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Evidens

TAKEUCHI Kota

In early 2020, I worked as a security guard at an interim storage facility in Fukushima Prefecture. A vast
facility was being built to bury a large amount of soil from the decontamination project associated with
the nuclear power plant accident. The guards were in charge of the entrance and exit gates to the area and
guiding traffic. I held a glowing red traffic baton in order to direct trucks and vehicles going to and from
the facility. Since the nuclear power plant accident in 2011, the area I worked in was designated as an

evacuation zone and no one lived there any longer. The stars in the sky highlighted the town’s isolation.

At the end of each workday, my co-workers and I would point radiation meters at cach other’s bodies
and check our shoes and clothes for contaminants. We handled these measuring instruments with

our unaccustomed hands. When we could not rely on our eyes, we would use our hands. Like using a
flashlight in a brightly lit place, we groped around. Although people’s communication is imperfect and
sometimes leads to misunderstandings and quarrels, steady measurement and information sharing is
essential in the long term for healing the land and town.

The data obtained from measurements by workers as well as the people who live there were often referred
to as evidence. It means things like “proofs” and “traces.” The word seems to come from the Latin word
“evidens,” meaning “clear” or “perceptible.” It is not something that is given by waiting. The beliefs and
desires of those who pursue it, can turn data into evidence. As I was exposed to people’s attitudes and
gossip about evidence, I began to feel that the word had a dynamic ring— for better or worse. In the
limited time I had at the end of my daily workday, I used a traffic baton to draw letters in the dark void.
I created a font from these letters and named it Evidens.otf-

One day, a colleague waved the traffic baton upward in a playful tone. “Hey, this place is ofF-limits, show
me your permit.” Ilooked up and saw a drone flying around for investigative purposes. That remote
technology is supposed to paint the dark world with a bright future. I joked along and pointed my
radiation meter upward. “When you leave, please check your radiation level. Please cooperate.” I joked
with the cold eyes floating far above me with my hand device. When the world was divided by a new viral
pandemic and confused over out-of-stock masks, we laughed through the masks we were already using
regularly in a town that had already been in a state of quarantine.

Later, I made my second trip to the United States to rescarch the weapon that the Japanese military used
to attack the US. mainland — the balloon bomb. It is said that the Japanese government destroyed any
evidence of this bomb after their defeat in the war.

Where did these balloons actually fall? The desire swelled within me to find out where they landed,
which was unknown to anyone else. I searched for documents and photographs, visited stone monu-
ments, and researched in archives about the history of this balloon bomb and its unique remote attack
technique, which could traverse 8,000 kilometers across the Pacific Ocean. 76 years after their use, I
saw landscapes that soldiers, civilians, photographers, stone carvers, and historians may have touched. I
wandered the landing ground of the balloons in the US that those in Japan may have never seen. While
faithfully tracking down the sites where the balloons landed in the US, part of me was still constantly
daydreaming,

Is this also an illusion brought about by the desire for evidence? The hand that someone moved someday,

moved my eyes. The hand I move, may move your eyes.
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pp.010-11 | (TEF>R) evidens 2020

p.013 | (TEF>R)&WITtITKkI “Tt,” “KKk” from Evidens 2020
pp.014-015 | (TEF>)&WUI@2] “@2" from Evidens 2020
pp.016-017 | (TEF>2)&WTAal “Aa” from Evidens 2020

From 2019 to 2020, while working as a security guard in the
difficult-to-return zone (the restricted entry zone due to the
nuclear power plant accident commonly know in English as
the “Fukushima exclusion zone”) in Fukushima Prefecture,
Takeuchi created photos of the light trail of letters made

in the air with a traffic baton used for his job as a guard.
Later, he created a font based on these photos and named it
Evidens.otf.

In 2020, amidst the worldwide outbreak of Covid-19, Takeuchi
presented an installation work using this font. He termed the
work an “installation document.” Composing a wall mural,
Takuechi used the font that was printed on paper with a
printer at the exhibition venue then placed on the wall. In the
first exhibition at a gallery in Tokyo, he presented Document
1: Corona and Body. This work depicted an absent head of

a monster made up of only the crown (or in Latin “corona”)
with body ofthe frontispiece of Thomas Hobbes’ Leviathan
(1651). The viewers had to pass through the body of this
monster when entering the exhibition room.

In the first exhibition, titled “Body is not Antibody,” Takeuchi
attempted to depict where the body belongs. A seat for

the viewer, labeled Document 2: Aliens, was set up on the
opposite side of Document 1 to be used by the viewers/
antibodies.

When fear pervades society, people act as if they are
antibodies to the giant body of the nation. Antibodies play
arole in the immune system, identifying foreign substances
when found in the body and attacking and eliminating them.
As a security guard, Takeuchi was also on the lookout for
anything suspicious in the national project of reconstruction.

Document 1: Corona and Body was later redesigned and
presented in second and third editions in different exhibition
spaces.

Evidens / Document
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pp.018-19

(TEF > R.otf XF—8) Evidens.otf Character Chart 2020
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p.020 | (3CE1: EELE1F)EBS Detail of Document 1: Corona and Body 2020
p.021 | (3CHE1: EWLEE 52/ E% Detail of Document 1: Corona and Body Version 2 2021
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p.022 | (X&E1: TEEHMF)BRER Installation view of Document 1: Corona and Body 2020 (2020)
p.023 | (X&E2: T/ 7 YBRRAZ Installation view of Document 2: Aliens 2020 (2020)
pp.024-025 | (& 1: EBEH M HE 20 ETRAR Installation view of Document 1: Corona and Body Version 2 2021 (2021)
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Takeuchi attempted to find in the U.S. as many landing sites

of balloon bombs used by the Japanese military during World
War Il. Declassified U.S. Military Intelligence records held at the
U.S. National Archives and Records Administration provided
the approximate location of where some of the balloons
touched down. One of these was a balloon bomb that crashed
at the foot of Rattlesnake Mountain (also known as Laliik, a
sacred site for indigenous peoples belonging to the federally
recognized Yakama Nation on the southwestern boundary of
the Hanford Site) located northeast of the town of Prosser,
Washington, on February 15, 1945. A special agent from the
Hanford Bureau had taken photographs of this balloon’s exact
landing location, close to the Hanford Site, which was a critical
Manhattan Project base to develop nuclear weapons at that
time and where plutonium was being refined. Looking at
these archival photos, Takeuchi could precisely determine the
location of its landing and return to the site.

Takeuchi walked around the ground where the balloon

had landed and took photographs as he went. Using this
documentation he created an installation of 300 photographs,
which he pieced together to create the shape of the
approximate ten meter in diameter balloon. In the installation
the balloon is in a constant state of flux both expanding as it
partially fills with air and then contracting back down.

At the end of World War Il, the Japanese military developed a
special weapon called a “balloon bomb.” It was a paper balloon
about 10 meters in diameter, filled with hydrogen, from which
incendiary bombs were dangled. To attack the U.S. mainland,
the military released some 9,300 balloon bombs into the sky
from Japanese soil, several hundred of which traversed the
Pacific Ocean and landed on the North American continent.

Immediately after the War, the Japanese military disposed of
much of the material related to this weapon. As such there

is little documentation remaining about the balloon bomb in
Japan, so Takeuchi traveled to the U.S. to examine declassified
U.S. military documents housed at the U.S. National Archives
and Records Administration. Some of these documents gave
approximate locations where the balloons were sighted or
landed. Using this information Takeuchi traveled across the
U.S. to track down the places where the balloons had touched
down. Takeuchi visited and photographed more than 20
landing sites, mainly in the western United States.

With these images and the archival research Takeuchi created
the artworks Sigh of A Ground, 2022; Site Marking(Prosser),
2022; Shooting (Cold Creek), 2022; and Blind Bombing, Filmed
by a Bat, 2020.

Sigh of A Ground
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Sitve Marking (Prosser)
2022
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Relying on a U.S. military intelligence report of February
15, 1945, Takeuchi visited the foot of Rattlesnake Mountain
northeast of the town of Prosser, Washington, and drew
with his foot a cross on the ground where a balloon had
once fallen.

FBWBFENTAr—F

19454E3H10H. Y¥ Y Py My 7 4 =R 4 b OB i Rk
U 72 J8WR S, [RIFEE e o L e L i T 2 e o F v
b =Y AR BLEL T T 22 2 BER il 7o R A3 4 E L.
Z ISk o TRIGF BB IEEL 1o,

19454E3 H 10 H . JEWRIRIH 2 fiL - 72 iR A A 58920 F w IS hriE 4 5
FR B B v b &) Tl TR 2R ) 0 B-29 5 O HER M
L3, RAMPTEL Lot

N T F—=FFAMCERSNI I V=D 213, R - T
SHIH L RIRICE L S, ORI E R 0, BT
TR D B, T OIBHIL 194587 H20H 2 68 H14H & Tolflic
49T T S, 1600 ALA L 0FE(G# b3 7o 7 H20 HIC ALK,
7H26H IR IEL Shic, D20 DA, JEWRERTH o fitkkih
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Shooting (Cold Creek)
2022
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On March 10, 1945, a U.S. Government report stated that a
balloon bomb fell at Cold Creek, just west of the Yakima Gate
at the Hanford Site. Guards chasing the balloon shot the
moving target multiple times with their guns as it crawled
along the ground. Takeuchi visited that exact location and
made a photograph of himself creating a shooting gesture
with his fingers.

The Hamadori Region and Hanford

On March 10, 1945, a balloon flew nearby the Hanford Site in eastern
Washington that was producing plutonium for use in nuclear weapons at

the time. The balloon touched an electrical wire leading to the plant and
the balloon burst into flames, thereby momentarily knocking out power at
the facility and its nuclear reactor.

On March 10, 1945, U.S. Military B-29 bombers returning from the
Tokyo Air Raid dropped incendiary bombs killing 12 people in Taira City
(now Iwaki City) in Fukushima Prefecture. The American bombs landed
about 20 km from a balloon bomb launching pad on the Pacific coast
where the Japanese military might have released the balloon bomb that
knocked out power at Hanford site on that same day.

Plutonium produced at the Hanford Site was turned into an atomic
bomb that was dropped on Nagasaki on August 9, 1945. In order to prepare
for dropping an actual atomic bomb, the U.S. Military made mock-up
nuclear bombs for practice bombing runs. Forty-nine of these bombs were

dropped on Japan between July 20 and August 14, 1945, killing or injuring

Shooting (Cold Creek)

more than 1,600 people. Among these 49 bombs, one fell in Kitaibaraki,
Ibaraki Prefecture, on July 20 and another in Taira City, Fukushima on July
26— both of these locations were near balloon bomb launching pads.

In the past, the coal industry flourished in this region. It is said that
shortly after the war, the Japanese military destroyed all the materials related
to the balloon bombs, dumping some of the balloons into mine shafts and
burying their entrances. In this Hamadori region there was also a training
airfield for Japanese Kamikaze pilots and it is on part of this land where the
TEPCO Fukushima Daiichi Nuclear Power Plant was built after the war.

After the accident at the plant in 2011, heads of surrounding
municipalities and academics visited the Hanford Site in Washington.
Although contaminated by radioactive waste, the Hanford Site had
developed into one of the most advanced scientific research facilities in the
U.S. and has a thriving agricultural industry. The Hamadori region have
used the prosperity of the Hanford Site area as a model for Fukushima’s
recovery, inviting new enterprises in research on nuclear-decommissioning

technology and robotics to open in Hamadori.
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Blind Bombing, Filmed by a Bat is a video essay on the history
of balloon bombs. The artwork consists of a reenactment

of the movement of a balloon bomb by a camera-equipped
UAV (Unmanned Aircraft Vehicle, commonly known as

a drone), quotations from novels and public archives, a

stone monument, interviews with witnesses, and archival
photographs. A bat acts as a guide in the video. The bat
discusses remote technology and blindness and highlights
both the intelligence and barbarism of humans through

the topics of censorship, information warfare, propaganda,
today’s un-crewed remote-controlled aircraft and nuclear
facilities, and the comparison between the Japanese yokai
(supernatural being) Te-no-me (Eyes in Hands), and humans.
In this work, Takeuchi attempts to create the subjective
perspective of a balloon bomb, which, unlike modern military
UAVs, had no cameras and were blind.

Blind Bombing, Filmed by a Bat
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Blindness of the UAV

Takeuchi visited areas in the U.S. where balloon bombs had landed
and took phantom shots using a commercial UAV with a camera attached
to it. In the military context, the latest UAV equipped with the function
of real-time operation, is the ultimate tool in monitoring an area. Today’
U.S. Military UAV attack from the other side of the globe directing the
UAVs from a base in Nevada. In contrast, balloon bombs are probably
the ultimate in flying blindness. Although the Japanese balloon bombs
crossed the Pacific Ocean and attacked the North American continent,
none of the operators actually saw the sites where the bombs landed.
The UAV and balloon bomb use polar opposite perceptions to carry out
transcontinental attacks.One uses a constant monitoring and the other
riding the wind in a state of blindness, but both forms of pcrccprion
have the same lack of ph ical presence of their operators. By muting

y of the operators, they are turned into a part of the cold
mechanical system — the nation.

