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This exhibition showcased the research outcomes and creative practices of Excitation of Narratives (EoN), a research project on the essay film
by Takeuchi Hitoshi, Hyun Woomin and Isaka Shu, that was launched at the end of 2021. The essay film is an unorthodox (or “heretical”) form of
storytelling that draws on the literary form of the essay, and since the 2000s it has increasingly been referenced in film history research and
contemporary art film practice. EoN has been holding a series of roundtable readings from Essays on the Essay Film (Columbia University Press,
2017), an anthology of statements on the essay film published in 2017, as a forum for discussion of film and storytelling. In this exhibition, a
practical implementation of the project, the EON members endeavored to generate new narrative approaches from each of their perspectives.

Takeuchi traveled to Okinawa with the goal of opening up perspectives on self-care, and sought to generate his own narrative approach
to storytelling by listening to an Okinawan sculptor’s stories. Through this exhibition, Takeuchi verified the validity of his project as a form of
free indirect narration.

Hyun's work focused on migration and immigration, using both fiction and documentary techniques. The exhibition featured a space
presenting the process of a new ongoing project he is carrying out in Jeju Island, South Korea.

Isaka addressed the question, unresolved in both personal and civilizational terms, of why one lives in a particular place (in this case, the
area affected by the Kikai Caldera Complex in southern Japan), which arises when we perceive ourselves as facing the realities of its environment, and
by conducting fieldwork with electronic media, props he made himself that may or may not function, and objects from his own environment,
he created a dialogue between his environment and the multiple subjective actors inherent within him.

In addition to the new works created for this exhibition, past works by each of the artists were shown once a day in a screening space.

4 OPENSITE 7 EXCITATION OF NARRATIVES (EoN)

(Fence Line Text)

12RR2L—23>
Installation
2022

k&

STATEMENT / PLATES

{Journey of Self-care)

EFF
Video
2022

a3

TAKEUCHI Hitoshi

SELF-CARE
SEEMS LIKE THERE ARE THREE SIDES
THOSE WHO STRONGLY DISAGREE
THOSE WHO AGREE
THOSE WHO ARE SILENT
THE SILENT ONES ARE JUST SILENT
IT IS NOT THAT THEY DON'T CARE JUST SILENT

LNIEF
EIEMICLBLN SCAPNTS
fokskAE A
FEATHEENEVEVSHKESS

LHISEE wH )
ﬂﬂn‘erﬁmlﬁmvtanﬁb




* ¥R (JEJU) B &

. HD
HYUN Woomin 2943307 ISAKA Shu
29'30”
2022

{Reconnaissance “Tephra”)

EFFIytq

Video-Essay

2022

1 2 3 4 5
(EEFBA) {Interviews 1-17) (2022.7.27.) (ErifEk) (F77ER) (ZFhnek:s) (&R/Y1a0) (INTGTIBRINGRT)
Totoki Document —— BSFL ST Advance Configuration Tephra Caution Drawing Machine Pu(m/d)ices Parabolic Attractor

% - -
£ Acrylic plates Gelatin silver print PaEZ3N MBEX v N EOERRO—(2Y EEME, TIVIVR— LR 1BIRE/ZEXNEKOER RRKE. BT L.
Book 30X 15X 17mm each 429X297mm Texts Pumice drawing on sandpaper Blower, acrylic dome, Pumices emitted from eruption el =)
2021 2022 2022 2022 2022 pieces of paper of Fukutokuokanoba volcano Firedisk, metallic arm,
2022 2022 cubic magnets
2022
N 4
; The World Come -
mes to Jeju, ang el
e <0 e} Goes to the
: : : o
. == I Al
=
-4 A\
#-é 1 _—
- "
N
5
3 =\ h ¢
- i

5

6 OPENSITE 7 EXCITATION OF NARRATIVES (EoN) PLATES 7



23 | a1eo-419g Jo Asuunor

&5

L]
1ZL®HIC

ZDIyt E—DNEIOWEEEL T, FMEROAYOEL
TEVWTWS, BIEILEE. MEEEE21TTALL(REBYFRELE
FBEVDISNAEEHTHIRF 1AM EREFISh TIRASN
TV, LPL. —ACRF 24N EABADEIEM THEH®
ZISZZICIEEICREID HY), BBYOREN $HB. ZITIERF 21X
UNEIERITEEL TDATIEBEBNEWVITTAEL THIEAEL
THIWERS, LTO/NV—2-T70v¥ DREEPSIEREE
SREDCUBBEPELTVAIEPTHARNS,

TIANe % LT 74 v b % L ROMEFHTIEOED
CATORIT T L LR WEWIRFFL 2558 105 Z E 05K
RBYFELTz, T2, ZOHDRIT, EHO LW T4 v B %
fEoT: 4213 BRoTWBZE T HABIRKE TH 1D &
B TOWELT:, ES T, Sy b —RFEBT77UV%
THEMPIE T TIELRLET, AiE, BB ZDLD
BRFTHIPOIIITELLIENHNET, AIDFE T
ZVDIZ, a2 AV PTLALWDITES,

DENMEICHIPEIEE DA TREN BETLBELDS
ETHB, FIMEICHVT, EHREATEROEE EVIUZY
ATV, Lo (EBOSNBMEBEDERICEVWTEEN ES
ICREDISNEIRZEDPEVOBBRIEELHDTH D, GEE
5, EBNFNEEINEONBIEEA—T aHfETOEINE
HTHZPE RSBV EFTOREFEEELTBEESZL, i
EERALCEIIL. EOSHENET DI LRI EE
ATW3, ZHZHREEBHICHRAIRER LR, (CHIDHSTHRD
P ZIH>TOEVEICRBUBZEN HBNDHEE THB, %
ZICIBER P LIEROBFEIBIZFELTROREVE [ERED
BIGNBZLILLBNE, ZhTHRAIBTEREAL. BBINT D
=OICHIEETTI. FIECIIBNEBED—D DR EEEA LIS
BN EVSEANETEDONPELNA GV, FAZEANEEIRE
MEBICESEDLIPEVORBEERRLRETZIET. AWO
EERTHIEERAD, HEERTIVIRAPSIERTEHD
THBERD ZUT, WEDOKRILTIEMAFICISHAETELEWN
BlEmh H). ZOHEA D EMOBBEEE LN HIEEA TS,

]
Self-care /777

FEZOHE, BARELTTREVAREIDREH TS
HIBICOEDHIZEN TEBIDDEE AT, HBADIRITTH
TXREBIER S, R T T F AT DIERETEHEL
B DR TORERIZS THRECBICK-TVBD ., HDEX
LIS, RUCESTHBICTEVDIZER BN T TEEK]RT S
ST W e 22D THT T ERBATHEDEVIRINIC
HELVAPNERHULAEVWEE 2B LI £ IOV
ICEWTEMHRICL T\ ER, FABB LTS THEFEA
BTHBENIZE, ZLT, BV ITTTEINETEBLTCER L
EBET3IE o7 ZLT. ZORE DB TRAILHBICD
B BREUNRDESEMB LR T ZNISHBTEEN,
HRBTHIEL. ZOMERICE-STHELABOMNTITELILINT

OPEN SITE7

AL TEERARDETH S,

BAR-EWME DTN TEFESFICHD, 5o LB
TOXREBED LREMTHY., S LIAREFEFUHR P H5, T
DZ2DHIP MBI EREREGDA /= EEEHNDERTHD,
SLTHTICI. ERIEBEEZ IO ELSINTIHEDR
EEP WD, KEEHEBELRRAERBICHBILEIZE
N TEo — . FEFUATTRBREIERENI Thh, LD
HEN T Bote COBVIREEFTIEN TEPSTIRE
LANTATREEBLCVWIERMERBOREN hiho/22E
PIEEIN TS, ZLT. £HEZOFEFIA I (H1tE
ERFEMOG) £1987FEICEI LT, FADIEDEIZKTE
LTEEDIE, BB FEMDALDDEFTEEDH DX IN—TH
D, BISHBERROABRHESG R T IMIEE—
Tholzo MIELDOEZ 21X MDFIEEKIBSN/-EE, &I
3 ZDEFEEZ T BRNEDMR D BTz UTOEIFEDEEIHS
13 BEAIREL TEZ axMEFIET BICH/-o T WRICHITEE
RHEENR, FINBIRICEBL TEDrHEH->TLS,

BixAa, 7RO CEGHEBR L7 A T, DbDET
BFEHE BRI ZEB TV ER, FEFIFT<DDHDOE
ZRIENRERZA, BhddELeiol, BOHLKD
TV BOWHLIAZWOER, LATHES—EENEZ
LOTELVIIURRAMEEL LT NIELLRVATE,
ZDHFER, i, FERERURETE= 2 XV M A
FErEST2EWVWIZEIZDOWTA, T o EDTEATEHD
EEMHNZHDLOATER, FTITHLILVDILZE,
BHEOFTARYLIZIDE=a AV IMRBETHE0ED
Ho EIDF/ICLD LA, E0IIHDNTD, fEoTz B
Bhoo PEoTHEVTLWEWIEED B2, MR BZ, I
R, BELTEZVSER-TEEED, ZO=Z2 DMK
Zh, EOENTA, 5D E50% 2 560%, 70% ET
A, FEDDZILNTELULBRIO TFHIT 2, 2008
TELD T BEROALE I AR, TNDEITEE—
L BRI DI D RV =,

|
Therapeutic Community /[E{§ £ Fl{&

SIRIEEZ A ANERIET B EICDVWT, BIRNIEIBLT
VT EDESNCEZNBIEL TV, EVHERIREL TDTN
ZEP O AT THBEEAT M, BIICE-T, (iK%
TERFEFDGR) OHIEE. BLIERETRIEIEVNIZEDH
5%, ZORIETACAL TREERFERR T3 THo
=D, £iFlE. BEO— ATHIMIEFRENDIEY—RIZD
WTLTDEDICEE-TV S,

