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Foreword

By linking art with many other areas in our society and culture, the Dojima River Biennale
aims to bring a new horizon into view on the world around us. The 4th Dojima River
Biennale was held at the Dojima River Forum, in Osaka, from 25 July — 30 August 2015.
For this edition, we invited Tom Trevor from England to be the Artistic Director, working

with the theme of “Take Me To The River - currents of the contemporary”.

“Take Me To The River” is a project about change and exchange in the contemporary
“space of flows” that characterizes the new conditions of the network society. Exploring the
notion of ‘the current’ within contemporary art, and the confluence of multiple temporalities
within globalized culture today, Trevor employed the metaphor of the river to examine
the experience of being immersed in a deluge of information, and a world marked by an
unprecedented diversity and depth of difference. The biennale presented works of art by 15

artists and artists’ groups from both Japan and abroad, originating from 8 countries in all.

At the 1°" Dojima River Biennale, we presented artworks that raised questions of
contemporary society, such as the financial crisis, regional troubles, poverty and other
issues, which cannot be ignored in today’s global society. For the second edition, we
addressed what the future of the global society could be under the theme of art and
architecture, examining 3 different ecologies - the environment, social circumstances and
human psychology - and also representing a global vision for the future, with a fresh view of
nature and the world. For the third edition, we presented artworks inspired by water and
its diversity, not only for the beauty of the flow, but also the big role that the river plays in

our daily lives.

The 4™ Dojima River Biennale took a completely different approach and structure from
our past three editions, but our intention in organizing the biennale has not changed, that
is we strive to connect people and community through the arts in Dojima, illuminated by

the water and light.

We would like to thank all the people who sponsored, cooperated and supported this

very special event.

August 2015
Hikari Furukubo
Director

Dojima River Forum



FAZ - I— - by— YN

Foe FLN—

WEIEICES [HXRE] OFEHO— [WwJlokis itz §
LT, L2bdEoKRIZHHT ] 1. HEALHICBITS [HE] 0
KHRLLTHONR TV, THHEICHIMAER DL, FIor
DEFHENTILAIAIE, KITHT 500 4FEEH, [FL)IofEhoH
WHORZEAANDLIEIZTERW] &L, [HTWRRETS] &
VOB RBBRERERKRL TS 85563 [l 0obikzkE O
N, Lo TEEDRAYT7—L LGNS, FAEDEI»REE B VL
SHTVE, MOFTHIELEEDNTVRILLD, EHITIZENLITA
BEg b TINF—320, WIZEATL2-BEOLOTHY), Ttk
I AICESRVBDRDE, &, Ihb a0 Rk, &
ZWEHREERELB00, ALEBZEXALTHD, JIIE—F
ICABERIIDL, BRohz o, £REBEZEL VLD
7%

JORGE TR, v=2 TV - ARATFUNEE [FobT—=24 &0
] o, BEFEOZTEMEENTOCABEHGEE SV HEN
T&7: [ (7u—=) OEM] CEKLTwS, #EK254FEMT
ZHIERL-Za— N )Y —ay, HWEN, BIOHHEB IR
EH RIS, ZORLIMEVHEICORNY, KHExEETHX
Nl otz THLTEEINH /2R THHME] 3. KEERZAD
BE), 7ATART, HEBR. Fu-N"VEAOBE)., 2#%X
CRRICHEMST SN S, Thbb [HC) 2w SRAELRT
R IRR OB E L, HHROUWKICHNEREEDIZ, €2 Tl
ZRIINFTICELEHTHE, BOLTH YN WH A LAE
THINGD, M. (EFZ AR RAVEY = X0k noTz) 4
TEAAZTYIHEIIDIRZFIh V., WEOLORFMENREIVE
WO THIR] 250 T 20ORLRD THITE] A, HERRRE
DT ardR-RFFIILOEZIT T oTW5E, REH OGN AN H
ENFZZEIZEST, R BIZH AT VA [ &R ] EIERES
20, EAMNBRAEOLEPICHLADLNTWEID LI, THLT:
BH o Tid, R0z (P HRFOIHFZEL T,
ENORRFCKEIIZBLZEICEY), REEZERIEL, PLTHS
K EDER NEHARAEND ] DTHD,

ER] 226 [BAV] ~oBfFIcEbRw, B IR O G
520 [BAE] PMESNBEITH->THSIF, EBRWLT -2
FTODEMHDT TANMIEAL Lz, B = AL, TORRKEN
DFEBIIRPERNDOELT, CEFICHHUBH T2 [id]
ZRLEELTW 20T LT BIRORRLZEFAEICBV T, 29
L2 = 7 EBIZD 3B HLE V., E—F—  FAR—-V1
ZEOPT, [EARD. HOORAEZEIIBATWEILkEOR

FFELT THAE] #MAELTOZETUE, BRREIILE-BITE,
HLHEMDOFFOWE. SLAIIZEMITIIBUEE DO — BB 1O NER
CREEL, Aart ]! EBRRTWE, 20D T —FEBHE D5
O - DB - VER— I 2T, Rk V)RR L,
HENIDICHENELFEGFHIEERHBEL T2, TR
MBI ESNAMFETIED o725 DIRPEHZELL0LIFIFEAL
Wi, FAXR—UZEE, ZOrbYICBRT NI, [5F5%%
[BUtE ) OBBENRS ] ORBELTHRIELTV S, T—74 Ak
Db AFZANHBBRDBIZIE, [BAT7T—ME (Fa— i) K2
BORMERERT 2, bobkFHE, SFSELRMEMOBEDI Z
WCOEDD BN —2HKFTHIET, RYIITHRVETIZHLD
PIAECELRMmMERMT 2, £9352LT, B T—MITu—
SOV - DY AORBE B0, KO 5 R 20K
MERHTEHEERLD]S,

WERBECORBILEZALZOOH BT, RHOKEEEZEZS
Lo LHEVszEzIE, LFAFEBEIIRS T ERNZECBIE
Lebizkbhiz, ZLTEOMRDYIC, SFSELBRLMEZE-
PRV ZTH [ARvbT—=rb] BNz, ZOmBBIFIIC
BTk, EHRLMiEIEbIER. HAREHTRRESZZNENIE
HEPSAEINEOTIER V. FRRPMEIXL LA THE® T
By, WHOEMICBITAMHEMERHICE>THAT S, FE,
o0k, #A5 TEZ] 0B TREL Twol Z22i2n5
MIE Doz, B sr—ayXDbEN Ty A FIv s RE Bk
FoTHEEIND I hoTze FZTHOEFE LTS, ZHLH
HRVIZBNT, T—TAAMOSERMITEDIITHEREL, T4
T 2072595 ERNACIRAOEMEE) ZLIho7LE,
bbb [NNERIIENS] L&, Lol AR 207,

D22

HATNVD [HRIADOZER | IR, [HEEMR. HIH
Ry REBRBERICHEE N ZEMPROONIEE, Bkt a»#E
AT2]7 LOIHEEEIIOVTORFIE TN T VD, HATFIV
. 20 R OEDbYEIC, BW LK [a32=4r—Yar] &
AREZPELL, KO HLIETHELME. BELEMALZAHIC
BALEETWBRLEEET S, COHnERFERIT. LR
TRAEGHRBEOHEFEME RO TIHE 75, BEoMaEFHD
PO RERSTEL, DFY, WATVOSHEEREVLE, [R:

Lor&idEdEd. Ghob) & (BE) EWOHIERMOZHOEH
DTHREND LI B->TwDE]%, 22T (Ryb) &k, AvbT—
IREATATRIESHCAZETEINLH R Z E®R T 5,
i, (HE) &id. & - BFNIGE 2B WA by — 2L LCH
MW ENLBEOREEAR AR EIALDLET, BLOTAT VT4
FA—EBHHERLIIETIA2OEHERYMT 5, HRLEFRDD
DAV T WM LGS, B i s, B B R
B, #Ht, BREREVS—RNETA T Y7474 — DY THE
iha,

EIRNOWIBBECOREPLETNODOHS [HhDZEM ]
. EHERRDITIVIALLTHLILH M, bbArAREFLED
R BLTHEBLZ LI EDPOH 72 LAL, £R°TIHL7HM
HAERPELLDR—B7, FLora— vk eHkoH RE
BWEDEN T, AT EPEHIERBBET)T VI LRI TESLE
WD D, FTITMEDOEREDOVEDIZ., o2/ 2B
PR - WA TEBIETH D, P2, ERTHICAOhEEET
3, BFWEIAWHEICT A REAC—NICIBHARE N, BERS
i, ENOSEANRM LT TR, BRNTHHAHIETH D, i
nhzomLFmEEELLE. AT =2 EOMEERORNED
ZALT %o IHRDLGFARLF IG5 A M RBE, HNAOFIH
LEUFROREMEIZ. HHOONWHEE LS, MEFHRICEIoTREL
BEshd, $hbb, MAOZEIZBVTIE, #ikE, i, =
HIZAHBENTHY, BN TEIR, fvwikiskbh, #iltk
WA DHENL SNABTZT, F72Z2H)L TRy NI = AL T 572N,
BRI ZEAL T 20 TH S,

MNOREBSOTRHENREBEOVEDIE, HRE [Ty
M WZFBIETHD, SAAN - F—L Vi, SHOH 2RI
BWT [HLPo0oezInvF—, B, Lk, B, 58
Xid, AR, AETHAZERILET AHINICHKARTIN T VS,
(hwg) 2F0, SHOARY NI =24 ZXEWHK . Thbbifto
BARICIEZZTWE]? Ll RTw2, BIZIE, 7-tORE
fbewHe, 57 —MEMICHELTHIPHSRVDOEREHOZE
MTELIEFRIET LA, FhiE, EWHEFTHAIETHH 72
A SERORBET DL, FO—NVEAY NI — s R HBICITER
IFHBERICBCCT, E—FENEERDOONTVEORMTE.
3 THE] THY, TN FHELHSWLIELMHLT S, Z5L
ZRIEFERNEMEOEM T TR TRTCOIOPLH|AETD
D, BIEINBVWEDIIVEDELTHELLR . L2 >T, Fi
HRICBVWTIEESH, HOVWIEHIIETESINSL, EHLTEALRE

Th, NOHICEEWRZIZ), DL EbEL2)TER L0250
7o ZOZLiF, [HR] THEITOT—TAALOEM KL
WEBEL 2T TRV, FOLECHLHIEICLHEE KITT,
L7 BRI O IR E R THIDOTH o7z, LELER
AW RE R R, FIEOIE YL RO QUERS R,

B/ RADBHENREE I CL>THESNSDO TR HEOH
RICBVWTEKREBU AL T 5L, 50 HALIZDIEZR M A M k&
Voo B—EE TR BE/RAD [ TRELZE, 24h
EBLCTEAMENDED, LVWIHITLIRL. ZOIINLTHEARD
ShhotbD, OF) [HEADE] I, 2hEIESTHN
R fboTwhv, LA, v=aT)b -7 FYFHRE)
I, FEEDbEEE TAEROBREE#MET LMK THY.
ZFITI THREZOEELS, &REMK T2 MRICOVT
T HIEETEZV]Y, BIZIE, BLHETARERFT oS
FLWTATTER OV S, ZOTATTIZELELr—H 2D
HEFENTZOTIIRL ZADOKYELD BB RLELTZEWH T
LiZhde Ay Sy RIOMEEZEOICRESE, [T /0
Vit ESAEORR" EFCHERLE (AN v D
[HEDRA] ZERLOOD, HHBEMICISTIHL 2D %d DA
WD -sTWBEIERRAFALTVD) . HHRBZOINCEBINLZL
T, Al LIS EAADOZE, FARMEREELVH T —
TAANDBHHRELIID, REGEEP R SEILLL D,

T —F 4 AL D Ik

TR EFRMN LT TA LTI AP EREORANEREELT
ARENTW, C-B-=2777=y id, 17O mERTM
OARZIF. THAENEAFER] THrELTWE, 22 TRMAR
A RASEIEITTICHS O ABERENETAL TV EH ]
LHFENTz, HHERFICEST [ABMOREIE, FOEE
DREPSHHTHZIETHY, TLCOHBEETAOEEND
ED B ThbH, EYZANIHALNE, FHEOHFASEHETHA
L7207 — 74 AMEIE, BIEEE W) B HE &% 58
ICHERBLTwBLEAZELTESL, L L. ZOXIITHAZZED
FARMEOME— B HREB L AL TN AGE — SR, 2
NEIR A DOIEDFHLHIENTELES), MR IN/ZZ
DTATYTATA=LIE, LA, BUAWN L7 TO5 LV A
ABEDOTHbL, EBE. BURBEIMROYaT A - TA4—2iF, ThTs=



TEARAEFEZME [HAEWHRE] 2. [HEEOIEKREZ, @R
fLENZLDERANEGEEL, Z2ICBLADLIETHLESIET S
HLHEDO% )| 7FeRRTW5,

FHREOP72HLELTOEAEBRBE L VB =X AT, (£
COALEIZBNT) T—TAA OB LFIE. HOOKMEEZED
WZAHIETHolzo BORLTROMEEZHELE ST, wonhhk
LHFICBVTOARM LRI RBICELZETHoIz, KYA -
yaq4 2 [HACEAAS] CESNFmoT T, 2hz [4
BHOFR]Y LIFATV S, EHR7af ZAh R <RbEB), [€£5
—ZAnWEo L Thhbhid, AHMEEETREGROMLETD
0. WEWEEFFBICEILIIBREE SN TV ELLED T ITHE
NTLEo7, MEGELBMLTHRB, AMIEEI L5t r0kN0
LN\, BBREZFNI 720 5B, WA RIERIZY B EW AT
WCRONENH7E, DF), WHROMEY I ZBAFICIS%0, AH
3, FHEREFOEHESEG 2 TE RO MRE T TR THE
TERVOTHB]',

