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In an Indian Village Where Children Can See Gods

We, eight contemporary Japanese artists, carried out an artist-in-residence project in a Santal village with no electricity
which lies in the interior of eastern India, several kilometers away from the tiny town of Santiniketan, and displayed
its results at the Santiniketan Society of Visual Art and Design(SSVAD), an art center in Santiniketan.

After closing the show at Santiniketan, we got on a night train for New Delhi to hold a similar show at the Japan
Foundation there. It took a full twenty hours on the night train. Since the project was planned and organized by
ourselves, it was not well funded and we had no choice but to take the train instead of airplane. When we reached the
gallery of the Japan Foundation New Delhi with big backpacks across our shoulders and large art works in our hands,

we were all exhausted.

For the past three years I have been in India, living among the people of the Santal tribe. It being a society without
any electricity at all, art, culture, production, consumption, etc., all human activities within the village almost perfectly
revolve around each other. My longing to share their profound worldview with other contemporary Japanese artists

was the starting of this art project.

I went with my Japanese friends to a nearby pond on a pitch-black night, caught ducks, plucked their feathers, cut
them, broiled them over a bonfire, and curried them. We drank the home-brewed drink called “hadia.” My visiting
Japanese artists told me the experience was incredibly precious for them. However, I had to wonder what our
existence seemed like to the Santal people. This has to be considered with the utmost care and profundity. Until their
encounter with us, Santal children could see the gods, but might not longer be able to do so; perhaps, we have given
them insatiable desires for material things. Judging from the incredible pace of economic development in India, even if
we had not come, in a few years time electricity would surely come to the village, and cellular phones and motor
cycles would come to be used, and the lived world of the village would suffer a complete metamorphosis. . . but I am

tormented by what we outsiders have done to them.

While living among Santals, one is compelled to ask a fundamental question: Why do artists make art? One night, the
villagers said an apparition appeared at the crossroads. They drew what it looked like on the earthen wall of a house,
while they uttered such things as “Tt looked like this, I think” and “No, no, no; the mouth was much larger.” When
poppies bloom, village girls sing “Let us decorate the hair / With poppies on the earth fair,” and all the villagers play
music and dance. All artistic activities, whether visual art or musical, exists as just one more part of daily life; nobody
questions it. They can easily enter an artistic trance just by repeating time-honored acts of expression.

On the one hand, hailing from modern society where art is alienated from the lived world, we are harbingers, as it
were. However, I do not hope for our works to stay in Santal Village as mysterious monuments born from Another
World; I would rather prefer that they naturally adapt themselves to their everyday lives. After all, we are not
members of some NGO or Japan Overseas Cooperation Volunteers. We are artists engaged in a profession that one
expects will express what has been alienated from the lived world but is more complex than it. ... Perhaps, from the
creation of art wrapped within this dilemma, a new methodology can arise that merges art and tribal living. This is

how our rare art project was born, connecting far-off Japan with an Indian Adivasi Village with no electricity.

Sohei Iwata
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8 Japanese Contemporary Artists : Mutual Sympathy in the Orient:
An Overview

For us the highest purpose of this world is not merely living in it, knowing it and making use of it, but realizing our own selves in it
through expansion of sympathy; not alienating ourselves from it and dominating it, but comprehending and uniting it with ourselves
n perfect union.

—Rabindranath Tagore

In 1937 as part of the Vriksharopan festival (where every year a sapling will be planted in different parts of Santiniketan and its
neighbourhood) in a neighbourhood Santal village Tagore urged the need to participate and learn from the lifestyle of the Santals who
are rich in their cultural heritage and lifestyle that is close to nature.

“Santals are the largest homogeneous community in India. Santals are also found in the neighboring countries like Bangladesh, Nepal
and Bhutan. They have oral traditions, songs and rituals which play an important role in cultural maintenance and transmission.
Originally Santals were hunter - gatherers in the jungle as well as - known for clearing forest for agriculture. Presently they are
indifferent agriculturist. For centuries, the Santals have been living as neighbours of other communities maintaining cultural and
social distance. The Santals are regarded as one of the economically non-affluent communities of India. They are known to be simple,
honest, peace loving, jovial in character, fond of their rice beer and ready to crack a joke.. Santals are divided into twelve exogamous
clans and sub-clans, Their religion is animistic, spirits (bongas) are every-where around them: the spirits of their ancestors, the spirit
of the house, the spirits dwelling in the patch of primeval forest preserved in each village. Every hill tree and rock may have its
spirit. These spirits are propitiated by elaborate ceremonies and sacrifices, which generally terminate in dances, and the drinking of
rice beer .

—Boro Baski ,Sociologist,Ghosaldanga

The Santals around Santiniketan are mostly migrated communities who have shifted from the neighbouring Chota Nagpur plateau
and have settled here somel00 years back. Some of these villages have been urbanized but many of them maintain their traditional
lifestyle like the village Sehalai which also did not have electricity. But presently the Santali community is struggling to maintain
their tradition specially their lifestyle,music ,dance which are being hugely influenced by urban pop culture. Moreover with the
advent of urban education the general lifestyle of Santals are changing. It is at this very crucial juncture of cultural practice that the
project “Mutual Sympathy in the Orient” was placed.

