Ho Tzu Nyen

Monsters and Aporias:
Engaging with Fapanese Imperialism through Art
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Installation view of Hotel Aporia, Aichi Triennale 2019
Photographed by Hiroshi Tanigawa, courtesy of Aichi Triennale 2019

Installation view of Voice of Void, Yamaguchi Center for Arts and Media [YCAM] , 2021
Photographed by Ichiro Mishima, courtesy of Yamaguchi Center for Arts and Media [YCAM]




Installation view of Ho Tzu Nyen: Night March of Hundred Monsters, Toyota Municipal Museum of Art, 2021
Photographed by Hiroshi Tanigawa, courtesy of Toyota Municipal Museum of Art

Installation view of Ho Tz Nyen: Night March of Hundred Monsters, Toyota Municipal Museum of Art, 2021

Photographed by Hiroshi Tanigawa, courtesy of Toyota Municipal Museum of Art
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| Natsumi Araki || Hello everyone. Thank you for joining an online lecture today by Ho Tzu Nyen
“Monsters and Aporias: Engaging with Japanese Imperialism through Art.” 1 am Natsumi Araki, Associate
Professor at the Department of Faculty of Arts at Tokyo University of the Arts.

Let me briefly introduce Ho Tzu Nyen, who is an artist based in Singapore and is one of the most
prominent artists in Asia and around the world. He has presented a series of works in Japan over the
last few years, starting with Hotel Aporia in 2019 at the Aichi Triennale, Voice of Void presented this year
at the Yamaguchi Center for Arts and Media (YCAM), which was also introduced at the Kyoto Art
Center as part of the KYOTO EXPERIMENT 2021 AUTUMN (Oct.1—24, 2021) programs, and the
current solo exhibition Night March of Hundred Monsters which is showcasing through January 23 at
the Toyota Municipal Museum of Art. Through these works, Ho Tzu Nyen has focused on the period
of imperialism in Japan, investigating how ideologies were formed during WWII based on extensive
research in creating these works.

Today, Ho Tzu Nyen will talk about these three pieces of work, followed by questions from and

discussion with myself and Q&A with the audience. Let's now move on to the talk by Tzu Nyen.

| Ho Tzu Nyen | Good afternoon, thank you very much for the introduction. Very happy to be here. I

will start by sharing my screen. Once again, good afternoon and thank you for having me.

Today, I hope to use this time with you to share some thoughts and experiences around 3 recent works
that were made in Japan, about Japan, and with Japan —— since they were possible only with the help
of many Japanese friends and collaborators.

It would be a stretch to call them a trilogy, but each work did, in one way or another, shape the

subsequent work.

The first work I will like to share is Hoze! Aporia, commissioned originally for the 2019 Aichi Triennale.
I was invited by the curator Yoko Nose-san to produce a site-specific work at the Kirakutei 1, a Japanese-
styled inn and restaurant that started operating during the Taisho era, which is now a heritage site
preserved by the city. Before the war, the Kirakutei was frequented by people from the sericulture.
Sericulture means silk farming. During the war, it was frequented by people from the Navy and after

the war, Kirakutei was frequented by executives from the car industry, as we are after all, in Toyota City.

Right now, the Kirakutei is a heritage building, and installing a work there has certain challenges —
such as us not being able to drill into any part of the building. Thinking about this limitation on my
first visit to the building made me recall Junichiro Tanizaki's short book In Praise of Shadows, which
had started off by considering how difficult it was for modern, or western fixtures light electric wires,
gas pipes, water pipes, etc. to fit into the austerity of a traditional Japanese house without disrupting it.
So in the end, I decided to respect the house and its architecture as a frame. Eventually all our
projection screens we used were specially made to slide into existing grooves and dividers within the
building, and all our audience were to sit on tatami mats to view the videos.

The resulting proportions of the projections, and the audience’s body postures when viewing them
from floor level immediately produces a different kind of phenomenological relationship to the videos,
as opposed to viewing them in the white cubes and black boxes of museums which have very different

proportions that derive from the history of western architecture.?

