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Message

The Tokyo Contemporary Art Award (TCAA) was established in 2018 by the Tokyo
Metropolitan Government and Tokyo Arts and Space (TOKAS) with the aim of encour-
aging mid-career artists in Japan to make breakthroughs in their work and take their
practice overseas. Following the inaugural selection and subsequent international
promotional support, we will hold an exhibition of works by Kazama Sachiko and Shi-
tamichi Motoyuki, the winners of the Tokyo Contemporary Art Award 2019-2021, to
commemorate their achievements.

This monograph, which has been compiled in conjunction with the commemorative
exhibition, contains both works from the exhibition and other related works. In doing
s0, we hope to introduce a fuller picture of Kazama Sachiko’s creative practice and the
visual language of her artwork by presenting and critiquing her work.

‘We hope that the support this award provides will prompt its winners to build on
their exceptional achievements and pursue new developments in their practice.

In closing, we would like to thank the many individuals and organizations who

have contributed a great deal of support to establish this award.

The Organizers
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About the Tokyo Contemporary Art Award (TCAA)

The Tokyo Contemporary Art Award (TCAA) was established with the aim of
encouraging mid-career artists in Japan to make breakthroughs in their work. Those
eligible for selection are artists who reside or work in Japan and are eager to take
their practice overseas. Award recipients are selected with an emphasis on the need
to provide support at a pivotal time in their careers. Screening is conducted by a
selection committee through artist research and studio visits by which committee
members gain a deeper understanding of each artist’s production, background,
expression, and career path.

Two recipients are selected to receive funding over several years, including support
for overseas activities and an exhibition at the Museum of Contemporary Art Tokyo.

Award Timeline

Open application
Studio visits Exhltiticn
Preliminary FI":I L Awards Support for (Museum of
soreening e ceremony vit
o Art Tokyo)
Recommendations
First year Second year Third year
Organizers
Tokyo Metropolitan Government

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

Selection Committee

KAMIYA Yukie (Gallery Director, Japan Society, New York)

SUMITOMO Fumihiko (Director of Arts Maebashi / Associate Professor at the Graduate Sehool of Tokyo University of the Arts)
Doryun CHONG (Deputy Direetor, Curatorial and Chief Curator, M+)

Maria LIND (Curator, Writer and Edueator)

Carol Yinghua LU (Director, Beijing Inside-Out Art Museum)

KONDO Yuki (Program Director, Tokyo Arts and Space)
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Diagonally Speaking
Notes on the Works of Kazama Sachiko

Curator, Writer and Educator.
Member of the TCAA selection committee (2018-2019)

Maria LIND

I am standing in front of a large black and white image depicting
a downtown cityscape with high rises from a low angle. A
fighter plane is flying in a diagonal move towards me from the
right, casting shadows on the surrounding late modernist
facades which are covered with advertisements. Rows of pris-
oners with their hands tied and cones on their heads march in
the same direction, as do cat-like creatures in military uniforms.
On either side of a circular sign on the ground, with a whirl of
smoke rising from the middle, are hunched people cleaning and
walking in rows. On the back of three men moving inwards in
the image serial numbers are written, as if they were prisoners.
Overlooking the people is a beast spewing something indetermi-
nate over all of them. Am I in an urban purgatory?

Measuring 360 x 180 centimeters, Nonhuman Crossing by
Kazama Sachiko is absorbing me as a viewer. The drastic per-
spective and its towering buildings pull me into the picture
which tells the dystopian story of the Shibuya Crossing in
Tokyo, said to be one of the most surveilled spots on earth. Made
in 2013, the image reflects a time when the magnitude of the
surveillance-based society of control started to become appar-
ent, and geopolitics took a harsh turn. The bodies inhabiting the
crossing are strictly disciplined, whether depicted in uniforms
or not, moving like soldiers or convicts. The atmosphere is
oppressive and frightening in this megalopolis in decline. The
motive and the composition — it does not look like anything else
that I have come across in the sphere of contemporary art.

Like most of Kazama’s work, the narrative tableau is a
woodcut print with black oil ink on Japanese paper. This partic-
ular print is made in two parts which form a virtually seamless
entity. A rare bird in the field of contemporary art but one of the
oldest reproduction techniques in the world, woodcut printing
unusually combines physical labor through the carving of the
wood, image-making and calculation in terms of both imagining
the final print coming out in reverse, and combining several
blocks into one coherent image. While drawing on the tradi-
tional Japanese Ukiyo-e technique, which translates as “pic-
tures of the floating world”, Kazama takes the matter into her
own hands. Instead of as is typical, dividing the labor between a
designer of the image, a carver of the woodblock and a printer
taking care of the colors and the actual printing, she does it all.
In this way, she follows the line of Sosaku-hanga, the creative
print movement from the first decades of the last century when
a single artist made the print from beginning to end, as an act of
self-expression. Following this logic, she usually makes only one
print from the meticulously carved blocks.

This commitment to the work of the hand and the return to
old craft makes Kazama part of a palpable strand in contempo-
rary art. Nowadays, many artists across the globe are learning
various handicrafts, painstakingly fabricating their work by
hand. Artists such as Claire Barclay in Glasgow, Anne Low in
the countryside outside Montreal, Allison Smith in San Fran-
cisco, and Dale Harding in Brisbane and the countryside in
Queensland, want to pay attention to what is already there
rather than necessarily chasing the new. In their practice, I can
hear an echo from the late 19th-century art and crafts move-
ment, whose epicenter was Britain but which quickly became an
international trend. This included the Mingei movement in the
artist’s native country. With the predecessors the contemporary
artists share a dedication to existing knowledge and old crafts-
manship, using techniques and methods that demand a consid-
erable amount of time, defying the hectic production schedules
of our time. Today, it is impossible not to connect this approach
to a care for the natural resources of Tellus and their use, human
as well as natural.

However, while Kazama’s techniques and methods clearly
link her to the past, her motifs blend historical events and char-
acteristics with current phenomena and experiences. Finally,
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fantasy is added, a mix that makes the work nakedly contempo-
rary. Her searchlight is directed at the formal powers, such as
governments, corporations and the military, and how they exer-
cise their influence and shape humans, buildings and societies
alike. This is one of the reasons why her works can be seen as
contemporary versions of 19th-century history painting. But
instead of idealizing the subject matter like the predecessors
did in their grand canvases, her prints intensify and escalate,
invent and fable, resulting in dystopian visions with nightmare
potential.

Encountering Kazama’s work makes me think of the social and
political function of woodcuts. Woodcuts maintain an active rela-
tionship to art history, and they are both art and a vehicle for
conveying messages. As an image technology, it can be used by
trained artists and amateurs alike. Throughout the 20th century
inexpensive, flexible and easily reproduced woodcuts have been
part of social and political movements, decolonial struggles,
democratization processes and various forms of critique of capi-
talism. Women and minorities have turned to woodcuts. As art
historian Kuroda Raiji has suggested, a different history of art
in Asia can even be written through the lens of woodcut printing
where modernization becomes a question of subjectification
rather than learning Western techniques and styles. Due to its
relatively cheap and simple conditions of production, woodcut
printing allows for horizontal approaches and exchanges instead
of the vertically descending influences.

With its fifteen square meter surface, Dyslympics 2680 is
far from a neat picture that can be carried about and posted all
around. It is a massive piece depicting a festival in Dyslympia, a
city governed by eugenics. Symmetrically composed with semi-
circular tribunes on either side of a center stage, gigantic pillars
and medieval-looking catapults flank formations of people
marching in procession creating the shape of a Christmas tree
with a cylindrical podium as the star on top. Upon closer inspec-
tion, the tribunes turn out to be a Roman amphitheatre cut in
half, built for the perfected inhabitants. On the left, a missile
launcher is releasing a torpedo towards the podium while on the
right broken antique sculptures are piled up. A gigantic roof,
worthy of the mightiest sports arenas of the new millennium,
spans the whole stage. The festival is inaugurating the future
Olympic Games in Tokyo, merging the never realized games of
1940 and the games which were scheduled for 2020. Marking the
2600th anniversary of Emperor Jimmu’s accession to the throne,
1940 was also the year when Japan introduced eugenic laws and
became isolated from the rest of the world, hence the number
2680 in the title.

Monumental and yet rich in detail, Dyslympics 2680 might
be Kazama’s most striking work to date. Although considerably
smaller and distinctly different in motif and composition, A tar-
get dreams of becoming a hunter is no less powerful. But it
achieves its might through other means. In the midst of a
shower of thumbtacks, a high school girl kicks at an invisible
adversary with her face turned away and a clenched fist reach-
ing out towards her target. Stretching her body across the sur-
face of the image like a superhero, the girl is full of force, almost
breaking out of the tight room which is filled with shelves. As
opposed to the myriad of humans in Dyslympics 2680, which are
reduced to ant-size and completely subordinated to the overall
structure and spectacle, there is no one else present in A target
dreams of becoming a hunter. And yet, the bullied girl strikes
back at her tormentors — she is the one not only dominating the
picture but even controlling the space. Instead of the passive,
often violently sexualized, high school girl, this young woman is
breaking out of her confinement.

