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Foreword

Foreword
To - Lo Tokyo - London art exchange

International travel has become, more than ever, part and parcel of the activity of
the artist. However this is spurred less by historically rooted ideas around the value
of the experience gained, and more by the globalised structure of the contemporary
art world. Set against the background of a wider, expanded global culture, where a
portion of the world’s population is familiar with travel between national capitals and
tourist destinations, it is perhaps a relief to find that in the everyday aspects of lives
in these places, it remains possible to detect the otherness of elsewhere.

These issues come very much to the fore in Saki Satom’s project To-Lo Tokyo

- London art exchange. The Stephen Lawrence Gallery is therefore very pleased to
have hosted the London stage of the project at The University of Greenwich as part
of the gallery’s Borders and Identities season.

Six months earlier, Saki Satom completed a residency in Tokyo with two other London-
based artists: Klega and Caroline McCarthy. These artists share a concern with
materials and behaviour patterns located in the more mundane parts of every day life,
low grade products and daily routines. As Hugues Le Roux points out in his catalogue
essay for the Japanese part of the exchange, while the visiting artists’ response to this
material in Tokyo was reflective of concerns brought over from London, for the Tokyo
audience the work generated “also reflected their own city back to them”.

In April it was London’s turn, where, sustained by traditional bed and “full English”
breakfast, Japanese artists in residence Midori Mitamura and The Are You Meaning
Company enquired into (among other things) notice boards, nursery rhymes,
postcards, wallpaper and waiting rooms. Again, in the resulting work, our own
realities have been reflected back to us while we also gain insight into our visitors’
preoccupations and ideas.

The subsequent exhibition, at the Stephen Lawrence Gallery (21st April — 16th
May) presented work emerging from the London residency alongside work by Klega,
McCarthy and Satom. The dialogue that emerged was gently able to tease into view
the structures that created it. While the project necessarily exists somewhere within
the machine of global art production, it has been able, through its focus on the
everyday in both cities, to present a refreshing account of cultural exchange.

The Stephen Lawrence Gallery is grateful to Saki Satom and all the participating
artists for their invaluable contribution towards the successful completion of this
project and to the Daiwa Anglo-Japanese Foundation, The Great Britain Sasakawa
Foundation and The University of Greenwich for their generous financial support.

David Waterworth

Curator, Stephen Lawrence Gallery
May 2008
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To-Lo-To-...

To-Lo’s art exchange returns to London, bringing back with it the works made by
those artists who went to Tokyo, and bringing with it also those artists from Tokyo
who will in turn be briefly resident in London, to live, experience, think and make
work. To-Lo has made the international round trip, so to speak, and in doing so
continues the exchange of people and things, and the dialogue between artists and
artworks. What can we see in the works that have come to London, and what can
we say of the experience of coming and going, of making and moving, of transition,
exchange, translation and displacement?

Let’s say, straight away, that when it comes to visual artworks, the notion of
translation is much overrated. It would be easy to resort to the clichés of the
film like ‘Lost in Translation’ to remark on the experience of displacement and
disorientation that the European visitor to Tokyo, or the Japanese visitor to
London, must undoubtedly feel when faced, for the first time, with the other city.
It is an experience made up of a mix of contrasting, social, architectural, visual,
cultural and — above all — linguistic differences that makes each place endlessly
exotic to the visiting stranger.

But if language always suffers in translation, visual artworks are different.
Languages necessarily can only be translated one into the other, so that we can
never, in fact, ‘check against’ the original, unless we speak both languages — in
which case, it is no longer translation in the full sense, but recognition. Artworks,
however, always look like what they look like, independent of who is looking at
them: it is impossible to ‘translate’ an object visually. It is only possible to ‘speak
differently’ of an artwork, but — given that even within one language culture many
people can speak differently of the same artwork — this is a common condition of
the relationship between visual artworks and the language we bring to them. And
this common condition is what an artist in Tokyo shares with an artist in London.
The act of looking, rather than speaking, connects us across countries and cultures.