Sohei Iwata, curator/artist of this project, visited India more than three years back and came straight to Santiniketan with the
interest of collaborating with the local village communities in art-making as an artist/curator. He was interested in learning from the
local lifestyle and also bringing in information and methods from his own homeland of Japan and sharing them with the community.
He succeeded in achieving close interaction with Santal people in Sehalai village, and with their collaboration has built biological
water purifying systems, a water tower, a village library etc., on the unique methodology of blending both Indian and Japanese
traditional skills. What he stressed on is the idea of ‘public art through private initiative’. This stance of his is significant mainly
because he insists that an artist should not remain as a mere creator or performer but expand her/his role into multiple ones of a
creator, coordinator, private entrepreneur and curator, like Joseph Beuys “social sculpture.”

Furthermore, he invited seven artists from Japan and collaborated with them in collective art-rendering in Santiniketan, especially
Sehalai village, which culminated in “Mutual Sympathy in the Orient.” They worked together with village community learning their
technique of making pigments for colouring mud wall, making fertilizer, their local process of sanitation and participated in their daily
routine of livelihood work. The artists also shared their earlier works with village people through video projections. These
interactions with the local community on the basis of mutual sympathy can be said to have been an adventurous enterprise to
suggest a new potentiality to the field of public and site-specific art.

Sanchayan Ghosh
Reader, Department of Painting, Kala Bhavana, Visva Bhararti
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It was in the season of the Sorhaai Festival that I first visited Sehalai Village. Poppies were blooming all around and Santal people
drank home-brewed hadia and ate pork to pray for happiness in the coming year. As the religion and customs of the Santal are unique,
they drink alcohol and eat pork unlike Hindus or Muslims.

Almost everything in the village is made from natural substances. Their houses are built with earth and wood and thatched straw
that remains after the harvest. I was enchanted by the primordially human sense by which they bring forth necessities of life from
Mother Earth.

In due time I made a friend of a Santal and began staying constantly at his house. I could hardly understand his language, but was
permitted to enter his house any time and saw pigs, dogs, chickens, cows, goats, sheep, and children moving around the house, lying
comfortably on the tribal bed called a “katia.” I was even invited to meals many times and devoured the duck they caught and cooked
themselves. In this way I came to live with a Santal family, and as a result my work site became Sehalai Village.

One day I wanted to make a big art object and asked my Santal friend.

“There is a splendid water purification system in Japan. Do you want me to set it in your village?”

“Make anything you like.”

“Anything goes?”

“Because Sohei have come here to make some artwork, haven't you? I will lend you any of my land, so you may make anything you
like on it.”

“Oh, you accept me that much, don't you? Yet if I make something, I would like to make what you can continue to use for a long
time. Don't you want the water purification system?”

He talked with fellow-villagers for a while. Then an old man said,

“We don’ t need the water purification system. You' ve taken the trouble to pump up water, and then you put the water into that
“computer” to make it drinkable. That seems to be without any point. What we want is that we can drink water as soon as we turn
on the faucet.”

This is how I decided to build my artwork “Adivasi Water Tower,” bearing the old crest of the Santal tribe on its earthen walls. The
water tower needs electricity to work. I had assumed that village life without electricity was beautiful, but I found that my assumption
was nothing but egocentricity on my part. I negotiated with the tribal government about bringing electricity to the village. Probably
because they made much of a Japanese artist trying to improve the life in a remote village like Sehalai, the government finally
approved my request on the condition that I completed the groundwork for the tower. Thus, step by step, the construction of Adivasi
Water Tower began to move forward.
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The model building for my water tower
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Bringing electricity to the village by the aid of the tribal government
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There are no home-supply centers or shopping malls in the village of Santiniketan. There are only small shacks of private retailers;
they line both sides of Main Street, and each deals in its own rather specialized items - screws and hinges at one shack, wire nets and
sheets of stainless steel at another, steel pipe at yet another, and so on. In order to find out which store sells what, you have to explore
on foot and discover it yourself. What is more confusing, each retailer keeps its own hours and rest times. When you finally obtain
what you're looking for, you feel as if you've accomplished some complicated video game.

Even in town, many machines are still operated by human power directly. Sewing machines are pedal-operated; sugar-cane juicers
are operated by hand. Whether cutting wood or sheets of stainless steel, traditional, hand tools such as saws and pliers are used.
When you ask a shop for a certain feet of something, they leisurely begin to cut your material right in front of the shop. At a
customer's request, poultry mongers will grab a chicken out of a cage of many and right there before the customer's eyes begin to
dress it for cooking.

Of course, in the village everything is done using the body. Whenever you need water, you have to use to push and pull at the pump
any number of times. To get water for drinking, cooking, and washing, women are busied several times a day having to come and go
between the community well and their homes.

In the village everything begins from the proverbial first step, as it were. Everything involves so many more repertoires, so many
more bodily movements, and so much more time.

