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WAR IS PEACE
FREEDOM IS SLAVERY
IGNORANCE IS STRENGTH

Quoted from George Orwell ‘Nineteen Eighty Four’
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Thoughts on entering into ‘2020’
TAKASHIMA Ryozo

The relationship between the individual and the
collective, and the idea of the nation as a broader form of
the collective have been the driving force of my art
practice. In modern Japan, where my practice is based, it
seems as if ‘toughness’ is thought to be the only
qualification for the ‘right’ leader. Without interrogating its
true meaning, everyone seems to follow the image of a
strong, authoritative figure. | cannot help but sense the
oppressive air of conformity looming. Concerned with
such trends in the modern world, | have explored the
totalitarian slogans from George Orwell’s novel ‘Nineteen
Eighty Four’, ‘WAR IS PEACE. FREEDOM IS SLAVERY.
IGNORANCE IS STRENGTH.” as the theme of my practice
for the past few years. This catalogue brings together a
new series of works with the title ‘71984+36°. As suggested
in the title, this body of work imagines the state of Japan in
the very near future, 36 years after ‘Nineteen Eighty Four’.

In truth, I am uncertain if it is possible for an individual to
come up with any useful answers when dealing with such
huge issues as the state of the nation, and no answer can
be unequivocally right or wrong. After all, what impact
could a no-name artist hope to have? However helpless
we might feel, we must continue to ask ourselves and
others to interrogate the status quo and our own
standpoint in order to orient ourselves toward the right

direction; to welcome the year ‘2020’, not ‘1984+36".

[Long appendix] In August 2019, just as we were about
to complete the editing of this catalogue, the exhibition
“After ‘Freedom of Expression?’” at the Aichi Triennale
2019 was shut down after the organisers received
numerous threats objecting to a controversial work in the
show. It is not the first time we have seen an overt
self-policing and censorship by the organisers of a public
exhibition in response to a public backlash. However, this
was a notable case where the head of a local council, who
is supposed to represent his community, censored a
public exhibition and demanded a public apology from
the organisers purely based on his own subjective
opinion, and yet his action attracted considerable support
from the general public. There is no doubt that the year
‘1984+36’ is approaching. With my sincere hope to stop it
in its tracks together, this catalogue is my humble

contribution.
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Intelligence in the ‘flaming’ culture of a digital age: On TAKASHIMA Ryozo

IGARASHI Taro

There was an unexpected delay in the writing of this catalogue
essay due to the controversy surrounding the exhibition “After
‘Freedom of Expression?’” at the Aichi Triennale 2019, which
required me to provide commentary to numerous news media
outlets as an experienced artistic director. | suspect that this
incident may be remembered in history as when ‘Nineteen Eighty
Four’-esque totalitarianism, which Takashima Ryozo has
expressed concern about, combined with online ‘flaming’ culture,
and turned against artistic expression. This event has brought to
light the vulnerability of Representational Art. It is true that art has
the capacity to convey an idea instantly to many people without
the need to read a lengthy text. However, in this case, the
artworks, one of a young girl and one depicting the emperor, were
separated from the ideas that the artists intended to represent.
Out of context, the images spread online along with just about
anyone’s commentary, causing a big stir. Rather than the
artworks being ideological, it could be said that art was used to
serve repressive politics.

In such an information age, Takashima’s work is not something
to be instantaneously re-tweeted, but rather it asks the viewer to
stop and contemplate. For example, his work ‘National ® Dice’ is
a kind of ‘meta-dice’ made up of a large number of dice amassed
together, and the meaning behind the artwork is open to
interpretation. Some people might simply enjoy the visual impact
of the rearranged minimalistic forms, and they might gather from
the title that the work is made to look like the Japanese ‘circle of
the sun’ flag. When you look up images of ‘dice’ in English online,
you will notice the dots on all the faces of the dice are uniformly
painted black. In contrast, if you search for ‘Saikoro’ (Japanese
word for dice), the single dot for 1 is usually painted red while all
the other dots are black. It turns out that dice, which are thought
to be universal, are designed to conjure up the national flag in
Japan. Hence, ‘National @ Dice’ is a seemingly abstract work that
in fact, deploys dice as a commentary on nationalism. To grasp
Takashima’s concept, we need to consider the relationship
between the individual and the collective.