Kazama’s inventive attitude also comes across in the twin
prints Homebound Ship (Future White) (D) and Homebound
Ship (Beached Black) (ii), an example of how she is experiment-
ing with her tools. The portrait format pictures show a giant
vessel that seems to have run aground and is being pulled by
ropes from the shore by a group of hooded people. As often in
her pictures, the sky is stormy. In fact, the diptych is a portrait
of the ship Mutsu which was originally constructed to carry
nuclear material and was later refitted to be an oceanographic
research vessel. To emphasize this “whitewashing,” the artist
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used the same woodblock but carved in such a way that the
resulting print is lighter than in the first one. A small but signif-
icant part of both prints is the person standing alone in the
water, watching the boat like a “Riickenfigur”, or “person with
their back turned toward you”, in a painting by Caspar David
Friedrich. Like in the Romantic painter’s pictures, Kazama’s
figure carries a subjective, emotional response not to the natu-
ral world or some metaphysical dimension but to the current
condition. If Friedrich was a champion of spirituality, Kazama is
more of a defender of imaginative critique, albeit a thoughtful
one.

Atomic weapons, nuclear energy and the lurking official “safety
dogma” feature in several of Kazama’s prints. In the vertically
oriented Prison NUKE FISSION 235, six electrons are orbit-
ing a high rise which turns out to be the Ministry of Economy,
Trade and Industry. While the building, which here can be seen
as the epicenter of the promotion of the primacy of economy, is
surrounded by mushroom clouds, the street in front is devoid of
both people and cars. Similarly, Alas! Heisoku-kan (Raging Bat-
tle-ship the Dead-end), while being dominated by huge waves
reminiscent of Hokusai’s famous The Great Wave off Kanagawa,
is hinting at the tsunami causing the Fukushima nuclear
catastrophe. But there is more: in addition to her frightening
dystopias, there are “softer’] failed urban projects and sinking
ships, like in The Whirlwind of the 13th District. Series “Kurobe
Gold”, a set of smaller prints in portrait format, project no acci-
dents and obvious failures. Instead the focus lies on intact struc-
tures like dams and power stations. There is almost no sky and
the motifs are squeezed into the boundaries of the pictures,
making them look like expressionist prints from the early 20th
century. But more than anything, it is how I imagine being
inside a German expressionist film would be like.

Considerably smaller and quieter is the series Common
Wealth, fifteen prints depicting the same amount of homes that
are up for sale. These villas are standing eerily empty under
towering skies. Just as there are no humans to be seen, there is
no greenery either, as if life itself had been evacuated. Like most
of Kazama’s works this series is based on inquiries and research,
in this case, the crisis in the housing market, borrowing the
images from real estate advertisement. A long-term interest of
hers is the totalitarian periods in the recent history in Japan and
Germany, and the parallels between them. Popular media of the
time, in particular magazines and books which she sources in
libraries, antique bookshops and online, play an important role
in the research. I am intrigued by the depth of her knowledge
and her commitment to research.

Some of this source material is to be found in her studio in
Tokyo. Yet another remarkable aspect of Kazama’s practice is
namely where and how she makes her work. She is conscien-
tiously carving and printing the woodcuts in a tiny but beautiful
house in the city center which doubles as her home. The cozy
room in which she is working is probably about the same size as
the surface of some of her pictures, and it is full of printed refer-
ences. Books and magazines from the 1930s and 1940s in Japan
and Germany compete over space with printing blocks, paper,
paint and finished works. It is hard to fathom that all her works
are made here, that she manages to produce large-scale pieces
with complex compositions as jigsaw puzzles. But she does, and
the contrast between the work situation and the actual art
works is stark, not unlike how she always plays with the distinc-
tion between black ink and the white paper in the prints.

I imagine that Kazama is working at an acute angle in her
studio. This resonates with the formal diagonals that are so fre-
quent in her pictures, cutting across the surface but also
through the image. The diagonals transverse time and space, as
well. Out of these movements and the connections they make
possible, she is staging allegories that encompass micro and
macro, the personal and the political, the local and the global.
Her conceptual diagonals offer queer perspectives, making the
work quirky, in the best sense of the word. In doing so, her
works are far from severed from the planetary concerns of our
time — they are full of critique, dissent and defiance. And it all
seems to rest on a unique dynamism of the mind.
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A Study of The Magic Mountain

(For “Der Lindenbaum”)

KAZAMA Sachiko

w1 My Trip To GERMANY CANCELED

Once COVID-19 began its insidious spread across the world in late
February 2020, northern Italy suffered the first major outbreak in Europe.
The rest of the European Union was infected in no time. Dark clouds
loomed over the research that | had planned to Germany with a friend.
“Maybe | can just make it,” | thought optimistically, while also worrying,
“But what if | can’t get back?” Unsure what to do, as the news coming
from the Robert Koch Institute in Germany and Japan’s Ministry of
Foreign Affairs only got worse, ultimately | decided to cancel my
research... And then, that fateful day, March 16th. The very day | was
scheduled to land at Munich airport, Chancellor Angela Merkel decided
to begin closing Germany’s borders. While knowing that my indecision
had kept me from going, | felt slightly relieved to learn that travel would
be impossible for the foreseeable future.

It has been twenty-five years since the twenty-six member countries of
the European Union created the Schengen Area and opened their bor-
ders. As open borders were the very embodiment of its ideals, it surely
came as a surprise to the EU that, after a quarter-century of allowing free
movement, it would have to shutter its borders to stop, of all things, a
virus. One can only hope that it won’t be too long when the people of
Europe can again stand together and sing “Ode to Joy” from Beethoven’s
Ninth Symphony, a paean to European unity and the anthem of the
EU (that is, without fear of spraying each other with contaminated droplets).

122 AQUARIUS AND THE Magic MounTAIN

It is said that the Surrealist and poet André Breton was lying when he
publicly declared his birthday to be February 18th, when in fact it was on
the 19th. He claimed that his reasons were “poetic.” But | have my
suspicions. Of the twelve signs of the Western zodiac, it is Aquarians who
are said to exhibit the strongest traits of genius (and eccentricity). Perhaps
that is what he was trying to claim for himself?

Like Breton, I, too, was born on February 19th, on the borderline
between Aquarius and Pisces, and until recently, | thought | was a Pisces.
Upon researching my horoscope on the internet last fall, however, |
learned that | was in fact an Aquarius, since the sun was still lingering
within Aquarius on the morning of my birth. Okay, that makes sense.lam
certainly more of an individualistic and eccentric Aquarian than | am a
romantic and delicate Pisces. | have put greater faith in horoscopes ever
since, avidly reading related articles. Then, one day, | came across the fol-
lowing strange and prophetic statement!

...... “In the coming year of 2020, you, Aquarius, like Hans Castorp in
Thomas Mann’s novel The Magic Mountain, will set out on a magical pil-
grimage across time, encountering people and ideas previously unknown
to you, in places far, far away from your normal life."......

What?! My future will trace the path followed by the protagonist in a
novel | had never read?!... Scared as | was, | knew that I had no choice but
to read this prophetic text. | immediately logged into Yahoo! Auctions
and bid on the two-volume Iwanami Bunko edition of The Magic Moun-
tain. | started reading it on New Year’s Day, 2020.

w1 My Remote CLimB up THE MounTamn BEGINS

The first volume of The Magic Mountain is 598 pages.The second volume
is 690 pages. Having abandoned Dostoevsky’s Demons before finishing
volume one, | knew that | had my work cut out for me when this even
thicker novel arrived. Two months later, in early March, | still had only
gotten through 260 pages. With 1288 pages total, if The Magic Mountain
was Mount Fuji, I'd only be around Nigome, the second station up the
slope. Hans Castorp has begun to get to know the people of the
sanatorium. He has mastered the art of wrapping his body in a blanket
and lying quietly. He is infatuated with Madame Chauchat, a dead ringer
for his first love, a boy named Hippe. Is love the cause of Hans'’s persistent
low-grade fever and the reason the mercury in his thermometer refuses
to drop? Or does he have a lung disease? And so, the exciting scenes
unfold (as the dazzling scenery does on the road leading up to the second
station of Mount Fuji, as you know the real action is about to start!).

