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For as long as | can remember, I've always assumed that a
rainbow has seven colors. Then | met someone who said there
were only five colors in a rainbow. In France, apparently, that’s
what everyone learns. In Russia, rainbows have four colors;
in the United States and the United Kingdom, there are six. |
started to wonder: had | ever really seen a rainbow? Maybe it's
not that there's a world here and I'm looking at it — it could be
that there's a world here because I'm looking at it. | threw all
of my assumptions and preconceptions out the window and
took a fresh look at where | lived. When | did, | could start to
make out some things I'd never been able to see before. The
world can still amaze us.
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Grasping the Unseen with Both Hands
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The intimate concert hall, “sonorium,” adored not only by Japanese musicians,

but also by illustrious performers from across the globe.This pure white hall,

in which all equipment exists solely for the purpose of the music, was designed by Jun Aoki.
This issue’s guest researchers — architect Jun Aoki, noh actor Reijiro Tsumura,

and contemporary artist Haruka Kojin — met here for the first time today.
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What sort of things are happening in unseen realms?
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What does eliminating the self involve?
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Stamping one’s feet hard on the ground

Reijiro Tsumura: The concert hall, “sonorium,” was a wonderful
space. The wooden floor made a particular impression on
me. The floors of Noh stages are made of planks of cypress
sanded completely smooth to make it suitable for the Mai per-
formance and | love the feel of that natural wood, so | couldn't
help but stamp my feet on the floor in the same way today.
Haruka Kojin: It really was a pleasant space to be in.

Jun Aoki: I'm so pleased. | wanted to create as simple a space
as possible, because | wanted to make it an environment that
would enable people coming to “sonorium” to focus purely
on the music. That's why the acoustic equipment has been
designed to blend into the structure of the building itself, so
at first glance, it looks like a rather primitive space with no
acoustical design whatsoever.

Tsumura: Even while we were just standing there, | felt as
though | could hear music. Of course, | couldn't actually see
or hear anything. But you get a clear sense that it's a space
for producing sound, almost as though it's radiating some-
thing like that. A lot of the atmosphere in Noh is created by
the sound of the actor’s feet beating a rhythm. The dance
steps are like stamping your feet hard on the ground. Just
like when sumo wrestlers stamp their feet before a bout, it
originates from a ceremony to pacify the spirits, so these beat-
ing movements of the feet have a very special significance
for Noh actors.

Aoki: In architecture, too, it's very important to engage with
something you can't see, similar to the sounds Tsumura san
mentioned. While we architects do actually use our vision in
our work, there's a lot in the visible world that the eye is unable
to perceive. As we know, the eye can't see, such as gravity and
the flow of people’s energy. When you come to realize this, you
understand that architects are using the visible, while actually
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What's grafting?

seeking to sense and convey the unseen. That's how | see it.
Tsumura: It's the same for me. When playing a role, a Noh
actor is rendering the unseen human soul and human con-
dition in visible form. At the same time, as in the Mugen Noh
plays originated by Zeami, the fascination of Noh lies in the
fact that invisible supernatural entities such as gods, ghosts,
goblins, and demons make an appearance. Even on stage,
they can't be seen at the start. Then the information is grad-
ually presented to the audience and these beings eventually
reveal themselves. But even then, they're still gods and ghosts.
Performing such roles is really, really difficult for us (laughs).
That's exactly why it's so effective for us to wear masks.
Because it helps to erase the individuality of the actor, to some
extent. | think using that as the starting point to build up the
character creates a tale that the audience will understand.

Moving on to a place where
you've eliminated the self

Kojin: | really understand what you're both saying. While most
of my works emerge from everyday scenery, the majority of
them look completely different from the landscapes that |
actually saw. | think it's because | actively engage with the
inexplicable elements in the midst of a scene to which people
would not normally give a second thought. In that sense, | get
the feeling that we're really on the same wavelength, what with
you, Tsumura san, playing the role of a ghost which nobody’s
ever seen, and your way of looking at the flow of gravity, Aoki
san, which is what lies behind structural requirements. And |
think that it's really the puzzling things that offer the greatest
potential for expression.

Tsumura: Yes, we're all on the same wavelength (laughs). I've
never actually seen one of your works, so perhaps you could
tell me what kind of works you create?
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Kojin: OK. Right now I'm working as a contemporary art col-
lective called "Mé." We created the Utsunomiya Museum of
Art Public Project 2014 Ojisan no Kao ga Sora ni Ukabu Hi
[The day you will find the guy’s face in the sky]. As the name
suggests, the work featured a big balloon of a middle-aged
guy’s face up in the sky.

Tsumura: Is this guy a real person?

Kojin: Yes. We formed a "face collection team” in Utsunomiya
and organized activities to find models for the guy’s face
from among members of the public. We ended up with 218
candidates and then we held a “face conference” and chose
one of them.

Tsumura: (Looking at information about the work) Ah, this one.
He's a slightly chubby, friendly-looking middle-aged guy.
Kojin: Apparently, when we actually put his face in the sky,
the guy who was the model got a call from a friend he hadn't
seen for ten years, saying, “That’s you floating in the sky, isn't
it?” (Everyone laughs)

Kojin: When | first devised this project, | thought that I'd be
turned down, in various respects. But even so, | mentioned it,
trusting that my ideas would come across, and the director
of the art museum and many other people were kind enough
to lend me their support. On the big day, there was an even
wider variety of reactions than I'd imagined. When they saw
his face floating in the sky, some people burst into tears, while
others burst out laughing.