Repeated daily, automatically, from the moment of birth, each human action and movement displays its own perfection and beauty.
They are blended together in a rhythmical movement of darkness, morning, sunlight, and the cries of animals. It seems, as it were, a
world in drama, with music that can be heard only here, upon a stage designed only for here, with players performing only here.
Standing here, one viscerally feels the complex network of the world's organic relations.

They prepare a duck for cooking in the moonlight, cutting it, plucking its feather, and washing its giblets in the pond. They bathe
themselves, splashing river water in the sun. They operate a thresher by pedal, and knead flour by hand. The villagers' life, producing
almost everything with their own hands, gives all their productions an organic roundness. They pour their home-brew into round jugs,
and carry them balanced on top of their heads. Their actions were so attractive that I followed them on video.

Drawing paper shaking in fluorescent light; wires jerking fitfully; silver foil dancing in the light; plastic bags blown off by the electric
fan; stationery beginning to drop off the desk; wrapping paper diffusing light brightly. Using these materials - almost identical between
both India and Japan - I try to reproduce clumsily the landscape of the Indian village. On the partly shadowed screen, scenes and
images of totally different objects keep changing and merging. Dissected scraps of my days in India continue to overlap and separate
like eclipses, maintaining their own rhythms and mutual relations.
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Santal house, cow dung, hand-made charcoal, brush made from used Sari, aluminum plates
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At night, when the pitch-black time to sleep arrives, several village women approach me. They want us to go urinate together. We go a
little distance from the houses to the edge of a vast field and relieve ourselves in the moonlight. Accustomed to performing rituals in the
dark, they are able to see well in the dark.

Without the use of electricity in the village of the Santal people, my feeling was that the darkness here was much deeper than I could
imagine. Like moths compelled to a fluorescent light, streaming and drifting to places of light, we “moderns” might really know nothing
of true “darkness”. While we may have gained much, the Santal people retain what we have lost and cannot retrieve.

As shadows are cast from places lit, it seems that our world consists in contrasts between light and dark, and we live grasping at a
balance within their various gradations. As my body dissolves into the pitch-black of the village of the Santal people, I sense that there
are subtle nuances in the gradations. Very probably we must understand that there are numerous variations of the color gray, for our
worship both the sun and darkness as sacred and inviolable.

To coat floors and walls the Santal people usually use a special mortar they mix using cow dung, charcoal and water. As time passes,
the mortar becomes gray and really beautiful. I asked the villagers how to mix the mortar, starting with burning charcoal. I gathered all
the cow dung around the village and made as much as half a drum of mortar. Using the mortar and brushes made from discarded sari, I
“black-washed” the walls of the house, and while smeared with dung from head to foot I randomly studded the walls with the round
aluminum plates that are extremely popular in India. During one moonlit night, I planned an “art” event: with penlights in hand, the
villagers and I drew figures on the walls of the house. Becoming a bit drunk from their home-brewed beer, the sight of the villagers
drawing with light looked as if they were engraving a new constellation on pure darkness.

“A New Constellation -Miniature” Miniature
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Yy VEBEORIAMD T 25

Cow dung, hand-made charcoal, aluminum plates,
broken pieces of Santal house, used straw for thatching

“A New Constellation” Video DVD 1.35min.

“A New Constellation -Delhi” Installation
B A Gl AT D4 2L v v 74 =i, KEEOHE. H AT O M
Chairs kept in Japan Foundation, Newspapers in Hindi, English, and Japanese
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After playing soccer with the villagers, I threw a closing party in a neighboring village. On the bumpy dirt road to the party, I rode
my old scooter as fast as possible to keep up with the motorcycle in front. It was in the midst of endless paddy fields, just like a
hedged-in garden. There, people sit on the ground and drink beer brewed from freshly harvested rice. When I arrived, more than
thirty men had already begun to drink in a garden that wasn't visible from outside.

Following the local rule, since I was the host, I served rounds of drinks, and handed out cigarettes and snacks. I drank from a
palm-leaf cup and ate the field mice they had brought triumphantly. Overjoyed and having drunk too much, I threw myself on the
newly stacked rice stalks. The sun seemed mysteriously close. Time passed unusually slowly.

Everything in Sehalai Village was new and unique to me. There, before a boundless Indian nature and the affectionate Adivasi people,
the questions that I always ask myself at the start of each new work, “What can I do here?” “What artwork can I express?” became
meaningless to me.

It was for this reason that I decided just to play with villagers using my previous works and concepts. The title of my new play was
to be “Opening the Curtain.” On the soccer ground next to the village, I put up red cloth as a supposed stage curtain. Although only
goals made of bamboo were there, to the villagers for whom soccer was virtually epidemic it was a splendid stadium. When the winds
came up from the vast paddy fields beyond, the “curtain” repeatedly opened and closed. Through the gap in the curtains you could see
the beautiful lives of the villagers in the background, and vice versa. In that setting I enjoyed soccer with the villagers. Perhaps, it was
just another ordinary game to them, although played in slightly different surroundings with an unfamiliar Japanese person. Perhaps, it
was like a festival to them, and that I prefer to hope. It would make me happy if the constant flutter of red curtains could lend even a
little brightness to the familiar scene on which their gaze always falls.
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Mixing the charcoal and “Hadia” yeast, in
preparation for composting.
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The subject of my research was the energy cycle of the Santal people, including the processing of drinking water, household water,
burning materials, foods and toilet waste. How are these daily materials gathered from the environment, how are they used and how

are they disposed of?

