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Ko Nakajima

He has started his career in film animation first, and later continued to
document with photography, and is now active as a video artist and writer.
He has also organized a collective called Video Earth in 1970 and is known
for his continuous multifaceted activity. His representative work My Life
(first released in 1977, the work is unfinished and consists of multiple versions), is a
piece that condenses 50 years of documentary footage of his life into tens of
minutes.
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Ichiro Tezuka

He founded VIC in 1972, is the representative of VIC (Video Information
Center, Inc.) and the driving force behind the reconstruction of Hamonika-
yokocho (Harmonica Alley in Kichijoji, Tokyo). VIC has recorded all kinds of
events by video. He has also been experimenting with cable television
under the name "Para Vision Ten" from 1977 for two years.
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Kentaro Taki

Born in 1973 in Osaka. Completed the doctoral course in Urban Innovation
at Yokohama National University. In addition to creating works that
project video onto architectural facades and objects, he also directed the
documentary video Kikaide mirukoto: Eye Machine/To See by Chance -the
Pioneers of Japanese Videoarts- (2013), which features the testimonies of
pioneers of video art.
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Yosuke Nakagawa

He is an artist who has worked on pieces such as video exhibitions with
self-generated electricity STAND! ALONE!! (2014) and Koko wa tojiteiru/
This Place is Closed (2015), a work that documents the renovation of the
museum. He is also engaged in recording, preserving, and researching art
works as well as creating exhibition catalogues, and has a deep knowledge
and understanding of media.
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Hitoshi Kubo

He is an archivist at Keio University Art Center. He is interested in shedding
light on not only events that occurred but also those that could have occurred,
through certain archives or specific referential materials, and montaging
various spatiotemporal perspectives that they encompass, to explore
possibilities to redesign conditions of human experiences as variable circuits
by means of observation, analysis, and construction of montages employed in
films and other artistic works.
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Hitoshi Kubo

This project is a continuation of the Support Program
to Promote Archives of Media Arts 2020 "Digitalization and
Recording of Video Art Related Materials of Ko Nakajima and
VIC"*1. It aims to reconsider the activities of media arts in Japan
from the postwar period within the framework of “intermedia”*?
as well as to build a foundation for a clearer understanding of the
history of media arts in Japan by focusing on the video art-related
materials, especially the materials of Ko Nakajima (1941—) *3 and
VIC (Video Information Center, 1972-) **, which can be regarded
as the intersection of art and video history and various artistic
activities of the same period. This year, we continuously digitized,
recorded, and listed videotapes of Nakajima and VIC as well as
made a new list of videotapes preserved in Nakajima's atelier. We
also improved a list of his photographic materials. In addition, we
conducted interviews to discuss the issues of video and archive.

In contrast with the classical forms of painting
and sculpture, many art works created after the 1970s took
unreproducible and ephemeral forms (performances/installations,
etc), so today they can be approached only through the
remaining documents or related materials. Moreover, during
this period, there were numerous types of works that connected
old and new technologies and crossed over the frameworks of
various genres. Although still photographic images were the
main documentation medium of these ephemeral works (called
installation), a lot of moving images of them were also taken by
using video, whose importance as a recording device of time-
based ephemeral activities is immeasurable. Such recordings are
corresponding with video art. Furthermore, video art developed
during this period did some experiments as a new medium of arts,
created works with a similar focus of attention as experimental
film, had an “intermedia” mechanism for connecting multiple
art genres, recorded several works (events) in ephemeral forms,
tried to construct new communicating technology, and criticized
already-existing media technology. In other words, various
important matters and issues related to media art were being
developed within the framework of video art. In addition, as the
development of the international research of “Mono-ha” shows,

there is a growing interest in Japanese art activities after the late
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1960s, and we can make a contribution to this worldwide trend by
researching video art in Japan.

Among the materials related to video art, videotapes
are valuable records of art works (events) in ephemeral forms and
represent the fundamental issues of media art. However, many of
them are poorly preserved, and due to the nature of the medium,
they have deteriorated and become unplayable. The videotape
materials of Ko Nakajima and VIC are no exception in that they
have been molded, deteriorated. In addition, there are few
available playback devices. Such a situation makes it difficult to
identify the contents of these tapes. Thus, it is an urgent matter to
take appropriate measures to preserve these tapes, digitize them,
record and convert them into databases. Through digitizing,
recording, and listing the video-related materials of Ko Nakajima
and VIC, who were the key figures in video art after the 1970s,
this project aims to give a tangible form to the works (events) in
ephemeral forms and construct a history of media art from the
perspective of video art.

One of the most significant achievements of this year
was the compilation of a list of Ko Nakajima’s videotapes, which
were stored in his studio without identification until last year. While
a partial survey was conducted by CCJ (Collaborative Cataloging
Japan) and MoMA (the Museum of Modern Art, New York)
in 2018, this year's project was able to reveal a nearly complete
picture of Nakajima’s collection. Although approximately 10% of
films (8mm, 16mm, 35mm), Hi8s, and MiniDVs remain unlisted,
we finished to list all open reel tapes, 1-inch tapes, U-matic,
Betacam, Digital Betacam, and VHS. The total number of video/
film materials related to Nakajima is estimated to be about 3,000,
and the number may slightly increase in the future. We intend to
examine inconsistencies with the CCJ/MoMA list and add the still-

unlisted materials to our list in the following year.

*1. Refer to the following report for more information: Video and Archive,
Keio University Art Center, 2021 (http://www.art-c.keio.ac.jp/site/assets/
files/8824/210322.pdf).

*2. "Intermedia” is a concept derived from the writings of Samuel Taylor Coleridge
and presented by Dick Higgins (one of the founders of Fluxus, an “intermedia”
artistic movement) in his newapaper published in 1966, The something Else
Newsletter, vol. 1, num. 1 (New York: The something Else Press, February 1966).
Higgins presented this concept to suspend the valuation of unexplored newness
pursured by “Avante-garde” and analyze a condition of artworks. The condition
which this concept focuses on is not restricted by a single medium such as painting
or sculpture. Instead, it follows Marcel Duchamp’s activities (for example, his
readymades exist between a sculpture and a commodity) and flexibly uses old

and new technology. This concept also refers to the condition of artistic activities
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where collaboration between artists using different media or artists and other
professionals like engineers who specialize in non-artistic media happens (here,
a person can also be regarded as a medium). Through this concept, it becomes
possible to analyze not only explorations within an already-existing media but also
connections between given media or given and new media as well as a new mode
resulting from such connections. Moreover, by considering not only artistic works
themselves but also the people who engage in creations, their acts, and related
documents as media too, it becomes possible to analyze an entire activity from the
perspective of the successive and collaborative mode of creation, “Intermedia”.
Ultimately, archiving of artistic activities considered as “Intermedeia” in this way
can also encourage the exploration of the concept of an
archive, in which various types of media are mixed.

*3. Born in Kumamoto Prefecture in 1941, Ko Nakajima
has been involved in a variety of activities since the
late 1960s, such as animation, photography, video art,
sculpture, installation, art movements (Video Earth), and

documentation (documentary photography of “Mono-ha”

and Yutaka Matsuzawa’s “Psi Room”). Nakajima's series
named Biological Cycle (1971—) and MY LIFE (1976—),
which, although they have been screened several times,
remain unfinished and are being reorganized to this day,
represent his unique attitude toward creation. With the motto
“one life, one work”, he considers each work as a bead of
Buddhist beads and is currently working on a project to
i create one piece by connecting his past 30 works. In 2019
he made the new version of MY LIFE by incorporating new
images and screened it. Nakajima's videotape collection
. includes many important videotapes, such as a recording
of Osamu Tezuka's (1928—1989) visit to China in 1980 and
Nakajima’s collaboration with Michael Goldberg (1945—),
but only a few of them are available for viewing, and their
immediate digitization is highly desirable. His activities

attracted international attention and positioned him as
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moving and orgnizing of Nakajima Ko's video tapes
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an important figure. As MoMA's archive team conducted
research to understand a partial picture of Nakajima’s massive
tape collection in 2018 and added his early works to MoMA's collection in 2019,
he is regarded as an important figure, and his activities have attracted more and
more international attention. Keio University Art Center (KUAC) is currently in
the process of archiving the materials entrusted by Ko Nakajima himself in 2018.
The collection includes approximately 32,000 photographs (expected to increase
due to new additions in 2021), 900 paper-based materials, such as clippings and
printed matters, and 3,000 videos, for a total of approximately 35,900 items.
Photographs documenting Yutaka Matsuzawa’s “Psi Room” and “Mono-ha” works
as well as some of Nakajima's early animated works have been digitized and are
available for viewing. In this ongoing project, 338 videotapes were digitized, 2,958

photographs were researched, and a list of both was compiled. Approximately 90%
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of the videotapes remain undigitized, and we are planning to continue to digitize
them. The total number of videotapes recorded by Nakajima is more than 3,000,
and until this project, we had not yet been able to grasp the full picture of these
tapes. In this project, we tried to make a list of them and 90%
of the work was completed. We will continue our work in the
following year.