Thinking about the different proportions involved in viewing images in turn brought me to the films

of Yasujiro Ozu, which are well-known for being shot from a lower height than most other films —
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as the camera heights are calibrated to the point of view of someone seated on tatami mats.>

In this way, Ozu became both a source for the images that I would use for the work, just as he would
be himself a subject in the work. I have long been curious and fascinated by the time Ozu spent in
Singapore, during World War II, between 1943 to 1945, where he was supposed to make a propaganda
film about the Indian nationalist Subhas Chandra Bose. So this project gave me a chance to revisit that

history, and I decided to invite Ozu as one of the guest in Hozel Aporia.

One way to describe the basic structure of Hotel Aporia is that I decided to re-activate the Kirakutei
once again as an inn, or a hotel, with which I will invite up to 6 guests —— they could be individuals,
groups or even something non-human, like the wind, or the history of the wind. The only thing that
links these various guests is that they all lived through or passed through the highly troubled 1930s and
1940s. Hotel Aporia is a way to both listen to their individual stories or polyphonies and to feel their

resonances or dissonances in all of them.

In this first room, the guest was Yukiko Nagasaka, who was the landlady of the Kinzkutei during the
wartime.# Other than telling us about the history of the space, Yukiko Nagasaka recounts an incident
during the war, when a squadron of Kamikaze pilots, called the Kusanagi Unit, had a gathering for
their final dinner at the Kirakutei, before they were sent off for their missions in Okinawa to attack
the approaching U.S. warships.® Yukiko Nagasaka tells us that after the war, the parents of the pilots
gathered in the same room —— this one we are seeing now, to drink and remember their dead sons. So
we hear about the Kusanagi Unit, and also from one of them, a pilot called Sakae Miyauchi, who left
behind a letter to his parents describing that night at the Kirakutei.

In this same room, on the other side of the screen is another projection, dedicated to the history of the
wind in Japan, and also to Masaaki linuma, a celebrity pilot, who in 1937, flew the first Japan built
plane from Japan to Europe in record time. The name of his plane was “kamikaze”. It is said that Iinuma
died one day after the surprise attack on Pearl Harbor in an air field in Phnom Penh in Cambodia. He

was apparently so struck by the news of Pearl Harbor that he walked straight into a plane propeller.

The next room in Hotel Aporia was dedicated to 2 other guests. First is Yasujiro Ozu®, and second
was the cartoonist and animator Ryuichi Yokoyama, who like Ozu, was sent to Southeast Asia during
World War II to make propaganda films. Ozu, as I said eatlier, was sent to Singapore, and Yokoyama
was sent to Indonesia. Unlike Ozu, Yokoyama was more successful in his production of propaganda,
in fact turning his best loved character, the child cartoon character Fuku-chan into the protagonist
of Fuku-Chan's Submarine, which was a propaganda film made in 1944, where Fuku-chan joins the

submarine and ends up attacking and sinking many Allied ships.”

'The final room in Hotel Aporia was reserved for a group scholars usually referred to as the Kyoto School.
As some of you might know, the Kyoto School revolved around the figure of Kitaro Nishida, who in
some sense, can be described as attempting to overcome Western philosophy, by drawing upon certain
concepts that he derived from Asian thought systems, such as his well-known concept of Zeztai Mu, or
Absolute Nothingness which were related to his lifelong study and practice of Zen and Buddhism. In
this room dedicated to the Kyoto School, we have no images, only words.

However, at certain points, a light from behind the screen fades up, allowing us to see through the
translucent screen, as the blades of a giant industrial fan begins to turn, reminding us perhaps of the

propeller blades that ended the life of the aviator Masaaki linuma in the fields of Phnom Penh.8



At this wind is generated, these little machines, called transducers, which turn sound into physical
vibrations begin moving the shoji screens scattered in different parts of the Kirakutei.9

At that same time, the screens in the different rooms start showing “cut-away shots” from the films of
Ozu. These cut-away shots are shots that serve as punctuations in narratives, which typically in Ozu, are
done without human figures, and filled instead by the wind, which being invisible, and only be sensed

by the effects of things it moves, like laundry, like paper, like industrial exhaust, like grass and the leaves.

Now I will like to share a bit about the second work called Vaice of Void, made in collaboration with
YCAM, the Yamaguchi Center for Art and Media, which opened in April 2020.
Similar to Hotel Aporia, Voice of Void has a multi-part structure, across 4 spaces containing 3 sets of

video installations and a VR or Virtual Reality component.