Y AL REZWZIZLD 1968 LR, TRV &%
BOBBRIZ, IV 7T—a—DFEMED R THRARIC MG S
N7zo BRI, Fambe, BER PR (SOIEENE) Lvo
72 RA R OERE TR ESBAEA = A LELTHHIT SN, &
NOPERE T A% (1R ] oML TlREsniz, 7—
I—-XESOM%EE [HERIEAEORMEE] LIFAL, DEDEIERW
MILTHAMIC, JLEE,. MEEE. BHRBEELv-2F
BRELTHREINLD D, HDHVIEIHLHERZDIL T, whl
[IEHW] T MW ZERELTERSNLZO . ThoER, I
KOBER, LHEOBLREVS7 [BAORYR] ICHEHT22ET
T—a—HREFIELTELIEICINE, BlEERHESBFRE T4
AR 24 RS THY, [REETHRVER Y (2
BEGZONTEZDOTHD, LT, EF=AAIBVTEBRS
N72T7—FAANOEE B FAM IR, MIcddbEbsfksnizT4
FUYTATA—=DILDVEDTLY AR, HROBhOER O &
TLERNEMEDILTHEITLESTLEIDTH S,

1960 4ER B L LRE. T—TAAM D TA Ty 474 =213tk
KT EINIZDDOTH LI LR LIEDZ— T, GO0 T—
TAAMHIZLIRLIE, TATYTATA—DHEINIDDTHB7:
JChL REEPDERETNET, —HEOZVWHOTHEHEVNHT
EERIRT Do 21 MRIZBITLY =X VAT T, BEWMAAT, UT
V74 =T LEFM, FUIVHEMEVSFEE. HOOBM &R R

LUIBW BB ELS 2, XTIV sl TIFAX—b BIY, V7L
TA47varOBRRERPEEET, FRET 770 —1ZE-oTHIRS
NHH0EEZLN, FLTATVTATA— I EHFRAYIT—2 1
WCHENICELROh, T/ FEREELZD, A TRAFAVTERE
ENZ), TRTCERTVIEADOBZICHTTHESONZDT 5D
OLHEREINTVE, THLZEH, BROEFEZERLTB0D
THbo THLITATrT4T74—Blx. 5%Hd (Avh) PR BO
(HE) DERICKEEDL->THWEHT, FTETEHIRMOL
HIELTLBEINTLETH A,

RAEDHIZ

BRHEFRMNRMEBAIBEL, EF=XAPREZAZDL,
(HE) OH5W2RMEIC Chyh) PRI BELTER, ThiC
Ebwv, SH, iR ERMOIIzr—varERFHDHLO
TR BARFEZRMSIOCZY, ML [EWEMNEE] o
PIROBETHERL TS, RN R LEMHRIIBITAERETH
AR, (HEFHOzOD) FHEOBAALZERLIzDITHL.,
RAN « T —=T4 RALERICBII B ELEEY — VI, b TR
BT TH D, 7 Y5 VEREOEM B THNOH RLZHOR,
RN UL, LS B8 L 72 A H I B %24 B 5L 5 3 0
Hbo INTEH [EWMEN] OFKZE, 7503717 R
VFEAEE). [SlEBEBIUL TR TERY. TROIEEWE
WDz, MPBTbewicblbod ., MTHTETLE), BET
HZlb, BITHILL, B TAHIED. BIETHILHTES, £
NORFRBEAROEBMTHL] S THLZBMOEMHILTIE. KR
KO EMRMWIFRMEE, (DRED [ZVZAT4THEHE] LHhsh?
FEHHEROEYNCRINEINEETIZ) EWHWEEDZAL—X
RFETOWITTL 2%\,

NIVTFNE, TARUEEHERTLIIOT O A% [ iR
EIER, [RYNT—=2ICT 78R T BICHTzoTld, EXZBE R
OB RALD L TH B, T 0= NV Ry T =225 @ 50
EERBLT, COVICHERBIZIZ LM AZDN DD, ML
F—2fi$T5777 VAN, FEITATZEFA 22 %BLT
WEDTHbB, NMEFRICEY, iR E/TOLAD, AEER
BATL2ZW]Y, EAREBICKEIR, a32=Fr—YavBEAR
FHRORTMMAEICL>TO2RICHAIHLADOR TS, B
BLOMR, ThbLMBELOMRIE, CRob) 2SRDOOENLTF

AL, TEEBBED LDy 2T —H T, FEog ke
DORINEINFHEH P ILTVD, SHEADT LA FERNE
B on | EHES, BRI DIAAE L VR0 70 B2 3% B O A B AR LS
BITENLBIMASREL D E, NIVFAIRDEITHERT W5,

[EE, T ERICESTVWAALEZHBLTAL), KSR
REFBH T, HO TR ISR ~LT ATV,
F2RVD2OH5ZDHFIT, WOIIRELE SN T T &
AT % LT, HO ORI EEADDT VD, HDHIELD
ANESHEELDPDIT LR DEVHEHNITHESTVE, Hil%
ZbLZY, EwuhFh, L0 REETLADN RV,
Hid, HEMWLEFORNEMLIDY LS, DEHENTE
BLTWD, BARENELZIDINHERLTELB2IT T, W
SIEFIFRIAL TR > TOF O G o720 HOPLD
EoZIZENTVWBDT, MR TII 7Y NGO %
CFELRoTWDEDE MESEH VAT ADAL—XTHIE]
REZRIBMERD720IZ, BEWEEDNTVIOTHL, HD
B FEIEICE LADD, ReEATRIIZHIUDHAT
Wb, WRENTHL, BZWEOHLLEKRTHL,ITHIER
PNTELATY S, 1232 0b5T, HOIIEAMNII2=
F—arvRE QDD RMLTVEEHNE b,
BT AT, BARWAERANEARILOTOLRETL RIFAIE
MHTERVENZRZ B0,

TBYLETORNOLENTIE, FrBBEMIETT Ve
Y (L) Thb, vva—-2u7+r—FPFdx7zIH, [TF
VavIENERTHD, CENLVLTH-TWRWVWLDENS |
2, RBED, MEPLOINH LR EREE MDDV TO
FZMThrETNE, BKOFEIFHCORFERTIEILLT T vay
Thbo IMTBIIBHOBIZESRNEERDP>TWD, LAL, WL
SELVICEMA D SN TVTH, ZhodbhbhoB.L%5I{Z
ERTERTIEMOERD B\, [TTyvary - 2a/3—] kv
2% 1971 ISR B LIz —N—=b- AL EIL, THFEL
TWwb, [MEWMANDRER, (PHg) BEAREREITTYaro
AREEAMT, TOD, ZOT7TFrvark, TOHBELLB
By — A LRI ST 22— ks [P, <47
Voo T=URN—=N=FE5I12, [TTrvaid A oIERBEKT
HY. REMCWRBIRE L Ll0, BEOEBLELYHIL, (F
W) ANAZWECTORETD, Hey 7T rvarafliilLTwad, 4
YE—AYMIERRLTWB A %S, —HIWBHE DT T aylil%
FIHITLLbb NG, ZOBIE, ZOAP—HICEHDLETH

BAFWMBILBIEB 0L WY kL, SHAHIITF Y Yay
BB IR > Tb AL T 5,

T—FAAD ERMEF R, ZoHBTLTFyYay - 1a)
I=R, EEFO [BIERIL] 2RO -FETHRHEL, L0
I b BEAIN BT BT U= VAR NI — 2 AL RS
WO MAN D OIS ORI, ElRki %M
B ERE TR RCEDIIITHIKTED L7595 2 T—T 4 AME,
SHELYERBIVCBEHZHETRKETOITLIET, MRIERHEhL D%
B EDOFFREFEATE-BERVZ0725)? B I, &
B, BB T —TAAMNIT T arzi kil 2 RE&LD1E59 ?

IS S

[BREIERIIH ] EVIHBWVIZER T, Yavda  THYRUIE,
ERBAEE [H#H2EbEsV] ZERBRORETHIEER
LTWwb, [ZoLxBMAMLIE, 20 TEHRTOXFEIRH LD
REBBROZETHL, Thbb, HEEERCHRAL @ THAE
ICDEFLoTVAHEDHBOIETH LY, ZORKICLLE
Oy BT — T4 AN THHEMLix. L AL VAN — 22§
Law—FEosE ([F720E--1) 2 300 TRA0ES] o
IHBBDELTHMTEL), AENHOHROTILAIZBWT,
T—TAAMIEASORERE, HSXWEBHICHSLTEALDTD, H
CEWICEsTHRIIBIIIMIIGRANDROEER L, £ILTH
CHEZRORT 7200 RBIEAEZHERL, LMFHTEZHETOTH
Bo WAIWEEEZE VN - Foul—Xid [LHELEIREOSTTH S
LR, CEAHERFNTHLLFABIC TEKN] Thoel
7eDTHb, 7V=FJb - =—=F 2R LRIV —=X2EoThH,
FHRET—TAAME, HEBRY] ~ORLE2RE TR TTEEMD
bDThHb, EBEF. THOLLIALWETO W] 2w 357
DICHERZAENICHE T 2EBEOIETHE, LEL, T—T4A
FOBERER [REL] A%, EILALT—MOEBEBZ T, AR
NERiOR T b ASN I AN iOR B AN =ANE SR (AR A B ID) TN
BHRENLOPEIMWIE, TEBREINTITH S,

Fov—Xi%, REOEFFIEHE T IR - Hy)eo ik [+
DOTFh=] IZBVWT, FEHTL2ERNWHLEIrSOBRELL T,
=—Fz® [KIERME] OMEEI) LIFs2LT, £KkEDSD
TEXREBL TS, S 0EEE [~~OEREL] EIFA



10

o HILWHEEOL T2 LA T ILOTELEILOT UL ATH
%o TOEREBALTOLRIE, KRERE/ZT 72008 % I8
EROBRR, BAEET X THALTLEBILT BAATREL,
Bln (e, S5l Ba. [£R] 2L0) [HEabe] o
BRFEODHVIZITH B IN-BREHAT 5720030
Thb, AEEATELATIE, FEHaEbEO—LLH, Ho—I
DOHEINFIZAFNBEZET, ZOEHLLTOMEL LS T L
DI, F7f—%5ERIT, CORMMEIAHTLIOICFYL—X
N, TR, MEREROBMICEoTTIEARL BN
T MO TLFTHEDLEINIBETE2RTTCVE, 20 [BiH
TAbL] Tt RIIBWTIE, B EZORFEIEHEBL. #Frizich
By a5 abe okt oThbons, $4bb [H5
WBHH O 5T ~DEREAL, KT ~DEREN] THD, L
72hoT [ FHA] o7ut BT, T—FAAMOBEHER
BRI, L AMEEERESL, BB
DERBOFH-LEFHNFEELEOREEZITLEH%, —Ho
[EHEIE | OBEEZIHSTWAEEZLILNTED,

ROl —ZXEH VLS THAEFIL, HEEEICHLADON:
FARERRLEE RN T AL TORERENL, [TVF -+ A
TATA] TEHEYE, TEREOLEHEKRIME] ELTo [H%2
SF ] ERWEL. TTRE]. TREL THEAL T4 vtz
HOBWER? ISFTHREEEIFO T 72, BEBHRHEZYT L
GHAENERRL, [BIETIERCTYE ] 25, Thbb [HEBEM
ZEH (T HoWwAEMPOERMBELEVHT 1P LT
bo BESMOBIEIZOWTHESL DB REEB), LOHHWEH
KM EARNTE D, REOMRI 2 EFFOHR 2L 720121,
[MEEHE2ESICREBL, kv 2e] B EESH, [44
TAT A%, BFEVHILIMHE, BAKOMRME., FEHEEE. %z,
BRI L], TOIHNILERDS, [TATUVTATA—D5MED
FTolTI)® HFAETZ2EREAEL L, ZTOLEMOT, HHER
LEEHRN 2 ERNERILDOTOLADHEELDE,

HEVFBENEE [Zo0zaay—] 2BWT, THLEA
MEBRDEZZEHIZEBEETVS, 2XTHRIEILI0Y—DE
FTEPWARL. BRI SR, TLTAMMYEEREZLEDT
Whe AEVNE, Fa—NSAE—va ko TR ESh S 2
JTIERL AR LOBMORELMEFNLDZLFEET S,
KEWEBEFEHRICIDY —ALEHICHINT 2720121, (T—T14AF
DG THD) AEMBGEHORREZRBUT [HRE P 2R
L. T£GF0#E L1 OoEzR0LEN’HHEL [AAN

BRILEBBNTHS] LVIRAT—A U5 BIF 72 1970 FFL0 5 ik
M FEEHERU FEVERENDOBFELT, [HREDIZTBIA
F#1P ThHs [HoFHEREL] 20T, HcHkTsE
RYEOEFNEEEbEDOTE2EE L, FROMR S5
YW THAIo PLT—T—TAAMORRL [ ] 4

HCREBULS N —BLEM BRI 22 A, AL EELLLT T
BTHHrEEZERLNLDT,

LD 2 [ O TE B LS B 5 A5 701, 2 LTI
BALSIL A, HLHE O 3 2 % O RIS B b S 4 B
Vo Zhd, EH (BXOZRICHEETS [T X% LviH
FORBAML T, WiEE [HEO ] M SRS AT 5L
LT Thbe EAREHEMAREL R RAY, bk
O B I~ 0 B2 TR W A e SIS ERIZ D
D, EEICEREECERVEIRBR, RENEH LDk
BRI TDD DS ThD, TahVa - NELLiE, LHROMMC
B0 [HE] %, [Whhiii P LRr, —BEFE0S
CRIDET LD TERVAE T AV F—D— L TEHERL
Twb, AT THEGEEH ] k. AR E T A B 1 o
CHBTBEICHY. LIA5oTH DR BIEA e I 2T
WCED (B, (V07— 2 WL THAZETT 5] [ 5708
FMH SO THBABIT ) L5 26 M ERNRHEMAN
B AN, SEATE SESERME OB 7ECE M AT H
CHNBIL R T 200 THY . 28 T %0 5 Bl fl &
Vo B EPSIIEAEINZ RO TH S,

HEO TELEN] WEE TVTVIALL] BAEKFOR»THS
EHLAGGELETEVIREICE DI, TIa=r—var352L
%, 2FY, HHOHCRAMEEEZLBLTIL2 T ICLAT 52
LIETER V. THLZNREEOBH IR, 2RO L EOR
RRWe S nboTREBWZI, HEOHENRAZLELTY
%o OFY, BUIAMATALLTOLAE LR ARR T L—F <, &
HHES, GEOAREZBELCHBEESTWEDE, Lzt
T WEFAHLEEGNRBRLEOTHE, HRL, WREFTLS
ETHRZ2b AT EKD, FTicfgsnizttRchrits
Bl TN REARD72, £, ROt TEZLT
ERFo7KATNRETH DL, HTHIELRLILINFEETH LT
LIITELR V. THLAREFEN, BUAZ L TEEMREZERDS,
KEOBLERL TS, TRLOEREZHI ALV GEZEL
Ty Bzbid, MINDWOIRA LA EHEIEOILFAREL THEA
BT oThsb, 2HLT. WRAEEL, BRI OZEHIZASGNS

Bids BALIH T B HR THHIENHIAINSLEAY), F2F NI,
[TV EAL] BAEFBDORMIT, Kk LN EARLELTT LA
D—WEL TEANFREA LG T2 A TODH S, Thbb, &
ROMAEEDDO [I70BUR] MEGFELRDZ, TNIEH,
SHICBIBT —TAANOH 2B BEMEEESPICL TR SO TIER
(AVAYLoF

RVERTHRZ DL, HHEORIEANORER, oLy
AETHDBEVESHEEHTHLDTH L |

Vavla - Ny

—_

© o N W A W

10.