*4. VIC (Video Information Center), which derived from
ICU Sho Gekijo (ICU Little Theater), a theater club at ICU
(International Christian University), began its activities in 1972.

The founding members were six: Yusuke Ito, Yasuhiko Suga,

ARFTORFEALHEVE WS BEAHDZ L, ZF Leader of the VIC Ichiro Tezuka Takashi Noyama, Makoto Naiki, Soichi Ishii, and Ichiro Tezuka,
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the representative of the club. The founding motivation
and purpose are briefly explained in the mimeographed
statement written by Tezuka: there was little or no interaction
between the students of ICU, and to solve this problem
they used video as a way to “achieve more comprehensive,
accurate, and rapid exchange of information (including visual

and sound information), in short, communication” (VIDEO-

VIC R L P A (ca. 1980)
VIC's studio

INFORMATION CENTE[R] Founding Mission Statement,
1972). VIC soon extended the scope of its activities beyond
the framework of the university club. These activities broadly
fall into five categories: “comprehensive documentation of
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various types of events, both high and low”, “experiments
in communication using video technology”, “organization

~ of video-related events”, "interaction with Japanese and

overseas groups”, and “the promotion of video”. VIC worked
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Video Hiroba (Video Plaza) by Fujiko Nakaya and Katsuhiro
Yamaguchi. They also interacted with overseas groups and participated in the
exhibition “Video from Tokyo to Fukui and Kyoto” (April 19 - June 19, 1979) held
at MoMA in 1979. In this exhibition, the video recordings of Butai 7 by Min Tanaka
and Hitogata by Tatsumi Hijikata and Yoko Ashikawa were shown, and MoMA's
press release described these recordings as “representative examples of VIC's
documentary work”. KUAC is currently dealing with the archival materials entrusted
by Ichiro Tezuka in 2018. The collection includes 1,176 videotapes, 45 documents
like proposals, 96 clippings, 47 photographs, and 72 printed materials, for a total
of 1,436 items. In this ongoing project, 55 videotapes were digitized, resulting
in a total of 784 tapes having been digitized and available for viewing. However,
approximately 30% of tapes remain undigitized and cannot be easily viewed. We
will continue to digitize video tapes that need treatments immediately, create
thumbnails of the digital data, and explore ways to maintain and open the digitized
data. We also move forward with collecting, preserving, digitizing, and recording

the related materials from the same period as VIC.
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Under the theme of “Video and the Archive”, we
conducted interviews with Ko Nakajima (Jan. 25, 2022 | In-
person), Kentaro Taki (Dec. 7, 2021 | Zoom), and Yosuke
Nakagawa (Jan. 15, 2022 | Zoom). With Ko Nakajima, we
mainly discussed the way of archival thinking in creation by
focusing on his work My Life. With Kentaro Taki, we considered
the main theme by discussing his activities, starting with
the question why he organized the Videoart Center Tokyo.
And with Yosuke Nakagawa, we discussed the main subject,
starting with his research on the digitization of analog media
and the inseparability between creation and preservation.
These interviews revealed further issues that should be
pursued and discussed in the future. For example, we should
interview Japanese video artists on the theme of “video and
archive”, have further discussions about contemporary video
systems based on video archives, CATV, the history of video
art, and the digitization of analog media, and so on. We hope

to continue to work on these issues in the future

Video and Archive: Focusing on My Life by Ko Nakajima

Hitoshi Kubo

If you consider one day of your life as one frame of an
animation, how many frames are there in a lifetime? [...] How to create a
comprehensive image throughout my lifetime...this is my animation way of
thinking. It doesn’t match my principle to consider one work as a completed
work. While some artists create their works with such a mindset, others
like me see animations as a biological cycle metaphorically. [...] It is a bit
difficult to present a collection of trailer-like short films as a finished work,
adhering to the idea of making one film within a long cycle of lifetime, as |
do.
—-Ko Nakajima [From clippings in the Ko Nakajima Collection, Keio
University Art Center Archives. The journal and date of publication are
unknown, but the text was presumably published in a magazine. [“If one

frame of an animation is one day of your life..."]]

This connexion or adaptation of all created things to each
and of each to all, means that each simple substance has relations which
express all the others, and, consequently, that it is a perpetual living mirror

of the universe.
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—Gottfried Wilhelm Leibniz, The Monadologie, 8§56, http://home.

datacomm.ch/kerguelen/monadology/monadology.html

Ko Nakajima’s activities are diverse: Animation,
photography, video art, sculpture, installation, group projects
("Video Earth”), corporate commercials, writing, animation
history research, community revitalization (through the radical
idea of an “anime shrine”), education, and so on. If there is a
perspective that can capture this diversity comprehensively, it is
Nakajima’s life itself.

By considering the way Nakajima folds the fragments
of his works and his life events, can we think about the act of
archiving itself, and about the relationship between video and
archives? On January 25, 2022, | interviewed Nakajima dressed
in burial clothes, in the videotapes storage room, surrounded
by the many videotapes he recorded. Why did Nakajima appear
in this costume?

In one round-table discussion, Nakajima compared
his creation model to Buddhist beads or skewered dumplings
(he talked about the same topic in this interview as well). First of
all, unlike ordinary movies in which a story is completed within
a single work, Nakajima rather considers each of his films as a
bead of rosary and intends to present them as a single work
by connecting them together. Furthermore, Nakajima even
mentioned the possibility that if other artists use the fragments
of Nakajima's works, Nakajima'’s creation will not be complete
in his works alone, but will also survive in the works of others.
("Discussion: Ichiro Tezuka (VIC) - Ko Nakajima (Video Earth) -
Hitoshi Kubo (Moderator) (February 24, 2018 / at VIC Kichijoji
Grand Kiosk), “Video Information Center File”, Hitoshi Kubo
and Shiho Hasegawa (eds.), Keio University Art Center, 2018,
pp. 27-28). The former can be interpreted as the construction of
an archive, and the latter as the utilization and maintenance of
it. Moreover, Nakajima's way of thinking is remarkably archival in
that he doesn’t see a single work as a complete one, but rather
as a continuous series of pieces.This Nakajima’s creation model,
which could be called video- or archival-thinking, is expressed
as an analogy in My Life, which started with the motif of creating
a mourning portrait and developed into the idea of creating a
family tree on video.

Nakajima’s My Life (production began in 1971, first
exhibited in 1977. There are several versions, but the most
representative versions are from 1976, 1982, 1992, 2012, 2014,
and 2019. The 2014 version is described below.), of which the
subject is his family, is the work in progress, and although 50

years have passed since he made the first version, he is still
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working on this piece. Nakajima edits and contracts the records
of events over several decades into this dozens of minutes work.
Considering that Nakajima's motto is “one life, one work”, all of
his works can be considered as materials for the single chained
work. Nakajima is not only an artist but also an archivist who
is making a large amount of materials that will be folded into
the unfinished work, My Life. My Life consists of two screens
(Nakajima initially used two monitors, but later changed the
form to include two screens within a single monitor). The left
screen starts with his mother's funeral, and the right screen starts
with the scene of his son playing with Nakajima’s wife, who is
in the last month of pregnancy, and his daughter’s birth. To
simplify, this opening part makes an intense and strong contrast
by putting death on the left screen and life on the right screen.
However, as the work unfolds, death and life on both screens
meet and blend through various pathways, and various tenses
interact with each other.