Voice of Void can be described as an attempt to stage a number of texts by different individuals who
were related to the Kyoto School in one way or another. The first of part of this work is a space we call
the Saami Tea Room, which was modelled after an actual tea room in the Sazami restaurant in Kyoto,
where the event we are interested in took place more than 50 years ago. This image we are seeing now
is made of two overlapping projection screens that can form an almost seamless single image from a

specific position.

In this room, are seated 4 scholars from the second generation of the Kyoto School —— Keiji Nishitani,
Iwao Koyama, Masaaki Kosaka and Shigetaka Suzuki, who had met in this room between November
1941, actually about two weeks before the surprise attack on Pearl Harbour, through 1943. They met
there for three roundtable discussions that were eventually published in the journal Chuo Koron.1°
These roundtable discussions were regarded as being very influential in its time. I am afraid I don’t
have enough time now to go very deep into these roundtable discussions, but I would say that, as
a summary, we can regard them as some kind of attempt to find, or perhaps even to create a moral
purpose for the war.

At the same time, as they were doing these talks, these four scholars were actually also involved in a
series of secret meetings with members of the Navy who were against the war with the US, and had even
discussed to subvert the government which was under the leadership of the Army and General Tojo.

So in the installation, the front screen was dedicated to the public activities of these four scholars,
such as the talks that were published in the Chuo Koron, and the back screen engaged with these
secret meetings, many of which were in fact held in this very same room at the Saami, which was also
supposedly the favourite room of Kitaro Nishida. At the time of these roundtable discussions, Nishida
was retired. He would pass away in 1945 before the end of the war. And while he was not directly
involved in the roundtable discussions, he was present both as a theoretical reference point, but it's also
been reviewed that he actually allowed these secret meetings with the Navy to take place. It is said that he

had personally given the permission to hold them.

The second space in the work we call “Prison’, is also made up of two projections, this time they are
projections on the opposite sides of the same screen. They are dedicated to two philosophers who have
been described as the “left-wing” of the Kyoto School. They are Jun Tosaka and Kiyoshi Miki."" Miki
faces us while Tosaka turns his face away from us. Tosaka was found dead in Nagano Prison, on 9
August 1945, the day the second atomic bomb was dropped on Nagasaki. Miki died on 26 September

1945, six weeks after the war ended, in Toyotoma Prison, reportedly due to scabies and malnutrition.



In the third space which we call “Sky”, we are sandwiched between two screens.!? Upon these screens
we see several “mechas” —— as such robots are called in anime. They are suspended in the sky, as we
are introduced to the context around a somewhat infamous lecture by the philosopher, Hajime Tanabe,
usually regarded the second key member of the Kyoto School, and Nishida's successor.

The Tanabe essay was called “Death-Life”, and it was delivered on 19 May 1943, at the Kyoto Imperial
University, at a time when student conscription was just beginning to intensify. A few months from
then, students would be conscripted as pilots for the Special Attack Units, or Kamikaze Units.

Tanabe's lecture could be considered an attempt to find, or perhaps to create some kind of meaning in

the students’ impending death in the service of the state.

Finally, we arrive at the final room, which we call the “Zazen Room”, which is also the space where the
audience will encounter the virtual reality components of the work.'3 Here, the audience members put
on the headmounted display, or what we call the HMDs, the headsets, to access the VR worlds.’# By
wearing the HMD, the audience can find himself or herself manifested as an avatar, inserted directly
into the scenes we had earlier seen in the video, namely, the Saami Room, the Sky and the Prison.’®
To put it in another way, the non-VR videos show us these scenes as a representation from the outside,
while the VR enables the audience to enter into the inside of these representations to experience these

representations from the inside.