Tsumura: [t does somehow make you think back on something.
Looking through and beyond that guy, your own thoughts start
to emerge. When you look at his face floating above the river-
bank, you gradually start to feel a bit melancholic, wondering
“l wonder how that guy’s doing right now?” It's as though “that
guy” suddenly appears in your mind through the medium of this
guy, even though you hadn't consciously thought about him.
Kojin: I'm really glad you feel that way! It was incredibly

TOKYO PAPER for Culture vol.012



refreshing to feel that sharing this middle-aged guy's core
perspective on the world with everyone was the starting point
for the formation of each person’s own individual story.
Aoki: Was this work based on experiences in a landscape you
had seen, as well?

Kojin: That's right. Initially, the curator at the museum
approached us and asked whether we could do something in
thattown, so | went to talk to the people there. We asked them,
“Is there anything you'd particularly like to see in this town?
Do you ever get the urge to go and look at art?” One of them
said straight out, “No, there’s never anything that | feel | need
to go and see. So while Kenji Minamigawa (fellow member
of “Mé”") and | were driving back from Utsunomiya, we were
talking about what kind of work would actually make them feel
they needed to go and see it, and | suddenly remembered the
face of a middle-aged guy | once saw in a dream when | was
a junior high school student.

Aoki: So this landscape was in your dream?

Kojin: Yes. | was looking out of the window of a train and
a middle-aged guy's face was just floating there in the sky,
shining just like the moon. When I had that dream, | knew that
it wasn't real, but | felt as though something really important
was hidden in there. | told Minamigawa that and he said, “Let's
do that! Let’s collect people’s faces in the town.” So he actually
persuaded me to do it.

Joining the old to the new

Aoki: Tsumura san's comment just now about “eliminating the
actor’s self by putting on a mask” made a big impression on
me. When I'm designing something, | too try to take my ego
out of the equation. I always try to be conscious of the extent
to which | can depart from a point that's not about me and
how much | can erase me from the design.

Tsumura: | see.

Aoki: Well, it's like lowering my guard and putting myself in the
other person’s shoes. If | then feel as though their aesthetic
sense has overpowered mine, there's actually nothing more to
think about. Of course, in architecture there are architectural
styles, so you have to have a solid grasp on those, but that's
just technical stuff. | believe that it's far more important to
ensure that you transcend your self and put yourself in the
other person’s place, because you'll end up with something
much better.

Kojin: I've felt this way for a long time too, that my works aren't
me. It's like with the guy’s face, I'm just the medium that “saw
that landscape.” The feelings that that landscape engenders
are specific to the heart and mind of the individual looking at it.
Tsumura: | understand really well how you both feel. When |
was young, my ego got in the way, because I'd think, ‘I want
to play it this way.” But because | didn't have enough technical
ability, it wouldn't go the way | wanted, so | often struggled.
However, having reached this age, I've experienced almost all
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of the plays in the repertoire, so I've developed the technical
ability, like a kind of pattern of movements, which means |
know where | should stand in each case. Now, | can perform
that pattern without conscious thought. I'm basically just a
kind of vessel. But | actually get less tired now than | did when
| was young.

Kojin: I'm still nowhere near reaching that state of mind... 'm
still conflicted. But | hope that one day I'll get the hang of it.
Tsumura: Things do start to become clearer when you do
something for a long time. (laughs)

Kojin: Oh, | just remembered something from when | was
creating the guy’s face. At dusk, crows suddenly start to fly
around the sky in big flocks.

Aoki: When you say crows, you mean common or garden
crows?

Kojin: Yes. The crows that you usually see living quite iso-
lated lives, despised by humans. But when they flock together,
you can see this incredible teamwork, and | found that really
interesting. Because it occurred to me that you get moments
just like that in the human world, too. Everyone lives separate
lives, facing various struggles and difficulties. But | think that
everyone's experienced one of those moments when some-
thing makes you feel like you're on the same wavelength as
everyone else. Just like the crows, you forget that you're an
individual and you just come together with everyone else as
part of a single life form. | want to create moments like that
through art and it would be great if there were more and more
opportunities for that.

Aoki: | think Tokyo has many faces and is quite varied, and that
variety includes a diverse array of times and eras. | don't want
to beinvolved in scrap-and-build that makes every single build-
ing look like the next; my vision is for something more akin
to grafting one tree onto another. The Hokke-do hall at Nara's
Todai-ji Temple is actually made up of two structures joined
together: the shodo (image hall), a building with a hipped
roof, which was built during the Nara period, and the raido
(worship hall), a building with a hip-and-gable roof, which was
renovated during the Kamakura period. They've been grafted
together to create an exquisitely beautiful structure. That's
the sort of thing | mean, adding new things to old things but
keeping their diversity. By cutting an old rootstock and grafting
a new, young plant onto it, the original root rejuvenates and
becomes more vigorous too; | think that if we could create
more and more environments and cultures like that, we could
really enrich communities.

