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Anata 8-channel video and sound installation, loop, 2022 First exhibited at “Tokyo Contemporary Art Award 2020-2022 Exhibition,” Museum of Contemporary Art Tokyo, 2022
NRLO AT 2 B oLt Small stones filled out the wave to wave.

WH ORI 150 h e HISE 2R B Your voice undulates, echoing through the gentle horizon.

WHOH»OIGEIE 2 TR OB L HEr L HE) e — 7 Your body still stands there, and your voice walks the sea, inviting me. Yamashiro Chikako

082




084

A RXA—T DBRAfE~

BTE

KIEIZQOOOE, RICRORCHLFEN TV 2, AASHIEICERAT SO, Hhbhi:e4rn
74V MDEIIPAIT 74 DI HAR, FE3THIRDINHKETELINTIEATVI3DTHS, »
A7 DI 73 D S D B D S RLEBHEIC LD > T ERA LTV 3, 942 AR LTV 57
DRSS,

LI ikountey =A%, I E T O MG AE i QR ALCBD) O —5TH Th b, KT
KINLRICWBLER T, ZOA X=Y DG STV B0 ek AEWHICBIRL e — 2 — 22 H A
PEHECIZO T AR, S D SO G D REIFD ALY TEDIE, ZOEMcEIE-&D LI A=Y —
DI EVITTELUDLI TR BCBO LD DR FETLL R DI G EIFRA LI DA B
RO, 2O BES UKD 7 —FORE Tl LS,

ZOERMBEDOT BHREAY 22— av bR, Lo THEZTHRONZBD T3, 1l
WBEMERF v SV ORZEHTHRRT20THY, ZOBKRTEHEI R 7 1—2 > 2L
DD G ML CBARRT 2L LU, DLA EREEL THRIBE LML, 2ol g%
BT HRICSHEIA TPLDO 2 EOIZ I,

b1:LHEE 200250 (BORDER) %°6, 2 & T 2+ E L0 Ubch I ZEA L DILIE D ESh 2 F
KIFIHRRT 2 EIN TS WO DOHIERG 2 RTba01id, BUiRLTASL 2h
ZhOEMIEMNLTOTH, GRO LD T OEEEEHY DA XTI FLLTFEL TV 2. fEOHIS R 1
ARXA=DFHL, B3 THWOFHENIE-TIET 02—V DERPRTH DI HIVIZHARICTL
BIEIE-TELARDIHIEA D T3 RIER LTV R3LIThH 5, 4707+ DIERIL, B
BIL—LOW R 2 HEHTZOROER LR LD G A A=Y OBRFE~FHRGE T 3L3D, 797 b
20Ee =D& b bl

MPERDRAMNDELY [R=K = IE7 =T 4AMIEST R LEDTHY, 2LTFETHH-
T AT ED 2 BHE A 5 b, BHEH OB T R B A B, 2012312135k
oL BHELHY BHEDORINCBEHO 7Y 2D D3, EOXRROT7L—LRL5T
b ZZTIRHARLE S 2 UOEET LA RGO EREEIZTH R 202 =— o e
FHRFHIE A AR E— B LI R =& =123 B LD s B (e AT T 25 A LR A D%
Hrbd,

AR 24 R T 2 RE Bk LI COBME D 1 h T, O L& b BAR L E RN IR A O ih A ~ L O T8k 5
WD DA DN ay 2= T 0w I Thb. i ARIEOERDIE-EDERAZ20 [F—&—]13. 38
Bl o2 if 5N H e N T T IR EA I L IR K T h 211 Hiih o 4, Hitd bt
SO R B Hh o RS LHEH LR A DT TV BICbh 2 b6 T, AR 2L LA S Tl
HEDON TR F—R—3HER TR WE2IHBBIHEZDO D THA LR S, LKW -
1HEMZzObOTHH 3,

R (AREDK) 2IILOLT LD DF 5747 2 BfE§ 25 WP C [ BRE2HHEH ] LITIE A
BRIk e 22D D Bo FEMIEL T \HHIN TV 3 LT H 235, Hit o A Bk EHbE L TR 4
BORPERGALT 318, Z2HME N T B0 IR &S 2RI H BI5AT 2 [ BRAIE | LIFA 1Y
LT3 BLANGHAIE A, B 0B 21 R0FE . AMDNAMET LA, BT PHIGRA
LBOCERBIDAELZD1, 2 0BREE V), Z N BIRE ML THRBRAV B & D NS &> TR LTV 3K —
K= AR ANEEL T R3O TR WIE A,

T=TAAMIZI R Rk S0, K=K =%, gk ar 7)) - b7 oy ERZ T O3 LK -1
Evote, BURAY B FHE S S8 3150 Tl ik 7 o E S RIC I E BT T
I 1225 FHIPE SR BLRE, R =X -3 32 X 3L HO A HMEHHEL T, 1R ofifEDSLL
TREEREATOLL 2SRRI LRI ChY, 2L TR, G LoKETYH 3,

ZOZE EDERICOLTHFAZ LD, b (Al R — 7 7&K o> ay /F—)
DEBELAEICHZ, ZOFEMIIRECDITIT I IODEIHOR-T 2, DEDRE Y H—DJI[ ]
Bekh' HAREBERL LD KETF—HEO X > 2B 2 7610, 20 BHRD 2R L>-> A D 03
74—V 2L TOGEBRRDFER T, S0 A B O FEFLI THi 2RO MR T h 3,

B £ O s T HABR OO Lo1EH RO 2T RICT 3Lz Aok &
PRI EY R RON BB O~ T H 23155, 2h3ZLE R~/ ZRL>D. &
ZH TRAED A B B R 2 BHbIC T 2, B 2501 3 X H— DR ORI, 00 6T &)
BAEIFI T EDD, 2N RISH OBIED LN R A S, Bib o B OIM X —0H)
I A RECHIEOIEY OB E LA b, KO 2D F IO~ LW OIAA TOL B
LA OB EERED e 0o HRNIEI A S D X $ 2, CLILT A OBRTH 2. WHD
RIEMZ0b0ThHA,

SEFLA DR D e h 2§D, 02 Oh, DAL ZLNILTHEABRANEASTOL ¥ vav vt ds
RO Z =08 3G, RHFD ORI AL MBI EMTREMT 3, M >2kid k5
P LoD U IESATIRVIROBEASHE VD faliie 22, 20BN T2 D h T AL SR A
PIRERFIDOD T BERL 74V MTEHLTLE ) /87 4= Y ZZE MU IR O 2 b
TVEMEIEEROR =X =3B T2 h > T35 ZHILREMBI G20 &Y - T bl
LOEHL TV av I F DINTEMT B, MBS 2LV ITEIE 2L AR R
TH# 3N IO/ 87 4—2 > A3, FER LR 2 4 &3 A A3, SR IR Y e ficb LT
ESTUBRILP R T EbOTHIM LRI TR RWIZAI D,

IITHOLOTIRAE T A IR D6, 8T 4= R - P—=FT AR THH AL RTERLIC . il
FAOBHEOu TITbh3RH P E OEBRY, Z0FEI R EMZEWHERICES>T HO DR~
LALD 34587 4—2 Y ZRE T 0T ML ZIHEZT7—T 41X OB 3D 0, IO R ~D A
YD B NBEITH B, VEODIRDBIZ D101, 27X BIOKRDOB S5 5EIF TRA LY, B
MFRORCBAITOHE RN 2EbEIDE, T hbble LI bD N b3 FEARN LB S5, 22
TWREARFHILZLY, OB~ AZ:ODEKIEIDH 5o WA E H LT3 R 1972 5 ]
20 % T T 2AKPHE LYY THEDSCEF A 2 Eb e, JERE R L B I~ O 4713 — R 12
Lok LB RO, O Z b, A0, B OREL, REDKE T blLicbd B OEHIC
L DRI DA RAHBIL TV 2D, 5320 HETb A S0 M FIT - Tl v B, 1H0%
7A=Y A ZILI MR B b2 2L LT BRSO ELO N3 S RTERIC T 220 T a3, i

085



086

ETH2 (V7L =3 7") TR L SELILFIROBIG~LER 2L, o0CH R THoOV I B R
LGOI TR TRV, FEO LI THB TR FEATCREITIHATIE V2w, i
AR EE 2 fED S,

ZHURHEFEREBEAR LRI EANLO DI BRETH 2. REIES>THHABFICE>TH [ 70
YFAT JELTOZEE Z LS oM TV 3 T, Rl HARE i 5 B2 INE OB R £ T
REHELIEL TV S, IHECD DRI YIS D &I Thdeh, o3P > a D &5 Thllh,
FENWIFBO LTI b, 3700 EMmd» o> rud A3 T, HR=E2 024D, Zoh K
RIE~ZEBEL T30 2D MR BIE 2 HIR T LT IREM DO F 574713, BifELid %, &
b IEEfr, SR LIRS OB ARG CIREER HIBIS R 2015, M D EITH- T\ fMH THVIR
BB OIS, D T ANF L TO 3R L 225U 22D 3R 5T R T, {3 A
DEEHHT DTV B,

T IO NS (0555 ] LI 7L =R hibse Db B A SR TERT 55, = A ik
Y RELLXRTWE L RO E D R T 2EY 7L =3IV Z LTHBE EHIE A Iie i
reoBmicEeTus Aomb, BRI A LD, 012232 2 RESLDL VL
SOEEELL TS, COMRIZHETHE0. EDHIIBICbH L H BT I,

b

N]

i Fcb ARHICHIRA O DS AF A DB, 2T HAS bR T—FARMNI [ 7 =Y 4| D4 T
N T30 RIBIZERPH T KIIE R P 2SO ANTH 2, B2 TFAIETEALVBLEIAIC
bUBREEZIEL TV A ADLEZAICYH, B2 BT IO AD S EERFES W0 iR DRI E5 oK
VLR ST HD >TLB. ZOEBDTDVEDTEDRI AT LNV THY, 2NEFNDAT LD
DI D A>T B,

BEZA TR D D 2. MBIETEHH 2P IES A O FAD IR M a2t s L e, A THE O
WENIITE P O IR b EE THIL D e fra kb Bif e [HZA TS
Fom R EICOH A FAD BHR (0010 TRV SR 3,

(RAET T | &b, TIRAET V7L—3> 2 ] B R A &0 ] 35 T, A £k, 2021 4EF)

PAO 73V DR BIEHIIED DI, DD RIETH 120 505 DELICE RO B3
e Aruzrviokp kg oL ST DOs by ZRIZKEISIEATURERTH
H &5 MW THY, HaIIInHhoEZNTLAEDOROD LA EHRIFVEEZ#ES
TVBIEAI e KFEFHER L TED RFE 2R ->TETNBD TR RIS D,

Higk - H0VA
BHZ - WG NHF o % BEERRF IR T YA > 2FRHER . 3385 (R AlLE LR 00 | GERRHEH 2521996 4F)
[HEN DEAXA—T D7 AT —] (a5 2001) 2 E%E, 20164F, [HUL b M) T v F—L | ZEHTEEES,

Toward the atoll of images

Minato Chihiro

Some kind of black mass sways gently at the bottom of the ocean. As the camera closes in, a bundle
of microphones comes into view. A dozen or so mics tied together like a bouquet submerged on
the seabed. Streams of tiny bubbles issue from their tops and rise towards the surface. Are the
microphones breathing? Whose breath is it?

This somewhat mysterious scene is from Yamashiro Chikako's video work Sinking Voices, Red
Breath. 1 saw it once at a museum, and this image left a strong impression. So much so that when
I read or hear news concerning Okinawa, the sound of bubbles suddenly enters my mind. Sinking
Voices, Red Breath has no clear story. That it sticks in one’s memory despite consisting solely of
scenes shot in a not particularly beautiful ocean is strange, but this very strangeness is characteristic
of Yamashiro's art.