When the audience is in a sitting position, they will inhabitate the avatar of a stenographer
recording the roundtable discussions of the four Kyoto School scholars in the Saami Tea Room. This
stenographer was based on an actual person by the name of Masuzo Ohya, a professional stenographer
and newspaper salary man who had been conscripted into the Army three years before the first
roundtable and had witnessed atrocities by the Japanese military in China. It is impossible of course for
us to tell how he felt recording these roundtables. Ohya started to create tanka poems around 1950,
and published a collection of his poems, “Asian Sands" in 1971 after he retired from the newspaper
company job. In 51 of these tanka poems he made between 1968 and 1970 titded “Chapter of Silence,”
he revisits his memories of China and blames himself. If we stop our activity of recording the discussion
of the Kyoto School scholars, we stop hearing what the four scholars are talking about. Instead, we will

hear the tanka poems of Ohya.

And if the audience should stand up, he or she will ascend and go through the roof of the Saami Room
and enter into the Sky. In the Sky, the audience is embodied as the mecha, modelled after the Zaku,
from Gundam, which was in turn modelled, I believe, after the Zero fighter plane, what was heavily
used for Kamikaze attacks during the last phase of the war.' In the body of the mecha, the audience
listen to a recitation of Hajime Tanabe's Death-Life.

As their bodies slowly fragment and disappear into nothingness, the emptiness meets with the
emptiness of the sky.’” Should the audience lie down, they will sink downwards towards the floor of
the Saami Room.

They will enter in turn into a prison cell, where they will be embodied in the avatar of either Miki or
Tosaka in their cells, their places of death. If the audience turns to the left they will hear a Tosaka text,

and if they turn to the right, they will hear a Miki text.8

In this image, we see the three worlds which the audience in VR pass through. On top is the sky, with
the suspended mechas.’® In that colorful globe or color sphere is the Saami Tea Room with the four
Kyoto School scholars and Masuzo Ohya, and finally below it, the prison which holds Miki and Tosaka.



However, there is also a fourth world, which cannot be seen from the earlier image, which is a space of
meditation and interiority which the audience can enter only if they are perfectly still while they are seated.
Like in a jump-cut, they will enter into the Zazen Room, a space of meditation, where they will hear the

words of the master, Nishida himself, as the room almost imperceptibly expands in size, infinitely.20

This is the work was presented recently in Kyoto, at the Kyoto Arts Center, as part of KYOTO
EXPERIMENT 2021. As some of you know might now, the Kyoto Arts Center was a former school
before it was converted.

This is the Saami Room from Voice of Void as presented at a traditional tea room in Kyoto Arts Center.?’
This is the Sky Room as presented in a former classroom in in Kyoto Arts Center.?? And finally, the

Zazen /| VR Room where audience experience the VR.23

Finally, I like to speak a bit about the most recent series of works gathered in the exhibition Night March
of Hundred Monsters, currently presented at the Toyota Municipal Museum of Art, curated also by Yoko
Nose-san. I should also mention that Hozel Aporia is currently also being presented at Toyota City.

Night March of Hundred Monsters is made up of four different works, closely related works similar to

the multi-part structure of Voice of Void and Hotel Aporia.

The first work the audience encounters is 100 Monsters, which is made up of 2 screens.? On the first,
translucent screen is a sleeping figure who continuously morphs into 11 other figures, each from a
different historical period. The second screen takes on the format of a picture scroll. And on it, we see a
Hyakki Yako, a night march of hundred monsters.2> All the different Yokai who appear throughout the
exhibition will first make an appear here. The backdrop slowly moves from a prehistoric landscape into

a contemporary one.

In the second work, called 36 Ghosts, 36 of these 100 Yokai's are selected and presented individually,
with some additional information about them. One of these is the Daitengu.26 The Daitengu’s
appearance is said to be modelled after that of ascetic Buddhist monks who live and practice in the
mountains, and they are said to be skilled in all forms of martial arts. In a number of legends, Daitengu
can be found teaching swordsmanship to various historical figures. In 36 Ghosts, the Daitengu

continuously morphs between its Tengu form as well as its form as a monk and its form as a soldier.2’

Another new Yokai we added is modelled after a real-life soldier, Colonel Masanobu Tsuji, who has been
described as being responsible for Sook Ching, the massacre of Chinese males in Singapore who are
suspected of resisting the Japanese occupation, and the Bataan Death March in the Philippines. At the end
of the war, Tsuji disguised himself as a monk to escape capture and trial for his war crimes, and returned
to Japan after 5 years where became a highly successtul politician, before disappearing in 1968 in Laos.
There were a few stories of Japanese soldiers who transformed themselves into monks, at the end of
the war in order to escape capture, including a well-known fictional character, Private Mizushima
from the 1946 novel 7he Burmese Harp by Michio Takeyama, which was remade into a movie by Kon
Ichikawa in 1956.