—_
—_

23.

24.
25.

26.

27.

28.

29.
30.
. The Three Ecologies, Félix Guattari, 1989 (7x)yZ A - 7% [Zooxauy—] BiE

3

—

32.
33.
34.

35.

36.

. Hajoki, Penguin Classic, 2013 (W] [ 3CR2] #H¥S0#, —LVAE)
L IRYADANTZUARA (RIEHT 5014E) D5 % Fragments, Penguin Classics, 2003

(V777 2D AW R 4] WAL A s, OO0 N4E)

. The Rise of the Network Society, Manucl Castells, 1996 (FR# )

. Anywhere or Not At All: philosophy of contemporary art, Peter Osborne, 2013 (FR¥#R)
. Ibid.

. “Duty-Free Art”, Hito Steyerl, in E-Flux March 2015 GR# )

Ibid.

. The Rise of the Network Society, Manuel Castells, 1996

. “When Flatness Rules”, Pascal Giclen in Institutional Attitudes: Instituting Art in a Flat

World, 2013 (FR# )
A New Philosophy of Society: Assemblage Theory and Social Complexity, Manuel DeLanda,
2006 (GR#EFFH

. “Technological Forms of Life”, Scott Lash in Theory, Culture &' Society, vol. 18, no.1, 2001

(R

. The Political Theory of Possessive Individualism: Hobbes to Locke, C.B. MacPherson, 2010

(CB.=777=v> [HiAWAANLEROBIGEEG] BITFHEAT SR, —JUNO4)
(A

. Ibid.
. “Collective Desire and the Pathology of the Individual”, Jodi Dean in The Psychopathologies

of Cognitive Capitalism, Part One, 2013 (GR#FH)

. Entering the Flow, Boris Groys, 2013 (GR# )
. Ibid.

. Structuralism and Post-Structuralism: an Interview with Michel Foucault Gerard Raulet,

Telos no. 55, 1983 (iR#R)

. The Soul at Work: From Alienation to Autonomy, Franco ‘Bifo’ Berardi, 2009 (FR# )
. After the Future, Franco ‘Bifo’ Berardi, 2011 (FR# )

. Ibid.

. Ibid.

. “Introduction, Attention as a Cultural Problem”, Matthew Crawford in The World Beyond

Your Head: On Becoming an Individual in an Age of Distraction, 2015 (RHFEH

“Designing Organizations for an Information-Rich World", Herbert Simon in Computers,
Communication, and the Public Interest, 1971 (@& )

“Attention Shoppers!” Michael Goldhaber, in Wired, December 1997 (GR#R)

“What is the Contemporary?” in What is an Apparatus and Other Essays, Giorgio Agamben,
2009 GR#R)

Essays Critical and Clinical, Gilles Deleuze, 1998 ()b« Fob—Z [#LFFLERIR] “Fri
B Z BB WMHEEHE, —O—04) (FHI

A Thousand Plateaus: Capitalism and Schizophrenia, Gilles Deleuze and Félix Guattari, 1980
(DN Fo—=X &7y A5 [TFOT7Ib=] LT, FEE—1Z5R
EHiit, ZO—04) (HEH)

Anti-Oedipus, Gilles Deleuze and Felix Guattari, 1968 (V) FyV—X& 77 A + F5Y
[7oF 4747 R) EF. FHHE—R WHERHL. ~OO0NE) FRERN)

Ibid.

Ibid.

L LA OO NME) GREF

Ibid.
Ibid.
[TEXX] LWHPEEIL, (RREFICB W THABEERT 2BEHHFEICHRL T2,

EROFFHEIIBVTE, AT 2T RTOADBT 7 EATHIEDTEL LB
FOERTEIE (B, 225 K, R R i) 2EKT 5, IHLBFEIAShDD
DTHY, BAEINLLOTEL (W :Wikipedia)

The Accursed Share: an essay on general economy, Georges Batailles, 1949 (Yarya - "y f2
[Wbn=isr HHEORSR] bR, $iEEE, ~O0=4) GRERN)

Theory of Religion, Georges Batailles, 1973 (Yah¥a - N¥A 2 [EHOMG] Bkl R,
BAFEIELH, “OO M) (REP) . FEE—LWOER, BEREL TS,



12

Take Me To The River

Tom Trevor

The opening sentence of Hijoki, written in 1212 by Kamo no
Chomei, is celebrated in Japanese literature as an expression
of mujo (the transience of things): “The current of the flowing
river does not cease, and yet the water is not the same water as
before.”" In the Western tradition, a surprisingly similar saying
is ascribed to Heraclitus, circa 500 BC: “You cannot step

into the same river twice”, along with the famous declaration:
“Everything flows, nothing stands still.”? Both employ the
image of a river as a metaphor for the flow of time, and thus
impermanence, evoking a sense of the ephemeral nature of
existence and the continual process of transformation that
renders all social certainties, and their associated hierarchies,
transitory and, ultimately, inconsequential. The common
ground shared by these two viewpoints on the world, deriving
from very different philosophical traditions, is the riverbank
on which a human subject is standing, contemplating the flow

of time and its passage into the future.

In more recent times, Manuel Castells defined a new “space
of flows”, in The Rise of the Network Society, arising out of the all-
pervasive flood of communications now circulating around
the planet. With the acceleration of globalization, the rapid
developments of information technology and the advance of
neo-liberalism over the last twenty-five years, many disparate
worlds have become interconnected and contemporaneous with
each other. This new ‘multiplicity’ is characterized by massive
demographic shifts, diaspora, labour migrations, movements
of global capital and rapid processes of cultural hybridization.
Thus ‘the contemporary’ could be said to refer to a worldwide
situation, the most definitive characteristic of which is the
experience of being immersed in a deluge of information,
marked by an unprecedented diversity and depth of difference,
by the coexistence of incommensurable viewpoints and by the
absence of an all-encompassing narrative (such as modernity
or post-modernity) that will enlist the participation of all.
Within this confluence of multiple temporalities that make
up the contemporary, many different ‘currents’ compete for
ascendency, but with no clear vision of the future. The flow of
time has accelerated to such an extent that we seem to be locked
in a perpetual present, described by Castells as a “timeless time”,
in which “the space of flows ... dissolves time, by disordering
the sequence of events and making them simultaneous, thus

installing society in an eternal ephemerality.”

With the shift from ‘the modern’ to ‘the contemporary’,
and the convergence of multiple worlds that constitute our
present times, the conditions for experimental art practice

have radically changed too. Whereas modernism required

an ‘avant-garde’ to constantly critique and refresh it, as a key
part of its future-oriented progression, the future-less present
of the contemporary can no longer support such a utopian
rationale. As Peter Osborne writes, “if modernity projects

a present of permanent transition, forever reaching beyond
itself, the contemporary fixes or enfolds such transitoriness
within the duration of a conjuncture, or at its most extreme,
the stasis of a present moment.” The analytic, psychological,
and libidinal structures of twentieth century art and politics
were beholden to the temporal form of the future, and to the
continual transformation of society for the better. It was a
great and empowering myth, but few believe in such a utopian
vision any longer. Instead, Osborne says, contemporary art now
functions as an expression of the “disjunctive unity of present
times.” Or, as artist Hito Steyerl puts it, “contemporary art
shows us the lack of a (global) time and space. Moreover, it
projects a fictional unity onto a variety of different ideas of
time and space, thus providing a common surface where there
is none. Contemporary art thus becomes a proxy for the global
commons, for the lack of any common ground, temporality, or

space.”

In the emerging global condition of flux, the idea of a
common ground from which to reflect upon the passage of
time, along with traditional notions of the self as grounded in a
communal sense of place, has been washed away, replaced by a
‘network culture’ of shifting meanings and values. In this fluid
state, meanings and values no longer derive from individuals
or places, or from fixed intrinsic qualities, but rather they are
contingent and relational, generated by interactions in the space
of flows. Effectively, the nexus of social relations has shifted to
people’s place in time rather than in space, defined by dynamic
movement rather than by static location. The question arises,
how will the singularity of the artist function and change in
relation to these new conditions? What happens when the
subjective self is set adrift on the space of flows - when you ‘take

me to the river’?

The Space of Flows

Castells’ notion of the space of flows is based upon a
hypothesis of social transformation: “A new society emerges
when and if a structural transformation can be observed in

the relationships of production, in the relationships of power,

and in the relationships of experience.” He suggests that a
new aggressive form of ‘communicative’ capitalism emerged
towards the end of the twentieth century, which is rapidly
transforming social and economic conditions around the globe.
This has been challenged by a multitude of social movements
on behalf of cultural singularity and people’s control over their
own lives and their environment. Thus, according to Castells:
“Our societies are increasingly structured around the bipolar
opposition of the Net and the Self.”® In this polarity, the Net
stands for the new fluid formations arising from the pervasive
use of networked communication media, while the Self
symbolizes the activities through which people try to re-affirm
their identities under the conditions of structural change and
instability that go along with the re-organization of core social
and economic activities into dynamic networks. New social
formations emerge around primary identities, which may be
sexual, religious, ethnic, territorial or nationalist in focus, in

opposition to the shifting relativity of the information age.

The emerging space of flows, made up of the global
movements of things and people, is characterized by being
continuous and in ‘real time’. There have long been cultures
that were built on trade and exchange across large distances,
of course, but now these interactions are instantaneous. What
differentiates the new global economy from the world economy
of previous ages is that it has the capacity to work as a unit in
‘real time’ on a planetary scale. One of the consequences of being
digital is that the space of flows can expand and contract very
quickly. The volatility of the financial markets, for example,
has a lot to do with the volume and speed of electronic trading.
Significantly, such changes are not only quantitative (changes in
size) but also qualitative (changes in kind). As flows change their
volume and direction, the parties interacting in the network
change their characteristics too. In contrast to the traditional
place-based paradigm, the characteristics of each element in
the flow are less dependent on their internal qualities than on
their relationship to others. In other words, function, value and
meaning in the space of flows are relational and not absolute. As
the network changes, as old connections die and new ones are

established, meanings and values change too.

One of the latent effects of the space of flows is to make
the world ‘flat’. Under these new conditions, Pascal Gielen
suggests, “time-honoured hierarchies, traditions, elites, canons,
and forms of ‘grandeur’ are now subject to eroding movements
that have a tendency to always gravitate towards mediocrity... In
short, today’s networked society has a problem with qualitative

judgement, or verticality.” The democratization of art, for
example, suggests that anyone can have an opinion about

the quality of a work of art, and this is symptomatic of a new
general horizontality in society at large. Neo-liberalism, flowing
freely through the veins of the global network, guarantees

the dominance of only one hierarchy, that of numbers, or
‘quantities’, which effectively make every quality relative.

In this global regime of reductive equivalence, everything is
exchangeable and nothing exists outside exchange. Thus, in a
flat world, all qualities are henceforth to be expressed in terms
of quantity, making any quality inter-changeable with, or at
least comparable to, any other quality. This not only impacts
on the supposedly ‘singular’ qualities of the artist’s aesthetic but
also on the institutions that support them, which traditionally
stood for verticality but now must be justified in terms of

measurable quantities and outputs.

If things and people are no longer defined by their intrinsic
qualities but by their relational position to one another, the
unit of analysis can no longer be the single element, such as an
individual or a unique object, but what happens ‘in between’,
and what is created through association. Such an associative set
of relations, or ‘assemblage’, does not have an inner essence that
determines the whole. Rather, as Manuel DelLanda has written,
assemblages are “wholes characterized by relations of exteriority”,
where the “properties of component parts can never explain the
relations which constitute a whole”.!* Thus, if two people are
engaged in a conversation and develop a new idea, the idea does
not stem from one or the other of them, but from the association
that they have created. Scott Lash takes this idea further,

describing a new “technological form of life”!!

(referencing
Ludwig Wittgenstein’s ‘lebensform’ but placing an added
emphasis on the fact that these associations are increasingly
made possible by information technology). This shift towards
the relational has powerful implications, of course, not only for
the idea of ‘the individual’, but also, more specifically, for the

integrity of the artist, as a subjective singularity.

