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1 May?7, 2017
Introduction

This booklet mainly contains reflections on past events.
Between October 1and 9, 2016, actors/ participants Lina,
Tasnim, JoAnn, Rolf, Anna, Annette, Stephan, and Isa;
facilitators Andrew, Kai, Ahmad, and Hendrik; Sophia and
her assistant Alexandra from Skulptur Projekte; film
crew Hikaru, Shinya, Ryota, and Kadoaki; film assistants
Lejla and Jakob; and |, as the artist who initiated the
project, spent nine days together as a group.

The site of our project was the Aegidiimarkt, a mixed-use
complex built in the center of Miinster in 1979. We turned
an empty shop into our base camp, while facilities like
the gym, and the seminar rooms at the lifelong learning
center, VHS, as well as the underground car park became
our filming locations.

The project began on the long holiday weekend celebrat-
ing German Unity Day. We spent one night at the gym
and held activities each day. After a break on Tuesday, we
resumed with weekday evening sessions, and then con-
cluded on the next weekend with programs from morning
till night. All of the activities and workshops were con-
ceived by the facilitators. Ten “Daytime Tasks” (most of

which were not practical to realize) were developed

in collaboration with the philosopher Tami Yanagisawa.
The theme, “How to Live Together,” came from the
notes for one of Roland Barthes’ last lectures, which the

May 7, 2017

October 1, 2016

October 1, 2016




facilitator Kai had introduced me to. In the lecture, Barthes
discussed the concept of “idiorrhythmy” in monasteries.
Instead of the kind of monastery where everyone ad-
heres to the same schedule, he proposed the communal
life of the primitive monastery, where monks kept different
schedules while respecting each other’s individual
biorhythms, as a possible alternative form of community.

May 7, 2017

October 1, 2016
October 1, 2016
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Share your food with a total stranger.

Tell someone a lie.

Give whatever you have in your hand at the moment to another person.
Plan to commit adultery with someone at the library.

Confess a secret to the person sitting next to you.

Brush someone else’s teeth.

Create a new holiday with another person.

Interject someone’s name repeatedly into your speech.

Mimic the behavior of someone you find repulsive.

Pray to all the gods in the world.
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2 June 28,2016

Background 1:
The Text from the Orientation Meeting

| am interested in the idea of temporary communities that
arise in post-disaster situations. These communities
exist only for a short period of time. They often integrate

a reconstructed idea of community from the pre-disaster
period. In a post-disaster situation people respect and
help each other. Being very idealistic, this aspect doesn't
last very long: Once normal life is restored, people get
tired of taking care of others.

Contemporary society is getting more and more multi-
cultural, but we can see xenophobia everywhere. We

are facing a corruption of multiculturalism. This fact has
caused me to ponder how people with different back-
grounds can live together. That simple question was the
impetus for this project.

In the project, we will conduct several workshops, includ-
ing performances, night walks, drives, cooking events,
readings, discussions, and interviews, as well as filming.
We will share time and space. Each one of us will some-
how become an agent, telling a/her/his story orally, or
by gesture, during the workshops. These workshops

will be held, among other places, in the car park at Aegidii-
markt. The place was designed for use as a nuclear
bunker, and constructed during the Cold War era. At one
time this bunker was a symbolic place to prepare for a

June 28, 2016

possible future, but now it is aged and out of date. How-
ever, the place originally offered the potential for people
to survive during a post-apocalyptic period and to re-
introduce human life to the world thereafter. It was also
used as a women’s convent and a barracks a long time
ago. So the Aegidiimarkt is a place where people have
gathered from time to time throughout history.

October 3, 2016




3 20164E12H1H

N2 7539 UF2:
REL L TOBRI 2 IESD
TOut of Place; Dlc®»icHErnleTFA b

EWBR R E —LTHEVA PRART 7 4 VT 4 ZEETHDI. BT
DB, ZRMLREC 7 =2 2T 5D TR L, BFFOER & DR
RCTHA PARY 7 42T 4 ZHERL Th b, BHOEMPLEEICAED
¥iofrz2zrv—yarerud s bMie DB ZEENNIES  DEK
ZERIIEAI, LrL, v—hez b)) —EBYORESRZ EQREBRH
KEZBBT A m T 22 MREILAI D PliEr—AreR Y —
ZZDEAME» CFAHEL 2L S TS BH. ABITH T BB LW S il
LI o R LS, HIBOREBRZRIRRCHETZLE TS S, 0ED
DEFRCHES s hicfER &, BIOBFICHS I 6 hicfER L 2, £ Dt
TR LD & . BRI ZER L L CTEHBOBHi 22026 TES
A9,

