawing, and photography to workshops, performances, and festivals.
Through various activities and artistic languages, they have been engaging
with migrants in Korea and elsewhere, exploring ways to articulate and
share migrants’ memories and the aspirations behind their border crossings.
Their practice unfolds their critique toward the idea of community and a
sense of belonging based on the nation-state, as well as society’s attitude
toward difference in Korea.

Since 2013, mixrice has also explored fauna and flora as yet other
subjects that migrate, or are forced to migrate, due to urban and energy
developments, and have developed projects in the Netherlands, Korea,
and the UK. Plants That Evolve (in some way or other) (2013 ) consists of a
two-channel video and fourteen photographs, produced based on various
researches and visits to sites. Ivy that covers an abandoned building, an old
tree that used to protect a now-dispersed village, now a “protected tree for
the public,” or grass growing from chinks in artificial grass patches—these
familiar, everyday views form narratives of plant displacement, mediated by
the artists’ imagination and actions.

mixrice denounces a society that erases stories that have been passed
on for generations and is dominated by the market principle of capitalism,
which commodifies the value of trees, once objects of worship. It also poses
questions regarding society’s systemic violence, which remains oblivious

to the lives of those regarded as subordinate, be they plants or people. In
doing so, the artists overlap the resilience of plants surviving in daunting
conditions with the elderly women who fight with their bare bodies against
environmentally destructive energy developments, shedding light on their
resilience and integrity. [KC]
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A site where a four-hundred-year-old Zelkova tree used to be,
Gangdong-ri, Pyeongeun-myeon, Gyeongsangbuk-do, 2013
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Video script of Plants That Evolve (in some way or another)

Familiar landscapes change,

and there is nothing new about this story

So many things have changed that we no longer know from where
the memory should start

Accompanying the feverish developments of “new cities” and
“new towns,” more and more trees are being planted in city centers
These trees are old, but are maintained and trimmed by people

You search for trees that keep stories

Protected trees that flourish as they wish in their original places
Trees that are moved to some place far away

Trees that are cut down

Places that no longer have trees...

One day, you hear that an apartment complex in Mok-dong

has many nettle trees, and visit there

The trees are planted within a neat section in front of the building
These trees were transported here from Jeju Island, by an airplane
You would wonder where the tree comes from or

where its original place used to be

An ecologist on Jeju Island sees the nettle trees in front of her house
being dug up and sold in vain

From Jeju Island, where the development boom arrived only recently,
rocks and nettle trees are transplanted to the mainland

When Koreans plant trees,

they imagine what the landscape will be like in ten years’ time
Apartment complexes, trying to represent a utopian place,
forecast the next ten years and represent in the present the future

You encounter some traces of a botanist

You find documents that describe one of the first Korean botanists
He wears a traditional horsehair cap and brimmed hat,

and carries a lunch box and a rifle

In 1917, plant collector Ernest Wilson researches Korean fir seeds,
and presents the results at the 1920 International Botanical Congress
The remaining materials of Wilson and Japanese botanist Nakai
depict the Korean landscape in the early 19005, which now seems
distant

Many plant collectors came from the West and collected numerous
species, despite the harsh climate and conditions of the colonies
You imagine their fascination, temptation, and fierce desire

They came to the colonies under temptation and left under
fascination

Mid-summer, you see an exotic vegetable garden on a rooftop
Naheed, the owner of this garden, grows seeds and

plants from his home country every year

He collects discarded lumber and plywood from furniture factories,
and makes rickety pots and builds sections for his garden

His factory colleagues, curious about his plants,

taste their fruits and are shared their seeds

You meet another tree that is one thousand years old

The original place of the tree is now inside Gunui dam

in Gyeongsang Province, underwater

Thousand-year-old trees are now planted in apartment complexes
in Banpo and Dongcheon

You imagine one thousand years
Can you feel the distance and weight of that time?

PN L ERALYE 2 kT B A/ & o
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A replanted Zelkova tree from Gangdong-ri, Korea Water Resources Corporation,
Yeongju Dam construction office, Yonghyeol-ri, Gyeongsangbuk-do, 2013
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Under the water, there are Hwabuk-ri, Hakseong-ri, Ingok-ri, and Goesan-ri
in Goro-myeon, Gunwi-gun, Gyeongsangbuk-do, 2013
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A replanted Zelkova tree from Gangdong-ri, Korea Water Resources Corporation,

Yeongju Dam construction office, Yonghyeol-ri, Gyeongsangbuk-do, 2013
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Road that came above the water,
Hwabulkeri, Goro-myeon, Gyeongsangbuk-do, 2013

Vo VR RES XK M = 22y 2013 4

Donui-moon New Town, Seoul, 2013

JA2 0 wE LAt ST RS RS
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Forest of Jugong, a planned site for the redevelopment of Jugong apartment
(Korea Housing Corporation), Gaepo-dong, Seoul, 2013
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mixrice

An old woman, who still remembers what the leaves and branches
looked like, tells you the original place of the tree

You believe that the tree has shed off its story, and that it can no longer
grow leaves

One of the trees died after an unsuccessful transplant, and the other
only grows two-thirds of its leaves

When you think of it, one dam contains several villages
These several villages would have many trees
The sound of the trees crying would be drenched in water

You encounter a strange forest in the middle of an old apartment complex
Unlike contemporary landscaping, these trees, planted while imagining
ten years in the future, form an unexpected landscape

Soon these apartments will be redeveloped, and will change into an
entirely new space

What would happen to the magnificent forest?

And where would the trees go?

You encounter the old women guarding the mountains

Korea Electric Power Corporation plans to build a transmission tower,
and the old women are fighting against it

“If the police come at 4AM, we can just pack our meals and come at
2AM,” they say

Cheerfulness is a valuable lesson for you

This cheerfulness embodies the politics of the everyday and moves you

You hope that, in the future, this story becomes a myth or a legend
The powers resisting nuclear power plants and electricity are, wielding
nothing but shit and spit, these old and bare bodies

This is what you, equipped with many tools, have forgotten

You encounter a tree that takes root in a crumbled wall

This plant remains in a world without ruins, a world whose people can't
recognize ruins, a world where only the present exists, and hence a
world where self-destruction evokes no feelings

This plant is one of the few plants that remain in this kind of world

Nature is the first colony, and it will also be the last
But you hope for more bizarre things in this flat world

The story of settlement in Miryang, guarding mountains and land, and
the story of transplantation in Maseok, where do they meet each other?
Miryang longs for settlement and tries to guard time

Migrants in Maseok long for transplantation but unfortunately drift
and try to fill in time

The will to guard or to fill in time...
Settlement and migration will probably take root in different places,
like plants

Korean society devours time
It eliminates time and erases time

The cheerfulness of the old women, the invitation of Maseok despite its
insufficient pleasures, both remind you of an unforgettable moment
When these “moments” accumulate, only then can you endure the pain

That is what you dream of,
the plants that evolve in some way or another

Stories are meant to endlessly wander, from here to there
Unless stories age and circulate,
they become ghosts, as the old saying goes

You hope that, in a world where stories neither disappear nor emerge,
you can make real stories

You hope that these stories can be passed on to yourself and to others,
like old tales

RO HE S A - THBEIRSh S
VYNV XBHROM A7/ 8=k x> 20134

Forest of Jugong, a planned site for the redevelopment of Jugong apartment

AT SGRE R M A 2013 4
Disappeared hills, Maesok, Gyoenggi-do, 2013

(Korea Housing Corporation), Gaepo-dong, Seoul 2013

84 F/H DR, 2FEALE RN 20124 IR O R T M
Plants on 84 th Street, Jeonju, Jeollabuk-do, 2012 R I LR 2013 4E
Designated area for a transmission tower,
Gorye-ri, Miryang, Gyeongsangnam-do, 2013

K T DAY D1, Fk X4 20134

The original site where a thousand-year-old tree used to be,

17 55 3 N e £ B i i U WS O IR A 2013 4
People who protect the mountain and Borra village,
Gunwi Dam, 2013 Miryang, Gyeongsangnam-do, 2013
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((E AL SET H ) AL 2HH) (20134E) DI DRw —4>%" | Drawing for Plants That Evolve (in some way or other), 2013
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Born in 1987 in Princeton, New Jersey, and raised in Jerusalem. Lives and
works in Berlin.

Working in film and sculpture, Jumana Manna explores how power
relations play out in the inheritances of colonialism, and systems of
sustenance in particular. Referring to the human body, archacology,
industrial structures, and cultural environments, her sculptural pieces are
amalgamations marked by both specificities and dislocations of place. Her
recent work explores the politics of preservation practices by intertwining
scientific and cultural fields.

Her last feature film, Wild Relatives (2018 ), follows the transportation
of seeds from the Svalbard Global Seed Vault in Norway to an agricultural
research center in Lebanon, unfolding fragments of people’s and plants’
lives between these two locations. Conceived during the same period, Cache
(Insurance Policy) (20182019 ) explores the act of storing and safeguarding
both natural resources and cultural artifacts for survival, patrimony,
and economic benefit. The sculptural forms in the installation evoke
architectural fragments displayed as archaeological findings supposedly
extracted and displaced from their original settings. Their cabinet-like
shapes are inspired by khabyas, traditional storage vessels that were a key
feature of Levantine rural architecture and ancestors of the modern-day
refrigerator. Often built into household interiors, they were constructed of
clay, slaked lime, cow dung, and hay, and stored and preserved seeds, grains,
oil, and wine for families and village communities. They had a large cavity
on top and a smaller one below for bottling grains.

By amplifying the openings of these forms, Manna's sculptures take
on an anthropomorphic quality and a scale closer to the size of a human
body. The abstract interpretation of the khabyas' shape influences our
perception of them, creating a space to ponder how our habits, territories,
and lineages are reflected in our bodies. Featuring grid structures that
suggest contemporary storage methods, be they seed banks, ethnographic
collections, or museum vaults, Cache (Insurance Policy) emphasizes the
transformations inherent to our systems of preservation, from traditional
craft to our market economy, from survival to consumption. [JM/ER]

ISLRFF AN VRO TV Y22 -0 DHE YR SSUZFF ANE VRO A =Y OO Y2 | Biff  RIWAQ @i+ 2—
Kbhabyas in the village of Al-Shuyukh, West Bank, Palestine Kbhabyas in the village of Ein Sinya, West Bank, Palestine | Courtesy: Riwaq Centre for Architecture Conservation
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BIMJG : Y22 F =7 [A Small Big Thing | [Wild Relatives] Y- K« R —2 [ 7 £/ RV K= BUREREE /A V> - K=~ vF —)v -7 Vb =4, 20174
Excerpt from Jumana Manna, A Small Big Thing, in Wild Relatives, 2017,

co-published by Jeu de Paume / CAPC musée d’art contemporain de Bordeaux / Maison d’Art Bernard Anthonioz

Jumana Manna

Yukihisa Isobe
BEDATA
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1AL 7 54 [ il DA~ — | [BEDITA—BREE A=Y - KRB REE R M.
T SIS A (20134E 9 H). p2

1— Fram Kitagawa, “Towards the Origin of Art,” in Yukibisa Isobe: Environment,
Image, Representation (Chiba: Ichihara Lakeside Museum, 2013), 3

Born in 1935 in Tokyo. Lives and works in Tokyo.

Yukihisa Isobe began as a painter with a particular interest in abstract
forms and symbols, natural landscapes, and living things. After moving
to the United States in 1965 to study natural sciences (geology, ecology,
and cultural anthropology) at the University of Pennsylvania, he became
enamored with ecological planning—a process of understanding and
evaluating the use of land to ensure a better fit with human habitation.

Engaging with ecological planning in different regions, Isobe's
artistic practice integrates the insights gained from his observations of the
dynamics and changes of natural elements and the environment. Since the
19905, through art projects organized by regional communities such as the
Echigo-Tsumari Art Triennial in Japan, he has produced a series of works
investigating the interrelation between a local community and its history
with the natural conditions of the area, including large-scale outdoor
installations that portray the dynamics of nature from the distant past or
new regional connections that emerge from reading the movement of wind
and oceanic currents.

This exhibition features a range of Isobe’s work, from his abstract
expressionist practice to maps produced from ecological planning, in order
to show the breadth of his methodology and vision. Whereas the large
work Wind Direction Undefinable (1998 ) is an abstract composition that uses
symbolic visual elements, depicting wind as a natural resource that harbors
a dynamism that continuously transforms itself, Personal Landscapes (2000—
2001 ) are local maps of different regions in France visited by the artist.
Using abstract shapes and colors, Isobe drew or painted a documentation
of the terrain and his observations. The vegetation, the hydrology, and the
living conditions of the people in these areas served as constructive and
functional elements of the landscape. The intent, in the artist's words, is
“not to capture the actual appearance of the landscape, but to subjectively
decode the structure of its elements.””

Another series is a group of land condition maps originally produced
for a government agency representing the Osaka Bay and Mount Rokko
regions. On these maps, Isobe renders visible the different land layers as
a means to specify areas that are prone to earthquakes or urban disaster
in order to define the appropriate use of these territories and formulate
prevention plans.