The video installation format, of which this work is an example, is not something that can be
viewed anywhere at any time. It is usually experienced in a real space such as a museum or gallery,
in which sense it is similar to theater or performance, being difficult to experience vicariously via
recordings. Yet however faint the sensations or memories, it is best to give oneself up to them and
wait for them to flow towards one naturally.

For nearly twenty years, starting with 2002’s BORDER, I have had the good fortune of experiencing
almost every work by Yamashiro at the time of its initial presentation. I have also seen several of
the locations where they were produced, but looking back on them now, though each work is
independent, they exist in my memory as a single group of images, the group seeming to form

a cluster of different patterns as if created by the tide’s movements, or an atoll that appears and
disappears under the sea naturally with its ebb and flow. Perhaps the bouquet of microphones is
like a hook or mark for when I re-access this atoll of images and gather the fragments of video
frames while recapturing the sensations I experienced upon viewing each of the works.

For Yamashiro, as seen in that early work, the “border” was both a beginning and a notice of
things to come. Beside a yard in which laundry flutters is farmland, on the edge of which is an
utaki (sacred place). Beyond this there is a peculiarly shaped turtleback tomb, and beyond this
the fence of a US military base. In every frame in every scene it is impossible to separate nature
and society. It goes without saying that unique ecosystems are a feature of nature in Okinawa,
but on the borders where it is integrated with society there are scenes of pain and damage where
destruction and extinction are progressing at an accelerated pace.

In this video that records the artist as she walks around Okinawa, a particularly strange sight
is that of concrete blocks entangled with barbed wire stretching far out to sea from the beach.
Near this “border” where “Keep Out” signs can clearly be seen is a section of the sea controlled by
the US military, who want to forcefully reclaim land in Henoko Bay to build a new military base.
Twenty years after this was shot, in spite of continued strong opposition and criticism not only
from locals but also from around the world, this reclamation work is going ahead, destroying the
local ecosystem. Here, the “border” is not a concept; it is at once the very crisis existing there now
and such principles as perception and judgment.

One of the keys to understanding the narratives of A Woman of the Butcher Shop and several
other works by Yamashiro is the distinctive category of space known in Okinawa as mokunin
kosakuchi (lit. tacitly approved cultivated land). The term refers to land that is occupied by the US
military but whose cultivation by the original owners is tacitly approved. Yamashiro refers to one

087



088

such place as mokunin hama (Shore Connivance). Regulations are regulations, but the actual usage
of sites is another matter. Wherever humans are involved, there always occur transactions behind
the scenes. In other words, connivance, in itself a complex kind of border resulting from passive
influence, would actually seem to exist all over the world.

The artist does not overlook these places. One could hardly arrive at Yamashiro Chikako's

artistic realm simply by equating borders with such explicit manifestations of state power as wire
entanglements and concrete blocks and Japan Coast Guard patrol boats. Since her early works, the
border has changed its appearance dramatically into a place where various kinds of forces encounter
each other, and as a place where artworks are created. It is at once an actual space and an imaginary
state.

This is something that could be said of any of Yamashiro's works, but The Beginning of Creation:
Abduction / A Child in particular has an important position. This work is broadly divided into two
parts. The first is a record of the dancer Kawaguchi Takao learning to perform a work by butoh
dancer Ohno Kazuo, whom he had never seen perform live, by watching a video and imitating
his movements. The second consists of video footage of Kawaguchi dancing in a limestone cave in
Okinawa.

Imitation is an established process of learning in the history of art, but in the context of
Yamashiro's body of work, it is also one of the traits observable not only in the growth of humans
but in living things in general. Copying indicates a tendency towards assimilation while revealing
in places the boundaries where assimilation is impossible. On the surface of the body of the dancer
who continues to imitate there appear cracks as if his skin has dried up, cracks that look like
symptoms of something. The movements of the dancer after he moves outside the building call to
mind the movements not of a dancer but of some other living thing, and his body slides seamlessly
into the darkness of a limestone cave. There is no distance between the city and the cave. In short,
the cave is a world of death where minerals dominate. The interior of the cave is darkness itself.

The salamander-like movements of the dancer who enters deeper and deeper into the cave by
slipping, sliding and writhing through the mud unfold in a space where dozens of pointed stalactites
extend from the ceiling. A dangerous space barely wider than the dancer’s own body in which it
is impossible to crouch, let alone stand. In this flowing darkness, the human form metamorphoses
into something strange, becoming indistinguishable from the cave and the mud. In this cave that
has turned into a performance space, the border between life and non-life is dissolving, but in
zones that trigger such dissolving, our consciousness, too, degenerates into something like that of a
salamander. Experiencing Yamashiro's video is just like this. Filmed in the famous Gyokusendo cave,
this performance strikes me as exceedingly pure expression demonstrating that humans living in
historical time are in fact also in touch with non-historical time.

At this point, let us remember that from the beginning of her career Yamashiro Chikako has also
been a performance artist. In all her performances, from dancing in front of the large turtleback
tombs peculiar to Okinawa to seeming to imprint the experiences of others onto her own body by
imitating their speech, it seems that through the movements of the artist an entrance into another
time is opening up. The movements of one body reflecting the movements of a completely different
body, or reminding us of actions at a place with no direct relationship to them, are probably
fundamental movements in our psyche. Any change, no matter how minute, can become a cue to
enter a different time. The shift from the historical time in which Okinawa is located to the non-
historical time involving cascading water, geological formations and the life and death of coral reefs
is instantaneous.

From the slightest wound, physical disorder or change in voice to a rumor, the look of an
animal or the light of a heavenly body, in the world around us some signal or another is continually
appearing, though normally it is neglected without anyone noticing it. However, performance
enables even the minutest such change to be rendered into a form that anyone can sense by way of
the body. In Yamashiro's latest work, Reframing, the stage shifts from a cave to a mining development
site and the strange, mysterious gestures create a peculiar intermediate state that is like battle but not
battle, like work but not work, like death but not death.

This is a state that continually gives rise to imperialism and capitalism. On an island that is
forced into a role as a “frontier” for both the US military and the Japanese government, cheap
natural resources and cheap labor are charging ahead to the final stage of exploitation. Mountains
have been cut away without people realizing it and no longer resemble mountains, coral no longer
resembles coral and labor no longer resembles labor. From microscopic life to the macroscopic
landscape, nature (i.e. the totality of society) is metamorphosing into this intermediate state. As if
to invert this critical reality, the narrative in Yamashiro's works reveals the fluctuating state of the
boundaries between past and present, life and non-life, history and non-history. It is a state that
appears like something but is not that thing, yet for some reason has a strange atmosphere filled
with energy. Signs indicating that something will appear crawl about in large numbers.

In Okinawa there is the well-known phrase “nuchidu takara,” which refers to the preciousness
of life. But what if we reframe it not in the context of the battle of Okinawa but as suggested in
Yamashiro's work. The lives of the people working tirelessly to cut away mountains, the lives
of the mountains that contain sacred ground and the various creatures that live there all form
a single landscape. If this landscape itself is a takara, or treasure, then surely there are voices in
every part of it.

There are voices above the ground, under the water, and even inside caves. An artist who takes

a camera into these places is a dubbed a “seaweed woman.” Appearing for the first time by the
water's edge, she is a ghostly figure covered in seaweed. She appears where there are people trying
to protect the ocean and where there are people trying to destroy it. The ghostly woman does not
speak, but her breath produces glistening bubbles that rise to the water's surface. Each of these
countless bubbles is a capsule, inside each of which is a voice.

A voice reaches my ears. While listening to that voice floating on the ocean floor, my
breath releases an infinity of bubbles. In the water, the sound waves that carry voices are not
directed at a particular destination; the murmuring voices are no more than muffled, dull
reverberations. The voices reaching me, voices with no announced destination, multiply, drift
through my body, and keep on reverberating.
[From Yamashiro Chikako, “In the Sea,” in Yamashiro Chikako: Reframing the land/mind/body-scape, exh. cat.
(Suiseisha, 2021), p. 34.]

It was one woman who submerged the bouquet of microphones in the sea. Perhaps the
incomprehensible words that bubbled up came from the lips of that woman that were somehow
connected to the microphones. Perhaps they are opinions submerged on the seafloor, memories
that groan forever, or perhaps they are the appeals of lives yet to be born. Where might that
bouquet be floating now? Perhaps it will circle the Pacific Ocean and bring back to us voices it has
picked up far away.

Minato Chihiro is a photographer and visual anthropologist.Professor of Information Design, Faculty of Art and
Design, Tama Art University. He has published numerous books, including Memory: Imagination and the Power
of Recall (Kodansha, 1996), Into the Cave: Image and Archaeology (Serika Shobo, 2001 ). In 2016 he was the artistic

director for the Aichi Triennial.
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Unceasing transformation

Changes in format and method of Yamashiro Chikako's video works

Okamura Keiko

Until now, Yamashiro Chikako's video artworks have tended to be discussed in terms of their subject

matter backgrounded by Okinawa’s geopolitical history and social issues, and/or autobiographical
aspects of the artist’s life. [1] In this essay, however, I would like to focus on the format of the works
and Yamashiro's creative methods, tracing their changes over time.

Encounter with video art

Yamashiro enrolled at Okinawa Prefectural University of Arts with the intention of becoming a
painter. However, while pursuing a master’s degree, she spent a year in the UK as an exchange
student, where she had the opportunity to encounter firsthand the video artworks and installations
being created by artists there. [2] Fascinated by the method of making artworks by filming one-

off displays of bodily expression, after returning to Japan Yamashiro created and presented as an
installation her first work on video, Woman at Graveyard (2002). [3]

Video art, in the sense of video works presented in the context of art, became popular not only
in North America and Europe but also in Japan from the mid 19805 in the wake of the downsizing
of video cameras and the spread of playback equipment. While it was by no means novel as a genre
at the time, there were no conspicuous examples of it having been practiced in Okinawa, in which
sense Woman at Graveyard was ahead of its time.

As indicated by the title, Woman at Graveyard shows Yamashiro herself running and dancing
through a hakanaa, the name for the open spaces in front of the large tombs peculiar to Okinawa. (4]
Shot using a general-purpose video camera, the work was simply composed and the image quality
poor due to the dim lighting and the interspersal of time-lapse footage. According to some reviews
at the time, this actually created a dreamlike effect at the venues where it was exhibited. [5]

Video performance
Most of the early video works Yamashiro subsequently embarked on adopted the format of the

artist performing actions in front of the camera based on a fixed plot, with the expectation that the
video would be displayed two-dimensionally by being replayed on a monitor or projected onto a
wall. In works such as OKINAWA TOURIST: I Like Okinawa Sweet (2004 ), in which she zealously
licks an ice cream in front of a military base fence, OKINAWA TOURIST: Trip to Japan (2004 ), in
which she shouts slogans promoting Okinawa as a tourist destination in front of the National Diet
Building while holding up a photograph of a turtleback tomb, and Okinawa Graveyard Club (2004 ),
in which she dances nonstop in front of a grave, meaning is created through the conjugation of
Yamashiro's actions and the places that serve as her stage. Often filled with her unique humor, these
performances display both Yamashiro's appeal as a performer and an inherent dramaticism that
demands analysis. In these works, the simplicity of the plots intensifies, encouraging us to analyze
the complex context of each place and the multilayered meaning of the symbolic actions. In this
regard, one could say these were site-specific and conceptual art-like video performance works.
With Your Voice Came Out Through My Throat (2009 ), a work that became a major turning point,
Yamashiro set out to transcribe from a video recording the words of a man talking about his tragic
experience during the war and repeat the words herself. At the beginning Yamashiro's face alone
appears in close-up as she moves her lips to match the man’s voice, but midway through she inserts
images of library stacks containing archival material to elucidate the main subject: inheriting
the lives of other (with heavy emphasis on the passing on of memories of the Battle of Okinawa).

