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// Foreword

“l hope you are OK?”

| had just opened my laptop to read my emails for
the day and this was the first message | had received.

“| just saw! It's terrible. Please take good care of
yourself”

The second email | opened was equally strange. A
couple of hours prior | had started my day: bright
midday sun flooded through my room, blue skies
as far as | could see.What were my friends talking
about? Tome,itseemed likearegularFriday morning:
this March |'l,201 . A few weeks previously | had
left my position with the Goethe-Institute Japan in
Tokyo and decided to enjoy a sabbatical far away
from the rest of the world in Sydney, Australia-
a fact | had neglected to advertise in emails, on
Facebook or through any other means of www:-
persona. Hence, when the March | 1,201 | Tohoku
earthquake and its subsequent tsunami devastated
large areas of Eastern Japan and triggered the
nuclear meltdown of the Daihoku power plant, |
was far from everything geographically, but in my
friends’ minds, still in the center of the catastrophe.

The paradox between our actual physical self
and the “avatar” we create of ourselves when
communicating through the Internet is oftentimes
gigantic;the Internet, which allows us to be virtually
real but not physically existent, creates a version of
ourselves which, to us, can seem better, stronger,
more interesting, yes,almost supernatural. Ve seem
to exist in two worlds: the real world (how boring!)
and the virtual world with its endless opportunities.

Yet all of a sudden, the unthinkable occurs:a natural
disaster triggers an even more “unnatural” disaster.
While our'‘avatar’ can be far away from everything,
our physical self, our body, cannot. | was fortunate
to have escaped, but the vast majority of people in
Japan had not. Instantly,we are made aware that the
incredible invention ofthe Internet has one inherent
flaw: when it comes to reality, it is nothing but a lie.

Over the course of history, devastating
catastrophes such as war, disease, and natural
disasters, have triggered some of the greatest
impacts on the cultural production of a
society. When asked by Friedman Benda to
come up with a new look at contemporary
art production in Japan, it made sense to



look at the impact “March |1 — as it is widely
referred to in Japan -- had on the artistic production
of this vastly culturally rich society. Rather than
finding artworks that reflect these occurrences,
Reiko Tsubaki and | decided on a less conventional
method of curating. After drafting our curatorial
concept, we invited a number of artists whom we
considered interesting and whom we expected to
bring a new perspective to this thesis to submit
their ideas for the show. The results are now on
display in:"“Duality of Existence — Post Fukushima”.

My deepest gratitude goes to Barry Friedman
and Marc Benda who have supported this
investigation from the very beginning. Moreover,
my gratitude goes to all of our Japanese partner
galleries, who have worked constantly to make this
exhibition come to fruition: AOYAMA | MEGURO,
Arataniurano, CASHI, Imura Art Gallery, Mujin —to
Production, Yamamoto Gendali, and, of course, to
all the artists for their interest in investigating the
question at hand. Most importantly, | would like
to thank my co-curator; Ms. Reiko Tsubaki of the
Mori Art Museum in Tokyo, who through her vast
knowledge and insight into the current art scene in
Tokyo and throughout Japan, has brought together
an array of artists -- from the very unknown to the
famously known — that will make this exhibition
an unforgettable experience for all involved
and, most hopefully, for you -- our audience.

Thorsten Albertz
June 2014
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/I Duality of Existence
—  Post Fukushima

Beginning with the spread of cell phones and
the Internet in the 1990s and the development
of Twitter, social networking, telecommunications,
and information  technologies, the  way
we communicate has changed immensely.
Furthermore, subways, bullet trains, and airplanes
have brought on advancements in transportation
that have increased the ubiquity of the identity we
call the “self” and altered how we perceive time
and space. Human contact via telecommunications
has surpassed physical face-to-face conversation
and, given the current circumstances, our physical
embodiment has become obsolete, even to the
point that this aspect of our existence seems to
have been lost. As various pieces of information and
images conceal our dalily lives, the relation between
the truth and fiction mediated through images
has transformed, leading us to wonder whether
networks are where spatial awareness now exists.
Inthemeantime afterthe GreatEastjapanEarthquake
of March ||, 201| destroyed and washed away

everythingin its wake, we once again became keenly
aware of how much the world and humanity are
bound to their physical existence. Even a network
like the Internet becomes disconnected once its
physical infrastructure breaks. Furthermore, the
Fukushima Daiichi nuclear disaster made known
the terror of having unseen radiation ravage the
basis of livelihoods, places that are home to so
many memories, as well as living flesh and blood.
Nonetheless, despite the catastrophic destruction
of vast infrastructure, people were able to
check the status of their loved ones via online
social networks, and radiation information (that
even today has yet to be officially released) was
shared online through platforms like Twitter and
the blogosphere. The Internet became the main
source for information.

In other words, while we exist physically,
telecommunications and Internet-like networks
sustain half of our existence. Is connecting to
communications  networks and  exchanging
messages and information becoming a body-like
proof of our existence! Do the information self
and physical self now overlap? It is uncanny how,
through this duality, physically adjacent people
can communicate with each other via email and
messenger programs. At the same time, for us
very analog and physical human beings, sharing the



same  physical space  has  paradoxically
become more important, and our urge for
“raw communication” cannot be denied.