One of these balloon bombs launched from Japan killed six civilians
in the U.S. Five children and one pregnant woman were enjoying a
picnic in the mountain near Bly, Oregon, on May 5, 1945 when they saw

alloon and went to investigate — it exploded killing them all.
Those people were not military personnel. In recent wars, drone strikes
have often been rcportcd to kill or injure civilians due to misdirected
strikes. Whether it is state-of-the-art UAVs or primitive balloon bombs,
aerial bombardment is bound to result in misfires. A world that tolerates
air strikes is also a world that tolerates misdirected bombs.

work is based on the suspicion that this ethos of “tolerating misdirected

bombing” has spilled over into everyday life, where remote-controlled

technology has become familiar.

The balloon bomb is not the only blind bomb.

Blindness itself is not the issue, but tcchnology sometimes uses
blindness as an excuse.

The UAV reenactment of the balloon bomb’s movements, 70 years
later, in the same place, echoes with the past materials (official documents,
site photos, and testimonies). The filming was like a bat flying in a dark cave,

making full use of its ccholocation.
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Essays Joel Neville ANDERSON

Tracing Pre-Histories of Nuclear Disaster Between Japan and Unceded Territories of
North America: On Takeuchi Kota’s Blind Bombing, Filmed by a Bar (2020)

Joel Neville ANDERSON

During WW!II, in response to the United States” Doolittle Raid on Tokyo in April 1942, in which jets bombed the
city and flew over the emperor’s residence, the Japanese army began to develop weapons that could wreak similar
terror on the U.S.! The project drew on the meteorologist Oishi Wasaburo’s research into pressurized air currents
now known as the jet stream, utilizing hydrogen balloons in his experiments, which were determined to be able to
cross the Pacific Ocean and reach the West Coast of North America in three to six days. The army initiated the
project headed by Major General Kusaba Sueki at the Noborito Research Institute to develop balloons as offensive
weapons under the code name fi-go, ot fissen bakudan (“fire balloons,” or balloon bombs). The fu-go were launched
from sites in Ichinomiya in Chiba Prefecture, Nakoso in Fukushima Prefecture, and Otsu in Ibaraki Prefecture,
from November 1944 to April 1945, sending about 9,000 balloons in all. Approximately 7-10% are understood
to have made the journey to North America, or approximately 900 balloons, of which about 300 were confirmed
to have landed, followed by a dozen or so discovered after the war, leaving the explosive remains of 600 conceivably
left to be discovered.

Eccentrically conceived and ingeniously executed, this response to the Doolittle Raid aimed to similarly strike fear
into the U.S. public, however it didn’t properly consider how vast the Western region of North America is, and the
limited degree to which the land had been “settled.” Aside from attempting to instill a culture of fear like that caused
by the far more deadly and gruesome American firebombing of Japanese cities, with the idea of balloons dropping
out of nowhere, an intended effect of the fu-go mission was to set wildfires, however the time of year when the jet
stream is strongest is also when forests are wettest in the region. The U.S. enacted a voluntary censorship campaign,
requesting newspapers avoid any reports of fu-go landings or sightings. This was largely successful, yet opened up
the possibility for tragedy. The main casualties that came as a result of the fu-go assault were children, coming upon
unexploded components of the giant toy-like balloons while wandering in the forest.? The astounding historical
detail in this account is that one fu-go was extraordinarily effective, crashing into a power line in Washington State,
and interrupting electricity en route to the Hanford Site 70 miles away when it landed on March 10, 1945. The
plutonium produced at Hanford would later be used in the bomb code-named “Fat Man” the U.S. dropped on the
Japanese city of Nagasaki.?

Having been in communication for my dissertation research since 2016, I joined to assist Takeuchi Kota for his
project addressing this history in 2018. Engaging Takeuchi’s film Blind Bombing, Filmed by a Bat (2020) and its
production in collaboration with representatives of Yakama Nation locating landing sites, this essay considers the
implications of tracing pre-histories of nuclear disaster between Japan and unceded territories of North America in
the contemporary moment. I also wish to bring together critical voices to theorize between the abolition of nuclear

warfare and material decolonization.

“Enclosure,” or the appropriation of common land in 15th and 16th century England was, as Karl Marx argued, key
in shifting from agrarian feudalism toward the conditions for capitalism and important context for the industrial
revolution, which depended on colonial extraction as much as urban factory production. Enclosure is alternatively
described as “accumulation by dispossession,” reflecting the continued development of capital in the neoliberal era
whereby public goods are enclosed through privatization. Cultural discourses of self-sufficiency maintain existing
structures, denying political imagination and potential for solidarity with oppressive sameness. Takeuchi’s works
replace perceptions of transparency with opaque gestures in a manner resonant with Edouard Glissant claiming

a “right to opacity that is not enclosure within an impenetrable autarchy but subsistence within an irreducible
singularity,” opening up the complexities of the aesthetics and politics of the neoliberal, neocolonial moment, and

following a rigorous research method in meaningful collaboration with others. 4

Blind Bombing, Filmed by a Bat (2020) positions fu-go and the events of March 11,2011 as echos across history,
utilizing the device of a bat’s echolocation with text-to-speech Japanese and English computer-generated narration,

Tracing Pre-Histories of Nuclear Disaster Between Japan and Unceded Territories of North America
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along with drone footage collected in Nakoso and sites in North America thought to be crash landing zones. Yet
of course since the fu-go did not have cameras, the evidentiary claim within the drone’s perspective is a kind of
imagined “operative image” following the formulation of Harun Farocki, or “images that do not represent an
object, but rather are part of an operation.” 5 This imperfect process of visualization, of deducing a likely flight path
and locating real world sites of the balloon crashes was highly dependent on maps, printed historical records and
customizing geolocation records using Google Maps. Approximating the imagined fu-go perspective necessitated

understanding how power over the land had shifted since the moment of the balloons’ journeys.

While Hanford Site sits on “ceded” territory of Yakama Nation, the suspected fu-go landing site is on unceded
territory of the Confederated Tribes and Bands of the Yakama Nation.® The Yakama Reservation is comprised of
nearly 1,400,000 acres, a tenth of their ancestral homeland, with the reserved right to hunt, fish, and use traditional
cultural sites within “ceded” territories. Since the time of the fu-go crash, in 1955 a program of land purchasing

expanded, using timber and other limited income, as well as through the Yakama Inheritance Law.

In discussions with tribal members to gain permission for working on the project in Yakama Nation territories, it
became clear that the prospect of fu-go landing sites shifting sovereignty in the intervening years was significant for
considering the implications of Takeuchi’s project.” Michelle Jacob, a professor at the University of Oregon and
Founding Director of the Center for Native Health & Culture at Heritage University on the Yakama Reservation
as an enrolled tribal member, analyzes “Yakama cultural revitalization efforts as examples of healing the wounds of
colonialism,” such as preserving the indigenous Yakama language, Ichishkiin, as well as dance and food traditions,
and vital intergenerational feminist customs.® These are composed of “1) recovering traditional cultural practices,
and 2) dismantling oppressive systems that harm our people, land, and culture,” working toward indigenous
futures.” We should be wary of how the violence of indigenous genocide and nuclear apocalypse are framed

in scientific pursuits of knowledge and mastery without properly confronting their material impacts, avoiding
appropriation of discourses of decolonization rooted in indigenous rights movements to serve the complex and

ongoing project of settler colonialism.

As Eve Tuck and K. Wayne Yang empbhasize, “decolonization is not a metaphor,” and must be explicitly

focused on the repatriation of land and oriented toward indigenous futurity, writing, “When metaphor invades
decolonization, it kills the very possibility of decolonization; it recenters whiteness, it resettles theory, it extends
innocence to the settler, it entertains a settler future.” 1° Taking acts of nuclear warfare or genocidal settler
colonialism as metaphorical tools to allow history to speak to the present might appear to serve important
consciousness-raising functions, however a careless application of decolonization to both could stifle calls

for reparations, and materialist approaches show how these forces shape everyday life, allowing for a political
imagination open to incommensurability. Stressing “decolonization as material, not metaphor”!! can also inform
approaches to nuclear warfare, tracing technological histories and harm to life rather than the endless metaphorical
potential of invisible radiation; we must confront both settler colonialism and nuclear war as functions of empire,
and recognize the conceptual challenges this may pose, including realizing that “decolonization in a settler context
is fraught because empire, settlement, and internal colony have no spatial separation. Each of these features of
settler colonialism in the U.S. context — empire, settlement, and internal colony — make it a site of contradictory
decolonial desires.” !> WWII was a period of expansion of a specific form of internal colony, concentration camps.
This includes the Japanese American incarceration (euphemistically termed “internment”), as well as the broader

carceral system it was a part of.

Brandon Shimoda, referring to a list of ten internment camps displayed on a stone memorial at Japanese American
Historical Plaza in downtown Portland, Oregon, notes how the monument omits many other contemporaneous
sites of incarceration, and thereby “rewrites history to minimize the complex and overwhelming system of racial
profiling and incarceration into which more than 120,000 Japanese and Japanese Americans were forced, and into

which the United States so easily transitioned. The sites of containment were meant to be invisible.”

Today drones are suffused into systems of U.S. domestic policing and surveillance, in addition to relatively sanitized
tools of the “War on Terror,” buzzing overhead and terrorizing populations by their very presence. Yet the legacy
of uncontrolled, entirely autonomous balloon bombs might alternatively be found on the internet, in decoy files
carrying viruses or email spam taking control of accounts. Spam operates by the same calculus as Noborito’s fu-

go, in which most are expected to fall into the ocean of routinely purged spam boxes, yet a percentage will hit

Essays Joel Neville ANDERSON

random targets, intention in the unintentional. The origin of the anonymous fu-go balloon bombs were in fact only
identified using particles in the sand bags analyzed at the U.S. Geological Survey, not unlike spam or other malicious
computer software identified through metadata. In Blind Bombing, Filmed by a Bat, Takeuchi utilized a device not

so dissimilar from the submersible drones used for reconnaissance and the slow excavation of the approximately 600
tons of melted fuel and debris in Tepco’s Fukushima site. Here the drone fu-go is inscribed with that same threat of

nuclear catastrophe, imbued with the quiet desperation and clear directive of spam’s solitary flight.

The interruption of Tepco’s self-surveillance and the visualization of the fu-go image demonstrate the power of
imagining the unimaginable, rendering “the phantom perspective of war, from the perspective of an imagined war-
subjectivity.” 14 Applying these terms within this essay highlights foreclosures of imagination in the neoliberal and

neocolonial era, while attempting to identify spaces of political possibility. As Sandy Grande writes,

I am particularly interested in the processes by which relations of mutuality are eroded by capital and
in exploring competing forms of epistemic disobedience. The hope is to imagine political/pedagogical
strategies that go beyond simply resisting settler relations of power and work instead to redefine the

epistemological underpinnings through which the colonial world order is conceived. 13

This essay considers Takeuchi’s Blind Bombing, Filmed by a Bat to theorize around the abolition of nuclear warfare
and material decolonization, extending from the fu-go’s crash landing in Yakama territories, and momentary
pause in war production. In approaching this moment, I want to avoid artificial reconciliation, and embrace the

possibilities Takeuchi’s opaque gestures point toward.
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1 | Ross Coen, Fuu-go: The Curious History of Japan’s Balloon Bomb Attack on America (Lincoln: University of Nebraska Press, 2014), p. 15.
Named for Licutenant Colonel James Doolittle, who planned and led the raid.

2| Most were found by loggers or rural residents in North America, however the fu-go did claim six victims, a woman — Elsie Mitchell — on
a picnic with five children as part of a church trip in Bly, Oregon. In 1995, on the 50 th anniversary of the deaths, Japanese women who
made the balloons’ mulberry paper visited and brought cherry trees to the site — trees that reportedly don’t fare well in the climate of the
Pacific Northwest. The documentary On Paper Wings (Ilana Sol, 2008) tells the story of these women and others impacted.

3| The “Little Boy” bomb dropped on Hiroshima contained uranium enriched at Manhattan Project facilities in Oak Ridge, Tennessee,
rather than the plutonium produced at Hanford. “Manhattan Project Science at Oak Ridge,” National Park Service, last modified
July 31,2020: hteps://www.nps.gov/articles/ 000 /manhattan-project-science-at-oak-ridge.hem/

The majority of the U.S. uranium stockpilc was mined in Shinkolobwe, Democratic Republic of the Congo. Frank Swain, “The
forgotten mine that built the atomic bomb,” BBC, August 3, 2020:
hetps://www.bbe.com/future/article/ 20200803 -the-forgotten-mine-that-built-the-atomic-bomb/

4| Edouard Glissant, The Poetics of Relation, trans. Betsy Wing (Ann Arbor: University of Michigan Press, 1997), p. 189.

5 | Harun Farocki, “Phantom Images,” trans. Brian Poole, PUBLIC 29 (2004),p. 17.