Towards the end, as the man’s face overlaps and merges with Yamashiro's, the man's voice replaces
the artist’s. The plot of swallowing another’s voice and speaking (repeating) it that is gradually
revealed to the viewer itself contains the message that forms the core of the work, but above all

it is the quality of the performance, Yamashiros trance-like expression and the feeling of tension
implicit in the tears that flow spontaneously that give the work its poignancy.

Awareness of installations

From Sinking Voices, Red Breath (2009-10 ) onwards, Yamashiro ceased appearing in her videos,
instead directing proceedings from behind the camera. The scale of the locations, which sometimes
involved underwater filming, increased, and the strengthening of the fictional flavor of the content
led to the works taking on a more complex structure with scenes. [6] In addition, with this piece
Yamashiro experimented for the first time with an installation format incorporating multiple
screens, expressing the physical distance between the world above the ground (above the ocean)
and the seabed by using two monitors positioned one above the other. 7]

Examples of composite exhibits include the “Graveyard” series, in which video works and
photographic works were combined at a solo exhibition, and Seaweed Woman (2008 ), in which
photographs of Yamashiro wrapped in seaweed were displayed together with video shot from
the perspective of a “seaweed woman” looking at the shore. With Choros of the Melodies (2010 ), in
which a series of photographs of various sizes fill all four walls, the exhibition space is unified by
projecting video onto the floor.

For A Woman of the Butcher Shop (2012 ), Yamashiro filmed on location, building a temporary
set outdoors and hiring numerous actors and extras. Against the backdrop of an illegal market that
actually existed at the time next to a US military base and a beach where coastal construction work
is underway, allegorical scenes are inserted without explanation. Seemingly unconnected scenes
also add meaning to the work as records of the everchanging landscape and people’s daily lives.

With A Woman of the Butcher Shop, Yamashiro tackled the format of a three-channel video
installation. When it was first exhibited at the Mori Art Museum, screens were arranged on three
walls of the square gallery. With the screens on all three sides working together, a sensation of the
body having been incorporated into the imagery was created. Because there is virtually no dialogue
and scenes explaining the context are limited, viewers must actively engage with the work in order
to grasp the highly abstract story unfolding across the three screens.

Here and there, the natural expressions of performers who seem unaware they are being filmed
(or of people who just happened to be present) are included. Even if a synopsis or storyboard
had been prepared in advance, the flow of the editing and the continuity of the scenes would not
have been worked out in detail at the time of filming, and importance may have been attached
to capturing spontaneously the vision discovered on location while completing filming of the
core scenes. In a manner of speaking, such spontaneous filming itself has become Yamashiro's

performance.

Approaching movies

In Mud Man (2016 ), which was filmed on Iejima Island and on Jeju Island in South Korea as well
as on the main island of Okinawa, scenes set in various locations unfold across three screens. The
necessary scenes were shot at the same time in accordance with a detailed storyboard prepared

in advance taking into account the three-channel format, and the dynamism of the synchronous
editing enhances the work’s visual intensity. [8] The edited material is abounding in visual variety,
covering aerial drone photography, footage shot by filmmaker Suzuki Yoi and fragments of archive
footage shot during the war. The poems read in Japanese, Korean and Okinawan (Uchinaguchi) are
deliberately unaccompanied by subtitles, placing an emphasis on experiencing them physically

as sound effects. In addition, music generated by human beatboxing and clapping is employed
effectively and synchronized with the rhythm of the video editing.

Projection onto three screens, something only possible in a gallery, creates a panoramic and
thrilling ambience and requires methods different from a regular, single-channel video at the
editing stage. However, the experience of viewing Mud Man from one direction in a darkened
space on screens joined seamlessly is similar to the experience of watching a movie in a cinema.
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In a venue where people can enter and exit freely, some visitors will inevitably view the work from
midway through, but the beginning and end are clearly identified by the inclusion of titles and
credits, demonstrating an expectation that the narrative will be followed on the basis of this.

Theatrical space references and loop structure

Chinbin Western: Representation of the Family (2019) broke new ground by focusing on environmental
destruction, depopulation and other issues currently facing Okinawa against the backdrop of earth
and sand mining related to the ongoing construction of US military bases in northern Okinawa.

It revolves around the stories of two contrasting families told by way of a dialogue drama, with
opera singing and ryuka (Okinawan fixed-form songs or poems) playing an important role in tying
the stories together. Yamashiro purposely choose to create the work as a single-channel video in
4:3 aspect ratio, and when it was first exhibited at the National Art Center, Tokyo, a curtain that
opened and closed automatically at the completion of each screening was installed. Together with
the playing of horse sound effects reminiscent of Western movies during the intervals between
screenings and the arrangement around the space of barrel-shaped objects with speakers imbedded
in them, these features add a somewhat theatrical flavor to the spatial presentation. One can
discern in this the influence of Yamashiro's presentation in 201819 of And I Go Through You, a live
performance piece based on Mud Man.

Like Chinbin Western, Reframing (2021) is mainly set in a settlement in the north of the main
island of Okinawa, with the landscape that is rapidly changing due to earth and sand mining having
a major presence.[9] The format is three-channel video, but the narrative unfolds mainly on the large
screen in the front, which is used in combination with two sub-screens. The screens are positioned
at a distance from each other making viewing all three at the same time difficult. The acoustic
design, which makes optimal use of multiple speakers, calls attention to the sound coming from the
direction of each screen, helping to direct the viewer's gaze and guide their bodies physically. This is
similar to the viewing conditions in a theatrical space, where from a seated position viewers follow
with their eyes performers and devices that move around in various directions simultaneously. A
dialogue drama involving multiple performers in which allegory and reality seem to intertwine and
improvised performances unfold across the three screens.

Another distinctive feature of Reframing is the use of a genuine loop structure. This was not
something clearly prescribed from the outset, but rather a choice made of necessity during the
editing process. However, this structure enables Yamashiro to present the circle of space-time itself
as a story while remaining within the genre of temporal art. The video flows uninterrupted and the
viewer's impressions and reading of the story change depending on where they begin viewing it.
And none of these is wrong,.

Reediting to create “cinematic versions”

The conditions required to present video installations with multiple screens are difficult to meet
outside of exhibitions of a certain scale. At the same time, as the content and form of Yamashiro's
works approach those of commercial films, the appeal of distributing them as short films is difficult
to dismiss, and she has responded to this demand by reediting Sinking Voices, Red Breath, A Woman
of the Butcher Shop and Mud Man into “cinematic” or “single-screen” versions. For Yamashiro, the
process of reediting for a single- screen works previously completed in a form in which timelines
intertwined on multiple screens is at once a chance to view the works afresh from an objective
point of view and an operation in reconnecting into a single strand stories that were realized due
to the polyphony of multiple screens. The experiences of viewing the multi-screen version and
cinematic (single-screen) version of each title are of course different, and the methods of resolving
the differences also differ from work to work. In the case of A Woman of the Butcher Shop, which
was made after Yamashiro was struck by inspiration and shot in a manner that in one sense left a
lot of gaps, the shift to a single screen resulted in parts that were unclear being tidied up and the
connections between the scenes and their meanings becoming easier to understand. In the case

of Mud Man, because the narrative was rewoven into something more movie-like, the sound was
upgraded by adding additional layers to supplement the expanse of the space-time and groove-like
rhythm of the three-channel version.

The term “video art” actually covers an extensive range. The weight given to each component,

including the quality of the dialogue drama weaving together the fiction, the presence of the

landscape or the records of momentary events, the effect of the sound or music, and the three-

dimensional use of space, differs from work to work. Throughout her career, Yamashiro has not

only delved deeply into various subjects, but also consistently taken on various challenges with

respect to the scale and structure of her work. In recent years, she has addressed increasingly

complex narratives and relations between things with formats and methods that can be realized

only with teams bringing together the abilities of highly skilled performers, technicians and

collaborators. The transformation of Yamashiro Chikako's video works shows no signs of ending.

notes

1.

oo

See, among others, Okamura Keiko “Land/mind/body-scape in the works of Yamashiro Chikako,” Yamashiro
Chikako: Reframing the land/mind/body-scape (Suiseisha, 2021), pp. 81-109.

. According to Yamashiro, among the works she was most influenced by at this time were videos of

performances by Gilbert & George.

. Presented in 2002 at a solo exhibition of the same title at Maejima Art Center (Naha, Okinawa).
. Recognizing hakanaa, where the living and dead mingle, as embodiments of the unique Okinawan view of life

and death, Yamashiro has created numerous photographic and video works that take them as subject matter.

. “Genso teki na degitaru eizo: Yamashiro Chikako ‘Hakanaa no onna’ (A dreamlike digital artwork: Yamashiro

Chikako's Woman at Graveyard),” Okinawa Times, July 26,2002, p.17.

. From around this time, the participation of Sunagawa Atsushi, who served as an assistant director on

commercial films, as director’s assistant enabled the operation of complex filming locations.

. Partly because simultaneous playback on multiple screens was difficult with the equipment of the time,

Yamashiro also created a reedited version for a single screen, thereby meeting the demand for single-channel

exhibition or projection.

. One could say that the increase in opportunities to present her work outside of Okinawa made it easier to

achieve this in that it enabled Yamashiro to cooperate with video installation and venue construction technical

staff.

. Though not touched on in this essay due to lack of space, the support Yamashiro has received in the areas

of sound, videography and editing due to the participation of experts active in the fields of cinema and

commercial video has contributed greatly to the increase in scale of her work in recent years. For details on the

staff involved, please see the “Selected Works of Yamashiro Chikako 2002-2021" included in this publication (pp.

98-118).

Okamura Keiko is curator of the Museum of Contemporary Art Tokyo. She has curated exhibitions including

“Fiona Tan Terminology” (2014 ), “Her Own Way — Female Artists and the Moving Image in Art in Poland: From
1970s to the Present” (2019), “YAMASHIRO CHIKAKO: Reframing the land/mind/body-scape” (2021).
*The exhibitions above were all held at the Tokyo Photographic Art Museum.
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Selected Works of Yamashiro Chikako 2002-2021
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[Notes]

Selected works of Yamashiro Chikako from 2002 to 2021 are arranged in the order of production, with title, medium/technique, size/length of time, and year of production.

Words and texts by the artist on the works are accompanied as “Artist’s statements” with close interpretation by Okamoto Yukiko.
The title, venue, and year of the exhibition or screening at which the work was first shown are also noted.

The credits of the production staff and cast are compiled and edited by Sunagawa Atsushi, based on materials provided by the artist.
The list of pages with the illustrations of the film is appended in Gothic.

References are as follows:

® Chikako Yamashiro, Yamiko Chiba Associates, 2012

© MAM Project 018: Chikako Yamashiro, Mori Art Museum, 2012

o Circulating World—The Art of Chikako Yamashiro, Yumiko Chiba Associates, 2016

® Yamashiro Chikako: Reframing the land/mind/body-scape, Suiseisha, 2021

The “Artist’s statement” of Choros of the Melodies (p.108) is quoted from The New Snapshot — Contemporary Japanese Photography, vol.9 : Radiant Moments
Tokyo Metropolitan Museum of Photography, 2010 [translated to English by Ruth McCreery].
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Woman at Graveyard
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First presented as part of “Woman at Graveyard”, Yamashiro's first solo
exhibition following completion of her post-grad degree at Okinawa
Prefectural University of Arts, this video of a woman dancing around in
front of a traditional Okinawan tomb at nighttime marks the nascence
of Yamashiro's practice as an artist. Having assimilated visits to ancient
Irish ruins and numerous encounters with video and performance art
during her time studying in the UK, when it came to expressing herself
in Okinawa, Yamashiro had a powerful urge to “look back at where I am,
and at Okinawa today, from the graveyards that in Okinawa symbolize
the spiritual realm where life and death exist in close proximity,” and
for several years after this, she employed the green spaces in front of
traditional tombs as settings for her expression.