The Dissolution of the Artist

In the Enlightenment paradigm, the individual was seen as

the primary form of subjectivity. C.B. MacPherson locates a
‘possessive individualism’ at the heart of the liberal theory of
the seventeenth century, which conceived of the individual “as
essentially the proprietor of his own person or capacities, owing
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nothing to society for them.”'* For liberal thinkers, “the human
essence is freedom from dependence on the wills of others, and
freedom is a function of possession.””® The lone artist described
by modernism, ‘autonomous’ and free from social constraints,
could perhaps be viewed as the ultimate embodiment of such a
liberal conception of free will. However, if we step back from
this normative position, privileging the individual as the proper
or exclusive form of subjectivity, then it could be argued, to
the contrary, that this culturally constructed identity is, rather,
a political form of separation and enclosure. Indeed, political
theorist, Jodi Dean describes the “pathology of the individual”
afflicting bourgeois capitalism as “a form endeavouring

to abolish collective subjectivity by separating it into and

containing it within individuated bodies and psyches.”!*

Prior to modernism, and the privileging of the individual
form of subjectivity, the main pre-occupation of ‘the artist’,
across many different cultural traditions, was to overcome their
own particularity, and to get rid of their specific point of view
so as to gain access to a general, universal world view that would
be valid everywhere and at every time. In his essay, Entering
the Flow, Boris Groys describes this as a “search for totality”."
However, Groys says: “during the period of modernity we got
accustomed to the view [that] human beings are incurably
mortal, finite and therefore irreparably determined by specific
material conditions of their existence. The humans cannot
escape these conditions even by the flight of imagination
because every such flight always takes the reality of their
existence as a starting point. In other words, the materialist
understanding of the world seems to deny to the human beings
the access to the totality of the world that was secured to them

by religious and philosophical tradition”.'¢

With the waning of modernism, post-1968, the relationship
between subjectivity and the social apparatus was radically
revised in the writings of Michel Foucault. The nuclear family,
the asylum, the prison, the school, (the art gallery) all of those
institutional bodies that form the matrix of modern society
were now analysed as mechanisms of discipline, and the kind of
subjectivities they produced as modes of ‘subjection’. Foucault
characterized his work as a ‘genealogy of the modern subject’, a
history of how people are socially constructed as different types
of subjects, whether as delinquents, homosexuals, mentally
ill, or, through such exclusions, as ‘normal” and ‘healthy’. By
focusing on the ‘histories of the present’, such as the history
of sexuality, madness or criminality, Foucault aimed to show

how our subjective conceptions of reality and social relations

are entirely relative, shaped by “a precarious and fragile
history.”"” Thus the special subjectivity of the artist, privileged
by modernism, becomes just one amongst many constructed
identities, now fast dissolving in the reductive equivalence of

the contemporary space of flows.

Whereas in the late 1960s artists had begun to draw
attention to the socially constructed nature of identities, artists
of the current generation frequently represent an idea of identity
that is not only constructed but that is unstable, mutable
and inconsistent. In the twenty-first century, social media,
surveillance, reality TV and digital technologies are having
a dramatic effect on the idea and representation of selfhood,
collapsing the distinction between the public and the private,
the real and the fictional. The idea of the body augmented by
technology, and an understanding of identity that is visibly
mapped by networks of social relationships, aligned to brands,
expressed through lifestyle behaviour, and performed for an
anonymous all-seeing audience, has become a defining notion of
contemporary existence. This is likely to become an increasingly
uncontested idea of identity as we progress through the next
decade, and as the Net increasingly infiltrates our sense of Self.

After the Future

With the decline of Enlightenment values, the end of
modernism and the rapid penetration of the Net into all
aspects of Self, the new invasive form of communicative or
‘cognitive’ capitalism that now prevails is actively redefining
subjectivity in relation to ‘immaterial production’. Where the
processes of subjection arising with modern industrial societies
required a disciplining of the body (for physical labour),

the rise of post-Fordist modes of production take the mind,
language and creativity as its primary tools. In the sphere of
digital production, exploitation is exerted essentially on the
semiotic flux produced by human time at work. It is in this
sense that the term ‘immaterial’ is applied. As Franco ‘Bifo’
Berardi writes, “Language and money are not at all metaphors,
and yet they are immaterial. They are nothing, and yet can

do everything: they move, displace, multiply, destroy. They
are the soul of Semiocapital.”’® Under these contemporary
conditions, genuine subjective singularity can only be a
hindrance to the smooth operation of immaterial production (at
least, until it has been recuperated and co-opted into the neo-
liberal narratives of the so-called ‘creative industries’).

Berardi describes the process of redefining subjectivity as
‘desingularization’. “Desingularization of living thought and
activity is mandatory for access to the network. In the global
network there are not working persons, but an infinite brain-
sprawl, an ever-changing mosaic of fractal cells of available
nervous energy. The person is nothing but the residue —
therefore precarious — of the process of valorization.”"
Subjectivity and desire are constantly disciplined by the semiotic
flux of communicative capitalism. Our relationship to language,
and thus to others, is mutated by the demands of the Net, “more
and more to do with inorganic connection, and less and less to
do with the body of the mother.”?’ Berardi goes on to illustrate
what happens when access to language is separated from the
body and from affection, reduced to mere interoperability

between machinic elements of an emotionless exchange:

“Let us think of the crowd of people sitting in the subway
every morning. They are precarious workers moving
toward the industrial and financial districts of the city,
toward the places where they are working in precarious
conditions. Everyone wears headphones, everybody looks
at their cellular device, everybody sits alone and silent,
never looking at the people who sit close, never speaking
or smiling or exchanging any kind of signal. They are
travelling alone in their lonely relationship with the
universal electronic flow. Their cognitive and affective
formation has made of them the perfect object of a process
of desingularization. They have been pre-emptied and
transformed into carriers of abstract fractal ability to
connect, devoid of sensitive empathy so as to become
smooth, compatible parts of a system of interoperability.
Although they suffer from nervous aggression, and from
the exploitation that semiocapitalism is imposing on
them, although they suffer from the separation between
functional being and sensible body and mind, they seem
incapable of human communication and solidarity; in
short, they seem unable to start any process of conscious

collective subjectivation.”!

In this universal electronic flow, attention is the primary
unit of currency. As Matthew Crawford writes, “attention is

22 If economics

a resource—a person has only so much of it.
is the study of how a society uses its scarce resources then it
is attention rather than information that is most in demand.
We are drowning in information, but it means nothing if it

cannot command our attention. Herbert Simon first defined

the concept of an ‘attention economy’ in 1971, writing, “in an
information-rich world ... the wealth of information creates

a poverty of attention and a need to allocate that attention
efficiently among the overabundance of information sources
that might consume it.”* Michael Goldhaber goes further and
speculates that transactions of attention will rapidly replace
monetary exchange, declaring that: “attention can ground

an economy because it is a fundamental human desire and is
intrinsically, unavoidably scarce... People trade attention at
work, at home, and in between, day in and day out. Anyone
tied into the Web might make hundreds of such transactions
a day, far more than the number of monetary transactions they

are likely to be involved in.”?%

So how might the subjective singularity of the artist relate
to this rapidly emerging attention economy, and the utopian
desire for a ‘resingularization’ of lived reality? How could such
singular resistance to the homogenisation of global network
culture, and the disciplinary matrix of social institutions,
contribute to a process of conscious collective subjectivation?
How can the artist help to re-introduce a poetics of empathy
into the emotionless space of flows, reconnecting language with
the body, and affection? In short, why should we continue to
pay attention to the artist?

Resingularization

In answer to the question “What is the Contemporary?’ Giorgio
Agamben defined the very essence of contemporaneity as being
‘out of step’ with the historical present: “Contemporariness

is, then, a singular relationship with one’s own time, which
adheres to it and, at the same time, keeps a distance from it.
More precisely, it is that relationship with time that adheres to
it, through a disjunction and an anachronism.”” Within this
framework, the condition of the contemporary artist could be
conceived of as a kind of disjunction, out of synch with the
cultural mainstream, or as a kind of ‘malaise’. In a process of
creative self-examination the artist reflects upon their own
symptoms of pathology in relation to social convention and
through self-diagnosis, which is inherently bound up with an
awareness of the distribution of power in society, seeks out
new re-vitalizing forms of expression, and thus of cultural
renewal. Hence, philosopher, Gilles Deleuze asserted that
“literature is an enterprise of health””, describing his literary

theory as ‘clinical” as well as critical. Like Friedrich Nietzsche,



Deleuze saw philosophers and artists as being united by a
shared interest in ‘symptomatology’, the practice of arranging
symptoms creatively in order to diagnose the ‘diseases’ of
cultural life. The question remains, however, as to how the
disjunctive ‘pathology’ of the artist can connect, beyond the
realm of art alone, to the socio-political and to the world-

historical, or, in other words, to a renewed idea of the future?

In A Thousand Plateaus, Deleuze and his long-term
collaborator, Félix Guattari, adopted Nietzsche’s notion of
‘the untimely’, as a disjunction with the stasis of the historical
present, in order to develop a philosophy of the future
which they referred to as ‘becoming-’, a process of change
that could generate new ways of being. Rather than seeking a
universal common ground from which to narrate the future, or
attempting to appeal to a total conjunction of present times, the
process of becoming serves to account for relationships formed
organically between the discrete elements of an ‘assemblage’
(whether social, linguistic, conceptual, ‘practical’ or otherwise).
In the process of becoming, one part of an assemblage is drawn
into the territory of another, changing its value as an element
and bringing about a new unity. An example that Deleuze and
Guattari use to illustrate this principle is the way in which
atoms are drawn into an assemblage with other nearby atoms
through affinities rather than an organizational purpose. This
process of ‘deterritorialization’ is one in which the properties
of the constituent element disappear and are replaced by the
new properties of the emerging assemblage—“becomings-
molecular of all kinds, becomings-particles.”” Thus, in a
process of ‘molecular revolution’, the disjunctive singularity of
the artist could be seen to function as a kind of ‘free radical’, de-
territorializing rigid social structures and helping to form new

collective assemblages of subjectivity, through elective affinities.

For Deleuze and Guattari, social transformation can only
be achieved through the liberation of subjectivity and desire
from the confines of the disciplinary apparatus. In Anti-Oedipus,
they proposed the idea of ‘schizoanalysis’ as a ‘universal clinical
theory’ of subjectivity, calling for an uprising against “the
narrow cells of the type ‘couple’, ‘family’, ‘person’, ‘objects’...”*®
They saw subjective desire as the real force of production, “not
a theatre, but a factory”, a “Desiring-Machine... that creates
all social and historical reality.”® To re-connect with the
liberating forces of desire, the engine that generates culture
in all its manifestations, will require, “a whole scouring of the
unconscious, a complete curettage”, as they described their
schizoanalytic method. “Destroy Oedipus, the illusion of the

ego, the puppet of the superego, guilt, law, castration”, and in so
doing create a subject which exists “well below the conditions
of identity.” Only then can a process of resingularization and

conscious collective subjectivation begin.

Félix Guattari took this idea of personal transformation
further, in his late essay, The Three Ecologies, extending the
definition of ecology to encompass social relations and human
subjectivity, as well as the environment. Guattari argued that
just as the planet is being destroyed by globalization so is society
and our own mental health. To counter the homogenization
of mass consumerism, he said, there is a need to recover
“intensities”,’' to re-claim “existential territories”* through
the singularity of the creative imagination (specifically the
domain of the artist). Like the consciousness raising movements
of the 1970s, with slogans such as ‘the personal is political’,
Guattari called for a “resingularization of life” - a “micropolitics

of desire”*?

- in the battle for the future. The primary force of
production for the new collective assemblages of subjectivity
that will emerge will be a myriad liberated Desiring-Machines.
Thus the creative imagination — as embodied in the singular
‘untimely’ condition of the artist - is understood to be a means

to bring about social change.

In order to resist the reductive equivalence of the space
of flows, these resingularized forms of life must combat the
principle of exchange with a poetics of /ntimacy, re-introducing
affection and ‘the body of the mother’ into social relations,
through the counter principle of sharing (and its corollary, ‘the
commons’). Different from any form of economic or symbolic
exchange, the principle of sharing eludes a simple reduction
to equivalence, as it is based upon forms that yield no return
because they remain outside of exchange and, indeed, cannot be
exchanged. Georges Batailles referred to this “excess”, outside
exchange, as “the accursed share”,® including the arts as an
example of non-recuperable surplus energy within the general
economy. Sharing, and the ‘gift economy’, run counter to the
rationalist assumption about human behaviour, that individuals
tend to act out of selfish motivations which means that most
behaviours can be understood in terms of exchange (‘we give
something in order to get something back’, ‘we do something
because we get something out of it’). To the contrary, sharing
actively resists the establishment of equivalencies between
values, and cannot be grasped in terms of rationalism or

exchange value.

The ‘existential’ nature of sharing is based upon the fact

that we give freely of ourselves in our own lived ‘real time’. We
cannot share without communicating, and without putting

our own selves, our own being, into play. It is this connection
to intimacy, and with the limitations and fragility of our own
bodies, that also represents an inner limitation of sharing. So
while sharing as a political act limits exchange, it is itself limited
through the finitude of existence as well. Thus the act of sharing
is an existential experience, reminding us that the world, and
the meanings we generate by virtue of having a world, is already
a shared world. In fact, it is quite impossible to think of the
world in any other way. No one can exist as a cultural being
and not share. These anti-economic, political and existential
meanings make up the core of sharing. They make it an activity
in which we create ourselves as communities of beings before
we do anything else. Thus intimacy can be understood to be

an antidote to the desingularization of the contemporary space
of flows, and the act of sharing our existential singularity, in
lived ‘real time’, as part of a process of conscious collective
subjectivation, and thus the ‘micro-political’ basis for the future
transformation of society. Perhaps this might also explain the
renewed significance of the artist today?