From his environmental inventories to his subjective landscapes, Isobe
has developed an artistic language intertwining science and art in order to
raise awareness about global warming, the depletion of natural resources,
and soil pollution. His practice recalls the precious, shifting, and reciprocal
long-term relationship between a region’s environment, its natural
processes, and its human activity, challenging the conventional opposition
of nature “versus” culture. [KC/ER]

OR=VFNS5 YRR =T Fy D7 H K- F402)(2000-20014F) | Personal Landscape: St. Vincent de Tyrosse, 2000~2001
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Excerpt from an interview with Yukihisa Isobe
[March 10, 2020, at the exhibition venue]

j e S VA= DA RS AEN VS ve= 2 IR o i A DZER /A LN
Courtesy: ART FRONT GALLERY, Regional Planning Team
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Yukihisa Isobe

1 (EFRE KR LA R). 1976 5
Investigation for Japan National Land Agency:
Condition map of earthquake danger areas, Osaka Bay area, 1976
2 (e KBRS ik H ). 1976 4
Investigation for Japan National Land Agency:
Condition map of flood danger zones, Osaka Bay area, 1976

3 () TIRE RBRE b L A h AR ) 1976 4F

Investigation for Japan National Land Agency:
Condition map of steeply sloping area and landslide danger area, Osaka Bay area, 1976

This is an inventory of environmental resources compiled in 1980

as a result of a survey commissioned by the then National Land
Agency. It was during this period that the Japanese government
began the national policy to consider how to prepare for disasters in
the major metropolitan area of Osaka. As part of that, a survey was
commissioned to assess the natural, ground, and weather conditions
of the area. The National Land Agency used a method developed in
the 19605 in the United States called ecological planning to conduct
the study. Ecological planning involves collecting information on
various conditions in the natural environment, such as those relating
to geology, flood gates, groundwater, vegetation, and land use, and
then synthesizing that information to predict what might happen in
the future. You collect the individual data, and then represent it all
on a map. What you see here are the conclusions of the study, which
map the information from all of the various studies that led up to it,
superimposed on top of each other, to consider what problems exist,
and where.

From the perspective of disaster prevention in large cities, they started
with a general survey of the entire Osaka Bay area to determine the
problems that existed in each region. Three regions were selected

as a result of that research, each requiring a national policy on the

4-1 FREMOL =7 r—s-zanYhn - Tv
Layer-cake ecological model of natural processes
42 HREFEMOLV—7r—s - zanY s TV
Layer-cake ecological model of land use processes
4-3 ATV RIN=TBIRORT Y F
Sketch made by Prof. lan McHarg

[5E3cfk ] Vol. 30, i 4 19754, p. 53
Kenchiku Bunka, Vol. 30 (Tokyo: Shokokusha, 1975), 53
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type of disaster that should be prepared for. The three areas selected
were the Mount Rokko area, for earthquake measures, the lowlands
of the Neyagawa lowlands, as an area subject to inland flooding, and
the left bank of the Kizu River, designated for landslides. Following a
marine survey of the entire area, detailed surveys were made of each
of these three areas. These are the maps (see p.48). There was already
concern about an earthquake at Mount Rokko at the time, and such
an earthquake did occurr in 1995. In the Neyagawa lowlands, surveyed
for inland water inundation, such an event took place five years after
the 1980 survey. And as for a landslide on the left bank of the Kizu
River, construction of the Kansai Science City was so extensive that
it completely changed the entire landform. For better or worse, this
extensive development meant that no such landslide occurred here.

In ecological planning, it is believed that land use through a variety of
human activities can lead to environmental change. Land use changes
such as clearing of forests to create fields, draining riverbeds to make
rice paddies, or drying out riverbeds to make urbanized areas leads to
various obstacles. Recently, landslide flooding has become a problem in
various places. Such problems are generally phenomena that occur as a
secondary consequence to changes in land use, and we refer to these as
disasters. If the city area and the river that was originally there overlap,
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Yukihisa Isobe

EiF B Eo@iFali

CE AR A Ll B S50 T R AR ) 19794
Investigation for Japan National Land Agency:
Urban disaster prevention plan, Mt. Rokko area, 1979

(7R R B S i i 7). 197948
Investigation for Japan National Land Agency:
Urban disaster prevention plan, Neyagawa city, 1979

naturally, the river will overflow as it tries to reclaim its territory.

In the case of Mount Rokko, as evident in the maps, there are very
pronounced faultlines. Such fault lines are cracks in the geology,
therefore if cities are made there, problems are bound to occur. Such
areas are particularly prone to earthquakes. If a hilly or mountainous
area is urbanized and a city built on top of a fault line, it is only natural
that an earthquake could occur, which would then lead to damage.
What we are trying to do is to advocate conditions for use of land on
such fault lines or old river sites to be conducted with careful advance
planning, in order to avoid such situations, and to shift to land use
which is respectful of the natural resources.

This large work represents the movement of the wind (see Wind
Direction Undefinable, p. 13). Wind is, in terms of the ecological
planning I mentioned earlier, a great energy as a resource. That is the
theme being developed here, with the wind movement. Wind is a
natural resource for wind power, now the focus of people’s attention.
I believe that how to manage and operate this natural resource we call
ecology, and how human beings must be involved, will surely become
a major theme in art in the future. That is my view of contemporary
art, thirty years from now.

J& %7 =2l LI AT O P 0 Yz 7| (20204 81 BUHE)
Ongoing projects on the theme of wind (as of August 2020)

b7 7 AR 2020

(FHeh 7 I DLH DK a—A> 5
Drawing for Wind Direction Undefinable for
Northern Alps Art Festival, 2020
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Oku-Noto Triennale 2020,

Westerlies, Tsushima Current,

Liman Current

This project expresses the characteristics of
Oku-Noto, with its natural conditions created
by the intersection of westerly winds from
the continent and warm and cold currents.
By releasing and tracking helium balloons
from this area, the project will verify whether
the westerly winds carrying yellow sand

from the Taklamakan and Gobi Deserts and
PM2.5 pollution will reach Ibaraki and Chiba
Prefectures. It will also follow the flow of the
Tsushima Current, which has been involved
in transmission of both trade and culture,

by releasing bottles attached to buoys and
following the routes of their drift.

TN TAEFEZHTER 2020 (FHED L ER)
EBREKRMHORFENLAXLAOBYEZ0 N BRE»,
TaThN TS5V TOFEICIESCTHREEL o774
IR LR £ B I ZE D Z DD FIRERBIICE D KA
(b2 breLieh 2L T 3. 2O T ORE LI ED2KE) D
B2 2O FRRoEE B TR A2 VT 5
A7 HFAXCTIRT 30

Northern Alps Art Festival 2020,

Wind Direction Undefinable

Based on an ecological planning approach, the TEPCO
Nanakura Dam site and its surrounding environment in
Omachi City, Nagano prefecture, is being surveyed, with a
focus on how land alteration due to the construction of a
rock-fill dam has changed the natural environment of the site.
By measuring the wind behavior and utilizing crushed stones
connected from the site, as well as the method used for Lines
of Nasca, a life-size model of the trajectory is being developed.

L. R
Toruloh MR- T T LT
Ay, DrEyEE I e A,
- | e
e e
[ SAES LY N el P e
LT L R S EE P
i S il T AT R TR
= T
I - B L (-
T R L T T e T R
ey o o TR
0 L B S P
T L SRS L, bl S
e oyl L R

HEEE. Foo-EE
P mm Spren | e Gaesen)

VTN
FLERTL. CiCTFIRF r?=

[ =
AR B
-

19 3r
=y

e L]
L= s Do oM e
FENEERDTE. AT T
" A e T
&

T o T e
SR T e L L
A M i AL T
J S TR S
PRAER E R 4% 2020
i 6, Gt R ¥ ) 2 > 1))
Dtz DHEX | Maps for Westerlies,
Tsushima Current, Liman Current for

Oku-Noto Triennale, 2020

060 | 061



Asako lwama
=T

1975 R E A E N, <)Y (KA TR
RHRALLTORBR PSS 73, oA, . W, 221c&L
37518, BIROTEE AL AMBIRIC OV T, 7—2 Y2y T P2 4—2 Y Rk
U TANLEINE A B 2 E> T MR B EEL IO AT AT
Tz R WG E S E ORIE T, BIREAT O BIGR O BT, A BB 19, Xk
RIZILD IR, drc 2 b 2GSV TR PR T0 3,
ABCHFTHAESHIZAYZZL —Yay (€2 F4) 20205) b 2D &9
BEETHB, 8 KRR, AR DR DS SRR 2 42 L
SR AT I LA S IA I, RHIED P RERS ¥ 28 1O DR
2 NHID G DIcODBY H T AN F —~EEHLLHE LI R A 505
Fe ikt 2l BHHARELTOARAY R, 75 2T DR FI I
B3 2 EHIC U TH I, BT 23, 22 TR SN ICERILO
IR RIRY AR 2 FREL ., 523 %D E DO, BREERBUCE L L 55 18)
AOHHR RO co0HE B, AR RELE PG LI, RME2Hl/ELC,
ARETIE 20 LA R ORRED BRI b Y, BRI E 0L T4
INIHDLD QIR SERRL TV 2, 32I 2 LIREORE .
KAV AT LR MESEEFA T VoI BECIEARMIMER T2 Ao HE,
AHOFEFHEH T 2ERWZ0b00 ), 12 3013RE AR O EGELW
BAED O RA TR A2 0bb 52 HE T 2, 2hid, RAMLVELTEI
INTUVA AR ABDZEBIC AR PG [ 29X FDF R (prm-
29n—F 4%, 18834) (Pino=A ) 7 T ) OWEEIC S TL 3,
B E BB T2 XXERTHICLI AL R 2 B LT A E RIEE
KotZEWIEEL G EAM DAV LSO b 2 RE T 25D ELT, RE T
NS TR | B di o Teo AV RARL =Y ay hime§ 3, AR DA
B, ARG 2 R B E SN R P R O T BEEZ2h Ehd’
BROIZa S EWiEY R TR 2 HRL TV 3, [KC]

Asako lwama

Born in 1975 in Tokyo. Lives and works in Berlin.

With her professional experience as a chef and interest in the
production, distribution, and consumption of food as well as labor, the
circulation of resources, and the social relationships they create, Asako
Iwama has organized various types of workshops and performances for
collective discourse. Her recent work includes videos and objects of various
media made in collaboration with others, reflecting systems of society by
way of shifts in the technological, ecological, and cultural relationships
between humans and natural materials.

The installation produced for this exhibition, Pinocchio (2020), is one
such project. It began when the artist learned that the Japanese imperial
army had attempted to develop alternative aviation fuel from pine roots
toward the end of World War II. She investigated the historical background
and chemical research to render pine tree sap—the fluid for circulating
nutrition and closing wounds—into energy used for wars, as well as the use
of pine in France and Germany, where the artist resides. She visited pine
forests still remaining in Germany, making molds of the scars left on pine
trunks and collecting resin from the trees. Through her archival research,
she produced a series of prints from the traces of the bodies of workers who
engage in the extraction of pine sap, including their extraction tools and
distillation devices.

Pinocchio is an installation assembling pieces produced in this process
of physical engagement and research. Different forms of resin and objects
reminiscent of distillation point toward the contention with human forces
that transforms this natural element, as well as this long, close relationship
that reflects the condition of human society. The title of the piece,
appropriated from Carlo Collodi's The Adventures of Pinocchio, reflects the
story of a pine trunk (pino = pine) becoming a human child.

As another figure in which human and pine meet, Iwama additionally
created a small print with the image of the “pine hermit” from Taoism, said
to eat pine needles in order to attain eternal life. The nexuses of pine trees
and humans generate alterities without delineating linear histories or fixed
meanings, offering the possibility for viewers to find their own micro-views
and narratives. [KC]
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[Selected Lyrics], Yale University Press, 2011 4E)
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Postcard, LANDES - Resin Collectors

Poem by Théophile Gautier from The Pine of the Landes Counry,
translated by Norman Shapiro in Selected Lyrics

(New Haven: Yale University Press, 2011)

Photograph by F. Bernede in Arjuzanx-Morcenx, France
© Ecomusée de Marquéze, France - PNRLG

English translation:

...No loss of sap-blood, trickling drop by drop;

Yielding his bubbling balm, with head held high,

By the road, upright, proudly, toe to top,

Like a wounded soldier who stands tall to die.

FAMH— K[ 5272 — BRERIE 105 ], 19084

WY F ANVA—F A Y2 Yy —=E Y Y R (F52 2T
W 2 =2 2332 =Y 74

Postcard, LANDES-Resin Collectors, 1908

Photograph by F. Bernede in Arjuzanx-Morcenx, France

© Ecomusée de Marquéze, France - PNRLG

English translation:

..The pines of my land, if they have a wound in their heart
Have a high forehead, full of cicadas’ songs.

