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FH, £dn. BEE. SR XK. B,

6ADTRBRDEICH>T-bD, ZNIZRZAGVWHEZRZEW5ZL,

Bees and cabbage white butterflies can see ultraviolet rays; pit vipers can see infrared rays.

If we had an eye transplant from another organism, we would probably live in an entirely different world.
Apparently by sensing things we cannot see, we can sometimes visualize them.

The outer space, life, distance, consciousness, words, time: six people turned their eyes towards these.

We're talking about seeing the unseen world.

Photo by Keizo Kioku, Courtesy of 21st Century Museum of Contemporary art, Kanazawa
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Discovering the universe’s rules
becomes the power to live

RZBEWHEDZESRBLT EH, TEDD, BRIEHIEZDOI L%
FoLEZTEETELLIICBVWET, BEEPIPHANY WORKS & Ly
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TeALDTKEAVET, FEZI VWS ARERICHESIEIC, [Th
[FtHOBRICLoMIEZBRLTIEWITR W] EYIRICBSDTY, ZL
TERD-DHDOBELERIZ, BAICTEDRILETIERWLA, &,

EMNAXEBEDFMEBBIADLE, ZOVOEYTT, FUDTEA
SHEICERINABRERE, TILVEEREIR. BAOEIRX
BZRD, HR2TOELMEAHR TERLTCVWIEATRY S b
TY, XRLERBTIHEBTERL -7, BEERODECHRDERE
RRBIENTERTILVERFLFERIE, RXFELHOEETH
HoRAPEDORYII L, TOEEDFHRLERDIL—Y %FD
ZENTEBATY,

ZHZHRIEDH>TVWIPEIEFEEE OO TH 5%, &Y
5% IFEFHDHASHENWE—ITE— F—IITXLF—EEHNT
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[ALMA MUSIC BOX: ZEICW <K EDiEE] £ WS 7RV 2y bEIIH
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WZEEEOLINBITEELLTWIT 5L BoTWET,

How do you visualize something you can't see? Can you? When |
think about it, | feel like I've been thinking about that all my life. It's
in the name of my company EPIPHANY WORKS, and “epiphany”
means ‘manifestation, intuition.” It's like seeing the un-seeable is
right there in the definition.

Other than that, there are two things that I've held dear to my
heart, and striven for, throughout my work. The first is visualiz-
ing the huge, un-seeable, expansive energy in outer space and in
nature. The second is to see the world from an angle that differs
from everyday common sense.

There are many amazing people all over the world who visualize
the unseen, using various techniques. Whenever | come across one
of those people, or their work, | always think, “I need to communi-
cate this all across the world.” And then | began thinking that as a
mediator for communication, | could do just that

Masaaki Hiramatsu from The National Astronomical Observa-
tory of Japan (NAQJ) is one of those people that inspires those
thoughts in me. ALMA radio telescope in Chile’'s Atacama Desert
is amassive project run by 21 countries and areas including NAOJ.
The ALMA telescope, unlike optical telescopes, is able to observe
the radio waves from ultra-low-temperature dust and gas, which
allows astronomers with long-cherished desire to view the origin
of the Milky Way and stars, as well as search for the roots of the
universe and life itself

In the end, the matter we know about only makes up 5% of the
universe; the remaining 95% is made up of dark matter and dark
energy, which we know very little about. In other words, we hardly
know anything about the world. The astronomers took that fact
and built the ALMA telescope. | felt their passion and struggle
through Mr. Hiramatsu, and so in 2014 | started the "ALMA MUSIC
BOX: Melody of a Dying Star" It's an art piece that makes use of
radio waves data from a dying star, and sets it to music in order
to share science through creativity. At the moment, we're trying
various other evolutions of the project as well.

Discovering the universe's rules allows humanity to begin to
solve universal mysteries, and becomes the power to live. | believe
that. | want to continue being a mediator to communicate the
truths that | want to share, regardless of their field.
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Credit: ALMA (ESO/NAOJ/NRAO)

MORE  Sari Hayashiguchi
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Producer. She founded EPIPHANY WORKS in 2005, through which she plans

and executes art projects and concerts. Lately, she's also been involved in
local development projects in Toyama prefecture, her home base

Credit: Clem & Adri Bacri-Normier (wingsforscience.com)/ESO
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To question the gap between fact
and sensation