And then, as | approached the third station, I'll never forget what hap-
pened. It was the night of March 25th. The time, 8 PM. 1 was having drinks
at a friend’s house when the broadcast of Governor Koike’s emergency
press conference began. “Forty-one cases of COVID-19 have been confirmed
in Tokyo. We are potentially facing a major outbreak. I strongly urge the
residents of Tokyo to refrain from going out on weekends,” she said, with
palpable tension in her voice. Oh no! What are we going to do?! (Now,
forty-one cases seems like nothing.) The next morning, | joined the hordes
at the supermarket, shoving one other to secure food. As often as people
make light of the saying “Avoid the Three Cs,” oh how [ later regretted
plunging myself into that crowded C... Not only did I resign myself to the
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prospect of not being able to drink outside, | vowed to myself to never
leave the house unnecessarily again. Avoiding contact with other people
is key to containing the virus’s spread! | have more confidence than most
in being able to endure isolation. And since | can’t travel to the outside
world for research, I'll climb The Magic Mountain remotely from the con-
fines of my own room! I'll travel (by brain) to explore the “abyss” on high!

w A Synopsis oF THE Magic MounTAIN
I'm sure many of you were like me: familiar with only the title of The
Magic Mountain. So, allow me to provide a brief summary. (Spoiler alert)

It is 1907 in Germany. Hans Castorp, a wealthy orphan who grew up in
Hamburg, is “an unassuming young man,” ordinary without any distin-
guishing characteristics (this “unassuming” nature is described over a full
twelve pages). Supported by wealthy relatives, he acquires the typical
trappings of the bourgeoisie and lives comfortably without a care in the
world. Things suddenly change, however, in the summer of his 23rd year.
Soon after being offered an apprenticeship as a ship designer, he falls ill.
On the advice of his doctor, he decamps to the International Sanatorium
Berghof in the mountains of Davos, Switzerland, for a short period to
recuperate. This retreat, which doubles as an opportunity for Hans to
visit his cousin Joachim, who was forced to retire from the military due to
tuberculosis, was supposed to last only three weeks. But lo and behold,
it’s been seven years and Hans is still there.

His daily life at the Berghof Sanatorium, an alien world high in the Alps,
begins happily as Joachim instructs him on how to conduct oneself prop-
erly at the facility. He is amazed at the uniqueness of life there, as he
surveys the cosmopolitan richness of the patients. He is inspired by the
presence of Italian writer Lodovico Settembrini. With the exotic Russian
Madame Chauchat, it’s love at first sight. Oh, how filled with excitement
this novel is! This mysterious low-grade fever just won’t go away. Could
he have tuberculosis? He finds out he does, as the reader has long sus-
pected. X-rays reveal both the traces of past iliness and new lesions. Hans
Castorp is now a proper, full-time resident of the sanatorium.

Time flows by idly in the sanatorium. In an attempt to forget death, the
wealthy patients indulge in hedonistic behaviors. Settembrini, on the
other hand, tries to maintain his dignity. Hans is wary of the Italian schol-
ar’s faith in Enlightenment thought, but finds great meaning in their
conversations. So much happens over the course of Hans’s seven long
years at the sanatorium: the heartrending death of his cousin Joachim,
his evanescent love affair with Madame Chauchat, the appearance of an
enigmatic and charismatic man, Settembrini’s pitted arguments with
Naphta and the duel that results, etc... Though he went there simply to
get healthy, Hans Castorp ends up passing his youth at the sanatorium.
Alas, his moratorium on existence finally drains the lifeforce from him.
Those empty days come to an abrupt end with the outbreak of war. Now
30 years old, Hans is rushed out of the sanatorium and to the battlefield,
where he vanishes from the reader’s sight covered in mud. That is where
the story suddenly ends...

And so ends my brief outline of this 1288-page novel. As the above is
only meant as a rough summary, | have not attempted to convey this
masterpiece’s many depths. Though | would like to recommend that you
read it, | dare not impose upon you since it’s so damn long.

51 THE BILDUNGSROMAN AND THE MounT oF PURGATORY

On the cover of the second volume of the paperback edition, The Magic
Mountain is described as “a major Bildungsroman that plumbs the
depths of human nature.” The term “Bildungsroman,” or kyoyo shosetsu
in Japanese, was new to me. | suppose the idea is that whoever picks up
this novel is expected to be educated and have a decent amount of
background knowledge already. Indeed, as the novel is filled with new
words and includes 277 footnotes, the reader is bound to be educated
just by reading the notes and looking up things on their smartphone...
Bildungsroman are, as their name claims, indeed edifying. When Hans
meets the Italian Settembrini, a humanist scholar whose head whirls
with knowledge and moral understanding, their intense conversations
introduce the young man to both the shame of ignorance and the joys of
learning. Unable to keep up, Hans often feels frustrated. But once he’s
alone, he thinks over their exchanges. As this happens over and over
again,limagine the idea is that not only Hans’s intellectual development,
but also the reader’s, will advance over the course of the novel.

While reading, the centrality of Settembrini’s teacher-like relationship
to greenhorn Hans made me wonder if his character was modeled after
the poet Virgil in Dante’s Divine Comedy? Sure enough, there’s a scene in
the second half of the novel in which Settembrini pontificates about
being Virgil to Hans’s Dante so that the young man stays on the path of
goodness. “l knew it!” | cried out, slapping my knee. What a relief to learn
that | wasn’t wholly unread, after all (though to be frank, it was dumb luck
that | was familiar with the Divine Comedy)... “You are bold indeed, thus to
descend into these depths..” says Settembrini, the gentleman from Pur-
gatory, ironically, after Hans have scaled to an elevation of 5000 feet on a
mountain hike. In his heart, Hans occasionally rebels against the narrow
Eurocentrism and the prejudice against music that his teacher some-
times lets slip beneath his poetic and mellifluously accented German. His
is the same arrogant and snarky disdain that Dante, the faithful Chris-
tian bound for heaven, expresses toward the unfortunate Virgil, who as
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an ancient Roman is stuck in Purgatory because of his pagan beliefs.

61 A Rop oF LigHT STANDING IN THE ENDLESS RIVER OF TIME
“Get along now, into the caboose with you — march!” says the head
doctor. Thus begins three weeks of rest and quiet for Hans, now a
“proper” tuberculosis patient. Like clockwork, the so-called “soup-
everlasting”is brought to his bed. The doctor checks up on him during his
daily rounds. During break times (ten slots a day, ten minutes each guest),
the kindhearted Joachim sits by Hans’s bedside and tells him about
what’s going on in the outside world. Day in and day out, there is
practically nothing to do. Time flows endlessly like a giant river. There is
nothing of note or anything worth remembering. While the first three
curiosity-filled weeks following Hans’s arrival to this mountaintop
wonderland take up 301 pages, the next three weeks of him stuck in bed
fill just thirty-six.

Just by looking at these page counts, the contrasting quality and rich-
ness of these two sets of three weeks should be apparent. When you're
bored with nothing to do, time seems to never end. But as nothing hap-
pens to fill the time, those days appear flat and condensed from the out-
side, like a smushed loaf of bread with nothing inside. In other words,
time expands and shrinks depending on how you spend it.

I think many people, myself included, experienced something similar
during the pandemic, as we locked ourselves inside and refrained from
going out. With so many hours spent in a daze, it’s impossible to recall
anything when nothing happens. Time cannot be counted by empty
memories. Actual time and experienced time don’t match up. When
Hans first tells Settembrini that he will be at the sanatorium for three
weeks, Settembrini responds, “We up here are not acquainted with such
an unit of time as the week..Our smallest unit is the month,” he says
jokingly, probably alluding to the relative nature of time.

Then, halfway through Hans’s period of isolated rest, Settembrini
comes to visit the sick young man in his dimly lit room. Once his friend
brightens the room by turning on the electric light, Hans begins to talk
non-stop, like a dam bursting open. Back home, people spread tasteless
rumors about his inheritance and if he has any money left. He never felt
comfortable in that society. Moreover, as an orphan, he had been forced
to confront the fact of his parents’and grandfather’s deaths long ago. He
was intimately familiar with the sublimity of death. He thought that it
was perhaps more appropriate that he be cut off from the world and
spend his days at death’s side at the sanatorium. Such were his private
confessions. To which his friend replies that growing accustomed to feel-
ings of disdain for life’s normal cruelty (that is, disdain for one’s discord with
the world) is in danger of being lost to life, to the manner of life to which
he was born. The sanatorium, he explains, is a place precisely for that
purpose. However, neither sickness nor death are noble things, he
admonishes Hans. Healthiness is to be respected. One must not under-
mine it simply to flee from society.