HAETBIRS A LW NIE, BHS A 2SR 2B
WCH ol 12T, BHEFOREBMRDDH 72D T, E50DH
DI, BUSABBEOTENER o TWTLEWITELA
TH L, 2IHLHEBIBRI 2D R, 2LT HEoF
IZBLANILILHEOEN o, ZZI@ErH DD
o BIzX2E, BOEFREIN TR L0728 WVISIIT
BB TNV, LZBHBOERSAE, EHbB»

EXCITATION OF NARRATIVES (EoN)

L, AHADS HEFNTTEZDTLVREE, I
LTRSS AR, XD BHLVEWD 2L T—Hf—iFH -
TREFHRL LD, MSABAATITHEOER R
TELTLESTZDODLEVWIZEZBRTZ2LI T £
F, FEFVTTHDDOBIISAHRLIZEVIEDT
SO oT, ZNEBEBRLI LB T o720
DB HoT, ToLRIELoT, RTHEMA T, BS
DS A D ETICHEOENE LI O HhED 5 REHIT
LAFHLEVWEEHD OIS A D5, OWIS A% BT
LT, OS2 Bo2 T T B b F it 2
L7zt WIDERNBTZDITR o1z AL TV END
IIUZEE, E2DEIIR2DITR, £H. BLOUATT
Do, BEOMNEH o7 ED, TERKEALEL>THN
AT, LT RO TV LD ATT X, IBbE
ITHRTE, BLOWEETT X, 8B, Z2Z06FWVELE D,
FR, FEFVI<DIEE IR D> THEBRERIZ LW
BT TR S ARERIT R T b, RS IS I E RN 28

L ERY THHBRHERGH 250 L TSV,
EEIRTE DALEDTALDE LUV TE>TLDIT,
Z0%, BERZDOTIVN T N7 Y OKED DK
FTIOULATHEWIEE, ZEESLTHRITEZWD
WHD TV o7, Fot ERIL, Wil TaD
EERWTLoLZobREBRA, HLLTR, ZDHT
FEShIS, FUTSE, X BEEEOLETTE 1o
TR EEHERA L o720 EDWI DT D, WELDERFT
WIED T BHEES A ZobdREBLRARE, [HBFHS
A HOBELZEF LTI MR EILD TATT2? ]
Lo [DIRDT2, DIRDTz, | HNLKIEE L DT, S
EL2NTFEFII<OH, Ao TWEMITNS L HIE
PHEENTVBITE, BHESANRLIATTLEE, 2d
2. FEFVTR OB, HELLT MO TS, 1IZLAEM
bEDbAo

]
Prayer /#tV)

201759A. FEFUHTHBURESNL, YMIEHREIC
LBHELDIEBDNIN . REDLBANIS4AOHTODES:
5 THo7z. ZDHE. WICIER A BRI P SRERC LD
SIEDRBEN BV, RETICIREBRELHALEY
SDEBICHEBR T TETIMIGE THD. EFIETOKFEEM
AEDHHE[EZ T ZL T MEWIEED—RELTAADD
FFbEFAEERSIET B Lo ZDEIEDERICD
WL ST OESISRR TS,

FEF VI EWIRL 2D ETBIT, RIWEOREIL,
BXEELZE, EADLFEFIFTIENIDIE—EED
WIZERATEE VA—MHERZ LW, ZOFEEEE] -
BT 20550 —DI L EEDD &, L EEoT:
TDIT, BITTEL T WA, LB EWIFEIZR DT, fhi
LT WERSTEbIT, FEFVH<IHEo 728102 D
RETHHITH T HFDEVIHRLLZELNTHAT
HoT, BU->THTEMPBIMLRESVEVWD Z LT —
EHVEITRVE, Mo HOIYTFEITRLTEELT

ESSAY

BLWEWIZEDESTHWL, £IEITTEDRV, i
EWIBVWHE SRR RBALORE TS L, oTw
SDEL, LLHERER, HNTWa, JHEFEN, FEA
I E VI LIS >TWIDIFHTL b, FH
R IE->TWI DXL VAT & HAULBLTE
W LB TH D, BFREHTD. LD DHEADOHE o

SIETT A XX OBEEERY DR, TAIT-wUTUN
Z. ZEYR-TILT7O- 540X, Kt JL AT FAOXTCE
BESICEREBERBL FROFEICEVTIE, Y=
FEX|MMD A2 EFEEL. AL, BEEBEL. ThEesl
TEEDEREBEL TV £ ZZTEb-7 A2 & HIfEIC
SBNIEBZET ERAKELTDEEREEEL TE, EALEM
EVIBHRAIC BN T, AT FIT AR TOF 7ML TDRK
B SERAEEL BEL Y. ITx. FY R EEPMICHEE
PRMEShTEz ZOVORETRNE S ERIERERD
BAERERREDEDTHD, L, IREMOMAMAAICE
Shhd. ATFURTU— T rDEEISADERHIZN Z
DR TFREEEZOND, iIE. BEFIRILIBICHSTICH
FWAHN DX ZXRFIER. 7O T1EX LB ESIRICH =258 %1%
WLAAS, hEADOBIENEREL. BLESBEREL TS~
P12, BWDINETCOHIEZRBZENTILIIEE LD
THBY . FARERRICFEFIATORMES N, HEFIEDE
ZaXNERICHIEICE OO B4 B IEY —REBKZEN T
T2 ZUT. £HDISIREILINTALNS BEEEIC. AESD
FIILINTALREINB LI BTV ZUT, BILITHTEE
BATHZIPEVIESDBVWAHICHLTHREZRETIEN
TEBLICLH2EBEL TV, Zhid, FIWEVWSITAICH IS
BB DEEEEIEILL, BBFEMND DREMISER LT 2L
T, th&FEBEE [ERADE|ONBIENTREICAZDTIEE
WD, EWIZETHD, Chh, SEDIRDE—ZICHITZED
It—(H#4) Ths,

|
&b

SEOTAOY 17 THLRIEBGHEEL T EnEE
ZTW3, ZOIEAIL, FEEPEIICOVWT, £thEADEE
NEZDERALEVIEEERBED T T7ELTRLEELTVSBD
5THd. ZLT. ZOEEEFOHTLEIZEN ABEHMIET S
BHEREZDBAEAD BN EIEMICEHINTLESS
ETHBDEH>TVBEPSTHD, DHHDENAAEIET S
FAFv—DREBEICOVTH, TIICADEFDBRLEENDLIICER
SLLRALZERBOBIFNIEED L, LU, HRBICHRIEL
IKZETHELTWBZ L, HBDAD ZDLIBEIEZEFIICIE
MEIEDHDIZEFBENENDIZEREAD, ZDZEIIHEEEDH-TED
ZENTED, TAVI VNG T DI H 1> TRBEH S TSN
TW3, Zhid. BABESORDICEALRZERL thEICRIER
ASEBHHAAFEATEIETHD, BHDBHRELERT B0
DREIE, BHIRVBAEANZATLEWIEEIC SV TEASEAY
BBRBEBVTLED, 2TIHAL LUMEEERDICIRE
DEILFLEINBB1255D SIREZDEIBRIEEEZ TS,



g

L INb=2T7AyF D 1994F R YHETOF OARANF T EEN, 2014FEXN

WK R YERDICTEEIL/BREER, 7—7 1 Xb, #HEFR, 1960F 7%
HITEEIR 7V LGIEERA. 1980FE P57+ T EMmERRL. ITETIE L
BAERDAEST (IR 7P —> I-1Il) (2000-2003), (F1—T-TLA) (2007),
(NFLIV I-IV) (2012-2014) BEA L RBZL—afEREL T, BAEMDE
TR TS,

. Harun Farocki, “THE ABCs OF THE FILM ESSAY,” in Essays on

the Essay Film, ed. Nora M. Alter and Timothy Corrigan, Columbia
University Press, 2017, pp.300-301.

L 3322 =23l EH TSN N REE—HICES THE DV WESITEE

CEIFTLEI&SBTI2 = —Ya R HE, [BROEHF]EFATVET,
REPEOSILBHREF STV BDDREMEER EDL. BFHFOHLTEL
WEIILEIAT, ZDEICLTERICEE DLV EITIEUHIF KR E (I
FERRSES, EVIMA-TTTR, | (AT [RFEEFTSE — 23227~
YarEvIEal—Yal — RN (KA E) | 20224, p.205, )

. ®H R BAIR 1930 FRR BB ERE TN, RBAEBAFE

¥k KR-KETREPER. BREEDHMEDEDS, 1970F, HETO
RAAFERG I CMRESHELIGIFERIE. 1979F. [HEEARIXFELR
TEE8ONFF+ T/ E . 1987F, AN FEFUH I (HREREIF
MO&) B, RIBFEBROBIC (FHROBTFIR) B, 1994%F, IR
DERBTICTEE. RANCEZ TS, 19974, 100mALY—7 (% & AR) &l
fEICEF. 2007F5ER. 1999 F EEREEARIC. 2006 FFAHIIC [1R 2]
B, ERIC [LOXRVI GRERRE). [#420KW] (BRE), [48%[2)
(BER), [RREWB] (B, De@rosiEER5] (F2HRLE),
[BRBRIRILIZFTBED? ) (RRRLHIARAL) A&