ABEIE, EfeiERicr? ZOBICERZAVEWSHTEE
RERTIEDNT—TAAITHBHDIv I aviZeB-oTWET,
ZDEBEIEBMER DOV EDHDNA (X)) T, HHWE, R
BLEFOMREL>TFEFELORICDNAOGFEEEZHbHo71-&
EAYICTITILELE, ZOZESBABEDEMIC, 1<
SADEGERNEE>TWVD, ZOBERDIT N TEHEAMD T
ENTERDL, ABORMPBRERELIE I LNA VAT, &,
DNAZBH DSEE TR LT, NMATo0 /Y —DM#EIE
ROEBEHA, I TRUBRILERFENARFER" L, AD
CRETICIEXLDHBEVNSIZE, REZORETIIEISNA
WREZIZ, 7P CREBETELILIEERB->TWVWBATT,
BIZNLN— b F—DFTF T+ PLANEEHITHRILLIZEN
AFTLEYZHTIE, MADEEH HIRELL 7 DNA% K IZIE
BHRAATHETWBREREE DB LW TRV 2/ (BE2) %
TWELE, RKIZABOEFEORA TREHNREEZRLTW
T ADHEEODLZIEDTES, ZORER, B-VERLEILEST
WMAEDAI 25— avhEFNBEBSATT,
BMEOLEEA,S ENIE, COBZHISBAOBIEBE->TVE

1. R2IHREMECEE [bh bR | KX FTEAL S0 EM] (2015
#£5820H8~118158) TRRSN 7. [ALMA MUSIC BOX: ZEIC < 2 DHE
Bl TWERFIRAEUNT 22T LRRICESHTRDZ VS HRT DR
Fld. PARTYDNINERSAZBHETIERND Y TAX—TbDHBHIDL
&R, http://alma.mtk.nao.ac.jp/musicbox/

2 HEMEMIEIELTVWEE [BE3TKLOERE] AR TIERT — 22 A48
LB, 2011 FEICTVIEEBEHIIRI DD,

3. FY - TYFRUFDIERS5000X— MLOBRICEBEINTWST LY EE
HOMRE L. |AITHIZ 275 6,000, ZNIEERRAOARICELTWSTHE
HE-EWVRZBIFE,

1. The "ALMA MUSIC BOX: Melody of a Dying Star,” displayed at the “In Our
Time: Art in Post-industrial Japan " (May. 26 — Nov. 15, 2015), an exhibition
of 21st Century Museum of Contemporary, Kanazawa. The data recorded by
the ALMA telescope was turned to music and video for the first time. It's the
world's first effort made through collaboration with an international group of
creatorsincluding Masashi Kawamura from PARTY, and thefirsttime that data
recorded by the ALMA telescope was turned to music and video.

2. Apicture, taken in 2011 by the ALMA telescope, of the radio waves data
given off by ‘R Sculptoris,” a dying star.

3. The resolution of the ALMA telescope, nestled 5,000 meters in the high-
lands of the Chilean Andes, is extremely high — that's strong enough to see
a 1yen coin in Osaka all the way from Tokyo.
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LW —AMBMESRLMSCLERIATT,
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INHFE DIy avFEBoTU0ET,
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1. [Ghost in the Cell : #BE2D R DT )

MEARY 7 M HEIV] ICBEFEMEEER. £6/ FEGOREREZM L
BE¥ER%EBCLAGIE - BN, BHEE (T¥EL -DJ) LEIPTVARTL
b T OBh0bE, BREAGE—EOMIICRI Ay RAL—
vavaEEY EIFfe, ~3A 218 (B - ) £T. £IR2TERREMECHRER,

2. BCL[Biopresencel 2004 £

3. BCLTCommon Flowers/Flower Commons] 2009 4

1. Ghost in the Cell

Ghost in the Cell re-examines the boundary between the living and the
non-living, between life and death, by creating a synthetic genome for
“Hatsune Miku" — the singing synthesizer program — and then adding parts
of this DNA in iPS Cells, which were developed in beating heart cells. BCL
partnered with sound artist Nao Tokui and Semitransparent Design to cre-
ate an installation that imagines the exhibition space as a single cell. The
installation is on display at the 21st Century Museum of Contemporary Art,
Kanazawa until March 21st.

2. BCL, Biopresence, 2004

3. BCL, Common Flowers/Flower commons, 2009

What is humanity? What is life? As an artist, | believe that it is
my mission to search for answers to these intangible questions.

