HARZAMAZEEMDHDH D

Catastrophe and the Power of Art
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tone, they provide a striking contrast to Stallaerts's works.
Huang's paintings, however, share something with those of
Stallaerts in terms of their surreal, enigmatic settings. Silent
Night (2013) shows a Christmas tree that has caught fire on
this holy night, while Red Carpet Dream #3 (2012) depicts a

newlywed couple with nobody to wish them well.

Abstract and Invisible Catastrophes
The Fukushima Accident of 2011 thrust the issue of nucle-
ar energy in front of us once again. As radioactivity is invisi-
ble, nuclear contamination is not immediately apparent, and
the ominously unfamiliar word “microsievert’ has us vacil-
lating between hope and despair in the aftermath of the in-
cident. For Japan, a country that experienced the tragedy of
the atomic bombing of Hiroshima and Nagasaki in 1945,
the phrase “history repeats itself” is a particularly painful
one to hear. In this sense, Miriam Cahn's atombomben /
atom bombs (04.02.1988) (1988) evokes in us a complex emo-
tional state. Even as we are instinctively mesmerized by the
beauty of this work, where an abstract mix of vivid watet-
colors explodes within the frame, upon learning that the
subject of the piece is nuclear explosion, our sense of reason
tells us that we ought to harbor feelings of reprehension for
this image, as citizens of a country that has been a victim of
the atom bomb. In this way, our subjectivity is split.

Takeda Shimpei's “Trace” (2012) resembles a series
of black-and-white photographs of stars in the night sky. In
fact, however, they are photograms that were made by col-
lecting soil from various areas in the wake of the Fukushima
Accident, the radiation in which left marks on photography
Glms. It is, in short, an actempt to visualize the radioactive
contamination. Hirakawa Kota's Black color timer (2016-2017),
on the other hand, are portraits of workers at the Fukushi-
ima Daiichi Nuclear Power Plant after the accident that were
painted black on clocks. These workers are in fact nameless

heroes who have gathered from various regions across Japan
to clean up after the Fukushima Accident, despite working
conditions that are hardly palatable. The abstract method
used to depict them in monochrome black, however, makes
it impossible to identify them as individuals. While the di-

versity of possible interpretations associated with abstract

images gives them a particular uncercainty, once we recog-

nize the mushroom doud, and we realize ¢hat the white dots

are radiation and the portraits are of manual laborers in pro-
tective clothing, the intensity of these images becomes am-
plified in our minds, and it becomes impossible to read them

as something else. “This is the power of abstract expression.

Thomas Demand’s Control Room (2011) depicts
the Fukushima Daiichi Nuclear Power Plant, too. The work
is based on the press photograph shot right after the powet
supply ceturned a few days after the earthquake. Demand
took the photograph of a model that he made our of papet,
based on the press photograph. The fragility of the building,

as seen in collapsing ceiling, resonates uncannily with the

brittleness of paper. Miroslaw Balka's Soap Corridor
(1993/2018) is an installation where visitors are invited to
walk through a corridor smeared with soap while smelling
it. For Balka, soap is something that is used to wash and
dean both newborn babies and dead bodies, and therefore
serves as a metaphor for birth and death. Balka’s hometown

of Otwock, a suburban area outside of Warsaw that used to

hetto during World War I1. This was the

house a Jewish g
site of Nazi's many massacres, where a number of people

were sent to concentration camps from. Also associated

with this history is the fact that Jews were given soap when

they were about to be sent to the gas chamber, as well as the

myth that soap was made from the dead bodies of Jews who
had been killed.” The abstract can also serve as a starting

point for a chain of words and images.

Conversely, Isaac Julien's PLAYTIME (2014) is 2
dramatic video installation that depicts the relationship be-
tween human beings and capital, using examples suchas a

hedge fund manager working in London, the financial capi-

tal par excellence; a photographer who loses all his assets in

Reykjavik, a city that was emblematic of the 2008 global fi
nancial crisis; and Filipina maid who has left the country ©

go and work in Dubai, a symbolic hub of new capital. Al-
e wake

though the idea for this work first came t0 Julien in th
of the collapse of Lehman Brothers,® one of the themes of

n of a capital that is becoming 16~

the piece is the visualizatio
o

stored and accumulated

creasingly obscure and invisible,
film also interrogates the

9 . y
day on computer Servers. Julien's
relationship between the art market and a network of gloi>*