“What is intimate, in the strong sense, is what has the

2
passion of an absence of individuality, the imperceptible
sonority of a river .."%

Georges Batailles
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TEREMH . 1967 F I TR SN, BUELITH T

TR ZRLIE” HOHKOHB T ELALE DB FIToTE2 T LR, £
BxHHaAobBES0ERICHZVME (MH, Uik, KK mioxr
N—ERER 2T+ —3 VAEME A AL CEERERTH L, &
DT A=Y AREAGFK RO ESN T I 7Dz, Yar - r—IUHE-
72X, EBEE HEPDLLBVITETHL . 1960 ER OIS A%
CEAORBEE RIS, TLAEH0E)CREZBA LI AR T, F
7oo TR EGEG I TCEZLIL A, BEOLERES, Z—ET%bo
THEEEHRITTEZ, BT —MERDPEZZDObDEL LI %ML 2D
5. BRSO ML S rbEVER B OBk oE — R IR
R INT=vr) BBUT, FV—THNOJJFICEEEEVTE, ZLTR
7727 RSN RO L2 2IFA, mBYN-—YI F—L
Tid, 1972419 THrb 7z (IE: The Play Have a House (K : 71413
RE¥Eo7)) REBLE, SRIINELALZNSER T, RElEE)Z
SN O KEE N2> THRALTWLDBDTHo7 GEHF. MEIEZ =y
IOLOIEINL) . BWEMNO [HXok] (FLiar#rhiz—LMkE
DOfE) lbED, ZONETHRIE, HEMLIILF—2o0, 18
RWAETFICBI 2 A ERWOME2SOBBLL TR TELRDLR
VA, TITEL JINCEY, BUCHEEZEE, EIANE LN ENT
ToTNBEZAIZM AP oT VD, TOTZYa IZEHITT, 711131969
EMEHO (BUREMOTN) ORFEFEELTVD, THIEAVN—72b
[The Play] (pFTEPNI, BEAFI— VDT TlEslz KEIEO
B (3.5x8A—MV) IZE-T FHNL WL ZENOGTIEEBITHEH 2
SRRETNZ TFTHE0HIDDEo7 (2011 HFICE BT, 201341290
=X CHESNZ), HOEETTI b, <V0yagc: Happening in an
Egg) (19684E~) T, 7VARERLI (3582.2 A=, 3.3 A—}
V) ERHARRE2S 30 F Ol REICEETRLTWS, ZREKRTFHED
WIS T A AW REANBET A28 BRLbDE 07, ZoTrvay
KBML72Yr—=FVAMINT Ty I AY N =Dk E—13 "B A0
B, W 2H00 2 WL SDOMMDA A—V s~ TICEELTwET "
EHMILZ, TUVI ORISR ASNZEVRRBICIE, —r A4
IS o7z M %R T EIREAAT O 25 Z T W72 ZDHDOII O
FHEH SR

1. [ 7V A4 ) [black cover] (KB : 7LAICE BT, 1981 4F)
2. Silence: Lectures and Writings, John Cage, 1961

3. [ 714 ][black cover] (KB : 7FLAICEBEBE I, 1981 4F)
4. Ibid.

5. Ibid.

The Play

artists’ collective, formed in 1967 in the Kansai region and still active today

Staging most of their actions “without particular reason” in “natural
outdoor spaces"l, The Play is a fluctuating artists’ collective whose
members have been coming together from across the Kansai region
(including the cities of Kobe, Kyoto and Osaka) for the past fifty years

to create experimental performances, without any pre-conceived idea of
their end result. As John Cage said, experiment is “an act the outcome of
which is unknown.” Emerging out of the social upheavals and political
tumult of the 1960s, The Play embodies an attitude of playfulness,
sincerity and humour, resisting the dull homogeneity of modern culture,
and refusing to distinguish art from life. Implicitly rejecting the notion
of the artwork as an end in itself, the collective has always stressed its
own internal dynamics, based on sharing and on “making-together”, in

a physical as well as a spiritual sense, through the staging of ephemeral
situations and ‘happenings’, admitting that they only really like “the
infinite time and space of open air.””. For the Dojima River Biennale,

the group re-activated a project, /E: The Play Have a House, first realized
in 1972, floating a small house down the Kizu and Yodo rivers, from
Mount Kasagi towards Osaka Bay (stopping for the occasional picnic

en route). Like Kamo no Chomei’s ‘ten foot square hut’ (the central
motif of Hijoki), this dwelling could be interpreted as a retreat from the
social hierarchies and individualist values of modern life, but here set
adrift on the river, at the mercy of the current, heading wherever the
flow will take it. As a precursor to this action, The Play also presented
documentation of Current of Contemporary Art, a project first realized in
1969, showing the group afloat an arrow-shaped raft (3.5 X 8 metres)
made of Styrofoam blocks and inscribed in red letters with the words ‘The
Play’, drifting precariously downstream, going with the flow of the Uji,
Yodo and Dojima rivers, from Kyoto to Osaka (re-activated in 2011 on
the Dojima River, and then again in 2013 on the River Seine in Paris). In
another related project, Voyage: Happening in an Egg, from 1968, The Play
set a giant egg (2.2 metres high X 3.3 metres wide) adrift on the Kuroshio
current, 30 kilometres off the Japanese coast, in the hope that it would
follow the Pacific Ocean’s marine currents and reach America’s western
shores. To the journalists that attended the action, founding member,
Keiichi Tkemizu explained, “the egg carries an image of liberation from
all mental and material restrictions imposed on us in our contemporary
era.” In a short statement, accompanying documentation of the project,
it was stated that, “about a month later we received a telegram sent by a
ship telling us they had found it. After that, nobody knows where the egg

. »5
1S now.

1. Play [black cover], trans. Reiko Tomii (Osaka: self-published by The Play, 1981)
2. Silence: Lectures and Writings, John Cage, 1961

3. Play [black cover], trans. Reiko Tomii (Osaka: self-published by The Play, 1981)
4. Ibid.

5. Ibid.
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Motoyuki Shitamichi

born 1978, Okayama, lives in Nagoya

Motoyuki Shitamichi is a ‘traveling’ artist, known for his interest in
borders. In the course of his wanderings, drifting from place to place
without a specific destination, he accumulates objects that he stumbles
upon, often relating to symbolic sites of exchange, or he photographs
examples of hidden border crossings, such as the derelict remains of zorii
(shrine gates), encountered in foreign lands once occupied by Japan, or
the Remnants of wartime bunkers, scattered around the islands’ coastline.
In the Bridge project, Shitamichi took photographs of everyday ad hoc
structures, such as a plank of wood or a concrete slab that people had
improvised into bridges so as to cross day-to-day boundaries, such as

a ditch or a gap in the footpath. For the Dojima River Biennale, he
created a number of new projects in relation to the idea of borders, and
transformation, under the umbrella title of Floating Monuments, exploring
the concept of “drifting/staying”, and the notion that “things that look
solid are in fact liquid”. For the work, Original Boundary, the artist used
samples of seawater, scooped up from the ocean border between Japan
and Taiwan from the side of a fishing boat, which he then sold in the
Biennale shop, in small bottles, as a limited edition of 100. He also
presented an installation of new works made on the Japanese island

of Okinawa (a major base for the US military, since WWII), entitled
Okinawan Glasses, using glass bottles swept ashore from across the

Pacific Ocean by the Kuroshio current, out of which he crafted a range
of recycled Ryukyu glassware. Alongside this he placed a ‘duralumin’
plate, found in an Okinawan thrift store, made from the recycled metal
of WWII fighter planes (still bearing the “Watertown’ stamp of the
original US plate that was used to cast it). Behind this display of battered
bottles, recycled metalware and beautifully flawed glasses, arranged along
the counter of a shiny bar, Shitamichi projected a video, Tsunami Rocks,
showing the artist gathering up these washed-up bottles from the beaches
of Okinawa, whilst wandering amongst the giant boulders deposited on
the island during a tsunami that took place 240 years earlier. Shitamichi’s
poetics of ‘drift’ problematizes our assumptions about borderlines,
values and exchange. How do you find a value for a particular sample

of seawater, from a particular place, that challenges its generality as

just ‘seawater’? Is the water more valuable because it derives from the
borderline between two rival nations? Or because it has been presented
for our attention by an artist? In the imaginary process of valuation,
what does it mean to attach the flotsam and jetsam of time to particular
narratives of history in order to invest them with significance?
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i 5E A Ryoji Ikeda
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1966 4 IE B A F ., /) FEME born 1966, Gifu, Japan, lives in Paris = - F [ = i : . . ke -
MHEERIIE T ATATEF VI LT — s five, Heth. TFEZER Working with electronic media and digital data, Ryoji Ikeda explores - g 4 i -, ¥ Y i P x a e o . i =
o End, bobbi Yy I AT E TR oL, 20OABEELTH the nature of sound and light by first reducing them down to their . r, _' SRy 1 . : :=-__ = A 3 A -
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BWETAT2TVORBENED LT Ho THIRLIRLIZ KRB CHEEOSH 51 audiovisual compositions, which often take the form of large-scale = i : z = 5 - 0 1B - "5 ] = . = Y T =
YAIVL—TarvOEL), BIEMEERT EOLETHEIHIIND LA immersive installations, operating at the intersection of contemporary E = - i = : = e == = o S RN s A Y AL R = E
Bo EMIRELTAY—FL., ERER /A XGEEEY [H0 | REDOE% art and experimental music. Starting out as a composer, working with ==L 1= : = =5 = im- 1= ] I =3 = . =
Pz hss (Biz, ABOEEYFY0EEREND) . a2 12/ sound in a variety of ‘raw’ states, such as sine tones and noise (sometimes 2 vl — 3 = 5 - == 1 = = Ly B i 5 = L e
LS O LT T RS 7 DDA Y RS e S asCh using frequencies at the very edge of the range of human hearing), 3 o : > = = : = i = = 2 o = e -
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B (AXIET) )= XEFLC, BOARTET AONDOLD BB H AN initially through the specrra series of light installations, isolating specific = - - o = — - = =3 = = - = 3 = - =
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. . ~ . . o R with a meticulous layering of sonic elements producing immense and = ¥ - = = = (1] — e — =
f’l/-_—:jl /@qu'?kﬁj%ﬂﬁiaE%@ﬂS%:%ﬂ? L. fEROBNF o7z, b7 seemingly boundless acoustic spaces. As the audience encountered this = - = = ¥ - - ' =
RN LR LBRIBOOHT, environment, they became active participants, entering into the data flow = = =
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Ly - - i = = - - ==
[ = = = -
i : - = = E > ==
L - B =Ra k=% = L | =
: =0 =8 = = = . § =i Tl b
S B BCL = = - ' 11
1. +/- (the infinite between o and 1), Ryoji Tkeda, Museum of Contemporary Art Tokyo, 2009 1. +/- (the infinite between o and 1), Ryoji Tkeda, Museum of Contemporary Art Tokyo, 2009 ' - : - : - — ==

2. Artists website: http://www.ryojiikeda.com/project/datamatics/ 2. Artists website: http://www.ryojiikeda.com/project/datamatics/
3. Ibid. 3. Ibid. 3 Il - - - - -
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1. The Land of the Eternal Infant (video transcript), Melanie Jackson, 2015

Melanie Jackson

born 1968, Hollywood, UK, lives in London

Melanie Jackson has developed a practice that allows her to reflect upon
her own implication in larger social systems of circulation and exchange,
and the prevailing narratives around everyday commodities that work to
normalize our daily consumption of consumer products. Previously she
has focused on globalization and popular attitudes towards the circulation
of goods and people around the world, whilst, in more recent times, her
attention has shifted to the mythologies and processes of abstraction that
we apply to natural products. Her approach is to try out different tactics
of representation, often referencing stories in the media, employing
many different techniques, such as drawing, print-making, paper-cutting,
origami, sculpture, papier-maché, video, animation, performance,

music, installation and other craft traditions, but always keeping her

own complicity in the representation of her subject visible, as part of

the circulation of meanings around her work. For the Dojima River
Biennale, Jackson presented two site-specific installations. In the two-
part work, The Undesirables, she referenced simultaneous events taking
place in the summer of 2007 along the British coastline in which the
subjects of the stories were deemed "undesirables’ by the UK authorities
and the media. The first part of this installation was made up of a diorama
of etchings reconstructing the wreck of the container ship MSC Napoli
off the ‘Jurassic’ coast of South Devon, and the ensuing media frenzy

as a bonanza of consumer goods were washed up on the shoreline —
motorbikes, methyl bromide, flip flops, 3600 xhosa bibles, a tractor, face
cream, perfume, etc. The unfettered pleasure of this free-for-all soon gave
way to a narrative of contempt towards the public as they plundered and
laid claim to the consumer goods that had become common property.

In the second part of the installation, an animated video interview with
nearby dockworkers discusses the imaging technologies and lengthy
measures taken by the UK authorities to detect illegal immigrants coming
into port in lorries and containers, officially perceived like so much
detritus washed up on the currents of global trade. Jackson’s second
installation, The Land of the Eternal Infant (commissioned specifically

for the Biennale), took the basic foodstuff of milk as its subject matter,
incorporating a mixture of unfired porcelain sculptures of cows’ skulls
and terracotta coconuts, multi-coloured porcelain and latex spills,

a computer animation on a de-constructed screen and a tower of
customized consumer products, reflecting on how this staple of everyday
life has become a cipher of protracted infancy and postponed desire

in contemporary culture. Milk is core to our early development, and
socialization as human beings, but it has also become the substrate for a
massive process of industrialization and mass-commercialization. As milk
is abstracted away from the maternal body, it has been made the subject
of numerous mythologies and fantastical associations throughout the
course of history. In Japan, the popular milk-based soda drink, Calpis,
weaves stories of fermented mare’s milk from the Mongol steppes and the
Taranbata festival of the stars into it’s corporate history, with the polka
dot design of its products based upon the constellations of the Milky
Way. Meanwhile, Harold Edgerton’s photographic documentation of
milk droplets and their slow-motion splashes became the basis for the
impact theory of bullet trajectories, the stroboscopic flashes later used

to model detonation of the atomic bomb. Thus, the artist observes, “that
which is associated with the establishment of life is re-routed for the
purposes of death”', abstracted from maternal care to annihilation.