6| Inthe mid-1990s the “Yakima” Nation renamed itself to “Yakama,” more closely reflecting the proper pronunciation in their native
tongue, distinguished from the town of “Yakima” which retains the “I,” and is located nearby.

7 | Inaddition to the longterm process of land purchasing, important historical context indicates the complexity of sovereignty in Yakama
Nation land. After the settler Fort Simcoe was closed in 1859, the site was handed to the Bureau of Indian Affairs, under which it
became a torturous boarding school and metal works for Yakama children, stripping cultural heritage and extracting labor. It is now
a Historical State Park covering 196 acres in Yakama territory — leased in 1956 to Washington State Parks by the Yakama Nation
on a 99 year term, for preservation as a historic monument. In both the North American and Japanese context, coerced conscription,
and processes of inscribing, or interpellating individuals as national subjects can be found in the lives of children, from Yakama to the
forced labor of schoolgirls in Japan creating mulberry balloon paper.

8 | Michelle M. Jacob, Yakama Rising: Indigenous Cultural Revitalization, Activism, and Healing (Tucson: The University of Arizona
Press, 2014 ), p. 4.

9| Ibid.,p.12.

10 | Eve Tuckand K. Wayne Yang, “Decolonization is not a metaphor,” Decolonization: Indigeneity, Education & Society 1,n0.1(2012), p. 3.

11| Ibid., p.28.

12| Ibid,p.7.

13 | Brandon Shimoda, “Japanese American Historical Plaza,” The New Inquiry, December 9,2016:
hetps://thenewinquiry.com/japanese-american-historical-plaza/

14 | Farocki, op.cit., p. 20.

15 | Sandy Grande, “Accumulation of the primitive: the limits of liberalism and the politics of occupy Wall Street,” Seztler Colonial Studies 3,
no. 3-4(2013), p. 376.
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OnJune 1, 1974, there was an explosion in a factory due to

a leaky pipe in the village of Flixborough, England. Two years
later, a nameplate and a bronze statue of a mallard duck
were built to commemorate the 28 victims. However, the
statue was stolen on New Year’s Day in 1984. Takeuchi visited
the village and attempted to create a replica of the bronze
statue using a household leak repair material (epoxy putty)
based on paintings and photographs of the statue he found
at a local church.

Lost Mallads
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Takeuchi visited the HADES Underground Research
Laboratory, a research facility for the geological disposal of
nuclear waste, located 230 meters underground in the clay
stratum in Belgium and took a self-portrait in the facility.

He then created a collaged image using Gustave Courbet’s
paintings Man with a Pipe, 1848-1849, and La Grotte de

la Loue, 1864. The premise of the image by Takuechi was
the thought “what if Courbet could have taken a self-
portrait with a smartphone.” These two images of the same
composition were exhibited side by side.

Selfie in Sublime
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Take Stone Monuments Twice is a photographic series
based on the book Economic History in the Modern Age of
Iwaki written by Saito Ichiro (1976), in which the author
introduces stone monuments in and around Iwaki City,
Fukushima Prefecture. Takeuchi searched for all the stone
monuments in this book and photographed them with the

same composition that the author had used decades earlier.

Takeuchi then selected two images of 120 monuments one
shot by Saito and one shot by Takeuchi to form his series
Take Stone Monuments Twice.

Take Stone Monuments Twice
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When Data Becomes Stone

In 2011, near the mouth of the Yoshihama River in Ofunato City,
Iwate Prefecture, a megalith was discovered beneath the ground destroyed

by the Great East Japan Earthquake and tsunami. The giant stone was
inscribed with the words Tsunami kinen-seki (Tsunami Memorial Stone).
This megalith was originally carried from the ocean by the 1933 Sanriku
tsunami and was a monument by the people of that time. However, it was
buried under road construction in the 1970s. About 80 years later, the
monument reappeared when it was exposed as a result of another tsunami.

The burial of a stone monument — what does this mean? Eighty
years ago, stone monuments were a more reliable and superior medium to
transmit information than today’s precarious forms. The stone moments
or artifacts were handcrafted one by one by artisans and would suddenly
appear in the landscape. At that time there were no television and fewer
libraries than today. The impact of stone monuments on people who
saw them must have been strong. As time passed, however, various media
(photography, films, TVs, and the internet) emerged quickly and took over the
position of the stone monument. The media of stone monuments may
have been “buried” by the emergence of other new media.

I don’t think we should give up new forms of media and I am
not concerned about the longevity of stone monuments. Rather [ am
preoccupied with durability of photographs and film to exist the future.
In the distant future, after new innovative ways of communicating
become commonplace, what will be the role of the image or the film?
Relatively speaking, the video we have now may be “buried” like stone
monuments. Such cases may have already happened somewhere.

Stone monuments not taken care of will be forgotten. Weathering,
the nature of stone monuments, creates the necessity of maintenance —
which may itself become a ritual. When we think about the inheritance
of memory across generations, the necessity of care may become an
unexpected factor that gives stone monuments an advantage over the
preservation of digital data.

However, it takes an authority to retain records long enough to
transcend over gencrations. The National Archives of Japan conserves
various documents and requires a robust set of architecture and experts.
It is an undertaking made possible by the continuing great power of the
nation state itself. Passing on records requires power. This is also why
many monuments celebrate the prestige of public officials, for example,
with magnificent stone monuments that are too grand compared to their
achievements. On the other hand, one wonders if a monument placed
next to a road at the site of an accident will be preserved forever. This
dilemma may not be limited to stone monuments.

Take Stone Monuments Twice is a series of photographs of stone
monuments. The monuments, selected by the themes of development,
land, industry, disaster, accident, and war, were mostly built within the
last hundred or so years.

One day, while I was working on a photo exhibition of these
monuments, I had a dream. In the dream, all the photographic data had
turned to stone. When I woke up, my body had turned into countless
USB-UDP chips. I named this work Metamorphosis. Is it possible to take

care of this sculpture?
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Metamorphosis is an installation consisting of 120 pairs of
old and new stone monument photographs, USB-UDP chips
containing data of the photographs and locations of the
monuments, and the photographer’s clothes.

Metamorphosis
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Bookmark is a set of 12 videos that respectively captured
one Japanese letter on various stone monuments to create
the sentence Watashi wa sekihi de nai keredo (1 am not a
stone monument, but). The letters on each stone monument
vibrate due to the camera shake during filming, bringing out
the presence of Watashi (I/me).

Bookmark
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This installation consists of landscape paintings of the
tsunami-affected areas in the Hamadori region of Fukushima
Prefecture. The light sources for viewing these paintings are
set inside the hand-shaped sculptures.

There is a Japanese yokai (supernatural being) called Te-no-
me (Eyes on Hands). It takes the form of a blind person and
has eyeballs in the palms of its hands. After the earthquake
and the nuclear power plant accident, Takeuchi found people
wandering around with cameras, smartphones, and other
hand devices in their hands. People’s actions to see what is
lost or invisible take the form of relying on their hands.

Eyes on Hands Ukedo-Coast
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Embedded Knowledge in the Landscape

Jason WAITE

In order to approach an embedded knowledge, it is important to contextualise the relation of who is constructing
the narrative. After the earthquake and tsunami in 2011, artist Takeuchi Kota moved from the west of Japan to take
ajob with a subcontractor for TEPCO, working on restoration efforts, including removal of radioactive fallout. !
Taking this job can be seen as part of an effort of residents from Tokyo and elsewhere who came to volunteer in the
areas affected by the tsunami, earthquake, or nuclear disaster. Yet even after this particular job finished Takeuchi
decided to continue to live in Fukushima, in or near the affected areas, working jobs related to the nuclear waste
disposal operation and the accompanying businesses that support the workers. Both his occupations and living in the
local area have contributed to his unique understanding of the environment and its lived history. Takeuchi moved
to the area after the disaster, never having been to Fukushima before; this lack of a pre-disaster engagement with the

landscape is the backdrop to his continual search to understand that time before.

Takeuchi’s durational project Take Stone Monuments Twice (2013-2016) is an example of how closeness with the
landscape and its embedded history has developed a longer perspective on temporality. The project takes as a point
of departure the ecological and social histories that are inscribed on stone monuments found in the landscape. These
human-made monuments are carved onto generally free-standing large stones, either found or made from locally
quarried rocks, and are common throughout Japan to highlight cultural, ecological, political events or individuals
specific to the area where the stone is located. Take Stone Monuments Twice was inspired by a report of one such stone
monument, which was unearthed by the tsunami that accompanied 3.11 in Iwate prefecture. The imposing thirty-

tonne rock was revealed to be a “tsunami stone,” a

type of stone monument carried by the ocean during
a tsunami and deposited at the high watermark of
the tsunami which the community then inscribes on
to act as a warning, embedded in the environment
for future generations, about the heights the tsunami
water can reach. This particular stone was located in
the Yoshihama neighborhood of Ofunato to record
the 1933 Sanriku Earthquake and Tsunami; yet
approximately forty years later, due to a modernisation
project on a nearby road, the stone was buried.

This tension in the way the landscape is historically
transformed undergirds Takeuchi’s project, as stone
monuments exist both as a way of reading a fuller
history of the environment and as markers of the

landscape’s transformation by humans.

Reading a fuller history of the environment in the
stone monuments is particularly important in coastal
areas of Fukushima as there has been a long history

of major tsunamis, including three originating in

close proximity to the local area since 1896 and

fig.1/ Locations of Nuclear Power Plants (triangles) affected by the

11 March 2011 earthquake (star) and tsunami, and relevant historical
carthquakes in North East Japan listed in the 1974 catalogue of Soloviev
& Go. Events are shown with dots, whose radius is adjusted to the

Soloviev tsunami intensity scale; 150 and 300 km radius circles from

Fukushima Daiichi are shown with dotted and dashed lines, respectively,

depicting the region over which international standards require

consideration of hazard sources?.
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others which originated elsewhere in the Pacific
Ocean that also caused flooding. These geologically
induced events, caused by shifts in existing fault-
lines, usually occur in long cycles, as is evident in the
map of the east coast of northern Japan marked with
nine major tsunamis from 869-2011 that originated

in similar areas|fig /. The periods of time between
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these large-scale events can be decades or centuries, during which the memory of these periodic destructive events
can be lost. This was the case in Yoshihama, where the tsunami stone was covered by development, one of the form
of the transgenerational memory of its location thus severed for the broader area. While the Yoshihama area had
moved upland, some areas in Ofunato did not. During the 2011 tsunami, the ocean deluged the same areas of land
that had previously been affected by tsunamis and destroyed bodies and buildings that were once again in its way. In
some communities, this intergenerational knowledge inscribed in its location persisted. In Aneyoshi, for instance, a
stone monument explicitly states, “Do not build your homes below this point,” the stone’s intergenerational address
was heeded and the village was untouched by the 2011 tsunami.® In Yoshihama, when in the aftermath of damage
the buried stone monument was revealed by the same tsunami against which it was prognosticating, the community
recognised the latent knowledge and re-established the stone as a critical warning marker for the area. Comparing
the different areas’ relation to their stone monuments and the resulting effects centres the legibility of the stones as
durational conduits of information. Takeuchi sees this initial tragic oversight of the knowledge embedded in the

environment as resulting from the development of and inundation with different media to relay information.

This account shows the potentially disastrous results of an inability to recognise the human and non-human
knowledge already embedded in the landscape. While Takeuchi also comes from outside of Fukushima — living in the
area since 2011 — his artistic practice has incorporated not only an effort to learn from these situated knowledges, but
also one to repair their modes of transmission, including a sensitivity toward reading the environment itself. In reading
the story of Ofunato and Yoshihama, the loss of the ability to recognise this landscape is evident as well as a latent
resilience that might be hiding in plain sight. Confronting this lost capacity to see the effects of time in the landscape,
Takeuchi intervened with the time-based medium of photography. Following existing images from a book, he displays
two sets of images of a single stone monument to repair a way of seeing the knowledge in the landscape through the

imposing forms of terrestrial media.

While there are a variety of types of stone monuments in Japan some marking business names, or others celebrating
local politicians, Takeuchi’s Take Stone Monuments Twice works with a set of images found in Economic History in the
Modern Age of Twaki (1976) by Saito Ichiro. This book — published in the same period when the Yoshihama tsunami
stone was being covered by construction — contained a study of stone monuments in Iwaki where Takeuchi lived, a
part of the Hamadori area in Fukushima, which also encompassed the Fukushima Daiichi Nuclear Power Station. The
book includes different types of entries for each stone: some entries had transcriptions of the words on the stone; in
other cases, the entries contained a summary of the event the stone refers to; certain entries were solely excerpts from
other authors’ writing on the event; while sometimes the entries include the author’s experience of visiting the stone.
These later accounts often include anecdotes from residents who live around the stone and serve as an oral history of
the event or why the stone was created. For Saito the stone monuments were both a form of environmental mnemonic
of the history of Iwaki, but also as an entry point for to talk with the local community about their knowledge of the
stones, or the events, or what it is like to live near the monument. Thus the stones serve not only as markers of the
past but also for Saito an entry point into the web of experience of the community. Thus both the stones, his research,
and his encounters with the inhabitants are woven together into the book to both recognise the landscape as having
an intrinsic importance as well as providing the means through which to decode it. Through a selection of stone
monuments he photographed and analysed, Saito constructed a social history of the development of the local area with

this embedded knowledge.