Tsumura: You're right, Aoki san, Tokyo certainly is home to
a huge mix of things from different times and eras, and its
people are diverse as well. | sometimes work in contemporary
theater, dancing with contemporary dancers in their 20s and
30s, but we have a pretty equal relationship. At a time when
the term “global society” is being bandied about so much, |
think it's important for everybody to be able to live their own
lives as they wish, achieving freedom as they perceive it to be.
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Born in 1956 in Kanagawa. Architect. Founded Jun Aoki & Associates in 1991. He
works in a variety of areas, from private housing to public buildings and commer-
cial facilities. His leading works include Mamihara Bridge, S, Fukushima Lagoon
Museum, Louis Vuitton Omotesando, and Aomori Museum of Art. His latest book,
Jun Aoki Complete Works 3 (INAX Publications) that archived his projects from
2005 t0 2014, published in this February.
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Born in 1942 in Fukuoka. Noh actor. Began training under the Noh actor Kimiko
Tsumura while still at university. Succeeded Kimiko Tsumura as head of Ryokusen-
kai in 1974. As well as performing classical and new Noh plays and working in
collaboration with contemporary theater, he has been teaching, producing, and
performing overseas in recent years as an Ambassador for Cultural Exchange
under the auspices of the Agency for Cultural Affairs. His major publications
include Noh ga wakaru 100 no kiiwaado [100 Key Words for Understanding Noh]
(Shogakukan) and the photographic anthology Bugen [Bugen: Dancing Illusion of
Noh] (Being Net Press).

Kojin: Noh, architecture, art. These really are forms of culture
that bring people together in a shared experience that tran-
scends time, age, and race.

Tsumura: There's a Noh play by Zeami called Takasago. It's a
very auspicious play, featuring the spirits of wedded pines —
a pair of pine trees destined to remain together for eternity
— that take human form as an elderly couple. It depicts the
essential elements of human happiness. It's a play that | think
is really worth seeing in this day and age.

Aoki: Wonderful. Takasago is the perfect note on which to
bring our roundtable to a close.

Tsumura: (laughs). Please do come and watch.
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Bornin 1983 in Hiroshima. Contemporary artist. In her installations, she intuitively
finds otherworldly spaces in everyday scenery and recreates them as phenomena
in art museum exhibition spaces and the like. She has presented her works both
within Japan and overseas, including in the United States and Brazil. Since 2012,
she has been a member of the contemporary art collective “Mé” with Kenji Mina-
migawa and Hirofumi Masui of the expressive activity team “wah document.” She
is mainly involved in planning.
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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

L2EOENZAB2LRE,
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Discovering the universe’s rules
becomes the power to live

RZBEWHEDZESRBLT EH, TEDD, BRIEHIEZDOI L%
FoLEZTEETELLIICBVWET, BEEPIPHANY WORKS & Ly
SHELTEBLTWET A, EPIPHANY & IX TE83R, BEE |, £SICR
ABEVWHEDERZEVIERTAD TFITE LT,

ZDLETIDNINETEINTZHRADTRYNCLTELZEN2DHY
9, VEDIEFEPEARL L2, KWABFE, TRAF¥— A
BRLOEABRILTEZE, HIVEDIF—BBICEHEINIBDE
IEIRLEZAENSHRERDLILETT,

COMRICIIFEALFEREFE->TRZAVWHOZABLT S, BN
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
WEY, 2FWRLBIEEIOHROZLEZLAMOBEVNDTYE, TD
BIRICII> T, S0EN T TCT AR ERBELZE--RNFEE-HDIFE
B, EBRINIZREAITFMEAZBLTRLERS AL T, 20144 (2
[ALMA MUSIC BOX: ZEICW <K EDiEE] £ WS 7RV 2y bEIIH
FFELIz VUV TATAT ON%EES>TRERLRR DI EET—
I, FREBDRLIELTWIEDERT —R2&ICEBRLAEZT—+
ERZEGIET 2L, BELRALBAZAATVET,

FHOZENEMDILIE, b AENEENICIEZTW D%
TPEIL. £EEDBAICHD, ZIELTINDHOINBEMDTIEA
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.

MRT—~®@

Unseeing eyes

Outer Space
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Credit: ALMA (ESO/NAOJ/NRAO)

MORE  Sari Hayashiguchi

787 a2—Y%—, 2005FEPIPHANY WORKS(TEZ77=—7—7%
R) &ML EF, TRV PV — tORE TAT1—R
BEETI WITLTEFIE, T ELRICHRIER L, HifiRE
7aYz7 MY BATWLS,

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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Hho ITNEBADT Yy Y ZLREH, “BREMN"ICIEES,
DOBEEEMS LA, ZOTAYzI bOARETT, TAFZDOTR
BiABLT, RENTAD DAL OYRBEEMED -7z, B
&, ZOYEEELIHDEBRATT,

S EEFEABAINEEWA—2—> 3 (BEI)%E. B
VCHAWA—%—YavIilBRdeEns7aszs b [Common Flow
er/White Out] Z#EIFTWET, 72X BLRLTRAEZBICIEh D
5> TH, DNAIZIFRIELIDRIID K2, ZNEHRALHE
SEZBDHYNIZW, ZLCEGFHRAMEALIBDZEDDFT
LI—EHAEIONDZOTHNIE, BANZDOTI/BY—IC
WLTCAYFA—LTEZEVSBENEENET, DEYNMFY
TI7Y—%FIID2NIE BEFEAMMEIEBWT I/ AV -7
LW —AMBMESRLMSCLERIATT,

ZHLZLRFZ LI HDOLOTT, THEEBICIFFLEFLA K
FICIZBLONAMATT, ZOHREF—TICLTLELL,
INHFE DIy avFEBoTU0ET,

MDONAMRE DA ICHFELTVWAYE T, EYORFRICHR D LI LIEER=BEHE
EHABHNT WD, BIZFIZONAD—IR,

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.