Hans is perturbed by this challenging of his own self-analysis. But
Settembrini smiles at his young friend and asks to be allowed to tutor
him in theory (essays) and practice (experiments).“It is uncommonly kind
of you— I must ask myself if | really — that is, if there is anything — " sheep-
ishly mutters Hans, to which Settembrini replies with a laugh, “Sine
pecunia, of course...| can’t let myself be outdone!” And he promises to
continue their discussion in the future. As he leaves the room, Settem-
brini says to Hans something that he repeats throughout the novel:
“Engineer, you are a wag.”...Once Hans realizes that their heated discus-
sions will lead him out of ignorance, his face lights up. My heart did,
too. (Oh, Settembrini, so filled with affection for the young man! Wishing for
Hans’s return to society by calling him “engineer,” at the same time that you
respect this simple young man’s idiosyncrasies by calling him “a wag”!)

m INFECTIOUS DISEASES AND MORATORIUMS
Despite being orphaned at a young age, Hans Castorp grew up in a rich
family, wanting for nothing. The idea of Hans as a “unassuming young
man” is partly, | think, a product of his being surrounded by jealousy and
indebtedness to his relatives while growing up. From an early age, he
probably realized that, as an orphan, being ordinary and not drawing
attention to oneself was his best line of defense. The truth is, (like most
people in the world) Hans has a distinct personality and hobbies. He is
hardly ordinary, innocent, or naive. While his apparent “simplicity” led his
relatives to urge him to become a shipbuilding engineer, deep down he
was reluctant to become a corporate employee. Being sent to the
sanatorium was, in that sense, an unexpected gift, as it put life as he
knew it on hold. What’s more, once he was deemed a “good patient,” he
was able to enjoy life on the mountain without having to make any
immediate decisions about what he was going to do with his life...
Having read that far, | thought, “This sounds like me!” In the third
grade, | started hating going to school. Every morning, I tried thinking up
legitimate reasons to be allowed to stay home. Early morning asthma
attacks were what almost always did the trick, to the point where my
classmates gave me the weird nickname “Asthma White.” Everyone saw
me as a frail child, myself included. Gradually, however, even | had trouble
telling whether | was actually sick or faking it. | became, instead, the “kid
who refused to go to school”! When my condition got worse, | was sent
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to a school far from home for children with chronicillnesses to get better.
What a relief to have succeeded in sabotaging my social obligations (like
Hans did) and pleasantly spend my days with other sickly children! As
tuberculosis for Hans, so asthma enabled me to distance myself from the
healthy crowd.

The “stay home” directives that were issued to help stop the spread of
COVID-19 offered young and old people the perfect opportunity to
become “troubled moratorium youth.” | believe that even the lonely
hours stuck at home have value. Time may often slip past aimlessly like it
does at the sanatorium. Yet, proper self-reflection and contemplation
require being cut off from everyday life. There is not an hour of the day
that I'm not thinking about something, which I take out on my poor
woodcuts with my carving tool. For those who are healthy in mind and
spirit, limagine that these repetitive days make you want to bust out and
make a run for it. For me, it’s like | was training for this 24/7 life of reclu-
sion by being on moratorium for the past forty years.

w1 THE EncycLopEDIA oF WoRLD SUFFERING

“Everlasting check trousers”... This is the nickname Hans gives
Settembrini, in (respectful) honor of the way he wears the same exact
outfit every day, all year round: a coarse woolen double jacket, a high
collar shirt, light yellow plaid trousers. The main reason he always
dresses this way is that he is, in today’s parlance, a “minimalist.” But
financial difficulties may also be a factor.

Settembrini,who is probably in his late thirties, belongs to the Interna-
tional League for the Organization of Progress, a group of humanists
who work toward enlightening the world about human progress. Due to
his poor health and limited mobility, however, he has been unable to
attend the regular meetings at the organization’s Barcelona headquar-
ters, so he must fulfill his duties as a member through international
post (aform of remote work) instead. The project he has devoted himself
to is the compilation of a book about the pathologies of suffering, called
The Sociology of Suffering. This impressive undertaking aims to survey all
the forms of suffering that afflict human beings, offering examples of
each in the form of an encyclopedia, which will enable humans to shed
the fetters of their distress and find footholds on our collective climb
toward achieving a happy and progressive world.

The International League for the Organization of Progress... The Sociol-
ogy of Suffering... There is something about these silly names that makes
me want to say, “Gimme a break!” If bellies could be magically filled just
by adding “world hunger” to a dictionary, that would be one thing. But
just knowing about problems is hardly the same as solving them.
Settembrini advocates for the “self-perfecting through social better-
ment” via such humanist projects, but in reality they serve only his own
personal self-perfection.

Though unable to resolve even his own personal predicament, Settem-
brini nonetheless expounds on doing things for “the service of human-
ity.” His struggles high up at the sanatorium are as comical and pathetic
as Don Quixote’s. But | also wonder: Are we artists really any different?
How about how artists are often blown up as revolutionaries simply by
bringing up certain social issues? If parading “problems” is how we try to
convince people that this vague and ambiguous thing called “art” is
somehow essential to society, then what we do is just as silly and self-in-
dulgent as Settembrini’s The Sociology of Suffering. (Yes, 'm talking about
my own work, too!)

171 MounTAIN-ToP ARMCHAIR THEORIES

About halfway through The Magic Mountain, in chapter VI, another man
with a sharp tongue appears alongside Settembrini. While Madame
Chauchat has left for a foreign country, Settembrini has moved into a
boarding house in the city. The faces in the sanatorium are changing,
when suddenly Leo Naphta, Settembrini’s intellectual nemesis, takes to
the stage. If Settembrini, with his elegantly shabby look (his “everlasting
check trousers™), jokes, and irony-embroidered conversation, is “yang,”
then the steely Naphta, who dares to dress his diminutive physique in
modest-looking but expensive clothing, is “yin.” They live on the second
and third floors of the same small boarding house. To a casual observer,
they are about alike as cats and dogs, yet for some reason they are always
together. As ordinary people are no match for their extraordinary minds,
these two intellectual equals instead choose to fill their loneliness by
engaging in constant, pitted debate with each other.

For Hans, who has recently awakened to the joy of critical thought, the
spectacle of their thrilling arguments makes his brain crackle. Hoping to
sway the impressionable young man to their respective schools of
thought, these two loquacious teachers debate on and on before Hans.
He, in turn, as the adorable student, is excited by the stream of words
that gush forth inexhaustibly from their fountains of knowledge, and
their ability to use those words to parry and attack their foe. As it turns
out, however, behind both of their stores of wisdom are powerful institu-
tions: the secret society of the Freemasons backs Settembrini, while the
Jesuit Church backs Naphta.

As a reader, | was quite disappointed to find out the source of Settem-
brini’s staunch belief in the progress and perfection of humanity through
reason and wisdom, and Naphta’s in the building of the Kingdom of God
even if it requires revolutionary violence. Both their “ideological princi-
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ples” and their “God” are merely manifestations of concepts created by
humans for their own convenience. They are like Brocken spectres in the
mountain mist. What is the point of worshiping an oversized human
shadow, and endlessly perpetuating division, conflict, and domination in
its name? Even today, politics are put forth to be obeyed, religion remains
inviolate and sacred, and money becomes more wondrous the more one
has. But are the “liberties” and “rights” that back these things really any-
thing more than the questionable fabrications of history’s victors?

Later, these garrulous men’s stubborn arguments escalate into a pistol
duel. With Hans and others looking on, the moment of the duel arrives.
Settembrini fires his pistol into the air, while Naphta fires a bullet into his
own head!... The death of Naphta (a shadowy figure not unlike the character
William Wilson in the eponymous Edgar Allan Poe story on the theme of the dop-
pelgénger) leaves Settembrini so distraught that he becomes incapable
of even writing and spends his hours just lying in bed. These knights of
discourse continued clashing theirverbal swords, knowing full well that
they were armed with only ineffectual “mountain-top armchair theo-
ries.” Their battle may have been pointless, but at least they enjoyed
exercising their minds at full throttle.

no For “DER LINDENBAUM”

Three winters ago. | snatched up seventeen classical music CDs at a local
recycle shop for the cut-rate price of 50 yen each. One of them was
Schubert’s Swan Song cycle. This became my first encounter with the
vocalist Dietrich Fischer-Dieskau. It was, in fact, the first time | had
listened to any first-class German Lieder singers. Fischer-Dieskau’s gentle
yet austere baritone taught me the magnificence of Schubert’s songs.
Finding myself a prisoner of his voice, | bought CDs of all his key works.
Among them, Winterreise (Winter Journey) could be called, without
exaggeration, a collection of poems for the ear. Even if you listen to it in
the summer, this profound cycle of songs succeeds in evoking a freezing
winter. | can listen to it on repeat for hours on end and not tire of it.

The lyrics of “Der Lindenbaum,” the most popular song in Winterreise,
familiar to many Japanese through Kondo Sakufu’s translation, begins
with the lines, “By the well, before the gate, stands a linden tree.” Listen-
ing to the song again while contemplating Wilhelm Miiller’s original
poem, the image of a traveler wandering through the endless winter,
wrapped in warm and beautiful memories, appeared vividly in my mind’s
eye. ... What a strange coincidence it was to find that the lyrics of “Der
Lindenbaum” are also the last words Hans utters in The Magic Mountain.

Chapter VII: Fullness of Harmony. Hans is overjoyed by the state-of-the-
art gramophone and the 144 records newly installed in the sanatorium’s
recreation room. An aficionado of music, he puts himself in charge of
taking care of the gramophone, managing the record collection, and
selecting songs to play. Once the other guests leave the recreation room,
Hans is in heaven... The names of several masterpieces of classical music
appear. As each is placed on the gramophone, Hans recalls the scenery
they are meant to depict and appraises how wonderfully the
instrumentation and singing captures it. “Der Lindenbaum,” which he is
familiar with as one of the German people’s most beloved songs, is
among them. The song’s gentle beginning suddenly shifts when the
singing describes the traveler’s hat being blown off by a gust of wind,
dramatically destroying the song’s mood and foreshadowing Hans’s own
future. The last two lines, “I found my solace there / For rest and peace
are here,” move Hans unexpectedly. In the Japanese version, the song
ends with the refrain, “there | will find happiness.” As | listened to the
voice trailing off with rapt longing, | imagined that this place of peace
and tranquility offering both “rest” and “happiness” signified the end of
the journey, that is, death.