. RENKEFICHBH 7. 1946 FAFHDOKEICLBHRA B LRER, IR

2570X—MVDRKRREARICIE, #1000 A B #L Tz, 2H, KEICL
WREBINEBEEFUD SN, BAIRINZ9TIZED, UL, NTIBROE
EETHD, LETFARELBEFEN A2EHBL. 28R, HR. 1¥04—F
VBB TVWEWFEFUA LRI, ERBRP RIS L3 ED o7

i

SRR DEENSBEZE00X—MLEE, BE10A—MUIEEDVFREL 1
BORICHDH Y, EFALSHRNHEEESKICLDNEHND FHATEHRT
TP RPND, EVIBHRPSFE (=R). F (=10h) DBIFFfFuzeah
%, 1945 F4B1HDKE LEORAIC, KERFEFUHVERR., BEEH
ASNTWET A EDZELRITEEBN T, BEERFI140 AR, £983A (6
EPISEUTOFED) DEFBRI R, o@hkbhiz, 8k HAIC
W-BEA (Z526) P+ ADORREBFEIH TCHRELLEVIB-ER
PIAEENT, BT, EREDBBICKHTDABICASZEREIEINT
W3,

. 1987F10A26R AR TR - BR2AERFEAZDIEDDES

FYUTMR—IVBEREORARICEW T, BIBESW RO AEEHTEE -5
REBL TP E M, YREARDOEBIC OWTEEMISh TH5T. H—
FHRICOVWTIZAIN [HOAEE M EBHBH D EEHIM | £UTHREL
Z&HERETR. MBEBICHIIRABREBDET ZIHBOEE ERKAD
B#ICDOVWT, BOREBHL AT AN RETH (RBOER) THZHEIDD
BERESNIIEPOREL RBETFAL,

. 1987F11A8HEA. (#LZHE S FMDG) PRI EEDHEVZICHIRSh TV

BOESIFICE AN RR U, BIBEICIIADAIEE [EREA R 24 =F
MIVBIXNRGH TR EBPNESH Ho/-2 8D, 10B26BICH 7448
EFBDOABEANEMCRBERE SEDVRH B EL TEEN -7 128
190, HBEERN EAREHEREN2AERNTASNE FERDENT
B, 1A (UB278) IBTEEBLAD . 1A (Lr5245%) 13 [AD AL
HEMFICRBERFS, HEELTRLTPAIEE 57, |EBHUE, 19884 (7
#63%) 3A10H. BB RAAN CHRAKNF BV, 2ABEZIFENERE
SWiEL, £7-. 5A30RICIE. BIREIERLA-AREGHHH2 AL, 1A
(4r536m) ICRR1E67 A, HITA (Ur528%) ICBESFEOEHHRI TN
BN,

. AROANAOBERPBIZHI N, (HAEREIFMOKR) ORENHFIRSN,

FHEBETCHN-REREICLS T REI B EEE5N TR HEh, BENE
DENTVBHBAORSSNBLENR I RE S, FREEREFMERE

OPENSITE 7

. ARBFED16/K. 187K, 19RDEMD FANTROBEMBAETIND FE85
MBERECRBL . BRETHLAEEL TS, AAIREBRELNEF
U BIREADHE. HOBEPER. HYTOEHBRICEATILR—rOE
B FIADHIEREE T o720

10. AL OB2EREEDS1920-30F K. BRDXHFEER . 1 TAAX—(TERYILT
SNET TP FvIURTHY), ERIELIFIOAF S ADBEEEREL TAXY
ADTAT T4 T1EBIRULBANET 22— DEIZEL TV e, 71T
T INT(1886-1957) HE YR 7L 77O- A OR (1896-1974)  Ft-7
LA T AOZD (1883-1949) 13, £ENE XX LADHESTEEEBA T,
HKIZERETCERLGHEHETEL, (T13—-7>7Y—ART SINCE 1900
3% 1900F LI DA | PR, RREHE. 20194, p.303,)

EXCITATION OF NARRATIVES (EoN)

IYSOlIH [HONINVL | 84e0-4198 jo Aauunor

ESSAY

]
Introduction

| am writing this essay as a form of narration, and as an
entranceway to my work. A narration is a verbal statement
that, as an activity of someone telling something, is normally
linked to the respective narrator him- or herself, and that is
understood as being different from a document. However
on the other hand, a document, for the simple reason that it
is an individual person’s fabrication, always involves some
kind of bias that adds an aspect of narrativity. Here | would
like to redefine the “"document” as something that not only
functions as a vehicle for the transfer of information, but
that also contains a narrative quality. From the following
comment by Harun Farocki', one understands the conflict
that arises from the question whether one should speak out
or remain silent.

Whenever I made a film with a lot of text, I often felt
a strong need to keep my mouth shut in the next one.
And the opposite was also true: after a film without
commentary, I felt like a coward to stay out of it by
remaining silent. Nowadays, when a soccer player
commits a foul, he raises both arms to indicate his
innocence. And I often feel as if I am a player like that: I

didn’t say anything — I only document after all!®

In other words, there is a problem occurring in the sub-
channel of a dialogue. In creative work, the creator is
constantly facing the risk of occupation of meaning®.
Therefore, the question where the creator is to be
positioned in relation to the story that is told, is an important
one. That is because, paying attention to the narrator’s
attitude is a basic requirement for an open creation process.
To change my attitude as a strong or a weak speaker, to
speak on someone else’s behalf, or to steal someone else’s
statement, are things that | want to avoid. Also theoretically,
these things are impossible in the first place. In spite of that,
it is also true that | sometimes feel that my own creative
work is not going this way. That is because | hear a cold and
adverse voice that is “superimposed” as a sub-voice onto
my narration. But | continue my creative work nonetheless,
in order to reset and free my mind. Rather than “creative
work,” it may be more appropriate to think of it as tourism as
a form of exploitation. Anyway, | try to find an entrance, by
repeatedly asking myself how to related to the stories that
| am supposed to tell. | consider a dialogue as something
that emerges as a result of such kind of effort. Furthermore,
the establishment of a dialogue comes with requirements
that include non-adjustable aspects, and in my view, those
are the parts that overlap with the very problem of art.

]
Self-care

For several years, | have been pondering how | could
approach Okinawa, not as a tourist, but through my creative
work. The natural caves and former battle sites that | have
visited during my journeys to Okinawa, and especially also
the experience after switching off my torch and standing in
total darkness in the ltokazu Abuchiragama cave, are still
alive in my memory. Ever since that time, a visit to Okinawa
has for me become tantamount to self-care, and | felt
like further exploring the question what exactly self-care
means in the first place. One premise for my explorations
in this respect, was the awareness of myself as someone
who is bad at self-care, and who has been neglecting its
importance. In the process of such introspection, | learned

about the work of a certain sculptor related to Okinawa.
He was born in Okinawa, works in Okinawa, and has been
empowered through his confrontation with the trauma of
Okinawa.

The sculptor Kinjo Minoru* has his atelier in the Yomitan
village. Yomitan is where the US Forces landed in the
Battle of Okinawa, and where the Shimukugama® and the
Chibichirigama® are located. The contrastive fates of these
two caves are well-known. In Shimukugama, as there were
returnees from Hawaii who had not been educated under
the imperialistic education system, the villagers could be
made to surrender after peaceful negotiation with the US
soldiers. In Chibichirigama, on the other hand, countless
villagers lost their lives through forced group suicide. It has
been pointed out that this difference was not related to
English speaking abilities, but it was because the former had
been living in Hawaii for many years, and therefore weren't
affected by the imperialistic education system. In 1987,
Kinjo installed in the Chibichirigama the Statue of Peace
Connecting Generations. He had been commissioned to
set up a peace monument by the central members of the
Yomitan Executive Committee for Peace, and by Shoichi
Chibana, who later became known for torching the Japanese
flag during a national athletic meet in Okinawa’. When asked
by Chibana to create a monument, Kinjo was hesitant as to
whether he should take up the request. His account below
illustrates Kinjo's negotiations with Shibana regarding the
creation of a monument as a sculptor, and his consideration
for the deceased persons’ families.

I experienced the Battle of Okinawa when I was seven.
I haven’t seen any corpse on this island, but those
villagers who saw the Chibichirigama incident are trying
to forget it. They don't want to remember. And I don’t
want to bring back the past, so why the hell should I
make a monument of such an event that takes forever to
forget! If I made a monument to revive the past, I may
be cursed even when I’'m dead. What I want to say is, is
it really necessary from the viewpoint of the bereaved
families? It seems there are three parties: those who
strongly disagree, those who agree, and those who are
silent. Not that they don’t care, they are just silent. If
we can bring the three attitudes together, from 50% to
60% or 70%, then I will start dealing with it. If not, I told
them I won’t do it. This was the first time I met Shoichi
Chibana.

]
Therapeutic Community

Kinjo was considering the flow within the community,
how the bereaved families felt about the creation of a
monument, and how their thoughts are changing, to be
most important. For him, the creation of the Statue of
Peace Connecting Generations meant not only to complete
a sculptural work, but to form a therapeutic community
through the creative act itself. He told me the following
episode about his encounter with Seigen Chibana, one of
the bereaved family members.