DNA* and the idea of DNA is one of the materials | use in this
endeavor. When | was young, my father, a researcher of dental
genetics and medical doctor, taught me about DNA. | was so
excited. There are so many exciting thinks connected to DNA. It's
mind-blowing that this little double-helix is the basis of all the life
we know. If we want to know ourselves, we need to understand
what makes us, maybe we can then unravel humanity's mysteries.

Besides utilzing DNA in my art work, a knowledge of biotech-
nology is essential. However, there's a gap between the scientific
“fact” and the human “sensation.” | think that art can express that
sensation, which science doesn't really have an answer for.

For example at Biopresence, a company | started with Georg
Tremmel in the UK, we imagined a project, where we would take a
DNA sample from a living person and insert and encode it within a
tree. When the person would die, her DNA would still be alive and
living in the tree. The trees play a symbolic part in people’s lives,
and people can even embrace them. We thought the trees would
give birth to an avenue for the living to communicate with the dead,
which a cold gravestone doesn't do.

Looking at it from a scientific perspective, the deceased’s life
isn't held anywhere in the memorial tree. However, the “sensation”
of the deceased’s essence and memories remains. Through these
memorialtrees, |wantedto hear the tales of the deceased from those
left behind. The memorial trees are tools for hearing those tales.

At the moment, I'm continuing the “Common Flower/White
Out” project, which takes a genetically modified blue carnation
and returns it to its natural white state. Once it's turned back to
white, even though you can't see it, there are still traces of the
genetic operation left behind. | want to know what everyone thinks
about that. If you can modify the genetics of something that's been
modified already, using your own two hands, a feeling of being
able to control that technology is born. In other words, | think that
if you can learn biotechnology, the one-sided idea that genetically
modifying things is a dangerous technology will fade away.

At its heart, science is a public discipline, but in actual fact it's
still a closed world. | want to open up that world. | believe this is
also my mission.

*DNA is the carrier of hereditary information, genes are the functional units
with this DNA, which codes for protein. And proteins are the things that do
stuff in the body.

fZEEIR  Shiho Fukuhara

T—=TARN, 20045, TH TS « FLANEEHIZENAFTLEY
2P BCLERIL, N AT/ B —/KEEREICERZ YT
%% <HIfE, BRADEMEBETRRPATHRL—3> %175,

Artist. In 2004, she founded Biopresence and BCL with Georg Tremmel,
and creates many of her works focused on biotechnology and the problems

facing the water environment. She has been featured in museum exhibits
and collaborations both at home in Japan and abroad.
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Retracing history, ridging gaps
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Kenji Kai has worked on numerous culture-related projects at Sen-
dai Mediatheque, a cultural institutions that features galleries, librar-
ies, and more. Kai says that the experience of the Great East Japan
Earthquake got him thinking about the distance between people.

“In Sendai, even, the recovery efforts in urban areas and coastal
areas progressed at different speeds — and that gap was bigger
than the actual physical distance separating the communities,” Kai
says. "People generally hesitate to talk about their own experiences
because they know that there are others who've been through
worse. That kind of restraint keeps people from coming together.
Knowing that could happen in the aftermath of 3.11, | felt like | had
to find a way to archive those personal experiences for the good
of the community.”

About two months after the Great East Japan Earthquake
struck, Kai opened the “center for remembering 3.11" to support
citizens and professionals record the disaster in different ways,
publish and exhibit records online, and take other steps toward
archiving the 3.11 experience. At the center, one of the main goals
for every project is preserving the raw, gritty nature of the memo-
ries — not toning them down. Hisashi Kitano, who runs the center
with Kai, says that trying to make all the information as accurate,
uncomplicated, and accessible as possible actually robs it of a lot
of its power.

“Unfiltered noise and static give people a fuller, multifac-
eted perspective on what disasters are all about, | think,” Kitano
explains. “The real value of a recorded experience lies in how the
observer perceived it on an individual level. Media reports and
academic research can't deliver that kind of quality — only ‘cultural
projects’ like the ones we organize can.”

It's been five years since 3.11. As time passes, Kai is starting to
see how the center goes beyond just recording and disseminat-
ing information. “No matter how disconnected a community gets,
disasters always bring people together. You can't make it out of

BABORICEODZEHEZR T, BLHLAZLEZESMERETR
[BA12BIELEYDZIFA —WWD, ETT, RIZT~R7?2—] (NPO
EA20HRT —h 4 75 LiBE). —AD &Y R4S TR CMIER
. OEDDY =V BEN>TVL,

“First Meals on March 12: What, When, and Where You Ate" is a participatory
exhibit (conducted in collaboration with NPO 20th Century Archive Sendai)
that invites guests to look at photos from after the March 11 disaster and

write their own experiences on sticky notes. Every scene evokes different
memories — and different values — in every observer.
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a big, devastating challenge like without any help — you have to
reach out. That need, | think, is one of the things that make human
society such a deep, rich dynamic,” Kai says. “Archiving is a cultural
initiative that connects us with the ways we used to go about our
lives. Reflecting on the recovery effort and the events that have
shaped our experiences opens our eyes to the future — and helps
shrink the imperceptible distance between us.”