Let me provide three examples of such situations. The
first is a scene in which Nakajima'’s children and grandchildren,
who have grown up on the right screen, attend a funeral and
mourn the dead on the left screen. The second is the scene
where Nakajima’s mother-in-law, who was having a picnic with
her family on the right screen, has her final moments on the left
screen. The third is a scene in which the pregnant wife of his son
is watching through a monitor on the right screen the images
of the funeral that were shown on the left screen. In the first
case, life and death meet when the living, who were on the right
screen, face the dead on the left screen. In the second case, the
transition from life to death of a single person is shown as the
living person on the right screen turns into the dead on the left
screen. And in the third case, by inserting the left screen directly
into the right screen, life includes death as the living meets
the dead, who are replayed as ghosts in the record.. From the
perspective of the archive, this third case is extremely important.
By archiving, we encounter the activities of the dead through
the materials (images). It is not only a matter of encountering
the activities of the once-living but also of interacting with the
activities of the ghosts whom the materials are revitalizing. An
archive is also a place where life and death meet and blend.

Nakajima has been making the records of his family,
which can be seen as the materials for My Life, changing media
formats from film to videotapes (open reel, U-matic, Betacam,
Hi8, MiniDV, etc) and to his smartphone today. The total
number of the recordings is approximately 500. Moreover, if we
consider My Life as a contraction of Nakajima'’s life, the potential

materials of this work will be expanded to include not only the
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video recordings of his family, but also his other works as well
as objects and people related to his activities, (in fact, Nakajima
plans to include his past works and materials into the latest
edition of My Life). Naturally, the videotapes, photographs,
and other materials include not only Nakajima’s personal life
but also the lives of many other persons, and just as a monad
is a living mirror of the universe, these lives reflect each other
and express the world they live in. As such, Nakajima’s My Life
has the dynamics to erase and redraw its own boundaries.
These dynamics can also be considered as the dynamics of the
archive. The interview with Nakajima provided an opportunity
to consider the dynamics and variability of archives.

When we see Nakajima dressed as the dead via the video
image, we cannot help but think that he is expressing the
fundamental condition and power of recorded images rather
than merely disguising himself as the dead or a ghost. It is
the condition and power of the recorded image as a tool that
suspends an event by taking it out of the linear timeline in which
it occurred, and allows it to be replayed as a ghost over and
over again. For the temporality of recorded images, there is no
qualitative difference between what happened 5 minutes ago
and what happened 10 years ago. Both are past events that
can be viewed in the present time, and in this sense, the same
can be said of events that occurred 100 years ago. What does
this mean? For example, let's suppose that a subject who was
alive when you started shooting 5 minutes ago became dead 5
minutes later. Although it is actually an irreversible event, if the
image is replayed repeatedly, the transition from life to death
can occur over and over again. Both life and death are taken
out of actual time and individuated.. It forms a mysterious buffer
zone that can only be called a ghostly world, which is separate
from the world of the living but not the world of the dead. In this
buffer zone, the living can encounter the ghosts as many times
as they wish. Perhaps video archives can become a buffer zone
similar to a cemetery where the living can encounter ghosts
through the re-playing of them.

As | watched the recorded footage of the interview on the
camera monitor with Nakajima dressed in the burial clothes,
| had the strange feeling that | was standing between the
afterlife and this world (For more on the “ghost nature” of
images, refer to the following. Introduction to Archives XIX &
Pleating Machine 3: Ko Nakajima—MY LIFE, Keio University Art
Center, 2019). Surrounded by the countless tapes Nakajima
recorded, | repeated in my mind what he said at the end of our
| felt as

conversation, “When | die, I'll be hanging around here”.

if the tapes were tombstones inhabited by ghosts.
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A Conversation between Ko Nakajima and Hitoshi Kubo
(2022.1.25 | in person)

Edited by Hitoshi Kubo, Ryosuke Yamakoshi, Takuro, Sekimachi, Rui Hara
Transcribed by Takuro Sekimachi

Translated by Alena Prusakova

Burial Clothes

Ko Nakajima (N): It's been a long journey. [Ko
Nakajima is wearing burial
clothes]

Hitoshi Kubo (K): Are you Mr. Nakajima?

N: Yes, | am.

K: Where did you come from?

N: | came from a Ghost TV station. It's a TV

station beyond the Sanzu River.

K: | see.

N: The TV station on the Sanzu River is quite big.
K: How did you cross the Sanzu River?
N: | came via radio waves. Radio waves are also a river, so it's

surprisingly easy to cross.

Video Tapes

K: This room is filled with the videotapes you've taken over the
years. How do you feel being surrounded by them?

N: | filmed quite a lot, so I'm happy to be surrounded by so
many particles. Because it stays with you.

K: Can you feel the video signals?

N: | always remember things I've shot, so | always feel the
signal. | strangely remember things that I've seen and shot
through my viewfinder. | often see them in my dreams.

K: What kind of dreams do you have?

N: For example, from when | went to Grenoble.

K: Do you feel like the events of the past appear in your
dreams as if you were reliving them?

N: Yes.

~

: The dreams are played like videotapes. On the other hand,
perhaps videotapes are played like dreams.

: Yes, maybe.

: Does that happen when you're editing?

: Yes. Well, | edit a lot.

N Z RN Z

: There are more than 3,000 videotapes in this warehouse.
What about the number of tapes you've recorded so far?

N: | have taken too many.

K: Even if each one is an hour-long, that's 3,000 hours.

N: There has never been a time when | wasn't filming, in Japan
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or overseas, so there must be 3000 hours.
K: You shoot almost every day, both with a photo and a video
camera.

N: Yes, | did.

On Recording

K: You were also filming with your smartphone camera just a
few moments ago, weren't you? | understand that recording
is important, but what does it mean to you?

N: Grandmother on my father’s side used to come and bathe
me when | was about 4 years old. While bathing, she often
said that | had to leave something for the future for the
Nakajima family and myself. Grandma'’s husband, and my
grandfather, was a man of culture. He had a lot of money,
so he supported a lot of painters and novelists. He was a
very rare and important person who let people live in his
house, fed them, preserved their works, and sent them out
to Tokyo. My grandmother must have been influenced by
him. She told me to do the work that “preserves”. | was
only four years old at that time, so | couldn’t understand
what she was saying, but she repeated it every time she
came and bathed me, so maybe it was some kind of her
will.

K: There are many ways to “preserve” something, such as
writing a book, painting a picture, or making and leaving
behind a fortune. Among these, you record and preserve
images, but why did you start recording in the first place?

N: My grandmother died from Japanese encephalitis when |
was five years old. She was fine when | saw her about three
days before she died. She was a very lively lady, but when
| heard that she died and went to the burial site with my
father, mother, and uncle, | found that she had turned into
bones. My grandmother, who used to give me baths just
days ago, was lying on the hearse as bones. | was shocked.

K: A person’s existence that was so important to you became
ashes and lost its form. Did you wish to preserve the image
of them while they were alive?

N: | couldnt quite understand what my grandmother meant
by “preserve it, keep it”, but | tried my best to preserve the
existence somehow. Later on, | lost my younger brother.

K: How old were you?

N: My younger brother died of a brain tumor when | was
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about 17 years old, in my second year of high school. |
was shocked at that time, too. | remember the way he was
turned into bones at the crematorium. When my father
and mother died, | watched them turn to bones at the
crematorium too. As these experiences accumulated, the
spirit of recording became important to me. In other words,
| feel like it was the legacy of my grandmother to carefully
record and preserve with photos and videos.

K: Did the desire to somehow retain irrecoverable things which
you had lost motivate you to record?

N: Yes, it did. | developed an artist’s spirit of recording and

preserving.