[

I -

—

Distance

PO
87 €F Ryl
Tu3Lk .

R RT3

ERR ok )
AP T - A Tl

mosfe

By,
Sagat n‘iii‘kﬁ.
SRy FeidVE
FIG AR
:}_'St'.i’fﬂ%ﬂ_ P
“RAaIty-Fid
LhshitA,
— | o
Plnsf-n ‘F&oq’wvaP l, = A v 5: =
That wog E°'!V6h.‘8«f.| I\l(v 7 W -70 ' A @‘\ e ;XE .0%#- #Po) 32%
o e ke Mol anik s < Re 9P
Lalink. Ui nevey delt- as A E L, . 3 peLpvde | |
Gratedul 4o it ag 1dd < mojiEy RN T 2 TantTints | g“‘;k-c..;;nz
5 <N rrar y L.
oot fime___ wvEntfice | Wev. ARAA ;;fgﬁ @ 4S=k-Ged
Stgtudt - . o A
| iE ‘ Bn;.’ ,\,-\ur-n @
N RA LT twittert B ?.71*—‘1 (3
sl TSR T L o ﬁ._r e
o et Hoe 27T R tn&:t e T3 HTESS NPEE AT |
P THTOR M T | e . t“" WQ‘('\"‘G‘-;T‘.'"I{
A % Rzuit, BEHEn - ,\.,‘wst:- s BETET o
B ESSAtROIRY o 4~ lfc kol St
TREFEILT, o $1 238 Td. | Acot gt

3201 B55p.
TH0. HELB bl
BE @ T 9T

MEEEYEY,

REYCEZS

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

[HELIERE| LW _EEE. 1BDEROENTRIETSHIL
ICFr LI LTEELT, EPEZZIEBE L. BEHEALIOHITEE
N7E=HD TR BEOLEMITHENTWLWEHD, HDFERDILY
. ZNETHLVFNICR T RUIFANTCELZRBRCYEEESI LD
DIREYVET,

B 2 £, ANREALAGE m2016F E 3 L 7 ¥ 3 > [REFLECT (R
)], TOEERKRLIEDIF, RY— 73> TT75v v aRE%2T5
L AIRTRALEZLIERIDTEFRZANPLEENZEE LN >TLEFE
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HBHZETEENE LT, RELIE, BEONADP ZDOFEER KD
WRTITH, BLHEIHLOPBAR-TESD, [RB] EWHITAIC
HLTHLWT 7A—FATELZDTIEALWAEEZ DT,

ZLDAD, FEREEIEZICOBIFAEER T, [Hbh L]
[BLlLeN] EWoRBREBOTHAVDELNELEA, TH, 77V
avhbioTILOEEEIZE2LZNE T LRV, REOE#HEZE
FTLATO, WEMTIIAVWEDICEEZRIET, BErtE7Y, h<ih<
I TEIELHLTEERT, LA TERW [Ty varvEBEL
HREDELH] 2E27-0I1C, £FOBHNTEICTIHDTRNTE
Ty avTFPAVERUDIFTESZBEIICLTUVET,

BONOBRBSEELINTILIE, 77y avoFLuEHP
MERICKANTESIZEICOEHBIET, BIcELS5TET. BiF
LTWAWLDEEFIIEILILERICWZ, I ndbiiETT
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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
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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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~
[
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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

—
R, BIER, 1961FEE£F N, B+ RREIE] ICSmk.,  —
1983FIC RS I F=aL] aiEk. Uk, BRENRCBHY —
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

10 TOKYO PAPER for Culture vol.012




RROBERELS, AR EAREES

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

TOKYO PAPER for Culture vol.012

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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BER, 1976 EEEN, 771X —2BLTERIYIRL L6
AEBARLDBEHY ZFIR LT T2, THIFREICTSMOKE
LINE] (4 %&). [SAMELANDJ (imArt) &' 3,

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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Traditional Culture and Performing Arts Experience Program for Foreigners

NENFRITE R EZ RIS, AENEBARDGEHREX - ZRE[RBICELDZERNOTAS I LT, REBORHRNETT, SAXRET
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We are organizing accessible programs that offer foreigners the opportunity to enjoy authentic traditional Japanese culture and performing
arts. The programs are free of charge and include English explanations. “Engei Vaudeville Performance Workshop,” “Traditional Japanese
Dance Workshop” and “Shamisen of Nagauta Workshop” will be held until the end of March. For information on programs held from April on,

please see the official website (www.tokyo-tradition.jp/eng ).

HEVIREWTIEZ DS [TV | . ZRILAED [H=].
HAEROTD vy [ME], SHAREZEDIEZDOR %,
TODFREELIHEBRTEEXT,

Watch professionals demonstrate their skills in ever-popular Jap-
anese performance arts such as kamikiri (paper cutting), kyokugei
(umbrella-spinning, etc.), and wazuma (traditional Japanese magic),
and try them yourself!

B8/ ¥%28 (2016) £3 ARETHEALREH
5/ TRIIFRREYE

Date: Every Saturday until March 2016 Venue: Edo-Tokyo Museum

AREECHELBAERORY 2 ARLHE, AR B
B O—#EHEELET, RERICHALTEEREZHOTEET,

After putting on a cotton yukata and trying out some simple Nihon
buyo (traditional Japanese dance) movements, you will have a
chance to watch part of the traditional dance “Fuji Musume (Wisteria
Maiden).” At the end, you can take photographs with the instructors.