First exhibited at Solo exhibition “Woman at Graveyard,” Maejima Art
Center, Naha, Okinawa, 2002

Director, Photography, Editing, Cast: Yamashiro Chikako
[Related Photograph Works] Women at Graveyard No.1,No.2
Silver-halide print, 254 X 305 mm each, 2001

BORDER

Y INF VAN T AT, 855 307, 2002 4
Single-channel video, 8 min. 30 sec., 2002
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BRI AT LR EORTH A,

MR e FA7—b22Y == 7 bUFavvol.3 paradise views
R QT R EER 74— 5 4 k50, 2004 5
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Blue skies, azure seas: a typical Okinawan landscape. A woman in

black (Yamashiro) dances with single-minded intensity before a grave.
Eventually her steps lead her away from the grave and along the US
military base fence strung across the island. Having learned of the
unhealed wounds affecting the island of her birth, and the people who
live there, everyday landscapes now take on a different meaning. Beyond
the end of the fence she follows as if tracing a scar with her finger, lay

a vast expanse of wild, sparkling sea... A video shot almost by feel, as
Yamashiro attempts to pin down the true nature of the doubt and dis-
ease she harbors in everyday life, BORDER ends on the beach at Henoko
in Nago, a location rocked by controversy over construction of a new
American base.

First exhibited at “Video Art Screening: Tokyo Vol.3, paradise views,”
Tokyo International Forum, Tokyo, 2004

Director, Cast: Yamashiro Chikako

Photography: Hoshino Atsushi

Editing: Yamashiro Chikako, Hoshino Atsushi

Images on p.001, p.003

Image on p.012 low
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OKINAWA TOURIST series

(I Like Okinawa Sweet) (AA~fik) Trip to Japan
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I Like Okinawa Sweet
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(#EpE £ % —) Graveyard Eisa

A woman devouring endless ice cream proffered near the fence of a

US military base; an Eisa [1] dance group discombobulated when their
vision is cut off; speaking up in front of the Diet building in Tokyo, yet
the words becoming increasingly dislocated... In this series Yamashiro
positions herself as the expressing subject, addressing the gaze of the
mainland, in which the uniqueness of Ryukyu/Okinawan culture is
celebrated and the islands consumed as a tourist destination, all while
Okinawans themselves remain politically divided around the issue of US
bases; seducing the viewer with a salmagundi of humor, charm, irony
and urgency, and propelling the artist on to the world stage.

1. Eisa: Traditional performing art used to welcome the spirits of homecoming
ancestors during the Bon festival. During the festival period under the lunar
calendar (usually August), youth groups on the islands form processions and

dance along the roads.

I Like Okinawa Sweet

Single-channel video, 7 min. 35 sec., 2004

Director, Editing, Cast: Yamashiro Chikako

Photography Cooperation: Higa Akino

Trip to Japan

Single-channel video, 6 min., 2004

Director, Editing, Cast: Yamashiro Chikako

Photography: Miyaji Shiomi

Supported by: Miura Rie, Suminaka Hiroshi, Eat & Art TARO
Graveyard Eisa

Single-channel video, 6 min. 50 sec., 2004

Director, Photography, Editing: Yamashiro Chikako
Supported by: Sakima Art Museum, Uehara Zensei

Cast, Musical Performance: Itoman Ozato Youth Association

First exhibited at Solo exhibition “OKINAWA TOURIST,” Maejima Art
Center, Naha, Okinawa, 2004

OKINAWAEEZS7
OKINAWA Graveyard Club

SYINF VI T AT F, 655, 2004 5
Single-channel video, 6 min., 2004
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In something completely different to Woman at Graveyard, captured
here in black and white we have a woman (Yamashiro herself), for some
reason in tennis wear, dancing in frenzied fashion to club beats in front
of a tomb in broad daylight. As her flying, fluttering miniskirt gleams
palely in the dazzling sunlight, a sun visor casts a dark shadow over her
face, in a video bursting with vitality that seems to brazenly declare, I
will embrace even conflict and wounds and dead, and live with them all.
First exhibited at Solo exhibition “OKINAWA TOURIST,” Maejima Art
Center, Naha, Okinawa, 2004

Director, Photography, Editing, Cast: Yamashiro Chikako

Photography Cooperation: Higa Akino

Music: Kameshima Ryosen

Girls Riding Horses

SYINF R YAV TAT F 953 15F8, 2004 4 (-2018%F)
Single-channel video, 9 min. 15 sec., 2004/2018
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Two women in white body suits straddling juri-uma horses dance in a
graveyard. Keeping their horse outfits on, they parade around the island

in the manner of cowboys in a western. Juri-uma horse heads are used in
the Juri-uma Gyoretsu procession on January 20 of the lunar calendar, in
which women from the Tsuji pleasure quarter of Naha, known as juri, don
Juri-uma and parade through the streets in vibrantly colored traditional
bingata dress, calling “Yui Yui.” This work using a stylish black-and-white
film to hint at multiple issues, from the sacred and profane to taboos, tacit
understandings, poverty and discrimination, and untold history, delivers an
outside-the-box punch that knocks down every obstacle in its path. Though
originally only shown for a short time, Girls Riding Horses was revised and
given a new lease of life in 2018, with the image of the juri-uma also being
carried over into 2020’ s Chinbin Western: Representation of the Family.
Premiere screening at Solo exhibition “OKINAWA TOURIST,” Maejima
Art Center, Naha, Okinawa, 2004

Director, Photography, Editing: Yamashiro Chikako

Cast: Yoshida (Miyagi) Tomomi, Yamashiro Chikako

Music: Kameshima Ryosen

Image on p.002
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Graveyard series

(Anyway )

[HpE | 2 EF =7 LR BEHEY) =R BEIS>W TR [Hofik s
DD R ZETZHATELTITROAD BB OHII S Tuw 23L&
Fo ) RAEL TR IO, S TOWRRAE, O I HIRIFEHF LA S
G b [TV 97 ZR=2[EFB AT IcAT TR EEESZ (T
WA T B RS ) TRBRS B LR — Lk i T 0 254 ] p.dd) . A IR IE R %
BTLHATHPEELTARBINGDEHZAHSOTSE, 23 THS
DEOHHSESTURHE L RF-T0 320k » KLY
b T3,

Anyway:-*

SAZ TV 1725 X 1250 mm, 2005 4

ek NEEBUE

WL R Tanyway -+ | ¥+ 5Y =577 4T b (hillli if#8), 2005 4F

life
SAKZ TV 2HHL % 900 X 1100 mm, 2005 &
FHUE R [anyway-- | ¥+5)—5774 Ty (il i), 2005 4

Garden Talk
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A series of photographs with a graveyard motif. On the topic of
graveyards, here meaning the courtyards or expanses in front of
traditional Okinawan tombs, Yamashiro opines, “These places are
embedded in the Okinawan mind as sites where this world and the
next intersect... As I saw it they were places for the living me and the
no longer living, my ancestors, to meet, a kind of ‘public space’.”
(“Yamashiro Chikako: Talking about her own works” Circulating World
—The Art of Chikako Yamashiro, p. 44) To gaze upon these life-affirming
photographs embracing all stages of human existence is to be filled
with a sense of warm benevolence, as if oneself is watching over the
living from the grave.

Anyway...

Lambda print, 1725 X 1250 mm, 2005

Photography: Kotaka Masahiko

First exhibited at Solo exhibition “anyway...,” gallery rougheryet,
Okinawa, 2005

life

2 photographs: Lambda Prints, 900 X 1100 mm each, 2005

First exhibited at Solo exhibition “anyway...," gallery rougheryet,
Okinawa, 2005

Garden Talk

Lambda print, 2030 X 2540 mm, 2007

Photography: Kotaka Masahiko

First exhibited at Solo exhibition “Garden Talk,” Project Space
KANDADA, Tokyo, 2007

[life] Image on p.005, [Garden Talk] Image on p.004
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Shore Connivance - Shore of Ibano, Urasoe City

Y INF YAV TAT A, 304545 B2, 2007 4
Single-channel video, 30 min. 45 sec., 2007
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Complex vol.1

SAZFYYF, 1030 X 1400 mm, 2007 4
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Artist's statement

Nestled up against one of the US military bases is an expanse of inshore
water, a low-lying inlet enfolding sea within the 70 meters, extending
from the fence of the base and said to be for military use. Thus, a
mokunin-hama shore of connivance; a miracle shore.

Here we find a pile of fly-tipped rubbish, a ship run aground, a group of
middle-aged men who congregate in this place, and an illegal structure
built by those men. The shore here is visual proof of how waste in
Okinawa does not circulate in any form, but simply remains where it is.
As I watched the actual ocean alongside these men determined to stay
on that shore, coral and aasa seaweed swayed in the shallows, seasonal
fish stopped by, and the tide went in and out. On that tacitly approved
beach, that shore of connivance, I had a vague feeling that “perhaps I

had never known freedom outside the system...”

The west coast of Urasoe City is home to a vast US supply base. Set on
the beach that serves as a kind of air pocket on the edge of Camp Kinser,
Yamashiro's video depicts the mysterious power of this place in a manner
that blends real and imaginary, blurring the lines between documentary
and fiction. The mokunin-hama of the title is a term coined by Yamashiro
from the term mokunin-kosakuchi (tacitly approved farmland), where
people whose land was taken by the US military work that land inside
the base to live, and describing her excitement at discovering this place
the artist says, ‘I felt at the time that here was a kind of freedom, albeit
more of a ‘freedom.” This video shows that discovery.” (Circulating World
—The Art of Chikako Yamashiro, p. 53.)

First exhibited at “SQUINT OF OKINAWA," photographers’ gallery +
IKAZUCH]I, Tokyo, 2007

Director, Photography, Script, Editing: Yamashiro Chikako
Photography: Kinjyo Ayano

Supported by: Oshiro Wakana

[Related Photograph Works]

Complex vol.1

Lambda print, 1030 X 1400 mm, 2007

Photography: Miyazato Hidekazu

Image on p.012 up, [Complex vol.1] Images on pp.006-007, p.013
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Inheritance series
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(s3=F+ V47K ) Virtual Inheritance

In a photo essay on the subject of Okinawa Memorial Day (June 23) for a
local newspaper, Yamashiro addressed the theme of how the generations
too young to have experienced the Battle of Okinawa deal with the facts
of it, and are endeavoring to pass those facts on to future generations.

As part of this assignment, she covered a session of group reminiscence
therapy conducted at a day center for the elderly. Stories from the distant
past turned unprompted to talk of the war, one man visibly shaking as
he began to describe his horrific experience on Saipan.

“It was shocking to witness there and then,” Yamashiro says, “the
moment when a person stands at the abyss of memory... A frightful
shock: I could hear their voice, but felt I was failing to physically take

in what they said, that it was beyond my comprehension.” Trying to
break the silence that persisted after the session ended, Yamashiro
experimented with a performance, asking those present to “touch me,
the listener.”

“Listening to these terrible memories of things I could never experience,
I grew desperate to somehow close the gap between myself, remote

and uncomprehending, and those elderly people. When I took the
initiative to clasp the hand of someone hesitating, there was a physical
intimacy. As I touched cheeks and put an arm around shoulders, the
solemn atmosphere started to lift a little, until I noticed that everyone
was smiling. We all started to share, and enjoy, taking photos of this,

in a different sense to taking photos to document their testimony.”
(Circulating World—The Art of Chikako Yamashiro, pp. 69-70)

The photo essay in the newspaper was well-received, but for Yamashiro
herself, there were lingering, almost guilty feelings around her failure to
understand, that led her to make the video Your Voice Came Out Through
My Throat.