Yet, when you look around on online platforms, it seems as if the
world is full of people with the ‘ignorance is bliss’ attitude,
anonymously shouting out their opinions with no concern for
others. The cubic artwork with all sides painted with a red dot, or
the Japanese flag, titled ‘Japan All’, embodies such a
phenomenon: the dominant voice (number 1 of the dice)
eliminates and homogenises all other diverse perspectives
(numbers 2-6 of the dice). Curiously, this strange die looks both
disturbing and ‘beautiful’ as a design. Perhaps, the latter quality
speaks to the temptation to ‘fit in’ and assimilate into a totalitarian
society. The work titled ‘7984+36’ shows fabricated Olympic
commemorative coins with Japanese characters and emblems
that usually signify authority manipulated and therefore reclaimed

by the artist. Takashima’s ‘All 0 Yen’ project attempts liberation

from the arbitrary monetary system by eliminating currency from
the process of exchanging goods. If the value is 0, there is no
need to specify its currency, Yen, and no difference between 0
Euros and 0 dollars. As such, the concept of ‘0 Yen’ might lead to
the truest form of global currency circulation. You may recall
Akasewaga Genpei‘s artwork The Great Japanese Zero Yen Note,
which was purely conceptual. Takashima’s work on the other
hand, implements a practical alternative to the current model of
economy through reuse.

| got to know Takashima’s practice by taking part in selection
panels for open calls for public exhibitions. Specifically, Arts
Challenge 2009 in Nagoya, New Creators Competition 2011 in
Shizuoka and MONSTER Exhibition 2018 in Tokyo. Of course, |
didn't select Takashima’s work alone, as it was a panel decision in
each case; anyhow, our paths have crossed serendipitously.
Looking into his past work, he has also explored architectural
themes caricaturing mass-produced, prefabricated homes and
overcrowded housing complexes. For example, ‘Resident of a
Dog Kennel’(2004), which presents the shape of a gable roof
‘house in repetition, and a vertically stretched birdhouse titled
Maison d’Oiseau’(2008). These works highlight the incongruity
within our everyday surroundings. As exemplified in his work
‘2011°, an arrangement of two thousand eleven clocks presented
at the Shizuoka exhibition, which emitted quite a loud sound as a
whole, Takashima’s work is characterised by the perpetual
repetition and reiteration of inexpensive, ordinary material.

Repetition of a simple element is indeed a well-known method
employed by many contemporary artists, including Christian
Boltanski, El Anatsui, and Sol LeWitt. However, in Takashima’s
case, he draws out something uniquely Japanese from abstract
signs and reconfigures them into geometric formations. In today's
Japanese society, hypocrisy in politics and contradictory cabinet
decisions are commonplace, words are becoming increasingly
arbitrary and even words like ‘hate’ are often conveniently
appropriated, and doublespeak such as ‘WAR IS PEACE’ seems
no longer like fiction. Takashima’s work makes such a cultural
climate visible, exemplified by the black senbazuru (one thousand
origami cranes), which are usually used to wish for healing or for
world peace, assembled into the shape of a weapon. Moreover,
the message behind his work is ambiguous, therefore less likely
to be subjected to online slander or media attention. Having
experienced the online ‘flaming’ of the Aichi Triennale 2019, this
seems to be the sort of intelligence required to create artworks

that cannot be misrepresented by politicians.

IGARASHI Taro

Born in 1967, Paris, French. Architectural historian / Architecture critic. Doctor
(engineering). Tohoku University graduate school professor. Aichi Triennale 2013 art
director. Japan Pavilion at the Architecture Exhibition of the Venice Biennale 2008
commissioner. New Artist Award from the Minister of Education, Culture, Sports,
Science and Technology.
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NO BRAIN, NO PAIN.
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2019% [SICF20] RISV (RF)
20194 [1984+36] MIEF—hAN—R(ER)

The title of this work refers to the ‘willfully ignorant’ mentality exemplified by
today's online culture that shows no consideration for others, where impassive
slandering, without any attempt to understand different perspectives and
opinions, has become almost normalised. Behaviour based on superficial
judgements and emotional reactions can act as a hedonistic sword that cuts
off the difficult process of deep reflection and consideration. It is also a
double-edged sword, however, that could slowly destroy human consciousness
without our realising it. This is a work that came out of such ‘deep thinking’.