My Life and Recording

K: Your major work, My Life (1976-), is a piece that records
the daily life of your family for about 50 years, and then
condenses it into a 30- or 40-minute video. s there a direct
connection between My Life and recording?

N: Yes. | don’t make my works by carefully crafting each piece,
but rather by thinking about how to stick them together
as a dango dumpling on the stick and transform them
into a continuous work of art. One of the concepts was
“family”. | feel that the idea of documenting family comes
from the grandma, grandpa, great-grandpa, and great-
grandmother. | think it's partly because I've seen so many
family members I've lived with die unexpectedly, and are
burned for cremation, leaving only their bones, but | also
have the character to try and touch the burnt bones and
look at them seriously. This idea came to me later, but |
decided to make a family tree with video to show how my
ancestors lived.

K: At first, you were thinking about whether you could take a
mourning portrait on video.

N: That's right. And then it changed step by step.

K: Making a family tree with video.

N: | thought there would be at least one grandchild who
would take over my activities. Nobody became an artist or
took records so far, but my eldest son’s second daughter
is attending high school of Joshibi University of Art and
Design now. When | met her the other day, she said she
found my work interesting. She is very artistic. | am realizing
that there are women like her out there.

K: Will My Life be continued?

N: If she sees it, she will probably take over. I'm sure she will
arrange it from a different angle. Right now, I'm trying to

promote the communities through anime and manga, and
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when | asked her what she wanted to do in the future, she
said she wanted to engage with communities [laugh].

K: Then she should probably help you.

N: It moved me to tears a little.

K: That's good news.

Metamorphosis

K: Let's go back a little bit. You said earlier that you often saw
people turn to ashes, but can you tell me more about what
you felt at that time?

N: When my grandmother died, the crematorium was not as
perfect as it is today.

K: What do you mean by that?

N: It looked like charcoal because it was burned with fire
instead of electricity.

K: You mean it's not like the crematoriums of today, where only
clean bones are left, but rather the graphic image of a burnt
person because of the low temperature.

N: It looked like a piece of charcoal or lumber. | was scolded
for touching it. To be ash means to be a particle, right?

K: When someone is cremated, it looks as if one form changes
into another, rather than something that had a form loses it.
It might be better to call the process metamorphosis.

N: It is similar to the thinking of art. | suppose erasing a form
and transforming it into a different one is something that
often comes to my mind. Therefore, | believe that art is
something like bones burning, bones turning into different
materials, or carbon, or turning into ashes and becoming
a particle.

K: Is a large amount of footage in My Life also the results of
transformation of the daily life of you and your family, or is
it an existence that has been transformed into the form of
a record?

N: Well, my grandchildren and family are populists, so they
don’t seem to be interested in things like recording people’s
deaths and leaving them as artistic works. Although they
don't seem to be interested in my works, | think they do
care a little about the fact that they are being filmed. It was
my second granddaughter who began to pay attention to
it. The power of art that made her do so is great. Since she

herself wants to be an artist, no one can tell her not to.

My Life and Archive
K: I think My Life is very similar to the process of archiving.
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N: It is.

K: In other words, it seems to me that if we regard a very large

amount of life records as archival materials, you create
those materials and then further organize and recombine
them into a single video work, a list called My Life. How do
you see the relationship between My Life and the archive?

In what way are they similar?

: Life and death pass each other. The ones that have become

bones or particles come back to life (revive) in the next

generation.

: So you also have an image of life and death being made

into a material.

: It reproduces itself through the ages. It is like a repetition

of the process.

: The first time you made My Life was in 1976 or 1977 for your

solo exhibition in Kumamoto, and since then you edited
and made different versions of it many times, didn’t you?
At first, you have been dividing life and death between
two screens, but now you are dividing life and death by
incorporating two separate screens within one screen. |
think My Life is a work that changes every time it is edited.

How do you think it is changing?

: The way | think about death is changing. | have changed

a lot too.

: How did it change?

: When your body stops working, death is imminent. This

was not the case when | was still young. As my body
deteriorates and death progresses, | realize that | have very
little time left. While this is interesting, it is difficult to find

a way to describe it.

: You often say that your life and video equipment, which is

half-dead today, overlap. What do you mean? Does the fact
that old video tapes no longer play well overlap your body

condition?

: Yes, videotapes die in 65 to 70 years. I've been around

since the beginning of the video, so | have experienced
the rise and fall of the medium ,machine or device. | lived
through that period and left my work behind, so | did the
best | could. But now that smartphones are taking over, |
have to think a little bit about how to continue my work with
them. | would like to pass it on to the next generation of
my grandchildren, but | dont know if My Life on videotape

will be passed on.

: Your family’s life and death are distinctly captured in My

Life, aren't they? It contains your wife's growing belly and

pregnancy, the birth of your daughter, and the death of
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your mother, doesn't it? But also, do you feel like you are
capturing the life and death of video, the life and death of
the video system, and the life and death of the device?

N: Yes. Collecting a bunch of videotapes and using them as
objects, like the exhibition in New Zealand and the time
when | cracked open a CRT monitor.....[phone is ringing].....
It was a call from the Sanzu River TV station.

K: [laugh] If you answer it, you'll be summoned back. Let's
continue. In My Life, why did you divide life and death
into two screens? Why did you decide to use two different
screens?

N: Actually, it was very difficult to have two screens within one
screen. At first, my initial concept was to use two monitors,
but there were no galleries with two CRT monitors at the
time. Even when | went abroad and asked for two, | couldn’t
get them. . So | put life and death on one monitor, and it

worked out pretty well.

Creating Ancestors

K: The shape of the coffin [at the beginning of the interview,
Nakajima gets up from the white coffin] and the monitor
look a little similar. The TV monitor looks like a coffin too,
doesn't it?

N: It seems that way.

K: The camera is also a kind of coffin.

N: It is like a coffin indeed, because what is filmed is projected
on the screen.

K: A coffin is a place where the living turn into the dead and
the dead are placed, right? | think the events captured by
a camera are similar to this, whether they are still images
or moving images. An event that was alive is placed in a
coffin called a camera as a lifeless thing. However, by being
played, they are brought back to life, aren’t they? You always
said that recording and making My Life means creating
ancestors. So, what does it mean to create ancestors?

N: | am alive here and now, and | have five grandchildren,
which may be an expression. Through my work, | record the
people who are the ancestors of the future children. | dont
know if they are good ancestors or not, but anyway, if one
of them gets interested in them, my work will be revived
again in the future. By the way, | used to teach at an art
university, and when the video was very popular, there were

a lot of fathers, not just university students, who were taking
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lots of family records.

K: So-called home video.

N: But no one watched it. If you took, don’t you think you

should see it? That's because there were no creative
elements there. The father, who bought an expensive
camera, filmed the children’s lives. Later, the family watched
it while eating, and that's what the home video was. But
there's no death there, no death. There's nothing similar to
it. When | incorporated the death of my grandfather, my
grandmother, my brother, my mother, and my father in my
work, it suddenly became more dramatic. The bones made
my record an artistic work. It was the death that brought life
back from the dead. The home video became extremely
interesting. Most people wouldn't record people’s death
because they don't like it. No father films his father or
child being burned at a funeral. The family would be
against it. When | filmed, my younger brother was also very
disapproving and said, “Why are you filming? Get out of
here”. But there’s no other choice but to film it. That's the
spirit of documentary photography, of telling a story with
a record, isn't it? To film it because you are at the site. So
| think it was good that | kept the spirit of recording there,
and that | was filming. | don‘t follow the spirit of recording
anymore. They're saying everything is copyrighted. The
other day | filmed my grandchildren and they demanded
money. | asked them why, and they said it was because of
portrait rights, so | realized that the times had changed. |
can't shoot as casually as | did in the days of video. The age
of smartphones is hard for me to live in.

K: People are becoming more conscious of being filmed. |
think this is because people today are also on the filming
side. In the past, when you started doing video, filming was
a professional job . But nowadays, even amateurs can make
videos very easily. | think that the acts of filming and being
filmed have become a pair.

N: That's why it's tough for artists and those behind the camera.