Virtual Inheritance

Lambda print (color/b & w), 1355 X 900 mm, 2008

Reminiscence

Lambda print, 1250 X 1880 mm, 2008

First exhibited at Solo exhibition “Virtual inheritance,” gallery
rougheryet, Okinawa, 2008

Photography: Higa Hideaki

[/X\—F vVt % | Virtual Inheritance] Image on p.031, [[E#85% | Reminiscence] Image on p.026 up
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Seaweed Woman

AVRRL—=Yay/ GH I ZAXT) Vb @5 % 280 X 500 mm,
VAT A 753155, 20085

Installation/ 8 photographs: Lambda prints, 280 X 500 mm each;
video: 7 min. 15 sec., 2008
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Having learned from the men she met on the tacitly approved mokunin-
hama, that the boundary with the US base extended out into the water,
Yamashiro transformed herself into a “seaweed woman” incarnation

of aasa (the seaweed Monostroma nitidum, common in Okinawa) and
swam out to see how this invisible boundary might exist, and whether

it could be crossed. Seaweed Woman is an installation comprising a

photo sequence showing the artist as embodied seaweed, and video

shot from the watery viewpoint of this fantasy being. In the video,

each time the seaweed woman floats to the surface she comes upon a
different scene: the Awase tidal flats slated for reclamation, Henoko/
Oura Bay shuddering with the construction of the new US base, a beach
of innocent tourists at leisure. A coast guard inflatable features briefly,
removing residents protesting exploratory drilling of the ocean floor. The
caterpillar treads on the seabed was dropped there by a US Marine Corps
amphibious vehicle during exercises, and there are many such relics on
the floor of the shallows far off Henoko. In 2015 Yamashiro added more
footage and presented the work again at the “Local Prospects: Time,
space and the sea” exhibition (Mitsubishi-jisho Artium, Fukuoka).

First exhibited at “Okinawa Prismed 1872 —2008,” The National
Museum of Modern Art, Tokyo, 2008

[Photo]

Photography: Shuri Fujiko

[Video]

Director, Photography, Editing: Yamashiro Chikako

Assistant Director: Sunagawa Atsushi

Photography: Goto Akira

Images on p.009, pp.010-011, p.012 middle, p.038 up & middle
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Your Voice Came Out Through My Throat

VI NF Y RV T AT 755207, 2009 4
Single-channel video, 7 min. 20 sec., 2009
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Artist's statement

Interviewing elderly people, I found most had a sincere wish to pass on
their memories of the Battle of Okinawa. Rather than listening to each
account objectively, as the suffering of someone else, I tried to imagine
their pain as my own, as if the events they spoke of had happened to
me.

But in the midst of the interviews, there was a definite moment when

I realized that while I as interviewer could to some extent imagine the
witnesses’ experiences, I could never make those experiences truly my
own.

When certain of those who had been in the war began recalling how
family or friends had died right in front of them, as their story reached
the critical juncture, they would start to shake, and their throats
tighten, leaving them unable to bear witness any longer as they became
subsumed by the footage of their own revived memories.

There were things that proved simply unspeakable for them, which
created gaps in their testimonies and showed that there were parts

of their stories that they would not, or could not, ever tell. It struck

me that it would be very difficult, as the listener, to imagine and pass
on those parts of their testimony that the speakers themselves found
impossible to relate.

A year after the interviews, I undertook this performance. Transcribing
words from the documentary footage of the witnesses, I added them to
the video as subtitles, and adjusting my breathing and the timing of my
speech to match that of the witnesses, gave their accounts. I repeated
this over and over. At the start, I didn’ t even cry. As I spoke their lines,
and matched the movement of their lips to mine, I started to see, by
the timing of their speaking, where there were blanks in their accounts.
As I copied their spoken testimony over and over, as I moved into the
blank spots, in this video, suddenly a scene entered my mind.

I was standing behind the witness as the young child of their memory,
while in front of that child his mother and older sister stood at the
edge of a cliff. Then abruptly, the mother and sister turned to the water
and jumped into the sea, leaving the little boy behind.

It was then I realized that the shock of that young boy, as he stood
rooted to the spot, was manifesting as the shaking of an old man now
in his seventies.

Words from the witness's memory projected images on my mind,

and for a moment my body was on screen, steeped in someone else’s
memories. What I saw was not the actual experience of the witness, but
an imagined vision, created by me from their testimony. That imaginary
“film footage” became my own war experience.

(April 8,2015)

First exhibited at “Into the Atomic Sunshine in Sakima: Post-War Art
under Japanese Peace Constitution Article 9,” Sakima Art Museum,
Ginowan, Okinawa, 2009

Director, Photography, Editing, Cast: Yamashiro Chikako

Photography: Sunagawa Atsushi

Supported by: rat & sheep, Cooperative Niji Clinic, Okinawa Prefectural
Archives

Image on p.039 low
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Sinking Voices, Red Breath

[2009 /R 2 4T F - 4> 2RV —Y 2>, 553 481
[2012 /K] Y I NF vV FIV T 4T F 553557
[2009 version] 2-channel video installation, 5 min. 48 sec.

[2012 version] Single-channel video, S min. 55 sec.
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Artist's statement

Since overlaying my own voice on the reminiscences of another

and swallowing their narration whole in the video Your Voice Came
Out My Throat, the voice (words) of the man in that work had been
fluttering deep in my gut, defying digestion. From that day onward,
as I listened, endlessly, to the voice of another, neither susurration nor
singing, reverberating in my innards, I felt it grow gradually heavier,
heavier, and myself falling, falling into despair. Finally I tried jumping
inside my body to find my own voice again. The voice within had
multiplied, becoming several people, forming coils swirling around
me. Swallowing the echoes of voices, I coughed them up again with hot
breath, and thus had a visceral sense of being kept alive by the never-
ending memories of others.

We find an older lady in a room in her public housing flat, bathed in
afternoon sun. Clutching a bouquet-like cluster of microphones in one
hand, she murmurs to herself inaudibly. On reaching the ocean floor,
the bouquet of mikes she throws into the sea begins to sway from side
to side, eventually emitting a stream of tiny bubbles. On islands still torn
apart in the aftermath of war and occupation, where do the murmurings
of unheeded people end up? The underwater location was Henoko/Oura
Bay with its vast expanse of coral, amid a tense standoff between local
divers protesting against ocean floor drilling, and the drill workers.

First exhibited at “When I Love You and When I Hate You,” Okinawa
Prefectural Museum & Art Museum, Okinawa, 2009 —2010; Yebisu
International Festival for Art & Alternative Visions 2010: “Searching
Songs,” Tokyo Metropolitan Museum of Photography (now Tokyo
Photographic Art Museum), Tokyo, 2010

Director, Photography, Editing: Yamashiro Chikako
Underwater Photography: Makishi Osamu
Assistant Director: Sunagawa Atsushi

Cast: Inoue Sakura, Fumiko

Images on p.038 low, p.048 low, pp.056 -057
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Choros of the Melodies

AV 2RV —vay/ EH  FEaBUR ) XA (247 CF)2h) 238), A XA 4
Y47 A 1953 475, 20104

Installation/23 photographs: Chromogenic Color Print (Type-C Print),
size variable | video: 9 min. 4 sec., 2010
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Artist’ s statement

In the Sea

A voice reaches my ears. While listening to that voice floating on the
ocean floor, my breath releases an infinity of bubbles. In the water,
the sound waves that carry voices are not directed at a particular
destination; the murmuring voices are no more than muffled, dull
reverberations. The voices reaching me, voices with no announced

The infinity of bubbles rises straight up. I breathe out once, in time
with my voice. Instantly the bubbles, uncountable, rush to make their
escape from my mouth. Fragments of words contained in shards of
breath, in the bubbles, rise, reach the surface of the water, finally make
their way to land, and pop.

The wind sweeps away the chaff of words carried on the faint voices.
In the forest, someone says, ‘T hear something.”

In the Forest

I step into the forest, searching for the source of the voices lingering
in the depths of the land. The sunlight is hot. It feels like it is stabbing
me in the back and shoulders. To avoid the fierce light, I take shelter
in the shade of the trees, where layers of shadows cast by the forms of
the leaves, floating patterns, intermingle with the light---. I wait. Then,
in the light, someone’s eyes meet mine; someone speaks softly, laughs.
My ears prick up, trying to hear the voice of whoever is standing there,
murmuring, in the light, in the shadow, rustled by the breeze from the
sea. Am [ luring you, are you seeking me? No, neither. We in the forest,
hearing the voices pouring forth from the depths of the earth, add our
own voices. Taking the time to make sure that we are in tune, singing
the same melodies: we know that is good. I listen to the song, the song

that reaches my ears because together we sing our song.

First Exhibited at “The New Snapshot —Contemporary Japanese
Photographyyol.9: Radiant Moments,” Tokyo Metropolitan Museum
of Photography (Now Tokyo Photographic Art Museum), Tokyo, 2020
[Video]

Director, Photography, Editing: Yamashiro Chikako

Assistant Director: Sunagawa Atsushi

Photography: Senaga Shinji

Assistant Photographer: Matayoshi Yasunori

Photography Cooperation: Naka Hajime, Okuma Katsuya

Cast: Yamauchi Chigusa, Higa Reina, Hokama Miyoko,

Kishimoto Masayoshi

Casting Cooperation: GG Promotion

destination, multiply, drift through my body, and keep on reverberating.

Images on p.024, p.027, p.028, p.029, pp.032-033, pp.036-037
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A Woman of the Butcher Shop

3HPNFF LY AN AV RRL —av, 2158 1575, 2012 4%
[BIHBRR] &> N F o2 3V - 4T .27 53308, 2016 4F
3-channel video installation, 21 min. 15 sec., 2012

[cinema version] Single-channel video, 27 min. 30 sec., 2016
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Artist’s statement

Chunks of meat washed up on a beach I call a mokinin-hama (of Shore

Connivance), a beach that serendipitously escaped development due to
the presence of an US military base. Of all the coastline near a built-up
area, this was the only place where the natural shore remains, but even
here; work was underway to extend the road.

A young girl picks up meat washed in from an unknown source, and
delivers it to a butcher’s shop in a black market that exists under the
radar inside a US base. The meat has the tang of the sea. Today once
again, the woman of the butcher shop dismembers this meat delivered
as always, from nowhere.

Men seeking meat and a woman.
As they devour meat, the outer skin of both men and women rip apart,
and they dissolve into a cluster of “meat” matter.

Where do our fleshy selves come from, and where will they wash away
to? Among the cluster of flesh/meat, we touch other meat, dissolving
into each other, sharing, new flesh being generated from the body that
is me to the body that is you, keeping us alive. We rearrange all kinds of
limitations to carry on living.

(April 11,2015)

Chosen for the eighteenth in the MAM Project series of experimental
projects undertaken by the Mori Art Museum with artists from around
the world, Yamashiro took the image of “flesh” that she was obsessed
with around this time (Yamashiro has spoken of the voices of unknown
people being amplified in her gut, until “voices” eventually gained
“flesh”) and portrayed it utterly and completely, boldly yet subtly, using
a device of hitherto unprecedented scale. She then went on to compile
the three screens into one for a cinema version (2016, 27 min. 30 sec.)
that has since been screened widely.