There stories inspired a new yokai, known as Fake Monk, which were yokai soldiers with the special
ability to transform into monks. This new yokai is closely related to another yokai, which we call the

Fake Soldier, which were yokai monks that had the special ability to transform into Soldiers.28

And in this same family of Yokai, I included the Nurarihyon, modelled in part on “Daisetz Teitaro
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Suzuki” or “D. T. Suzuki”(1870-1966), a Japanese Buddhist scholar and Zen lay follower who wrote
under the name of D.T. Suzuki and has been a major advocate of Zen's inherent potential for
Japanese and the Americans.?® His ideas and books are said to have influenced a number of American
contemporary artists and experimental musicians such as John Cage, but there has also been criticisms
and debates about his relationship to Japanese militarism.

Incidentally, D.T. Suzuki is a close childhood friend of Kitaro Nishida, and has sometimes been
attributed with influencing Nishida's embrace of Zen.

As I know, “Nurari” means “to slip away” and “hyon” is an onomatopoeia used to describe something
floating upwards. So the Nurarihyon is said to be a Yokai that appears out of nowhere, is very good at

catching people off guard, and cannot be caught. The Nurarihyon is also said to be the leader of all Yokai.

Another of our Yokai in the Night March was the “Tiger of Malaya”.30 First, there is General Tomoyuki
Yamashita, who led the 25th Imperial Japanese Army in the invasion of Malaya and Singapore, and was
widely known as “Tiger of Malaya”. The second “Tiger of Malaya” was Yutaka Tani, a Japanese who grew
up in Malaya, and became a bandit after his sister was murdered by a group of Chinese in retaliation for
the Mukden Incident. As a bandit, he was known as “Harimao” which means “tiger” in Malay. In 1941,
Tani was recruited as a secret agent for the Japanese Imperial Army by a spy agency called the F-Kikan.

This brings me to the third work in the exhibition, which is called 1 or 2 Secret Agencies. The secret
agencies refer to 2 Japanese wartime institutions dedicated to espionage. The first was the Imperial
Japanese Army Nakano School, established in 1938 to train agents in intelligence, counter-intelligence
and propaganda. It is said that only the most gifted were trained at the Nakano School.

And where the military typically taught soldiers at that time that death is sublime, at the Nakano
School the trainees were told that the most important thing was to survive and to fulfil their missions.
The aim of the Nakano School was not to gather intelligence by any means necessary but to produce
intelligence personnel with morals, represented by their slogan “conspiracy is sincerity”.

In Night March, these graduates of the Nakano school, these spies, which incidentally we in English
sometimes call “spooks,” which is also a term to refer to “ghosts” were manifested in the form of the
classic Japanese yokai without a face —— the Nopperabo.3! After the war, a number of these Nakano
School Nopperabo entered politics, or became businessmen, utilising their old connections in different

parts of Southeast Asia.

The second secret agency I wanted to deal with is the F-Kikan or F-Agency, which I mentioned earlier.
The F-Kikan was set up by the Army formed as a secret service in the South in 1940, headed by Major
Fujiwara Iwaichi — a lecturer at the Nakano School, together with six graduates from the Nakano
School. The “F" of F-Kikan stands for “Fujiwara”, “Freedom” and “Fraternity”.

Their mission was supposedly to support national independence movements in Asian countries, in
cooperation with the Japanese Army. One of their main focus was in Malaya, where one of their most
important missions was “Operation Harimau,” the recruitment of Yutak Tani as a secret agent. When
Yutaka Tani died in 1942 of malaria, Major Fujiwara convinced the film studio Daiei to make a propaganda
film based on his life, called Tiger of Malaya directed by Koga Masato and released in 1943, which I believe
it was a very popular film. And this was the beginning of the infinite number of resurrections that the figure

of Harimau, or The Tiger of Malaya would incessantly return to Japanese screens.32

This brings me to the final work of Night March, called 1 or 2 Tigers, which engages with the stories of
the two “Tigers of Malaya,” Tomoyuki Yamashita and Tani Yutaka, but it also engages with the history
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of the tiger and its representations in Japan.