JR.

BRI T | B 23V — o= | g ey -2 2a332-Y 70

Scene of pine-tapping | Photograph by Emile Vignes | ©Ecomusée de Marquéze, France - PNRLG
BRIRIE ORI | 8 =) —-oh=a | BGRME ey —2-2232-Y 74

Couple of resin tappers | Photograph by Emile Vignes | ©Ecomusée de Marquéze, France - PNRLG
MIERBOE R | ¥ E MW T 79— =32—) 9y (F4Y) D/ A2 = b AL VLIS T

Tools for extraction of sap | Photograph by Asako Iwama in Heimatmuseum in Graal-Miritz, Germany
Bénédicte Fénié, Jean-Jacques Fénié # [Dictionnaire des Landes ] Editions Sud Ouest, 20094E. p.163
Bénédicte Fénié and Jean-Jacques Fénié, Dictionnaire des Landes (Bordeaux: Editions Sud Ouest, 2009), 163
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Campaign poster for increasing the production of pine root oil
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The Weekly Photographic Bulletin, Vol. 349, November 15, 1944

Photo courtesy: Tarui Town Cultural Properties Archives
JACAR Ref. A06031094300
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Miscellaneous Targets: Japanese Fuels and Lubricants, Article 4, Pine Root Oil Program, Tokyo: U.S. Naval Technical Mission to Japan Report X-38 (N)-4, February 1946
Asako lwama
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Asako lwama

LTI AL E S e BFN A 6N THIY JERA I THIZY,

2R ANV Y OFOHRTAICEH I 2 GPS 2l > TH CTHRTZEIE ST,
ARNPHET Y= 2 NTI2EFLL B2 IEE ST,

== EL DK PRI AELZI~EL TS,

BOAVIFRDA 22 B LR BIEI ST,

IZhDII THIHEID, @30 H 1, Ui,
VEDVESDIRDKHEIZE S b3 ERICIE DS,
ZOFP TEIZFL =L T 1,

FS5VRIEEORBOH AT A DY 77 =K AT,
MOMIADEELLTVIZESE, E2oFF1d, T,
ZORNE->THATO T,

Ao EAOHRTO, AHEBEROWEDIEER.
AHDI Y ZF AMELEIEDT L LoolcLTE I IR,
2O 2T LHSTRAHTHO,
Rl olcr b 30,

HEFNILD RIS

By=ofEichFoni Ax05EH
BY=0zobdt—kEh 020N > TRAT,

BAEi2255% 1E02ZLDTELRVHIRFROERIL JEMIN. GBI ZD:ED S, HIEHT

Trying to juxtapose different places and eras, or to expand and contract them.

That is, walking about using GPS, trying to find a place I was told about in a forest in Berlin.

Stroking the bark of a tree, scraping pine needles with my nails, taking in a scent.
Drawing water from a river where the beavers live, melting plaster into it,

or mixing just a little green ink into black ink.

Swiftly but cautiously, slowly, rapidly.
Growing closer to the information about the sap of each and every pine tree,

carefully tracing the edges.

On the last day of my stay in the Netherlands, I was sitting with a friend on the studio sofa.
As we were talking about the pine hermit, Pinocchio appeared at a glance

and was named by my friend.

The cycle of humans and natural materials, within the workings of humans.
Events that humans have worked so hard to systematize.

What leaks out of that system,

the force upon what leaks out,

and the force to block that which flows.

The labor of those gatherings,

in which pine needles seemed to merge with pine needles themselves, forming a single flow.

The air of a certain era, stifling and unstoppable, was compressed and remains here, intact.

PR (20) AT ~ V) VIERBI T (201942 1219)
All photographs by Asako Iwama on the outskirts of Berlin,
December 2019

Asako Iwama
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Liu Chuang

Born in 1978 in Hubei, China. Lives and works in Shanghai.

Known for engaging with socioeconomic matters related to China’s
immediate realities, Liu Chuang creates works that integrate readymades
and social interventions across various mediums, from video to installation,
architecture, and performance. He reflects on personal experiences of
globalization and sociopolitical systems underlying the everyday. For
instance his work Love Story (2014 ), part of the KADIST collection, is an
installation composed of three thousand pulp fiction novels formerly
rented or borrowed by migrant workers in the booming industrial city of
Dongguan in China's Pearl River Delta, accompanied by a wall intervention
reproducing anonymous handwritten notes accumulated within the books
over the years by their readers. Drawing in a very subtle way a portrait of a
generation of migrant workers from 1990 to 2010, this piece, emblematic
of Liu Chuangs artistic approach, emphasizes an important transitional
period in China both economically and politically.

The three-channel video Bitcoin Mining and Field Recordings of Ethnic
Minorities (2018 ) takes the form of a speculative journey, drawing lines
between history and evolutions of technology, infrastructure, ecology, and
finance. Mixing found footage and the artist's own documentation, and
intertwining anthropological insights and science fiction’s imaginary, the
work first shows the building of early information networks in China, then
connects hydraulic projects with Bitcoin mines in the country, exploring
a constant chain of exchange between energy and information. During
his field trips and discussions with the researcher Yang Beichen, who has
accompanied the whole project, the artist observed that a large number of
cryptocurrency sites are located inside abandoned hydroelectric plants in
the rural terrains of China, also called Zomia.

A geographical concept in a cultural sense, Zomia is home to many
minority groups, and represents for Liu Chuang a new perspective on cross-
regional groups and their influences. According to political scientist James
Scott, the Zomia mountains are a safe haven for the people of Southeast
Asia, a place of resistance to the state that would be the mirror of our
destructive and self-confident civilization—in other words, an anarchist
history that fascinates and intrigues. At the same time, Liu Chuang's film
illuminates how the state tries to control these highland minorities in
order to exploit the abundant resources on their lands; assimilating them
into mainstream digital culture is one method to exert control. With
a soft violence, Bitcoin Mining and Field Recordings of Ethnic Minorities
demonstrates how we are all embedded in systems and networks in one
way or another, and offers a convincing meditation on the destructive
political impact of the race for energy resources in our capitalist times. But
it also provides a message of empowerment, urging us to reconsider the
geological surface, materials, and entangled memories of the Earth to “live
deliberately.” “In wildness is the preservation of the world,” as Henry David
Thoreau stated in 1851. [ER]

2019 ARRY T =N DFURYFRIZTT 74T Y ADH R
Thf#snic(evbat v RV BRIEO 74—k La—F 1
YONWET B - FaT D=2 h 6Dk VA EROMA
Twa, FROBEOMENE, VI7oM Rty bal KO
B>V TEOh TV,

HARLBEOMBE2 R TOLOHMELT, HRPEOREKED
FEh OO CERCE T, (RO CR3) i i LIS h 22558
T ¥ FAICHT SO0 E G, H A E O [ 2 THRALICH A S ho e
BCT RTOWOL DA G, —HVEOH BT are
£ZTEY,

Excerpt from a 2019 talk given by Liu Chuang and moderated
by Defne Ayas at Protocinema, Istanbul, about Bitcoin Mining
and Field Recordings of Ethnic Minorities, in which the artist
shares his research on links between music and currency, the
concept of Zomia, and Bitcoin maps:

I want to begin with an ancient Chinese instrument as an
example of the relationship between music and currency.
This instrument is called bianzhong (a set of bells). It was an
instrument that ancient Chinese states used for worship and
ceremonies around 500 BCE. We can see that it consists of
many bells, and each bell can produce a different sound.

HRPEHOER HOB TR, CoKRBEoSEHOBEL YL ELE
AL ZDIDIGREDH A LB T LI, Ly L, ZOIFEEIZE
FNE R, EA M ERRBL ORI i E 1320, ke
D EBOLFHTEOh TV ZEd 6, AT D KB e 8
B LB P BRIRE 2T HHILELI,

Zhou Jing Wang, a king of the ancient Zhou dynasty, wanted
to make this big bell, which needed a huge amount of copper.
But at that time the Zhou dynasty had fallen and there was no
money in the treasury. In ancient times, money and musical
instruments were both made of copper, so Zhou Wang came
up with the idea of monetary reform, which might be the
first large-scale monetary reform in the world.

JARED TR TIE, ZCTRAFNIGHPILE B A, 2h
34 HO LT B AR R 2 2407, D20 BH D
WREETAY TL—yar 2B SIS HOE LI,
46,2000 4EF O HIERIS B2 T LI, 2DEH, ARJlE~— 2%,
DOIE ORGP T HEfi AR b A2 AT LI, AR
T KIS, HE, F P EEOE RS- TR AR S HAE
T3B0T LI 2O, BRI H AR I 2 HBILEIE TS
bOTLI. 2ALTH2MENINZIET 2B AT R E L 5
AV TL =Y aiokdiot T, HRIC B LT, F LR
HED IR DT Dp 2Rk TERECHHI T, FLl
BoizsmcBEED BT 2D bR T,

Let’s not go into detail about Zhou Jing Wang's specific
method. It was like how today’s central banks double the
money supply, similar to the overproduction of currency,
which can lead to inflation.

Two thousand years ago, the Earth was very quiet. At
that time, humans didn’t have the technology to create bass,
or sounds at very low frequencies. In nature, only volcano
eruptions, earthquakes, thunder, and meteorite impacts
cause low-frequency sounds. This bell was to imitate these
low-frequency sounds in nature. The process of creating
these sounds caused economic inflation, which I think is an
interesting example of the relationship between music and
economics in ancient times. We can see that the relationship
between sound and currency was very close.
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Liu Chuang

IhH 20T,

This is the actual look of the bell.

RISV ITOHIKEE v b 24> OIHRIC SV THEELES, V'I7
WAL B O RESE S P HE PR AR 2 T 3 WIRE R BE S
1 KED TP T VO TS, CobalY ORIELEIYTd

In the second part, I will talk about the maps of Zomia and
Bitcoin mines. Zomia is a geographical concept in a cultural
sense. It doesn't have a clear border, but just a general scope.

Bitcoin mines have a dynamic existence, so our research

DR LOE T Y I7EE v b af v RO I E L 3b 0%
SHFER LI

ZOHKA ORI R Y7 HE T Y TER T Y TR
RO EFLH LTI TORFIHPRTENEZ T, R4V
NFEZBIAVLT 7Y Yy TG, ZOHBEX 3D H 2
ZEICK O EELI IR ISR T V3, 2D 4> D HTkA B
FTRLFICHZ4H>OHTIIEDIINEETEDH? 20 JHH
HIFIZEDINEHETINERDHL? ZOHETESIRA T
2ZNZ h o, LY, R R o g
FToRPIP HPIP HETIT7TOThb, Zh Zh AR
B P -Tw 3T, Lo L, 2ho 4o 0l 4 2550 %
EHETIIERITET . 2 HIBERTIIED KB B S 0
EBFITED B AT BB OLIAMPFANB h B S
COMER AT VT,

found a lot of overlap between the two.

On this map, we can see the traditional—mainstream
Western—division of Asia into Central Asia, East Asia,
Southeast Asia, and South Asia. Willem van Schendel, a
German scholar, realized that there is a problem with this
division: How do we define these four points (as seen on
the map) at the junction of the four regions? How should
we define the marginal area? In this kind of division, each
region has a common feature, sometimes based on culture
and sometimes on history. Whether East Asia, South Asia,
or Southeast Asia, each of them has a clear characteristic.
But we cannot define the intersection of the four regions,
and in a sense it doesn't belong to any section. In fact, the
geographical edge is a common problem.

Central Asia

(:

East Asia -

*721° Gohaling

South Asia

IHLI MR R 312010, Y2 Y TR I NG 4D DU S
BT 205, o) E R W g 2 R TV I 7O R R EL
EJ0Y A

To solve this problem, Schendel proposed the concept of
Zomia to describe the intersection of the four regions, an area
hard to define.

Central Asia

South Asia

Sbutheast Asia -
v
Van Schendel's %, ¥
Zomia 2002 R s ;
|

A
.l
oerg

<
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MBI B RS E 2 > R ELI LA ThY, 204k
KROEYEHY I7 ORI LT 306 T T,
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BORBEIN—T BT P BATHEEL T 202 H->T &
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Zomia is a controversial concept, especially in the Tibetan
region. Many scholars think that Tibet shouldn’t be included
in the cultural zone of Zomia because traditionally, it used to
be a strong society with a complicated hierarchical structure,
and this is inconsistent with the concept of Zomia.

In this map, we can see that Schendel had constantly
developed his idea of Zomia and expanded the region to
Central Asia. What I want to emphasize is Schendel’s most
interesting point: he proposed a solution to a problem that
traditional geographical divisions couldn'’t solve. We know
that there are a lot of cross-border ethnic groups, and I think
the most inspiring point of the concept of Zomia is that it
provides us with a new perspective to observe these cross-

regional groups.

UG TRV ANEE T — AR 229 b HIERR LICHIK T
IR 7Y 7T 23 FE2 S EMRLT V&3,

This is a map by the US scholar James Scott. He has published
many books about Southeast Asia.