Seigen Chiba’s elder sister was a nurse during the war.
As a nurse, I am not sure why but she had access to
lethal injections. This is where the tragedy begins. It
seemed like she gave the people in the cave injections.
Now here is the problem. Rumors say that the people
in the cave died by lethal injections, however her
younger brother said that something wasn’t right with

those rumors, because it is impossible to kill eighty-



something people with injections. Something seemed
wrong, so he went to every house in the village and
asked if his sister had killed their family members by
injection. Inspired by the rumors of his sister having
killed people in Chibichirigama, he started to pursue
the truth, and found out that she had only killed her
own family members. That led him to start drinking in
desperation. Was it true that his sister killed everyone
with a lethal injection? Why isn’t his sister’s name on the
memorial tower? People told lies to free themselves from
the guilt of killing their own children, by blaming his
sister for their own sins. This is what he came to think.
Well, he is a kind person. I understand why he had to
drink in desperation, it was just too hard for him. He is
an alcoholic. His daughter said so. It’s a really sad story.
Once all the work was done at Chibichirigama, the day
before the unveiling ceremony, Seigen suddenly came to
me to talk. While we puffed away at our cigarettes, I told
him to come to the unveiling ceremony, but he didn’t say
a word and left. At the unveiling ceremony, it bucketed
down and rained so hard that our umbrellas were
useless. When I looked up, I saw him standing there,
staring in sadness without an umbrella. After that, the
monument was destroyed by a right-wing organization®.
And then again during the repair work. Seigen was still
drinking in the beginning, but at some point he stopped,
for whatever reason. I was wondering why. “Seigen, why
did you stop drinking if I may ask?”” “No more drinking.
I quit.” He never drank after that. The two of us picked
up stones at Chibichirigama to pile them up and build
a wall on the left side near the entrance. He would do it
all by himself. He was devoted to the reconstruction of
Chibichirigama. He was as silent as a stone as usual. Not
a word at all.

]
Prayer

In September 2017, Chibichirigama was once again
damaged?9. It was initially assumed that it was done by
right-wingers, but then it turned out that the culprits were
four local boys. Kinjo later received a request from the
Naha District Court to be a volunteer probation officer — a
position that would require him to cooperate with the local
probation officer on the boys’ education and care. After
hesitating at first, Kinjo eventually accepted, and as part
of his educational instruction, he had the four boys make
Buddha statues together. His intention behind that, Kinjo
explains as follows.

I made the four boys who destroyed Chibichirigama
write an apology letter, and a report about
Chibichirigama, for them to reflect on what the place is
about. In connection with the report, we made twelve
Buddha statues together, which then led to the question
whether or not a Buddha made by these boys would help
purify it all. I personally think it won’t. Twelve Buddha
statues placed there, that’s just a prayer and doesn't
mean they will be devoted to purification, like harakiri
and misogi (apology). I don’t expect any purification from
those kids and I never said I did. When I think of “misogi”
from a religious point of view, there is no “purification.”
It's only a moral concept. Misogi only appears when
there is something immoral, inhuman, or when there’s an
impure heart. So in a religious sense, there is no misogi.
Making Buddha statues together is no purification. It’s

rather just apology and prayer. That is my conclusion.

OPENSITE 7

Kinjo was originally inspired by the three artists of the
Mexican mural movement'® - Diego Rivera, David Alfaro
Siqueiros and José Clemente Orozco - to start making
sculptures. For the creation of his works, he would talk to
the respective local people and other persons concerned,
and work out indigenous designs based on his observations
of the people, the land, and the customs. The individuals
that got involved in the process, he would let participate
in the creative work, as part of his examinations related to
activities as a community. Within the framework of modern
art, works have been subcategorized into specialized fields
such as painting, sculpture, crafts and design, based on
criteria of originality, beauty and integrity as a product.
Looking at Kinjo's works from this perspective, they are
different from conventional sculptures. However, from
the viewpoint of contemporary art, Kinjo, without being
bound by the framework of modern art, can very much
be understood as a pioneering figure in this respect.
That is because, regardless of specialization or position,
he has been examining matters of imagination of other
people by expanding his sculptural work as a movement
that encompassed other creative fields such as literature,
translation and activism. While it is difficult to sum up all of
his creative endeavors, when visiting Chibichirigama and
listening in front of the co-produced monument to all sorts
of episodes related to Kinjo's work, his account of being
empowered by dealing with the trauma ultimately had an
empowering effect also on myself. | feel that | have found
possible answers to my own question what self-care is all
about. By magnifying that special sensation that is inherent
in the act of praying, and shaping it both temporally and
spatially, | believe that it is possibe to “superimpose” other
people’s sensitivities on my own. This is my attempt in the
first chapter of this journey.

]
Afterword

| don’'t want to terminate this project at this point. | want
to continue, because my work on things like narration and
imagination of other people, is an operation that | need
to keep doing for the sake of self-care. It is also because |
know that, if | give up on these tasks, that would mean that |
get roped without resisting into the scheme of informational
capitalism that ultimately mechanizes the human being.
Also in terms of domestic problems such as ridiculing
things like the sit-in at Henoko, | have to acknowledge that
it was like looking into a mirror that was held up to me,
and seeing disgusting things. However, what | felt on my
repeated travels to Okinawa, is that the people there surely
won't stop resisting in the face of such ridicule. | can say
this with confidence. There are still quite some issues left
for me to deal with in order to continue with this project. |
need to introduce a mechanism that allows me to let other
people empathize, rather than making these things closed
subjects of my own interest. Introspection for the purpose
of changing one’s awareness may lead into a deep marsh,
where conversation easily falls into a vicious circle of
uncommunicativeness. So what is on my mind right now, is
to find means to avoid this, and make my own conversation
something rather open.

EXCITATION OF NARRATIVES (EoN)

1. Harun Farocki was born 1944 in what was at the time
Czechoslovakia under German occupation, and died 2014 in Berlin.
He started producing short films in the late 1960s, and was active
mainly in Germany as a filmmaker, artist and critic. From the 1980s
onward, he also created video works, and later also such installation
works as Eye/Machine I-Ill (2000-2003), Deep Play (2007) or Parallel
1-1V (2012-2014), which were exhibited in contemporary art contexts.

2. Harun Farocki, “The ABCs of The Film Essay,” in Essays on the
Essay Film, ed. Nora M. Alter and Timothy Corrigan, Columbia
University Press, 2017, pp. 300-301.

3. “l use the term ‘occupation of meaning’ to refer to a form of
violence through communication, where conventions established
through communication are one-sidedly twisted and bent to one’s
own convenience. The idea is that the speaker monopolizes the
right to define the meaning of his or her statement, by bending
conventions to his or her convenience, and subject the vis-a-vis
to those conventions without a chance to interfere.” (Nayuta Miki,
Kaiwa o tetsugaku suru - communication and manipulation / Kobunsha,

2022, p.205.)

4. Kinjo Minoru, sculptor, born in 1939 in Hamahigashima in Katsuren,

Okinawa. After graduating from Kyoto University of Foreign Studies,
he worked as a lecturer for evening junior high and high schools
in Osaka and Hyogo. In 1970, inspired by the anti-American “Koza
riot” in Okinawa, he started making sculptures. In 1979, he realized
a caravan around 80 locations in Japan as part of the “Senso to
Ningen” sculpture exhibition. In 1987, he installed the Statue of
Peace Connecting Generations in Chibichirigama in Yomitan, and
the Heiwa no Boshi monument at the site of the atomic bomb
explosion in Nagasaki. He returned to Okinawa and settled down
in Yomitan in 1994, where he continued to devote himself to
sculpting. In 1997, he commenced work on Senso to Ningen, a
giant 100m-long relief, which he completed in 2007. He further
installed the Monument of Han in Yeongyang County in Korea in
1999, and in Yomitan in 2006. Publications include Tsuchi no warai
(Chikuma Shobo), Kamigami no warai (Komichi Shobo), Okinawa o
horu (Gendai Shokan), Minshu o horu (Buraku Liberation Publishing),
Okinawa kara Yasukuni o tou (Uda Shuppan Kikaku), and Ryukyu
dokuritsu wa kano ka? (Buraku Liberation Publishing).

5. Natural cave in Yomitan, Okinawa. When the US Armed Forces
landed on the main island of Okinawa on April 1, 1945, about 1,000
local residents seeked refuge in the large cave with a total length
of 2,570 meters. When discovered by the US Forces and asked
to surrender on the next day, this caused a panic, however two
Japanese immigrants who had returned from Hawaii managed
to persuade the crowd to surrender. As a result, in contrast to
the events at Chibichirigama less than one kilometer away, this

indicent did not end in a group suicide.

6. Natural cave located at the bottom of an approximately 10m deep
V-shaped valley next to a village in Yomitan, Okinawa. The name
“Chibichiri” refers to the small stream of spring water that comes
flowing from the village, and is divided here. One day after the
US Armed Forces landed here on April 1, 1945, they discovered
the cave where about 140 local residents had taken shelter in
fear of the cruel treatment by the American soldiers, which had
been described as brutal people. About 83 (more than half of which
were children under 18) eventually lost their lives in a group suicide.
After the war, a false rumour was spread about a nurse who was
also in the cave (aged 26 at the time of her deth), and killed several
dozen villagers with a lethal injection. According to the will of the

bereaved families, entry to the cave is presently not permitted.
7. At the opening ceremony of the boys’ softball tournament at the

42nd National Athletic Meet in Okinawa on October 26, 1987,

Shoichi Chibana tore down the Japanese national flag that was

ESSAY

hoisted up, and torched it. At the time, there was no legislation
related to the national flag, and the mass media reported about
the judgment at the first trial as “the first time the ‘Hinomaru’ was
officially reconized as the Japanese national flag.” The appeal trial
caused a great sensation, as it focused on the recognition of the
history and current state of Okinawa, including the group suicides
that took place there, and on the question whether the torching of
the “Hinomaru” was a (sumbolic) act of self-expression.

8. On the morning of November 8, 1987, a person who had visited

the cave in order to worship, discovered that the Statue of Peace
Connecting Generations was destroyed to the extent that its
original shape was unrecognizable. Based on “Hinomaru” flags
and flyers announcing “heaven’s punishment” regarding the
torching of the Japanese national flag, the case was investigated
as a harassment by someone who was feeling antipathic towards
the incident at the athletic meet on October 26. On December
19, the Okinawa Police arrested two members of a right-wing
organization on suspicion of committing an act of vandalism. One
of them (aged 27 at the time) denied the crime, but the other one
(aged 24) confessed that he “had a feeling of antipathy toward
the torching of the ‘Hinomaru’ and wanted to destroy the statue
as retaliation.” On March 10, 1988, in a judgment trial at the
Naha District Court, the two men were sentenced to on-year
imprisonment. Furthermore, on May 30, two executive members
of the right-wing organization who had ordered the destruction,
were also sentenced to imprisonment — one (aged 36) for one year

and six months, the other (aged 28) for three years.