But while the object remains the same, the way we look at it is, in part, conditioned
by how we speak about it; the conventions, fashions and traditions that influence
how we look at things, and which influence how we look at things in terms of ‘art’.
As a project of exchange, To-Lo makes the important point of bringing the works
made by artists in response to one location back to the city they came from, to
present them a second time to a different audience. Because each artist responded
to the experience of their visit in the work they made, each work is in some way
marked by that experience. The artists involved examine their own sense of
dislocation from the local meaning of the things they experience, as in Klega’s
chopstick sculpture or Caroline McCarthy’s sushi made from toilet-paper papier
maché. What might these strange, self-conscious objects mean to their Tokyo
viewer, and in what ways might this contrast to her London counterpart, for whom
chopsticks and sushi are already defined by their strangeness, their otherness?
The object remains the same, yet its effect changes.

The works of the To-Lo exchange project fold back on themselves to reveal that
both making and viewing artworks depends on where and who we are. Because
their subject is really about the artists finding themselves becoming a stranger,

Caroline McCarthy, English Breakfast (Luxury), 2008
Photograph of Toilet Paper Sculpture, C Type print
on aluminium 44x36¢m including frame

being elsewhere, conscious of their displacement, the works are, we might argue,
perpetually ‘homeless’ — homeless in their place of first presentation, and yet

no more at rest when they return to where the artist ‘comes from’ — because the
work now refers to a ‘somewhere else’. But as they maintain this tension between
here and there, they make us understand that, as they move between the two,
the experience of strangeness and homeliness is something we come to share
with each other — only the particulars are reversed. It’'s no longer a question of
translation from one language to another, but the recognition of mutuality that is
promised in the act of exchange itself. Being neither in one place nor another,
the works and artists involved in To-Lo offer us the possibility of becoming

a community whose common trait is the recognition that our difference is of

little importance. In an epoch where cultural difference has become a way of
holding back the great and positive dynamic of mutual encounter offered by the
globalisation of a shrinking world, the works made through the To-Lo exchange
remind us that artworks always hope that we will speak of them in the same
language — whichever language that happens to be.

JJ Charlesworth



Chiaki Sakaguchi interviews Saki Satom
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Klega, Knitting, 2007

Why did you organise To-Lo Art Exchange?

| was going back and forth between London and Tokyo and wondered
whether | couldn’t put those travels to use. Also there were a lot of
things | learned from my own experience of artists’ residencies. It was

a challenge for me as an artist to make work within a short period of
time and to make work that existed in dialogue with my temporary
surroundings. So | thought it would be interesting to invite artists from
one city to the other and vice versa. At the end of both residencies, we
wanted to stress ideas and processes rather than formal outcomes, so we
put on informal open-house-style shows rather than finished exhibitions,
encouraging participants to experiment and to show works in progress.
This is unusual in Tokyo but not in London. | felt that the art works | see
in Tokyo are often beautifully finished products, but a little conservative
in conception, so | thought it would be good to put on a different kind

of exhibition, placing more emphasis on ideas and process. It was also
important to do this in both cities.

What were your criteria in choosing artists?

First, | was looking for artists who are making good work of course, but |
also wanted to find artists who would react flexibly to new situations—and
with whom | would get along.

Wasn't it difficult to do a residency and show in just 2 weeks?

Yes, but having myself done a couple of 2-week residencies | knew it
would work. Having to respond to an unfamiliar situation and make new
work in just 2 weeks is a good challenge, it gets your adrenalin going. You
have to use your imagination to make something happen—and to make it
happen quickly! It can be upsetting, but all the artists reacted very calmly.

How did you feel on completion?

It was great to watch as the artists responded to local conditions and
took up local materials while developing their long-standing concerns

Chiaki:
Saki:

Chiaki:
Saki:

Chiaki:
Saki:

and methods. And | was intrigued by some of the coincidences that came
up—I think in a situation like this coincidences do occur.