Takeuchi followed the images in Saito’s book as a guide, spending three years traveling to all 170 of the stone
monuments detailed in the book, and then selecting 120 of the monuments to re-photograph at the same angles and
composition as they appeared in the book. Take Stone Monuments Twice displays the original 120 photographs by
Saito published in the 1970s side by side with Takeuchi’s 120 new photographs of the stone monuments as they
presently appear. In the installation of the photos at his solo exhibition at SNOW Contemporary in Tokyo in 2017,
images of each stone are presented side by side and arrayed in grid patterns of roughly the same dimensions. This is

in contrast to Saito’s book where the images both differed in size and arrangement on the page, often inserted in the
midst of text. Takeuchi’s approach in the installation lays bare the photographs, enlarging the images from Saito’s
book and, rather than accompanying the images with text, presenting them adjacent to Takeuchi’s own images from
the present day. It is the indexical nature of the photograph that Takeuchi’s work picks up and dwells in, in contrast
to Saito’s narrative web in the form of a book. Takeuchi’s installation positions the two sets of photographs to serve as
an index of the history of the site, but also the changes over time. The comparative images thus become a photographic
index of the state of the stone and landscape in different periods of time.Takeuchi’s re-staging of the photograph kept
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the same framing of the photograph, less concerned with sharing the contents of the particular stone monument than
reproducing a photograph similar to Saito’s. This means that overgrowth or new buildings can partially or entirely
obscure the stone, or sometimes where the stone has fallen or been removed the photograph is of an empty base and the
surrounding landscape. And yet, the images show the stones largely in the same space and in the same state as Saito’s
image almost half a century before and perhaps not too distant from the time of their creation. It is this durability of the

stone monument to transmit site-specific information into the future that the artwork highlights.

The importance of embedded knowledge, the capacity to understand it, and this understanding’s transmission
through time is critical and highlighted in the events surrounding 3.11. The inability to read the knowledge embedded
in the landscape was also an important contributing factor to the meltdowns at the Fukushima Daiichi Nuclear Power
Station. The brief description of the disaster in the next section follows Takeuchi’s method in attempting to make a

temporal stone monument in this text to highlight the causes of the disaster.

In the 1960s, Tokyo Electric Power Company started constructing the Fukushima Daiichi Nuclear Power Station
with American General Electric (GE) designed reactors. The site chosen for the Fukushima Daiichi Nuclear Power
Station was a thirty-five-meter high bluff adjacent to the Pacific Ocean. Due to a cost-benefit analysis of running the
seawater pumps for the reactors, TEPCO razed the bluff almost entirely and then dug basements another fourteen
meters below sea level where the emergency diesel generators were installed, which ultimately flooded along with

the reactors and were instrumental in causing the meltdowns.* In 1966, when TEPCO submitted its planning
application to the government it set the tsunami prevention measure height at 3. 122 meters. This figure was based
on the wave height of the recent 1960 Great Chilean tsunami. While it is unclear what records TEPCO’s study
relied upon to set this low initial level for tsunami protection, scientists have noted that listing the number 3.122
meters to the millimetre on the application was unusually precise and that the extra decimal places might have served
to convey the appearance of precision.> As shown in Figure 1, there is a long history of local tsunamis — most of
which had waves well above 3 meters and some with the similarly sized 13-meter waves that struck the Fukushima
Daiichi Nuclear Power Station on March 11, 2011.6 This knowledge of the wave heights was embedded in traces in
the landscape as well as tsunami stones and oral history. The difference is evidenced in the process of the local power
company in Tohoku. Before building the Onagawa nuclear power plant the Tohoku power company interviewed
local residents about the terrain’s historical relationship with tsunamis and also took into account the deep time of
the environment. The local power company built their plant much higher than TEPCO’s Daiichi. And on March 11,
2011, despite the Onagawa plant’s location further north along the coast as closer to the epicentre of the quake and
even higher waves from tsunami than hit Tokyo Electric’s Fukushima Daiichi plant, there was little damage to the
Onagawa plant.” The ignorance of the area’s long history of large-scale tsunami activity demonstrates the Tokyo-based
power company colonial chronomyopia — understanding time only in a limited window set around the empirical

experience of the extractivist entity — a temporal consideration shortened further by the demands of capital.

Looking at the stones in Takeuchi’s installation show that the nuclear meltdowns were not the only disaster in this
area. Rather the stones unveil previous ecological and human disasters that took place in the area from draught and
famine to mining accidents, the installation allows us to see these isolated moments together. From this collective
reading it is possible to situate the extractive premise of the nuclear power plant as part of a longer lineage of an
extractive economy in the area that has long damaged the region’s landscape and residents. Setting up this relation
helps us to understand the undergirding forces of the Fukushima disaster. Moreover it shows the relevance of these
stone monuments, demonstrating how Takeuchi created this anti-archive as a way not only to have a more profound
understanding of Fukushima, but to provide the tools to better understand our own local environments in the hope

that we can be part of the transmission of this generously embedded knowledge across time.

Embedded Knowledge in the Landscape
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Time Travelers is a photographic installation in which
Takeuchi photographed portraits of himself and his
companions wearing clothes that had lost their owners and
installed their life-size prints in the photo shoot location.
The nuclear power plant accident caused by Tokyo Electric
Power Company (TEPCO) in 2011 created a restricted entry
zone in the coastal area of Fukushima Prefecture.The clothes
were still scattered in the bedroom from when the evacuee
had the possibility to briefly return to their home to pick up
personal belongings. With the cooperation of the evacuees,
Takeuchi often visited this room with new companions and
takes photographs, which are then installed in the same
room. The photographs continue to be installed in this room
to this day.

Soon after the start of the nuclear disaster, clothing in
evacuation zones often became a political code. Some people
wore protective clothing and masks, while others decided not
to. Clothing in a disaster-affected society — where suspicion
is widespread — can be a catalyst for cooperation or friction
over appropriate protection. Depending on the visitors’ attire
to the evacuation zone, these photographs could be a longing
for the past or a vision of the future.

As time proceeds to the point where no one would wear
protective clothing, the photographs will complete their time
travel and become mundane souvenir photos.

Time Travelers
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Demolition of Mihako Theater
2013
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2013¢6F]L:\?E.%E:L\bé?ﬁiﬁzkwﬁt\ﬁu%wF})Elfﬁféj In June 2013, Mihakoza, an old theater in Yumoto,

PRS- ML R D RS — DRIBICAXS & Fukushima Prefecture, was demolished. Takeuchi installed a
camera at the location of the theater’s screen and filmed the

HELTRESNORISENEL DRP L. TORBI% theater being destroyed from the inside. He then assembled

TELONRBERS) - EFF DA AL TR a video installation with the screen and chairs from the

AL RIL—a BB Tl BRIAFROEIBDESRE. theater and a small camera. By overlapping the footage of

B 5 B DERELAELY b EHE B AR the theater under demolition and the viewer watching it,

_ ) the installation offers the viewer a simulated experience of
BIBICEESTL DR F 2 ERLUEER T 2. sitting in the theater under demolition.

Demolition of Mihako Theater










(BEOHKEHEE>TAKEEAR)
Carrying Coal Stone Through O1d Railroad
2013 (2022)

BEROHOEHIC HEDESHCLYAR DB A HRICEE]
LB hdh %o DT DA RILERE THRA TS,
BESEIC Lo TRRMSEIE N . BEEINIRE S
PHEIC O THEY FTRO—EBICIE 250 4 — ML HDRIEY
D2 NBELDH D, TAILARRBOBECARRAETFIC
BFH5. 0D TOBESRER & - EoT IR F—DHET
HEEHENE DB DILERT THEIT OMYRE B LI,

In Iwaki City, Fukushima Prefecture, there is a place where
layers of coal are exposed on the ground due to the tilting

of the rock formation in the ground. In the past, when this
area prospered from the coal mining industry, coal was
transported by light railway. The remains of the light railway
are now used as a roadway and forest path, and part of the
route includes a 250-meter-long unlined tunnel. In this video
work, Takeuchi documented himself holding a coal rock in his
hand from the outcrop of the coal seam and following the
former light rail route towards the train station leading to the
Tokyo metropolitan area, a major energy consumption area.

Carrying Coal Stone Through Old Railroad
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p.110 | {~LXyMZEFANXZ) Helmet with Video Camera 2013
p. 111 | (BRSEHBEDERFILY Tomb of Coal Miners Who Have No Living Relatives 2012

Carrying Coal Stone Through Old Railroad
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Representative of Finger Pointing Worker

2011-

201 FEICERAER L -RRBEEE—RFHIRENT.
FEB A . HDVERBNRBTA T HASITIBEET /N 74—
YRETOf IV T YA M ERREL. LD D FO—
A TR EREERAT HERERE AT TEM 12D T
DREERIE L. FLALO/NRT7+—V L REETFFT7—F
VESR (T4 b P F R E—21971) DAY -T2 EER
LTWh %, BEFICHLAY—t 74> T BHDERDEE
LA LESBEH EIRELTU .

MAR.COMHEEEERIEFENABOIREAN] %
LY EOMGEET—MERELTRERICHALTL S,
ZOBRIRE LIFEENEEVRAIDBMNIELYI O &L
WNTRE LIRS & 51 7 HXFBRISEML .

In August 2011, a worker at TEPCO’s Fukushima Daiichi
Nuclear Power Plant, the facility which experienced an
accident earlier the same year, pointed his finger at a public
live camera. The worker set up a website with several
drawings and photographs and published suggestions for
improving the working environment and media coverage.
He also noted that his performance was an homage to Vito
Acconci's video work Centers (1971). The worker pointed at
himself in the public live camera with a smartphone in his
hand, checking himself in the live stream video.

Takeuchi claims himself a “representative” of this “finger-
pointing worker” and has been showing the worker’s video
as artwork at exhibitions. In the exhibitions, Takeuchi adds to
the live camera footage the sound of the worker’s breathing
recorded by a pin microphone inserted in his full-face mask.

p. 113 | EEUEER (AKWBIMThAT%IEET)LY Excerpt from Finger Pointing Worker, Pointing at Fukuichi Live Cam 2011

Representative of Finger Pointing Worker
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p.114 | #EELEER (SieLTO Ay b7—2) Finger Pointing Worker, Network as a Mirror 2011

p. 115 | $EELIEEE (35547 h2F) Finger Pointing Worker, Fukuichi Live Camera 2011

p.116-1 | EELEER (SWLWBSMThXF%EET)ERAR Finger Pointing Worker, Installation view of Pointing at Fukuichi Live Cam 2011 (2012)

p.116-2 | FEELEER (3KWWBIM1 T hAT%EET)BEREAR Finger Pointing Worker, Installation view of Pointing at Fukuichi Live Cam 2011 (2012)

p.17-1 | HEUEEE (AKWBES17hXx5%IEET)ERRAR Finger Pointing Worker, Installation view of Pointing at Fukuichi Live Cam 2011 (2015)

p.117-2 | $BELIEEER (AW BS1 7 hAS%&IEET)BRAR Finger Pointing Worker, Installation view of Pointing at Fukuichi Live Cam 2011 (2013)

MAAK GRE LBz WEIRE ko) BRARE TAKEUCHI Kota, Installation view (2011) of From the Moment of Recording, It Became Peeping 2011 (2013)

Representative of Finger Pointing Worker
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(SRE LB ZhISAREICE>F)
From the Moment of Recording, [t Became Peening

2011

2011 E3A128H 5 14BICHF TRV AL OEERE
EEEZ AL T AN RIS OV TORRENET 28T
ZRE LIBR,

A video work documenting Takeuchi gathering information
about the Great East Japan Earthquake from March 12 to 14,
2011, using the screen recording function of his computer.

From the Moment of Recording, It Became Peeping
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Nuclear legacies can last for millions of years, and artists will continue to investigate them within the
contemporary conditions of our time. In the twenty first century Takeuchi Kota is interested in how we physically
view and perform images of nuclear events and their memory. His practice investigates relationships between
media and social memory by revisiting historical monuments and creating media archaeologies of nuclear
industrial legacies. He also has a powerful ability to collapse the visual and emotional distance between the viewer
and the subject, perhaps because he has chosen to live in the context of his work, to be located and engaged in the
complex social, economic and aesthetic processes of the post-Fukushima event. Takeuchi’s embedded artworks
draw us closer to the contaminated site of the dilapidated Fukushima Daiichi Nuclear Power plant, and trace

connections with nuclear sites across the planet.

During the summer of 2022, TEPCO sharcholders successfully claimed that four TEPCO bosses were
responsible for failing to prevent the meltdown at the Fukushima Daiichi Nuclear Power Plant in 2011 (McCurry,
2022).! The case is not a class action against a corporation or state agency, but a case of shareholder’s searching for
their economic rights to attribute their loss of dividends to individual culpability. This is not formally or legally
an act of solidarity for political change, but an act of blame, of pointing the finger. This historic legal case chimes

with another significant act of pointing the finger.