Buddist Beads

K: You described your works as “dumplings” earlier, but you
also described them as “buddist beads” before. Can you
tell me about this idea?

N: I didn't bring it with me today, but I've made about 40 works
in total. You can call them a sort of skewered dumplings,

or a prayer bead. I'm trying to make a single work by
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connectings images from different periods, like connecting
beads, but the problem is how to connect them. It is difficult
to connect a short film made in the 1960s with the ones
made in the 1990s or 2000s. To connect them, | realized
that | need one more short film as a cushion, and that's what

I'm working hard on now.

Memory of Recording

K: You have a large number of records of your family as the
potential materials for My Life. I've always been fascinated
by how you manage to contract those records to a length of
40 minutes. How do you select them?

N: It is about witnessing. The moments when | am with my
grandson or daughter are important. | always have the
camera pointed at them and | interview them. When | edit,
| focus on such moments more than others.

K: Do you think that your memory of the moment of recording
is very important when editing?

N: Yes. It's very important to know where the camera is pointing
at, the lines, what people are talking about, and what kind
of face they are making. It's not interesting to just set up a
tripod and shoot.

K: So when you play the video, it brings back memories, and
you are editing it with the memories by your side?

N: These kinds of things are shot on a tripod, but they are
surprisingly tasteless. The footage is more interesting
because of the shaking. We are human beings, and we
sometimes make mistakes when we shoot, which is why
video is so interesting. When you think about it that way, |
think the awareness of the filmmaker is important.

K: In your films, you are rarely in the shot, but would it be
correct to assume that your feelings and emotions are
reflected in your films since you are the one shooting them?

N: Yes. After all, a video is not interesting unless it includes
that. It's the same with television. A TV camera is set up,
people don't ask good questions, and there is no reaction,
it just keeps rolling. Not very interesting as a work or a
program. That's why I'm trying my best to create a method
where each bead, or a skewered dumpling, is carefully

examined and connected. This could be one of them.

One Life, One Work
K: You say that rather than making several works in a lifetime,
you prefer to make one work in a lifetime. Is that what

you're talking about?
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N:

K:

Indeed. The important thing is how to edit and combine a
lot of records into one work. A filmmaker is different from
a movie director. For example, Akira Kurosawa (1910-1998)
would make a movie as if he were making a drama. Like
a drama, he used a script, and many staff members were
involved. If the completed movie attracts the audience at
the theater, it is a success. It's a little different from making
a video.

That is precisely why Kurosawa’s works ,such as Rashomon
(1950), are stylized and packaged. But in your case, for
example, even if you made Biological Cycle (1971—) and
once it was completed, the materials in that work are used
differently in another work as if they are reborn. Your work

is in progress, is it?

.| believe that video works are essentially unfinished. It

should not be completed. Making an individual work which
is complete in itself is an extension of a drama or a novel.
It's a common practice of novelists that when they finish
writing a book then move on to another one. That's how
Japanese and foreign novelists write their stories, but it
doesn’t work so well for video. You can make one movie
and be done with it, but in the case of video, after creating
a piece, there is still something left to do. There is a work
which can only be created by connecting several works

together continuously.

Another Life

K:

N:

Listening to what you just said, | think it is very similar to the
issues of archives. Archives are not complete, and there is
always a never-ending process of sorting out the materials,
plus, there is no such thing as a standardized list, but rather
an ever-changing list that changes according to one's
perspective. So, as you said, if a video work is a material, it
will always be used again, connected to different materials,

and begin to live a different life.

: It would be great if the artists I've met could also make new

works with the pieces I've left behind. So I've been asking
a lot. Recently many of them had kids, so I've been asking

them to film their families as | did.

: They can make another new My Life by incorporating your

works into their own works.

I've told them that they can do it, but they are not willing
to. They are not very good at it. Even though good cameras
like smartphones have come out, they still use a standard
still camera to shoot. Putting a camera there is good

enough, but they move it poorly. They don’t understand
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how great the camera on smartphones is.Their way of using

the camera is influenced by mediocre videos or movies.

One-time Performance

K: That's a very interesting point. If you try to shoot good
or attractive scenes with an intention to show them to
someone - they all become similar.

N: Everybody assumes it's good to film people having a good
time with their grandmother . Nobody says it's good to film
a child pissing.

K: You are right. On birthdays, people film putting candles on
the birthday cake, lighting and blowing them out. That's
all. They don't film the time before lighting, while failing to
light, or putting candles poorly. Records are supposed to
contain such peripheral things, aren’t they? It may be that
they are trying to trim such things from the beginning.

N: That must be the influence of daily life.

K: It means that they pick only the good parts of daily life as
well.

N: | think it's the influence of things like celebrating birthdays,
laughing, and snapping pictures. They don't film people
eating food in their everyday lives, do they?

K: Recently, there seem to be videos on YouTube of a middle-
aged man just eating food.

N: | think those things will continue to come out. But death
is not contained there. Death only comes once. So is
being born. And you live only once too. It would be more
interesting if we filmed such a one-time-only thing, but we
don't.

K: You are right. The record is a mechanism that allows us to
replay a single, irreversible event.

N: A funeral or a death is a one-time performance.

K: What are you planning to do with your one-time death?

N: This is sort of a rehearsal. Visiting graves and filming with
you is a rehearsal for death.

K: 1 have a strange feeling that you are facing the mirror of
the video, like filming death from this side and life from
the other side. As if dead Mr. Nakajima is filming alive Mr.
Nakajima.

N: As aspiring filmmakers, there are artists who make and
leave behind individual works, but there are not many who
have filmed themselves having dinner with their girlfriends.
When | asked them if they had filmed their father dying,
they said they had not. So, | say again. What is death? It's a
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one-time performance, isn't it?

Mourning

K:

Nz nZz

:If you fold them like pleats

For you, My Life is also a crystallizing work, but behind it,
there are lots of records unused in such vastly expanding

work. But those tapes are very important, aren't they?

: Of course. | can still create a lot of pieces by using those

unused materials.

, it becomes a whole life
recording, and if you unfold them, they become a single
work called My Life. That's the image | have in my head.

It's like a folding fan.

| see. It opens and closes like a bellows.

It's like the latest trendy women'’s pleated pattern skirt.

For most artists, a work is the most important thing, and
materials are often considered to be less important
or replaceable, but for you, the materials are just as
important as the work. Are the records also related to the
transformation of existence which you mentioned at the

beginning?

: I've been doing performances and installations all over the

world with that idea in my mind. In New Zealand, | did a

performance where | mourned the video monitor.

: For you, mourning a video or a video system is the same as

mourning an existence of a person, isn't it?

: The CRT monitors did show my work for several minutes. So

| wanted to do something to mourn them.

: A CRT monitor is like a yorishiro, an object which is capable

of keeping a soul inside.

: Yes. | really liked CRT monitors. Because the inside of a

CRT is hollow, which is similar to space. However, that’s no
longer the case.The inside of today’s LCD screens is not

hollow.

: When a CRT breaks, it splits open.

: The disappearance of CRT makes me sad. | don’t know how

long it will last, but if | can make a good artistic work by
connecting some beads which look as if they contain hollow

inside, I'm sure someone will come along to continue it.

: It may not be called My Life, but you want other people in

the future to create something using your My Life as the

core.



EEDPENNIL. E > EREEE > TNDANENT
<NBDOTIEBWLAERD,

S ZNUE(MY LIFE) & WS &RTICIE AR 5 AR LD S L b
1T FRIEZSADMY LIFE)Z#ZE L7z D% £725]0
INDBLDATZBICHEE->TRLWEWS T & TT 1,
TED L RIEOHEREFEIALWVWET, EINTE-
el s RN X = R Vi AN AN
BRIANEITTANBLELWTT R, ZNIZ . F
IBXADHOEIITCRENBTR>TRRLVLTT L1,
EEL W E AR NIER VWO TT &,

Z LD RISTAFICHESE L THTETL S,
FEATEOIDIAI AL EALTWAIETHT—T0iEE -

N: Some people call it a family portrait. They are influenced

by it, and they try to do similar things, but it doesn't last .