I was especially keen to learn about charcoal, which makes fertilizer rich and effective for agriculture. In Berlin, Germany, I have
researched a fertilizing method that uses charcoal powder and microbic fermentation. I intended to research and use charcoal at the
village and initiate a trial composting process. While staying with a family for a few days, I made charcoal and mixed it with lactic acid
fermentation, which I could find in their food culture ( “Hadia” yeast), with the help of my host family. I was deeply impressed by how
directly they could receive the blessings of nature and how wisely and efficiently they utilize the diverse available materials. Women
taught these materials and methods to me and I eventually compiled them into a collage book. The title is “Without Noticing.” Every
morning village women carry rice straw, ashes, kitchen waste, cow dung and other refuse to their backyards and make a compost

heap. They have no need to study the theory of energy recycling, as we do, for within a year, “without noticing,” their ancient,

traditional rituals produce rich compost - even containing charcoal - for their agriculture. BEGAOROE FEART, 37 LY K =B CRE Mo T 5ot 7Y = TR RRUEMIE, 35 H % F O T 0T RIS A& R 5. BRI,
. . . N “ . . . . Eco-friendly way of burning charcoal in a used can with fallen leaves and straw waste in. F’%iﬁ-§$®%7 o7 = @ﬁ‘iﬂz%‘fﬁl@l}(‘ 5959 Bﬁﬁ‘/.‘ L X
When I arrived in Delhi, a utopian idea for "Urban Gardening” came to my mind. I thought here might be a city where people are The microbes bought in Delhi are effective not only for composting but also for floor cleaning.
. . . . . . . . . As an action, all floors of the building of Japan Foundation New Delhi were cleaned using
keen to have gardening places, like in Berlin or in Tokyo. It might be good idea to have a compost kit scaled to suit a balcony or small microbes during the show.

backyard. I immediately bought charcoal and microbes in Delhi and made compost starter kits. The exhibition visitors could take the

kit home and start their composting.
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waste.
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“How to use the compost kit for urban gardening.” Illustrated brochure handed out at the show in New Delhi.
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Santal people build their earthen houses with their own hands, get along well without electricity, and need no sanitation facilities but
for the open field. The women work hard, and the men drink home-brewed hadia from the morning. Their life looks wild at first
glance, but in reality it is very simple and beautiful. Drinking hadia with villagers, I hazily imagined myself as a village man, drunk
from early morning.

Unlike in Sehalai Village, you can find some chemicals in the town of Santiniketan. Plastic packs of Indian cigarettes scattered on the
road, PET bottles of unfamiliar shapes, lottery tickets with losing numbers blown off by the wind, colorful, empty boxes - those objects
attracted me so much that I found myself collecting junk every day, while the townspeople looked on in wonder.

In Sehalai Village I was attracted by straw, dead trees, cow-dung wash for coating, and so on. Whether it was natural or chemical,
any object aroused my interest when it revealed its characteristic self, usually hidden under the surface.

Packs of beedi cigarettes, cow-dung wash, straw, Indian comics from a used-book store, flashy wrapping paper, bells used in Hindi
music - with these random objects which happened to catch my attention, I decided to make my movable “house.”
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“Moon Walker”Installation in Santiniketan, 2m x 2m x 2.7m
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Santiniketan’s local potter Mr. Bloombirgie with his disciples, and his studio
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On our way back from Sehalai Village, a small scooter with four of us on it is swirling dust from the dark farm road. Lots of insects
flying into the beam of the headlight hit us in the face and force us to shut our eyes. We have a visceral sense that there are humans
and animals wriggling in the dark.

Half-closed eyes cannot see well after all. Imagining some obstacle in the way, we turn the wheel instinctively. Avoid having an
accident! As our eyes grow accustomed to the dark, we are able to see a little better. Animal dung on the road, bricks piled up to
make cylinders along the roadside, big banyan trees with various signboards hanging on them, huge, doubtlessly hand-made Hindi
gods, shabby wild dogs growling at each other, women brewing home-made beer, countless paddies of cow dung drying on walls and
tree-trunks, seasonal imitation flowers in various colors, bright saris fluttering from balconies, a potter turning a handwheel with a
wooden stick, a meat monger chopping off a goat's head at the stump, a poultry monger selling chickens and ducks in cages under a
small ecobulb, people dancing to the strong beat of Indian music booming from a big loudspeaker carried on bicycle - all these visions
- they vaguely fade into sight, one after another.