And then...it has now been seven years since Hans entered the sanato-
rium. Hans has lost both his youth and his sense of existence. He has
become a man living on autopilot. An opportunity to rejoin society sud-
denly arrives in the form of a draft notice following the outbreak of
World War |. Settembrini raises his weakened body from his bed to see
off this life’s delicate child,” who is determined to leave the mountain no
matter the means. “Addio, Giovanni mio!” cries Settembrini from the
train station platform, bidding farewell to his beloved Hans with the
deepest affection, calling him by a name (“Giovanni”is Italian for Hans) and
an appellation (“thou”) that he had never spoken before. ... And so ends
this tearjerker of a human tale. Then, a ruthless battlefield slathered in
rain, mud, and bullets. It is difficult to make out who is whom. But there,
in the distance, we see Hans, marching through the mire, treading with
his military boot upon the hand of a fallen comrade, bereft of everything,
even his personality.

“And loving words I've carven / Upon its branches fair-" Hans hums “Der
Lindenbaum” upon heavy breaths. “Its waving branches whi-ispered / A
mess — age in my ear-." Visions of sweet happiness have vanished into
the evening glow of the distant mountain fog. Now all there is the wind
of whizzing bullets grazing his iron helmet... Our Hans, forsaken even by
the omnipotent narrator, wanders across the wasteland between life and
death! Farewell, most troublesome nursling, life’s delicate child, farewell!

And so ends this long, very long novel. | am not sure how to process
Hans’s demise or this all-too-abrupt and cold ending... Fischer-Dieskau,
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through whom I was first introduced to Winterreise, was drafted into the
German army at the age of nineteen, with the outbreak of World War II.
He was trained on the Russian front before being sent to combat in Italy.
There, he was captured by Allied forces and spent two years as a prisoner
of war in an American military camp. It is said that Fischer-Dieskau
mastered almost all of Schubert’s songs during those two years, soothing
the souls of his captive compatriots.

He was fortunate to survive that vicious war despite Germany being
outmanned. Resilient, he continued singing until he was almost 70 years
old. Only someone driven by a “divine destiny” could have been blessed
with such a magnificent life. On the one hand, Fischer-Dieskau,embraced
by both the gods of fate and music. On the other, Hans Castorp, the work-
in-progress who grasped at spiritual growth but could not quite reach it.
In the end, World War | and World War I, the worlds of fiction and reality,
may never actually intersect. However, in my heart, these two young sol-
diers stand side by side beneath the linden tree, brought together by a
common song.

un ReBirTH oF ASTory: A WorLp 100 YEARs Aco anp 100 YEARS LATER
As a reader, it took me seven months to relive Hans Castorp’s seven-year
journey. Young Hans became my friend as we traveled together through
2020 and the COVID-19 pandemic. After settling into his moratorium,
where he could indulge his interests with the easy pleasure of a
dilettante, without pressures to take any sort of material action, he
disappeared into the inexorable historical rupture that is war.

Published in 1924, The Magic Mountain’s universality is enhanced by its
weaving of classical motifs into the environment of a hundred years ago
in which the novel is set. As unripe young men like Hans can be found in
every age, his character is timeless... Ancient myths exude a mystical uni-
versality precisely because they suggest a curious continuity between
lands otherwise separated by oceans and mountains, and because their
stories are based on forms of human “karma” that remain constant over
thousands and thousands of years. Like myths, every classic masterpiece
of art is a key of “common understanding” capable of reawakening emo-
tions that stretch across time and space. The real-time The Magic Moun-
tain of a hundred years ago stirs our sympathies even today, a hundred
years later.

That said. Will there still be classics a hundred years from now?
Settembrini would certainly not be happy about people these days being
okay with low literacy and the popularity of words like “anti-intellectual-
ism.” We must continue to strive to create works worthy of the classics,
so that there will be new classics to delight us a hundred years from now.

[THOUGHT FRAGMENTS, ETC.]

THE INTERNATIONAL SANATORIUM

The International Sanatorium Berghof has patients of many different
nationalities. Many of the residents of the sanatorium, which was built
in a prime location in the scenic resort town of Davos, are very rich. But
even among the wealthy, tables in the dining room are divided into
seven (not overtly discriminatory) categories based on ethnicity and social
status. There is also a hierarchy of illnesses. Patients with mild conditions
are regarded as freshmen, while those with moderate conditions are
considered veterans. Those with conditions so severe that they can no
longer make it to the cafeteria are treated as “moribunds” (people who are
dying). Anyone incapable of leaving their room is shunned by the other
patients, who indulge in hedonistic pleasures to avoid the reality of
death. When the sick finally succumb, their bodies are disposed of
discreetly. (Only in this sequence of rituals is the sanatorium egalitarian.)

PREMONITIONS, VIRUSES

After seeing the bewitching portrait of Madame Chauchat painted by
the head doctor, Hans takes to sitting on his balcony and gazing at the
stars while lost in physiological ruminations. The wonders of the human
body, the origins of life, even microorganisms like the tuberculosis
bacillus... In this world, there are living things with individual wills and
microorganisms without, and between them could there not also be a
vast array of inanimate things? Such are Hans’s thoughts. This passage
probably reflects the recent discovery of the existence of viruses, and is
meant to foreshadow the onslaught of the Spanish flu pandemic during
the World War | era.

CHARISMA ARRIVES!

One day, Madame Chauchat returns to the sanatorium with her elderly
patron and lover, Mynheer Peeperkorn. Owner of a plantation, the
parvenu Peeperkorn is an elusive fellow with a strong figure and a face
like a mask from Greek tragedy. “Very good.” “By all means.” “Settled.” He
declares, issuing one decisive statement after another. Even when the
conversation is casual, he manages to confuse his interlocutor. As the
host of a lavish card tournament held in the dining room, he charms the
residents of the sanatorium with his Dionysian behavior... Hans, too,
becomes completely enamored with him. “This is what it means to be
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human!” he thinks, surrendering himself to Peeperkorn’s bizarre aura at
the expense of humanity and intelligence... As a couple, the nouveau
riche colossus Peeperkorn and the predatory young Madame Chauchat
remind me of Mr. and Mrs. Donald Trump. Has the combination of an
overbearing demeanor and the inability to speak coherently always and
everywhere been a prerequisite for charismatic personages?

WHITEOUT

Hansis caught in a blizzard during a reckless skiing trip in the mountains.
Whiteout conditions cause him to take refuge in a mountain shack,
where he has the following strange dream... The seaside, serene and
filled with light. Residing there are simple yet beautiful people who
worship the god of nature. This humble community of modest means
moves Hans. But then, he raises his gaze. Atop the coast’s cliffs, he
witnesses hell: a “banquet of blood.” Upon a stone altar, an old hag rips
aninfant apart and eats it ! ... Awakened by fear, Hans (inthe most agitated
of mental states) comes to the conclusion that there must be some kind of
deep meaning in his dream’s vivid contrast of beauty and horror. No
longer will he allow himself to be ensnared by Settembrini and Naphta’s
yarns. Reason and religion are just concepts, and all binary oppositions —
life and death, good and evil — are meaningless. All that remains is love!
concludes Hans. (Incidentally, when | was his age, | came to the conclusion that
all binaries are two sides of the same coin.) Eminently satisfied with the
insight to which this little adventure has led him, Hans bounds down the
mountain on his skis and heads to Settembrini’s home. But after falling
asleep from exhaustion and relief, Hans wakes up to find the revelation
wiped from his memory! His own hard-fought insight and his teacher’s
valuable feedback have both slipped through his fingers, and with them,
his chance of graduating from the sanatorium.

THE GREAT WAR AND OccuULTISM

Towards the end of the novel, a psychic medium, Elly Brand, suddenly
appears at the sanatorium. During a seance she conducts, the curious
but careless Hans proposes summoning the spirit of his dead cousin
Joachim.When his ghost appears in a dimly lit corner of the room (wearing
a fake military uniform, perhaps due to lingering regrets of not being able to serve
in the military) and stares at Hans with the same eyes he did in life, Hans
breaks down and begins to sob... | find this scene very interesting, for in
its mystery novel-style drama, it reflects the craze for the occult during
the Belle Epoque. In fact, many of the romantic, photographic, and
illustrated postcards that were popular during World War | feature
supernatural, mystical motifs, including Valkyrie aiding a soldier, a legless
veteran standing beside his lover, and a vision of family members upon
the battlefield. Though, at first glance, they look phony in the way images
of the occult often do, one can also see the deep emotions they express
for the safety and return of loved ones sent to war. (The same love is
palpable in the scene with Joachim’s ghost.)