REHR

BARWXTATT—0 REEPHIEE ER, 1963 FAREEN,
FICHHITEOXLFERICREFTEEEHITEBDONPOICFTEL.
HERESHELTOT—MIEYET,

Kenji Kai

Bornin 1963 in Osaka, Kenji Kai currently serves as the director of the Activity
Support Department at Sendai Mediatheque. In addition to supporting local
governments with culture-related projects, Kai also works with several NPOs
on promoting art as a social activity.

Jt%F B2 Hisashi Kitano

HARLWATATT—7 {0 - FHXIEE £F, 1980 FmEEE
No BXEBUHIB L ORBBEFHO YR — bERBFOFER DS
DLYICERYVIED,

Born in 1980 in Hokkaido, Hisashi Kitano is the manager of the Sendai
Mediatheque Activity Support Department. His activities focus mainly on

supporting the community record its local culture, including disaster expe-
riences, and developing ways to utilize cultural records

HRHRE | BATLWATATT—2, NPOIEA 20T —h A 71L&

BR  EBEE

Photos courtesy of Sendai Mediatheque and NPO, 20th Century Archive Sendai
Photo: Hironori Sato
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The new fashion shaking up the ordinary
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| have taken on the challenge of attempting to capture the dual
nature of “real and unreal” in a single garment. When | think of the
“unreal,” | don't think of some fantasy world divorced from our real-
ity; instead | think of those things buried underneath the everyday
“real.” My clothing designs start from doubting the phenomena
and events that we see and take for granted

“Reflect,” from ANREALAGE's 2016 Spring-Summer Collection,
is a good example. It's a piece that brings forth different textiles
and colors when photographed with a smart phone’s flash than
when viewed with the naked eye. This idea was born when | took
another look at the idea of “reflection.” Reflection is where emitted
light bounces back unchanged, but | thought that if something
different bounced back instead, you could approach the act of
‘seeing” from a new angle

I'think a lot of people put the most emphasis on looks — “cute,”
“fashionable” — when they choose clothing. But | don't believe
that's the only way fashion affects people. It can also excite and

Y ':' \

—

Consciousness
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surprise by defying the conventional wisdom of what you see and
expressing the non-physical. In order to find the “way to connect
to a world through fashion” that only | can do, | try and connect
everything | see in my everyday life to fashion designs.

Breaking down the wearer’s preconceived notions should con-
nect with noticing a fashion's fresh appeal and values. I intend to
continue making clothes that allow the wearer to become aware
of what they weren't conscious of before putting on the outfit.

FAFBZ  Kunihiko Morinaga

77y Ay FHAF —, 1980 FRRE T, 200341275 K TAN-
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Fashion designer, born in 1980 in Tokyo. In 2003, he launched his brand
ANREALAGE, and made his debut at Paris Fashion Week 2014
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1. ANREALAGE ® 2016 EFEE AL 73>, [REFLECT (R&Y) [, X
X—=bT7FVTTIvARETEE, DT 7VERAIED, EIRIEH
PRE[FLRLEIEDNS [BIRERSM] O EERTOL-
7. BHAREMEERALTVS,

1. From ANREALAGE's 2016 Spring-Summer Collection, “Reflect.” A colorful
pattern emerges when you take a picture with flash on a smart phone. The
garment is made with a special material developed in partnership with a
company that created “retroreflecting material” for use on traffic signs and
safety wear.

2. ARELABICRZS, 4DV v YA ETERICEADEICHES
fe&SmyTy b T [RET] 2RE,
2. The garment looks white to the naked eye. The outfit, made of four shirts

layered in relative position, also expresses “reflection” in a paired mirror-like
silhouette
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This is a passage from the play Blue Tarp which Ameya staged in collaboration with some
Fukushima high-school students. Memories of the Great East Japan Earthquake and the
daily life that followed emerge from repeated conversations and monologues of ten high
school students. The play won the 58th Kishida Kunio Drama Award
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People perceive the world

through words
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A play is not something you experience in text form; it reaches
the audience only when somebody speaks. What you might call
the onstage “extraction” through a person’s voice of words “com-
pressed” at the script stage. So when | write your lines, | consider
whether they are words you might want to say aloud, to extract
When | think about verbal originality, sometimes | feel there’'s no
such thing as unique words. If you point at a cup and pronounce

it “cuk”, you won't be understood. Language has rules, and we
understand it precisely because they are shared. Language must v ’
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be essentially ordinary.