Bl Z L1946 4E0 6 524E £ TDDH V7S, FEHEMMIE 7T AV AEIC L -
THESN, KBFIRERZ 27y b FA—nv e a—bELTHEbDATH,
LWLWIOHEND L, COFER, I2VAVIEHBNTRTT e I VR
FAVERBEREIC KBS L > THBESA. F+ 7V =B 27 v P R—)ve-
a—FELTEDbDRTVREVIBEREEFET S, TN ZTNOBFANICHE T
Db, HAxOBEEORERNTE Y — Fid, B LcmEZEL T,
oD BRI 5,
ELBHEERDODBDIE, A PRART 7 40T 4 LS EAMRHINE
LzAo s, BIOBHO, BIOER~ LIS h, AL S 288z b
OHRETH S, DI BICESESICHFETEIHA b AR 7 4 v 27
TV —Flebh, ARG EED» ETHT S L WRERTRE 2 EA %
B, EBOEBRRLEFHZHIOTTL £ 5, 2B L FEEEE

[\
[\

T2, RN REROBLZZKEAY, TOLELFENZLEAIBE
DNER, JERILS N AL OBEDHELE 6. DbV IERIERE LK
D, VELERSTOEVWVEREEL S WO BRSNS, T LbiEZD
LE,ERZ) =7 RRAORTRAZL, ZRMRLDOLEL THERT 5
BAHS D HVBESBIESKRES. HROLMZEL T, FHRIZESL 2
BHITIENTERLICRBIEAD,

¥IDTFAMII 224 —WH T 0P =2 a7 ) =X EHFE L THRITL =2 0FFTHO O
& TOut of Places (20174E, &5) O TH A b+ 2T 74 ¥ T 41 OV TRED D ICHES
nizd D,



3 Decemberl, 2016*

Background 2:
The Text for Out of Place _
“Proposal for a Relational History”

| want to rethink the art historical term “site specificity”
by redefining it on the basis of the artwork’s relationship to
the site’s history, rather than its environmental and spatial
conditions. Installations and projects conceived in response
to the site’s inherent spatial and environmental conditions
probably lose most of their significance when removed
from the site. But what happens in the case of projects that
reference local history, or a building’s history, or other
historical events?

Insofar as we can interpret local history from the viewpoint
of the “specificity” of the place, we can also get a different
view of it through the expanded scope of archeological
history. For my project at Skulptur Projekte 2017, | am using
an underground car park that was built during the Cold
War to function as a nuclear bunker. From the 12th to
the 18th centuries a convent was located on the same site,
while in the 19th century there was a barracks here. The
vertical perspective of the site’s archeology allows us to
discover the abstraction that, no matter the era, it has
always been a place where people have gathered and lived
together. Viewed from a horizontal perspective, we might
be able to think about the site in connection with other

December 1, 2016
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nuclear bunkers around the world. That is, we can link to-
gether multiple sites in a relational history via the common-
alities and similarities between the history of one place
and that of another. For instance, between 1946 and 1952,
the Kyoto Municipal Museum of Art was occupied by the
US Army, and one of its galleries was used as a basket-

ball court. This has parallels with the history of Haus der
Kunst in Munich, which was also occupied by the US Army,
and also had one of its galleries turned into a basketball
court. Through these commonalities of fate, each site’s _ .
unique and disparate history nevertheless possesses an | . e i o : Ld o J"
element that connects them. ZIVILSCHUTZANLAGE AEGIDIIMARKT F(R 3000 PERSONEN
| am fascinated by such incidents, because these multiplic-

ities allow connections to other sites and other histories,
even when the particularity of site specificity is a given.
Escaping their supposedly unexchangeable and irreplace-
able particularity, these separately existing site-specific
episodes end up linking multiple unrelated sites. They tran-
scend not only physical but also temporal distances. When
that happens, these potentially shareable past histories
also begin to relate to contemporary issues that are as yet
un-historicized, and future events that have yet to occur.

Thus we can theoretically rearrange history as a spatial con-

figuration, rather than a strictly linear progression. In
other words, we could reconsider past, present, and future
simultaneously, across multiple sites.

ca. 1976/1977

December 1, 2016 29 2015




4 October1, 2016

Stretching Time

There is a difference between the passage of time in
edited film footage and in the actual filming. Suppose, for
instance, one wanted to film the act of “descending the
stairs” and present it to viewers in a natural way. Achiev-
ing a smooth sequence of images requires doing separate
takes from multiple angles and then recombining the
footage into a single action. That is, the actors have to
repeat the same action multiple times for the camera.

So how could this action, reconstructed from different
takes and multiple angles, be perceived as natural?