. It would be great if your granddaughter would do it. For

that matter, I'd like to see her film you going to the other

side.

: It's hard , but | hope she does.
: In that case, please sometimes appear as a ghost.

: After | die, I'm going to be hanging around here. [Pointing

at a shelf full of videotapes]

: Maybe I'll see you once in a while. I've taken a lot of records

of you, so | think I'll be able to see you as a ghost a lot in

them.

%R LED S, N: | need to send a message from the Sanzu River TV station
TEICRZET IR, FIBSADRHFE LS IFWRS T too.

WEDT. INALHIETAZMEL LTHKETARD K: Please do.

nNaeENES, N: Okay.

ZRDOINTLERAOHANMA v E—SHAHI L E S K: Thank you very much.

WITFR LY,

KiZIEE-> TR,
N:lELy,
Kidbhaed>ZTEwnwE Lz,
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About this project

K: Last year's project was aimed at digitizing
the videotapes of Ko Nakajima and VIC.

T: This is intense, isn't it? Is Mr. Nakajima
dressed in burial clothes? [Looking at the
cover of Support Program to Promote
Archives of Media Arts 2020 "Digitization
and Recording of Video Art Related
Materials of Ko Nakajima and VIC" Report]

: Yes, he said that he would appear on the video in his

after-life form, like at the 2019 exhibition Introduction to
Archives XIX & Pleating Machine 3: Ko Nakajima—MY LIFE
(Ko Nakajima created the latest version of MY LIFE for
the exhibition at Keio University Art Center in 2019). Mr.
Nakajima said that he wanted to incorporate his images
into My Life since he had not included them before.
However, he said that he wanted to appear as if he had
been resurrected as a ghost, rather than just being alive.
Generally speaking, the theme of last year’s project was the
connection between production sites, video, and archives.
Right now, the equipment can be seen in your studio too,
and | find the production sites very interesting. | believe
there are similarities between production sites and archives.
Although some archival materials are not created by the
artists, generally speaking, most of them are created by
artists in their studio or study. That is what the archivists sort
out. Of course, there is the matter of reconstructing history,
but more specifically, | think that the main role of the archivist
is to create conditions and places where the past activities
by artists at the production site can be reproduced. There
are more and more contemporary artists, including you,
who are sorting out their works and making archives and
databases all by themselves. | believe that such activities
by artists, whether consciously or unconsciously, have been
done for a long time. Some of them are not intentional,
though. This way, the artist who sorts out materials and the
archivist who organizes and constructs archival materials
are very similar from a certain analogical perspective,

and this is the question | set. Fujiko Nakaya (1933—) and
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T:

Hakudo Kobayashi (1944—) were other video artists who
were actively creating in the 1970s, but | thought that both
Mr. Nakajima and VIC were quite conscious of the issue
of archives as well when they created their works and left
records, and | wanted to uncover this issue.

Sounds very interesting.

K: The VIC's ‘Soft Museum’ was conceptualized as a way to

T:
K:
T:

K:

consciously approach the archival work being done by
people involved in video arts and video documentation.
It also included the names of Ms. Nakaya and Yamaguchi
Katsuhiro (1928—2018).

That's amazing. What year was this?

1974. Unfortunately, this idea was never realized.

I was 1 year old. So this idea was conceived around the time
when everyone was starting to gather at "Video Hiroba”
after the Osaka Expo.
That's right. In the U.S,,
(published by Willoughby Sharp and Liza Béar in 1970 with

a magazine called Avalanche

a focus on the direct messages from artists) came out in
1970, and the issue setting and focus of this magazine were
very similar to VIC. Mr. Tezuka from VIC said that, first of
all, artworks no longer could fit in museums and galleries.
The works of Christo and Jeanne-Claude were typical
examples of this disappearance of artworks in the so-called
classical forms, such as sculpture and painting. Under such
circumstances, one of the themes of the ‘Soft Museum’ was
the idea that the video could capture what photography
couldn’t or what critique and discourse couldn’t express by
just substituting it with words. This motif is exactly the same
as in Avalanche. Avalanche also tried to capture the process
of creation, the thoughts of the artists, and the reality of the
field, in contrast to Artforum’s focus on the completed form
of the exhibition. In the case of the ‘Soft Museum’, | think
there were two main focuses: the production site and the
museum. | believe that up until now, you have covered what
video could do and what has been done through archiving
the works of the second- and third-generation video artists,
and through making the video art history Kikaide mirukoto:
Eye Machine/To See by Chance -the Pioneers of Japanese
Videoarts- (2013), which consists of the interviews with
various Japanese video artists. Nowadays, the video scene
has changed so much that even amateurs are unconsciously
taking videos, or everyone is unconsciously using a video
database system linked to social networking sites such as
YouTube, Vimeo, and Nico Nico Douga. In such an era, how

do we connect the history of video arts to the possibilities
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2In 1999, Masayuki Kawai (1972—),

of video in the future? How can we inherit and use history in
ways that allow us to unfold the issues of the past? | hope

we can discuss such issues today.

"Videoart Center Tokyo"”

K: First of all, can you tell me about your activities to date?

When you started the “Videoart Center Tokyo”, why did
you think it was important?

Katsuyuki Hattori
(1972—), and | got together and began our collective work.
To begin with, the three of us were not originally friends.
Kawai, a graduate of the University of Tokyo's Department
of Aesthetics, was a rock fan, but he was so impressed by
the works of Takahiko limura (1937—) that he decided to
do video art too. | studied directly under Keigo Yamamoto
(1936—) at the Musashino Art University, and was influenced
by many guests such as Shuya Abe (1932—), Ko Nakajima
(1941—), Yoshihide Otomo (1959—), and Toshiharu Osato
(1958—2009), who studied Luc Ferrari (1929—2005) and
played in a band “Gaseneta”. | was a student of the
Department of Imaging Arts and Sciences but suddenly
switched to the direction of art instead of the TV or game
industry. Another member, Katsuyuki Hattori, was a part of
a study group called “Harajuku Video Study Group” after
Fujiko Nakaya's “Video Gallery SCAN" (established in 1980
by Fujiko Nakaya as a gallery specializing in video art, it
functioned as a center of Japanese video art in the 1980s)
closed. Among them were Hiroaki Sato (1962—), who was
one of Nakaya's students, Kunitoshi Okuno (1969—), who
is now a professor at Nihon University, and several other
young artists of the time who had access to the early digital
video cameras. In this way, we were working on our own

but lacked information. What kind of equipment and what
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kind of tape should we use to submit works to competitions
and exhibitions? When we were at university, we could use
the provided equipment, but after graduation, we had no
equipment to start with. Hattori had just returned from San
Francisco, so of course, he didn’t have it with him. In Kawai's
case, the university he went to didn’t have any equipment. |
was working as an assistant at the art university, but | didn't
have a lot of equipment at my disposal. Even if | had created
a piece, there was no place to present it, so | had absolutely
nothing. At the end of the 1990s, e-mail communication
finally became possible, and people started to set up their
own websites. | think | was also working on my website when
Kawai found me and Hattori. At the end of the 1990s, it
would not be an exaggeration to say that the video art scene
that had been thriving in the 1980s was already coming to an
end, but Kawai was looking for like-minded young people
who were doing video and who were not satisfied with the
current situation and wanted to expand their activities. So
he went to Ms. Nakaya's office first, and was told, "There is
a young man named Hattori”. Then Kawai visited the now-
closed “Gallery Surge” in Kanda, where | was displaying
my work, and one of the gallerists there introduced me to
him. We got along well and decided to gather more like-
minded people, so we started with workshops. We went to
Nakano, Roppongi, and near the end to Kyoto and Kobe Art
Village Center (KAVC). But for some reason, we never went
to Osaka. This way, about 60 young people who felt the
same way gathered in Tokyo and we started having monthly
screenings of their works. This was just before the beginning

of 2000.

K: Did you do that screening in many different places?