I'm not very good at talking, and | always thought words were
my weak point. But maybe that's not the case. When | look at a
dog and recognize it as a dog, I'm already using, classifying and O
sorting the word “dog”. There is always more variety, but unless
you classify it in words as a “thin’, “old” or “brown” dog etc., you
won't recognize it as such. Even something vague and abstract
from the world around you can only be substantiated, expressed,
with words. So in every setting whether in work or daily life, I think
I'm deeply reliant on words.

When you think about it, putting something into words might
be rendering everything very trivial. For example, we can call a dog
a dog because they're everywhere. But that dog is just one dog.
And we all know the meaning of the word “love” — and undoubtedly
don'tknow it either. It may be that we can communicate it in words
when we understand the meaning, and also go on saying the word
when we don't understand the meaning.

Words are very two-sided, incomplete and mysterious things.
What you might call the ‘commonness” and “uniqueness” a work
of art can have is just like that, i.e. contradiction itself.

gaEEiE/K  Norimizu Ameya
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B, N7 F—v—RE HRARIFEICIYET, Grassland Tears "ltabashiyama #1', 2016
—1 wo rds © Nao Tsuda / Courtesy of Taka Ishii Gallery Photography / Film

Stage director and playwright born in 1961. After joining Juro Kara's “Jokyo
Gekijo’, he formed “Tokyo Grand Guignol” in 1983. Since then he has been
active in different areas such as contemporary art, the pet shop business
and performing
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Linking the distant past and the present day from between the expanses of time

How small is the world we see around us right now? We
might just be seeing a sliver of what's really out there.

Think about national borders. If you redrew them along
the edges of cultural spheres, wouldn't the lines on our maps
look totally different? The Great East Japan Earthquake
brought nature and humanity into direct dialogue — but
what's really going onin that interaction? These are the kinds
of questions I've always tried to pose to modern society
through my photography — questions that help people shed
the preconceptions that they've been holding on to.

For the last few years, I've been working on a project that
centers on the fundamental culture of Japan. The creative
process has brought me to Tohoku, Hokkaido, and other
areas for numerous field work sessions, taking me on an
eye-opening journey that eventually helped me rediscover
the importance of Jomon culture. | realized that exploring
the Jomon heritage would give us new inroads into creating
our future.

The project is now on display in the form of Grassland
Tears,* a solo exhibit that recently opened in Tokyo. In
addition to still lifes including photos of a dignified sekibo
(a Jomon-era stone bar) with its eyes closed and deer
bone spoons with a bear figures carved into the top, the
exhibit also features a landscape of lush grass with a kan-
nabi shaped mountain (a gently sloping, triangle-shaped,
tree-covered mountain where a deity is believed to dwell)
in the background and more.

I don't look at the Jomon people’s creations as simple
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things or objects. They resonate with something deeper.
Whenever | pick up a Jomon artifact and make a connec-
tion with it, | start to sense a “tangible spirit” or the idea of
a “cyclical life”

When you focus too hard on your current day-to-day
life, the years gone by end up seeming like the distant past.
But if you reach into hidden worlds, hiding out of sight,
you can feel the connections that gently join the passage
of time into an unbroken narrative. What | try to do as a
photographer is to stand between those expanses of time
and look for ways to link the ancient and the present.

*Grassland Tears

llluminating the Jomon culture, the fundamental culture at the heart
of Japan, Grassland Tears is an exhibit of around 14 new landscape
and still life photographs by Nao Tsuda. The exhibit runs through
March 26 (Sat) at Taka Ishii Gallery Photography / Film
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Nao Tsuda

Born in 1976, photographer Nao Tsuda continues to translate the
connection between humanity and nature — that endless, imme-
morial relationship — through his viewfinder. Notable collections
by Tsuda include SMOKE LINE (AKAAKA Art Publishing) and
SAMELAND (limArt).
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Grassland Tears "Omoriyama #1', 2016 © Nao Tsuda / Courtesy of Taka Ishii Gallery Photography / Film
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