22y hHERRLICHEKIE, B2y I7 ORI O th T4 & T oL
IARBIESZIF ARG TORBD T ¥ IR EA TR BIL,
A LG 2 b7 =T OHEDRNA ML ST
Fo BB R T, Zo M F IS IEE RAR b & LI
FE L OE %56 REETO R Ta R >0 TF, Hi
WHAE T, oM P A B BREBRCH B e TF . 1l
HEHIH T HBIL, 2122 ORMESR D0, 20— T3 KMk
HFHEICE L A 22y M3V I72E0 FA L J& 0 Huls 2 [ 7k
HIREfE E R A AN T g9,

His map of Zomia is so far the more acceptable version. Scott
clearly defines the living situations of small, mobile, self-
organized groups. Historically, this area was always in the
non-state situation; it was actually an area abandoned by the
surrounding countries. The reason is simple: the geographical
environment of this area is bad. The many mountains and
climatic conditions make it unsuitable for large-scale paddy
cultivation. Scott defines places around Zomia as “paddy-field
nations.”
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This is a map made by another scholar, who expanded the
region based on Scott’s definition. He added a lot of parts. We
won't go into details.

ZLTIRE DAFRTUTICEBY I7DEHETTH, Z2w L
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And here is Wikipedia's definition of Zomia, combining the
maps of Scott and Schendel. But I think this map cannot

explain anything.

The following map was made from my research. It is a map of
Bitcoin mining. I want to emphasize that the map of Bitcoin
mines is actually dynamic and changing. Because Bitcoin
mines need to pursue cheap energy sources, they move
seasonally according to environmental changes.

VITOHRK Ly haA Y RIEO MK EE T2 %S
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We can see that the map of Zomia and Bitcoin mines have

a lot of overlap. The densest area of the Bitcoin mines is
actually James Scott's Zomia region. The internal connection
between Zomia and the Bitcoin mine has always been unclear
to us, but it is also what entices us to continue this project.
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Born in 1978 in Hamilton, Ontario, Canada. Lives and works in Paris.

Kapwani Kiwanga's research-driven films, installations, and
performances investigate marginalized or forgotten histories. By
emphasizing associations between certain objects or materials that have
witnessed resistance struggles, her works reveal hidden authoritarian
structures, institutional devices, and power imbalances. They center on
notions of belief and their relationships to knowledge, documentary modes
of representation, and subjective or scientific testimonies.

The installation Rumors That Maji Was a Lie... (2014) explores the
voids present in living memory as well as in the material traces of the Maji
Maji Rebellion: a major anti-colonial uprising that took place between
1905 and 1907 in German East Africa (now Tanzania). The work unfolds
from a shelving system that functions simultaneously as a storage unit, an
exhibiting structure, and a projection apparatus. It embodies storytelling
in the form of a subjective archive that questions the classical way of
organizing knowledge.

Triggered by the brutal labor conditions Tanzanians endured in
cultivating cotton for export under the ruling German colonists, the Maji
Maji Rebellion was initiated by Kinjikitile Ngwale, a spirit medium whose
practice incorporated animist beliefs. Claiming to be possessed by a snake
spirit called Hongo, he gave the insurgents a sacred water, majz, intended
to protect them by turning German bullets into water. Rumors That Maji
Was a Lie... revisits this important episode in history by intertwining
testimonies and personal memories through found objects, books, fabrics,
and videos, as well as empty spaces in between. On one shelf, for instance,
one finds a castor oil plant, said to be one of the components of the magical
water, and an annotated map of Tanzania. On a higher shelf is displayed a
portrait of Julius Nyerere, the first president of Tanzania, invoked here for
having emphasized the Maji Maji Rebellion’s importance in the lineage of
resistance struggles leading to the state’s independence. On the walls are
videos capturing the hands of a curator from the Ethnologisches Museum
in Berlin holding objects linked to this rebellion, while other hands—those
of the artist—seem to manipulate absent objects.

These body fragments underscore the living qualities of any archive,
understood as a working and malleable material. Stressing the power of
broken, fragmented storytelling, Rumors That Maji Was a Lie... acts as a
narrative machine that displays only a few pieces of the puzzle. In (re)telling
the stories that she has encountered during her research, but also drawing
from the imagination, Kiwanga amplifies voices not only of important
figures, but also of objects, beliefs, myths, and even the ghosts that inhabit
history, suggesting that these material or immaterial objects can assume
their own agencies and should be seen not as completed entities but as
always in the process of becoming. In doing so, she underlines the necessity
of looking back and revisiting an unresolved past that continues to haunt
the present and the future. [ER]
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Kapwani Kiwanga
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Kapwani Kiwanga

Excerpts from A Conservator's Tale, a performative talk by Kapwani Kiwanga, conceived in 2015, part of a larger project

about the Maji Maji War including the installation Rumors That Maji Was a Lie...

Good evening.

My name is Kapwani Kiwanga, conservator of the Matinga
collection.

Named after the late archaeologist Dr. Joy Matinga, the
collection preserves what remains of the doctor’s work
dedicated to the study of the intangible. [...]

In 1988 she wrote a paper entitled “The Museum of the
Invisible,” in which she presented recommendations on how
to collect and preserve immaterial culture.

She argues for a radical end to collecting objects and
proposes memory and transmission as the main conservation
techniques.

For this premise she used the Maji Maji War as her primary
case study.

Her proposition foreshadowed the UNESCO Convention for
the Safeguarding of the Intangible Cultural Heritage of 2003,
which states:

“Intangible cultural heritage” means the practices,
representations, expressions, knowledge, skills... that
communities, groups and, in some cases, individuals
recognize as part of their cultural heritage.

This intangible cultural heritage, transmitted from
generation to generation, is constantly recreated

by communities and groups in response to their
environment, their interaction with nature and their
history.

In 2011, while conducting research in Dar es Salaam, I met
with Matinga's nephew, who gave me a number of items
which had belonged to his aunt.

I would later learn that these items were quite exceptional,
as they are believed to be the few surviving elements of Dr.
Matinga's research.

All photographs and video by Kapwani Kiwanga unless otherwise noted.

1 Publication from the collection of Ethnologisches Museum,
Staatliche Museen zu Berlin- PreufSischer Kulturbesitz, Germany,
2009

2 Ngarambe pool, Tanzania, 2010 (video still)

3 Amulet from the collection of Musée du quai Branly, Paris, 2010
(video still)

4 National Museum & House of Culture, Dar es Salaam, Tanzania,
2010 (video still)

o AL

Entrusted with this small archive, I began to try and make
sense of this collection.

This task was not without difficulty, for with the exception of
a few citations and some abbreviated notes, no consequential

explanations were provided.

This inconspicuous object is, in fact, an amulet.

Its resemblance to amulets found in Paris’s Musée du quai
Branly and Berlin's ethnographic collections leads me to
believe that Matinga acquired it in the Lindi region of
southern Tanzania. [...]

While visiting the museum of Dar es Salaam, a conservator
informed me that the museum dedicated to the memory
of the Maji Maji War was said to have material which once
belonged to Dr. Matinga. I thus traveled to the museum,

located in Songea, Tanzania.

The museum was inaugurated in 2010, near the site of a

mass hanging of the region’s Maji Maji resistance leaders on
February 27, 1906.

Historians concur that this public execution marked the end
of the war, as this was the last stronghold of local resistance to
German colonial rule. [...]

Between February and May 1986, Matinga traveled to Paris to
consult articles at the Musée de ' Homme. I was to find these
items presently in the Musée du quai Branly. Trying to gain a
better understanding of Dr. Matinga’s thoughts, I sought out
the items which corresponded to inventory numbers found
in her notes.[...]

Speaking with conservators entrusted with the preservation
of this bowl, I was informed of their processes of scanning
objects in order to acquire a better understanding of their
contents without invasive intervention. [...]

It is interesting to note that objects which are fashioned to
communicate with the invisible, and which in turn render
elements invisible by concealing them in their interiors, are
subjected to visioning technology, which ultimately makes
them transparent.

This is not the first time that science has been used to picture
that which has been hidden from view. [...]

Matinga was concerned with how to reconcile her profession,
the museum, a scientific tradition of viewing, and respect

for certain cultures interdiction of publicly viewing specific
objects.

However, she notes that in a number of cultures, viewing an
object does not give access to its power.

Rather, it is the knowledge of incantations and ceremonial
acts associated with the objects which activate or deactivate
their force. [...]

In her notebook Matinga mentions a German historic record
of a fabric appearing on the Swahili coast at the time of the
Maji Maji War.

The fabric bore the inscription “the eye of Bokero,” Bokero
being another name attributed to Kinjikitile.

In addition to showing solidarity with this rebellion, the
cloth underlined notions of seeing: Kinjikitile had prophetic

visions which allowed him to see what was invisible to others.

[...]

This supernatural vision differs from that of scientific sight,
which renders material transparent with X-rays.

The notion of vision inscribed in this textile calls for a
consideration of the intangible.

It is an invitation to adopt another way of seeing—one which
looks beyond the material, a perspective which could make
Matinga’s proposed “museum of the invisible” a reality.

In this future museum, the items you saw pictured here
tonight would cease to be of paramount importance, and the
stories you encountered would be preserved in your memory
to be relayed on to others.

5 Bowl from the collection of Musée du quai Branly, 2010 (video still)

6 Photoprint from radiograph by Wilhelm Conrad Rontgen, 1895
Source: Wellcome collection
https://wellcomecollection.org/works/wjc8 ejn2

7 Kanga fabric, 2010

8 Man holding cassette of recorded oral history from elder,
Ngarambe, Tanzania, 2010
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Dale Harding with Hayley Matthew
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Dale Harding with Hayley Matthew

Dale Harding was born in 1982 in Moranbah, Queensland, Australia. Lives
and works in Brisbane. Hayley Matthew was born 1988 in Rockhampton,
Queensland. Lives and works in Brisbane.

Dale Harding—a descendant of the Bidjara, Ghungalu, and Garingbal
peoples of Central Queensland—investigates the social and political
realities experienced by members of his family, especially his matrilineal
elders, who lived under government control in Queensland. His work draws
on the techniques, tools, and iconography still present among Australian
Aboriginal cultures, and more broadly addresses structures of power and
systems of domination in Australia.

Harding engages with objects related to his ancestors in different ways,
for instance by making copies of artifacts or depicting them on the wall
through a mouth-blowing process of mark making inherited from his
ancestors. In doing so, he performs a healing and reparation, rehabilitating
the objects’ meaning or use assigned by their original communities,
which has often been disrupted by their problematic inclusion in colonial
narratives and ethnographic collections. By restoring continuity and
opening up new spaces of interaction, his gestures reclaim agency and
shed light on persistent apparatuses of exclusion and colonial violence. His
artistic language and methodologies also engage with art histories, from
performance to Postminimalism, exploring how a sculptural object can be
imbued with expression and affect by making visible the artist’'s process,
actions, or emotional state.

Know them in correct judgement - Gami (2020 ) was conceived as a
continuation of a series begun in 2017, in which the artist underlines static
systems of knowledge through the activation of inherited objects that bear
witness to other types of interaction—embodied, tactile, or interpersonal.
Two items are inside a glass display case: a carved wooden object the artist
inherited from his grandmother, and a book titled The Oral History of Mr.
Tim Kemp, written by Harding's uncle. Both appear inaccessible and mute
within the case, while on the wall we see a composition where the carved
wooden woomera appears as a stenciled icon made with mouth-blown red
ocher.

Harding's piece explores the relationships between an object, its
representation, and the body, emphasizing the spiritual bond of ancestry
within the body itself. Realized by the artist in collaboration with his
cousin, Hayley Matthew, this act is also the result of a shared process in
which the cousins exchanged memories of their elders and enumerated how
they are still present in their lives. Both personal and collective, Harding's
practice perpetuates the heritage of his community while restoring life,
emotion, and meaning to ancestral objects released of their function in
colonial exhibition and discourse. [ER]

FYARNIDBTAN N=TAY T ORI FT QELCHBCHY 230 = A ) 2HET BN =T 4> T A= o ¥a— (202053 1) | BfGRHE - T4 =T
Dale Harding and Hayley Matthew making Know them in correct judgement - Gami in Harding's studio in Brisbane, March 2020 | Courtesy: Dale Harding
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1,3 F4b-r I OEHE | BIHIE: Maytom Sue # [ The Oral History of Mr Tim Kemp: Gungaloo Man ] Maytom, 20014

Tim Kemp quoted in Sue Maytom, The Oral History of Mr Tim Kemp: Gungaloo Man (Mackay, Australia: Maytom, 2001)
2 Rosalind Kidd 3% [Trustees on Trial: Recovering the Stolen Wages] Aboriginal Studies Press, 2006 4%

Rosalind Kidd, Trustees on Trial: Recovering the Stolen Wages (Canberra: Aboriginal Studies Press, 2006)
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Margaret (second L) with (from L)
sister Edna, friend Matilda, sisters
Maureen and Janet

Margaret Lawton was 12 years old
when she was sent to work. Fleeing
sexual advances she ran away but was
soon captured by police and returned
to Woorabinda. Her head was shaved

i - : and she was forced to wear a hessian
bag as punishment. She was confined to the dormitory, made to cat her meals on the

Photo courtesy Margaret Lawton

FHIPIZF O — L WA DFIL S EE AT wood heap, and not allowed to see her parents.
B BRI ISZDERTN I R P TEL IR She was sent to work at Bauhinia Downs looking after six children, and later worked
B b EARIAIT I LD 16O for the owners of Stewarts Store in Rockhampton, allowed only one quarter her wage.