For instance Midori Mitamura happened to bring music composed by a
Japanese composer, the tune of which was, she found, exactly same

as “London Bridge Is Falling Down”. That led her to make a new video
installation. Are You Meaning Company got an idea from the office partitions
and plinths in the exhibition place, and used them to make a big bench on
which people could sit and relax. The artists could make these works, of
course, because they were alert to the multiple uses and meanings of these
materials. Also, they knew I'm an artist and not a curator, so we helped
each other and went about our work in a way that was friendly and relaxed.

Why do you curate when you are an artist?

Why shouldn’t an artist curate shows? | want people to be exposed to
interesting ideas and art works, to ideas and works that relate to my own
interests. | don’t think these are 2 separate categories. My own work
concerns itself with relationships and social patterns, and | suppose that's
what I’'m concerned with as a curator as well.

Wasn'’t it a lot of work, finding grants and so on?

As an artist | often have to do that sort of work anyway, | don’t just spend
my time making work in my studio, | find grants and look for the optimal
spaces for the display of my work. The only difference is that as a curator
| did it on behalf of other artists as well. Here | received a lot of help from
the gallery curator, David Waterworth, and his staff.

What is your next plan?

It would be interesting to continue the To-Lo project. | would like to work
on a bigger scale; this time it was put on by a small group, so there were
of course clear limits to what we could do. It would be great if we had
venues in both cities, and the assistance of support staff. And it would be
fun if more people could be involved in the project.

Saki Satom, Alternative Stories H,
2 screen installation, work in progress
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Are You Meaning Company
Born in Tokyo, Japan. Lives and works in Berlin.

This gallery is not only an exhibition space, but also a passageway between a
conference room and a lecture room: it's a place where students wait before
lectures. Are You Meaning Company turned office furniture into a bench and in so
doing turned the passageway into a distinct space, which functioned as a kind of
waiting room. The Bench was an experiment to see how different concepts of value
could be combined in everyday objects.

Artist’'s page: Are You Meaning Company
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Midori Mitamura
Born in Nagoya, Aichi prefecture. Lives and works in Tokyo.

Mitamura takes inspiration from memories and documents of the past, and reconstructs
them in visual creations that carry narrative impulsions. Rondo-n was inspired by guitar
music from Japan which had the same chords as “London Bridge Is Falling Down”. She
combined the two songs and reconstructed photo images of the sights she saw and the
places where she stayed during her time in London, thereby making a video work that
seems to convey a number of mysterious, interwoven short stories.

10 Artist's page: Midori Mitamura
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The Stephen Lawrence Gallery
Private View



To-Lo Video Screening: recent video art from Japan

Curated by Chiaki Sakaguchi and Saki Satom
Video compilation shown in conjunction with the exhibition.

Video screening in the lecture theatre

16  Video Screening

Video screening artists
Kyoko Ebata
Taro lzumi
Meiro Koizumi
Hikaru Suzuki

Chikako Yamashiro

Kyoko Ebata

Born in Tokyo, Japan. Lives and works in Tokyo.

The Portraits on the Trains 2001-2002; 6min 55sec.

This work is a series of portraits of people on the train in Tokyo. Each portrait
has a title from a famous film as if lining up in a rental video shop. In this series
of work, the viewer is given the opportunity to look at people long enough to
undermine the separation between their public and private selves. But even such
long observation does not provide reliable insights into the personalities of the
models.

Video Screening

17
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Low Speed Vendor, 3min 25sec

Lime at the Bottom of the Lake, 3min 3sec

Taro lzumi
Born in Nara, Japan. Lives and works in
Tokyo.

Most of Taro lzumi’s works are based on his
performances, and subject them to complex
editing processes. He combines videos in low-
key installations brimming with black humour.
In “Lime Lake”, Izumi’s figures are captured in
CCTV like footage and smacked and squashed
with the palm of a giant hand like mosquitoes.

Llama, 2min 19sec

Human OperaXXX, 17 min, 2007

Meiro Koizumi
Born in Gunma, Japan. Lives and works in Tokyo.