But I'm going to try to stop here so that we can have some kind of conversation.

| Natsumi Araki || Thank you so much Tzu Nyen for such an intriguing talk, which was so exciting to
hear. Let me first comment to ask you some questions. I have seen all three of your works and, every
time, I was shocked to see your work, among which I was especially overwhelmed by the power of VR
and animation in Voice of Void. For example, Hajime Tanabe's voice resounding in the Sky scene, which
symbolized the Kamikaze suicide pilots, to me was somehow comforting in its effect, as if I were being
manipulated in a meditative state. As such, I found the concept of the work and the artistic expression
to be matching so well.

I would like to ask why you became interested in Japan's wartime ideologies to this extent, and how

they relate to current situations in Singapore, Southeast Asia or Asia as a whole.

| Ho Tzu Nyen || Thank you for the question. I have long been interested in this part of our history.
I would say the Second World War is a shared history. It's no longer a Japanese history. I would say
it's an Asian history. It's one of the events that connected the very different parts of Asia. Prior to
this, a lot of my work revolved around Southeast Asia. Southeast Asia has never been under a single
political system or a single system of control, I would say, except for those few years during the
Second World War. In order to understand our own history, it's inevitable that we engage in this
part of Japanese history.

I would say there are many possible approaches and angles to this part of history, which I found was
very interesting. For example, one could think about the representation of this period of war within
Singapore. If you go to museums in Singapore, the Second World War is pretty much framed, I would
say, in the language and systems of the Allied forces’ perspectives on the war. Of course, reading some
of the Japanese texts, one finds very different perspectives. One of the things that interest me a lot is
also that, looking at Japanese documents related to the war, there is always a kind of deep paradox in
it, which is that the war was simultaneously a war of liberation. A lot of people wrote or talked about
some kind of liberation from Western colonization. It was meant to liberate Asia for this pan-Asian
construction. At the same time, it was, of course, a highly brutal imperialist aggressive war on Asia. So,
I would say this paradox, this contradiction is one of the key things that interested me and that which

drove all the three works that I shared eatlier.

| Natsumi Araki | On a related note, in 2020, I saw the Asian Art Biennial in Taichung (2019 Asian Art Biennial:
The Strangers from beyond the Mountain and the Sea, National Taiwan Museum of Fine Arts, Oct. 5, 2019 — Feb. 9, 2020), where
you co-curated a very interesting exhibition with Hsu Chia-Wei. Its title 7he Strangers from beyond the
Mountain and the Sea was also very interesting. It was striking to me that many artists featured Japan as
aggressor and colonizer in the exhibition.

For example, Park Chan-Kyong from Korea featured the Kyoto School in relation to Kamikaze pilots
as you also did through critical perspectives. A Taiwanese artist, Ting Chaong-Wen depicted episodes
from Japan's colonization of land in Taiwan. While the featured history undoubtedly constitutes a
negative part of Japanese history, it seems to me that many artists in Asia are going beyond depicting
Japan as being no more than evil, as the previous generation did, instead to trace back what the war was
about and what Japanese imperialism was about from new perspectives, which is of great interest to me.
On this note, are you creating your works with any interest in future relations in Asia or for any hints

towards ensuring that the same mistake would never be repeated?
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| Ho Tzu Nyen | Thank you so much. Yes, indeed, I think for that edition of the Asian Art Biennial,
Hsu Chia-Wei and I wanted to create a section that engaged with the history of Second World War,
because as we sit here, we can endlessly debate what is the definition of Asia, who is Asia or which
countries belong to Asia. At the same time, if we look at the common event that cut through a lot of

these Asian countries, it was the Japanese invasion and colonization in the Second World War.

It was interesting to gather all of these perspectives from different artists. We also consciously worked
with artists who had different approaches to the histories that were not simply that of outright critique.
Like Professor Araki already mentioned, the criticism is already inherently there. So, no debate about
that. At the same time, what other ways could we understand that historical event?