Her employers gave her extra money secretly and put her through night school to

1o, (R RIHT 805 0) BE 260 SR L REL learn to read and write. She was 16 years old when they applied for her exemption from

HIEEL T R LI RARSEL TR bB b controls. The government refused to release her savings until she was 18 years old even
FBUFI IR AL H 1837232 T\ iF & 0 HURE i b though she was married. They said she had no money in her account. Mrs Lawton has
PHTHLEUI fi & O IS A DIt Lk since recovered evidence of money owing to her.

R ERLIEOT T a—rrRARZOE 8D We were under their thumbs all our early lives ... Were not letting it rest there, we're going to
BEOLOTHEZL LRI STEREID FLELL, gy o g, VIt R R TN, vt e e ettt 58

I L 3 CEDPCBUFOF Wb TLIz 0
DFFDIRMEITLTIE I T R Ao FAIBIEHE G Fi
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DTH,

CYN=FEENBY—SE YR OHE L | WML TN N =F4>
Woorabinda red/Bimbird | Courtesy: Dale Harding
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“Is the language you remember only from the Gungaloo language”?

TYHN=FEER) SNV EEDRE 5T 0T 5

g i re easier
It's the Gungaloo and the Garingbal mixed. |used the words that wei Sl B, 5y KR C A

to pronounce and the words commonly used around Woorabinda. In some

cases | put the both names down in the Garingbal and Gungaloo. bRTUSHERLHE LI B A LT Y
LB O MH A BB by - n— b Q0174) | RRIE : Vb m—by YINNVGRET VANV TROW S TR R E S D
Milton Lawton with his carved replica of his grandmother’s digging stick, 2017 | Courtesy: Milton Lawton azkbHhELI,
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The Propeller Group & Superflex
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The Propeller Group & Superflex

The Propeller Group was established in 2006 in Ho Chi Minh City,
Vietnam. As a collective platform it examines political and social issues
related to Vietnam's tumultuous past, the residual effects of the Cold

War, and the rise of neocolonialism. Their complex projects employ
nontraditional art materials and methods that serve to disrupt and/or
reconsider modes of cultural production. They often collaborate with
Superflex, a Danish artist group committed to social and economic change
founded in 1993, to co-produce a variety of moving-image projects,
including short films, video installations, television series, and even a ten-
day-long film.

The film featured in Things Entangling (whose title is actually the full
script that follows in the subsequent pages) shows a conversation between
a FedEx agent and a collaborator of The Propeller Group regarding the
seizure of a shipment of fake weapons belonging to the group, while in
parallel we can see men packing wooden beams and loading them into
a truck. What begins as a mundane conversation about a shipment turns
into a more philosophical discussion around issues of cultural identity and
authenticity, appropriation and colonialism, and the rereading of history.
As one of the protagonists states at some point, several layers of time are
conveyed here: “The staging of history is happening around us all the time.
We basically live in a staged version of the past.”

The fake wooden guns—which are central to the discussion and
considered dangerous goods—are actually props from Porcelain, a television
series produced by TPG Films, The Propeller Group's alias production
company, broadcast in Vietnam in 2010 and centered on a seventeenth-
century shipment that included the first consignment of Southeast Asian
porcelain destined for Europe. The show depicted the historical journey,
during which these objects were stolen by Dutch pirates and auctioned off
in Holland, generating huge profits that boosted the country’s economy.
Today, these artifacts are part of the collection of the Zeeuws Museum
in Middelburg, Holland, serving as witnesses of this first colonial trade.
The carved wooden beams we can see being loaded in the film became
parts of subsequent Propeller Group exhibitions and installations, thereby
intermingling real and fake interactions.

Through different modes of representation, from TV series to
installations, The Propeller Group and Superflex dig into the potentialities
of objects and artifacts haunted by historical narratives, revealing, through
cultural exchange and value assignment, the premises of colonialism. [ER]
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Installation made with wooden beams of an eighteenth-century princess house from Hue shown
with FADE IN: EXT. STORAGE-CU CHI-DAY at the Museum of Contemporary Art Chicago, 2016
Photograph by Nathan Key | Collection of Ha Thuc Phu Nam
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Close-up of dusty wooden pieces being moved from inside a storage facility to
an outside area. Pieces are laid out. There are men working with their shirts off-
Suddenly we hear a phone ring.

FedEx agent: FedEx, Ho Chi Minh City, how can I help you?
Tung: I received an email that my shipment from Holland was damaged
and confiscated.

F: What's the tracking number?
T:8-6-5-6-9-1-

F: I'm sorry. From the beginning please.
T: Okay. Are you ready now?

F: Go ahead.
T:8-6-5 -6 - Did you catch that?

F: Yes, continue.
T:6-9-1-3-3-6-0-5-4

F:8-6-5-6-6-9-1-
T: [frustrated] No! Just one 6.

F: Again from the beginning.
T: [frustrated] § - 6-5-6-9-1-3-3-6-0-5-4

F: Please hold...Sir, your shipment was confiscated because customs
found two guns. These are prohibited items in Vietnam. You will have to
pay a fine.
T: Yes, that's in the email. But there’s been a misunderstanding.

F: The total cost to release the shipment is $9,573 .20, the guns will be
seized.
T: What? But they aren't even real!

F: I also have a note that there’s a broken vase.
T: Those wooden things you're calling weapons were actually bought in
Vietnam. They were props for a television show here. They're not even
real!

F: They have lighter fluid in them. That's a dangerous explosive substance.
T: [impatient] It's a toy lighter in the shape of a gun. It's an old gun.
Wait, no, it's not a gun. It's just a piece of wood. It just looks like an old
pirate’s gun.

F: If they're fake why are they declared as objects from a historical
museum in Holland and sent back to Vietnam for an exhibition?

T: Well, it's a long story. We shot a television series based on actual
historic events that were an important part of Dutch history. And we sent
the props from the series to Holland for an exhibition. They loved them
so much that they decided to add them to their collection.

F: Why would a Dutch TV show be made in Vietnam?

T: [fumbling] It's not a Dutch TV show, it was made for Vietnamese TV.
It's a love story called Porcelain. [frantic] You wouldn’t understand, it's
complicated.

F: I remember seeing that series on TV a while ago. It was on VTV4 right?
T: [relieved, excited] Yes, yes, that's right... Wow, you saw the show?

F: Yes, I did. But it was a little difficult to understand. People from the
past trying to speak to people in the present...and mixed into a love story.
It was touching, but... it got too confusing.

T: It's a story where a woman in the present tries to affect the life of a
woman in the past. That was the main idea behind this series.

F: Doesn't it usually happen the other way around? Someone in the past
would try to change something in the future? What you're talking about
only happens in science fiction movies, not dramas.

T: [given up] Yes, but this is special, it's not just an ordinary love story. We
try to use a love story to challenge notions of history.

F: In what sense?

The Propeller Group & Superflex

T: Well, the story is based on the first shipment of porcelain from Asia to
Europe, some four hundred years ago. It was stolen by Dutch pirates and
auctioned off. It was extremely valuable because Europeans did not know
how to make it. The porcelain that was sold helped secure Holland's
financial status and helped them gain independence from Spain.

F: [interrupting] I would suggest you rethink it all.

T: What?

F: [matter-of-fact] Your ideas about authenticity are too simplistic. The
staging of history is happening around us all the time. We basically live
in a staged version of the past.

T: [stutters] But...

F: [continued] As if the past was a shopping mall where you could pick
and choose your lifestyle as easily as choosing a new wardrobe. How is
your story any different?

T: [confused] I'm not sure...I mean... I don't... [scrambling] I don't even
care much about authenticity.

F: That's exactly my point! You should care. Stop being so ironic and use
something real for your show. Don't use soulless things like fake guns
and broken vases.

T: [hesitant] Well... what should I do with this shipment from Holland
then?

F: Well, if a toy gun and fake props from Vietnam have become
important relics in Dutch history, then why not just send it back?

The final things are packed into the truck, which starts. Behind it, we see Tung,
a young man dressed in casual office clothes, holding a cellphone. Tung speaks.

T: You're saying that I shouldn't have anything in the exhibition then?
F: I'm saying that you should pick something authentic from Vietnam...
From that era, we have magnificent wood carvings, for instance. There
are also...

Tung removes the phone from his ear and slowly goes back into the house.

All video stills from FADE IN: EXT. STORAGE-CU CHI-DAY, 2010

Courtesy the artists
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Born in 1976 in Tokyo. Lives and works in Tokyo.

Hikaru Fujii utilizes film to bridge art and activism. To engage
with specific historical moments and social issues related to systems of
dominance, he creates various forms of dialogue in order to document
tensions and seek out discourse and critique.

The Anatomy Classroom (2020), produced over four years, consists
of a thirty-six-minute film and a set of objects, including everyday tools,
fossils, a stuffed animal, and earthenware. In the beginning of the film,
which goes between Fukushima and Paris, it is revealed that the featured
objects have been removed from a museum, where they were once part of
a collection developed by a curator over twenty years to represent the local
community and its long history on the land. After the Fukushima Daiichi
nuclear accident, the objects were evacuated from the museum, which is
located in the “difficult-to-return zone,” to avoid radioactive contamination
and biological damage, and have remained elsewhere to date. Fujii has
been closely following the displacement of these historical objects, while
organizing discursive events since 2016 on the crisis of memory and
culture brought about by catastrophe. In April 2019, in cooperation with
the curator, he brought a group of scholars, researchers, and artists to the
museum site.

A discussion in the anatomy classroom of the National School of Fine
Arts in Paris, which forms the axis of the work, was organized with the
2019 group, other speakers, and the audience. The speakers pose questions
on knowing and representing catastrophe, and share reflections on
multiple layers of time they saw in the museum and the specificity of the
crisis that has befallen its collection. They dialogue on a journey through
different perspectives and experiences, connecting the practice of history—
including the preservation of objects—with various problems arising from
catastrophes in the past and the future, while reflecting on the importance
of preserving time and memory to be prepared for uncertainties.

The work is at once a documentation of activities organized and
filmed by Fujii and an extended platform to share the discourses and
perspectives that emerged in the process, all intended to prompt the
present viewers to question how they perceive objects of catastrophe and
speculate on currents and layers of time. [KC]
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Objects displayed from the collection of Futaba Town Museum of History and Folklore in The Anatomy Classroom, 2020 | Photograph by Hikaru Fujii, March 2020
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Excerpt from the video The Anatonry Classroom

During the seventeenth century, in this school, art and medical students drew not
only the exterior form of the human body, but also the interior forms: bones and
muscles, blood vessels and organs. The dissection table on which the corpses were
cut is today in a corner of the classroom. Yet as a classic theme in Western art history,
which has constantly sought to imitate nature, anatomy classes are still held today.

The museum is now closed. To enter the building you have to change your shoes,
so as not to bring in any radioactive material from the outside world. Even though
radiation levels inside the concrete building were low, it nevertheless became an
unstaffed museum, with no power and no control over the air temperature. It faced
risks of theft, mold, deterioration, and damage caused by animals. The curators
entered the museum for a period of time and measured the radiation emitted from
each object, one by one. Those that met the safety criteria were carried out. It took
three years to complete this operation.

During the French Revolution, which began in 1789, citizens targeted for
destruction objects that represented the authority and conquest of past dynasties.
The revolution severed the continuity of history. Nevertheless, people rescued
objects inherited from the past and collected them. It is said that there was intense
political debate with the revolutionary government over the preservation of these
items. Were they to be accepted as now living another existence, different from
objects capable of restoring the ancient principles of the kingdom? Likewise, the
nuclear disaster is said to have severed the continuity of history, but I tried to draw a
continuous line over the division, which was deemed definitive, between before and
after, by intersecting the Fukushima Daiichi Nuclear Power Plant with the museum,
four kilometers away. Now, with the curator as guide, I invited people to come.