In 2011 a solitary worker on the Fukushima clean-up operation calmly created an anonymous performance
Pointing at Fukuichi Live Cam, slowly aligning themselves with the point-of-view of a live webcam on the site,
eventually pointing their finger directly into the lens (finger pointing worker, 2011). Takeuchi Kota represents the
Finger Pointing Worker, and the video has become the archetypal art-activist performance of the disaster?
exploring the relationship between worker, viewer and corporate communications infrastructures (Volkmar, 2022,
p.116-130).

In aesthetic terms the TEPCO legal case can be understood as a performance of sharcholders acknowledging their
own stake in the complicity of the accident, for which they seck not corporate, but individual redress. Like the
Finger Pointing Worker, the case is an exploration of the complicity of the individual (art)worker/ shareholder/
viewer/ manager within the infrastructural politics of the site of the nuclear disaster, and how it is represented
visually and legally. In turn the affordances of the webcam control what is, and is not, visible. In this way, the film

operates as a material witness (Schuppli,2020) of the contamination of the plant and its machinic surveillance.

The micro-politics of power performed by the accusations of these various finger pointers demonstrates the
individuating process of capital, and a moment of individual resistance to it. The anonymous nuclear worker can
be seen to represent the alienated labour of the capitalist economy whilst the sharcholder represents the individual
profit motives which are part of the publicly floated, state subsidised nuclear military industrial complex; And
for this reason they both have the possibility to point towards, to visually and legally amplify, the apparatus
which maintains nuclear infrastructures as obscuring and negligent. The difference here is that the worker has no
financial means to take on the company he can only place his own body within the mechanisms of production,

whilst the shareholders can choose to invest in their new legal venture however futile.?

In Pointing at Fukuichi Live Cam, the nuclear clean-up worker is positioned within a visual loop of image capture:
he can see his actions via the streamed webcam on his mobile phone, which also records the moving image. On
the day, viewers could follow the performance in real time and then circulate it online, inserting themselves into
the media mythology around the event. The worker describes how Vito Acconci’s performance-to-camera Centers
(1971) inspired the work (finger pointing worker, 2011). Like Acconci’s film, the hand of the performer eventually
obscures their face, leaving the viewer to contemplate their own reflection in the screen. In the nuclear context
Pointing at Fukuichi Live Cam creates a compelling loop of responsibility between the worker, the clean up of

Collapsing Deep Time Responsibility
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the accident, and the role of the viewer. This visual feedback loop creates an almost algorithmic potential, as if the

worker is teaching the machine how to see.

Pointing at Fukuichi Live Cam continues to be a highly relevant film, capturing a rare moment of worker agency
within global nuclear infrastructures. Perhaps the only ‘content’ of the Fukuichi webcam to have socio-political
relevance in terms of what it does show, rather than what it hides. As Anna Volkmar argues, the Fukushima
webcams play an important role in providing “an impression of transparency” an overwhelming excess of
information, providing an absence of visual events simply to demonstrate that there is “nothing to see” as a form of
the nuclear banal (Volkmar, 2022, p.124).

In 2020, Ele Carpenter and Takeuchi Kota worked with the Contemporary Art Centre (CAC) in Vilnius, Lithuania
to include the Finger Pointing Workers film in the “Splitting the Atom” exhibition (Carpenter & Januskevitite,
2020). The exhibition aimed to address the geopolitics of nuclear power within the post-colonial history of Eastern
Europe, tracing connections to the wider international context of nuclear art practices across Europe, Australia, and
Japan. To create a renewed agency for the Pointing at Fukuichi Live Cam artwork in the ongoing discourse of Baltic
nuclear geopolitics, the curators found a unique nuclear site in which to install the work and re-distribute it online.
The site was the Simulator for the reactor control room of the Ignalina nuclear power plant in Lithuania, which Ele

Carpenter was able to visit in February 2020 just before the Covid-19 pandemic lockdown.

Lithuania has a very different nuclear history to Japan, but there are many synergies of living with the fear and
knowledge of nuclear accidents with imported reactor designs, and lack of independent public scrutiny. After the
bombing of Hiroshima and Nagasaki at the end of the second world war, Japan was occupied by America and the
Japanese nuclear energy programme was built with American technology (Kohso, 2020);% whilst the Lithuanian plant
at Ignalina was built by the occupying Soviets. The exhibition provided a rare opportunity to facilitate conceptual
overlaps exploring these very different kinds of nuclear occupation or colonization, each with unique histories,
across time and space. The Finger Pointing Worker film collapsed the distance between the clean-up operation at

the Fukushima plant, and the memories of the Chernobyl disaster embedded in the history of the Ignalina plant.

The Ignalina Nuclear Power Plant (INPP) was built by the Soviets in Lithuania during the 1970s and early 1980’s
using RMBK-1500 reactors identical to the Soviet Chernobyl plant in Ukraine.> Following the Chernobyl disaster
in 1986, Russian workers were reassigned to Ignalina, even though the plant was deemed unsafe. Lithuania’s
independence movement was closely aligned with the campaign to close the Soviet nuclear plant, and the country
gained its independence in 1991 (Rindzevitiaté 2016). Subsequently, the closure of the INPP was a condition

of Lithuania’s accession to the European Union in 2004 and secured the EU’s commitment to finance the

decommissioning (Zukauskas & Daubaraité, 2020).

The Simulator for the Ignalina control room was used to train reactor operators and is located in a separate building
near to Visaginas, the town built by and for the nuclear workers. Egle Rindzeviciaté’s research into the Simulator
makes a case for its preservation as nuclear cultural heritage. She proposed that the Simulator should be featured in
the “Splitting the Atom” exhibition through a weblink, which provided a unique opportunity to screen Pointing at
Fukuichi Live Cam. Her reflections on the archive as a simulator have strong synergies with the staging of the Pointing
at Fukuichi Live Cam:

“The simulator is not a model: it is the double of the control panel. It merges the two great technoscientific
developments that define our era: computer and nuclear technology. The simulator was created to train
engineers in response to the Chernobyl catastrophe as part of the nuclear industry’s attempt to improve
the reactor operational safety. It was a device to increase trust in nuclear power. In the exhibition, the
CCTYV cameras broadcast an operative image from the simulator’s room, which is inhabited only by the
machinery that is powered off. The simulator’s presence is registered by the machine. () The simulator is

an archive. The archive is a simulator.” (Rindzevi&iité, 2020/2021).7

Within this important technical and social history, Pointing at Fukuichi Live Cam (2011) was screened on a desktop
monitor within the Simulator and recaptured in a live stream webcam from the Simulator to the CAC. Although
the original technology used in the Simulator was probably Closed Circuit Television to enable managers to monitor

workers’ behaviour, today a web cam provides a live stream available to anyone with the right url. Mirroring the original

Essays Ele CARPENTER

concept of the work, this new installation layered feedback loops of images from Fukushima within the historical
frame of Ignalina and the legacy of Chernobyl. The project was one of the most ambitious curatorial staging of the
Nuclear Culture Project, proposing new areas of nuclear aesthetics which need further investigation to understand

what can be learned through layering different generations of image capture used in global nuclear infrastructures.®

fig.1

In the digital age there are millions of images of any contemporary disaster, but the more images there are
available, the more distanced the viewer can feel from the reality of the event. The Finger Pointing Worker’s
film inscribes the Fukushima clean up into the media archacology of the industry, by performing the visual
boundary of the nuclear site, creating a material witness to be re-screened in international exhibitions. The work
has a strong synergy with Takeuchi’s investigations into the relationship between the human act of marking or
performing a site, and its digital or material capture and distribution. This is where the importance of the work of
art is paramount, where unique images are authored, archived, collected and referenced as important indexes of

knowledge and experience.

The reification of the artwork enables it to be circulated and examined within a critical discourse, as distinct from

the massive and overwhelming dataflow.

The curatorial re-situating of Pointing at Fukuichi Live Cam in the Ignalina Simulator opened up new aesthetic
geopolitical questions of how nuclear artworks trace connections between different parts of the global nuclear
industry in all its various forms of development and colonization. One of the key political questions is how to keep
nuclear disasters, such as those seen at Fukushima and Chernobyl, on the political agenda amidst the powerful
rebranding of nuclear power as independent green energy despite its weaponization® and radiological impact.
Takeuchi’s work provides insights into the subtle complexity of this issue and the depth of cultural and aesthetic
understanding needed to rethink the nuclear for the twenty first century not simply as individual culpability, but

as collective and aesthetic responsibility.

Collapsing Deep Time Responsibility
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fig.1 | Still image from a live video stream from the RBMK-1500 nuclear reactor’s simulator facility in Visaginas, Lithuania.
Part of the multimedia installation Archive/Simulator (2020) by Eglé Rindzeviciité. On view in the simulator facility during the live
stream: Pointing at Fukuichi Live Cam (2011) by Finger Pointing Worker.
“Splitting the Atom,” CAC and Energy and Technology Muscum (ETM), Vilnius, Lithuania, 2020

1| “Thelawsuit, which was filed in 2012 by 48 TEPCO shareholders, is the first to find company executives liable for damages connected
to the Fukushima disaster, which shook Japan’s faith in nuclear energy, and resulted in widespread closures of atomic power plants.”
(Justin McCurry, 13 July, 2022).

2 | Extracts from Pointing at Fuchichi Live cam were included in the Otolith Group’s film The Radiant (2012).

3 | The futility here is that the individual bosses can only pay as much of the multi trillion damages plea as their assets allow, whilst the
profits of the company remain untouched. See McCurry (2022).

4 | See Sabu Kohso book Radiation and Revolution (2020) for an account of the nuclear occupation of Japan in relation to Fukushima p. 64-72.

5 | Ignalina Nuclear Power Plant: https://www.iac.lt/en/about-us/history/ 137

6| Lithuania’s energy infrastructure was analysed in detail by Jonas Zukauskas & Jurga Daubaraité (2020) NUCLEAR ASSEMBLY:
Timeline of Ignalina Nuclear Power Plant assembly, operation, disassembly and final disposal of radioactive waste, Commissioned for the
“Splitting the Atom” exhibition, CAC Vilnius, Lithuania.

7 | Rindzevi¢iaté’s short essay “Archive/Simulator” (2020/2021) was presented as an origami text in the “Splitting the Atom” exhibition
with a technical description of the Simulator on the reverse.

8 | Curatorial research visits to the Simulator uncovered local stories of how plant operators were tricked into thinking they were
managing real time reactor failures as part of their safety training.

9 | The Zaporizhzhia Nuclear power plant in Ukraine has been weaponized by the Russian Armyasa nuclear shield, and a nuclear threat.
See Emma Graham-Harrison and Isobel Koshiw in Kyiv and Dan Sabbagvth in Dnipro (2022). 20 August 2022. Available at:
hetps://www.theguardian.com/world/ 2022 /aug/ 19 /ukraine-fears-russian-plan-to-cut-power-from-captured-nuclear-plant
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Marking Heart Image

A photograph of a heart mark made with tongue and saliva
on an exterior wall of a building in Tokyo. Takeuchi claims
that this act of marking is one form of expressing his affinity
for urban life.
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2010 FEDEICEBEDFa FRCHDU+ TV F KIS During the residency program in the Wongok-dong district of

BELEMTAR. IIROFE LEEEL Y VR ORI 25V

Gyeonggi-do, South Korea, in the summer of 2010, Takeuchi
created a mortar sculpture in the shape of a trash bag and

L B8 EOTIEMRRA Y B CEERECERE DT placed it at a trash collection spot on the street to record his

observations.

Trash Bags and Observation
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About a Public Art

2009
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About a Public Art

This video work documents a man placing a three-
dimensional sculpture in a park, created by filling an
inflatable plastic doll called a “love doll” with mortar.
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=Sy V547 HaT8% 7—YFTHRE3331.R1K

TEun Hyung Kim, Emilija Skarnulyte, Kota Takeuchil

RM Gallery.#—o3F.Z1—2>—52F

BEUERBOREA

EEUFRRE 201N ERABNERE —FERD T ThATEEE LAY TRBEORBALLTERDIRE.