In reality, the act of descending stairs is very simple. But
that single act could probably be divided up into innu-
merable micro-events: changes of view, shifts in perspec-
tive, the sounds of footsteps on the stairs, the sensa-
tions underfoot, the movements of hands, the scents of
other people ascending, the tensing of muscles. Of course,
film reconstructs only the visual elements. Even so,
perhaps the experience of filming could be described as
follows:

It is the process of separating the bundles of micro-
events contained in our unconscious gestures through
the perspective of multiple cameras, and then recom-
bining those micro-events into a single entity through
editing.

October 1, 2016

So when one is filming, real time gets stretched out. For
example, it takes a lot of time just to descend the stairs
when filming—an act which normally takes a few min-
utes. The actors have to repeat the same action, or they
have to stand in place while the equipment is moved.
The movements involved in descending 10 stories under-
ground are broken up between repeated actions and
pauses. But for that very reason | felt the eight actors/
participants sharing that space-time were able to cohere
as a group in that moment.

October 3, 2016
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5 October2,2016
Performing

When we watch documentary films, we assume the people
who appear in them are engaged in their normal every-
day behavior. But as long as the camera is present, the
subject is put in an extraordinary situation. And the strange
thing is, the subject attempts to perform their “self” for
the camera. It might not be their “true self” (not that | know
where the truth lies) and could instead be a “self” as seen
by others. Or perhaps they immediately recognize their
role within the group, and perform that role. They could be
acting as a participant, facilitator, or artist.

No matter what, the camera unilaterally appropriates the
subject’s image. | wanted the actors/ participants to be
very conscious of the violence of the camera. Moreover,

| wanted them to play with the situation. So | felt it was
necessary for the actors/ participants to move between
both positions in the relationship of “filming /being filmed.”
There would be a basic introduction to the use of the

equipment, after which the actors/ participants would split

into two groups, then film each other. And finally, they
would also film their roundtable discussions with Ahmad,
the Syrian sociologist.

October 2, 2016

October 2, 2016




6 October 3, 2016
Out of the Game

In a system with fixed rules, the first task is to figure out
the rules and then learn how to navigate the system. You
remove your body from its normal conditions and try to
adapt it to an unfamiliar situation. So it’s hard to suddenly
reject the rules and system. There were two explicit rules
in the workshop that Kai created: always keep moving,
and never form a circle.

Kai saw the conditions for being political in how we “react”
to other people and situations. Based on an approach
used in theater workshops, his program focused on the
differing “reactions” of the individual actors/ participants.
For instance, there was also the “Yes, and-ing” work-
shop, in which the actors /participants had to accept the
opinions of others by always replying with the words
“Yes, and ..." In a discussion, it's easy to negate the other’s
opinion with a “but.” However, in first saying “yes,” and
then following with “and,” the next person adds their
opinion to that of the one before. Even if they want to
negate the other’s opinion, the actors/ participants
must begin with “Yes, and ...” and then alter the other’s
opinion through a process of addition.

When the rules are changed, it becomes harder to argue.
And while this is positive, in another sense it is also an
exercise in learning how to react to a situation and trans-
form it: changing the situation by accepting the other’s

October 3, 2016

October 3, 2016




opinion and then adding to it. Sometimes the system
itself might break down. The weakness of the system is
inherent in the rules of the system. . r

October 3, 2016
October 3, 2016 51 October 3, 2016
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7 _October 4,2016
Visits

On the two weekends of the production period | packed
the schedule from morning to night, but for the weekdays
| decided everyone should more or less return to their
normal lives, and gather only in the evening. | thought it
would be important for the actors/participants to move
between the extraordinary conditions of the film shoot
and their ordinary routines. On top of that, | also wanted
to document their “normal” selves. Where did they carry
out their lives? Using the extra time, we visited the places
connected to them: a community garden, a shop, a swim-
ming pool, a studio, a home, a running track, a museum.

There, we filmed them gathering vegetables, exercising,
relaxing, and praying.

October 4, 2016

October 4, 2016 October 4, 2016




8 October5, 2016
Darkness

In a project about how to live together with others, | felt

it would be impossible not to touch upon the ongoing
“refugee crisis” in Europe, but | had no concrete knowl-
edge of the “crisis.” So first | requested a lecture to
explain the situation. | thought it would also provide a
shared basis for discussion.

| asked Hendrik, a sociologist in Munster, to present an
overview of the key points regarding the refugee crisis in
Europe and Germany, and to provide supporting statis-
tics and information. Then | had the actors/ participants
discuss the issue. They all had different positions on the
refugee crisis, and the discussion became heated.
Since | had Hendrik use an old overhead projector for
his presentation, the filming took place in darkness.

| remember the intense glint in the actors/participants’
eyes shining in the darkness.