Standing in a village that has no electricity or a town where power failure is usual, I am reminded of a country that is fussing over
scheduled blackouts. What has been obscured by dazzling neon signs and city lights becomes more visible in moonlight or candlelight.
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On the roadside in Santiniketan I sometimes saw bricks piled up to make cylinders to protect saplings. Such symbolic words as Hope,
Royal, Hero, or names of Hindi royal families are inscribed on each of those bricks. It seemed interesting for building materials to have
such words engraved. I bought bricks with the word MOON, thinking about the pitch-black night of Santal village still lacking in
electricity, as contrasted with the civilized night of Santiniketan.

As I am from Tokyo, I was impressed by the abundance of nature that India preserves, and I was also surprised by the stewardship
by which they protect growing saplings. I imagined that these saplings would outgrow their protective brick cylinders and develop
into big trees. I thought that that rapid growth of saplings could be compared to the tremendous progress India is now making. Maybe
Sehalai Village will develop as rapidly after it has electricity. . . .

Installation & Performance in Delhi

“Moon Walker” / DVD, 6min.30sec.&2min.30sec.
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It was at night, riding on the rear seat of my friend" s motorcycle, that I first visited Sehalai Village. On a pitch-black
village road, looking up at the sky, through swarms of fireflies streaming like meteors, the stars looked so big and
bright it seemed that you could clutch them in your hands. It was an unearthly, almost hallucinatory illumination, and
here we were welcomed with bright childlike eyes, by villagers pure of heart and bereft of any suspicion.

I do not think that the villagers need any “art.” Their daily lives exist in such community with singing, dancing, and
painting, that their life and art are one. There is such an abundance of rich creativity in their everyday lives that they
do not need any special “artistic something.” Living here, I came to believe that “art” is something that exists for the
sake of modern society, an activity for retrieving its lost humanity. Living here, I did not feel the necessity to create a
special “artistic something” ; everything was here; it was enough that I live with them.

The village life, however, was not altogether satisfying. Waves of modernization threaten them: petroleum-based
manufactured goods for their everyday lives do not turn back into soil, and dump sites are littered with the trash they
become; the water at places from where they draw their water is polluted with detergent, and the ducks that they
consume swim in the polluted water looking for food. It seems that the village will have electricity in the near future. I
wonder if economic development will provide the villagers with genuine happiness. Just like the transformation of
Japan, modernization will bring the numerous problems that modern societies have to face.

Living among the people of the village, I felt an absolute separation ( “a metaphysical divide, as it were,” ) between
me as reared in a westernized society and the villagers as conducting a primitive life. And I immediately thought of the
suffering in northeastern Japan, which was devastated by a huge earthquake, tsunami, and nuclear disaster. When I
visited the devastated area in Japan, from the disaster-stricken people living there and their surrounding circumstances,
I similarly felt an “absolute separation.” This coincidence gave me the inspiration to make a video work based on my
experience of the two places. From the footage I had taken of Sehalai Village and of quake-stricken Japan, I would
choose images that had something in common and juxtapose them, thus compiling one video work. The lens of my video
camera can never really grasp the truth of the world, although it gives the illusion that it can portray the real world
that I see. However, with advanced editing techniques, I can easily make two heterogeneous worlds look as if they had
many things in common and, therefore, were actually homogeneous. While making this work, I would like to think over
this trickery of video media, but at the same time I also long to seize some moments which witness an underlying
commonality between different people of different places.
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"In the Cage'video installation/mixed media,video NTSC 15min.
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Video installation based on the images taken at Sehalai Village
and the quake-stricken Japan, revealing the relevance and
commonness between the two.
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"Reaching the Source" Video installation/cow dung, charcoal, canvas, NTSC 8min.
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This work is based on “Reaching the Source,” the ninth of “Ten

Pictures of Ox,” a serial illustration of Zen philosophy. A

documentary video and installation work portraying a village woman who

was asked to do on canvas what is part of her usual house chores:

spreading cow dung mixed with Indian ink and water on the kitchen

floor.
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In 2008 and in 2011, two large group exhibitions by Indian artists were held in Tokyo and Rome. I was lucky enough to see them
both. They were quite rewarding exhibitions: one could experience the versatility and dynamism of the contemporary India art
scene. But more impressive, I felt, was the feverish excitement that curators as well as all dwellers of the art world showed toward
Indian arts. Excitement was aroused by the expectation that contemporary Indian arts would hint at as-yet unknown future
attractions, though they do not extend so far beyond the boundaries of the existing art world. In short, the exhibitions were
post-colonial arenas, as it were, where actual art-making in India is combating with the institutional establishment of the art world
initiated by the west.

Within the whirlpool of globalization, urbanism and culture have conspired in the commodification and commercialization of art, as
is conspicuously the case in New York, Los Angeles, Tokyo, London, Mumbai, and New Delhi. Thus, all the world's artists must
decide how they confront this overwhelming system.

Sohei Iwata is among those artists who react to this system sensitively. There is a great disparity between the kind of Indian art
exported from luxurious galleries to foreign countries and the kind of art that is needed and produced day by day in Santiniketan, the
lived world on which Sohei has chosen to pivot his life as an artist. He seems to have already determined his fundamental stance as
an artist. Needless to say, the path to art that he has discovered is a gift afforded him by the lived world within which and the
people with whom he has been living in India. In his turn he decided to share the gift with other Japanese artists.