T: In the beginning, we held Video Art Center Tokyo screenings

once a month in a space called “Golden Shit” in Nakano
using equipment, such as projectors and monitors. We
named the project “Channel”. Although we couldn’t directly
intervene with television, we wanted a channel where we
could broadcast on our own. That's how it all started. After
the "NPO Bill" passed, we registered in 2000, received a
grant as a specified non-profit corporation, and started to

introduce foreign artists and travel abroad ourselves.

: At that time, although they were not exactly video-related

museums, several centers worked with video art, such as
ICC, SCAN, and the Kawasaki City Museum. What were
your impressions of such centers at the time? Did you think

of them as “finished media” [laugh]?

T: 1 didn't call them that [laugh]. As part of our activities, we
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were knocking on the doors of such places. Eventually,
there were about 12 core members, and we wanted to do
the monthly screenings in a more institutional setting, so
we approached the Tokyo Photographic Art Museum and
went to see Koji Hamasaki, the curator of the Kawasaki City
Museum too. And everyone said, “This is interesting!”.
However, since we just started, they couldn't say, “Well, let's
do it right away!”. Of course, that doesn’'t mean that we
were treated lightly.

K: Maybe it's just my impression, but | think these organizations
were more about historicizing the video art, rather than trying
to pick it up and expand it. For example, ICC particularly
has gone in the former direction. In such circumstances,
it is inconvenient, or rather difficult, for people like you to
inherit the current history of video art and develop it in the

future.

Personal things and path to universality

T: It was around 2005 or 2006 that we properly started the
process of historicization. There's a reason for that: at the
end of the '90s, we were very interested in how to put out
our works. We sent out calls for artwork all over the world by
e-mail, and the way we phrased it was “non-documentary,
non-film, non-animation, non-CG". | asked them to send the
remaining works after the process of elimination.

K: | see, that's very interesting. Something that is “not”.

T: At the time, narratives, or something like personal histories
were also very popular. | may have written “non-narratives”
in the invitation email too.

K: That narrows it down quite a bit, doesn't it?

T: Looking back now, it might be a little too foolish, but at the

time, we thought of ‘Image Forum’ as our supposed enemy
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because their direction was a little different from ours.

K: I see. Then, did you have the impression that Jonas Mekas,
for example, whose experimental films seem to be about
very personal stories, was the opposite of video?

T: It's not that the material was bad. More could have been
done, but all the things that gathered were like personal
documentaries. At that time, we were against such a biased
trend. That may be interesting, but it's more like, “It's more
interesting to live a hard life” kinda situation.

K: Even when working with personal things, some works have
pathways that can open up to universality, and others
don't. It's a very important point t. | think Mr. Nakajima's
My Life (1976—) has such a pathway, and it makes this work
outstanding.

T: When | saw it for the first time, | thought, “This is just a
record of his life”. However, considering the use of two
monitors in this work, | think it is a very video-specific work.
Some of the footage in Shokutaku Ressha (Dining Room
Train) (1975), which was shot on the subway, was taken with
a film camera as well as a video camera. But it doesn’t matter
which medium Mr. Nakajima used. In this work, we can find
the video-specific nature in the way he used the portable
cameras and entered into the public space. The same can
be said for the balloon piece. Or in Shashin towa Nanika?
(What is Photography?) (1976), instead of models being
gazed at, they were all holding cameras. You mentioned
the possibilities of media development earlier. The works
which were open to such possibilities were indeed more
appealing to us. Or, we were fascinated by the works which
had the specificity of video as a medium that revealed the
structural units of mass media, even if these works went in
the direction of the conceptual or the personal. Works of Mr.
limura, for example, are like that. The relationship between
“1", "You", "He/She,” and the camera monitor ( | Love You
(1973—1987), etc.). | was thrilled to see such works that tried
to elaborate on the composition and structure.

K: It's more like art, or the way video is used in art.

T: Yes, | realized such things later. At the time, | felt that more
and more personal discourses were coming out, but that

more important aspects were being left out.

Problems with the Japanese scene

K: How did that kind of awareness of the issue connect to
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historicization?

T: In the 2000s, the members of our group went abroad
for a residency at MoMA in New York, and | also went to
Germany, so the range of our activities expanded. So, when
| came back to Japan, | realized that the situation of art,
not just video, in Japan was terrible and that we needed to
enlighten people once again.

K: What specifically gave you a feeling of despair?

T: To put it simply, it was Galdpagos syndrome. The same
artists were featured over and over again, and the angle was
always the same. This was also true for the exhibitions. | had
noticed this situation earlier than others.

K: It seems that there is a tendency to focus only on the major.
Moreover, in the case of overseas countries, as is typically
seen in the Turner Prize, the government is trying to push
the minor up to the major, whereas in Japan there is no such
idea at all. Japan'’s stance is this, “Go ahead and become a
major artist, we'll use you when you become big”.

T: That's right. | didn’t like that kind of board game structure,
where you have to be popular to get to the next stage.
Besides that, there is a problem when introducing foreign
artists to Japan, whether it is Mekas or anyone else. One
of the most vivid memories | have is from when the work
of South African animator William Kentridge (1955—) was
featured in an exhibition. At that time, Kentridge's charcoal
works were being shown in a movie theater along with
works by other animators. However, for example in other
countries, his work that deals with the apartheid era in South
Africa, in which the descendants of the people involved in it
appear, would be projected on about ten massive monitors.
There is a big difference between bringing a work of art
and saying, “There is an animation artist who draws with
charcoal”, as it is done in Japan, and bringing the memory
and historicization process directly into the gallery space, as
it is done overseas. In the case of the latter, it is no longer
just a video work, but a participatory and installation art.

K: In Japan, there is a tendency to show only what can fit into
the system of movie theaters, which change replaceable
software one after another.

T: There are many other things similar to this. Even with
Bill Viola (1951—), there is something like: “Why do the
Japanese choose only the less interesting works of Bill?”.
The retrospective exhibition at the Mori Art Museum (Bill
Viola: First Dream, Mori Art Museum, 2007) was my first
opportunity to see Bill Viola from a broader and larger

perspective. In his artist talk, Viola said, "I have a teacher.
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early to mid-2000s. Then | began to think, “Now is the time
to grasp the big picture of video art history”. Katsuhiro
Yamaguchi, whom | interviewed in Kikaide mirukoto,
which you may have seen, became ill in the 1990s and was
admitted to a hospice with nursing care in Tama. That's
when | thought, "I have to hear the stories from him”. Up
until then, | was able to go to the talk sessions of Toshio
Matsumoto (1932—2017) and Katsuhiro Yamaguchi and
get their autographs, so when | heard the news about
Yamaguchi, | felt a sense of crisis: "It will become impossible
to listen to that generation anymore sooner or later”. So,
with a grant from the Expo ‘70 fund, | met everyone | could,
including Barbara London (1946—) and Shigeko Kubota
(1937—2015). When | met Barbara, she suggested that |
meet Sakumi Hagiwara (1946—) and Nobuhiro Kawanaka.
Mr. Kawanaka was the head of Image Forum, so he was a
supposed enemy of ours at the time, but regardless of that,
| decided to listen to all those who worked with the video at
the time. Ultimately, | couldn’t interview everyone, though.
| also talked to my teachers Keigo Yamamoto, Shuya Abe,
and Ko Nakajima. The interview with Mr. Nakajima was shot
in Nago, Okinawa. It was quite a good idea to shoot the
interview at the place where the artist is working. With Ms.
Kubota, | was also able to shoot her at the studio in N.Y.
that she used with Nam June Pike (1932—2006). In a way,
we started the project by meeting the people we wanted to

meet. We didn’t have much of a cause in mind.

: | see. Did anything change after you started the activities of

historicization?

: There were a lot of things that | couldn’t find without actually

seeing these people. It's no use judging work as interesting
or not by watching only a cut-out part of it. Many projects
happened not to be realized for one reason or another even

though the concepts themselves were really interesting.
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Such projects told us the hidden dynamics of the artists. It

was very significant.

: You discovered that there were many unexplored paths and

undeveloped fields.