B2,/ Fr28(2016) £3AREFTHEEREAX/7ZL3B13AZMKRL<
RIF/ARE B2 —

Date: Every Sunday until March 2016 (Excluding March 13, 2016)
Venue: Asakusa Culture Tourist Information Center

INTERVIEW

MR e

Hana Hayashiya

BV = AN. 1995 F MRS
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Kamikiri (paper cutting) instructor, Traditional Cul-
ture and Performing Arts Program for Foreigners

VSR, AR AEEBE NIRRT

Kamikiri artist. She began studying with Imamaru Hayashiya in 1995. After completing her training as a zenza (opening act) performer,
she began performing on the main stage in the September 2008 mid-month performance slate. Hayashiya is a member of the Rakugo
Geijyutsu Association, and the first and only female kamikiri artist in the history of yose (traditional variety halls)
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Communication through kamikiri (paper cutting)

Kamikiri is a traditional performing art; one theory says kamikiri
originated in the Edo era, in which a performer talks to the audi-
ence while cutting silhouettes of various subjects such as animals
or lucky charms from a single piece of paper. We kamikiri artists
perform it at traditional Japanese variety halls, parties and so on. In
this program, foreigners will have a chance to try the art of Japanese
paper cutting themselves. If you've ever used a pair of scissors, you
can enjoy kamikiri even if you're a complete beginner. That's one of
the beauties of kamikiri.

At the start of each program | demonstrate kamikiri by cutting out
a silhouette of a maiko (apprentice geisha). Then the participants
choose what they like from a choice of simple subjects such as a
baby chick, a rabbit or a turtle, and try kamikiri themselves. People
from various regions including Asia, North America and Europe have
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A "wazuma” (traditional Japanese magic) performance Photo: Jouji Suzuki

KM= Shamisen of Nagauta Workshop
MEGFRELTHEL, ZHRRERELCRELLRE, 7
OICEDRERLBHFTRBICHLATWEIZERDL D, =R
DEREHRRTEET,
Nagauta originated as Kabuki music and developed as shamisen
music. In this program you can try playing the shamisen yourself, as

you get to know Nagauta through performances and explanations
by professional Nagauta players.

B /5 28(2016) £3 A 128 (L) 138 (B) &/ LEXLBEL 5 —

Date: 3.12 (Sat) — 3.13 (Sun), 2016
Venue: Asakusa Culture Tourist Information Center

WAWNABRAERRTERIENETHELWVWATT,

FR20204 U EY Y - T Yy IC@iF T, FE—N
LD EATWEDTLEI D, T, /XS—TA—HETOR
BT, BADLOBEIFZBRZITTEIENEL-TEE
L7z, 5%IEETET. ERNCEIT TRV ZARIETES
Fo Y ZAHEZTWLIZTTY,

RE. BATHEREICHTLWARIVEANIISBRRE, L
IFFho e 2iFtd, RUNCZ TP TEEH=EEZ LY
ZLDANITEZATWITFR LIS, &
HERLOTIEOMC S EL LD
o #EYIY Rl L EEMT, 2 LT
BORFLEEVTLELZL

G =rE

participated in the program. Seeing
both children and grownups become
completely absorbed in making kamikiri
cutouts makes me happy, too.

What | aim for in lectures is to con-
verse without an interpreter as much
as possible. I'm still studying English
and have a long way to go, but even if my English is poor, | can
communicate my feelings better when | speak to people directly
— and it seems to me that the participants are happy when | do. In
kamikiri we don't use paper patterns or make preliminary sketches,
so the finished shape shows the individual's personality. We talk
and laugh as we show each other our artwork. Kamikiri gives rise to
communication transcending nationality — that's a great thing, don't
you think? For me, too, it is really fun to have this kind of exchange
with a wide variety of people.

Everyone can enjoy
this traditional performing art,
which transcends nationality

It seems to me that globalization
is moving forward in the lead-up to the
Tokyo 2020 Olympic and Paralympic
Games. Recently, in performances
held at parties, for example, | notice
more visitors from other countries
than before. | think there will proba-
bly be more and more chances to transmit kamikiri art for people
in Japan and overseas.

Currently there are only about five kamikiri artists in Japan who
perform at traditional variety halls. And I'm the only woman. This
traditional performing art has been handed down with great respect
and care, and | would like to make it known to as many people as
possible. To do that, | want to make the best use of a distinctively
feminine sensibility, and keep refining my kamikiri technique and
conversation skills, as well as my English skills.
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Performance Kids Tokyo “Weave music, connect the circle: Kids Tsumugine Performance”

NT7F—TVRFYyR - b—Fa—Llid, FVAVEE, BEREDTADT —TA R MEZRPHF—LFICELZ10AEREL.
FibET—02ay T E2TITAIILTYE, FEREBAEEOF VS FILOBEEEREZEY EIF RIEBICRRABZITVLE
T BRANARREZERTET —TA R D FHRIELDOREZED LADOERZEANET24H T, FHRADORISEHCETHZ
BH, A= —YaviEhzaHEd, 3A21BICHAEINIDIE. ZOBHIDVEDTHE [, 2T T, b, 28T, —FvX
DLERNRTF—T Y Z—| DAGEROFKRDNE, FRROZTNRDNVIEELTFHLBEEY LI, FEE. hofefEoT
NR74+—< v R% LELET,