When I visited India in December, 2011, I regretfully found that the exhibition was already over, but, judging from a large number
of photos and words the participating artists had left behind, it is evident that all of them also received great gifts here. In a sense
their works and exhibitions here were not institutional arenas where art people struggle for supremacy, but a token of their deep

gratitude to the Indian people.

Mizuki Takahashi
Curator, Contemporary Art Center, Art Tower Mito
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8 Japanese Contemporary Artists Mutual Sympathy in the Orient
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Japan and India have shared long-standing historical ties, and have maintained a close bond of friendship. In recent times, this
association has further deepened and matured in various fields.

In November 2011, The Japan Foundation, New Delhi and 8 Japanese artists organized a community-based art exhibition entitled
“Mutual Sympathy in the Orient” in Santiniketan and New Delhi. The concept for this exhibition was inspired from contemporary
artist Sohei Iwata s activities in Santiniketan renowned as the village established by Rabindranath Tagore. During his stay of more
than 3 years in Santiniketan, his discussions and interactions with the people living in the village resulted in artworks contributing
several ideas and infrastructure also for the village.

Based on his experiences, 7 other Japanese artists arrived in India and stayed in Santiniketan. Through the works of these Japanese
artists, we can see their portrayal of Indian society; this depiction must be a new perspective for the Indian audience as well.

We hope that this catalogue helps advance mutual understanding between these two countries people in both India and Japan to

advance mutual understanding and step up to the next level.

Katsuma Doi
Director General, The Japan Foundation, New Delhi
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ZNMWER Artists

HHEE  Sohei Iwata

http://www.sohei-iwata.com/index_jp.html

1979 #E AT e BUEAL ¥ F2RAITEE) . 2008 HER{BAN KK
Bedeim S BUE 7o 2008-2009 STALT 4 F M K iy ki B o
20102011 # T— VEPRFRF% BWF7E Ho B4 2010 75 %9540 5 AR
B E. 2011 F— T EMIRETH, ERREES - 7uyz s b
2003-2007 [ 7— b 7T ¥ = 7 I SICE(Sarajevo International Culture
Exchange)] (# 72K/ KA=ZF7ALY = TEF) 5%, 2008 -2012
[TRNAFNR=1] Tudzs b, FT—NVEBERE (VY T4 =7
¥ /4 F)FEHE, 2010 [FY—+ 74— F7—2 "In Context:
public, art, ecology"| Khoj International Artists' Association( = = —
FUY—=/"4VF) 2011V =% V¥ £ 713331 Art Chiyoda ( B )o

1979 Born in Shiga. Lives and works in India. 2008 Finishes the
Master’s course at Tokyo University of the Arts: MFA Inter-media
arts. 2008-2009 Artist sent overseas by the Japanese Government.
2010-2012 Visiting Fellow, Visva-Bharati. Grants:2010 Yoshino Gypsum
Art Foundation. 2011 Pola Art Foundation. Selected Exhibitions &
Projects: 2003-2007 Directs SICE(Sarajevo International Culture
Exchange), Sarajevo, Bosnia Herzegovina. 2008 -2012 Directs art
project Apam Napat, Santiniketan, India. 2010 ‘Field Work in Delhi’
“In Context: public, art, ecology.” Khoj International Artists'
Association, New Delhi. 2011 “Social Dive,” 3331 Art Chiyoda,
Tokyo.

JIPERES  Takashi Kawanishi

http://www.geocities.jp/sonton_toy/

1979 A &t BUEHUR % PRI Y. 2004 25 BEREAN R PR, 2 g
2008 BUGJThe Artcomplex Center of Tokyo (3 ¥ ), 2009/ =L 7 7 —
2] Art Center Ongoing ( 3 )o F % © 2008 [KITAl ~
Japanese Artists meet Indonesia] National Museum, Jakarta ( ¥ 3 7
VX AN 4V RERTT ), 2010 [Black Magic? | MAGICROOM??
(® 5 )o [No Man's Land: 5th Dimension] IH7 5 ¥ &2 KAlifii (B HL),
2011 [Ladies&Gentlemen ¥ ¥ I —/hEdf (R [V dDVONRE L]
TENFE 21 (W),

Born in 1979. Lives and works in Tokyo. 2004 Graduates from Tama
Art University: BFA. Selected Solo Exhibitions: 2008 “BUG,” The
Artcomplex Center of Tokyo, Tokyo. 2009 “Elle femme,” Art Center
Ongoing, Tokyo. Selected Exhibitions: 2008 “KITA!l: Japanese Artists
meet Indonesia,” National Museum, Jakarta, Indonesia. 2010 “Black
Magic?” MAGICROOM??, Tokyo. “No Man's Land,” The France
Embassy in Japan, Tokyo, Japan. 2011 “Ladies&

Gentlemen,” Chateau Koganei, Tokyo. “Museum of Life,”
Akibatamabi2l, Tokyo.