This exhibition introduces the work of Japanese
artists who, using as a theme the duality of
the self simultaneously existing in the physical
and virtual world, explore the possibility of
this dual existence and issues related to it

/1

Yusuke Suga's Mediator depicts a rider wearing
a spacesuit, but a video of a road passing by is
playing in the helmet's visor, mocking the modern
person staring into virtual reality. According to the
author, Schrédinger's Cat gave him a hint: mind/
body exists and doesn't exist at the same time.
The work seems to express how we will not (and
cannot) go anywhere when we seek to escape
ourselves and the quantum body. The form that
confronts us,reminiscent of Ghost in the Shell, invites
us to rethink what we consider to be the ideal.
In Swapping Tragedies, lenticular printing allows the
atomic bombing of Hiroshima, New York's 9/1 1,
and the Fukushima Daiichi nuclear disaster—
horrific tragedies caused by humanity—to each
come into view by itself depending on the viewing
angle. The work brings to light the clear difference

between learning about incidents
through information and sharing
another’s pain on a physical level.

Disaster (Climbing) uses a 24 cell geometric form
to represent four dimensions in a more easily
understood 3D format. It can be said to be a
three-dimensional work that represents the
traces of an object that met its disaster in another
dimension, self-destructing under its own gravity,
the very gravity unseen by the object itself.

/1

Kazuki Umezawa scans and collects information
scattered across the net and images of anime
characters, and translates their multi-dimensional,
chaotic energy and incomprehensible quantity of
information into the form of large-scale collages.
In a certain sense, it can be said that his work
accomplishes what could only be done by a child of
the post-1995 Internet age. However, immediately
after 3/11, subculture websites that had been
brimming with anime and characters became
flooded with images of tsunami waves and debris.
This  traumatized Umezawa. While thinking
of what he could do as an artist, he gathered
images of the destruction and created
a work with the goal of preventing the
disaster from fading from the public memory.



A Certain Mankind's Super Landscape I, which
was made about a year after 3/11, is a work that
connects Umezawa's beloved character culture
to the disaster, making itself a verse in the prayer
for a better tomorrow. In addition, AR image core
involving all is a collaboration with a group of
engineers known as the “AR3Bros." The work uses
a brand new technology called AR (augmented
reality). In this work, images of characters and
debris are unified.VWhen viewed on an app-installed
IPad, a looped animated image with certain parts
preserved disintegrates and then returns to its
original form. In addition, Umezawa produced his
latest exhibited works by drawing unconsciously
by hand, the result of an experiment to see how
much his unconscious drawings would express
characters compared to disaster wreckage.

/1

In Hirofumi Isoya's We only live, only breathe, the
traces of a sigh remain on two sheets of mirror-like
black glass, signifying human presence and ambition.
This work reflects Isoya's feelings towards the
exhibition's theme and 3/1|, which he describes
as feelings of “nobility/strength and humanity that
comeswithloss.'Sincemirrorsonlyrevealthesurface
of whatever they reflect, a mirror image does not
guarantee the physical existence of the reflection.

However, when we are confronted with the work,
we expect to recognize our own figures in the
background. But at that very moment, the traces
of the sigh come into view where one expects
to see one’s own face, thus preventing the viewer
from distinguishing one's own existence.

This work alludes to Felix Gonzalez Torres’ Untitled
(Orpheus, Twice) (1991), which uses two mirrors to
bring to mind a couple. Compounded with this
reference, the work emphasizes direct face-to-face
contact and physical reality.

/1

Takahiro Iwasaki's Reflection Model (Omnipresence)
uses architecture representative of the Heian
period to create a doubled and reversed Buddhist
Pure Land embodiment of the Phoenix Hall in the
Byodo-in temple in Uji, Kyoto.When looking at the
actual Phoenix Hall from the front, the pond in
the garden reflects the structure, also creating a
double image like this work. However, unlike the
original that reflects a virtual image on the water,
this work gives the duplicate a physical mass. By
highlighting the relationship between images and
reality, the work poses a fundamental question
that brings Narcissus to mind. According to
Iwasaki, the reflection model “uses the dual nature



of ancient structures, whose waters capture
the omnipresent character of the divine, to
transport viewer's to a portable Pure Land”
In Iwasaki's second new work, Out of Disorder,
materials close at hand, such as hair and towels,
comprise an upside-down micro Ferris wheel
set in a scene where space and time are
warped. The motif is a Ferris wheel on the
night of the 3/l disaster The Ferris wheel,
which spins up a world of fiction, stops to save
electricity, thus casting an eerie steel silhouette.