9. The signboard at the entrance of the cave was torn off, the

stone wall of the Statue of Peace Connecting Generations was
demolished, a thousand paper cranes made by junior high and
high school students as part of their peace studies were torn to
pieces, and the part of the cave where ashes are being stored
was damaged. Officers at the Okinawa Police’s Kadena police
station arrested three unemployed young men (aged 16, 18 and
19) from the Okinawan main island, and a 17-year-old mechanic,
on suspicion of property destruction. The four men explained the
act as a “test of courage,” and were eventually made to apologize
to the bereaved families, clean and repair the cave, write a report

about the group suicide in the cave, and make Buddha statues.

10. The Mexican mural movement was a state-sponsored,
ideologically driven avant-garde of the twenties and thirties whose
primary goal was to reclaim and re-create a Mexican identity based
on Mexico's precolonial past. Diego Maria Rivera (1886-1957),
David Alfaro Siqueiros (1896-1974), and Jose Clemente Orozco
(1883-1949) exerted an enormous influence not only in their native
Mexico but also internationally, especially in the United States. (Amy
Dempsey, Art Since 1900: Modernism - Antimodernism - Postmodernism,
ed. Hal Foster, Rosalind Krauss, Yve-Alain Bois, Benjamin H. D. Buchloh,

David Joselit, Thames & Hudson Ltd, 2016.)
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From Narrative Concerns to the Essay Film

My work began with the documentary film to-/a-ga (2010)",
in which my grandmother’s recollections of her life on Jeju
Island, South Korea and her coming to Japan accompany
footage of her traveling to Jeju to visit her ancestors’
graves. My subsequent work, NO PLACE LIKE HOMELAND
(2011)%, was shot in Seoul, and comprises interviews with
members of the Korean diaspora of the same generation
as me (Korean-American, Korean-Argentine, half-Korean, adopted
and so forth). This was followed by OHAMANA (2015)°, a
very different work based on a script and shot with actors
and a technical crew specializing in film. The film mixes
the actors’ dramatic parts with interviews with the crew
and passengers on board a ship, as well as interviews with
Korean immigrants shot at an earlier date. It was around this
time that | became more interested in narrative structure
and metafiction in film, and in my next film, Unfinished
Voyage trailer (2017)*, | more consciously mixed fictional,
acted sections and documentary footage.

Narrative experimentation and multi-layered films
have existed since the beginning of cinematic history. For
example, Robert Flaherty's Nanook of the North (1922),
which focuses on the indigenous Inuit people of northern
Canada, was shot while directing his subjects after an
extended period of exploration and research. Dziga Vertov's
Man with a Movie Camera (1929), a frequent point of
reference in the context of essay films, has no conventional
plot, and the narrative is advanced by editing juxtaposed
images of city residents and scenery. In recent years many
research-based video works with a documentary approach,
or of a metafictional nature, have appeared in the field of
contemporary art, and in order to elucidate these trends
and concerns, the Graduate School Of Film and New Media,
Tokyo University of The Arts launched a workshop called
Katarikata no exercise [lit. “Exercises in Storytelling”] in 2019
as part of the RAM Association program organized by the
Graduate School of Film and New Media, Tokyo University
of the Arts, and compiled the results in a book of resources
on post-documentary and metafiction in film®.

]
The Island as Motif

While | was involved with the Katarikata no exercise
workshop, | also began work on the project Totoki [lit.
“Record of Island Escape”] (2019-2022)°. Totoki was shot on
the island of Peng Chau, which | visited by chance when
| was in Hong Kong on a short-term residency program in
2019. There is no predetermined plot, but rather a process
of creating a narratives built around footage shot during a
series of visits, leading to the title Totoki which encapsulates
the themes of “island” and “escape.” This title is derived
from the Cantonese word k7% (tdo Gang) comprised of the
characters for “escape” and “port,” the latter in this case
referring to Hong Kong. Tdo Gang refers to flight to Hong
Kong due to the Cultural Revolution and other reasons
from the 1950s onward. Based on this, | named my work
to indicate a record of “fleeing to islands and fleeing from
islands.” Peng Chau, with an area of less than one square
kilometer and no cars, has a unique charm, and in recent
years young people have begun to move to the island, which
is only a 30-minute ferry ride from the city. The music “At the
Very End of Old Dreams,” an important motif in the film, was
written by Charles Kwong, a contemporary musician living
on the island. If the “A-side” of Totoki is about fleeing to the
islands from urban areas in the current era, the “B-side” is

about past migrations in which people fled from the islands,
especially from Jeju Island to Japan.

Jeju is geographically close to Japan, and many people
have crossed over to Japan as a result of the historical
tragedies of Japanese colonial rule, two world wars, and
the Jeju uprising (known in South Korea as the April 3 Incident)
that broke out in 1948. My grandparents were among them,
and | am a descendant of those who fled to Japan. From
the beginning of the project, one of the motifs of Totoki was
to recall Jeju while on the island in Hong Kong, to dream
of one place while being in another. It was also a means
of creating a pretext to connect myself with a remote
island in Hong Kong, a place with which | had no previous
connection. The period when | repeatedly visited Hong
Kong coincided with the escalation of demonstrations over
the 2019 Hong Kong extradition bill, and we arrived on
Peng Chau Island the day after demonstrators took over the
airport. However, in Totoki | did not choose to foreground
the Hong Kong democracy movement perse’. This was
because the themes of the work were islands and escape,
and the priority was to make it function as a more abstract
or allegorical work. From another angle, it speaks of the
sense of distance between me, an outsider, and Hong Kong,
which was also carried over into the JEJU project presented
in this exhibition.

For JEJU, | have been repeatedly visiting Jeju this year
(2022) so as to produce my first work set on the island since
to-la-ga more than a decade ago. My purpose is to speak
with newcomers who have moved either to Jeju, or from
Jeju to other cities, in the past five years. In recent years
there have been many South Korean video productions
set in Jeju, many of which focus on the island’s historical
background such as the Jeju uprising or aspects of its
traditional culture such as female free-divers and shrine
maidens. However, | wanted to gain new perspectives
on Jeju rather than focusing on familiar subjects (while
learning more about them, of course). After considering how to
approach Jeju, | chose to approach it from the standpoint of
an “outsider.” While my paternal grandparents are from Jeju,
| myself have never lived on the island and know very little
about it. In this sense, | feel the same sense of distance
from Jeju as | do from an outlying island near Hong Kong.

A work that takes migrant newcomers as a starting
point may ultimately be about those who come and go,
without revealing anything about the island itself. This is in
line with Totoki's (ostensible) lack of much to say about Hong
Kong and the pro-democracy movement. However, | cannot
ignore the sense of distance | feel in the face of a given
work’s subject matter. Rather, | believe it is important not to
lose sight of the disparities and distances between places,
and to depict them as they are. Looking back, this approach
has been consistent since my early works such as to-la-ga
(a story about Jeju told through my grandmother) and NO PLACE
LIKE HOMELAND (a story about South Korea told through the
descendants of migrants). In narratives about particular places,
my choice is to approach it through the narratives of others,
rather than trying to convey the direct relationship between
the place and myself, the creator.® In my recent work, | have
used metafictional techniques to express this sense of
distance, displacement, and detour, and my concern with
the essay film is also related to this.

]
Is the Essay Film Valid Today?

The “essay film” is not a well-defined genre, but rather a
quality or tendency seen in certain films. Nonetheless, to
clarify and share an idea of what the essay film is, | quote



from (suggested) criteria for essay films enumerated by the
essayist and film critic Philip Lopate:®

1. An essay film must have words, in the form of a
text either spoken, subtitled or intertitled. Say all you
like about visualization being at the core of thinking, I
cannot accept an utterly pure, silent flow of images as
constituting essayistic discourse.

2.The text must represent a single voice. It may be either
that of the director or screenwriter, or, if collaborative,
then stitched together in such a way as to sound like a
single perspective. A mere collage of quoted texts is not
an essay. There is nothing wrong with lots of citations
or quotes in an essay (think of Montaigne), so long as a
unified perspective is asserted around them.

3.The text must represent the speaker’s attempt to work

out some reasoned line of discourse on a problem.

4. The text must impart more than information; it must
have a strong, personal point of view. The standard
documentary voiceover which tells us, say, about the
annual herring yield is fundamentally journalistic, not
essayistic.

5. Finally, the text's language should be as eloquent, well-

written and interesting as possible.