First exhibited at Solo exhibition “MAM Project 018:

Yamashiro Chikako,” Mori Art Museum, Tokyo, 2012-2013
Director, Script, Photography, Editing: Yamashiro Chikako

Assistant Director: Sunagawa Atsushi

Production Desk, Assistant Underwater Photographer: Matsuo Umihiko
Production Desk: Furuya Mei

Production Support: Masuda Ryohei

Photography Support: Ishikawa Ryuichi, Yoshihama Syo

Cast: Natsuko, Yamazaki Akiko, Oshiro Iroha, Nakaima Aya, Oshiro
Tamotsu, Kawabata Masatoyo, Tsuha Shohei, Uchida Syusaku

Cast (under water): Kojima Yoko, Fujita Junko, Mukaihata Kyoko,
Suzuki Tomoe, Lion Kanako

Photography Cooperation: Okinawa World Cultural Kingdom
Gyokusendo

Casting Cooperation: TEAM SPOT JUMBLE, Gekidan Syoumikigen
Research Cooperation: Kumejima Chicken Farm

Images on
p.008 up & low, p.025, p.026 low, pp.034-035, p.045 up & low, pp.046-047
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The Body of Condonement

SAETYUT (21355)

[ HiRE ]

% 560 X 400mm X 1155, %700 X 500mm X 2 5%, 2012 4
(A& ekaT i

#% 700 X 500mm X 11 5%, % 840 X 600mm X 2 5%, 2020 4

Lambda prints (series of 13)

[Original version]

560 X 400mm each (X 11), 700 X 500 mm each (X 2), 2012
[Revised version]

700 X 500 mm each (X 11), 840 X 600 mm each (X2), 2020
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Yumiko Chiba Associates viewing room shinjuku Gk 50), 2012 4

Artist’s statement

Countless bodies, scattered asunder
came together again and began to gather
in secret far beneath the earth

Sinking into the soil, changing form freely with the water’s flow
Seeking new bodies, this body and that one join
multiplying over and over

The body thought it would stick to you to survive

I call the state of existence emerging beyond annihilation,
the “body of condonement”

(August 8,2015)

This group of monochrome photographs contrasting a hazy cluster of
tangled human figures, and stalactites that have grown over eons, possess
both sensuality and the sublimeness of religious paintings. Caves as links
between sea and land would subsequently go on to appear repeatedly in
Yamashiro's works as sites of ambiguous, symbolic becoming.

First exhibited at Solo exhibition “The Body of Condonement,”

Yumiko Chiba Associates viewing room Shinjuku, Tokyo, 2012

Images on p.070, p.071
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The Beginning of Creation: Abduction / A Child

[ IOMIE
(HR D) Lo ER 2 EV RO 21T FMIAK B OB A EA TV
2GR, W oli-tefid R B 3FHAICLZ2TO
TR SRR e ORI B RICRS TS T AT S, NI %
BRARWIIRBIGETE 3B ORIt bBISRMT32LH TS
o BURBIZRBEMOM T b ILE DT -V —h 5.4
STl EEFETHEECH AL BbFREHLTHASREILTVI,
EETORIEHD Z— =2 AT VBRI RN IR 32 TS
WED DT, TRTOLRPZ TEIGEC» T IH R, 95K
FHDAREGETRAIN L d ot ZRTYWEED L ED 2550013
ELTIUKDRTHELI vk H s s hic, 0AR
HE RBALLIFEOHUTEE 2 D120 HT R DD DBL %, fikk
LTESATHREI D -1
(ARD%K) T BDEH,OP->TEHOBEE &0 FHNRL T8
TE3V—VHhd. ETECTVLBRLE[RDH v MEDHDHED KEEDH
Hed | EMEIZ ot UobhEEN AL E L IEL O FHL GIZFR
NTUVBRET 23T Y FH oo EZRE LTI
WEEDEINE, BRIEAH I K 2ETI DR A bA 6T IS Lhh
BoENIfEICE Rz S 7 EEEREATH O 2 H o R
THED RBED L TRA S L E [WiE A TR E- 1] LT,
(Bl o — 77X rvay /=) Th, Mo h AL h -5 215 H
WCEAB,
MR T o3> 2 LT3, Byl O L #%2 T 8ICE LG T
2o 2D, 2T v F Ty 2IHIEFE O TIZDL- T L b S —2
22k TEIZ NI EESO TR —A V7, ZDH LI H}
ML EDD ERIEE Ol ae 2RI O 1 R B L LTEIT T oL b
I DS AZELITIL T, REETE D X520 0N 2T, HEDT -5
Fo Z2OMNCRT v F T 92 2B T L A S VIS BOPE &0
FACHEZATEL,
[b, 12 Einte o
Mz bhoieudhs, fEMICEST ARG T AT B o0 b
Y- TWADT Wb, LU, 222 /BT 31O R L, 5612
IR TN 0B P EM2 /oMo &R A3, (2016.8.23)

YT NF Y AN T AT A 18552015 5
Single-channel video, 18 min., 2015
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Images on pp.016-017, pp.019-022, pp.040-041, pp.078-079
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Artist's statement

Before making A Woman of the Butcher Shop, 1 visited a poultry farm
run by some relatives on the island of Kumejima. There I was able

to observe and film the process by which chicks hatched from eggs
eventually become meat on the table, the fortunate hens left alive to lay
eggs and thus escape the table, and the elderly hens past laying but now
too old to be any good for the table. Instead of poultry food, the old
chickens were given piles of bitter melons. They made such a strange
and sweetly funny sight that I found myself laughing out loud from
time to time as I filmed.

I needed to shoot until the live chickens became the familiar meat we
see on display in the supermarket. I meticulously followed each step

in this process, but in the end, nine-tenths of the footage was not used
here. Even so, my desire to “observe carefully and film” to allow a story
to emerge was amply satisfied. The aim was to capture as a sensation
that lump of flesh, cool and slippery and soft, that appears when skin is
peeled back.

In A Woman of the Butcher Shop, there is a scene showing the encounter
on the shore between a lump of meat from the bottom of the ocean,
and a young girl. While piecing things together in the editing, I had
this intense urge to use that huge flock of chicks for the next cut. The
sight of that dripping wet piece of meat hiding quietly in bushes by the
shore resembles that moment straight after a young cattle beast or goat
is born and flops to the ground. When the meat, arrived in the world,
unsteady on its legs, unsure how to stand, vulnerable, was connected in
the editing to the chicks filling the dimly lit poultry run, I thought, “The
story has begun.”

In The Beginning of Creation: Abduction / A Child also, a bird is present in
the moment of something's birth.

Kawaguchi Takao sketches, carefully copying stills from moving footage,
then moving on a few frames, turning the pages as he draws in his
sketchbook. Endless drawings that slowly, neatly capture endless frames.
Eventually Kawaguchi stands up and actually moves his body to connect
the stills to each other. There is the inflate-deflate sound of the breathing
body, the sound of friction of floor and feet, of pencil drawn across
paper. The sound of the sketchbook pages turning throughout came, to
me, to resemble the flapping of a bird's wings.

“Ah, a bird. It's been born.”

I've no idea why, but it felt as if birds had been involved somehow in the
creation of both these works. Looking up at the sky, Kawaguchi Takao
resembles a baby bird fluffing up its body and mimicking the action of

flapping.

(August 23,2016)

Short film that depicts in allegorical fashion ideas around the voices

of others, passing on of memories, and creativity, in the style of a
documentary on dancer Kawaguchi Takao, in Okinawa to perform his
show About Kazuo Ono. An associated work is The Beginning of Creation:
Abduction / A Child - "A Piece of Cave 1-16" an installation consisting of
sixteen screens showing the cave dance scene from this video.

Premiere Screening at 20 th Aichi Art Film Festival, Aichi Art Center,
Nagoya, Aichi, 2015

Director, Script, Photography, Editing: Yamashiro Chikako
Photography: Ishimine Satoru

Lighting: And Okinawa

Editing: Hirata Ryoma

Sound: Sunagawa Atsushi

Sound Design: Takagi Hajime

Cast: Kawaguchi Takao

Supported by: KAZUO OHONO Dance Studio

Costume: Kitamura Noriko
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Photography Cooperation: Okinawa World Cultural Kingdom
Gyokusendo, Okinawa Contemporary Art Center, Miyagi Jun, Kato
Taneo

[The 24 th Original Video Work of Aichi Arts Center and Aichi
Prefectural Museum of Art, Commissioned production]

[Related Work]

The Beginning of Creation: Abduction / A Child, ‘A Piece of Cave 1-16'
16-channel video installation, 2016

First exhibited at Solo exhibition “The Beginning of Creation: Abduction
/ A Child", Yumiko Chiba Associates viewing room shinjuku, Tokyo,
2016

Images on pp.016-017, pp.019-022, pp.040-041, pp.078-079
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Mud Man
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3-channel video installation, 23 min., 2016

[cinema version] Single-channel video, 26 min., 2017
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Artist's statement

Migrating birds splat droppings on mud figures lying expressionless on
the ground. One man awakens, and tunes in to the words of a poem
audible from within the falling matter. The seeds in the bird droppings
are made of poetry. The mud people awaken and begin to recite this
verse. The man digs a hole with the intention of planting the seed, but
falls to the bottom of the hole, as the earth rumbles. There he finds a
passage connecting to a time and place in a different dimension, and
drawn by the growing sound of gunfire, finds himself in a battleground.
A war of past memory looms into view on a screen in mid-air, its light
shining on the man. The mud people take on the memories of war shown
to them by the seeds. “This is no place to live.” In order to choose the
future, they search repeatedly for an alternative way out. Revolutionary
“verse” can be heard like tiny breaths of wind in the hole. Through the
final exit they arrive at, lilies bloom riotously. The mud people awaken,
their hands stretched to the sky, as beautiful as the flowers, and the air
(February 2,2018)

resounds with a rhythmic clapping.

Is there some route by which people in East Asia subjected to
colonialism, militarism, and ongoing state violence can find each other
and live together? This video, grounded in the history of the places where
it was filmed — “tacitly approved” farmland on the Chibana Ammunition
Depot site and Henoko/Oura Bay, lejima, and Jeju Island in South

Korea — and scaled up in both temporal and spatial terms, attracted
considerable comment on its debut at Aichi Triennale 2016. A “cinema
version” combining the three screens into one received an International
Short Film Festival Oberhausen (Germany) ZONTA Prize in 2018.

First exhibited at Aichi Triennale 2016 “Homo Faber: A Rainbow
Caravan,” Former Meiji-ya Sakae Building, Nagoya, Aichi, 2016

Director, Script, Photography, Editing: Yamashiro Chikako
Assistant Director, Sound, Editing: Sunagawa Atsushi
Photography: Suzuki Yoi

Sound Design: Takagi Hajime

Editing: Hirata Ryoma

Interpreter, Production Desk: Cho Sun hye

Shooting Coordinator, Casting Cooperation: Cho SungBong
Production Cooperation: Makishi Nami

Photography Cooperation: Tomoyose Kengo

Music Advisor: Tsurumi Sachiyo

Human Beatbox: Kinjo Mikel

Clapping Direction: Yabiku Rika

Cast: Nakazato Yugo, Terra, Dongseok, Kim Kyonghoon

Footage Courtesy of: Okinawa Prefectural Archives

Supported by: Peace Center in Gangjeong Village on Jeju Island, Ie
Village Board of Education, Okinawa Prefectural University of Art:
Faculty of Music: Faculty of Arts and Crafts, The Henoko Anti-Hellcopter
Base Council, Okamura Keiko, Lee Chonghwa, Asakawa Shiho

Images on pp.018-023, p.048 up, p.049 low, p.051, pp.052-053, pp.054-055,
pp.060-061, pp.062-067
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37 4= 2, 5045, 2018 4F
Performance, 50 min., 2018
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Artist’s statement

Kanpou nu Kuenukusaa. What a heart-rending sound. Kanpou nu
Kuenukusaa...

The rain of steel ceases, and as the wind blows — hyuuu... hyuuu... across
the wasteland... pusu, pusu, pusu, pusu, charred bodies turn to smoke
and vanish into the air.

The living among them made their bodies my eyes and ears, telling
and showing, into sound, saying they were leftovers from the naval
bombardment.