1. The Land of the Eternal Infant (video transcript written by Melanie Jackson and Esther
Leslie), Melanie Jackson, 2015
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Peter Fend

born 1950, US, lives in New York

Peter Fend established Ocean Earth Development Corporation in 1980,
emerging from the New York-based Offices (founded with Jenny Holzer,
Peter Nadin, Richard Prince and Robin Winters). Operating as a

flexible collective of artists, architects and engineers, Ocean Earth was
specifically conceived as an instrument for implementing the goals of the
environmental art movement, building upon the ideas of ‘land artists’
such as Robert Smithson, Michael Heiser, Dennis Oppenheim and
Gordon Matta-Clark (with whom Fend worked closely until his death in
1978). One of Fend’s principle strategies has been to view global ecologies
as centred around ocean basins, rather than land masses (rendering

the terrestrial focus of human cartography peripheral to hydrometric
geographies). At issue is what changes in the world’s circulatory patterns
result from human actions, e.g. carbon emissions, deforestation, changes
in river run-off, river dams, phytoplankton depletion in ocean waters,
monoculture, desertification, etc. To deal with this human impact,

Fend zeroes in on smaller regions, always defined as ocean or saltwater
basins, and works to assess the environmental health of these sea areas,
and thus propose sustainable solutions. For Take Me To The River, in his
Ecological Self-Defence project, he focused on the sea areas bordered by the
territories of Japan but also by the lands of China, Korea, Russia, Taiwan
and the USA, and connecting ocean currents such as the Kuroshio, the
Liman, the Tsushima and the Oyashio. Adopting Prime Minister Abe’s
contentious reference to ‘self-defence’, Fend demonstrated the direct
ocean-borne impacts on Japan, as part of a larger ecosystem, under attack
from environmental pollution, the depletion of marine resources and
global warming. In Japan Local Waters, he honed in specifically on the ‘bay
basins’ of the Japanese archipelago, effectively proposing a re-organization
of territorial boundaries around the rivers and watersheds of the islands,
referred to as “Ecological-Depletion Taxation Districts”. This political
reorganization also suggests a new way of understanding local relations to
renewable energy production, as part of a process of replacing fossil fuels
with sustainable energy resources such as hydro-electric power produced
by waterwheels and wave energy and through the capture of solar energy
by plants, especially saltwater algae (which Fend views as the source of
the “new petroleum”).
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1. Interview with Yuken Teruya, Asian Art Newspaper, April 2012

Yuken Teruya

born 1973, Okinawa, lives in New York

Yuken Teruya is best known for his intricate paper-cut pieces, and for
meticulously crafted mise-en-scene, often using the most mundane
everyday materials. Throughout his practice he maintains an ambivalence,
on the face of it focusing on nature and the fragile beauty of exquisite
craft techniques whilst, at the same time, making a subtle commentary
on the politics of consumerism and globalisation, including the threat
this poses to localised cultural traditions and identities. A central
concern of his work is the idea of metamorphosis, and the subversion

of expectations or traditional meanings. Using a variety of materials and
media, from stacks of newspapers to paper shopping bags, toilet rolls to
pizza boxes, Teruya transforms the most familiar items of daily life into
tiny magical worlds, conjuring up a sense of particular, lived experience,
and value, in contrast to the growing standardization of consumer
culture. Growing up in Okinawa, still the site of many US military bases,
this duality of concerns could be tied to the subtle forms of cultural
resistance developed in the face of an alien regime. For Take Me To

The River, Teruya revisited an existing series of works, Notice-Forest,
featuring portraits of particular, authentic trees, cut from the paper bags
of everyday fast food stores, staging the reinvented trees’ connections to
the natural world via the materials of global consumerism. In the Dojima
River Forum he displayed a series of McDonald’s bags as a site-specific
installation in the back-stage area, behind the Main Hall, on a section

of the stage usually used for concerts. Speaking of this series of paper-
cuts, the artist explained, “I became enchanted with the ornamental
interiors of paper bags and began cutting out shapes with tiny scissors,
basing the cuts on photographs of actual trees. The inside of the bag is a
perfect place to resurrect the original qualities and spirit of an authentic
tree. In here, the tree appears to be situated in the middle of a vivid
forest with the light coming in through the hole on the top of the bag,
imitating sunlight and shadow... Starting out, I utilised brown bags, but
then I noticed McDonalds, Starbucks and subsequently Christie’s auction
house bags. I first thought that the colours of the bag would distract, but
then I recognised that they reflect the changing seasons flawlessly. It is
captivating to work with commercial bags because you sense their origins,
which have then been superseded by perishable sculptural trees.”’ The
ambivalent sense of the worthlessness of the McDonald’s bags set against
the exquisite beauty of the paper-cut trees produced out of them, and
the particularity of each portrait of nature, in the knowledge of the
industrial scale of destruction of forests happening around the world

so as to produce such throwaway packaging, embodied the unresolved
double think of consumer culture. For a moment you find yourself
transported into an enchanted woodland, with dappled light picking out
the painstakingly crafted details of the leaves and branches of a beautiful
tree, the next minute you are back in the world of McDonald’s, fast-food
culture and standardized, worldwide branding. Through the variations of
the packaging, different moods are conjured; the mellow ochre tones of
one bag evoking a sense of autumnal shades, the carnivalesque qualities
of another suggesting a walk in the park in the height of summer.
Reversing the flow of industry from tree to paper, Teruya’s work has an
environmental sensitivity, and subtle reflexivity, conjuring up poetry and
particularity amidst the detritus and homogeneity of urban life.

1. Interview with Yuken Teruya, Asian Art Newspaper, April 2012
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SUPERFLEX

founded in 1993, live in Copenhagen

SUPERFLEX is an artists’ group founded in 1993 by Bjornstjerne Reuter
Christiansen (1969), Jakob Fenger (1968) and Rasmus Nielsen (1969).
They describe their projects as ‘Tools’, that work as proposals for social
change, inviting people to participate in the development of experimental
models that alter the conditions of economic production, and the impact
upon the environment. Often their projects are related to alternative
economic systems, democratic processes of self-organization and linked
to their avowed interest in political and social engagement on a local
scale. They do not place themselves in opposition to existing systems, but
unpick the political, economic and communication strategies that have
been put in place in a particular social context in order to make them
more visible. Thus SUPERFLEX intervenes in places where it appears
necessary to implement a ‘counter-economic’ solution by experimenting
with means of alternative production. They conceive of their projects

in response to a specific context, whether it is that of an artistic
institution or a social situation and create works that often establish a
link between these two realities. They also make a distinction between
two types of projects with different temporalities: works that occur
during an exhibition and others that evolve over several years. Thus,
since 1997, they have been working on a biogas system (SUPERGAS),
first installed in Kenya, then Thailand and today in Mexico, perfecting
at each stage the means of production, utilization and commercialization
of this system. The project, GUARANA POWER, in which the artists
developed a drink, together with a local farmers’ cooperative from Maués
in the Brazilian Amazon who cultivate the caffeine-rich berries of the
guarana plant, is one of these sustainable projects that create a real
financial economy. These artistic activities are not necessarily opposed

to commercialism and globalization, but try instead to render economic
structures visible and to establish a new balance. For the Dojima River
Biennale, SUPERFLEX presented a site-specific installation of their
video-work, Flooded McDonald’s (2009), a 21-minute film in which a
convincing life-size replica of the interior of a McDonald's burger bar,
without any customers or staff present, gradually floods with water.
Furniture is seen being lifted up by the rising waters, trays of food and
drinks start to float around, electrics short circuit and eventually the
space becomes completely submerged. Flooded McDonald’s was originally
produced in Ho Chi Minh City in collaboration with the Propeller
Group (and in association with Matching Studio, of Bangkok), with all
of the props made specifically for the film. In the context of Take Me To
The River, the video was installed within the loading bay of the Forum, a
utilitarian concrete space designed for lorries to reverse directly into the
backstage area of the building from the street outside, separated from the
nearby waters of the Dojima River, and the commercial heart of the city
of Osaka, by a thin metal shutter.
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1. “Aki Sasamoto talks about her recent performances”, Artforum, July 2009
2. Ibid.

Aki Sasamoto

born 1980, Yokohama, lives in New York

Aki Sasamoto’s installations and performances explore the underlying
strangeness and nuances of everyday life. She uses sculpture, movement,
video, and sound to transform mundane actions into theatrical events.

As an integral part of her practice she often collaborates with others,
including artists, musicians, choreographers, mathematicians and
scholars, and she co-founded Culture Push, a New York-based non-
profit arts organization, to enable diverse professionals to meet through
artist-led projects and cross-disciplinary symposia. Her performance
works revolve around everyday gestures. She has described these carefully
prepared improvisations as an escape from “zhiis world (the everyday, banal
relationships, and talking)” into “zhaat world (productions, improvisation,
and introspective thinking)”,l like being transported into a parallel
universe. “I use judgments, generalizations, and fictions, all crafted as
close as possible to my experiences, to draw out personalized opinions
and theories on nothing and everything. I want to create something

that seems borderline real or general but simultaneously completely
introverted and sealed up in my dreams.” Her installations are similarly
dream-like, and theatrical, using careful arrangements of sculpturally
altered found objects from everyday life. The constructed stories seem
personal at first, yet oddly resistant and alien, open to variable degrees

of access, empathy and reflection. For Take Me To The River, she created

a new site-specific sound installation in the basement storage area of

the Forum, as a development on from her Centrifugal series of works,
entitled Talking in Circles in Talking, using ice, found objects and personal
memorabilia. Eight round blocks of ice, of different sizes, were suspended
from the ceiling by strings of multi-coloured shoe laces, knotted together.
As each block gradually melted, drops of water dripped onto an up-
turned stainless steel bowl, sitting on top of another larger bowl, with

a pick-up inside, so that the sound was amplified through the space,
treated with a delay which gave it a strange echoing resonance. Contained
within each block of ice was a different set of personal mementos;
bracelets, rings, spectacles, house keys, wrist watches, even a couple of
CDs; each item what one might term a’ keepsake’, evoking memories

of a particular person, or event, with whom the object is associated.

Yet we do not know the person, or event, and so our urge for empathy

is suspended. The personal meaning, embodied in the object, remains
obscure. As time ticked away, marked by the treated repetitions of the
dripping ice, these anonymous memorabilia gradually emerged from their
frozen preserves, dangling awkwardly for a while until finally released,
with a violent crash, onto the amplified bowl below. As the drama slowly
unfolded, in the theatrically lit intensity of the basement storage area, the
sound was simultaneously transmitted upstairs, into the covered public
walkway outside the Forum entrance, providing a sparse, eery soundtrack
of echoing drips to accompany the steady flow of pedestrians going about
their daily routines.

1. “Aki Sasamoto talks about her recent performances”, Artforum, July 2009
2. Ibid.
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Hito Steyerl

born 1966, Munich, lives in Berlin

Hito Steyerl’s films and essays articulate the contemporary status of
images, and of image politics, in the digital age. Central to her practice is
the notion that global communication technologies, and the mediation
of the world through circulating images, have had a dramatic impact on
our conception of culture, economics and of subjectivity itself. As Brian
Kuan Wood has written, Steyerl’s works “take the digital image as a point
of departure for entering a world in which a politics of dazzle manifests
as collective desire.”" Through the Internet, and an all-pervasive semiotic
flux, communicative capitalism is actively redefining subjectivity and our
relationship to reality. Within this electronic space of flows, Steyerl’s
filmmaking and writing occupies a critical position between the fields of
art, philosophy and politics, enacting a deep exploration of accelerated
‘cognitive’ capitalism’s social, cultural and financial imaginaries. For

Take Me To The River, Steyerl presented a site-specific installation of

her recent video, Liquidity Inc. (2014), viewed from a giant wave-like
ramp, lined with Judo mats, located in the underground parking lot of
the Forum. Surrounded by aquatic blue walls, marking the rising water
level overhead, the 30-minute film is a free association on the notion of
fluidity, particularly in relation to economics, the precarious conditions
of post-Fordist labour and to climatic catastrophe, drawing parallels
between financial storms, the flow of people and turbulent weather
systems circulating around the planet. “Water can flow or it can crash,”
advises Bruce Lee’s voiceover, at the outset of the film, “Be formless,

be shapeless... Be water, my friend.”

While Steyerl’s past works often
use appropriated narrative structures; How Not to Be Seen. A Fucking
Didactic Educational MOV File (2013), for example, taking the form of

a seven-point educational video, teaching us how to disappear in an

age of surveillance; Liquidity Inc. evades a formal linear narrative, with
its slippery flow of images and ideas. In part, it tells the story of Jacob
Wood, a financial analyst who lost his job when investment bank Lehman
Brothers went under in 2008. Born in Vietnam and a war orphan, Wood
came to the US under Gerald Ford’s Operation Babylift. He got into
banking during the dotcom boom of the 1990s but, when the economic
crash hit, he switched fields to fight professionally in Mixed Martial

Arts. Meanwhile, the tempestuous economic weather systems ahead are
forecast by a pair of terrorist meteorologists, dressed in owl-faced tee
shirts and balaclavas (inspired by the 1970s militant leftwing group The
Weather Underground), one of them a child, predicting cloud-busting
incursions on the prevailing corporate gloom. In the background the
screen surges with electronically enhanced GIFs of Hokusai’s Grear Wave,
flashing on a wall of Tumblr blogs, while Paul Klee’s Angelus Novus flaps
its wings in a corner of the screen, like an aberrant storm warning. In

a parallel dimension, water itself tells its own version of Jacob Wood’s
story, whilst relating an alien view of the planet in CGI-animated watery
letters, spelled out on the horizon of an endless sea, advising us that: “I
am water and I am not from here. My home is outer space... Some would
like to claim me as a native of earth, but in fact, even though I cover this
planet, I am not from here. Nor are you. I run through your veins. Your
eyes. Your touch screens and portfolios. I am gushing through your heart,

plumbing and wires. I am liquidity incorporated.”3

1. The Internet Does Not Exist, edited by Julieta Aranda, Brian Kuan Wood, Anton Vidokle, 2015
2. Liquidity Inc., Hito Steyerl, 2014
3. Ibid.
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Shimabuku

born 1969, Kobe, lives in Berlin

Shimabuku is a poet of the everyday, finding significance in the smallest
things in life, but he is as much a surrealist trickster, making the familiar
strange and inviting us to consider with fresh eyes the world around us.
He gives the impression of an innocent abroad, yet the artist’s highly
perceptive observations of day-to-day minutiae seem to work to alienate
us from our most familiar home ground, setting us adrift in a parallel
universe where nothing can be taken for granted. Like Mark Twain,

this itinerant observer travels the world, interacting with strangers and
conversing with nature, always maintaining the fresh perspective of

a stranger in a foreign land. In the process he chronicles moments of
poetry, humour and wonderment, highlighting the strangeness of the
worlds that he encounters, finding enlightenment, and darkness too, in
the most incidental details of life. Each of his works tells the story of an
improbable encounter across borders, species, or states of being. In the
work Then, I Decided 1o Give a Tour of Tokyo to the Octopus from Akashi (2000)
he took a live octopus from its coastal habitat for a day out on the train,
in a glass aquarium, visiting the Tokyo fish market, before returning it
back to the sea. For the Dojima River Biennale, Shimabuku presented