We were visiting a museum that was museified by the fact that it was being
visited. What we were visiting was an old museum that had changed functions
and become a museum of hospitality and of objects that typically only reside
in ethnology museums. I remember all of these temporal shocks when

we saw one of the only pieces that remained. Looking at this work, which
commemorated parades and horseback performances from ancient times, I
perceived many layers of time intermingling simultaneously. First of all, what
this piece represented from ancient times as a ritual practice. That was the
first layer of time, the most ancient. Then, it was shown to us as a piece that
remains from the museum. The second layer of time: we were driven back

to the time before the catastrophe. Then, the third layer of time, we were
constantly reminded that this museum is not a museum for these kinds of
artworks anymore, but is, in some senses, now a museum of a museum (as

it shows, in the museification of the museum, what was the museum in the
vestiges that remain). And at the same time (the fourth layer of time), we were
told that this museum, now deserted, proposed to the people of the area to
entrust objects and belongings they care about: the museum gave hospitality
to these things, with their own temporality. Which added other layers of time.
At least five times at the same time. We asked ourselves: Is time out of joint,
especially since the future is so problematic that we don't know what to do
with these things?

Here, ancient objects from long before the existence of humans, and objects that are

evidence of people who began living on the land several thousand years ago, were

arranged in a linear flow of time, from the distant past to the more recent past.
The artifacts presented ended in the 1950s, but the fact of the most recent
catastrophe adds a new temporal layer, indeed taking time out of joint. If
the museum reopens, the collections are already ready to integrate the 19605
construction of the nuclear power plants, including that of Fukushima
Daiichi, and the nuclear disaster that happened in 2011. So they are ready to
prolong, to stretch, the temporality that the museum would be the subject
of. For what purpose? So that we don't forget. I think the question that we
can ask ourselves now is: What does it mean to be lasting? How can we make
a project that lasts? How are we capable of conceiving of settling into the
temporality opened up by the nuclear catastrophe? It is not just something
that happened in 20115 it is something that needs to be thought about over a
very long period of time.
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Hikaru Fujii

The community who inherits these things continues to face the crisis of survival.
Whether stable storage will be possible in the future is uncertain. It is not yet
possible to predict when and where these objects, for now kept in temporary
storage, will end up.

This idea of duration must be considered in a different way, if we consider
the catastrophe that has already taken place. There was indeed a tsunami,

et cetera. But the nuclear power plant is also a living being that perpetually
generates its own catastrophe, since we don't really know objectively, even
when we read the reports, what is going to happen to the plant. Dread is also
linked to something that can happen permanently, at any given time, whether
or not we know when. An in-between of something that is potentially there. I
find this tension very interesting.

There is a societal demand to respect the sovereignty of survivors who wish to forget
their traumatic memories. The “freedom of expression” formulated in the French
Revolution’s Declaration of the Rights of Man and of the Citizen was not without
limits. Political and economic powers were also at work, wishing to make the past
invisible. They say the future must not quote from the past. The material traces of
disaster can be erased. The space for expression is closed. A loss of memory had
occurred.

The term “representation” could also mean “it will re-present itself.” The
question of memory had been so obvious to me because of the tradition

to which I belong, particularly as a philosopher, where it is a question of
keeping the past present so that all is not lost. Here, the question of memory
is not at all like that. It's going to re-present itself, and you have to keep
that in mind to be ready for the next event. The question of constructing a
dike, the question of the museification of disaster objects—these questions
have been posed everywhere. The possibility of the re-presentation of such
a situation poses the question of knowing how to represent ourselves,
which completely bifurcates the question of representation and bifurcates
the relationship of the present and the past. And I think what has just been
discussed here, when you say that Chernobyl is the future of Fukushima,
and that Fukushima is our future, is this telescoping that we are talking
about. The question of representation comes into play.

My work is focused on questions about what it is like to be constantly
surprised by the enemy, to constantly be the underdog. What are all of these
economies? Because we know today that this is what is happening to all of
us, given what we know today about a number of things. We are faced with
this new regime, this new historicity, this type of presence of something
that is unforeseeable but pretends to be otherwise. All kinds of devices exist.
There are still humans who love their neighbor and so on. It’s all this stuff
that we try to touch at this end or that end, either in Towa (Fukushima),
with people who live with radiation constantly and try to abate it, and in
other axes of our research, as during our visit to this museum, which is

a different kind of concentration. You see, it's about living in hazardous
situations. We understand “hazard,” but less so hazard distributed, in such
hyper-specificity. We have tried to approach this thing, these economies of
uncertainty. But in addition to the poorly crafted uncertainty, which touches
too much on the structures of our insurance, it's something like that, with
this paradox of ultra-specificity.

When you approach the objects and examine them closely to understand the
complex and diverse activities of the town, you see the radiation dose indicated at
the moment of rescue. These objects are evidence of the existence of the town, but
each can also be said to be a material trace of the nuclear disaster. They are a savage
record of our time, created by us, inextricably entangled.

With the voices of Elisabeth Claverie, Vinciane Despret, Hikaru Fujii,
Sophie Houdart, and Natacha Nisic
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Alexandra Pirici
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Carmen Caisuc #[1 See Practice and the Encounter with the Living Body as
Producing Theory | (PL 24> F5-€)FLDA 2 2—), [Revista Arte]

2017 45 H4 H https:/revistaarta.ro/en/i-see-practice/.

1—This and the following artist quote are from Carmen Casiuc,

“I See Practice and the Encounter with the Living Body as Producing Theory”
(interview with Alexandra Pirici), Revista Arte, May 4,2017,
https:/revistaarta.ro/en/i-see-practice/.

Born in 1982 in Bucharest, Romania. Lives and works in Bucharest.

Alexandra Pirici’s actions and performative works, which take place
in both the gallery and public spaces, use embodiment to explore history,
the production of meaning, and invisible structures of power. Through
movement—specifically of the body, whether physically or virtually
present—her work rereads historical and art narratives, turning objects
into actions via enactments or living sculptures, and resituating abstraction
in the living body. Pirici says: “I do believe in the importance of a strong
connection with the body not as some sort of essentialism, but as a means
of grounding theory into practice.”! In engaging with public monuments,
her actions explore potentialities of the collective body in space and time
in an attempt to interfere with the assigned meaning of said monuments
and their immutability.

Furthering the artist’s inquiry into the economy and circulation of
artworks, Parthenon Marbles (2017 ) is an immaterial version of the famous
sculptural ensemble, embodied by performers. This action addresses the
value of the sculptures as cultural capital in a legal and financial sense.
The original sculptures, which are a collection of classical Greek marble
inscriptions and architectural pieces, were originally part of the Parthenon
on the Athens Acropolis. A major portion of them have been held by
the British Museum since 1816, after being controversially removed by a
British ambassador. Greece has consistently sought their repatriation since
it gained independence from the Ottoman Empire in 1832, resulting in
an ongoing dispute that is regularly at the center of diplomatic relations
between Greece, who recently opened the Acropolis Museum to host the
marbles, and the United Kingdom, whose British Museum defends a vision
of universal culture.

Pirici’s action comments on this controversial repatriation request
as a metaphor and an entry point into a larger discussion about capital,
accumulation, circulation, redistribution, and the role of the arts in
today’s economy. It proposes both a performative repatriation and a
possibility of re-materialization beyond borders. This version of the
sculptural ensemble is “not ‘instead of the marble sculptures but as a
reminder, a metonym of their presence, as a gesture of reclaiming them
through the performers’ bodies.” Among other places, the marbles have
been embodied in 2017 by performers on the Acropolis of Athens, in
front of the Parthenon.

Complemented by research into the sculptures’ legal and financial
status, Parthenon Marbles offers a speculative journey into a “what if”
scenario of return. The accompanying textual layer performed is a result of
a collaboration with the writer Victoria Ivanova, and looks at the work in
relation to financial concepts as tools for identifying concrete but obscured
socioeconomic advantages of holding prized artifacts as well as a means
for redistributing value through dematerialization/re-materialization and
recirculation.

Usually embodied by five performers, two of whom should be Greek
or have some connection to Greece, the piece within the Tokyo exhibition
has been adapted for one Japan-based performer due to the global
coronavirus pandemic situation. As the artist states: “Although the alliance
of more bodies will be missing, the single live performer embodying the
Parthenon Marbles at this time marks an even stronger commitment to
liveliness, to free circulation and the possibility to move ideas and stories
across borders during a time of renewed territorial enclosures.”  [AP/ER]
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Following are excerpts from the textual layer of the ongoing performative action Parthenon Marbles,
written by Victoria Ivanova and Alexandra Pirici:

1
Within the British Museum, the marbles are “a part of the world's shared heritage and transcend
political boundaries, an important representation of ancient Athenian civilization in the context of
world history.” After refusing negotiations with Greece, in 2014 an important piece of the marbles
collection was loaned to the Hermitage Museum in Saint Petersburg, just as Russia’s imperial ambitions
were reawakening after two decades of geopolitical marginality and as its ties with London’s financial
networks were consolidating. It turned out that even at the height of so-called globalization, circulation
of goods such as art objects could flow freely, but only as a currency that increased in value and passed
through the right hands.

2
Dance and finance share a rhythm, a sense of how value is made in motion, in circulation. Finance has
undone that separation of space and time between the local making of things and the ways in which
things circulate. But finance is also a form of planning—a way of allocating claims on the social product,
of showing how we are mutually indebted to one another. Derivatives reference a double life: they are
reinventions of things for themselves into matters of interest to others, of local capacities viewed from
the perspective of global attentions, of future prospects seen as present opportunities.

This insight was at the heart of new models of redistribution that were adopted by a large part of the

cultural sphere in 2020. The immaterial sculptures provide financial benefits from both their loaning
and their occasional display. They also helped in shifting expertise and history writing from being the
exclusive privilege of big institutions and former colonial powers within an ever-expanding economy
of attention as performative, live works became a major acquisition and display priority for museums
throughout the world.

A Facebook comment on the British Museum's profile states: “Love that museum. Just seeing the Rosetta
Stone is reason enough to go to the museum.” The Rosetta Stone is one of the twenty-five highlights of
the museum, just like the Parthenon Marbles. Considering collection highlights as accounting for 80
percent of the museum’s revenue, an institution in the UK wishing to display these performative marbles
should calculate the performers’ fees accordingly.
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All images from the different iterations of

the performative action, Parthenon Marbles

1 H»F4Ak(3Y)[Conceal, cover with sand,
replicate, translate, restore | T J 1 5, 2017 4
Exhibition view, Conceal, cover with sand,
replicate, translate, restore, KADIST, Paris, 2017
Photograph by Ouidade Soussi-Chiadmi
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Acropolis of Athens

N

Photograph by Alexandra Masmanidi

3 74=54 K- 7by =0 RR VP E (Fvh) TORERES 20184
Exhibition view at the Stock Exchange Palace, Porto,
within Férum do Futuro, 2018
Photograph by Alexandra Pirici

4 TFAOTITRYR
Acropolis of Athens
Photograph by Alexandra Masmanidi

5 EAZDIEAREMifE [ General Rehearsal | TOJRREE 20184
Exhibition view, General Rehearsal,
Moscow Museum of Modern Art, 2018
Photograph by Alexandra Pirici
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Parthenon Marbles, British Museum London (research image)
7 RELTOBSVT Y 2= 7raR ) 2 G (77 4)
Missing pieces of the Parthenon Marbles,
Acropolis Museum, Athens
Photograph by Alexandra Pirici
9 SNT) V=TI NOIFIEBI LT ) H TR R R R (77 4)
Parthenon Marbles replicas and bits of the original sculptures,
Acropolis Museum, Athens
Photograph by Alexandra Pirici
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1 ABEELEROZF NV F I p.102, p.104, p.106 1Bl 3 hTu 3, WGid FELOY > 250 BB AT Bk, https:/vimeo.com/420945896

2 B Facebook ~ D3R (202045 H22H).

3 [Les nucléaires et les choses (1%£#) ] 1, KADIST (59) THIfE 3 W I EHE DR D 24 ve 20194 S H19H A6 7 A28 HLFilfi
3hte, BEROFHMI T OY 2258, htps:/kadist.org/program/hikaru-fujii-les-nucleaires-et-les-choses/

4 ZROORO I p. 4B R TV B,

5 Donna ]. Haraway, Staying with the Trouble: Making Kin in the Chthulucene (Durham and London: Duke University Press,
2016), introduction.

6 [l

7 Preface by Maurice Godelier, in Sally Price, Arts primitifs; regards civilisés, trans. Jaenine Herman (Paris: Ecole Nationale des
Beaux-Arts de Paris, 2006).