Again, there is no established definition of the essay film,
and the scope of the concept differs depending on who is
discussing it, but it is generally considered vital that there
be a single narrator or subject whose presence penetrates
the entire film. However, the subject is not necessarily
limited to the film's creator (= the self). For example, Chris
Marker’s Sans Soleil (1983), cited by many researchers as
a landmark achievement in essay film, has a structure in
which a voice-over is superimposed on images shot in
various parts of the world, but the speaker in the voice-over
is not Marker but a woman. Neither was the footage shot
by Marker. The film’'s text was created through a process
in which Marker watched the footage during the editing
stage before writing the text (in this regard, the process is the
same one | used in Totoki). The essay film, as an extension of
the essay in written form, is the creator’s own narration of
his or her own inner life—or so it is often thought, but this
is not the case with Sans Soleil. The teller of the narrative
shifts slightly from layer to layer so that it cannot be
reduced to the creator = Marker = the self. The title, which
means “Without Sun,” is suggestive in itself, but the self
that delivers the narrative in the work exists only within the
work. At the same time, however, the film also connects
disparate images shot in different parts of the world. Many
have argued that the “self” in the essay film is not an
absolute narrator who provides a single answer, but rather
should involve the viewer in the discussion. Laura Rascaroli,
referring to Sans Soleil, says of this relationship:

The essayist writes not in order to pretend to discover
things, but to... allow the answers to emerge somewhere
else, precisely in the position occupied by the embodied
spectator. The meaning of the film is constructed via this
dialogue, in which the spectator has an important part
to play; meanings are presented by the speaking subject
as a subjective, personal meditation, rather than as
objective truth. It is this subjective move, this speaking
in the first person that mobilizes the subjectivity of the
spectator... the essay film is the expression of a single,

situated authorial “voice” that enters into a dialogue
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with the spectator. If this dialogue can be achieved via
purely visual means, in other words if the enunciator is
able to convey an argument and enter into a dialogue
with the spectator through images unaccompanied by
commentary, we can call that an essay film'’.

In other words, the “I” (self) in the essay film is a device for
dialogue with the viewer. With regard to the validity of the
essay film as a mechanism today, the artist Hito Steyerl
wrote an essay titled “The Essay as Conformism? Some
Notes on Global Image Economies” (2011)"".

The value of the essay as a literary form was first
identified by Theodor Adorno in The Essay as Form (1958),
in which he stated that “the essay’s innermost formal law
is heresy'” Much of the discourse on the essay film also
draws on Adorno as a fundamental source. However, Steyerl|
points out that the “modes of production” have changed
dramatically between Adorno’s time and today: “In the
age of the factory, the assembly line and their standards of
identity, Adorno assumed that the essay as a marginalized
and often dismissed form of narrative would challenge the
coerced identity'®.” But Steyerl notes that current modes of
production are in fact aligned with the supposedly heretical
“essayistic” mode:

The essay as form no longer necessarily meddles with
standardized and homogeneous identities. Instead, it
runs parallel to the post-Fordist coercion of difference,
mobility, extreme flexibilization, and distracted modes
of attention, whose ideal subjectivity is hybrid and
supple. Its compilation mirrors contemporary global
forms of production... The essay as form has adapted

rather well to globalization™.

Steyerl goes on to ask, “But has the essay really lost any
ability to play a critical role?” Her answer is “No.” Steyerl,
who is also an essay film creator, sees the essay film's
present-day potential in the “reterritorializing audiovisual
flows.” In short, the essay film is a means of acquiring
images via a mode of distribution that resists the currents
of the globalist market. Here Steyerl uses her own work
as an example. For November (2004), Steyerl’'s approach
was to play a videocassette (itself obtained from someone in
another country), so degraded it could not be taped over any
further, on a cathode ray tube monitor, and then film the
screen. The use of this technique means that Steyerl and
the camera can sometimes be seen reflected in the screen.
Meanwhile, Journal No. 1 (2007) traces the history of films
once shot in Sarajevo studios that were digitally downsized
and appeared on DVDs in various countries, with further
ripped versions of them appearing on unauthorized web
clients such as PirateBay, while Lovely Andrea (2007) uses
footage downloaded through P2P networks. Steyerl points
out that these “unauthorized” networks, “image economies”
based on “barter, theft or appropration,” can expose social
tensions that undermine the status of image and sound as
mere commodities.

]
Project Overview: Destination of JEJU

Steyerl’s observation is important in that she notes that the
crisis and potential of the essay lie not inside the video work
itself, but outside it. In line with this way of thinking, for me,
as someone who has produced single-channel works, the
JEJU exhibition with its spatial installation represented the
new challenge of going “outside the image.”

The exhibition consisted of a screening room showing
JEJU, in collaboration with EoN; the photographic work

EXCITATION OF NARRATIVES (EoN)

July 27, 2022 displayed in the gallery space; and Interviews
1-17, mounted on acrylic panels. This is based on ongoing
interviews with migrants in Jeju and Seoul starting in June
2022. As of October 2022, when the exhibition opened,
17 interviews had been completed, and the dates and
locations of all interviews are listed on the acrylic panels
of Interviews 1-17. In the photo work 2022.7.27 in front of
the entrance to the screening room, a banner displayed in
the streets of Jeju is visible, reading “The World Comes to
Jeju, and Jeju Comes to the (World).” JEJU, the video piece
shown in the screening room, consists of excerpts from
interviews, and the screen shows only a black 4:3 border, so
the interviewees’ voices can be heard but they cannot be
seen. Since all of the interviews are conducted in Korean,
Japanese subtitles are included in this exhibition, with only
the subtitles appearing on the black screen. The video
features only the six interviewees interviewed during my
initial visit. The interviews are still ongoing, and the space
was composed with a certain “unfinished” quality in mind,
as the narratives of the 11 subjects that have not yet been
used will eventually be conveyed at some point. So, where
does this “unfinished” quality lead?

My plan is to continue until the number of interviewees
is at least 30. | also plan to shoot video at some point, and
| am now working on a plan to capture the scenery of Jeju
from a completely different angle, rather than showing the
interviews. Ultimately, rather than making it a single video
work, | would like to explore the possibility of composing
independent sounds, images, and texts in a space, as | have
endeavored to do in this exhibition. | have a renewed sense
of the importance of reinventing the “proper way” to talk
about a certain subject each time. And as Steyerl noted,
we must continue to rethink these issues as times change.
| would like to further develop these possibilities and my
perception of the issues in future work on the JEJU project
and in activities with EoN.

1. Available for viewing on Vimeo. https://vimeo.com/54783006
2. https://vimeo.com/32329268

3. https://vimeo.com/132014271

4. https://vimeo.com/232067009

5. 99 Resources contains 99 resources on metafiction and post-
documentary works, as well as essays by study group members.

Viewable as a PDF: http://geidai-ram.jp/prog-ram/researchlab/3000/

6. The book Totoki has been produced as a detailed documentation
of the project, and is available for purchase at: https://woomingen.
stores.jp/items/60bf318948992166fbd955cd

7. A scene of actors arriving at the airport and walking through
a throng of protesters has been filmed, and the possibility of

including it in the film is being considered in the editing stage.

8. This may be due to the fact that | am a third-generation ethnic
Korean resident of Japan. For example, many works relating to
first- and second-generation ethnic Korean residents of Japan
are still being produced today, but | have the impression that the
“ambiguity as a signifier” pertaining to third-generation and later
generations is rarely discussed. | think that many artists have not
yet taken on the task of “talking about distance” because of a

similar kind of ambiguity.

9. Philp Lopate, “In Search of the Centaur: The Essay Film” (1992),
in Nora M. Alter and Timothy Corrigan(eds.), Essays on the Essay
Film, Columbia University Press, 2017, pp.111-113.

10. Laura Rascaroli, “The Essay Film: Problems, Definitions, Textual
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Commitments”(2009), in Nora M. Alter and Timothy Corrigan(eds.),
Essays on the Essay Film, Columbia University Press, 2017,
pp.187-188.

. Hito Steyerl, “The Essay as Conformism? Some Notes on Global

Image Economies”: From Der Essayfilm: Asthetik und Aktualitat,
edited by Sven Kramer and Thomas Tode. Konstanz.

. Theodor Adorno, Notes to Literature, Volume One, Columbia

University Press, 1991, p.23.

. Hito Steyerl, “The Essay as Conformism? Some Notes on Global

Image Economies”(2011), in Nora M. Alter and Timothy Corrigan(eds.),
Essays on the Essay Film, Columbia University Press, 2017, p.276.

. Op. cit., pp.276-277.

. This also has the potential to overcome the fact that most studies

of essay films are only “in-frame” cinematic critiques by film
historians and critics.
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The research activities of “Excitation of Narratives” (EoN)
began in February 2022 with the talk event “Excitation
of Narratives” in the exhibition “Open Space 2021 New
Flatland”' at NTT InterCommuniation Center (ICC). This
time, EoN presented the exhibition “Excitation of Narratives
-Each location of Essay Film-" at TOKAS through a practical
process of making. Here | decided to make a video work
while re-centering one of the definitions presented in “essay
film" research, “extra-narrative (extradiegetic) intervention”
and “mapping of subjective probability (epistemological
probability)” as it relates to my personal interests, which
| focused on in the ICC talk event. At the same time, |
wondered if | could use the framework of this theme to
advance my making on Kuchino-erabu Island in Kagoshima
Prefecture, where | have been doing personal fieldwork
and conducting interviews since around 2017, and have
only been accumulating video materials. In addition, the
fact that the members of EoN all faced different “islands”
when focusing on the keyword “field,” and we happened
to share the same internal/external issues for the people
involved with the islands, although our approaches
differed, motivated me to restart the making, which had
been on hold for some time. However, my video work,
Reconnaissance “Tephra” takes a very different approach:
it is neither a polyphony of the people living on Kuchino-
erabu Island nor a reference to the island’s environmental
or social problems. The essay film is, in the broadest sense,
a diverse experiment in the use of images and words that
lies between documentary and fiction films, but there is
also an expectation that it is different from the framework-
oriented genre classification of what an essay film should
be, and it was shared among the members that the purpose
of the essay film study is not to obtain a definition or
evaluation axis. It should be added that the activities of EoN
are not a study group dedicated to essay films, but only to
the “generation of narration”. That said, essay film studies
is certainly a research system that provides a significant
vocabulary for weaving a generative theory of narration.
It has inspired me in many ways in its process of making.
In this section, | will introduce the concepts, ideas, and
attitudes related to essay films that inspired me, highlight
the keywords that overlapped with my interests, and
reflect on how | was able to connect them to my process of
making, or even taking my making one step further.