BRERITLTNL S,

2022 TJAPAN. BODY_PERFORM_LIVE: Resistance and Resilience in Japanese Contemporary Art!
Padiglione d'Arte Contemporanea.3>/.1%)7

2020  TISplitting the Atom! J1IL =21 RBUK7— b5 — (CAC). T XL F —EirEHEE (ETM).
TAWZAR VNP ZT

2019  [Little Boy's Luminous Legacies] Lothringer13.3a>~> KA
TBEDRAFI5 —RE T 2AARDIRAEN— FREBRAEIE RN

2018 THere We Meet —Miinchhausen Trilema and Rest! 2ESEMEE. EE. FE
TWelcome to the Junglel Kunsthalle Dusseldorf.F1

2017  2>v//Z7 1970FELBEDOF LLBARD7—F ROEFy— 25— XY R TFR
lnvisible Cities] ¥ZX-a>F RS —TFA)AH

2016 R EEOR—/—7Fvh-aLviar —HFEBIUADOF—T77—FT—] HIEEMNEE. M5/

2015  [Japanese Art After Fukushima: Return of Godzilla) RMIT Gallery. IV RV F—Z 3517
[Globale: Global Control And Censorshipl
ZKM_Lichthof 14+2. A—IV RV —T FAY

2014 [Good Morning Mr Orwelll 42212117 -7— bt 59— FEIC.BE
TMove on Asia 2014: Censorshipl A5 FF47 - AR—=Z - v—"F V7 ERE
IThree Years After] V4L 7Y) v K- 425 TV EMEEN/L TP ART I

2013 [F92+%/3] Kunsthal KADE.ZX IR 74—V b F 525
TMOTaL o 3 Egh b —After Images of Tomorrow) BEAPERMRSEHTEE. 3R

2012 [F75-7AMEILF—L2012] 77— 7700 — KB EBE

ZHE

2021  [Tokyo Contemporary Art Award 2021-2023] BE#. b—F3—7—Y 7 FAR—Z

2013 [ A2BELHEHREMNEI AR

2010 T[BBESFEEIF—12010] EHE

ayvar

FORERRA SR

KADIST

B

1, VERBER AFRLVIREDH oL REHCbE DERE VERLL 120
2, RREEG. [RRSA ) 25 . BH BEFR. EQRTRER L. LEL B ICHHrEIn2b0RIBHEEMKLI.
e BATORRRE. EEEmLI.

Biography
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Biography

TAKEUCHI Kota

Born in 1982

Solo Exhibitions

2022
2021
2020

2019
2017

2016
2015
2013
2012

“Beyond the Beach,” lwaki City Art Museum, Fukushima

“Parallel, Body, Possession,” SNOW Contemporary, Tokyo

“Body is not Antibody,” SNOW Contemporary, Tokyo

“Blind Bombing+,” ARTS ISOZAKI, Mito, Ibaraki

“Blind Bombing,” SNOW Contemporary, Tokyo

“Photographs turn stone monuments into mere stone, but even so people take them.”
SNOW Contemporary, Tokyo

“Memory Bug,” Arts Catalyst Centre for Art, Science & Technology, London, UK
“Re: Eyes on Hand,” SNOW Contemporary (XYZ collective), Tokyo

“Site Consuming Shadow,” MORI Gallery, Fukushima

“Open Secret,” SNOW Contemporary (XYZ collective), Tokyo

Selected Group Exhibitions

2023

2022
2021

2020

2019

2017

2016

2015

2014

2013

2012

2011
2010

“Waiting for the Wind: Tokyo Contemporary Art Award 2021-2023 Exhibition,”

Museum of Contemporary Art Tokyo

“Roppongi Crossing 2022 : Coming & Going,” Mori Art Museum, Tokyo

“New Ways to Grow: Artists Envision a Post-Covid World,”

The University Art Museum, Tokyo University of the Arts, Tokyo

“MOT Collection: Journals / Special Exhibit: Mark Manders, Storage and Display,”
Museum of Contemporary Art Tokyo

“Sustainable Sculpture,” Komagome Soko, Tokyo

“Everything You've Ever Wanted is on the Other Side of the Planet — After 150 Years of
Diplomatic Relations Between Austria and Japan,” Franz Josefs Kai 3, Vienna, Austria
“Manazashi wo karite,” EUREKA, Fukuoka

“Catastrophe, Objects and Storytelling,” Art Museum of Hiroshima City University, Hiroshima
“Painting,” SNOW Contemporary, Tokyo

“Search & Destroy,” TAV GALLERY, Tokyo

“6th Asian Art Biennial 2017,” National Taiwan Museum of Fine Arts, Taichung, Taiwan
“Fast Forward Festival 4,” Classical Acropol Hotel Athens, Greece

“If only radiation had color. The Era of Fukushima,” X and Beyond, Copenhagen, Denmark
“Perpetual Uncertainty,” Bildmuseet, Umed, Sweden / Z33 House for Contemporary Art,
Hasselt, Belgium / Malmo Konstmuseum, Sweden

“Material Nuclear Culture,” KARST, Plymouth, UK

“Don’t Follow The Wind: Non-Visitor Center,”

WATARI-UM, The Watari Museum of Contemporary Art, Tokyo

“Don’t Follow The Wind,” Undisclosed location in the Fukushima Exclusion Zone
“Media/Art Kitchen — Politics of Humor and Play,” Aomori Contemporary Art Centre, Aomori
“The Fifth Season,” James Cohan Gallery, New York City, USA

“Twentieth Anniversary Special MOT Collection: Chronicle 1995-,"

Museum of Contemporary Art Tokyo

“Media/Art Kitchen — Reality Distortion Field,” Bangkok Art & Culture Centre, Bangkok, Thailand
“Art/Domestic: Temperature of the Future after Takashi Azumaya,” ARATANIURANO+
YAMAMOTO GENDAI, Tokyo

“MOT Collection: After Images of Tomorrow,” Museum of Contemporary Art Tokyo

“SIDE CORE ‘SHINTAI/BAITAI/GRAFFITI',” Terratoria, Tokyo

“Daegu Photo Biennale 2012,” Daegu Art Factory, South Korea

“MIACA Screening Traces of Rational Violence,” Double Happiness, Hong Kong

“Turning Around,” WATARI-UM, The Watari Museum of Contemporary Art, Tokyo

“Social Dive — Exploratory Imagination,” 3331 Arts Chiyoda, Tokyo

“Eun Hyung Kim, Emilija Skarnulyte, Kota Takeuchi,” RM Gallery, Auckland, New Zealand

As the Representative Agent of Finger Pointing Worker

Finger Pointing Worker is a man who pointed at the public live camera in Fukushima No. 1 nuclear
power station after the disaster in 2011. Takeuchi Kota is the agent of him.

2022

2020

2019

2018

2017

2016

2015

2014

2013

2012

“JAPAN. BODY_PERFORM_LIVE: Resistance and Resilience in Japanese Contemporary Art,”
Padiglione d'Arte Contemporanea, Milan, Italy

“Splitting the Atom,” Contemporary Art Centre and Energy and Technology Museum,
Vilnius, Lithuania

“Little Boy's Luminous Legacies,” Lothringer 13, Munich, Germany

“Weavers of Worlds — A Century of Flux in Japanese Modern / Contemporary Art —,”
Museum of Contemporary Art Tokyo

“Here We Meet — Miinchhausen Trilema and Rest,”

The Galaxy Museum of Contemporary Art, Chongging, China

“Welcome to the Jungle,” Kunsthalle Dusseldorf, Germany

“Museum of Capitalism,” 55 Harrison St Suite 201, Oakland, USA

“Japanorama. A New Vision on Art Since 1970,” Centre Pompidou-Metz, Metz, France
“Invisible Cities,” Dallas Contemporary, USA

“Takashi Murakami's Superflat Collection — From Shohaku and Rosanjin to Anselm Kiefer —,”
Yokohama Museum of Art, Kanagawa

“Japanese Art After Fukushima: Return of Godzilla,” RMIT Gallery, Melbourne, Australia
“Globale: Global Control and Censorship,” ZKM_Lichthof1+2, Karlsruhe, Germany
“Good Morning Mr Orwell,” Nam June Paik Art Center, Yongin, South Korea

“Move on Asia 2014: Censorship,” Alternative Space Loop, Seoul, South Korea

“Three Years After,” Wilfrid Israel Museum, Hazorea, Israel

“Now Japan, Contemporary Art from Japan,” Kunsthal KAdE, Amersfoort, Netherlands
“MOT Collection: After Images of Tomorrow,” Museum of Contemporary Art Tokyo
“Daegu Photo Biennale 2012,” Daegu Art Factory, South Korea

Selected Awards

2021

2013
2010

“Tokyo Contemporary Art Award 2021-2023,”

Tokyo Metropolitan Government and Tokyo Arts and Space

“42nd Iwaki Citizens’ Art Exhibition” Winning prize

“The 10th Gunma Biennale for Young Artists,” Encouragement prize

Public Collections

Museum of Contemporary Art Tokyo (Japan)

KADIST

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 name includes the name of the city it is held in, the city name is not listed with the

other items. For exhibitions in Japan, the name of the country is omitted.

Biography
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EERUAR Index

pp.010-011
(TEFVR)
evidens
2020

FHE
Photograph

p.013
(ZETRILYITH
“Tt” from Evidens
2020

EE

Photograph
300X410 mm

(TEFRY&YTKKI
“Kk” from Evidens
2020

=y

Photograph
300X410 mm

pp.014-015

(TETF A&V T@2)
“@2" from Evidens
2020

=y

Photograph
300%410 mm

pp.016-017
(TEFURY&YTAa]
“Aa" from Evidens
2020

FH

Photograph
300%410 mm

pp.018-019

(TEF R.off XF—E)
Evidens.otf Character Chart
2020

[l 2%

Inkjet on papers

each 575X575 mm

p.022

(LB EBEHE)

Document 1: Corona and Body
2020

AL REFL—a ML —¥ =) b
Installation, laser print on papers
2300 % 46103200 mm

[Body is not Antibody| BRER.

A
YA XKD BHEXIBEXBITEOIEETILT.

BRSOV I T A ARRICDOV TR B RAR TERAIN TO BBEICOH Z DRTEA R L ZMESHC B O TR AL,

FIAFRCEERD LUV ERIS OV TR THERER.

SNOW Contemporary. 5=, 2020
Installation view of “Body is not Antibody,”
SNOW Contemporary, Tokyo, 2020

B REE=

Photo: KIOKU Keizo

#74: SNOW Contemporary

Courtesy of SNOW Contemporary

p.023
(XE2: T1Y7)
Document 2: Aliens
2020
A AFL—ar fRicL—¥ =7+
Installation, laser print on papers, bench
[Body is not Antibody ] BRE.
SNOW Contemporary. &= 2020
Installation view of “Body is not Antibody,”
SNOW Contemporary, Tokyo, 2020

5. REE=
Photo: KIOKU Keizo
#7: SNOW Contemporary
Courtesy of SNOW Contemporary

pp.024-025

(LE1: TBEHE F 2/

Document 1: Corona and Body Version 2
2021

ALRIL—ar L —H =) b
Installation, laser print on papers

5000 %8000 mm

TIFLLERI OREE AR R a0 ez 8liETs
7=y 7Oz N BRRR.
FOREAT RS MR R 2021

Installation view of “New Ways to Grow
— Atrtists Envision a Post-Covid World,”
The University Art Museum,

Tokyo University of the Arts, 2021

p.027

KEELAXEFERTEER

Document from the U.S. National Archives
and Records Administration, “Relation of place
of recovery of Prosser balloon with perimeter
boundary of HEW.,” 6-25-7, Japanese
Balloons, 1945, Correspondence and Reports,
BALLOON INCIDENTS-1945 [2 of 2], Box 1, RG
77, NARA-Seattle

pp.028-037

(HEED =81 &)

Sigh of a Ground

2022

A RIL—2ar FREHREICA ooy
Installation, photographs,

I
{
| LU OB BRI T A THERES LRI TS
{
J

inkjet on synthetic paper
600010000 % 10000 mm

s )| REEK (p.028-035 )

Photo: KAWAGOE Kenta (p.028-035)
Wh: RG> H - R—=F5—

Courtesy of STUDIO PARLOR

p.038

KEEL A ERERTEER

Document from the U.S. National Archives and
Records Administration, “Intelligence Office
Hanford Engineer Works Richland, Washington
17 February 1945,” 6-25-7, Japanese Balloons,
1945, Correspondence and Reports, BALLOON
INCIDENT-1945 [1 of 2], Box 1, RG 77,
NARA-Seattle

p.039

(YA bv—F2 7 (Faviy—))
Site Marking (Prosser)

2022

EE.HEEOIE—

Photograph, copy of a report
12001800 mm, 297 X210 mm

p.040

KEELAXEERTEER

Document from the U.S. National Archives
and Records Administration, “HANFORD
ENGINEER WORKS PATROL UNUSUAL
INCIDENT REPORT No.2883,”6-25-7,
Japanese Balloons, 1945, Correspondence
and Reports, BALLOON INCIDENTS-1945 [1 of 2],
Box 1, RG 77, NARA-Seattle

p.041
(a—F4>0@—=IESY=D))
Shooting (Cold Creek)

2022

EE. HEEOIE—
Photograph, copy of a report
1200%1800 mm, 297 X210 mm

pp.043-052

(EEDEE. IVEYDHEIKY

Excerpt from Blind Bombing, Filmed by a Bat
2020

B 3245

Video 32 min.

p.053
(TA—>2—-F1279)
Echo Shooting
2019

AVEY A HAZ
Bat doll, camera
32X82%X85 mm

pp.054-055

(EARREERBE T DL 71—)

Selfie at Former Site of balloon bomb base
2017

#,ic1>o.C-F) b

Ink on paper, C-print

each 300X 375 mm

p.056

(7vy BORMEES)

Following the Balloon near Attu, Aleutian Is
2019

WA 0. C-TV b A2

Inkjet on paper, C-print, ink

210%X150X%15 mm

p.065

THYEERERHADEERESIE (201841 A)
Power lines and towers within the Yakama
Reservation of Indigenous Peoples (January
2018)

p.066

7V o 2RO0-K A= 21 L VBERIRESIT
WEEE, LR TI17 2 MER.