October 5, 2016
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9 October 6,2016
The Door Closes

The underground car park/nuclear bunker had a kind of
metaphoric function in this project. The Cold War pros-
pect of a nuclear war that could occur at any time was the
cause of much anxiety in the past—thus we could also
read the nuclear bunker as a site for restoring humanity
in the aftermath of such a catastrophe. So despite its
current appearance as a drab underground car park, the
space seemed appropriate for exploring how to live
together.

At the same time, the act of descending underground
could be considered analogous to entering the depths
of humanity. So it also became a place for the actors/
participants to discuss their personal and family histo-
ries. These personal histories were shared in an intimate
space—inside a car. Two by two, the actors / participants
sat in the front seats and asked each other questions.

In his short introductory lecture, interview facilitator
Andrew talked about the conversations he had during
car rides with his father when they lived in America.

October 6, 2016
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10 October 7, 2016
On Love

Sometimes | callously ask about topics that my interlocutor
doesn't want to address. Or | box them into a corner. This
is the moment at which the other’s limits become appar-
ent. We get flustered when we encounter these limits—
things we have never thought about before, things we never
wanted to think about, things we don't have answers to.
This is the moment when the other reveals emotions they
don’t normally show. Why do | keep doing it? | would say
it's because | think that the essence of the person—their
humanity itself—is revealed in the expressions that emerge
at that limit. Though even | think I'm terrible for doing so.
Over the course of our nine-day project | was told:

“You need love if you want to take people to their limits.”

| thought about that, and the fact that Jean-Luc Godard,
for instance, had love. Standing outside the frame,

and sometimes inside it, he was always with his subjects.
If he took someone to their limits, he also had the sense

of responsibility, and the love, to bring them back to their
starting point. Then | found myself asking: “Do 1?”

October 7, 2016
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11 October8, 2016

Breathing

During the project’s three days of actor/ participant inter-
views, Andrew would give tips whenever he noticed some-
thing teachable. What stayed with me was what he said
about breathing. If you pay attention to a person’s breath-
ing you can tell when they are about to speak—even in a
moment of silence. Sometimes we cut in before the other
starts to say something. But it is also important to have

a slow conversation, allowing time for the other’s silences
and thoughts. Paying attention to their breathing is an-
other way of accepting the other. It is walking in step with
the other’s breath, the other’s speech.

October 8, 2016
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12 October 9, 2016
The End of the Game

Someone could say this project is just a game. It's not
real. The things that happen in it are not terribly significant.
Maybe so. It's an abnormal situation. It's a micro-social
experiment (and quite provisional at that) carried outin a
temporary frame. We are merely performing roles for

the camera, not our true selves.

But can it really be summed up like that? Even acknowledg-
ing that these events, these conversations and discus-
sions, took place under special circumstances, if we hadn't
had them here, would we have been able to have them

in our normal lives, in reality? | think it is precisely under
extraordinary conditions that our true selves emerge.

In the final discussion, the experiences and personal histo-
ries of the actors/participants took form in a complex
way. The different places they came from, and the knowl-
edge they had gained from moving, echoed throughout the
unused nuclear bunker. | think they were able to express
their true feelings.

October 9, 2016
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13 May7, 2017
Fictive Communities

At the start of this project, | went to visit the artist Suchan
Kinoshita. | thought | could involve her in some way. When
we met, | told her about the project | had just completed

in Japan, “Possibilities for Being Together. Their Praxis.”

| had wanted to think about community—not so-called local
communities or ethnic communities, but another, more
open form of community. So | explained how | had brought
together a group of people from different backgrounds

and had them live together. Suchan responded that such a
group was not a community. [t was more like a situation that
assembled all of the different communities to which the
participants belonged. It could be called a “fictive commu-
nity”: in which each person brings their own communal
experiences to a group. These, in turn, intersect and mixin
a temporary convergence. Which caused me to think:
“Yes, that may be the case.”

On the other hand, the art critic Shinya Sugawara, who saw
“Possibilities for Being Together. Their Praxis,” said that
what it produced was perhaps a “community of spectators.”
Not knowing each other, the visitors who went to see the
project gathered out of nowhere at the exhibition venue and
then returned to their lives without interacting. But may-
be they took questions home with them, and maybe those
questions fed back into their own communities.

May 7, 2017

October 9, 2016




| think the nuances of the word “community” are some-
what overdetermined. There are a number of historical-
philosophical debates on community, and it’s easy to
get entangled in their finer points. Maybe I'm using the
word somewhat rashly. Still, | feel it is necessary to
think about another form of community—and to think
seriously about it.

| hope this project can contribute to that process. Because
| feel that instead of dividing our societies, we can keep
striving to live together, time after time.

May 7, 2017 | Bg October 9, 2016
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