“PERFORMING BORDERS Transnational Video” (2003)* by
Ursula Biemann, one of the filmmakers who contributed
an essay to Essays on Essay Film, has been a great
inspiration for me, especially in my work. Ursula Biemann
is an artist and video essayist. Biemann has conducted
fieldwork from Greenland to the Amazon and elsewhere,
investigating climate change, oil, glaciers, forests, and
riparian ecosystems. Until the 2010s, many films focused
on immigration, but these are multi-layered video essays
that weave together cinematic depictions of landscapes,
documentary footage, science fiction poetry, and academic
findings. “PERFORMING BORDERS Transnational Video”
discusses Biemann'’s early video essay, performing the
border (1999)°, looking back from around 2003 to discuss her
production and intentions. This video essay is somewhat
emphatically identified in the discussion of essay film
as an essay that uses electronic imagery, which is also
involved in this essayist's field research. This video essay
depicts the following: Mexican women working in the harsh
conditions of the Maquiladora IC chip factory in Juarez, a
city on the U.S.-Mexico border, migrants try to cross the
border to escape a life of unequal working conditions, serial
killers run rampant in the streets where public and private
become blurred, “Heterotopias” are spaces where national
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regulations and the lives of residents are suspended and
shut down by the prevalence of egocentric corporate
arrangements. These actually exist as heterogeneous
spaces of deviation from the norm and oppression by the
norm. Biemann critically examines these heterotopias that
exist in reality while taking videos in the area. The approach
is that the components of the video cameras used to
generate the electronic images are in production in this
unequal environment in the region where the video is taken.
And the IC chips and the electronic devices assembled
travel around the world as if there were no borders, rather
than migrants trying to cross them with their bodies to
escape from their living environment. Biemann attempts
to capture the strange perspective brought about by this
difference through the virtual-spatial qualities inherent in
the video itself.

By the time Biemann comes to the area with a camera
from outside the country, there can already be a focus
on border crossings and places where fluid movements
of goods and people are taking place. Biemann calls that
area “Transnational Zone". The transnational zone refers
to the territory associated with “displaced labor global
media networks, liberated markets, footloose capital,
and ambiguous relations to borders.” In particular, digital
technology can be seen as a straightforward actor in this
context. Perhaps unsurprisingly, one positive image of
globally decentralized digital technology is that we can drift
along with this decentralization, becoming fully mobile,
or “multipresence subjects” who can be in several places
at the same time. However, one of Biemann'’s critical
arguments is that, along with its decentralization, it also
serves to preserve the national definition of territory.
Video essays are also considered as having this fluidity
because they are also classified as digital technology. As
a filmmaker, Biemann sees the video essay as something
that enables us to act as a “transition layer (or fault line)” so
to speak, connecting disparate places through a particular
logic, across borders and continents. In the sense of
linking representations of disparate places, this is already
expressed in Sans Soleil (1983), a representative film work
by Chris Marker, which is considered the royal road of essay
films, but in the case of video essays, various specificities
emerge in the position of the subject producing them and
in the process of representing multiple places. Although
Biemann overlaps the fluidity of the subject with the fluidity
of the electronic devices that make up the video’s electronic
image, the multiple locations that are moved and attended
to cannot be connected as freely as simply connecting
films. Biemann calls the place a transnational zone because
it is a place that has a double meaning: a place where one
can look at the positive aspects of the world of electronic
devices, and at the same time recognize the existence
of the people whose labor forms the technological and
material basis of these devices, and the structures of
gender inequality that exist there.

As a subject who has gained this recognition, when the
subject takes a self-reflective look back at its position, the
subject is forced to ask myself where | stand. The idea of
“Imaginary Topography”® is proposed as a standing position
for this. In this location proposed by Biemann, the approach
of the video essayist is not to believe in the representational
potential of the essay, but to place the video material
in a specific place of connection. What is done in the
video essay, Biemann says, is not to record reality but to
organize its complexity. She said there is a need to create
a kind of theoretical platform to consider various issues
surrounding economics, identity, spatiality, technology,
and politics, and to put them in dialogue with each other.
She emphasizes that audiovisual production, supported by
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digital technology, shares the symbolic and material fluidity
of digital technology and that the two overlap. Recognizing
that working with the video itself is a deep commitment to
globalization, she seems to try to find a topos where she
can stand in the space where information is placed, which
is unique to video essays, and detached from reality. If |
take out only the concept of “platform” in this context, it
seems to run parallel to the discourse on virtual space as a
database in the 2000s, but it is interesting to glimpse here
the antagonistic state of theory and practice in which the
process of generating its location is necessarily conceived
based on Biemann’s own concrete experience of coming
into the transnational zone. Above all, the platform is
imaginary, and the word “topography” is intended not only
as an infinitely expanding grid space but also as a mottled
space in which concrete structural dynamics are at work
in various places. It can be seen as a challenge that allows
such a human geographical context to support the practice,
and in fact, when | look at performing the border, it is not
just a matter of using 4:3 low-quality video footage from
around the year 2000, just as a free-flying, carefree subject,
but rather, as if to say that something lies above this town,
a fissure seems to cross through the film, involving a
continuous space-time in the history of cinema. Her gaze
brings our attention to a place that should have been of no
concern to us in the past: what the town is like now, more
than 20 years after Biemann took a video of it, how the
people working in the maquiladoras are doing now, whether
the working environment is improving, and so on.

While the video images were placed in the space of
this imaginary topography, what did she think about the
body facing the materialistic “zone” that the transnational
zone actually has? Here, Biemann first uses the term
“performative”®. And here comes the clear contrast
between documentary and fiction. In the documentary
tradition, reality is attached to a body; the camera focuses
on the experiencing body, and the social actor, and it is
a historical body. In fiction, on the other hand, the body
represents a narrated figure; it is a narrated body, and
so the narrated body intervenes. In contrast to them, the
essayist’s body is not instrumentalized in either way nor
does it perform a representative function. Rather, she says,
the essayist's body contributes to the construction of the
other. What is constructed here is, as the title suggests, a
“border.” Even if borders are unmovable political boundaries
whose meaning can only be changed by agreements and
military interventions, the performative bodies that live
in the region and perform repetitive acts by those who
cross them gradually transform borders into multiple and
diverse social constructs. And the body of the essayist
should also participate in its construction. Because of the
essayist's involvement in the symbolic making of borders, it
is necessary to consider a making that captures the double
meaning of transnational zones, rather than reinforcing
the symbolism of the borders. This so-called process of
reconstruction from deconstruction seems relatively sound
in this approach. However, it is impossible to know from the
video essay and discussions how the video essayist herself
conducted her dialogues in the zone. Rather, the video
essayist is not reduced to a catalyst for direct social change
or a contribution to the discourse being spun but can make
effective interventions into the performative act between
these two representations, and the conclusion is left in
limbo, as all video essays take place somewhere between
the limits of representation and political and existential
struggle. But rather, | believe it remains important to retain
the video essay as unnarratable, even if it is something that
could or should be considered narratable, from a standpoint
of expectation in the virtual space of the video essay.
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Perhaps my original concern in the documentary-making
was whether or not | was in a standpoint to share with the
people involved in the field the process of transformation
from prior knowledge and preconceptions to the post-
process of knowledge, experience, and images gained after
the fieldwork.

How could | prove that my own subjective transformation
was not merely a personal event occurring in one artist’s
psyche, but was precisely what happened through dialogue
with the field? Should it be explicitly stated from where
and how | came to that field and where | will return to
again? How can the structure of this universal “story
of going and returning” be deconstructed? One of the
definitions in the essay film, “extradiegetic intervention”
is suggestive. This refers to elements in the film that have
no relationship to the story the images tell, such as the
voice of narration, background music, and assigned text
or subtitles in classical examples. The relatively heavy use
of narration and textualization in essay films can be seen
as one feature. By simply asking the question, “Where is
this outside?” we may begin to see something that can
explain, even if vaguely, the location of the subject making
the images, without reducing it to a mere discussion of
techniques of cinematography. For Biemann, the virtual
space of “imaginary topography” is another proposed form
of the standing point of the subject installed outside of it. In
addition to this, | think that it is one of the preconditions for
creating a shareable location to methodize and formulate
a dialogue with a kind of external ecology through video
making, away from the film production perspective, in
order to address the fluctuating possibilities of creating
a story, including the effects of unintended events in the
making process. If | focus on the external ecology here,
this is already as complex and elusive as it may seem in
everyday senses. We act by making inferences about what
is certain when we come face to face with the environment.
In such a situation, it is possible that an event that we were
actually completely unaware of is approaching us, or that
we are unaware of the place formed by the event after it has
already occurred that we were not aware of.