Overlaying them came a murmuring reverberation joining the tones of
three twanging strings. Nuchi nu gusuuji sabiraa! [1]

The nourishment of you, shriveled body absorbed by the earth,
pervades and echoes, shaking us awake.

Durunu naka kara Tachi agati--- (Arising from the swamp)
Aware nu nakanin Waran cyaga (Even amid the misery)
Warai kui chichi Chimu toumeti (I hear children’s laughter, and feel
calmer) [2]
(September 28, 2018)

1. Nuchi nu gusuuji sabiraa. Words of encouragement used by postwar

Okinawan entertainer Onaha Buten, meaning “Let us celebrate life.”

2. Music and lyrics: From Higa Kobin's Kanpou nu Kuenukusaa

A live performance that grew out of Mud Man, woven in film and
sound by over forty performers. Scenes arising from the vibrations

and explosions emitted by a human beatbox, over silent footage of the
Battle of Okinawa. Is this a memory of the past, or war of the future?
Messages from those who lived in the past, delivered in rap lyrics, words
that resonate into the future, music played by a DJ, video footage that
journeys through memories. A new approach employing the whole

of the body to imagine memories of war. The year after the Kyoto
performance, And I Go Through You was presented at Ricca Ricca Festa
2019 in Okinawa.

First Performance at “And I Go Through You: Kyoto Experiment 2018,"
Kyoto International Performing Arts Festival, Multi-purpose Hall, Kyoto
Art Center, Kyoto, 2018

Construction, Director, Video: Yamashiro Chikako

Cast: Shoh (HUMAN BEATBOX ARTIST), DJ SHOTA (DJ). Tokiii
(RAPPER)

Video, Assistant Editor: Nishinaga Reona

Assistant Editor: Fukuchi Riko

Stage Camera (Live): Kim SongGi

Video Setting & Operation: Konishi Kotaro

Lighting: Uomori Rie

Sound Design: Takagi Hajime

Clapping Direction: Yabiku Rika

Choreographic Adviser & Coreography: Quick

Research Cooperation: Tsurumi Sachiyo, Arakaki Hiroko, Miyara Miyuki
Casting Cooperation: Hashizume Kosuke, Nishioka Mieko

Assistant Director: Tani Ryuichi

Stage Director: Sogo Yohei

Dramaturg: Nomura Masashi

Co-curator: Yamamoto Mayumi

Research Grant: TERUMO LIFE SCIENCE FOUNDATION

Produced by: Kyoto Art Center

Presented by: KYOTO EXPERIMENT 2018

Footage Courtesy of: Okinawa Prefectural Archives
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Chinbin Western: Representation of the Family

YT NF XY RV TAT A, 32552019 4
Single-channel video, 32 min., 2019
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Artist's statement

The reason for presenting the story here as a western, is to ask how we
should view the rapid emergence of unfamiliar landscapes in Okinawa.
People living in settlements around the Awa district in Nago, where
this was filmed, told me that the hill being quarried there loses about
four meters in height every year. The exposed, camel-colored slope
spreads desert-like across a considerable area, and the line of trucks
carting gravel and raising dust has been likened to the scene along the
road to the Mexican border.

Having lived in Okinawa continuously, desert landscapes are not a
familiar sight to me. Yet a whole mountain is being laid flat and turned
to desert right here. The soil scraped off is transported to the east coast,
where the plan is to fill in the sea and make land. “Desert and new
land...” Could this vision perchance provide inspiration for a western?
The westerns made mainly in Hollywood from the early days of film
are tales that celebrate the frontier spirit, with pioneer heroes battling
“evil” to continue their drive to open up the interior. This opening

up, which actually involved taking land from the existing inhabitants,
pushed inexorably west, and as an era is deemed to have passed with
the acquisition of California and arrival on the Pacific coast. But what if
that pioneer dream, that frontier spirit made the leap further west, from
California to Okinawa, and is a story that continues to this day? In this
unfamiliar, desertified wasteland that has appeared on the west coast of
northern Okinawa, are glimpses of the transplanted vision of someone
of another identity altogether.

In Chinbin Western, the hero, forced unwittingly to dream someone’s
dream, and internalizing that dream as his own, sings Italian opera with
great gusto. With the rise of the civil rights movement in the 1960s, and
the simultaneous demise of the western as a racist, white supremacist
genre, emerged the “spaghetti western” (in Japan, “macaroni western”)
shot in Italy. This film started with the idea of creating a new Okinawan
(May 8,2020)

western in the same vein.

The film portrays the complex emotions of two Okinawan families
shaken by plans to construct a new US military base in Henoko in Nago.
“Chinbin” is a type of Okinawan dessert made from flour. The duets in
opera and traditional Okinawan Ryuka song that are a highlight of the
film open up a pathway for island people wounded in the process of
violent modernization to encounter the world as their own misshapen
selves, and acquire something universal.

First exhibited at “Image Narratives: Literature in Japanese

Contemporary Art,” The National Art Center, Tokyo, 2019

Director, Script, Photography, Editing: Yamashiro Chikako

Assistant Director, Sound, Editing: Sunagawa Atsushi

Photography: Kim SongGi

Sound, Sound Design: Takagi Hajime

Production Desk: Matsuo Umihiko

Art Support: Nishinaga Reona, Yuasa Kaname

Shooting Support: Tanji Rie

Costume Coordinator: Shuri Fujiko

Costume: Takara Yoko

Cast, Song Performed by: Kina Hibiki

Cast: Iraha Sayuki, Kinjyo Makito, Uehara Suzu, Kariatsumari Atsuko,
Yoshikawa Morika, Kudaka Mokusho, Igei Takeshi, Kakazu Yukimasa,
Jina, Ryu, Uehara Naoko

Music Performed by: Fukuyama Natsuki

Supported by: Gakiya Kosan, Buma Asagi Hall, Picture Book Polaris
Translation of “Lienzi”: Fujioka Maria

Images on pp.042-043, p.044 up & low, p.050, p.058, p.059
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Reframing
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3-channel video and sound installation, loop, 2021
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In this work set in the same village in Awa as her previous video, and
debuted in 2021 at “Yamashiro Chikako: Reframing the land/mind/
body-scape,” Yamashiro's first solo exhibition at a public art museum,
the artist depicted the conflicts of people with no choice but to destroy
their mountain home in order to live, and their search for a new way
of life, based on an allegorical worldview connecting the sea and hills
of Okinawa. “Reframing’” is a psychotherapy term meaning to change
the framework by which one sees things, and apply that different
framework to look at them anew. Fusing ideas drawn from improvised
forms of physical expression such as butoh, contemporary dance, and
boxing, with emblematic landscapes obtained from detailed historical
and geographical surveys, and in-depth location hunting, Yamashiro has
created here a world like none seen before.

First exhibited at Solo exhibition “Yamashiro Chikako: Reframing the
land/mind/ body-scape,” Tokyo Photographic Art Museum, Tokyo, 2021

Director, Script, Photography, Editing: Yamashiro Chikako
Assistant Director: Sunagawa Atsushi

Photography: Ashizawa Akiko, Miki Shigenori

Camera Assistant: Onishi Keisuke

Sound, Sound Design: Takagi Hajime

Production Desk: Moriwaki Shota

Production Desk, Art Director: Kinjyo Koji

Stage Lighting: Tanahara Eisaku

Director, Production (Dance scene): Kariatumari Atsuko
Costume: Takara Yoko

Art Director (Stage): Uehara Zensei

Art Direction Cooperation: Nishinaga Reona

Production Cooperation: Okuma Misaki

Photography Cooperation, Babysitting: Masuda Rie, Uehara Naoko
(Picture Book Polaris), Uehara Naoe

Production Cooperation: Taira Ryuji

Offline Editing: Shinmyo Shuta

[cast]

Hottan (mining worker): Kawaguchi Takao

Awa (mining worker): Jareo Osamu

Tankyu (village youth): Shogen

Theo (village baby): Yamashiro Theo

Descendants of the Ryukyu Shizoku/ Workers: Nakamine Shinei,
Nakamine Shingo, Nakamine Yoshimori

Servitors/ Workers: Igei Takeshi, Heshiki Yuya

Mohou (man who raises coral): Kudaka Kosho
Kawamitsu (friend of Hottan): Kawamitsu Naoya

Images on pp.014-015, p.039 up, p.049 up, pp.068-069, pp.072-073,
pp.074-075, pp.076-077, Cover
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Profile

Born in 1976 in Okinawa, Japan

2019 Appointed Associate Professor, Tokyo University of the Arts, Department of Intermedia Art

2002 Completed in Environmental Design, Graduate School of Formative Arts, Okinawa Prefectural University of Arts

2000  Studied at Department of Fine Art, former Surrey Institute of Art and Design (University of the Creative Arts, UK)

1999  Graduated from Painting Major, Department of Fine Arts, Faculty of Arts and Crafts, Okinawa Prefectural University of Arts

Selected Solo Exhibitions
2021 “Chinbin Western,” Dundee Contemporary Arts, UK

2018

“Asian Art Award 2017 supported by Warehouse TERRADA Grand Prize Exhibition,

Marina Bay Sands Expo & Convention Centre, Singapore / Art Fair Tokyo 2018, Tokyo International Forum, Japan
2017  “The Sea of Being,” RENEMIA, Okinawa, Japan
2016 “The Beginning of Creation: Abduction/ A Child,” Yumiko Chiba Associates viewing room shinjuku, Tokyo, Japan
2012 “MAM Project 018:Chikako Yamashiro,” Mori Art Museum, Tokyo, Japan

“The Body of Condonement,” Yumiko Chiba Associates viewing room shinjuku, Tokyo, Japan

2010 “Choros of a Song,” Yumiko Chiba Associates viewing room shinjuku, Tokyo, Japan

2008  “Virtual Inheritance,” gallery rougheryet, Okinawa, Japan
2007  “Garden Talk,” project space KANDADA, Tokyo, Japan

2005 “anyway---,” gallery rougheryet, Okinawa, Japan

2004 “OKINAWA TOURIST,” Maejima Art Center, Okinawa, Japan
2002 “Woman at Graveyard,” Maejima Art Center, Okinawa, Japan

Selected Group Exhibitions
2022 “Hawai'i Triennial 2022,” Honolulu, USA

“Tokyo Contemporary Art Award 2020-2022 Exhibition,” Museum of Contemporary Art Tokyo, Japan

2021 “AKASHI testaments — 10 th Anniversary of the Great East Japan Earthquake,” Aomori Museum of Art, Japan

11th Seoul Mediacity Biennale “One Escape at a Time,” Seoul Museum of Art, South Korea
2020 “‘Listen to Her Song’ Geidai T LOVE YOU' Project 2020,” The Chinretsukan Gallery, Tokyo University of the Arts, Japan

“Jimei X Arles International Photo Festival - Greetings from Japan, Insights into a Time: Japanese Photography Now,”
Jimei Citizen Square Exhibition Hall, Xiamen, China

2019 “ELLE LOVES ART: 30 years of Japanese Woman Artists,” KASHIYAMA DAIKANYAMA, Tokyo, Japan

Ricca Ricca Festa 2019, “And I Go Through You™ (Performance), Naha Municipal Mekaru Elementary School, Okinawa, Japan

2018  Kyoto Experiment: Kyoto International Performing Arts Festival 2018,
“Mud Man" (Exhibition), “And I Go Through You" (Performance), Kyoto Art Center, Japan

“Anata wo kugurinukete, zankyo ni kodamashite ikiru” [Going through you, life echoing the remaining sounds],
Assembly Hour Lecture Series 2018, Kyoto Seika University, Japan

2017  “The 10th Anniversary Commemorative Exhibition - A Reunion with the Sea: Realism as Modern Asian Thought,”
Okinawa Prefectural Museum & Art Museum, Japan