For example, Ting Chaong-Wen's work was interesting, because it looked into the technology, as
to how technological advances in Taiwan were made during the time of Japanese colonization and
administration. So, this offers us a different way to look into that. Also, there was an Indonesian artist
Antariksa, who made a work that traced the impact of Japanese occupation of Indonesia upon art
schools, so how art schools have modernized and how the notion of individuals that was created was
implanted during the time of Japanese occupation.

We were interested in bringing together all of these different perspectives that would free us from this
binary of pro-war and anti-war bipolar positions, to put it very simplistically, which we have been very
used to in thinking about the war, which during the Cold War, changed into the Western and Eastern
blocks, in terms of how the war was understood in this kind of binary structure. Our intention was to

free us from this old fixed structure.

| Natsumi Araki | Let me ask about collaboration. Your recent works are notably collaborative,
involving animation and VR, which are technologically highly complex and cannot be completed on

your own. Could you please speak about such new attempt?

| Ho Tzu Nyen | Thank you. I think for this series of works that I was making, it was collaborative not
just for the technical aspects of creating the work, but for me as a non-Japanese, who doesn’t speak the
language, the collaboration really has to go much deeper into the translators, such as Tsujii-san that
I worked very closely with, various curators like Kazuhiko Yoshizaki from YCAM, Yoko Nose whom
I mentioned and my dramaturg, Tomoyuki Arai. For me, it was a great experience for me to have to
understand the historical documents and contexts together with my translators and researchers, which I
found to be a key component of the process.

Earlier, when I was talking about Hotel Aporia, 1 didn’t mention one key factor about the form of
the narration. Hotel Aporia took place as a series of email exchanges between myself, the researchers
and the curator. My own status as an outsider is very cleatly foregrounded in the work. At the same
time, we use the outsider status as a way to ask questions from these perspectives. At the same time,
we have to rely on the insiders to respond. So, these relationships between the inside and outside
are very crucial.

Specifically, with the collaboration with YCAM, this collaboration for research and collaboration for
technology really came together. One of my starting intentions working with Yoshizaki-san and YCAM
was that we also wanted to blur this line between the research for technical matters and research for
content. In fact, our technical director, Richi Owaki, also undertook research about the Kyoto School,
at the same time, as he was also researching about the technical possibilities. So, at the same time, we
wanted this cross-over. But I would say at the end, being part of the team for Voice of Void meant for

me that [ was involved in every part of the work, yet I had no total control over every part of the work.
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This is something I found highly interesting. One could kind of direct the work without knowing
exactly what we will produce. It's a kind of working through very broad parameters. It's a different

kind of process than how I made a number of my other works.

| Natsumi Araki || Perhaps this was an interesting outcome made possible especially under the

pandemic, which hindered you even further from having control.

| Ho Tzu Nyen | The fact that these projects were so closely related to Japanese contexts, on top of
which we had this pandemic, which made physical travel impossible. So, everything became working
and directing from distance. Very interesting processes came out of that limitation. All these projects
were in one way or another produced with that limitation, tying to convert that limitation into some

kind of possibility.

[ Natsumi Araki | Thank you. I would like to open the floor to questions from everyone. We have

received some questions through chat, if you could send your questions there.

Let me summarize a question by Mami. “When I was viewing Hozel Aporia, 1 saw an audience wiping
one's tears. Seeing someone sympathizing with the Kamikaze pilots, I wondered about how some of
the audience reactions may deviate from your intention or concept. When a work like that of Ho Tzu
Nyen is presented in Japan without a warning, do you think there is a risk of wivializing the acts of war,

if not turning it into entertainment, or contributing to historical revisionism?”

| Ho Tzu Nyen || Thank you for the question. This was of course we had very carefully thought about,
which I have to say, one doesn’t have a conclusive answer about these questions, because at the end
of the day, the interpretation of an artwork is still something that is open. So there is a certain limit to
what we can do to shape these reactions. But of course, we take this task as seriously as we can, and we
monitor the reception of the work, even after it is presented. At some point, it's impossible to and also
not our intention to regulate how the works can be interpreted, so we still believe that we have to at

some point leave the freedom of interpretation.