The video Reconnaissance “Tephra” was inspired by
this experience of being unaware of an event. Here | focus
on volcanic eruption phenomena as a hidden environmental
factor. First, as mentioned earlier, there is the preliminary
making process, which was put on hold for completion as
it was, with a short-term visit beginning around 2017. This
is specifically a collection of interviews with the community
and documentation, including footage of environmental
changes, of how the volcano on Kuchinoerabu Island
erupted so severely in 2015 that all islanders were forced to
evacuate, but after discussions between the islanders and
the Meteorological Agency, which established an exclusive
zone around the volcano, they were able to return to the
island about six months after the evacuation. In the midst
of this stagnant making, on August 13, 2021, an undersea
volcano called Fukutoku Okanoba, located near Iwo Jima
in Tokyo, erupted, and a large amount of pumice ejected
by the eruption drifted on the ocean currents to the Ryukyu
Islands and Seinan Islands, and eventually to the coast of
the Kanto region and Hokkaido. About five months later, on
January 15, 2022, a submarine volcano called Hunga Tonga
Hunga Ha'apai in the Kingdom of Tonga erupted. This
eruption was said to be comparable in scale to the historic
eruption of Krakatau Island in 1888. The shock wave
generated by the eruption circled globally, and the sudden
drop in atmospheric pressure caused a tidal shift known as
a “meteorological tsunami” was observed on the coast of
Japan and elsewhere. When this shock wave was passing
over Japan, | was on a high floor of an office building. Then
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| saw the information that the first shock wave had already
passed and that the second one, which had bounced back
on the other side of the hypocenter, would pass over Japan
again in about two hours. | had a sense of expectation that |
would be able to experience that shock wave in some way,
but before | recognized it, the estimated time of its arrival
had passed as | was somehow concentrating on my work.
No changes in my body or surrounding environment could
be recognized as such. This experience prompted me to
resume the video making of a relationship between the
phenomenon of eruptions and usual life, which had been on
hold for some time. “Tephra” in the title refers to pyroclastic
material, which is a relatively small glassy material such as
volcanic ash or pumice. The entire approach of this video
is to approach observable events (pumice stone drift, volcanic
ash accumulation) and information after the fact, in response
to unnoticed external events (shock waves), by recognizing
or reconnaissance of the volcanic ash and pumice stones.
Furthermore, here | add the “mapping of subjective
probabilities (epistemic probabilities)” approach. While this
is not directly related to the current essay film study, it is a
framework that | have associated with one of the definitions
of the essay film, an approach that emphasizes subjectivity,
from my interest. Subjective probability (epistemic probability)
is a probability that is not calculated from objective
statistics in probability calculations but rather represents
the knowledge or degree of certainty possessed by an
individual, and the distribution of that individual’s subjective
probability is sometimes called belief. This belief is variable
depending on the situation and the way the information is
acquired. This is a foundational idea in probability theory
called Bayesian probability. It is a probability calculation
in which an individual's prior beliefs about an event are
considered to be a prior probability distribution, and then
the probability is updated by acquiring new knowledge
and information about the event to derive the posterior
probability. Although this video making does not rigorously
perform this probability calculation, it is a methodological
approach for an essay film, in which the mapping of
beliefs = prior probability distribution allows essayists to
approach a particular environment with an awareness of
bias regarding future actions and how active they will be
in response to evidence to be obtained in the future. In
other words, | wondered if it would be possible to generate
a way of narration or to bring to light the location of the
subject, based on a structured relationship between the
inside as the subject of the self, and the outside as the
environment, in an essay film that places emphasis on
subjectivity, and how this subjective judgment changes the
way the essayist accesses his/her environment as he/she
weaves his/her essay. So where is the horizon where the
mapped objects are laid out? It is set in the realm outside
the narrative. And it is important to emphasize that there
is not a database there that maps only what is certain but
as a hybrid space of what we know and what we do not
know well. What we don’t know, we try to mend with what
we do know, and with what we do know, we worry about
further uncertainty. The fluctuations between a kind of
curiosity and risk management are built in as the driving
force behind the act of coming into the environment and
spinning the images. It remains to be seen whether these
fluctuations will really contribute to the richness of the
essay’s character. However, what | can expect from a hybrid
virtual space about the environment | am about to enter or
have already entered is that it may play a more important
role in communicating with the people | encounter when
| actually enter the environment than in being the subject
in an imaginary topography. Biemann’s subject position
is suspended in the video essay, and depending on the
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degree of suspension, there is the fear that it could become
overtly other attitudes in the dialogue with the people on
the ground, which was a concern for me.

The ambiguity of who has access to that virtual space and
in what capacity would eventually select only those who
can use that framework. The ambiguous subject in the
video essay, as a subject in Biemann's self-critical struggle,
is “that of a feminist, white cultural producer who is in the
process of moving from a Marxist to a post-colonial, post-
Fordist, post-humanist place and trying to figure out how to
transpose old labor questions into a contemporary aesthetic
and theoretical discourse in a globalized context”’. Where
the sincerity is readable, but it also seems to me that
Biemann expresses resignation to the essayist’s limitations.

One hypothesis is that it would be possible to create
a virtual space in which each location can be shared by
mapping the degree of awareness of the environment and
setting a joint goal of mutual acquisition of knowledge and
information in communication-based on this mapping.
Based on this hypothesis, Reconnaissance “Tephra” was
attempted to create a model for this research program on
the generation of narration. Even if the mapping is done in a
shared virtual space, the question may still arise as to where
it actually takes place. Certainly, the mapping of knowledge
and information may conjure up images of knowledge in
the mind, such as the memories of each individual, but here
it is not limited to that but is extended to objects such as
tools used by each subject. In particular, by using digital
technology to photograph and edit, the equipment can also
store some prior information, as well as information added
after the fact as a result of being in the environment. For
example, that applies to photographic data in a storage
device, or files in a computer or smartphone that store
material data that has been researched in advance. Not
only that, but it would also include the various states of the
data on the editing software. Furthermore, the fact that the
software or data storage device did not work properly in
a given environment can also be mapped as a document
condition.

With these pieces of equipment and software as axes,
the subject is also relative to the present time. What | mean
is that, depending on the relationship between time and the
equipment being treated, | can also include the relationship
between before and after presence in the “subject coming
into multi-presence,” as indicated in Biemann's discussion.
Specifically, as a fairly simplified model, | will look at the
present and the time before and after. In other words,
past, present, and future. This may seem like a rather
modern framework, but | would like to briefly explain why
this division is made in the first place and how it relates
to the equipment used, assuming, of course, that these
three categories cannot be neatly divided. The first is the
relationship between the psychological state corresponding
to each of the pre-and post-relationships in facing the
environment and the characteristics of the corresponding
equipment.

The first step is based on facing the environment, but
before that, there is a sense of expectations and anxiety
before facing that environment, and a sense of frustration
that the time is approaching. In this case, the equipment
occupies the place mainly to represent the preparatory
stage of that fieldwork. It could be a note, a camera
or computer that is charging, or a smartphone that is
downloading a new app just in case. Others may also be
involved, such as those that appear to have been originally
prepared for everyday life, as well as electronic devices.
This situation corresponds to the process of spinning the
images, which is why | chose the term “Visionary.” Since
the term “visionary” has a strong connotation of imagining

EXCITATION OF NARRATIVES (EoN)

and conceiving based on expectations, | emphasized the
connotation of “dreamer” rather than that of “creator.”

Next is the subject who is actually present in the
environment. Here, the current perception is foregrounded,
and fieldwork is always conducted with a focus on the
knowledge and information one has at the moment, as
well as physical actions and perceptions, accumulating
new knowledge and other experiences gained there. This
is why this subject is called “Reconnaissance.” It has the
connotation of exploring since it is both a recognizer and an
actor. Since this is also where they will be taking the camera
and shooting for the first time, the beliefs and information
they have in advance will lead to their camera work. For
example, decisions such as, “There must be volcanic ash
deposits on this quay,” directly affect the image itself.

Next, after coming to the environment, in a situation
where the data are all in one place and basically cut off
from the influence of the environment, they examine those
data and try to do a series of flow, narrative, and making
symbolic, mainly using editing software. This is why the
term “Authority” was chosen. The final result is output by
this subject, which is also derived from the word “author”
because the act of outputting the final result is similar to
the act of writing a book, and it also has the connotation of
authority because it is in a position to examine and integrate
data. Since the “Authority” subject is also after the event
has already passed, it tends to recall memories, etc., with
a sense of relief or loss and tends to trust the discourse by
others more than its own experience. At least the “Authority”
subject appears to know more about something than the
previous two subjects.

By having a dialogue between different subjects who
are mapped by differences in the time they are present in
these environments, they interact and discuss by immediate
self-reflection on their statements of opinion by dividing
them according to their position relative to the time the
event occurred, the frequency and degree of belief in the
knowledge and discourse they used, and also discuss by
which perception they derive their statements of opinion.
In other words, the instability of perception, in which one
may be certain of what one is saying but not certain of
whether or not it is actually true, is made into hypothetically
or prefabricated natural language through the use of a
dialogue format. Each is only temporally displaced, and
there is nothing inherently superior about which is the
most dominant. Their equilibrium fluctuates relative to the
influence of external events.

It is in this sense that it cannot be clearly divided into
three categories. In reality, the dialogue should be more
complex. As a supplementary note, in this Reconnaissance
“Tephra,” | have added a hypothetical complication that can
be assumed and its intention. At the end of the video, the
subject of “Reconnaissance” goes missing. This is because
it is assumed that the “Reconnaissance” subject, which is
constantly interacting with the present, may know things
that cannot be narrated in the video. It expresses a kind
of strategic ignorance attitude. Instead, a “Celerity” entity
emerges. This new character is a subject that indicates
that there is no certainty that this three-subjects dialogue-
based belief mapping system is complete, and is basically a
virtual subject that exists only in the model. The “Celerity”
here derives from the fact that the other three subjects
ridicule the predetermined harmony of this model, which
assumes that the other three subjects are working purely
according to their systems, while the “Celerity” does not
follow that harmony. This system is naturally subject to all
kinds of external environmental circumstances, including
catastrophic events where the making itself ends up going
wrong. Above all, | am still faced with the same limitation
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as Biemann, that the subjects who can launch an imaginary
topography may be limited after all, and the “Celerity”
subject rejects the optimistic hypothesis formation. The last
suggestion here is that assuming that no subject can enter
the virtual mapping space, its accidental termination and
nullification occur, and as its counterpart, the accidental
transfer of the product. These are tools of uncertain use
that have been brought forward from some other time and
have no clear relevance to the entire fieldwork. These again
create the field in which the subject of “Reconnaissance”
walks, not as a confident summary made by an artist
through a certain experience.
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