TERATOTERA Festival 2017 “Neo-political Art ~Our Matsurigoto(Politics)” (Exhibition),
“Human Beatbox | War” (Performance), Mitaka Central Building, Tokyo, Japan

“Sea Garden - Chikako Yamashiro and Sandra Ramos,” Galerie Omotesando, Tokyo, Japan
2016 “SEVEN JAPANESE ROOMS Fotografia contemporanea dal Giappone,” Fondazione Carispezia, La Spezia, Italy

“From Generation to Generation: Inherited Memory and Contemporary Art,” Contemporary Jewish Museum,
San Francisco, USA

Aichi Triennale 2016 “Homo Faber: A Rainbow Caravan,” Former Meiji-ya Sakae Building, Aichi, Japan

“Dialogues with Arabic Literature II : Memories, Voices, and Land, Artworks Crossing Over,” Mud Man (exhibition),
Seikei University, Tokyo

2015 1st Asia Biennial/ Sth Guangzhou Triennial “Asia Time,” Guangdong Museum of Art, Guangzhou, China

70 years after the Battle of Okinawa — Okinawa Art Project ‘Sudhiru’ regeneration “Art & Society in Post-war Okinawa,”
Urasoe Art Museum, Okinawa, Japan

“BEYOND HIROSHIMA: THE RETURN OF THE REPRESSED Wartime Memory, Performativity and the Documentary in
Contemporary Japanese Photography and Video Art,” The Genia Schreiber University Art Gallery, Tel Aviv University, Israel

2014 “Collection Exhibition 2014: The Spiritual World,” Tokyo Metropolitan Museum of Photography, Japan

“Stories of Voices: Chikako Yamashiro/ Liu Lushan,” Koganei Art Spot Chateau, Tokyo, Japan

2013 “Collection Exhibition 2013: The Aesthetic of Photography — Cosmos, Natural Phenomena in Photographs,”
Tokyo Metropolitan Museum of Photography, Japan

“Encountering the Unknown: Singaporean and Japanese Artists' Dialogue with Their Cities - Contemporary Art Show
Organized by Kyushu University AQA project Students,” Fukuoka Asian Art Museum, Japan

2012 “Art, Performance & Activism in Contemporary Japan,” Pump House Gallery, London, UK

“Women In between: Asian Women Artists 1984-2012," Fukuoka Asian Art Museum / Okinawa Prefectural Museum
& Art Museum / Tochigi Prefectural Museum of Fine Arts / Mie Prefectural Art Museum, Japan

2011  “Invisibleness is Visibleness: International Contemporary Art Collection of a Salaryman- Daisuke Miyatsu,”
Museum of Contemporary Art Taipei, Taiwan

“Videozoom Japan: Re-framing the Everyday: Japanese video art in the last ten years,” Fondazione Pino Pascal Museo Arte
Contemporanea, Bari, Italy / Sala 1, Roma, Italy

2010 The New Snapshot - Contemporary Japanese Photography, vol.9 “Radiant Moments,” Tokyo Metropolitan Museum
of Photography, Japan

Yebisu International Festival for Art & Alternative Visions 2010 “Searching Songs,” Tokyo Metropolitan Museum
of Photography, Japan

2009  “When I Love You and When I Hate You,” Okinawa Prefectural Museum & Art Museum, Japan

“Hiroshima Art Document 2009,” Former Army Clothing Depot, Hiroshima, Japan

“Kiyoko Sakata and Chikako Yamashiro: Out of the Flame / Into the situation,” The Library & Museum, Okinawa Prefectural
University of Arts, Japan

“In to the Atomic Sunshine: Post-War Art under Japanese Peace Constitution Article 9,” Sakima Art Museum, Okinawa /
Okinawa Prefectural Museum & Art Museum, Japan

2008 “OKINAWA PRISMED 1872-2008," The National Museum of Modern Art, Tokyo, Japan

“Hiroshima Art Document 2008,” Former Bank of Japan, Hiroshima Branch, Japan

“Okinawa Camp” (Performance), YAKAI, Laman Okinawa (a performance unit with Shuri Fujiko), Okinawa Prefectural Museum
& Art Museum, Japan

2007  “The Tracks of Okinawan Culture, 1872-2007," Okinawa Prefectural Museum & Art Museum, Japan

“0 year of Photograph,” Naha Civic Gallery, Naha main place, San-A, Okinawa / Chukyo University Art Gallery C.
Square, Aichi, Japan

“VOCA2007 : The Vision of Contemporary Art,” The Ueno Royal Museum, Tokyo, Japan

2006 “Peace Hana-jishi Project,” Ginowan Seaside Park, Okinawa, Japan

2005  “Kurashiki Contemporary Art Biennale: West Japan,” Kake Museum of Art, Okayama, Japan

“Okinawa - The Way to the Memory,” Institut franco-japonais de Tokyo, Japan
2004 “Okinawa Café Kanasan: Asahi Art Festival 2004," Rice + , Tokyo, Japan
2003 "WANAKIO 2003: Maejima Youth Association,” Magjima 3-chome area, Okinawa,Japan

“PEACE NEWS,” Maejima Art Center, Okinawa, Japan
2002 “WANAKIO 2002," Maejima 3-chome area, Okinawa, Japan

Selected Film Festivals, Screenings

2020  “Takao Kawaguchi Trilogy episode1 End Cycle: Screening & Talk,” Athenee Francais Cultural Center, Tokyo, Japan

“Screening Event: The performance documentary, And I Go Through You,” INTERFACE-shomei Tomatsu Lab., Okinawa, Japan

2019  23rd Thai Short Film & Video Festival, The Film Archive (Public Organization), Salaya, Nakhon Pathom, Thailand

“Image Forum Festival 2018: Screenings of films by the prizewinners of the competition,” Fukuoka City Public Library Movie
Hall Cinéla, Jap

XAnimistic Af)éaratus: Screening,” Alliance Frangaise de Bangkok, Thailand

2018  Eiga no gokui (The Art of Film) vol.19, 21st Century Museum of Contemporary Art, Ishikawa, Japan
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64th International Short Film Festival Oberhausen, Lichtburg Filmpalast, Oberhausen, Germany

2017  Yogyakarta Documentary Film Festival 2017 “Post Truth, Forum Film Dokumenter,” Yogyakarta, Indonesia

“Transit Republic: Pan-Pacific Collective Projects, Program 05 : Films by Yamashiro Chikako,” Echo Park Film Center,
Los Angeles, USA

2016  “Aomori Museum of Art 10th Anniversary ‘Summer Festival’ Art Film Screening: Underground Masterpiece Theater,”
Aomori Museum of Art Theatre, Japan

Artists’ Film Biennial 2016 “Next Year I Will Be Somewhere Else selected by artist Ming Wong,” Institute of Contemporary
Arts, London, UK

Image Forum Festival 2016, Theatre Image Forum, Tokyo / Kyoto Art Center / Aichi Arts Center, Japan
2015 20th Aichi Art Film Festival, Aichi Arts Center, Japan

Hiroshima Peace Film Festival 2015-16 “Artist Talk & Screening of New Films by Chikako Yamashiro & Katsuya Okuma,”
Hiroshima City University, Japan

2014  “Chikako Yamashiro: Screening + Artist Talk,” U-cala, Sapporo Factory 1, Hokkaido

2013 “Roppongi Art Night 2013 Special Screenings of Chikako Yamashiro's Film Work,” Mori Art Museum, Tokyo, Japan
2012 “Women In-Between: Asian Women Artists 1984-2012: Video Feature Week,” Fukuoka Asian Art Museum, Japan
2011 “Art Fair Tokyo 2011 Related Program, Special Video Program: Body Talks? -Silence Beyond-,” SYMPOSIA, Tokyo, Japan

2006 Okinawan Arts Festival 2006 “From Okinawa's original landscape to current landscape,” Azusa Ono Memorial Hall,
Waseda University, Tokyo, Japan

2005  “Okayama Film Festival 2005 - Memory of Film: Chikako Yamashiro Works, Okayama Film Festival Selection, 43 rd Okayama
City Arts Festival,” San-chome Gekijyo, Okayama / Okayama Orient Museum, Japan

2004  “Video Art screening: Tokyo Vol.3, paradise views,” Tokyo International Forum, Japan

Selected Awards
2022 “The 72nd The Minister of Education, Culture, Sports, Science and Technology's Art Encouragement Prize for New Artists”
2020 “The 31st Takashimaya Art Award,” Takashimaya Cultural Foundation

“Tokyo Contemporary Art Award 2020-2022," Tokyo Metropolitan Government and Tokyo Arts and Space
2018 ZONTA Prize, “64th International Short Film Festival Oberhausen”

Nominated as Signature Art Prize, “Asia Pacific Breweries Foundation Signature Art Prize 2018”
2017  Grand prize, “Asian Art Award 2017 supported by Warehouse TERRADA”"
2005  “Kurashiki Contemporary Art Biennial West”

Public Collections

The National Museum of Modern Art, Tokyo (Japan), Tokyo Photographic Art Museum (Japan),

Okinawa Prefectural Museum & Art Museum (Japan), Aichi Prefectural Museum of Art (Japan),

Tochigi Prefectural Museum of Fine Arts (Japan), Fukuoka Asian Art Museum (Japan), Mori Art Museum (Japan),

Takahashi Ryutaro Collection (Japan), Miyanomori International Museum of Art, Sapporo (Japan), Taguchi Art Collection (Japan),
Queensland Art Gallery | Gallery of Modern Art (Brisbane, Australia), KADIST (San Francisco, USA), and more.

Monographs and solo exhibition catalogues

Chikako Yamashiro, Yumiko Chiba Associates, 2012

MAM Project 018: Chikako Yamashiro, Mori Art Museum, 2012

Circulating World—The Art of Chikako Yamashiro, Yumiko Chiba Associates, 2016
Chikako Yamashiro, White Rainbow, 2018

Yamashiro Chikako: Reframing the land/mind/body-scape, Suiseisha, 2021

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 prefecture, the country.
However, in cases where the venue includes the name of the city it is held in, the city name is not listed with the other items.
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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 encouraging mid-career artists in Japan to make new
breakthroughs in their work and take their practice overseas.

Two artists—Yamashiro Chikako and Fujii Hikaru—were selected as
recipients of the second TCAA.

While this publication has been compiled in conjunction with the
commemorative exhibition, it extends well beyond documentation in
scope. It is an attempt to trace the trajectory of the artists” work, and,
through the presentation of and discourse on their work on the occasion
of the exhibition, provide a platform for them to reach a wider audience
and succeed in the future.

We hope that the support this award provides will prompt its winners

to build on past 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. We are sincerely grateful for your kind generosity.

The Organizers
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About the Tokyo Contemporary Art Award (TCAA)
The Tokyo Contemporary Art Award (TCAA) was [Organizers]

established in 2018 with the aim of encouraging mid-
career artists in Japan to make new breakthroughs in
their work. Those eligible for selection are artists who
cither reside or work in Japan and are eager to take their
practice overseas. Award recipients are chosen on the basis
of providing support at pivotal periods in artists’ careers.
Screening is concluded 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.

Tokyo Contemporary Art Award 2020-2022

[Award Timeline]

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 School of Tokyo University of the Arts)
Doryun Chong (Deputy Director, Curatorial and Chief

Curator, M+)

Maria Lind (Curator, Writer and Educator)

Carol Yinghua Lu (Director, Beijing Inside-Out Art Museum)
Kondo Yuki (Program Director, Tokyo Arts and Space)

*Positions and titles current as of the time of the 2019 selection process.

Open Application
el Exhibition
Preliminary §tud|o VIS!tS Award Support for (Museum of
: Final selection .
screening meeting ceremony overseas activities Contemporary
. Art Tokyo)
Recommendations
First year Second year Third year
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