/MY Fumiko Kobayashi

http:/wwwl.ten-catv.ne.jp/fumikokobayashi/

19779 5 HB4E F he BUER R 2 WWASIEE) . 2004-05 K 4 2 - /N7y
AR A 2 — WM AR Fo 2006 55T BN K 27K 4= B i
WFFERHE AR RE W H 55 T, 2010-KIE RFIEHHh kN, FhoRES
12006 [KHOJ KOLKATA 2006] Chaudhuri Bari (Z)V4 % /4 ¥ F)o
2008 [ZZICZT =Dz bDH\niE] Tob Lili RIEMfH
(K¥)o 2009 [5B16M01K X Y EBEMZ Y = > F— L | X7 3fbt
vy — (RKXF /K=~ F), 2010 [No Man's Land: 5th Dimension
1 IH7 5 ¥ 2 KM (HE)o 2011 [7 T4y b - TF ¥y ay XlL
2o OWMEE | KTEMEEBCEM L v ¥ — KIR).

1977 Born in Tokyo. Lives and works in Tokyo. 2004-05 An exchange
student at Bauhaus University, Weimar, Germany. 2006 Finishes the
Master’s course in mural at Tokyo University of the Arts: MFA.
From 2010 part-time lecturer at Taisho University, Tokyo. Selected
Exhibitions: 2006 “KHOJ KOLKATA 2006” Chaudhuri Bari , Kolkata,
India. 2008 “Beyond the Boundaries of Form and Body” Matsumoto
Performing Arts Center, Nagano, Japan. 2009 “The 16th Interna-
tional Sculpture Triennale, Poznan 2009” Culture Centrum Zamek,
Poznan, Poland. 2010 “No Man’s land: 5th Dimension” former
French Embassy, Tokyo, Japan. 2011 “Quiet Attentions: Departure
from Women” Contemporary Art Center, Art Tower Mito, Ibaraki,
Japan.

W34 Hideyuki Tanaka

http://tanakahideyuki.com/

1981 SR F o BUESHR 2 26 B, 2002 7—F 4 A R V—7
[Antenna] %F&/R. 2007 RUERT V.25 RERFEBEFEMFERE Y 27
Voo FHA YHBUE T . FEMRKFEOIEFE M, F RS 12008
lonedotzero] (B Y F¥ /4 F1) R )o [45 11 [l A KEBBIC =M B E |
R A K ERSEAT S (I )o 2009 [NRE 7 — 70 Y =2  2009] ()R )o
2010[ Biwako ¥ > F— L 2010J(#5H )o [ HAR B4 Kyoto Arts 2010]( 3¢
%) [HLHLKYOTO 7Y 2 M) () X519 - FW] B
ML ZEMRFF ¥ 5 — (5 )o

1981 Born in Kyoto. Lives and works in Kyoto. 2002 Starts an artist
group “Antenna.” 2007 Finishes the Master’ s course in Visual
Design at Kyoto City University of Arts: MFA. Starts working as a
part-time lecturer in art universities. Selected Exhibitions: 2008
“onedotzero,” London, England. “The 11th Exhibition of the Taro
Okamoto Award for Contemporary Art,” Taro Okamoto Museum of
Art, Kanagawa, Japan. 2009 “Hiroshima Art Project 2009,
Hiroshima, Japan. 2010 “Biwako Biennale 2010,” Shiga, Japan. “Kyoto
Arts 2010,” Kyoto, Japan. “Waku Waku Kyoto Project,” Kyoto, Japan.
“Kyo-Sei,” KCUA Gallery, Kyoto, Japan.

FH*#T  Shoko Toda

http://sites.google.com/site/shokotoda/home

1981 HintA Fho BRI 2 WG 2006 H 5T B84 K22 B S A
JERHREM B IS T 2007-10 Ho | b 3 Ye Sy 5 B S BRFEAN R WE 78 AR
& LCHEERE, M 2011 [HEc, ) X2 ] 3331 gallery (HH )o
FREE2:2009 [Asia Panicl e E v F—LFx—v OGN 8H ).
[- B -] EBE 501 BUCIEME (B WFIE ). 2010 [International
Artist-in-Residence Program in Daegu] Daegu Culture & Arts
Center ( KIF#E ) 2011 [EET7T—T A A MM Y VLITFVRA] BB
WLl (TN )o V=YX VE 4 7 BB 2815 3331 Arts
Chiyoda * 4 Y F ¥ 51— (WK )o

1981 Born in Tokyo. Lives and works in Tokyo. 2006 Finishes the
Master’s course in mural at Tokyo University of the Arts: MFA Fine
arts. 2007-2010 Research student in experimental art at Central
Academy of Fine Arts, Beijing, China. Solo Exhibition: 2011 “The
Rhythm of Site,” 3331 Gallery, Tokyo, Japan. Selected Exhibitions:
2009 “Asia Panic,” Gwangju Museum of Art, Korea.