A photograph stored at All Saints’ Church,
Flixoorough. Photo by Les BRYANT.

p.067

CGHAT=ZHE)

Lost Mallads

2016

TRFINT S BYR 219597

Epoxy putty, metalwire, video 21 min. 59sec.
3000 % 2000 2000 mm

[XEY—NT I BRAR.
F—hHhF)AEG—TF—TF—F

AL R&To/O02— O F AF1)X.2016
Installation view of Memory Bug,

Arts Catalyst Centre for Art, Science &
Technology, London, UK, 2016

WH: 7—b-hFYRE

Courtesy of Arts Catalyst

p.068
(ENTL— A2 HTSAL)EY
(74— 1> % 754 L HADES)
Selfie in Sublime, HADES

from Selffie in Sublime

2016

Index

Notes:
-Size is indicated in the following order: height, width, depth.

-The collection of an edition work is indicated only if it is used in the exhibition view, and not otherwise.

{
|
|
} -All photos without credit are taken by the artist himself.
|
|
)

All works are in the artist’s collection unless otherwise indicated.

B FARTLA BEUE
Image, display, selfie stick
. NEE=

Photo: KIOKU Keizo

p.069
(CEVTZA— A2 Y T4 L)Y
CEVTA— A2 YT LIRRE)
Selfie in Sublime, Cave

from Selffie in Sublime

2016

& 71 2T LA BEYE
Image, display, selfie stick
B RKEE=

Photo: KIOKU Keizo

p.070

(A% ZEiR2) LY ITFZERREERE | (1955)
“Monument for the victim by the air raid on
Taira (1955)" from Take Stone Monuments
Twice

2013-2016

==

Photograph

210X 297 mm

p.071

[ ZeBRF R )

(BERWHERIEEE ) GREEFEIRR.1976). p.359)
“Monument for the victim by the air raid on
Taira (1955),” Economic History in the Modern
Age of lwaki (SAITO Ichiro, 1976), p.359.

p.072

(Bf%E —E#H) &Y IMa AR
“Monument for Yotsukura Fish Market (1913)"
from Take Stone Monuments Twice
2013-2016

FE

Photograph

210X 297 mm

(EREZEED) &Y IHAMLAT 204 (1964))
“Monument for the Village Forest (1964),”
from Take Stone Monuments Twice
2013-2016

FR

Photograph

210X297 mm

p.073

A &SR

(LERWHERIEEE ) (FREEFEIER1976). p. 300)
“Monument for Yotsukura Fish Market (1913),”

Economic History in the Modern Age of
Iwaki (SAITO Ichiro, 1976), p.300
IHAMILTZH (1964)] (BERWLHERERE)
(GRRE(FENER. 1976). p. 203)

“Monument for the Village Forest (1964),”
Economic History in the Modern Age of lwaki
(SAITO Ichiro, 1976), p.203

pp.075-078

(hE%—EiR3)

Take Stone Monuments Twice

2013-2016

FH 2401

240 Photographs

each 210X297 mm

X EABEZORICREMINTLER—2HIE. BARK
WhERREEZE) FREEFREER. 1976) (LB T2 EED
BER—Z SIS LTV B,

*The number of pages listed after the name
of each monument corresponds to the pages
of photographs in Economic History in the
Modern Age of lwaki (SAITO Ichiro, 1976).
pp.075-076

IEBARREARATRERT 2]

Monument for Takagi Goroemon (1959) [p.13]
TNIRZ )

Monument for Ogawa Canal (1855) [p.15]
TRATEh SR A A B Z B8

Monument for Sawamura Kanbe's Suicide
(1963) [p.17]

paaed)

Monument for Aikoku Canal (1894) [p.20]
BTSSR

Monument for Aikoku Canal Weir
Improvement (1933) [p.20]

THFIREEZ 1)

Monument for Yoshima Canal (1902) [p.22]
BERERT S

Monument for Numabe Weir (1956) [p.22]
[REKERET SR

Monument for Otaka Channel (1955) [p.25]
TANDERE S

Monument for Irie Weir (1956) [p. 261

I L R7KE B KRR

Monument for Inoue Weir (1950) [p.27]
[TEMERZHE)

Monument for Genbun Gimin (1950) [p.28]
IREAHEE 274

Monument for Tenmei Famine (1768) [p.38]
TRRBNE £ JAnRBAREE |

Monument for the Buddha Temple and Genjo-
Shozen (1824) [p.401]
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L& EHIEE 258

Monument for Sendai Clan’s Battle Dead (1912)
[p.42]

IREEENTE

Monument of Ando Nobumasa's Poet (1974)
[p.42]

IAFAEY HRAR=$5FM)

“Exquisite Shed Luster” — Monument for
Yoshida Jirozo (1909) [p.143]
TBUKFER RARE T4

Monument for Mizumori Haejiro [p.145]
[R5 —H b REIRT |

Monument for The Consolidation of Taira Dai-
ichi Arable Land [p.149]
TEREFHIBHHhEETRER 2 78|

Monument for The Consolidation of lino
Arable Land (1915) [p.1501]
TS EE TR

Monument for The Consolidation of Kabeya
Village Arable Land (1909) [p.151]
75t BB S AT SRR

Monument for The Consolidation of
Rokujyumai Arable Land [p.152]

TR R IR RTS8

Monument for The Consolidation of Oura
Arable Land (1913) [p.152]
[SRIGHHHEEIRET S8

Monument for lzumizaki Arable Land (1923)
[p.1531]

[_H=H AR 1)

Monument for Kaminiida Arable Land (1916)
[p.1531]

[ REFIEEESRE 274

Monument for Ono Patriotic Production
Increase (1943) [p.154]

TR TFNESS | 278

Monument for Kawamae Favorable
Conclusion (1952) [p.158]

(B2 AN E N g -]

Monument for Taking Back Ruri-Kouzan (1968)
[p. 1601

THhIEREF T RAC SR

Monument for Taking Back Nakano Wilderness
(1907) [p.160]

T RAMEFEE TR DR

Monument for Ohisa forest (1920) [p.161]
TEERR NG | RET SR

Monument for Taking Back Minowa Forest
(1932) [p.162]

HEEF LA T RS SR

Monument for Taking Back Tono Forest (1940)
[p.162]

[ FEFILMILAETHEE)

Monument for Taking Back Kami-Kamato

Forest (1942) [p.163]

NEFRBWAE L]

Monument for Taking Back Watado Forest
History (1939) [p.165]

g EAMN T RS

Monument for Taking Back Yotsukura Forest
(1936) [p.165]

[Pt st i Z )

On-Ko-Chi-Shin Monument (1964) [p. 1661
IR EREF AR )

Monument for Tamayama Forest History
(1968) [p.166]

T#%) | HESZ 258 Monument for Samekawa Weir
(1948) [p. 1681

T82IE 43 7K ET SR

Monument for lwasaki Water Diversion (1964 )
[p.1711

NUASERRIFRE S

Monument for Mediation of Border in Forest
(1910) [p.1731

[RIRBIEYERR

Monument for Osawa Reservoir (1928) [p.179]
TERBRHEELE |

Memorial for Animal Souls (1928) [p.179]
TEthekE T=RSHRE

Monument for Improvement of the Reservoir
Pond (1922) [p.185]

EREE

Stone for Horse God (1919) [p. 1861

THEE 55 )

Monument for War-Horse (1940) [p.187]
T4-TRHE|

Stone for Cow Spirits [p. 1881

[z

Memorial for Soul of the Colonists (1968)
[p.1931

TSRAHERTER

Monument for lllustrious of The Fruit Grower
(1952) [p.195]

TRNERIE—BRSEE Z 74

Monument for Master Okawara Shoichiro
(1951) [p.1951]

TEMERAT 2 78

Monument for Forestation and Village
Promotion (1955) [p.197]

7KEF & —$50A1ERR )

Monument for Mizuno Kinichi (1957) [p.199]
[T BT

Monument for Senkendaira Reservoir Pond
(1968) [p.200]

IRAMIA T2

Monument for the Village Forest (1964) [p.203]
[ERER 2 T8

Monument for Re-Promotion (1966) [p.205]

TFR=SRBHHhEE IR 78

Monument for The Consolidation of Naka-
misaka (1972) [p.209]

RS SE

Monument for Kuroda Ranch (1955) [p.210]
(R 2 74

Monument for Agriculture Development for
the Country (1972) [p.210]

BB R SR

Monument for Field Improvement [p.212]

B IRIGALELE)

Memorial for Both Related and Deceased
People (1909) [p.2401]

TIAYESES 2 3% Monument for Kano Sakuhei
(1900) [p. 221]

IHFRERETET SRR

Monument for Yoshima Vertical Shaft [p.233]
[RGB EER )

Monument for Uchigo Pit Accident (1908)
[p.241]

pp.077-078

[ERSLFORE BRI

Memorial for Coal Mine Workers (1945)
[p.241]

[EAEE NS BT 278

Memorial for Korean Workers (1947) [p.242]
KB A E SR g

Monument for U.S. Military Plane (1949)
[p.245]

IREDIKFE

Monument of Tanka Poem by Japanese
Emperor (1964) [p.2461

[SLEEIRERT T

Monument for Reconstruction from Coal Mine
Damage (1974) [p.257]

B EEIREOERT SR

Monument for Joban-Line Railway (1898)
[p.258]

TTU&BREKERTSHE

Monument for Yotsukura Station (1911) [p.264]
TRERES AL SR

Monument for Tsudura Station’s Bridge (1933)
[p.2671

ISR ETBEE SR

Memorial for Railway Accident Victims (1921)
[p.269]

&I E RS

Memorial for Banestu-East-Line Accident
Victims (1944) [p.269]
INKETE AR RERE)

Monument for Dragon God (1848) [p.279]
IEREAEIRIE

Monument for Yoshida Chuemon (1921) [p.282]

[FEEREI IS (/IR EHERE SR

Stone of Horse God of Buddhism (Monument
for Onahama Horse Tramway) (1915) [p.290]
[ER REBET . 74

Monument for Improved Bonito Flakes (1909)
[p.296]

ity oy =G e RN ]

Monument for Yotsukura Fish Market (1913)
[p.300]

[ REIBRIRRE

Monument for Toyoma Seawall (1914) [p.302]
NREIESET S

Monument for the Fishing Port reconstruction
(1927) [p.3041

[EHER/\BEER)

Monument for Yoshida Chohachi (1945) [p.3091
TAZ ERE IR BhRT SR

Monument for Hisanohama Seawall (1936)
[p.310]

TR E R BRI |

Memorial for Ryjin-maru Victims (1949) [p.312]
TR AAREEE SR

Memorial for Ena Town Fihery Ship Victims
(1946) [p.313]

TAER

Monument for Fish Soul (1975) [p.314]

[/ B R B 2 74

Memorial for Onahama-Gojinya (1968) [p.317]
BB SR

Monument for Shiro-Tasuki Group (1964)
[p.324]

[ERREFTZ )

Monument for Hirakata Tunnel (1860) [p.331]
R AR I8 2 54l

Monument for Sato Jizaemon (1959) [p.332]
& Z IR @&

Monument for Opening Suganosawa Road
(1931) [p.334]

KRR &R

Monument for the River Flood (1893) [p.335]
IERE RIS

Monument for Road Improvement (1906)
[p.337]

ISR =) | M 2R

Monument for “Folk Music Entertainer”
Miyakawa Umekichi (1909) [p.338]
IEELEEEM)

Monument for “Intellect Beauty” Tsuchiya
Hiroshi [p.338]

T3t EET S

Monument for Reconstruction from Land Slide
Damage (1928) [p.340]

TEASRCABER

Monument for Takyu Yahichi (1949) [p.342]

Index

[HEEDE]

Monument for Country Road (1967) [p.343]
TRERERE 2]

Monument for Kumagaya Jinzo (1932) [p.344]
[=3REERIE TS

Monument for Misaka Highway Improvement
(1934) [p.3451]

[EFIEZE 214

Monument for Faithful Sky Protection (1934)
[p.3461

TEH) SIS ERE)

Monument for Natsui River Repairing (1935)
[p.3471

Bz

Monument for Devotedly Sky Protection (1936)
[p.3471

[E#EFE3ETEF Monument for Rerief Project
(1935) [p.349]

T$#HILEE 2] Monument for Kamatayama
(1938) [p.349]

(Pay o€ N ]

Monument for Rokujyumai Bridge (1938)
[p.350]

TRIKEEZ )

Monument for Flood Control and Public
Benefit (1940) [p.351]

T || eF8 2 5% Monument for Same-River and
Sunset (1961) [p.352]