Just to speak more specifically about the work, I also think that in relation to wartime histories, it's easy
for us to speak to the more standard response and fixed standard language, which almost feels politically
safer or ok to exhibit. My own perspective is that such kinds of works have already reached a certain
limit in allowing us to understand the situation, so we need to find new ways of revisiting these old
histories. I would definitely agree that searching for these new paths and new ways of understanding

carries its own fiSkS. So we can only try to manage or modulate aspects as We can.

| Natsumi Araki || Thank you. Let's move on to a related question received. Does the viewer or the
audience influence your work in any way? For example, did the fact that the majority of the audience
this time were going to be Japanese influence your work in any way? Also, were there any receptions

such as negative reactions that were out of expectation?

| Ho Tzu Nyen || Thank you for the questions. Yes, I think definitely the fact that these few works were
made in Japan and to some extent for Japan influences. Of course, at the same time, these works as I
said are also part of my larger questions about Asia and Asian history. I find it impossible to answer the

question, “if these works were not made in Japan, what would they be about.” That's a little difficult
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for me to think about.

On a second point about negative reactions and unexpected reactions, I think the earlier question
would be a good instance already of the kind of critical question for especially Hote! Aporia. I would say
that from what we were observing, some of the critical reactions to the piece came from very similar
perspectives, which seem to demand that the work performs a certain kind of critical language or
position, which was in fact something we were deliberately trying to avoid at the beginning, because we
were searching for new perspectives. But I would also say that thinking about these questions definitely
affected the second work we produced, which was Voice of Void, which has a different emotional ecology
as opposed to Hotel Aporia. Sometimes I also think about these works as being continuous conversations

or continuous experiment in finding new ways of approaching these difficult chapters of history.

| Natsumi Araki | T apologize that we won't be able to answer all questions, but this will be the last
question. ‘I saw the Night March of Hundred Monsters. I understand its animation was created in North

Korea. Could you please explain the reason and motive for that?”

I Ho Tzu Nyen | This is specifically related to the third exhibition, which is Night March of Hundred
Monsters. The animation for this work is done through a North Korean animation studio. For me,
working with North Korea is like working with a black box. You don’t know what constitutes the
contents or what constitutes this black box. It has something to do for me with the loss of control.
I cannot determine exactly how the images will end up. I can only shape this process through very
broad parameters. This interested me as a process. And of course, I was interested to reflect these parts
of Japanese history through other parts of Asia. So North Korea seemed to be an interesting site from
which these histories and stories can be processed. Also specifically because we are dealing with 2D
animation, which I think for many Japanese audience, they will think immediately of the style of anime
and use anime as the criteria of judging aesthetics of these animation. But I was interested in looking at
these 2D animation styles through non-Japanese countries, so to look at how North Korean animation,
for example, would look at 2D animation. I also deliberately wanted to approach producing animation
of something so classically Japanese like Yokai but refracting it through non-Japanese process. These

were some of my intentions in collaborating with them.

| Natsumi Araki | Thank you. Unfortunately, we are not able to take any more questions. So let me
wrap up. Listening to a talk by Ho Tzu Nyen made me acutely realize the importance of revisiting and
rethinking about the theme of war, which is a taboo in Japan. I strongly feel that the challenging spirit

with which to offer new perspectives without stopping to think for the fear of risk is required of art.

Thank you, Ho Tzu Nyen, for a very interesting talk today. Thank you also to the audience. Next week
during the same time, we will have an online session with Ho Tzu Nyen, where he will provide feedback
to the works of 5 students. This will be open to only within the Tokyo University of the Arts. If anyone
from the university is interested in joining, an announcement has been sent to you through email. So

please register from there. Ho Tzu Nyen and our interpreter, Miho Tsujii, thank you very much.

| Ho Tzu Nyen || Thank you everyone. Have a nice day.
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Ho Tzu Nyen (b. Singapore, 1976) has produced numerous artworks which include
film, installations, and performances referencing historical and theoretical texts.
Following the much-talked-about “Hotel Aporia™ presented at Aichi Triennale 2019,
and solo exhibition “Vaice of Void " (Yamaguchi Center for Arts and Media, 2021),
as the final chapter of a series of Japan-themed projects, the solo exhibition “Ho 7zu
Nyen: Night March of Hundred Monsters'(Oct. 23, 2021 — Jan. 23, 2022) was
held at the Toyota Municipal Museum of Art.
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