“Live” Chongqing 501 Museum of Contemporary Art, Chonggqing,
China. 2010 “International Artist-in-Residence Program in Daegu,”
Daegu Culture & Arts Center, Korea. 2011 “Awashima Artist-in
Residence,” Awashima Maritime Museum, Kagawa, Japan. “Social
Dive: Exploratory Imagination,” 3331 Arts Chiyoda Main Gallery,
Tokyo, Japan.

B KFE  Ayumi Matsuzaka

http://www.ayumi-matsuzaka.com/

1978EIGHA T, BIERA Y - XUY Y 2PEIER) . 2002-2003 4
ZVT - Z AHEREE M AR LR e 2004 K4 Y - N
INT ARFT A =V IEREM AL RS T, MR 2009 [
Dialogausstellung | EIFRAHIEET V> (KA V), 2012 [TIME
BANK] Huesca (A4 V), F &4 1 2008 [House of Senses |
Luopioinen (7 1 ¥ J ¥ F)o 2009 [Borders & Beyond| Taidehalli Art
Hall, Helsinki (7 4 ¥ 5 ¥ F), 2010 [Das Schonste im Leben ]
Leipziger Baumwollspinnerei ( ¥4 )

1978 Born in Nagasaki. Lives and works in Berlin. 2002-2003 Studies
at JTUAV (Istitute Universitario Di Architettura Venezia) Venice,
Italy: Master course, Faculty of Art and Design. 2004 Finishes the
Master’ s course at Bauhaus University, Weimar,Germany: MFA
Public art and new artistic strategies. Selected Solo Exhibitions: 2009
“Dialog- ausstellung,” Japan Foundation Cologne, Germany.
2012 “TIME BANK” , Huesca, Spain. Selected Exhibitions: 2008
“House of Senses,” Luopioinen, Finland. 2009 “Borders and
Beyond,” Taidehalli, Finland. 2010 “Das Schonste im Leben,”
Leipziger Baumwollspinnerei, Germany.

¥R#  Yutaka Nozawa

http://yutakanozawa.com/Yutaka_Nozawa_ye_ze_yu/top.html

1983k 2L F o BUFER 2 MRS, 2008 HEEE K2R,

201 1A R BN K= R BE B FEFHG M S BUE T F RS © 2008
[KOSHIKI ART PROJECT exit exhibition #01] ARTZONE (Z#).

2010 [REV =7 2% J4 ] (#%3)) [GTS Sightseeing Art

Project 2010 “FEtEO&HF KD LWLE" | KANBAKRARE KR .
[Story of the Island| /NEEAIR7 — b7 a3y =7 M&EIN)o 2011 [&

WHWONE L] 7TFNF <21 ORR). H M R MR 2011
(R0 o

1983 Born in Shizuoka. Lives and works in Tokyo. 2008 Graduates
from Tokyo Zokei University: BFA. 2011 Finishes the Master’s
course at Tokyo University of the Arts: MFA. Selected Exhibitions:
2008 “KOSHIKI ART PROJECT exit exhibition #01,” ARTZONE,
Kyoto. 2010 “REV Open Studio,” Kanagawa, Japan. “GTS Sightsee-
ing Art Project 2010: The Forest of Memories,” Oyokogawa
Waterfront Park, Tokyo. “Story of the Island,” Shodoshima AIR Art
Project, Kagawa, Japan. 2011 “Museum of Life,”

Akibatamabi2l, Tokyo. “The Graduation Exhibition of the Tokyo
University of the Art 2011,” Tokyo.

FIHE 2 Masahiro Wada

http://masahirowada.com/

1977550 AR F e BUFE R R 2 WATITIEE) . 2004 Goldsmiths College
University of London®-3. BA Fine Arto F 7k : 2008 [FIH &%
J# -Diamonds in Lucy with the Sky-] ¥ (HIGE + @ BEAKIE) KA
Yo 2011 [Big Tomorrow] Art center Ongoing (Hi%), EREEL :
2008 45 3 |lJAM bV =~ F—1 ] / Guangdong Museum of Art (i
W HE) . 2010 [Structural Integrity- : NEXTWAVE Festival |
Arts House, Meat Market (A VKNV Y/ F—AFFYT) »

[No Man’s Land: 5th Dimension| IH7 J ¥ 2 KAfliffi (Kx0) o

1977 Born in Tokyo. Lives and works in Tokyo. 2004 Graduates from
Goldsmiths College University of London, UK : BA Fine Art. Selected
Solo Exhibitions: 2008 “Masahiro WADA Exhibition: Diamonds in
Lucy with the Sky,” Playroom(Toru NAKAZAKI & Mizuki Endo),
Mito, Japan. 2011 “Big Tomorrow,” Art center Ongoing, Tokyo.
Selected Exhibitions: 2008 "The Third Guangzhou Triennial,’
Guangdong Museum of Art, Guangdong, China. 2010 "Structural
Integrity:NEXTWAVE Festival," Arts House, Meat Market,
Melbourne, Australia. “No Man's land: 5th Dimension,” former
French Embassy, Tokyo, Japan.
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