Mannequin, Adhesive bandage Dimensions variable

2019 [SICF20] Spiral, Tokyo, Japan
2019 [1984+36] Youkobo Art Space, Tokyo, Japan
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TAKASHIMA Ryozo

Profile

1972  Born in Hoya (Current Nishitokyo) , Tokyo, Japan

1996  BDes in Graphic design, Tama Art University

Lives and works in Nishitokyo, Tokyo, Japan

Solo Exhibitions
1999  Musashino Enclosure

Gallery Jin, Tokyo, Japan

2003  TAKASHIMA Ryozo Ginza Kyobashi Art Tour Exhibition  exhibit LIVE, Tokyo, Japan

2004  Different Stars on the Same Star
2004  Resident of a Dog Kennel

2005 National ® Dice

2011 Time of Art

2019  1984+36

Group Exhibitions

1992  Tokyo Sekirara Exhibition

2002  Art Exhibition Trolls in the Park

2004 TOKYO WONDER WALL Artist’s Exhibition
2004 INTERSECTION

2009 ARTS CHALLENGE 2009

2009 KOBE Biennale 2009

2010  Global Echoes

2018  Great Ahllrt Exhibition

Awards

1998  Tamachicken ACRYC AWARD 1998

TOKYO WONDER WALL, Tokyo, Japan

TOKYO WONDER SITE, Tokyo, Japan

Youkobo Art Space, Tokyo, Japan

The Center for Creative communications, Shizuoka, Japan

Youkobo Art Space, Tokyo, Japan

PERMO Gallery, Tokyo, Japan

Zempukuji Park, Tokyo, Japan > Exhibit Every year since then.
Museum of Contemporary Art Tokyo, Tokyo, Japan
Queen Street Studios Gallery, Belfast, UK

Aichi Arts Center, Aichi, Japan

Meriken Park, Hyogo, Japan

gallery COEXIST, Tokyo, Japan

SEIBU SHIBUYA, Tokyo, Japan

Solid Category Award

2001 UNIQLOME Gunma Biennale for Young Artists 2001 Uutstanding Performance Award

2003  Sunset Japan TOKYO WONDER WALL 2003

Tokyo Wonder Wall Award

2009 ALLOYEN eco japan cup 2009 Semi Grand Prix in Eco Art Category
2014  LIFE TIMER YOKOHAMA ART CONPETITION 2014  Jury Award

2018 NationaleDice  MONSTER Exhibition 2018 Grand Award

Residencies

2007  Queen Street Studios Gallery, Belfast, UK

Monument

2001- 1336-41+9 Mt.Buko, Saitama, Japan

2007- We are here Aihara Nanakuni Pass, Tokyo and Kanagawa, Japan
Collection

2008- OFUKURO T Residence, Tokyo, Japan

2015- JINEN Stones M Residence, Tokyo, Japan
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About TAKASHIMA Ryozo
MURATA Hiroko

We have known Takashima for more than twenty years, since
around the time, in 2000, that we changed the name of the
community-based art hub, established in 1989, from Studio
Youkobo to Youkobo Art Space, and relaunched it as a major
centre for contemporary art practices. Takashima’s interests
extend to outdoor artwork, and he must have been just
starting out then as a designer and artist when he provided us
with many helpful suggestions in the planning of an open-air
exhibition at our local municipal park, Zempukuji Park.
Realising the exhibition in such a metropolitan, open public
space would not have been possible without the push from
this passionate and bold young artist. Included in this show
was Takashima’s installation of two hundred fans on the
western slope of Zempukuji Park titled ‘Twelve Crows That
Can’t Fly’, which referenced the mass killing of crows by a
disturbed individual, an unfortunate incident that happened
around that time. The open-air exhibition, known as ‘Trolls in
the Park’, has grown into a much-loved annual event in the
community, and marks its 18th anniversary this year. It is a
modest event but is recognised as an international open-air art
exhibition, and reflecting on its history fills me with emotions.

Takashima’s work offers new perspectives through the use
of irony and sometimes pathos, combined with a sense of
humour. Without any hint of didacticism, he brings the
viewers close to the work and draws them into his concepts.
Takashima has always been an active, socially engaged
artist throughout his career, and we look forward to his

continued success.

MURATA Hiroko

Director of Youkobo Art Space. Master Course of Department of Sculpture, Graduate
School of Fine Arts, Tokyo University of the Arts. Since 1989, she and Murata Tatsuhiko
have been working collaboratively to develop an artist in residence program. She was
director of the international open-air art exhibition ‘Trolls in the Park’ from 2002 to 2011.
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