Koizumi’s video installations use repetition and awkward timing to prompt feelings of
both hilarity and distress in the viewer. In Human OperaXXX a man with a scar on his
forehead is invited onto a cheap film set to tell his own tragic story in front of a video
camera. But as his story unfolds, the artist interrupts by giving him unnecessary props
and directions, the whole situation slowly descending into absurdity.

18 Video Screening

Doraemon, 4min 55sec Slaked Lime, 2min

Hikaru Suzuki

Born in Fukushima, Japan. Lives and works in Tokyo.

Suzuki tries to understand the world order by looking at a room as the smallest unit
of a landscape. Based on a highly popular family cartoon in Japan, Doraemon is a
series of short edits and scenes from the interior and exterior of a cartoon house.
The scenes chosen are those in which nobody appears — a collection of voids in
the house.

The Graveyard Eisa, 8min, 2004

Chikako Yamashiro
Born in Okinawa, Japan. Lives and
works in Naha, Okinawa.

Japan’s southernmost island Okinawa,
formerly the Ryukyu Kingdom, has
a unique culture involving complex
ancestral beliefs. With its American
base, the island has had a bitter post-
war history. Yamashiro’s work touches
on the past and culture of the island in
humorous, layered reconstructions.

Video Screening 19
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Caroline McCarthy
From The Vanitas Range: Sea Blue (Luxury), 2008
C Type print on aluminium, 46 x 46cms including frame
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Klega, Chopsticks, 2008
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22  Chiaki Sakaguchi interviews Saki Satom

Chiaki:

Saki:

Chiaki:

Saki:

Chiaki:

Saki:

Chiaki:

Saki:

RO THERLFESTLEN?

ERPEAERTAZBECINE. TNETP>TELERELDEDBUDSH T
ZDEVSREZTEHAMN/ETYT, TNICBEEPBERICA > TENEEEBSFEL
DHEBMBAMERIVELE, ZARNTARBIOE > TRATEMBR IOV Ky
BELE] OFREVSEYED ZEICRDVWTBREERDEEANDRIFTITD
72U, BHEAI EEEEZEICH EFILBETT -7V EE>TENEIIC
E£25LD5CLE, FNEDEVENERATES EVABHZ > TIETHHYET
e FNHS, BAURIDFa—L—F—LWSKURERELM->TEHE, BEW
BFE-272U LT, WOBUSYIRLTEULLEETEZEDONTILKRMND/ETT,

BE7—T 4 AMNEDICHRADLEETHATTN?
FEROBEELTHRITHWOW O AN 2?2 MMVERIIETHRLWEES L. ZHIEBESD
ERTH>THMDADERTH>THRL, FEFEVEDICRYBBEIZARNTT
Lt ATV DHEFDEFORTOHESEDEDLY ICEBRNSH DD T, thDERE
BELET5LHBFRHIOMBLALNTE,

RESDEDHICEEEDTRILY E. WBNBRELSHRNTTH?
MITZY—SRDT7—T 4 RAMEPSARTTOE—2a v TEHENLELL. F
REDLKBEIFL» A THREREZLDICHREM>LURBRELTEDLAL
Ehb, TNDEREODTIN—TRIEDOHEVNIEBVWRHBITE, enhdFv>S
V=—Fa—-L—F8-DTFAMEY R - D4—F—U—XARZDRY vy IBNBWEFE
STNEYLTETHMMYVELE,

RITROTHENZ &EIE?

b ORFEEBEFTA<KEAANEEREDS, SEIIEADBIR—PHESRFZ o220
T, REHOFTIURELRETOY N, ZOEHICIE. OV R ERROBAIC
R=ZABH>T. EESICH—HITHBNEERDIRI Y INNB LN, HoEVS
ABANEROTNELZNWTT A,

i —

Saki Satom, Alternative Stories |,
stills from 2 screen installation,
work in progress

Chiaki Sakaguchi interviews Saki Satom
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To-Lo Tokyo - London art exchange
This project is organised by Saki Satom and David Waterworth
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