MANN AND WAGNER

Thomas Mann gave a lecture in 1933 entitled “The Sorrows and Grandeur
of Richard Wagner.” “Wagner is not a symbol of the German soul, but one
of the greatest artists in the world,” he says — words that would incite
Mann’s denouncement by Hitler’s newly established cabinet and the
cultural figures who supported it and would prevent him from returning
to his native Germany. In chapter VII, “Fullness of Harmony,” in which
appears a number of classical masterpieces, the words of musical
appreciation from Hans’s mouth sound like they are based on the
author’s own knowledge. “Mann’s a Wagnerian, so Wagner’s music is
bound to come up!” | read expectantly, but not once was his name
mentioned... Perhaps not writing about Wagner is the highest form of
respect one can pay his music.

DEATH IN DAvos

The German Expressionist Ernst Ludwig Kirchner, who is a major
influence on me as a printmaker, died from a self-inflicted gunshot
wound at his home in Davos. The psychological trauma of fighting in
World War |, and the shock of being branded as a “degenerate artist” by
the Nazis, was ultimately too much for him to bear.. The real-life
sanatorium in Davos on which Mann modeled the one in The Magic
Mountain treated mental illnesses as well as tuberculosis. Kirchner met
the German conductor Otto Klemperer at this same sanatorium while he
was being treated for mental illness. He even made a portrait of
Klemperer playing the piano. In this image of artists congregating high
in the mountains to escape the din of the lower world, | am reminded of
Settembrini and Naphta. Likewise, in the steep, snow-covered mountains
visible from Davos, | think of the apex of Kirchner’s despair at the
moment he decided to shoot himself.

All quotations are from Thomas Mann’s The Magic Mountain, trans. H.T. Lowe-
Porter (London: Vintage, 1999).
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Between Black and White,
in a Period of Moratorium
An Essay on the Works of Kazama Sachiko

Curator of the Museum of
Contemporary Art Tokyo

YABUMAE Tomoko

The exhibition of Kazama Sachiko’s works held in commemo-
ration of her receipt of the Tokyo Contemporary Art Award
2019-2021, was originally to have been based on her research
to Berlin, offered to her in support of winning the award. Due
to the effects of the COVID-19 pandemic however, the exhibi-
tion including a selection of her new works was to take place
without the realization of this trip. What was Kazama’s rea-
son for choosing Berlin as her destination? That which imme-
diately comes to mind is her recent interest in the 1936 Berlin
Olympics. Emphasizing the racial myth asserting the physical
superiority of the German people, the 1936 Olympics would
come to be known as the first Games to be spectacularly
showcased through its inaugural introduction of the torch
relay, television broadcasts, as well as a documentary sports
film directed by Leni Riefenstahl. Kazama brought her atten-
tion to the relationship between the Olympics and eugenics
that had swept the world at the time, expanding the scope of
her research to the National Eugenic Law enacted in Japan in
the same year in which the 1940 Tokyo Olympics were origi-
nally scheduled to be held. The work Dyslympics 2680 (2018),
also featured in this exhibition, depicts the opening ceremony
for a fictitious Olympic Games held in the Japanese Imperial
Year of 2680, as a spectacle woven by human beings that have
been classified into eugenically “superior” and “recessive”.
Here, the body of a young male athlete, considered as a
bearer of the most outstanding genes, is seen fired through a
canon in a celebratory salute towards an ovum reminiscent of
the sun in the center. At the same time, in the lower section,
faceless people destined to serve as human sacrifices, are
about to be engulfed by a turbid current. Depicted across this
large and spectacular image is a moment of catharsis in which
the dichotomy “superior” and “recessive” is sublimated. The
true essence of Kazama’s work is her witticism of producing
this “historical image” in the form of a woodcut print, which
had become a method of propaganda for those who were poor
and did not have the means. One cannot help but wonder how
this series of projects would have developed if her trip to Ber-
lin had been realized.

On the other hand, despite the fact that she has been
introduced internationally, Kazama Sachiko is an artist with
little overseas travel experience. While her practice is based
on meticulous and in-depth research, her work, which mani-
fests as a multiplexing overlaying of the present and history,
focuses on a temporal rather than spatial sense of depth. Fur-
thermore, the power of the work derives from a strong imag-
ination (or perhaps delusion is more appropriate) that includes
her distance to the subject. Her local imagination that reaches
out to the remote is perhaps something that gains strong
momentum in the midst of the pandemic. This conjecture of
mine turned to conviction when Kazama, who gave up travel-
ling to Berlin, selected Thomas Mann’s novel The Magic
Mountain as the motif for her latest work. As is well known,
Mann, while fleeing Germany and being stripped of his nation-
ality, had actively resisted the Nazi Party’s rise to power. Set
in a sanatorium in the mountains for tubercular patients just
before the outbreak of World War I, the narrative centers on
the ailing bodies of those who have fallen out of life in society.
That is, a multinational community of people of in ill health,
which exists in the form of a prewar utopia of sorts. Herein
lies a sharp contrast to the story of the Olympics, where
strong and healthy bodies from different countries compete
against one another.

What is most important is that The Magic Mountain
focuses on a period of moratorium for those who are sus-
pended in the face of an uncertain future, whether it may be
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approaching death or a return to their original lives. It imme-
diately reminds us of the strange period of tension and laxity
that we all more or less experienced through the command to
“stay home” in the midst of the uncertain situation brought
about by the COVID-19 pandemic. The Tokyo Olympics that
were to be held once more has also been postponed, and a
spectacular moment like the one depicted by Kazama in Dys-
lympics 2680 will never come. It should be noted that Kazama
attempts to excavate this very time without catharsis for us
who find ourselves hindered from moving spatially.

As mentioned earlier, Kazama has depicted multiple moments
in time within one definitive image while turning to history as
a means of inquiry towards human acts of folly such as war.
Adachi Gen likened the nature of Kazama’s work to
Nietzsche’s concept of “Eternal Return” in which continuity
and one-timeness coexist. i1 Although it harbors a strong
aspect of parody and allegory, herein lies a genealogy of “his-
torical painting” fraught with heroism. On the other hand,
Kazama’s oeuvre also includes works depicting the intolera-
ble repetition of life of “non-heroes.” In the list of exhibited
works on this occasion, in addition to her representative
works of the former genealogy such as Dyslympics 2680, it is
indeed possible to find many works that belong to the latter.
For example, the work Go/Leave (2016) is based on the
depressing experience of Kazama’s own life as a student who
at times had been reluctant to attend school. It depicts a
moment that is repeated everyday, of changing into indoor
shoes and stepping over the threshold into the school build-
ing. Meanwhile, one of her early works titled Common Wealth
series (1997), which derives its original title from Nietzsche’s
novel Thus Spoke Zarathustra, takes is motif from a group of
model homes that in themselves reflect the countless produc-
tion of a sense of “individuality” that is all too familiar and
commonplace. Aspects of Japan during its period of high eco-
nomic growth, is also an important subject for Kazama. Kaza-
ma’s awareness of the issues underlying these works, includ-
ing Stupa Chart (1999), which depicts the standardization of
life and death in Japan in rapid development, is conveyed
through her inhuman and homogenized depiction of life as
well as her resistance to it.

‘What one would like to pay attention to here is the rela-
tionship between the conceptual system that concerns the
repetition/copying of these motifs, and the technique of wood-
cut printing that Kazama employs. Despite choosing the tech-
nique of printmaking, she deliberately makes only one print
in producing her work. This essentially signifies a reversal of
existence in which what should be multiple is preserved as
something one and only. While serving as a criticism of
homogenized life, perhaps it is also a celebratory blessing of
sorts to the non-heroes who have been repeatedly born into it.
In the work Gate Pier No.3 (2019), presented at Kazama’s solo
exhibition at Kurobe City Art Museum, laborers who were
involved in the construction of the No.3 Hydropower Plant of
the Kurobe River are depicted as if they were statues of gods
standing in a temple excavated in a dam, and at the same time
look like human sacrifices. As also evidenced by her work Go/
Leave, which conveys her own experience, such figures are at
once victims in times that venture towards dehumanization,
and are a self-portrait of ourselves.

Meanwhile, one could say that Kazama has always
focused on modern times as it is replete with factors that cast
shadows over the various problems we currently face, and
because each one of us are accomplices who have been
strongly influenced by them. Kazama spoke about her feel-
ings of ambivalence in a previous interview as follows:
“Despite expressing a burning hatred for modern systems
and what Nietzsche had referred to as modern evil, I have an
unbearable fondness for modernism...The feeling of anger,
and fetishistic attraction is fifty-fifty. In fact, there may be
times when this fetish prevails. If you don’t like it, you can’t
give shape to it.”lz1 “Others” that are a subject of our hatred,
also exist within ourselves. This perhaps could be likened to
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the tuberculosis bacterium that invaded the protagonist’s
body in The Magic Mountain, or the virus that currently con-
tinues to trouble us. We are unable to objectify and represent
that which is unseen to the eye. We cannot simply deem the
virus as an enemy and clearly separate ourselves from it.
Instead, we coexist with it, and serve as its accomplice
through the potential to pose a threat to others.