8 Tim Ingold, Bezng Alive: Essays on Movement, Knowledge and Description (London: Routledge, 2011), pp. 70-71.

9 BRI CHEBEEL R b LI ERD O AR O PICEET S LR AL A R 3R TOR e e F —7 L LT R
W2 HLE: . [Wandering in the Wind \& AR O EMREM FLAD 1976 E AT 1 T oY av DRAMM TH 5. [ B FHEh i
IO BUSHE S > THIFE EL T & e g o iew e BB O ¥ a -~ RIS AlE O B AT A [ 72 SR Te 20 fh e s
22T SHL B - TS B 2. ]

10 ZOBEM 1997 5 AIEM /N OB FE R ah iz, p.86 1 KR IS ko

11 7522 M $3HRE DIV =T FI3OXR AT TL5: 2012 SO R OB K2 IBO T -2 Wb/ 3T )y o T0 sS4
ORI LT > T30

12 ZoKBU, [Call it anything |OX =T HBEFH Y72 Y7 =2 T 7LD MIERE L RFEREEOR B2 TRERLI [ R
it oD B ] 9 772 (consstant temporal collision) | DR B HAL T3, EHE D (RHIZFHE) (202040 1A S M TVWET 7LD S
BERPHET 2. [Chd TRMCBIR C et oo, Y2 A2 R 7 O[S ELIH T 3] LV RBIH', 2 OWE ] RO h T2 &L
Foo W G22I B S R BZETHMAIIC 10D T 2 TOMWATL L TOMBEL 2 A T o R AN /T IS bo e
LEZANZO T LD MR INE L3103 B HROCHEHOMMALELE T Y EbALTIONR, 2o}
B TBURDBIED AN S0 ZETFo D) 2L T BT bR D@ M T I SO OW D H 2 2L KD T Bt
BIEHMLELIZ RKA DEOIOHEET, Zho2EH)THIER VY S h o kudifcols, R ELALTL-20 57

13 Anna Lowenhaupt Tsing, Nils Bubandet, Elaine Gan, Heather Anne Swanson, eds., Arts of Living on a Damaged Planet: Ghosts
and Monsters of the Anthropocene (Minneapolis: University of Minnesota Press, 2017 ).
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Mural in Kiyotosaku Oketsu Cave Tumulus, Futaba town, Fukushima | Photograph by Elodie Royer on April 25, 2019

Things Entangling—as seen from afar

Live in My Head

July 2020, I am finally starting to write this text. Almost everywhere, we've been in lockdown, our ways

of being, working, sharing time with family, friends, or colleagues instantly modified. The world and its
flows, as we knew them, have come to a standstill, and the economic, societal, and political consequences of
the COVID-19 pandemic have yet to come. Unlike my colleague, co-curator Kyongfa Che, based in Tokyo,
with whom Things Entangling was conceived, I am writing this from a distance, without having had the
opportunity to experience the show. Installed in early March before the lockdown, the exhibition remained
closed due to the spread of COVID-19.On June 9, the date it opened its doors, it began to exist through the
eyes and bodies of its many visitors; it still exists only in my imagination, though at times quite vividly, or
else fixed in images displayed on my computer screen.

“Solidarity in Solitary”

The only time I had the sense of visiting the exhibition in its entirety was while watching the video
documentation by Hikaru Fujii, COVID-19 May 2020, shot on May 5 and 6 during the pandemic!. When
Hikaru offered to film the exhibition while it was closed to the public, I was both moved and excited.
Probably because he became its first visitor, but especially because he offered to capture it in all its unreality:
that of an exhibition affected, on pause, on hold, in the dark.

“Filled with artworks that shed light on the global political, economic, social, and environmental crises
as revealed by the current state of emergency, what the exhibition delineates—the warning of catastrophe,
the violence against others (both human and non-human), and the prediction of extinction—seems to be
perfected in the unmanned museum without any audience. This video documentation captures current
confinements, closed national borders, city lockdowns, quarantines, and social distancing, as well as the
present moment of paradox—solidarity in solitary.”

What Hikaru filmed there at that point was also a sort of inaccessible space due to the public health
catastrophe. A paradoxical and dizzying gesture on the part of an artist who, since 2011, has consistently
filmed another inaccessible place, where life was more or less interrupted for an undetermined period of
time because of another disaster, the nuclear accident of the Fukushima Daiichi Power Plant.

Les nucléatres et les choses?

Hikaru's practice, engaged in the social and political space of its time, has been a red thread throughout
this curatorial collaboration between KADIST and the Museum of Contemporary Art Tokyo, which
debuted in 2015. The following year, Hikaru began a process of reflection and research with the Futaba
Town Museum of History and Folklore as a point of departure, situated in the “difficult-to-return zone”
in Fukushima. He filmed the rescue and displacement outside the zone of this museum'’s collection of
archaeological, historical, or cultural artifacts, which have been in a sort of sanctuary there since the
catastrophe. He follows the actions, gestures, and reflections of its curator, Takamitsu Yoshino, and his
collaborators, charged with the protection and preservation of these objects and the knowledge they
contain about the territory they come from and the life of its community, struck by the triple disaster
of Tohoku. Expanding his field of research, Hikaru organizes discussions and records the voices of those
reflecting on the memory and representation of the catastrophes, along with the transfer of objects and the
meanings they provoke.

These objects from the Futaba collection*, could be described as resilient: they contain many layers of
history, from their creation to their uses, from their conservation as artifacts to the upheaval of their status
as collectible objects, since affected by the nuclear catastrophe. These are the objects that “resist” through
the multiple stories they contain: the collective foundations of a community and its transformations—in
short, everything the disaster was able to “undo” within this territory.

Things Entangling
Drawing on these displaced objects of Fukushima, the exhibition gathers works concerned with things
belonging to different registers—objects, artifacts, trees, and seeds, among other elements, living or
inanimate—and explores their interrelations regarding various contemporary catastrophes, whether natural
or engendered by human activity. They therefore have in common that reszlience in their capacity to resist
time, to record various traumas, and to be transformed accordingly as a result.

As protagonists of our reconstructions of the past and our constructions of the present, on the scale of
our own lives and our societies, they are part of the configuration of our social realities, cultural identities, or
subjectivities.
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In the course of our research and our exchanges with Kyongfa, we turned toward artistic practices that
could summon anthropology, archacology, or historiography, not only to delve into a painful or unresolved
past but also to take other stories into account—or even to propose counter-narratives, to retrace forgotten or
unheard-of trajectories. The things these artists are interested in therefore are bearers of “new kinships and
lines of inventive connections.”*

The works in the exhibition mix eras, territories, materials, disciplines, but they are always located
someplace. As dense with collaborations as with conflicts, they are anchored in this damaged world that is
our own; they are alive with trouble. For the philosopher Donna Haraway: “Trouble is an interesting word.
It comes from a thirteenth-century French verb meaning ‘to stir up,” ‘to make cloudy,” ‘to disturb.” We—
all of us on Terra—are living in disturbing times, mixed-up times, troubling and turbid times. The task is to
become capable, with each other in all of our bumptious kinds, of response.”®

Ruptures of Meaning

In the exhibition, certain works bear witness to mechanisms of uprooting, displacement, or appropriation
applied throughout the course of colonialist and imperialist policies. Comparative Monument (Shellal) (2014~
2017 ) by Tom Nicholson imagines the symbolic repatriation of a mosaic through its identical reproduction,
a Byzantine work from a sixth-century church near Gaza with animistic iconography, carried off and sent

to Canberra by Australian soldiers during World War I. The violence of these methods of extraction from
one culture by (for) another—the very foundation of the constitution of most museum collections—is also
contained in the piece by Pio Abad, who is interested in the complexities of hegemonic power (here in
Romania or in the Philippines) and in its representation through the appropriation of precious objects to
serve the construction of a nationalist narrative. Alexandra Pirici offers a gesture of reparation that could be
likened to Nicholson's, but in an immaterial form. Through the bodies of performers, she brings to life the
Parthenon Marbles and the complexity of their history, looted by the British from Greece, and still held today
in the British Museum in London. These works, by means of copies or reproductions, allow these objects

to come to life while also highlighting the ruptures of meaning they underwent as a result of their various
displacements. By extension, they reveal the underlying political and economic stakes, and the mechanisms
of power on which imperialist countries have been built. The Propeller Group & Superflex address this as
well, with humor, when in their film FADE IN: EXT. STORAGE —CU CHI-DAY (2010) they feature an almost
philosophical conversation with a FedEx agent on the question of cultural appropriation following the
seizure at customs of artifacts—which turn out to be copies.

The Capacity of Objects to Act

“When it leaves its original society, an object always takes on new meanings that are projected onto it at
different times by different audiences who appropriate it in their own way. Without falling into mysticism,
one cannot deny that art objects possess a force and a secret. The secret is simple to define. An object is
meaning materialized in a form, to which it is attached from birth. But the fact is—and this is the problem—
that a form can always become detached from its original meaning and take on new meanings that have
nothing to do with the intentions that gave birth to it.”” If our societies are built in part from the meaning
and value we attribute to objects, what becomes the deep, enduring original meaning of these objects, once
they are uprooted and assigned to new stories? The installations by Dale Harding with Hayley Matthew and
Kapwani Kiwanga touch on the spiritual and even magical charge that objects often have, inherited from
their ancestors, and their capacity to act on reality. Through artistic manipulation, these artists explore the
ways in which an object can transmit another type of knowledge—tactile, emotional, or interpersonal—by
engaging with it in a performative way, in an attempt to free it from the colonial or official discourse into
which it was transplanted.

“The Texture of the World"
While some artists reestablish possible anchors, emphasizing the trajectories of manufactured objects and
their intangible inheritance, others seek these anchors in the study of elements issued from nature. By taking
an interest in ways of preserving seeds, for example, from traditional agricultural procedures to those of the
globalized world, Jumana Manna sheds light on our modes of consumption, from survival to overproduction.
Asako Iwama deploys research around methods of pine resin extraction, and its military use by the Japanese
army to fuel its planes during World War II. These practices reveal the extent to which human activity
throughout the twentieth century has contributed to the discrediting of nature and the vampirization of its
resources in favor of a race for development. Which is what the mixrice collective takes on, too, in Plants That
Evolve (in some way or other) (2013 ), following the displacements in South Korea of ancient trees from one
territory to another, depriving entire communities of their roots, with the sole aim of facilitating the urban
and economic growth of the country.

Clearly, our environment is not just what surrounds us, something interchangeable or replaceable, but a
space where multiple particles and trajectories issued from various temporalities and different realms of the
living and the non-living are interposed and interlaced: an entwining that, according to the anthropologist

Tim Ingold, creates “the texture of the world.”®

In the desire for a more harmonious occupation of our territories, Yukihisa Isobe has developed a
pioneering body of work since the 19605, blending environmental planning—a process that considers the
natural environment in light of social, political, and economical factors—and abstract representation. This
engagement finds an echo in the meditative and speculative fiction of Liu Chuang, in the way he explores
systems of the exploitation of nature where our social and economic behaviors are inscribed in forms of
domination, and indeed destruction.

Wandering in the Wind °

The sun, the weather, a cyclone, a life cycle? I still wonder about the meaning of the spiral represented in
this cave painting' that dates from the seventh century and is located in Futaba, a few kilometers from the
Fukushima Daiichi nuclear power plant. I took this photo when we, along with Call it anything, a collective
of international researchers based in France!, were invited by Hikaru to enter the difficult-to-return zone
to visit the Futaba museum. When the curator of the museum, Takamitsu Yoshino, led us to a site near the
elementary school that had remained unchanged since March 11,2011, we did not know what we would
find. This painting on the wall was like an apparition, an image emerging from the past that was juxtaposed
with the present of the forbidden zone, and its future still unknown, interrupted by contamination for a
number of years. Like a temporal rift, it came to break up the linear time of that day, during which various
layers of time constantly collided with each other: from the archaeological ruins present throughout this
territory to the long duration of radioactive decay.

This very real experience of a “time out of joint™'? only reinforced this question: How many catastrophes
must we face before we seriously consider the consequences of capitalism and especially what is required in
terms of reinvention in our societies and our ecosystems? “The winds of the Anthropocene carry ghosts—the
vestiges and signs of past ways of life still charged in the present, they carry the traces of more-than-human
histories through which ecologies are made and unmade.”" To seck out and gather these “more-than-human
histories,” adventurous, independent, or local, to shake up our modes of knowledge, to cultivate care: the
polyphony of approaches and points of view of the artists assembled here bring perspectives marked by the
entangling of the living and the non-living, playing on the infinite mobility of the positions they occupy,
both real and imaginary; yesterday, today, or tomorrow.

Elodie Royer

Translated from the French by Jeanine Herman

1 Stills from this video documentation are represented pages 102, 104 and 106. It can be viewed online here: https://vimeo.
com/420945896.

Hikaru Fujii, Facebook post, May 22,2020.

3 Les nucléaires et les choses [Nuclear power and things] was the title of the solo exhibition Hikaru Fujii presented at KADIST in
Paris, May 19—July 28,2019. The link https://kadist.org/program/hikaru-fujii-les-nucleaires-et-les-choses/

Some of these objects are reproduced in this publication on page 74.

S Donna J. Haraway, Staying with the Trouble: Making Kin in the Chthulucene (Durham and London: Duke University Press, 2016),
introduction.

6 Donna Haraway, Staying with the Trouble, introduction.

7 Preface by Maurice Godelier, in Sally Price, Arts primitifs; regards civilisés, trans. Jaenine Herman (Paris: Ecole Nationale des Beaux-
Arts de Paris, 2006 ).

Tim Ingold, Being Alive: Essays on Movement, Knowledge and Description (London: Routledge, 2011), pages 70-71.