Performance Kids Tokyo is a program in which professional performing artists from the fields of dance, theater, music, etc. hold 10-day
workshops with children at schools and cultural facilities to create original works with children in the lead roles, and perform them on the
final day. Artists exploring contemporary modes of expression make use of the children’s ideas in the creative process, helping to cultivate
the children’s creativity and independence, and improve their communication skills. The March 21 free showing of “Weave music, connect

the circle: Kids Tsumugine Performance” is one of these. Composer Yasuno Miyauchi leads a stage performance created with children using
voice, sound and body B  BBEF Photo: Syoko Kashima

Date/Time: 3.21 (Mon), 2016; Start: 14:30 (doors open at 14:00)
Venue: Hino Renga Hall (Hino Civic Hall) Recital Hall URL: www.artscouncil-tokyo.jp/en/events/10579

HEF /28 (2016) £3 A 218 (B - ) 14:00F33#%. 14:30B8&
£15 /O 0BEEF—)L (AFHREAEE) Jvk—L  URL,/ www.children-art.net/pkt-hino2015-kanran

3 TACT/FESTIVAL 2016

TACT/FESTIVAL showcases fun-for-all-ages plays and other stage performances by overseas guest
performers. As well as theater stagings of the three plays below, there will also be free performances
in public spaces by CORPUS

BEBNDHY NZ—%BE RADTFHRIBELDODZEERNEC /74— X %175 TACT/FES
TIVAL(Z2 b7 2R T4/80L), BT EBEINDZUT O3 D20OEENEDIES, BIFI3—7 RIS
KBTI ZAR—ZATOERNELHYFT,

HE/TFp28(2016) £5A5H (K - ) ~8H (B) XBMENRICLYRLD £iI5/FHREMENS > T2 —(4—X b - VTR A7—JE4%  URL/ www.geigekijp
Date/Time: 5.5 (Thu) — 5.8 (Sun), 2016 (Times vary by program.) Venue: Tokyo Metropolitan Theatre — Theatre East/West, Lower Plaza URL: www.geigeki.jp
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Cie Les Gums “Stoik”
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Solas de Vento “Men with Soles of Wind”
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La Cie Sens Dessus-Dessous “Linea”
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Two men are stopped at airport immigration. Not knowing what to do,

they begin making a space for themselves with their baggage. An aerial
performance without dialogue incorporating dance and circus elements.

RETPELJURAAS L, MATTRABLDFDOTIIEZ
AYEILEB 7Ly F - av b, BRPREMYR LD S, #
FREBO [EVDYR] EZDN Y TILBEWEBRT S,

A French comic skit featuring the “odd couple” of a gangly, orderly

man and a short, feisty girl. Interweaving musical instruments and
songs, it goes for simple laughs with a universal sense of humor.

Pr YT XZ Y ZAXI00MDA—T? AV /R=—ZTH5
[FyysabyyRy] OBKIE [HNIAR], LY D
P Tt O—TICLBERULNTF—T VR,

Juggling, dance and 100m of rope? The company's name means

“upside down." A dazzling performance with two dancing jugglers
and a length of rope.

INFORMATION

TARLO L F—+FAE - FRDARZAFHT

www.tarl.jp www.tarl.jp/cat_output/cat_output_art/12494.html

TARL deliverables on release now

A comprehensive discussion of Japanese art projects mixing case
studies and theory, An Overview of Art Projects in Japan: A Society
that Co-Creates With Art is now available on the official website of
Tokyo Art Research Lab (TARL), an initiative of learning programs
co-created by and open to those who engage in art projects.

=AY PORE-RARC. TN TAY I MBI A EE CH#EEZ LT 5 Tokyo Art Resea-
rch Lab (TARL) s ZORHX Tz 7HA bTlE, MR - BR 7OV I L0 EHELBLCHIEINT-REY % N
LTWET, AV FLORBEZEDIZRFaXV Ty ohb, /ONIDFEE /v =ZaT7IVET, 7—h7A
Py E B [RETD][HHRT D] ZEITRIDBERNIBY 2<SA, ZEEKRICEDE TIERAIZEL,

Web Web Magazine Newsletter Radio
ARy M E DRI, %5 # 5. [TOKYO PAPER for Culture] TYHOBETTOEREBE AUV HALTERITS ERXA D47 BlEHEF Y TTH

Broadcasting live information about culture in Tokyo

J-WAVE (81.3FM)

[TARTS COUNCIL TOKYO CREATIVE FILE]
AT REE11:35~11:45 (74 FZ#8 [RADIO DONUTS] i)
Saturdays, 11:35-11:45 (A segment of the “RADIO DONUTS" show)
www.j-wave.co.jp/original/creativefile

TOKYO FM WORLD ITOKYO ART BLOOM]

7z 7ICTEIESH Distribution online
www.tfm.co.jp/tfmworld

A= Za2—R%BREFTT, BFE. ARXVTHM thd,
TOZH ATV

E#FIETHo05 | www.artscouncil-tokyo.jp/ja/newsletter

Offering a bilingual (English-Japanese) newsletter with information
from Arts Council Tokyo. Please sign up for a subscription through
our official website!

Subscribe Here | www.artscouncil-tokyo.jp/en/newsletter

DITTRAPYHREZ—F KiEE R
VEBRRESTBADNELHZDT, T
Fry I LTHTLIES L,

BRIz THAFESNSH B!