The above remark is also important from the point that it
reflects the division of the subject responsible for devising the
concept and form of the work, which in essence occurs within
the artist during her production process. In Kazama’s recent
works there is a tendency to present the prints together with
their respective woodblocks that have further been carved, as
is the case with Gate Pier No. 3, which incorporates it into the
wall behind it. It is anticipated that the same attempt will be
made for her new works for this exhibition based on The
Magic Mountain. The moment of completion is set in advance
for her prints that are made through the irreversible process
of sketching, carving the woodblock, and printing. However,
the presence of the woodblock serves to dislocate this cathar-
tic sense of one-timeness. The work thus drifts between com-
pletion and incompletion. Reliving the movements of Kazama
Sachiko’s hand that carves the woodblocks while she is
swayed by emotions that cannot quite be defined, we too,
experience this suspended moment in time. Needless to say,
connections can be drawn between this and the period of mor-
atorium as Hans Castorp had spent in The Magic Mountain,
and which we are now experiencing amidst the COVID-19
pandemic. Her work presents us with time for an introspec-
tive dialogue between ourselves and the “others” that lie
within us, and in doing so, encourages us to overcome the
binaries of woodblock/work, completion/incompletion, and
inside/outside.

Furthermore, the theme of skepticism regarding such
binaries is observed from time to time in The Magic Moun-
tain, which depicts the spiritual growth of a young man
trapped high up in the Alps. For example, there is a scene in
which the protagonist experiences a revelation through a
nightmare he has whilst being lost in the midst of a snow-
storm. Here, his confession proceeds as follows. “Their aristo-
cratic question! Disease, health! Spirit, nature! Are those
contradictions? I ask, are they problems? No, they are no
problems...The recklessness of death is in life, it would not be
life without it —and in the center is the position of the Homo
Dei, between recklessness and reason”is1 Kazama touches
upon this scene in an essay she wrote for the exhibition, stat-
ing, “Incidentally, when I was his age, I came to the conclu-
sion that all binaries are two sides of the same coin ”[al It
should be noted that by this time she had already chosen to
work with the technique of woodcut printing, which prints
the picture plane in black and white. Kazama transforms the
world into images that manifest as an interweaving of black
and white, light and shadow. What is more, she has not only
experienced through her production process, but has also
communicated to us how they are constantly filled with the
possibility of reversal. As we have seen, the reference to a
period of moratorium without catharsis is indeed a testimony
of the messages inherent in Kazama’s works being further
expanded as a result of the pandemic. It is a certain attitude
of resistance that Kazama Sachiko presents to a world of sev-
erance and conflict, which we have come to experience in
these turbulent times.

[1] Adachi Gen, “A Book of Woodcut Prints, of Bestial and Human Love: On Sachiko
Kazama,” Empire of the Omen, Asahi Press, 2018, p.128

[2] “Artist Interview: Sachiko Kazama,” Bijutsu Techo, 2018 August Issue, pp. 225-226

[3] Thomas Mann, The Magic Mountain, trans. H. T. Lowe-Porter, Vintage, 1999,
p- 495

[4] Kazama Sachiko, “A Study of The Magic Mountain (For “Der Lindenbaum”),” this
book, p. 88
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KAZAMA Sachiko

Born in 1972, Tokyo, Japan. Graduated from Department of Print-
making, Musashino Art School in 1996. Lives and works in Tokyo.
While searching for the root of the “present” phenomenon within
the “past,” Kazama mainly creates monochrome woodcut prints
which forebode the dark clouds cast over the “future.” Her man-
ga-style, nonsensical woodcut prints incorporate varieties of
motifs within one picture plane. Upon its black and white artwork,
she tries various techniques such as fully utilizing the different
density of shades, and skillfully expresses tricky themes through
sharp lines carved by gouges. In her artwork, Kazama attempts to
capture the scene where the unacceptable realities of contempo-
rary society and historical subjects sometimes appear to be
humorous and comical. That is a reflection of the attitude of
Kazama who wishes to be an observer, rather than a member, of
society. Although her artwork is based on a fictional world, she
conducts thorough research for production such as studying old
books. By excavating darkness from realities and histories, Kazama
gouges lies out of truths, and describes truths out of lies.
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Solo Exhibitions
2020 “Cement Cemetery,” MUIIN-TO Production, Tokyo, Japan
2019 “Sachiko Kazama Concrete Suite,” kurobe City Art Museum, Toyama, Japan
a M Project 2019 “Plans for TOKYO 2019 vol.2 Sachiko Kazama: BABEL,”

gallery a:M, Tokyo, Japan
2018 “Empire of the Omen,” NaDiff a/p/a/r/t, Tokyo, Japan
“Sachiko KAZAMA Exhibition Dyslympia 2680,” maruki Gallery For The Hiroshima Panels,

Saitama, Japan

2016 “Open Studio Program 69 in Fuchu Art Museum KAZAMA Sachiko: Unflag-
ging US,” Fuchu Art Museum, Tokyo, Japan
“Blitz!! School of Luddite,” musiN-To Production, Tokyo, Japan

2015 “Summer Greetings from MUJIN-TO and Kazama Sachiko,” muiin-To production,
Tokyo, Japan

2014 “PUCHI-BURU (Petit Bourgeois),” MUJIN-TO Production, Tokyo, Japan

2012 “BOTSURAKU THIRD FIRE,” MUJIN-TO Production, Tokyo, Japan

2010 “DOJO-SENKI (Tales from loach),” GALLERY at lammfromm, Tokyo, Japan
“HEISEI EXPO 2010,” muJiN-TO Production, Tokyo, Japan

2009 “Showa Zanzo-den,” MUJIN-TO Production, Tokyo, Japan

2007 “MANTETSUJIN VS PRISON SU GAMO,” MUJIN-TO Production, Tokyo, Japan
“Sachiko Kazama,” muJiN-TO Production, Tokyo, Japan

2005 “criterium 64: Kazama Sachiko,” contemporary Art Gallery, Art Tower Mito, Ibaraki, Japan
“Canary and Geiger counter,” Makil MASARSU FINE ARTS, Tokyo, Japan

2003 “Night, Futon and a Napalm bomb,” Ningyo-cho Exhibit Space VISION'S, Tokyo, Japan
“MecColoniald,” makii Masaru Fine Arts, Tokyo, Japan

2000 Gallery TE, Tokyo, Japan

1999 “Focusing on a New Generation in Japan ’99: Paradise,” Gallery Yamaguchi, Tokyo, Japan

1998 Gallery Yamaguchi, tokyo,japan

Group Exhibitions
2020 “Nissan Art Award 2020 Finalists Exhibition,” Nissan pAvILION, kanagawa, Japan
“Metropolis 2020,” Nihombashi Takashimaya Art Gallery, Tokyo, Japan (traveled to Osaka, Japan)

“Collection: The Aesthetics of Contemporary Japan,” the National Museum of Art, Osaka,
Osaka, Japan

2019 “Co/Inspiration in Catastrophes,” Moca Taipei, Taipei, Taiwan
“ELLE LOVES ART,” KasHIYAMA DAIKANYAMA, Tokyo Japan
“Made in Tokyo: Architecture and Living, 1964/2020,” japan society Gallery, New York, USA
“Japan Unlimited,” frei_raum Q21 exhibition space/MuseumsQuartier Wien, Vienna, Austria

“Where We Now Stand —In Order to Map the Future [1],” 21t Century Museum of Con-
temporary Art, Kanazawa, Kanazawa, Japan

The 33rd Ljubljana Biennale of Graphic Arts “Crack Up — Crack Down,”

International Centre of Graphic Arts, Ljubljana, Slovenia (traveled to Warsaw, Poland)
“FRIEND OF A FRIEND,” Raster, Warsaw, Poland
“Weavers of Worlds — A Century of Flux in Japanese Modern / Contemporary
Art -,”’Museum of Contemporary Art Tokyo, Tokyo, Japan
“Transplant,” MUJIN-TO Production, Tokyo, Japan
2018 “Takahashi Collection — Face and Abstraction,” Kiyoharu Art Colony, Yamanashi, Japan
“TOTALTOPIA,” Tav GALLERY, Tokyo, Japan
2017 “The Long Story,” Gallery of Modern Art, Brisbane, Australia
YOKOHAMA TRIENNALE 2017 “Islands, Constellations & Galapagos,”

Yokohama Museur of Art, Kanagawa, Japan

Twenty Year’s of the TARO Award/Twenty Enfants Terrible,” taro okamoto Memorial

Museum, Tokyo, Japan

2016 “Japanese Specialist: Kokeshi x Art,” isetan Art Gallery, Tokyo, Japan
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Azamino Contemporary vol.7 “Not a trace of doubt in my mind,” vokohama Civic
Art Gallery Azamino, Kanagawa, Japan