9 During our initial discussions about this exhibition with Kyongfa, wind was a recurring and metaphorical motif of the trajectories
and displacements that inhabit the exhibition. “Wandering in the Wind" was taken from an eponymous action by the Japanese
collective PLAY, done in 1976: Wind! Unlike when we drift on a stream, we should always walk steadfastly against the wind. In the
Sarobetsu Wilderness in Hokkaido, the very wind of creation blows unceasingly. We walked against the wind there for five days.

1

1

(=}

The painting was discovered in 1997 during the construction of the Futaba Municipal Minami Elementary School, on page 86.

[

Call it anything is a collective based in France and supported by F93, which since 2012 has developed a set of research and public

initiatives with the disaster of Fukushima as their point in common.

12 This expression is used in reference to the philosopher Vinciane Despret, a member of the collective Call it anything, who,
following a visit to the Futaba Museum, formulated the idea of “constant temporal collision.” Here is an excerpt of her remarks
from the film by Hikaru Fujii, The Anatomy Classroom, 2020 “: A phrase by Shakespeare that I never understood’, The time is out
of joint,"appeared to me in all of its splendor and clarity at that moment. Because we were visiting a museum that was museified
by the fact that it was being visited. Thus, what we were visiting was an old museum that had changed functions and became a
museum of hospitality and of objects that typically only reside in ethnology museums... It takes some time as a candidate for a
pressure cooker to enter a museum collection. What I mean is that it is almost like an antique of the contemporary. [...] So we find
ourselves with five times at the same time. We asked ourselves: Is time out of joint, especially since the future is so problematic
that we don’t know what to do with these things?”

13 Anna Lowenhaupt Tsing, Nils Bubandt, Elaine Gan, Heather Anne Swanson, eds., Arts of Living on a Damaged Planet: Ghosts and

Monsters of the Anthropocene (Minneapolis: University of Minnesota Press, 2017 ).
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CakIL G 2 /L (B H 120204 S H SHL6H) | Hikaru Fujii, stills from video documentation COVID-19 MAY 2020 (filmed on May $ and 6, 2020)
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Works in the Exhibition

Notes:

— The works are listed in order of appearance
in the exhibition.

- For each work, the information provided is
the artist's name, title, production year, material,
dimensions, and collection information.
Credits lines are added as needed.

— All copyrights belong to the respective artists
unless otherwise indicated.

Tom Nicholson

Comparative Monument (Shellal)

2014-2017

Grass tesserae mosaics, wooden boxes,

2 channel digital video (16:9)

Display dimensions variable,

video: 6"017/left, 13'39"/right

Collection of Art Gallery of New South Wales,
Contemporary Collection Benefactors and Patrick
White Fund 2017

Pio Abad

The Collection of Jane Ryan & William Saunders
2014-2019

Postcard reproductions of Old Master paintings
sequestered from Ferdinand and Imelda Marcos
and sold by Christie’s on behalf of the Philippine
Commission on Good Government, 98 sets,
unlimited copies

Display dimensions variable

Splendour

2019

5 inkjet prints on matte laminated PVC sheet
Display dimensions variable

mixrice

Plants That Evolve (in some way or other)
2013

14 inkjet prints, 2 channel video
Display dimensions variable,

video: 14"00"/left, 10" 21"/right,

prints: 95 x 75 cm each

Jumana Manna

Yukihisa Isobe

Asako Iwama

Personal Landscape: Pithiviers

2000-2001

Mixed media on the map published by French
National Institute of Geography

88 x 68 cm, scale: 1/25,000

Collection of Museum of Contemporary Art
Tokyo

Personal Landscape: Royére-de-vassiviére
2000-2001

Mixed media on the map published by French
National Institute of Geography

88 x 68 cm, scale: 1/25,000

Courtesy of Art Front Gallery, Tokyo

Personal Landscape: Peyrehorade (Végétation)
2000-2001

Mixed media on the map published by French
National Institute of Geography

88 x 68 cm, scale: 1/25,000

Collection of Museum of Contemporary Art
Tokyo

Personal Landscape: St. Vincent de Tyrosse
2000-2001

Mixed media on the map published by French
National Institute of Geography

88 x 68 cm, scale: 1/25,000

Collection of Museum of Contemporary Art
Tokyo

Investigation for Japan National Land Agency:
Condition map of earthquake danger areas, Osaka
Bay area

1976

Paper, ink marker

107.5 x 107.5 cm, scale: 1/100,000

Courtesy of Art Front Gallery, Tokyo
Investigation for Japan National Land Agency:
Condition map of flood danger zones, Osaka Bay area
1976

Paper, ink marker

107.5 x 107.5 cm, scale: 1/100,000

Courtesy of Art Front Gallery, Tokyo
Investigation for Japan National Land Agency:
Condition map of steeply sloping area and landslide
danger area, Osaka Bay area

1976

Paper, ink marker

107.5 x 107.5 cm, scale: 1/100,000

Courtesy of Art Front Gallery, Tokyo
Investigation for Japan National Land Agency: Urban
disaster prevention plan, Mt. Rokko area

1979

Paper, ink marker

59.2 x 42 cm, scale: 1/25,000

Courtesy of Art Front Gallery, Tokyo

Cache (Insurance Policy)

2018-2019

Ceramics and tadelakt (consists of concrete,
lime, pigments), steel grids, plinths

Display dimensions variable

Wind Direction Undefinable

1998

Mixed media

435 x 517 cm

Courtesy of Art Front Gallery, Tokyo

Pinocchio

2020

Resin, glass, plaster, photopolymer, copper tube,
linen fiber, PVC tube

Dimensions variable

Display in collaboration with:

Fotini Lazaridou-Hatzigoga

Support: Margriet Thissen from Jan van Eyck
Academie, Wilfried Hanke from Quarz &
Glasblaserei Horst Miller, SCULPTUREBERLIN

Liu Chuang

Bitcoin Mining and Field Recordings of Ethnic
Minorities

2018

3 channel video

40700”

Courtesy of Antenna Space, Shanghai

Kapwani Kiwanga

Rumours That Maji Was a Lie...

2014

Mixed media installation

Display dimensions variable

Courtesy of Goodman Gallery, London

Dale Harding with Hayley Matthew

Know them in correct judgement - Gami

2020

Ochre on 185 gms Arches paper, budgeroo timber,
manuscript, pedestal

Display dimensions variable,

113 x 175 cm each, 6 pieces

Courtesy of Milani Gallery, Brisbane

The Propeller Group & Superflex

FADE IN: EXT. STORAGE-CU CHI-DAY
2010

Single channel video

535"

Collection of KADIST

Hikaru Fujii

The Anatonry Classroom

2020

Artifacts from the collection of the Futaba Town
Museum of History and Folklore in Fukushima
Prefecture, single channel video

Display dimensions variable, video: 36" 00”
Support: Futaba Town Board of Education

Alexandra Pirici

Parthenon Marbles

2017

Ongoing performative action
Dimensions variable

Collection of KADIST
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Curatorial collaboration between
the Museum of Contemporary Art Tokyo (MOT) and KADIST

Initiated in 2015 by curators Kyongfa Che (MOT) and

Elodie Royer (KADIST), this collaboration has unfolded across

a series of three exhibitions based on artistic forms of engagement
in contemporary society.

Almost nothing, yet not nothing
A collective exhibition as part of MOT Satellite 2017
October 7 —November 12,2017
Arts and Science Lab in Tokyo University of the Arts Ueno Campus
and Kiyosumi-shirakawa

[Artists]

Eric Baudelaire

Julius Koller

Myriam Lefkowitz

Wendelien van Oldenborgh

Motohiro Tomii

Les nucléatres et les choses

Solo exhibition by Hikaru Fujii
May 18 — July 28,2019
KADIST, Paris

Things Entangling
Collective exhibition
June 9 — September 27, 2020 #Dates changed from March 14 —June 14, 2020
Museum of Contemporary Art Tokyo
[Artists]
Pio Abad
Hikaru Fujii
Dale Harding with Hayley Matthew
Yukihisa Isobe
Asako Iwama
Kapwani Kiwanga
Liu Chuang
Jumana Manna
mixrice
Tom Nicholson
Alexandra Pirici
The Propeller Group & Superflex

About KADIST

KADIST believes contemporary artists make an important
contribution to a progressive society, their work often addressing
key issues of our time. As a non-profit organization dedicated

to exhibiting the work of artists represented in its collection,
KADIST encourages this engagement and affirms contemporary
art's relevance within social discourse. Its programs develop
collaborations with artists, curators, and many art organizations
around the world, facilitating new connections across cultures.
Local programs in KADIST's hubs of Paris and San Francisco
include exhibitions, public events, residencies, and educational
initiatives. Complemented by an active online network, they aim at
creating vibrant conversations about contemporary art and ideas.
Co-founders: Sandra Terdjman, Vincent Worms

Kadist Steering Committee: Marie Martraire, Joseph del Pesco,
Sandra Terdjman, Emilie Villez, Vincent Worms
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Note on the allegation against sexual misconduct by Chulmo Yang, a former member of mixrice

This exhibition includes the work “Plants That Evolve (in some way or other)” (2013 ) by the
Korean artists’ collective mixrice. In late June 2020, we were informed that one member (now-
former) of mixrice, Chulmo Yang, had been accused and admitted to making inappropriate
and sexual remarks to former colleagues while working on an independent project. The case
has since ignited a lot of debates in the cultural scene in South Korea in the midst of ongoing
#Metoo movement, and Yang made a public apology through his Facebook. He was excluded
from the collective, and mixrice is now run by three artists (Jungwon Kim, Gyeol Ko, and
Jieun Cho).

As organizers of the exhibition, the Museum of Contemporary Art Tokyo and KADIST have
investigated this case and published a first statement in July on each of our websites in order
to affirm we condemn any form of sexual misconduct and stand in solidarity with the people
who have suffered from and stood against sexual violence. Subsequently, we received a request
to remove the work from the exhibition by the support group of the victims in Korea in August.
We took this request seriously and considered various ethical and moral priorities as cultural
institutions.

Discussions on whether or not works should be dismissed because of the wrongdoing
of their producers have been ongoing in different cultural fields. Each case has its own
complexity and implication, and it is not possible to defend all works for the autonomy of art.
Nor is it to negate them because they were created by an individual suspected or confirmed
to have engaged in serious misconduct. In this particular case, we deem it important to
acknowledge that the work was made by a collective and with the contribution of other
mixrice members than Chulmo Yang.

Moreover, as art institutions, we share—and ensure a space for—critical insights into our
society through the presentation of art. In this case, instead of removing the artwork from public
view, we have decided to initiate other ways to call attention to the ongoing issues of gender
inequality and sexual violence. We will thus continue to display the work until the exhibition
closes on September 27 alongside this present text as a new gallery label to underline the
importance of making these issues more visible and institutions’ decision-making transparent.

To start fostering an attitude of vigilance, we are also providing on KADIST website a
growing list of resources about sexual harassment and institutional responses. We hope these
elements will open up conversations and raise the awareness of our audiences toward ongoing
issues of gender inequality and sexual violence.

Museum of Contemporary Art Tokyo
KADIST
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Things Entangling

Exhibition

June 9-September 27,2020
Museum of Contemporary Art Tokyo

Organized by the Museum of Contemporary Art Tokyo (MOT), operated by
Tokyo Metropolitan Foundation for History and Culture, and KADIST
Under the patronage of Ambassade de France / Institut frangais du Japon
Grants from Takashimaya Cultural Foundation, Arts Council Korea,
Institut frangais, and Australian Embassy Tokyo

Corporate support: JAPAN AIRLINES and LYURO

Special support: Futaba Town Board of Education, Fukushima

Curators: Kyongfa Che (MOT), Elodie Royer (KADIST)

Public relations: Chiako Kudo (MOT), Mariko Okamoto (MOT)

Education programs: Yasunori Goh (MOT), Akane Torii (MOT)

Online programs: Amanda Nudelman (KADIST), Sophie Potelon (KADIST)
assisted by Francesca Maltagliati (KADIST)

Collection: Martina Sabbadini (KADIST)

Exhibition assistants: Yoshitaro Inami (MOT), Miki Morioka (MOT)

Exhibition design consultant: HIGURE 17-15 cas
Lighting design: LIGHT MASTER CO., LTD.

Catalogue

Authors

Kyongfa Che [KC]
Elodie Royer [ER]
Pio Abad [PA]
Jumana Manna [JM]
Alexandra Pirici [AP]

Editors
Kyongfa Che, Elodie Royer

Editorial assistants
Megumi Konishi, Miki Morioka

Translators
Mayumi Hirano (English-Japanese), Meri Joyce (Japanese—English)
Jeanine Herman (French-English), Kyongfa Che (English-Japanese)

English proofreader
Lindsey Westbrook

Designer
Toshimasa Kimura

Photographers
Kenji Takahashi (pp.2-9, 12,97-108), Megumi Konishi (pp. 10-11)

Printed by
Sunmcolor Co., Ltd.

Published by
Museum of Contemporary Art Tokyo

KADIST

© 2020 the publishers
© 2020 the artists and the authors

All rights reserved