/1

In Masuharu Sato's Calling, telephones continue
to ring in several deserted locations that
appear to be in Japan. The phones ring for
absent receivers on a street lined with new
stores where cherry blossoms are in full
bloom, inside a gymnasium where it's raining
outside, within a train on a road lined with
rice paddies, and inside a karaoke box where
the lyrics of the Japanese national anthem—
Kimigayo—flash across the screen. Then, since
the network between the caller and receiver
Is suggested, the existence of characters not
present paradoxically comes to the surface.
Although the work is part ofa seriesthat beganin
2009, itisbased onthe sceneryaroundtheartist’s

neighborhood in Ibaraki prefecture following
the Great East Japan Earthquake of 201 1. When
confronted by these scenes, we cannot help but
feel the disaster's aftermath, but this is because
of how we interpret them. The digital animation,
produced by analog techniques, portrays twisted
and disturbing everyday scenes in the outskirts
and countryside of a city, thus raising questions
concerning problems tucked away in the
recesses of modern society as well as questions
regarding certain forms of human existence.

/I

ChimTPom’s  video installation Coyote pays
homage to Joseph Beuys' famous performance,
| Like America and America Likes Me (1974). The
idea for the work originated from when the lone
woman in the group, Ellie, traveled to Hawaii to
film for a television program. However, one of
the crew accompanying her had been indefinitely
denied entry to the U.S. ever since a past minor
mix-up at customs. In his performance, Beuys
didn't even glance at NY, and instead spent his
entire stay playing with a coyote, an animal sacred
to many Native Americans cultures, perhaps in an
effort to criticize civilized society and its center of
art, New York City. Meanwhile, migrant smugglers,
commonly called “coyotes,” resist state policies



of the US. by slipping through the cracks of the
excessively controlled surveillance state that
Edward Snowden exposed. The coyotes have
become syndicated and seek capitalistic monetary
compensation for their work, and therefore in the
artists' minds they must not be equated with the
sacred, wild animal. At the same time, it is true
that Mexican drug cartels and coyotes are said
to be the result of American capitalism. Amidst
these complicated affairs, curiously enough, the
Japanese artist, could only have performed this
with the help of the “coyote” smugglers. The reality
of this situation, which has become more serious
since the 1970s, is made evident by this work.

/1

Motohiko Odani's A Dead Man Sleeping is a video
installation consisting of two projections. It features
a heated iron sphere pendulum that perpetually
swings underwater. However, the pendulum hits
and shatters a blood-like thin, red glass, suggesting
death’s unexpected visit. The title is based on
criminals who are condemned to death and live
in the solitude of prison walls. Since the existence
of condemned criminals is removed from society,
it is as if they do not exist. However, the moment
one is executed, the execution instantly
becomes headline news. In that sense, their
existence seems to consist in the “death” of

the death penalty. Moreover, the fear of execution
always accompanies death row inmates, so it surely
rests in the depths of their consciousness even in
their sleep. Hence, the existence of condemned
criminals consists in the duality of “life” and “death.”
However, if reconsidered, we realize that everyone
is in a similar position to the condemned criminal.
Whether by a natural or human-made disaster, no
one knows when death will visit. Furthermore, the
blood red of the broken glass insinuates how “life”
is owed to the physical existence of our bodies.
In Hollow (Study for a self portrait type-A), the
entirety of terrestrial existence escapes from
the shackles of vertical gravity, and the artist's
duplicated head floats as if to say, “Shall we
break free?” The work references the statue at
the Saiou temple made by Hoshi to reveal the
eleven inner faces of Kannon, thus showing the
layered and multi-dimensional nature of reality.

/1

While telecommunications advance and we
attempt to dissociate our existence and spatial
awareness from physical reality, our existence
is nevertheless essentially physical and tied to
death—these works serve to remind us that
our existence is nevertheless essentially physical
and tied to death—these works serve to remind
us that our existence consists in such dualities.

Reiko Tsubaki
June 2014
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Hirofumi Isoya

We only live, only breathe 1, 2014
Glass

66.93 x 39.37 x .2 inches

170 x 100 x .5 cm












Kazuki Umezawa

A Certain Mankind's Super Landscape 11,2012

Inkjet-print on wood panel, acrylic, glitter paint and pen
70.87 x 196.85 inches

180 x 500 cm

Courtesy the artist and CASHI






Stills from:

Masaharu Sato

Calling, 2014

Full high definition Blu-ray Disc and quick time single channel animation
Total run time: 10 minutes; 30 seconds

Edition of 3

Courtesy the artist and Imura Art Gallery






Stills from:

Motohiko Odani

A Dead Man Sleeping, 2013

Video installation

Dimensions variable

Continuous loop

Total running time: (Falling): 27 minutes;
Pendulum (2 minutes)

Edition of 5

Courtesy the artist and Yamamoto Gendai






Motohiko Odani

Hollow (Study for a self portrait type-A), 2014

Fiberglass reinforced plastic, urethane paint, mixed media
18.5 x 14.17 x 14.96 inches

47 x 36 x 38 cm












Yusuke Suga

Mediator, 2013

Racing suit, helmet, projector system, resin
72.05 x 19.69 x 27.56 inches

183 x50 x 70 cm
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