The 11th Gwangju Biennale “The Eighth Climate (What does art do?),” Gwangju

Biennale Exhibition Hall, Gwangju, South Korea
“EDITIONS++,” MUJIN-TO Production, Tokyo, Japan

2015 “18th DOMANT: The Art of Tomorrow,” The National Art Center, Tokyo, Tokyo, Japan
“Surface Tension,” white Rainbow, London, UK

2015 Asian Art Biennial “Artist Making Movement,” National Taiwan Museum of Fine
Arts, Taichung, Taiwan

“Passage: A Day in Eternity,” Aomori Contemporary Art Centre, Aomori, Japan
“Re-Collections!!,” 1-art Gallery, Tokyo, Japan

“TAKAHASHI COLLECTION: Mirror Neuron,” Tokyo Opera City Art Gallery, Tokyo, Japan
“Translation Theme Park,” uppsala konstmuseum, Uppsala, sweden

2014 “We can make another future: Japanese art after 1989,” Gallery of Moder Art, Brisbane,
Australia

“Translation Theme Park,” Galleri ping-Pong, Galleri 21, Malms, Sweden

“MUJIN-TO Infinity,” MUJIN-TO Production, Tokyo, Japan

“Fascinating Japanese Woodcut Prints,” Yokohama Museum of Art, Kanagawa, Japan
2013 “Roppongi Crossing 2013: OUT OF DOUBT,” mori Art Museum, Tokyo, Japan

“The Power of Manga: Osamu Tezuka and Shotaro Ishinomori,” museum of con-
temporary Art Tokyo, Tokyo, Japan (traveled to Takasaki Museum of Art, Gunma; Hachinohe City Museum of Art,
Aomori; Akita Museum of Modern Art, Akita, Japan)

“BRAVE NEW WORLD — RE-ENCHANTING UTOPIA,”Aomori Museum of Art, Aomori, Japan
“MOT collection | afterimages of tomorrow,” museum of Contemporary Art Tokyo, Tokyo, Japan
“Edo Pop: The Graphic Impact of Japanese Prints,” japan Society Gallery, New York, USA
“Print Art Triennale in Kyoto,” kyoto Municipal Museum of Art, Kyoto, Japan

2012 “ZIPANGU II - The Surge of Japanese Contemporary Art,” The Niigata Bandaijima Art
Museum, Niigata, Japan (traveled to Takasaki Museum of Art, Gunma; Hachinohe City Museum of Art, Aomori;
Akita Museum of Modern Art, Akita, Japan)

“Art and Air — A Story of Art and Science Involving the Skies and Aircraft,”

Aomori Museum of Art, Aomori, Japan
2011 “TARO LOVE,” seibu shibuya, Tokyo, Japan
“OTHER PAINTINGS —NTC EXHIBITION,” A/D Gallery, Tokyo, Japan

“ZIPANGU - 31 spirited artists cutting through new territories of Japanese contempo-
rary art,” Nihombashi Takashimaya, Tokyo, Japan (traveled toTakashimaya Osaka, Takashimaya Kyoto, Japan)

2010 “Collection 2: Focus on Recent Acquisitions,” the National Museum of Art, Osaka, Osaka, Japan
“The Vision of Contemporary Art 2010,” The Ueno Royal Museum, Tokyo, Japan
“Moving: The first and final group exhibition in MUJIN-TO, Koenji,” muin-ro

Production, Tokyo, Japan

2009 “Dorodoro, Doron — The Uncanny World in Folk and Contemporary Art in Asia,”
Hiroshima City Museum of Contemporary Art, Hiroshima, Japan

2008 “The Artists of the TARO Award I,” Taro 0kamoto Museum of Art, Kawasaki, Kanagawa, Japan
“Tokyo Nonsense,” scioN installation LA, Los Angeles, USA
“Humorous Woodblock Prints and Their Gentle Smiles,” fuchu Art Museum, Tokyo, Japan
2007 The Japan Art Academy, Tokyo, Japan
2006 “The 9th TARO Award Exhibition,” taro okamoto Museum of Art, Kawasaki, Kanagawa, Japan
2004 “ART JAM,” Gallery Yamaguchi, Tokyo, Japan
2003 “Shiori-Ten,” ai Gallery, Tokyo, Japan
“Harutonari 4: Animal Heart,” allery Yamaguchi, Tokyo, Japan
2002 “bit 6/7 Kazama Sachiko & Kaneda Shoichi,” Tokyo Gallery, Tokyo, Japan
2001 “SAP ART-ING Tokyo 2001: Space, Time and Body Lived,” The Former ushi-

gome-Haramachi Elementary School of Shinjuku Ward, Tokyo, Japan
“The Vision of Contemporary Art 2001,” The Ueno Royal Museum, Tokyo, Japan

1994 “Parco Urban Art #3,” sHiBUYA PARCO, Tokyo, Japan
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Awards
2019 The 30th Takashimaya Art Award, Takashimaya Cultural Foundation

Tokyo Contemporary Art Award 2019-2021, Tokyo Metropolitan Government and Tokyo Arts
and space

2016 The 8th ‘Tradition créatricé’ Art Award, japan Arts Foundation

2006 Superior Prize, “The 9th Taro Okamoto Award for Contemporary Art”
1994 Yamamoto Yoko Prize, “PARCO Urban Art #3”

1992 Okazaki Kyoko Prize, “PARCO GOMES Manga Grand-Prix”

Public Collections

Agency for Cultural Affairs (Japan)

Mori Art Museum (Japan)

Museum of Contemporary Art Tokyo (Japan)
Queensland Art Gallery | Gallery of Modern Art (Australia)
Rennie Collection (Canada)

Takahashi Collection (Japan)

Takamatsu Art Museum (Japan)

The Museum of Modern Art, New York (usa)

The National Museum of Art, Osaka (Japan)

The National Museum of Modern Art, Tokyo (Japan)
Yokohama Museum of Art (Japan)
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Notes
1 Artist’s biography was compiled on the basis of publications and references provided by the artist.
2 The biography indicated, for each exhibition, “the title of the exhibition”, the venue, the city, the country.
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Der Zauberberg woodcut print (panel, Japanese paper, oil ink), woodblock
P PO —LUNGENWALD [Tl o JE—FECRY 207 % 2
Der Lungenwald - LUNGENWALD [sketch] pen on copier paper :
7 FOB— LINDENBAUM [Ti#] o JE—FEICRY 207 % 2
Der Lungenwald - LINDENBAUM ([sketch] pen on copier paper :
4 OB EEOUIR (M) QE—FEC Y
. 29.7 X 21
Der Lungenwald - Industrial mountains [sketch] pen on copier paper
G O — a0 [ o QE—FEC Y
- . 29.7 X 21
Der Lungenwald - Primitive vein [sketch] pen on copier paper
6 ffiDFR — Ypres fog [F#a] OE—m#ICRY
2021 . 29.7 X 21
Der Lungenwald - Ypres fog [sketch] pen on copier paper
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Der Lungenwald - Xmas truce [sketch] pen on copier paper
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Sanatorium woodcut print (Japanese paper, oil ink)
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9 Chinese flower 2005 NN N 324 X 32.4
woodcut print (panel, Japanese paper, sumi ink), acrylic
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woodcut print (panel, Japanese paper, sumi ink)
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woodcut print (panel, Japanese paper, sumi ink)
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Dyslympics 2680 woodcut print (Japanese paper, oil ink) : : Collection of The Museum of Modern Art, New York
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Baron Kindai Goshu Maro in lwo Jima woodcut print (panel, Japanese paper, oil ink) Private collection
43 E=13si 2005 AERE /5R)bs A 2 8 % SR
The Whirlwind of the 13th District woodcut print (panel, Japanese paper, sumi ink) Collection of Agency for Cultural Affairs, Japan
44 B! REOBEE son AERE (SR)bs A, %) % SRR
Alas! Heisoku-kan (Raging Battle-ship the Dead-end) woodcut print (panel, Japanese paper, sumi ink) Collection of Museum of Contemporary Art Tokyo
Queensland Art Gallery| Gallery of Modern Art &,
The Kenneth and Yasuko Myer Collection of Contemporary
45 AN ES o1 ARRRE (/8% FHES EMEA > 2) 0 5% 6 Asian Art. Purchased 2014 with funds from Michael Sidney
Nonhuman Crossing 2 woodcut print (panel, Japanese paper, oil ink) ED S ET Myer through the Queensland Art Gallery | Gallery of Modern
Art Foundation
Collection of Queensland Art Gallery | Gallery of Modern Art
46 ErmoE2ss o ARKRE (/NF)by Alif 2) e A
Prison NUKE FISSION 235 woodcut print (panel, Japanese paper, sumi ink) Collection of Mori Art Museum
FEDEUR ANHREE] (/3 O 2 B [FELES,
1997 - - 53-4 X 74-4
Common Wealth woodcut print (panel, Japanese paper, sumi ink) o
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