a series of site-specific installations relating to the idea of the river,
choosing to locate these in the backroom spaces of the Forum, such as a
small office workers’ kitchen, a long office corridor and the luxury “VIP
changing rooms’. Two of these works, Lamprey in Bordeaux and Photograph
wearing rain boots (Bordeaux) were originally produced during a residency
in France, in 2011, when he became interested in the life surrounding
the river Garonne. The first installation included a video of the artist
joining in the different stages in the capture and preparation for the table
of the ‘lamprey’, an unusual ancient fish found in the Garonne, which
looks like a large, blue-eyed eel. Often referred to as the ‘nine-eyed eel’
due to the seven external gill slits, along with the eye and nostril, on
either side of its body, the mucus of the river lamprey is known to be
toxic and requires thorough cleaning before cooking and consumption.
The ad hoc structure of a mop and a ladder improvised by the French
fisherwomen to prepare the fish was re-constructed by the artist in the
domestic setting of the office kitchen, standing on empty wooden crates of
claret. Down the corridor, a pair of rain boots protruded beneath a ‘free-
standing’ photograph of Bordeaux, viewed from across the river, giving
the impression of a hidden human presence holding up the image for
inspection. Finally, in the context of two, nearly identical VIP changing
rooms, he presented a two-part installation, Something that Floats / Something
that Sinks, featuring two simple metal tubs, each containing water and a
pump, sitting on a white pedestal; one in each room. In the first space

the bowl contained two limes, in the second two tomatoes, but in both
instances one of the fruits lay still on the bottom of the bowl, while the
other circled around the edge on the surface, drifting on the current made
by the pump. The artist discovered whilst cooking that certain fruits of the
exact same species, and even of the same plant, will float while others sink,
and this simple but inexplicable phenomenon became the inspiration for
this work. In the background, through the windows of the VIP changing
rooms, the Dojima River flowed past towards the bay of Osaka, and
beyond.
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Michael Stevenson

born 1964, New Zealand, lives in Berlin

The point of departure for Michael Stevenson’s work is often a

singular historical event, or an object or story, and the constellation of
relationships that develop around it. Through a research-based approach,
building up complex layers of narrative and accumulations of auxiliary
material, or reproducing the remains of particular events, these histories
are re-told in the context of contemporary art. Sometimes based upon
partial information, myths, rumours, or insider stories, Stevenson does
not attempt to reconstruct an objective commentary but simply displays
selected artefacts, which somehow work as material indices. Thus, in a
manner akin to archaeology, he presents the traces of particular events,
or stories, for scrutiny without attempting to interpret or categorize
them, prompting our own forensic investigation and speculation upon
their meaning. A particular focus of Stevenson’s attention has been ‘The
Moniac’ (Monetary National Income Analogue Computer), an apparatus
designed by the New Zealand born economist, Bill Phillips, in 1949,

that professed to calculate currency flows inside any given national
economy. Taking the idea of liquidity quite literally, Phillips’ computer
used water as an analogue for money, pumped through a complex system
of interlocking pipes and tubes, which represented the different funds,
fiscal channels and assets in a national economy. Valves at different
points in the system would allow for the amount of water and direction
of its flow to vary, thus simulating different scenarios, such as the
shifting balance of trade, and enabling the ratio between expenditure and
taxation to be measured at the end of each cycle. Thus Phillips attempted
to convert the laws of Keynesian economic theory into the hydro-
mechanical operating principles of a calculating machine. In reality, of
course, the economic cycle was prone to constant leakage and general
rusting. Of the twelve versions of the machine produced (or thirteen if
one includes Stevenson’s own reproduction, The Fountain of Prosperity,
made in 2007), one was purchased by the Central Bank of Guatemala in
1953, apparently in an attempt to stabilize the republic’s economy which
had become monopolized by the US banana trade (hence the sobriquet,
‘banana republic’). The whereabouts of this machine since this time,
however, remains unknown. For the Dojima River Biennale, Stevenson
presented an updated version of a related project, Fortune (2011/2015),
displaying a collection of objects dedicated to the production of wealth
and its measurement in Guatemala from 1952 to the present. The
Moniac made its appearance here via the pages of Fortune, an American
business magazine from the 1950s, in an article that reads more like
advertising than reportage. Surrounding the magazine, in a large Perspex
vitrine, was material from the artist’s research visit to the central bank in
2000, along with subsequent additions. This included material relating
to Mario Lopez Estrada (grandson of the Guatemalan dictator that first
granted concessions to the US-backed United Fruit Company) who
recently became the country’s first billionaire as head of Tigo Guatemala,
a mobile telecommunications network. In 2014 Tigo launched an
intensive advertising campaign to encourage phone users to upgrade from
their no-frills handsets, known as frijoles (‘little beans’), to smartphones.
Advertisements depicted beans sporting baseball caps being transformed
into smartphones, as part of a process of ‘de-beanification’, here displayed
on supermarket checkout dividers (the only item in store ‘not for sale’).
Stevenson’s on-going interest in the concept of economy is as much to do
with the circulation of ideas, myths and meanings as it is with the actual
flow of money, revealing the flawed processes of conversion and exchange
in a chosen system of belief, and the gap between an abstract model of
equivalence and its operational reality.
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Angus Fairhurst

born 1966, in Kent, England, died in 2008

Angus Fairhurst was one of the most influential members of the group

of artists associated with London’s Goldsmiths College in the late 1980s,
who became known as the Young British Artists, setting the tone for
contemporary art in the UK over the next two decades. He rose to
prominence alongside close friends such as Damien Hirst and Sarah Lucas,
with whom he often collaborated, and was particularly known for the
sharp wit and wry sense of humour which infused his work. Unlike many
of his contemporaries, Fairhurst’s practice eluded easy categorisation,
encompassing sculpture, painting, performance, photography, video,
music, printmaking, drawing and collage. These elements merged into

an idiosyncratic and subtle formal vocabulary, their multiple layers of
meaning seeming to develop out of an underlying sense of melancholy
and the absurdity of everyday life. The artist found a source for his
complex multilayered collages in advertising, with its constantly repeated
paradigms of female beauty and glamour, and its glossy depictions of
luxury. By freeing these images from their representative function, for
example by removing all evidence of body and text, Fairhurst revealed
his fascination with the aesthetics of surfaces, and the formal apparatus
underpinning the mass production of desire in advertising. Much of his
work centred in this way on repetition, evoking the existential spirit of
Samuel Beckett or Bruce Nauman. He often explored the manner in
which loops and superimposition serve as metaphors for the emptiness

of day-to-day existence and the mundane rituals of life. In the context

of Take Me To The River, Fairhurst’s series of emptied-out collages range
from two to ten superimposed pages from glossy fashion magazines, and
all adhere to a simple rule of “all evidence of body and text removed”.
The works evoke a poetics of the absurd in the midst of a global culture
of the image that fetishizes surface over depth, and envy and desire over
integrity. The immediate experience of these collages, which maintain
the formal language of advertising albeit without any actual content, is

a Pavlovian confusion of triggered desire. However, as ever with much

of Fairhurst’s work, beneath the simple logic of reduction and removal
there lies a powerful sense of emptiness and the void, giving these works
a particular beauty, and a deep sense of melancholy that is completely out
of synch with the superficial longing manufactured by consumer culture.
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Simon Fujiwara

born 1982, London, lives in Berlin

In dense dramas about personal relationships, politics and history, Simon
Fujiwara’s practice explores ‘real-life’ narratives through a combination
of performance, video, installation and short stories. Much of his work
draws upon his own biography, creating engaging stories, which mix fact
and fiction to compelling and powerful effect. Using his family history,
he fuses the private sphere with the social realm, blurring reality and
storytelling to create a narrative in which he plays the roles of multiple
characters: anthropologist, novelist, analyst and eroticist, amongst others.
For the Dojima River Biennale, the artist presented a new version of
Rebearsal for a Reunion (with the Father of Pottery), after Bernard Leach and
Shoji Hamada (2011) re-telling the story of a process of reparation and
re-engagement with his estranged Japanese father, via the medium of
pottery. Fujiwara grew up with his British mother in the remote rural
county of Cornwall, in the UK, after his parents had separated when

he was a boy. Living only one mile from the small fishing port of St

Ives, which was renowned as an artists’ colony in the early twentieth
century (and now the site of Tate St Ives museum), he visited the Leach
Pottery from an early age. It is only recently, however, that he realised
the parallels between his own family history and that of Bernard Leach,
known as the ‘Father of British Studio Pottery’. Leach, born in Hong
Kong in 1887 to British parents, worked as a potter in Japan and China
until he moved to the UK in 1920. By the time of his death in 1979,

the studio practice he established in St Ives with his soul mate, Japanese
potter Shoji Hamada, had influenced pottery makers across the world.

It was Leach’s combination of Western and Eastern sensibilities that
initially drew Fujiwara’s attention. In 2010, he journeyed to Shizuoka,
in Japan, to reunite with his father after over twenty years of separation.
On the artist’s suggestion, with the intention of producing a lasting
symbol of their reunion, the father and son embarked upon a pottery
course to produce a replica tea set based on the ‘standard ware’ of
Bernard Leach, whose work has come to define an ideal union of Eastern
and Western aesthetics. The pottery they produced was to act as a
symbolic prop in their own tea ceremony, which was, in turn, to be the
opportunity for them to bridge the psychological and geographical gulfs
of their relationship. In reality, of course, the copies they made paled

in comparison to the formal qualities of the Leach originals (as seen in
the beer jockey and milk pitcher displayed at the Forum, alongside their
perfect models). Following this real-life reunion, Fujiwara scripted a
dialogue between himself and an actor taking the role of his father, the
video of which is presented as a ‘rehearsal for a reunion’. Here the actor
operates more like an analyst, probing a reluctant Fujiwara as to the
personal reasons why he is using a reunion with his father as the site for
the play they are discussing. As in much of Fujiwara’s works, the narrative
is acutely self-conscious, commentating on its own process of unfolding,
and thus the artist tells us: “I have not written the end of the play yet,”
allowing the rehearsal to stand in for the final, deferred reunion in real-
life. The characters talk and drink tea, using the actual pots the father
and son made in Japan, but in the end they have to choose between these
replicas and the standard ware of the Leach Pottery: should they preserve
the idealised version of the East-West relationship symbolised by the
Leach pots, or stress the personal bond rebuilt between Fujiwara and

his father? They opt for the latter and ritually destroy the standard ware,
smashing each item in turn with a hammer.
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1. 72 VA=V & AN Y ADRDT =T HA Me B MO TL, ‘Artist-In-Residence’ web-site:
www.in-residence.be

2. “The Origin of Futures”, Tom Trevor in conversation with Professor Ulrike Schaede,
In-Residence Magazine # 02, 2015

Vermeir & Heiremans

born 1973 and 1962, Belgium, live in Brussels

Artist duo, Katleen Vermeir and Ronny Heiremans, focus on the dynamics
between art, architecture and economy, applying a reflexive logic to their
own relationship to these wider systems of belief and valuation that result
in deeply ironic critiques of contemporary living. In their collaborative
practice they have a single artwork, their own home, a loft apartment that
they constructed within a post-industrial building in Brussels. Whilst
keeping this private, they use the idea of their own personal domain as an
artwork from which they create “mediated extensions”’, translating their
domestic space into installations, videos, performances and publications,
that generate a public interface with their private residence. ART HOUSE
INDEX (AHI-) is a new ‘extension’ that proposes the transformation

of ‘the home as an artwork’ into a financial instrument. The function of
this index is to measure the fluctuating market value of their home-as-
artwork, thus rendering a normally un-trade-able private space into a
transparent, virtual and ‘liquid’ investment that is theoretically accessible
for financial speculators. The accompanying video A Frontier Investment
Opportunity acts as a kind of quasi-promotional sales pitch, panning across
the interior of the artist’s home, but with views through the windows

to all of the different cities around the world where public extensions
have been exhibited. In their new video installation co-commissioned

by the Dojima River Biennale, MASQUERADE, a TV -reporter is seen
commentating on the AHI-’s Initial Public Offering, as the abstract
concept of their home-as-artwork is floated on the market. The film is

set in a fragmented environment that gradually evolves from a gallery
‘white cube’ to an auction house, a commodity exchange, a trading pit,
even a courtroom... all places where values are negotiated and exchanged.
But then it starts to go wrong! Questions arise: are we witnessing an
insider-trading scandal in an auction house, a crash in the market or is
this a hearing in a courtroom that tries to unveil the intricate dynamics
of a confidence game? Alongside the main projection of this fragmented
narrative, a real-time algorithm is presented on a smaller screen,
monitoring the fluctuating value of AHI- live, measuring the confidence
and belief of the market in the artist’s home-as-artwork. It becomes
apparent that the actual performance of the AHI-, as it rises and falls in
value, determines which images of MASQUERADE will be projected on
the main screen, triggering a switch between two video timelines, one

of which shows the ‘finished’ film while the other captures variations,
rehearsals and failures. Alongside, Vermeir & Heiremans also presented

a new edition of their faux lifestyle magazine, /n-Residence Magazine # 02,
a glossy coffee table periodical offering background information on the
concept of ‘value’ in the worlds of finance and contemporary art. Art,
like finance, is a system of belief and their different markets are where
this belief is put to work. The ephemeral worlds of “high finance” and
the “global art markets” thus offer a unique context for the narrative of
MASQUERADE. Likewise, the Dojima River Forum provided a unique
location for such a conceptual proposition, situated as it is virtually on
the site of the original Dojima Rice Exchange, established in 1697, which
is often cited as “the first ever futures market and, as such, the forerunner
of the modern banking system today.”2

1. See Vermeir & Heireman’s ‘Artist-In-Residence’ web-site: www.in-residence.be
2. “The Origin of Futures”, Tom Trevor in conversation with Professor Ulrike Schaede,

In-Residence Magazine # 02, 2015
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L. Capital and Community : on Melanie Gilligan’s Trilogy, Jasper Bernes, Mute, June 2015