Check the official website and
SNS for event details!

www.artscouncil-tokyo.jp paper.artscouncil-tokyo.jp
www.artscouncil-tokyo.jp/en
This issue sees the launch of online maga-
zine “TOKYO PAPER for Culture.” Check out its
n T=YhIVIIVER slightly different appeal from the print version.
F2 @artscouncilTYO

paper.artscouncil-tokyo.jp/en
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L kDo A F & T v T B ok EEE A F T 2 Fukaya— the “god of accupuncture,”assome  asakind ofadopted son.Iremembergoing to
IR N XK MET o fETF people still call him. Every acupuncturist I ~ Hamamatsu for family gatheringsand seeing
meet practically genuflects when they talk to  my dad’s in-laws put on their aprons and do
A H— N BT B D [N N = me, knowing thatI’'m in the bloodline. Some  all the cleaning while my dad just sat on the
; 4 > = ° N I
2{ []]i Tj‘l: ; R < % ZD;) 72 Z@_ H ‘E‘)‘ f)ﬂc % g EN é é of them even tell me thatIshould call rakugo  sofa, smoking his pipe, never lifting a finger.
N % % Jy:j‘; i {E} 5 iF XY fi o (ﬁ‘i ';g = quits and take up acupuncture instead. They When I go back through my memories of
n e » » C #F & T iﬁi: ;} 5 E _bg % 1‘4& % look serious about it, too. My dad’s got that  my dad and my grandpa, I can see it — what
N < )
% i [HI el bfi % 76 f'ig ~ 2 2 F R E i ’?? side of things covered, I suppose — he tries  they were is exactly what I am now. To me,
nE ((%: 72 Q % < ;])g 2 ’;5-5 N E,;]% 'b%"(: 5[[3 W to popularize my grandpa’s writingswhenhe’s  they’re Tokyo. My grandpa had his practice
D Il 5 ¥ A D A 7z o= 1 o » not busy with work in the Honmachi area of Shibuya. It might
Py N N T — A 70 j_ *ﬂ N3 o y . ya. g
{;{ % f[: E % é 7%; l;f; T b}; HoE 3 Ik 1,9 H :C) My dad, Hideo Shinma, isanothergenuine  not technically fall into the shitamachi cate-
%>k E Y D 7 S % E ?g ﬂiﬁ LQ % s % Wy Tokyoite, throughand through, buthe’saclas-  gory, but Honmachi had all the trappings: a
z l%‘ 5): ? % io '}% {% e l)i IR & é—t icig jﬁ;% sical guitarist— one of the “five great Japanese  bustling shopping street that resonated with
X 0 }; A A RO _% %‘Z g 2 % El %f\% E’E ° guitarists.” I've been around true Tokyoites  a real, intimate human warmth, an omi-
H 13 a2 %—1 ;: é) w2z 7 T ? % %k § eversinceIwasalittlekid, Iguess. Mygrandpa  nous-looking hospital that you felt might
2 fg 7.7;5 é\) 9, l;‘)f g % 72 % é ZZ %; ;)5 - was one of those classic Tokyoites youd find ~ make you sick as soon as you stepped inside,
5 T (G 5 % < s xR oo % in a rakugo story, never one to hold anything  public baths galore. Back then, Umegaoka
% g ?)— /:1(/ % J:ilf: Zc %{ 0:;" ? N ; g i back or mince any words. WhenIwasababy, ~ wasn't the upscale neighborhood it is now
% n w Ao w D < H y B R my grandpa would go on walks with me in  — there were clusters of row houses popu-
DM 75 7":0 » & bR V)‘ = b 1 I B & his arms. If he saw another baby around the  lating the area, rag-and-bone men roaming
neighborhood, he'd letloose with something  the streets, and vegetable gardens dotting the
rash. “Not much to look at, thatkid of yours  townscape. Everywhereyoulooked, there was
FNESHL there. Got nothin’ on 72y grandson. Mightas  someoneliving there. Imoved toahipperarea
1063 4 B £, 19854 1)1 257 1= A P9, 10054 B4T R, BE well pinch thatlittle thingout,” he'd say, with-  once, but I couldn’t take it.
BRI AENPELEATE, EER. MELE (B ARBEEERAH out ever giving it much of a second thought. I live in Nerima now. Although it can be
B). METAR. AFTEEECES, SE1ERET [EH<n Asyoud probably expect fromamusician,  a little inconvenient, it might be the best
V%] #EARAER A X — KT E TS, 58113k my dad’s more of a quiet type — the epitome  place for me to find that warm-hearted soul
A EM, EREHODEIBETH X = —0—I0EE TR THE, of the nice, sophisticated, young gentleman  of Tokyo.

Shiraku Tatekawa

Born in 1963 in Tokyo, Shiraku Tatekawa joined the Danshi Tatekawa stable in
1985 and earned a promotion to “shin'uchi” (star performer) in 1995. In addition
to thriving as a rakugo performer with 22 pupils in his tutelage, Shiraku is also
a film director (and a member of the Directors Guild of Japan), a film critic,
and the leader of a theatrical company. This year, for one year only, Shiraku is
holding monthly Shiraku Cinema Rakugo sessions at the Shibuya Cultural Center
Owada. This May, he will star in the 18th Shitamachi Danny Rose production
(which he also wrote and directed) in Shimokitazawa.
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Notes from
East & West

Ocean, mountain, sky,
and the people of Ogasawara

If someone were to ask me why I've never left Ogasawara,
where I was born and raised, I would reply there was no
need to leave because I love nature. I've been in Ogasawara
now for over 30 years, so it seems entirely natural that I stay
here. I'd go further and say it even feels like Ogasawara has
become part of me.