[RIRB&E 274

Monument for Osawa Tunnel (1939) [p.356]
[/\#E—FZ 4]

Monument of Hakko-Ichi-U (1940) [p.357]

[ ZoBRFEERE |

Memorial for the Victim by the Air Raid on
Taira (1955) [p.359]

TEEARR 2]

Ji-Kyo-Fu-Soku Monument (1951) [p.363]

I AR Z )

Ko-Ban-Eki-Kou Monument (1952) [p.3641]
Tt BFI 2 F4

Ri-Ta-Ji-Ri Monument (1952) [p.3651]
IHFRIET SR

Monument for Idozawa-Bridge (1954) [p.366]
EhETk R T RS2 1)

Monument of Thank for Road Improvement
Completion (1962) [p.371]

[ HCHARE% T

Monument for Kami-niita Farm Road (1962)
[p.372]

T A FRET IE AT A

Monument for Correction of the Shrine Land
(1964) [p.373]

[E+ AT

Monument for Land Survey [p.374]

TEA A T EE SR

Monument for Transferring National Land
(1966) [p.375]

BRI AETERE)

Monument for Road Improvement (1970)
[p.381]

BB —3E 2 78

Monument for Regionalism and the Road
(1974) [p.383]

KB X 2B |

Monument for Otaka District Transition (1976)
[p.390]

p.080

(A% —ERD) &Y RERBERLE!E] (1955)
“Monument for U.S. Military Plane (1949)"
from Take Stone Monuments Twice
2013-2016

FE

Photograph

210X297 mm

p.081

[REFREEHE M)

(LERWHERREEZE ] REEFEIER1976). p. 245)
“Monument for U.S. Military Plane (1949),”
Economic History in the Modern Age of
Iwaki (SAITO Ichiro, 1976), p.245

pp.082-083

(EH)

Metamorphosis

2017

AL RFL—23 FE 2408 USB-UDPFv 7.
12001&. AR #t

Installation, 240 photographs, 1200 USB-UDP
chips, clothes, shoes

B KEE=

Photo: KIOKU Keizo

[5UN-4

Private collection

#73: SNOW Contemporary

Courtesy of SNOW Contemporary

pp.084-085
(Tvo<e—2)
Bookmark
2013-2015
12F v RIS LRI —2ar
12 Channel video installation
B KEE=
Photo: KIOKU Keizo
#%73: SNOW Contemporary
Courtesy of SNOW Contemporary

i}
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pp.086-087

(FDE —FFBE)

Eyes on Hands Ukedo-Coast

2015

FYUNRITAE.LEDZA M )3

Oil on canvas, LED light, silicon

3000% 1500 mm

[Re:FOEIBRAR.

SNOW Contemporary.3x.2015

Installation view of “Re: Tenome,”

SNOW Contemporary, Tokyo, 2015
5. KEE=

Photo: KIOKU Keizo

fBEAR

Private collection

#7: SNOW Contemporary

Courtesy of SNOW Contemporary

p.088

(FDBL)

Tenomes

2015

i1 o

Ink on paper

415X 340 mm
(Re_FOEODHDOFO—12T)
Drawing for Re:Tenome
2015
#;ic1>o.C-F) b

Ink on paper, C-print
310%410 mm

p.097

CEBEDIEN 2)
Cave in Usuiso 2
2015

C-7 b

C-print

292390 mm
CEBEDEN 1)
Cave in Usuiso 1
2015

C-7) b

C-print

292 X 390 mm
(KEFBBDORHZEER)
Air-raid Shelter in Otsukou
2015

C-7) b

C-print
244X320X45 mm

pp.099-101

(FALIZRZ—X)

Time Travelers

2015- #Eft

2015- Ongoing

FEEAARIL—ar

Photo installation
(FREBHICLDIAFIRXBATOEESDon't
Follow the Wind! (2015- ##&t+) D7= DE&)
(Work for the exhibition “Don’t Follow the
Wind” (2015-ongoing) held in the Fukushima
exclusion zone)

#73: Don’t Follow the Wind

Courtesy of Don't Follow the Wind

pp.102-103
(= BEEDFE) DI=DDR Ty F &Y
From Sketch for Demolition of Mihako Theater

pp.104-105

(= BIEE DR

Demolition of Mihako Theater

2013

BYRA L RFL—2 3 3343231

Video installation 33min. 23sec.

SR ANUFIBTODIIY—28. /450 E1—5
Silver screen, 3 benches, 2 projectors, camera,
computer

5000 %8000 % 6000 mm

WBh: REZH - 1X=F5—

Courtesy of STUDIO PARLOR

pp.106-107

(= BEEDRRE)

Demolition of Mihako Theater

2013

BYRA AL — 3 335230

Video installation 33min. 23sec.
BRANCFIBTODIII28 /AT A1~
Silver screen, 3 benches, 2 projectors, camera,
computer

5000 %8000 %6000 mm

NEOES | EERERTER.
WhESHITULRRTRER 7Y 4+ 2/ N85 18 5. 2022
Installation view of related program “Beyond
the Beach,” Iwaki Performing Arts Center Alios,
Fukushima, 2022

p.108

(B DEHEE>TRKEEAL)

Carrying Coal Stone through Old Railroad
2013 (2022 (=B llHE)

2013 (remade in 2022)

BURA LRI —2a ARANVAY N EFFAAS

(2013) | M5, 254 307 (2022)

Video installation, coal stone, helmet, video
camera (2013) | Video, 25 min. 30 sec. (2022)
IREDEIR after AZUMAYAI B RER .
ARATANIURANO. LA FE. 2013
Installation view of “Art/Domestic: Temperature
of the Future After Takashi Azumaya,”
ARATANIURANO +YAMAMOTO GENDAI,
Tokyo, 2013

| KEE=

Photo: KIOKU Keizo

#5: URANO. ILAIRA

Courtesy of URANO, YAMAMOTO GENDAI

p.109

(EDSEREE>TRKEEAL)LY

Excerpt from Carrying Coal Stone through Old
Railroad

2013 (2022 (= #FIVE)

2013 (remade in 2022)

BURA 2RI —2a AR ANVAYNETFANAS
(2013) | B& 254> 307 (2022)

Video installation, coal, helmet, video
camera(2013) | Video 25 min. 30 sec. (2022)

p.110

(NIVAYMZETFARATY

Helmet with Video Camera

2013

C- 7V M HRICHARTFIV ALY

C-print, pastel on paper, ink on paper
340%X415X48 mm

p111

CERSIEF5 BhE DRI

Tomb of Coal Miners Who Have No Living
Relatives

2012

#H|ic1o

Ink on paper

342%X415%X45 mm

p.113

BELEEER (AWBFM1ThXTERETILY
Excerpt from Finger Pointing Worker,
Pointing at Fukuichi Live Cam

2011

MR 2443507

Video, 24 min. 50 sec.

p.114

BELUERE (@elToryhv—2)

Finger Pointing Worker, Network as a Mirror
2011

EEUERBOUI 7YY

Drawing image from Finger Pointing Worker's
website

http://pointatfuku 1cam.nobody.jp

p.115

57 LYF%8 (Fukuichi Live Camera)

Finger Pointing Worker, Fukuichi Live Camera
2011

E=FEBOVIT YA

Drawing image from Finger Pointing Worker's
website

http://pointatfuku 1cam.nobody.jp

p.116-1
BEUEEEB (AWBTMThXTEEET)
Finger Pointing Worker, Pointing at Fukuichi
Live Cam
[RADIE | BRER.
SNOW Contemporary. 53,2012
Installation view of “Open Secret,”
SNOW Contemporary, Tokyo, 2012

. LEEN
Photo: TSUCHIDA Yusuke
#71: SNOW Contemporary
Courtesy of SNOW Contemporary

p.116-2

8= LIEEB (BWBTZMThATEIRET)
Finger Pointing Worker, Pointing at Fukuichi
Live Cam

[RER7#ME T F—L 20121 ERE Dance on a
Thin Linel B RER. 74 - 7—b- 777M)— KEB.
8E.2012

Installation view of “Dance on a Thin Line” in
“Daegu Photo Biennale 2012,”

Daegu Art Factory, South Korea, 2012
B RNEHt

Photo: KIGURE Shinya

p.117-1
BEUFER (BWBIM1THATEIRET)
Finger Pointing Worker, Pointing at Fukuichi
Live Cam

[Globale: Global Control and Censorshipl &=~
BAR.ZKM A=V R —I F(1V.2015

B 7Hh—-ELot

Installation view of “Globale: Global Control and
Censorship,” ZKM, Karlsruhe, Germany, 2015
Photo: Anatole SEREXHE, 2015, ZKM | Center
for Art and Media Karlsruhe

p.117-2
BELFEER (3L BT ThATEIRET)

Index

Finger Pointing Worker, Pointing at Fukuichi
Live Cam

2011

FUREPBR SRR

Collection of Museum of Contemporary Art
Tokyo

AAK GREL-BEEZ EIRE ICE 1)
TAKEUCHI Kota, From the Moment of
Recording, It Became Peeping

2011

FURERBR SRR

Collection of Museum of Contemporary Art
Tokyo

MOTaL o ar Bigh s —After Images of
Tomorrow] B/RER . FURARRASEMEE. 2013
Installation view of “MOT Collection:

After Images of Tomorrow,” Museum of
Contemporary Art Tokyo, 2013

R AR

Photo: SHIIGI Shizune

p.119

GRELBEHEThEREICEoR)

From the Moment of Recording, It Became
Peeping

2011

BR{% 185131556 %

Video, 1h 31min. 56sec.

p.120

¢James L. Acord%3E>T)
Following James L. Acord
2017

#icA>o.C-7) b

Ink on paper, C-print
410X 311X50 mm

p.129

(RRBENEEE—RHERTVF 02)

Sketch of TEPCO's Fukushima Daiichi Nuclear
Power Plant, 02

2014

HRICEA

Pencil on paper

223%X300%45 mm

pp.130-131
(Z3-H—7F)
Ego-Surfing
2012- #tep
2012- ongoing
Fr R

Oil on canvas

IREDIFR after AZUMAYAI BRER .
ARATANIURANO. LLIAZEAK. IR, 2013
Installation view of “Art/Domestic:
Temperature of the Future after Takashi
Azumaya,”ARATANIURANO+YAMAMOTO
GENDAI, Tokyo, 2013

% AEE= (p.1311)

Photo: KIOKU Keizo (above p.131)

#77: URANO. ILARIRK

Courtesy of URANO, YAMAMOTO GENDAI

pp.132-133
N—t=—F27)
Marking Heart Image
2009-2011

FH

Photographs

p.134

(JIRLBR)

Trash Bags and Observation

2010

TN FE

Mortar, photographs

TWongok-dong Recipel BRER .
AI1=FA - AR—R YRR RILEEE. 2010
Installation view of “Wongok-dong Recipe,”
Community Space Litmus, Ansan, South Korea
B 332 =74 AR-R YRR

Courtesy of Community Space Litmus

p.135
(BBRFERZNDONT)
About a Public Art
2009

BU% 45507

Video 4 min. 50 sec.

LY
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Message from the Organizers

The Tokyo Contemporary Art Award (TCAA) was established in 2018 by the Tokyo
Metropolitan Government and Tokyo Arts and Space, with the aim of encouraging mid-carcer
artists in Japan to make breakthroughs in their work and take their practice overseas.

Award recipients are selected with an emphasis on the need to provide support at a pivotal time
in their careers, and screening is conducted by a selection committee through artist research and
studio visits by which committee members gain a deeper understanding of each artist’s work and
its context. Two artists — Takeuchi Kota and Shiga Licko — were selected as recipients of the
third TCAA. In addition to a monetary prize, they received funding for overse as activities in
the year following the award, and in the final year of a multi-year program of support, an award
exhibition was held at the Museum of Contemporary Art Tokyo.

This monograph, produced as part of the award’s support for the artists, showcases their past
works and projects as well as the new works created through their overseas activities and so forth,
with the aim of publicizing their endeavors both in Japan and abroad.

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

In closing, we would like to express our most heartfelt gratitude to the many individuals and

organizations whose generous cooperation has contributed to the administration of this award

program.

Organizers

Tokyo Contemporary Art Award 2021-2023

Winners
TAKEUCHI Kota
SHIGA Lieko

Organizers

Tokyo Metropolitan Government

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

Selection Committee

Sofia Hernandez Chong CUY Director, Kunstinstituut Melly

SUMITOMO Fumihiko Director, Arts Maebashi / Associate professor, Graduate School of Tokyo University of the Arts
TAKAHASHI Mizuki Executive Director and Chief Curator, CHAT (Centre for Heritage, Arts and Textile)

Carol Yinghua LU Director, Beijing Inside-Out Art Museum

WASHIDA Meruro Director, Towada Art Center

KONDO Yuki Program Director, Tokyo Arts and Space

*Positions and titles current as of the time of the 2020 selection process.

Selection Secretariat

Arts Initiative Tokyo [AIT]

Message from the Organizers
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ANOMALY
SNOW Contemporary
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ZKM | Center for Art and Media Karlsruhe, Germany
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