2. Project website: www.thecommonsense.org

Melanie Gilligan

born in 1979, Toronto, lives in London and New York

Melanie Gilligan’s video-works and online projects focus on the
intersection between technology, labour and affect. Her fictional
narrative dramas, often set in the near future, take the form of extended
serializations, split into a series of episodes, telling stories that expose

the new conditions of immaterial production, and how communicative
capitalism has adapted to feed off human emotions and infiltrate our
sense of self, subsuming our everyday relationships so as to work in its
interests. The episodic structure of these mini-series takes its cue from
television, and the medium’s ability to dispense storylines in ‘bite-size’
installments. Gilligan’s four-part drama, Crisis in the Credit System (2008)
deals with the financial crisis, and the spectre of contemporary global
market catastrophe. A major investment bank runs a brainstorming and
role-playing session for its employees, asking them to come up with
strategies for coping with the dangerous financial climate. While pursuing
this task, five participants inadvertently role-play their way into bizarre
make-believe scenarios, forming disturbing conclusions about the deeper
significance of the crash and its effects beyond the world of finance. In
the five-part mini-series, Popular Unrest (2010), all social interactions

are overseen by a system called ‘The Spirit’ and individuals are reduced
down to their functional utility. A rash of unexplained killings have
broken out across the globe, often taking place in public but without

an assailant ever being sighted. Just as mysteriously, groups of unrelated
jobless people are suddenly coming together, drawn by a deep sense of
connection to one another, seemingly in direct resistance to the Spirit. In
her latest work, The Common Sense (2014), presented as part of the Dojima
River Biennale, Gilligan tells the story of a speculative future technology,
called the Patch, a sort of prosthesis which makes it possible to directly
experience the physical sensations and feelings of another person. This
takes the form of a small device that fits in the roof of the mouth, which
works as a technology of ‘empathic entrainment’. At the outset, the

faces of students attending university periodically glaze over as they

‘log in’ internally to handle various tele-cognitive tasks. As with every
technology in capitalism, however, “entrainment is first and foremost a
means of increasing the productivity of labour, a managerial tool allowing
control of employees at an almost ontological level.”" Later we encounter
a corporate manager who uses the Patch as a means of communicating
negative emotions to employees in order to increase their work rate. Over
fifteen episodes, the film recounts the story of the Patch, and two critical
turning points within its development. The first occurred when the ‘one-
way’ Patch became ‘two-way’, transforming from a tool of voyeurism,
surrogacy and surveillance into a fully immersive reconstitution of human
subjectivity. The second happened when use of the Patch was found to
produce a biological transformation of humans’ brains, with the emergence
of a ‘new organ’. After a decade, the technology’s networks suddenly fail,
causing massive disorientation. When the system is back up ‘online’ again,
the narrative splits into two separate parallel storylines. After the rupture,
in one of the storylines, society undergoes a normalization process and
the Patch continues as a part of daily life. In the other storyline, however,
groups come together to try to form social movements to resist the
exploitative elements of this technology. A teacher and researcher, still
aligned with the protest movement and engaging in experiments with
young children, tries to explain their goals to another character: “Well, to
change the world you need to start with subjectivity.” Lucas, a materialist,
retorts, “But conditions in the world shape subjectivity not the other

way around.” The teacher responds: “Yes, but who’s going to change the
conditions, apart from people and their subjectivity?”

L. Capital and Community : on Melanie Gilligan’s Trilogy, Jasper Bernes, Mute, June 2015

2. Project website: www.thecommonsense.org
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List of Works

7VA | The Play

1E: The Play Have a House (37.4K)
1972/2015

Wood, paint, DVD and monitor
Video, 19'42"

Courtesy: the artists

[P26-27)

IE: The Play Have a House (W{%)
1972

Photograph

Courtesy: the artists

[P24-25]

Fh v BREROwN (BLf)
Nakanoshima - Current of Contemporary Art
1969

Photograph

Courtesy: the artists
[P21]

Current of Contemporary Art

1969 [Nakanoshima] / 2011 [Dojima] / 2013
[Seine]

Various documentation. Video, 18’17”
Courtesy: the artists

[P22-23]

Voyage: Happening in an Egg [catalogue only]
1968

Courtesy: the artists

[P21]

TiEHAT | Motoyuki Shicamichi

B

The Floating Monuments
2014-15

Video 10°21”, mixed media
Courtesy: the artist

[P29-35]

MHEw | Ryoji Ikeda

data.tecture [3 SXGA+ version]

2015

3 DLP video projectors, computers, speakers.
W10m X H12m (video projection throw distance
D22.5m)

Courtesy: the artist

[P37-43]

AF=—+TxrV | Melanie Jackson

Az N4

The Undesirables

2007

Diorama of etchings on paper, tripods, halogen
lights, LCDs, DVD and monitor, DV PAL with
sound, poster with text

Courtesy : the artist
[P45-47]

K 35 75 % W) T O M

The Land of The Eternal Infant

2015

Porcelain, terracotta, latex, cadmium, titanium,
amorphous carbon (bone), synthetic iron oxide,
gamma quinacridone, plasticised medium, canned
carbonated milk drink (Calpis), hi-resolution
digital image of the Milky Way taken by the
European Southern Observatory, vinyl wrap,
lightbox, steel tripod, Liquid Crystal Display,
Raspberry Pi, QT Movie

Courtesy : the artist

Text for video written in collaboration with Esther
Leslie, for the forthcoming publication, Giving
Suck

Supported by Arts Council England and the
British Council

[P48-51]

¥—%— 72K | Peter Fend

HARD L 15 = i3

Japan Local Waters: Bay Basins

2015

Tactical Pilotage Charts, paper, pins

Courtesy: the artist

[P53-56]

BREEPi i WA DOHARNDE

Ecological Self-Defence: Ocean-Borne Impacts on Japan
2015

Jet Navigation Charts, paper, pins

Courtesy: the artist

[P57-59]

WMEHE | Yuken Teruya

o — &%

Notice — Forest

2005 (2015)

Set of 5 paper bags (wooden stage)
Courtesy: Ota Fine Arts, Tokyo
[P61-67]

A—=s8—7LvZ A | SUPERFLEX

KL ZFF VR
Flooded McDonalds
2008

Video 21’
Courtesy: the artists

[P69-75]

AR % | Aki Sasamoto

P=F2T A =N b =F T
Talking in Circles in Talking

2015

Mixed media

Courtesy: Take Ninagawa, Tokyo
[P77-83]

k- 2%V | Hito Steyerl

VIATATA A7

Liquidity Inc.

2014

Video (30’), architectural environment
Courtesy: the artist and Andrew Kreps Gallery
New York

[P85-91]

4% | Shimabuku

FVR=DX IRy FF

Lamprey in Bordeaux

2011

Mixed media

Courtesy: the artist and Air de Paris, Paris

[P94-95]

53 (R EARVARES N

Photograph wearing rain boots (Bordeaux)
2011

Inkjet Print, mixed media

175 X 100 cm

Courtesy: the artist and Air de Paris, Paris

[P93]

DD ILLdD

Something that Floats / Something that Sinks

2010

Mixed media

Pedestal 30 X 80 X 80 cm, tub 19 X 60cm (diameter)
Courtesy: the artist, Air de Paris, Paris and Wien
Lukatsch, Berlin

[P96-99]

ATV - ATA—=T I

| Michael Stevenson

puiS 3

Fortune
2011/2015

Mixed media

186 X 120 X 90 cm
Courtesy: the artist
[P101-107]

TUHA T TN—Ab | Angus Fairhurst

GIRE DB SNz, MR 3 R—Y

Three pages from a magazine, body and text removed
2003

Cut—out magazine on paper

29.7 X 22.2 cm

Courtesy: Charles Fairhurst

[P109]

R CEDHIBRES N, MRk 10 "=

Ten pages from a magazine, body and text removed
2007

Cut-out magazine on paper

56.5 X 46.5 X 4 cm

Courtesy: Charles Fairhurst

[P113]

GIRE DI BRIz, HEED 3 =D
Three pages from a magazine, body and text removed
2003

Cut-out magazine on paper

30 X 22.7 cm
Courtesy: Charles Fairhurst
[P114]

GIRE DB SNz, HEED 3 =Y

Three pages from a magazine, body and text removed
2003

Cut-out magazine on paper

30 X 22.4 cm

Courtesy: Sally Fairhurst

HIRECTED I BRESN Iz, HEED 3 =T

Three pages from a magazine, body and text removed
2003

Cut-out magazine on paper

30.1 X 22.5cm

Private Collection

[P112]

SRECREASHIBES N, M0 2 =Y

Two pages from a magazine, body and text removed
2003

Cut-out magazine on paper

28.5 X 22.3 cm

Private Collection

[P115]

SR CEDHIBRESNI, ko3 =Y

Three pages from a magazine, body and text removed
2003

Cut-Ou[ magazine on paper

30 X 21.5cm

Courtesy: the Estate of Angus Fairhurst and Sadie
Coles HQ, London

SIRE R BRIz, HEGED 3 =T

Three pages from a magazine, body and text removed
2003

Cut-out magazine on paper

29.9 X 22.3 cm

Courtesy: the Estate of Angus Fairhurst and Sadie
Coles HQ, London

GARECTERHIBR SN, M3 =2

Three pages from a magazine, body and text removed
2003

Cut-out magazine on paper

28.3 X 22.5 cm

Courtesy: the Estate of Angus Fairhurst and Sadie
Coles HQ, London

GIRE LD HIBREN Iz, Mk 2 =Y

Two pages from a magazine, body and text removed
2003

Cut-out magazine on paper

29.7 X 22 cm

Courtesy: the Estate of Angus Fairhurst and Sadie
Coles HQ, London

SiRE LRI BRIz, MGk 2 =T

Two pages from a magazine, body and text removed
2003

Cut-out magazine on paper

29.7 X 22 cm

Courtesy: the Estate of Angus Fairhurst and Sadie
Coles HQ, London

A€ -7Y75 | Simon Fujiwara

IVIHIAKEL (WZERDRLLD)

Milk Jug (From the Father of Pottery)

2012

Mixed media

166 X 55 X 55 cm

Courtesy: Masamichi Katayama / Wonderwall®
[P117]

el - Vavk— (WERORXEY)
Beer Jockey (From the Fatber of Pottery)
2012

Mixed media

167 X 55 X 55 cm

Courtesy: Obayashi Collection
[P119]

HROIZDOIN=HV (HEROLEEBIT)
Rebearsal for a Reunion (With the Father of Pottery)

2011-13

Video, mixed media installation, Duration: 14’18”
Courtesy: TARO NASU

[P118/120-121]

TINWVA—= N &IV VA

| Vermeir & Heiremans

Masquerade

2015

Two videos (50’each), computer algorithm
Courtesy: the artists

Production: LIMITED EDITIONS vzw
Executive production: JUBILEE vzw (Katrien
Reist, Marjolein Vanderboon, Reintje Daens)
Co-production: Bernaerts Auctioneers (Antwerp),
4th Dojima River Biennale (Osaka), Goldsmiths,
University of London, 13th Istanbul Biennial,
Museums Bruges, Stroom Den Haag, Triennial
Bruges 2015, V2_Institute for the Unstable Media
(Rotterdam)

Supported by Flemish Audiovisual Fund (VAF)
and the Flemish Community
[P126-127,130-131]

Mgk (42 LY 72 1#02

In-Residence Magazine #02

2015

Magazine (edition of 750 copies)

Courtesy: the artists

Production credits, as for Masquerade, above.

[P125]

T=MN\TR A TIT R
Art House Index

2014

Computer algorithm
Courtesy: the artists

[P126-127, 130-131]

TUYFAT AV RAFAAS - ARF 2251
A Frontier Investment Opportunity

2014

Video, 47"

Courtcsy: thC artists

[P128-129]

AS5=— - FYHr | Melanie Gilligan

IEVEVR (72—X1)

The Common Sense, Phase 1

2013-14

Video, 5 episodes, 6’50” each

Courtesy: the artist and Galerie Max Mayer,
Dusseldorf

[P133-139]
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Afterword

Tom Trevor

The Dojima River Biennale takes place in the centre of Osaka, Japan’s second largest city,
and is organized by the Dojima River Forum, located in the Nakanoshima business district,
on the banks of the Dojima River. The Biennale was established in 2008 in preparation for
the “Aqua Metropolis Osaka 2009’ festival, which set out to re-imagine Osaka as a Water
Metropolis, ‘raising awareness of the beautiful rivers that run through the city’,1 that were
once considered to be the symbol of this major centre for trade. The waterways, and its
geographical location, enabled the merchant city of Osaka to become the main hub of Japan’s
rice trade during the Edo period, which shaped the entire economy of the nation. The
Forum is located very close to the site of the original Dojima Rice Exchange, established in
1697, which is often cited as the first ever futures market and, as such, the forerunner of the

modern banking system today.

In previous editions, the Biennale has been presented solely within the Main Hall of the
Dojima River Forum. However, when I first visited the venue, I was struck by the fact that it
was essentially a concert hall, which functioned as a well-honed machine for the production
of live events. My response was to use all of the different contexts within the building site-
specifically, from the basement parking lot to the backstage loading bay, from the bar and
shop in the entrance foyer to the VIP changing rooms, along with the Main Hall and Gallery,
and spaces in between. There is no hierarchy in the use of these different contexts but, rather,
each installation is tailored to the different parameters of each space. Thus the vast audio-
visual installation by Ryoji Ikeda in the Main Hall is appropriate to the experience of this great
voluminous auditorium, just as the poetic assemblages of Shimabuku resonate with the particular
associations of a small office workers’ kitchen and the VIP changing rooms, overlooking the

flowing waters of the Dojima River and across to the National Museum of Art Osaka.

The title of the Biennale, Take Me To The River, references the classic R'n’B song, written
by soul singer, Al Green, and his guitarist, Mabon ‘Teenie’ Hodges, in 1973. At once a
steamy love song, full of romantic yearning, and at the same time a plea for absolution,
Green’s lyrics maintain an unresolved contradiction throughout. Whilst the singer had
achieved mass popular appeal in the early 1970s, crossing over to the mainstream pop charts
with a string of soul hits, his roots were in gospel, and this tension is perhaps best embodied
in the ambivalent lyrics of Take Me To The River. It was precisely this unresolved tension
that drew David Byrne, of Talking Heads, to cover the song in 1978, as he said, because it
“combines teenage lust with baptism. Not equates, you understand, but throws them in the
same stew, at least. A potent blend.”” Meanwhile, by 1976, Al Green had been ordained a
pastor of the Full Gospel Tabernacle and Take Me To The River had been dropped from his

repertoire, along with any reminders of his past identity as a ‘sex symbol’ of popular culture.

1. Aqua Metropolis Osaka http://www.osaka-info.jp/suito/en/history/history.html

2. Once In a Lifetime liner notes, David Byrne, 1980
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