aHy lnterconnected CaPItaI, through scenes anOlVlng an art

adVISer talklng about the Soarlng PIICCS Of WOrkS Of contem
(o) y d P

P ary art, and an art auctioneer s eakmg about the recov

ery of the market in the wake of the 2008 financial crisis

Imagining Catastrophe

Oliver Laric’s Versions (Missile Variations) (2010) was produced
after the artist got the idea for the work from composite
photographs of rocket missiles being fired that were re-
leased by Iran’s Islamijc Revolutionary Guard Corps in
2008" These images of multiple missiles zigzagging through
the air are so clearly fake as to invite laughter, but at the
same time they explore the significance of images on the in-
ternet in an era of fake news, where the truth is often
opaque. In contrast, Fujii Hikaru's The Primary Fact (2018)
examlrres the meaning of investigative research and the role
of art in such an era. For this project, Fujii interviewed re-
searchers conducting an investigation into the puzzling case
of a mass grave of some 80 young men who had been exe-
cuted and buried in a suburb of Athens. A theory posits
th.at they were related to a group of aristocrats who had
failed in an attempted insurgency in the 7th century B.C
and this was one of the reasons why Athens shifted toward;
a. democratic system in the 6th century B.C., but Fujii in-
sists that we cannot know the fact about this matter. In a
post—trpth era where groundless discourse litters the space
of the internet, it is worth giving some thought to the dan-

ger of facile thinki .
E . inking, and the importance of pursuing the

Shiva Ahmadi's The Mesh (2016) and The Wall
(2016) are satirical paintings that depict, with a critical eye
the reality of how those in power monopolize oil and other
;osources that generate wealth, causing wars and other con-
i :::sg iiitioflcl)rte ortlinary people to make various sacrifices.
. is an indispensable resource when it comes to
. lng. artworks that make liberal use of symbolism, b
Elng animals as substitutes for humans, for instance,. IZ
de::i j;l;i;;lrlsm s ]VIr'sbak (2006-2007), images of light that
. carrying guns or explosions are projected us-
S .erns as they revolve around the gallery. Using chea
ymbolism, Hatoum seems to ridicule the stereotypes prev];j

alent §
nt in the Western world that equate the Middle East

-_—

with war. Tkeda Manabu's Foretoken (2008) depicts a massive
wave that swallows up entire buildings, ships, cars, and
tr'ees‘ Looking at this work in the wake of 3.11 gives on,e the
bizarre notion that it perhaps forewarned us of the tsunami.

Imacinaci . .
gination and reality are inextricably intertwined

Section II: Creation from Destruction
The Power of Art

Throughout the history of the modern and contemporar

era, countless artists have produced works and pursue?il
practices that seek to build a better society. Some examples
of this would be The Hiroshima Panels (1950-1982) by Mfru—
ki.Iri and Toshi, which sought to convey the tragedy and
mrsery of the atomic bomb to posterity, or reportage-style
painting Sunagawa No. 5 (1955) by Nakamura Hiroshi

which depicts the struggle against the expansion of Ameri—’
can military bases in Sunagawa, in an accusatory tone. Jo-

seph Beuys’ project 7000 Oaks (1982-1987), which begah in

Kassel, Germany, involved the planting of trees in order to
paH attention to environmental issues, a direct intervention
into actual society. The second half of this exhibition ex-

lore
plores the power of art to turn the negative into the positive

Individual Action: Activism that Confronts Disaster
Section II opens with Ai Weiwei's large-scale installation
'Odyssey (2016/2018) . Ai, who is also an activist who has crit-
icized the government of his home country of China, was
detained on Chinese soil and had his passport conﬁsoated
and subsequently moved to Berlin in 2015. There had been,
a. heated debate over the refugee issue in Germany at the
time, and Ai went to report on and document the situation
rrear the country borders in various areas, as well as condi-
tions in refugee camps, and used his own social media ac-
counts to transmit this information to the world. The work
that resulted from this activity of his is Odyssey, a wallpaper
mstalration that depicts people crossing oceans using boats
or living in tents. Over the course of this research, Ai wasl
apparently indignant that those who live charmed lives in
the free world are almost completely unconcerned about
human suffering.'® Equally reprehensible is the nonchalance
of Japan, and the Japanese government’s treatment of the

refugee issue, having only recognized 708 out of 60,674 ap-
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Born in Munich, Germany in 1964, and currently based in Berlin and Los Angeles.
Thomas Demand studied sculpture at Kunstakademie Diisseldorf and received his
master's degree from Goldsmiths College, University of London. He is one of the
major contemporary artists from Germany. Using motifs of ordinary scenery and
scenes of historic incidents, he makes real-size paper maquettes and photographs
them for his work. The original images are taken from newspapers, magazines and
the Internet, and the photographs are printed in the same size as the maquettes.
No person appears in the work, and therefore, the viewer is invited to enter the
image as an observer of that scene. At first glance, the work looks like a picture of
the actual place of the incident, but subtte deviation from the reality that occurs in
the process of copying the image, such as the extremely uniform quality and clear
edges of paperas a material, gradually emerges as something uncomfortable.
Control Room {2011) shows a reproduction of the control room of the
Fukushima Daiichi Nuclear Power Plant, which faced total power failure and the
loss of nuclear reactor cooling function that followed. It is based on the photo-
graphs which were taken by a plant worker who attempted to recover power
while fighting against radiation dose, and the pictures were reported on media
around the world. This control room became the frontline of the restoration
work afterwards. The fictional quality of Dermand'’s works, which are unrealistic
somehow while copying reality elaborately, reminds us of the images capturing
unbelievable reality that flooded the media at the time of the Creat East Japan
Earthquake. [KH]
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