I started working as a guide when I took over the family
business. Up until seven or eight years ago, I was mainly a
diving and dolphin swim guide, but now I focus on stargazing
tours. I've seen plenty of tourists moved beyond words by
the infinite number of stars they see through the telescope
at the National Astronomical Observatory of Japan’s VERA
Ogasawara Station. That’s the power of nature.

The population of Ogasawara has grown since it was
put on the World Heritage list. Many of the migrants are
young people, and most work as tour guides. But because it
takes 20 hours by ferry to get here, it takes a certain level of
determination to move here. Also, jobs that deal with nature
are quite involved: the longer you do it, the less you know. It’s
a cycle of going out into the field, studying... You're able to
make the effort and take a significant risk because of your love
of nature. It wouldn’t be exaggerating to say that Ogasawara
should be proud of its serious-minded tour guides as well as

its magnificent nature.

Now and then

When I moved to Japan in January of 2011, for the first month I
lived in a hotel in Taito, near Inaricho station. I picked it at random,
being completely unfamiliar with Tokyo’s different areas, but I found
it quiet and calming. I didn’t realise until later that this place has
many shops that sell memorial shrines, and many people consider
the area to be haunted.

This was where I started in Tokyo. A few minutes to the west
was Ueno Park, with the tree-lined lake, and the apartment towers
glowing in the winter sunsets. My home didn’t have tall buildings,
and I only knew the overgrown, empty parks.

One day, I met you at Ueno station, and we had eel for lunch on
Ameyoko shopping street. After lunch, we walked to Kappabashi,
where I bought a small paring knife in one of the kitchenware shops.
When we crossed the Sumida River, there was an icy wind furling
the water. Passing boats boiled by, and I remember how quiet the
city seemed, even from the center of the bridge; we couldn’t have
been much closer to the heart of the city. We sat on the opposite
bank under the elevated highway looking out, and having take-out
coffees. After, we walked through the neighborhoods around the
then-incomplete Tokyo Skytree, and I picked an orange from a tree
hanging over the street.

In the evening back at my hotel, I sliced avocados for us with my
new knife, added lemon and olive oil, and made tea with juice from
the orange. The tea was so bitter it was completely undrinkable.

Just last year, I came back to Kappabashi with you and our 1-year
old daughter, but this time I bought a butter tray.
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BH & Hirotoshi Tsutsui
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Born in 1979. He was born and raised in the Ogasawara Islands, and from junior high school age he began help-

ing out with the family business of guest house and tour guide services. After stints doing marine sports tour
guiding and dolphin ecological surveys, he now conducts stargazing tours and native species conservation work.
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The splendid Milky Way. The number of stars visible from
town gives a sense of Ogasawara's potential.
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Ogasawara tourism unsurpris-
ingly centers around the ocean,
the prime example being dol-
phins and whales which can
be seen all year round
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“Green pepe” luminous mushrooms can be seen from
the end of the rainy season throughout summer in
many places on Ogasawara at night.
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Will Long is an American musician, writer,
photographer, and label owner living in

Tokyo. Since 2005, he has produced more
than 100 releases under the name Celer
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An oasis in the Tokyo desert
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Tokyo: A major metropolis I think I'm getting to be a Yeah? Then there's some- A straight-up Seriously?
pretty good expert on Tokyo place you gotta see old-growth forest, Where?

untouched by time
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Just a few minutes walk from Shirokanedai Station is the Institute for Nature Study, where they give each guest a ribbon and making sure that there are never more than
National Museum of Nature and Science let people in until the ribbons run out, 300 guests in the facility at one time.
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A 20-hectare biosphere of evergreens and deciduous trees,
marshes and grasslands, and a pond and a river,

the Institute is a window on what the natural forest of
Musashino looked like five centuries ago
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It's a Tokyo oasis With stately pines that date back 300 years, and the sound of

rare butterflies and kingfishers

the Metropolitan Expressway?
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Right, right — I almost forgot
I'm in the center of the city!
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I had no idea there was this kind of green space right in the middle of
downtown Tokyo Turns out I've still got a lot of Tokyo exploring to do

Tsuchika Nishimura
Manga artist and illustrator

Tsuchika Nishimura made his debut in 2010 with Nakayoshi-dan no boken

[The adventures of nakayoshi crew], a collection that earned him the “New Face Award”
in the Manga Division at the 15th Japan Media Arts Festival

Nishimura's other works include Kawaiso na Mayumi-san [Poor Mayumi] and
Sayo-nara mina-san [Goodbye, everybody].
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This issue is all about what you can't see, but there's still so much that we can see but don't
really take notice of. The breath of spring is everywhere... —Mori Ryu / Every time | see a stoplight
around town, my eyes tell me that the “go” light is green — but my mind tells me it goes in the
“blue” category. It doesn't make much sense to me, but it's oddly reassuring to know that calling
it “blue” is something everyone can agree on. —Kim / Your whole view can change depending
on where you focus your gaze. There are scenes you see every day and scenes you'll only see
once. Every person has a different perspective —and while this issue is just another perspective
to add to the mix, that unique viewpoint is what makes it so compelling. —Mizushima / When
| was out working on this issue, | got a sense of all the different philosophies floating around
and coloring the creative world. Ever since, I've been spending my nights thinking about all the
“intangibles” that populate our world. —Hirabayashi / Being aware of unseen worlds changes
how you sense things — and how you think. Perception can be pretty persistent, so make sure
you don't let that power deceive you! —TAKAIYAMA inc.
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