: That's right. Next to the artist, there is someone else. For

example, with Ms. Kubota, there was Paik, Shuya Abe,
the curator Barbara London, and so on. In N.Y., there was
a Kitchen, where Woody Vasulka (1937—2019) and Steina
Vasulka (1940—) were. When | was in New York, | also
went to see Vito Acconci (1940—2017), who is known for
Centers (1971). He didn't know much about Japanese
video, so eventually, | didn't include the interview with him
in Kikaide mirukoto. | talked with a lot of contemporary
artists of the time, including overseas ones. Through making
documentaries, | recognized the fact that | had tended to
narrow my point of view all by myself, and | could broaden
it significantly thanks to the activities of historicization. From
that moment on, | realized that people like Mr. Kawanaka
and the others, whom | had thought of as enemies, were

actually allies.

: Back then, Mr. Kawanaka also wrote about video art, didn't

he?

: That's right. He wrote about it in his books such as Video

Making: Communication no Atarashii Dougu (Video Making:
A New Tool for Communication) (Film Art, Inc., 1979) and
Eiga Nichijou no Bouken (Adventures of Film and Everyday
Life) (Film Art, Inc., 1975), and also published a series of
columns about video art. When | interviewed Sakumi
Hagiwara (1946—) and Mr. Kawanaka, | also asked them
about their encounter at a coffee shop near the ‘Tenjou
Sajiki’. At the time, Mr. Hagiwara wrote an article for the
newsletter Mr. Kawanaka was publishing, and it was about
Takahiko limura. | learned that connections could be made

in such a manner.

Concept of ‘Soft Museum’ and the softness of the video

K: From here, | would like to talk about VIC's ‘Soft Museum’

project and the production site. First of all, is there anything
about the idea of the “Soft Museum” that caught your

attention?

T: The fact that Fujiko Nakaya and Katsuhiro Yamaguchi were

among the founders of the project is important. “Amorphos”
is the key concept of their creations, as Ms. Nakaya's fog

sculptures exemplify it. A 'Soft Museum’ is a way of looking



ThIa—YT L] EVWIDIF, ETFFEWVI XT 4
TE, ZTNLUEIOREREL R E L IETLESI DL
RZ2EBAT. WEHT [N—F] BI2-YTLE
WHIDEIFED, LI WNWI 2T LEVWSZET
ERY S
TEOLTRALST, Zornenws I,
P ZOBREFRATARNVWEE Lz, ETFIEMEN
BEREY . BRNGIRENE - TAEDESVTT L,
5L, MBALTETET D,
R RREESADERTRT—7ICE—0 %A
PLhREHINTWTH, FELPLGESY T 5,
ES5VSbhiFh, 24 MLVEEOXFERIFAFEXL
T, ZDHRICETH XA bIL, Zhhn [90FRE O
YEa—Z—] LLWIDLEDB NN, FREEFDLX
EY 7/ %BRDZARELT. WOTHLHRETEREETA
FETHFDORWEZATT, HoBENHIET 21R5
TRLIZEPR/NELE LTH-T, £ LIRL
HEBICIALTW-72E A, HOFDFIEPT R
TLBERLAENTZE VD BUCEA >z TIE AL,
ECFERCN (V7 h22—Y7 4] RER) 255ATE
DEHICBRWE LA
CZEOETAOAEN, FoAIEVIHLOEFEIN,D
kZDTLE S, BIZIE. 7A4ILLELEBTEERZA
LI THDL T, UTLERA LTHEEE=R) v
STERED. BELLLDET ST LATES L
M. G BIANMN-T-LSICEEZTERENZS
WHEZADKELDTL &£ 5 h%
TESTER, TATHRAREVWERVWEY, —EIEL
WHIBKTIRT7—HA TN maErdbLNELE
A, ZNHELETFDELHNED—DTT, H5
T—7EREEY . TNEHENMRED /BREHWVIC
Bbod, ROEREEDEEICIIEERLTLES S

ENKLKHB, RLTESHWER. 7—HA4 TARHA
BEFREVWSIHDHHY £,
CTLERTI. ERNICZES WO EVWAZELET R,

1ZO TR, WE, BRI T7Fv Iz LTV EAD
T—7EESHT, —HEBHICT—HATLLEOIELT
W9,

PEZYEZ v ELERE, [RER] AV 7 RIE0S
LD, EIHBETCWDIDOLIEHDIREE,. SHt -
ETMETERL, TN E £/ESHTIGHATE S0
TEEWAEBWET, ZRIICHBA->TWAEY, VIC
BA Y T7r—X—=YaveEWSEESEREICLTWE
L7ze TNIEFERIANEIMTVLEIETTN, £
THEXFPEELNLIFKRITELTLES LOH, &
WOEFI RN, 5 F<EETED, bHBAA.

31

at the video medium as something completely different
from the paintings, sculptures, etc. that came before it, and

as opposed to a physical, “hard” museum, it is “soft".

: Yes, it's not hard, but soft.

: When | read the concept of ‘Soft Museum’, it made sense to

me. Compared to physical works, video is much more open

to manipulations or interventions afterward.

: Could you explain a little more?

: Well, let's takeTakahiko limura’s work as an example. There

is a case where a tape consists of some different contents
even though it has only one title. You see, the title screen
could be handwritten, then followed by the video title, but
then “’90s and computers” came along too. The good
thing about video is that the work can be modified at any
time by dubbing over and over again. When | read this
(the proposal for the ‘Soft Museum’) yesterday, | thought
that VIC members started from the precise feelings of the
changeability inherent in the video, which they had in their
production sites, then they expanded on that feelings and
finally arrived at the idea that the systems and institutions of

the world were also changeable.

: Where does the changeability and softness of the video

come from? For instance, is it important that when you
compare it to film, there is less time lag, you can monitor
the images in real-time, or you can instantly play what you
just recorded, and as you said, you can overwrite the data

on a tape again and again?

T: Yes, it is. | think the live aspect is very important. This one-

time nature may be incompatible with the archive, but it is
also part of the softness of video. It is not rare that a work,
whether or not it is shown to someone, is erased in order to
create another one. In this sense, some works will never be

preserved, and such works are not archivable.

: That's how TV stations use tapes .

: That's right. Now some people are collecting old airchek

tapes to archive them.

: I think that if we can model and explain where the sense of

plasticity and “amorphous” softness comes from, we can
then apply these ideas in a new way. As its name implies,
VIC valued the concept of information. As Mr. Tezuka wrote,
video can relatively well transmit what is left out of text and
photographs. Of course, it's only relative, and no matter
how far you go, it's not a complete picture of what is, it's
just information. There is some sort of resignedness and
positivity in this view. The ‘Soft Museum’ was intended not

only to transmit information but also to create an interactive
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exchange by the network. At the time, however, museums

were not supportive of this idea.

T: His idea was a little too far ahead of his time.

Transformation of the public sphere

K: Yes, he was. You mentioned earlier that you didnt know

where to put out your work when you first started, and |
think that was a common problem for many people at the
time, not knowing where to put it out and not knowing
where to see it. | think the Soft Museum was trying to solve
those problems, and that's what the Video Art Center Tokyo
is trying to do as well. Nowadays, there are various systems
to respond to these issues, such as YouTube, Vimeo, and
Nico Nico Douga. You said, “We wanted our own channel,”
and that’s exactly what everyone can have now. And people
do it differently from television in its golden age, where
information was transmitted in a one-way fashion by the
power. In a positive sense, it could be called a democratic
channel. However, because of its democratic nature, such
channels often care about the number of “likes” and views
counts too much, and this can be seen as a negative aspect
of democracy. It means that the system has become a typical
example of populism. What is the difference between this
situation and the ‘Soft Museum’ and your vision? | think it is
important to think about this question to foresee the future.
In terms of video and archives, | would like to explore what
has become possible and what has become impossible,
what has become banal in the ‘Soft Museum’ conceptual

framework, and what still functions as an essential question.

: Atfirst glance, it seems a little strange that there was Christo

among the artists whom Mr. Tezuka mentioned. At that
time, art expanded its framework, and the non-white cube
oriented practices, such as minimalism, conceptualism, air
art, light art, and various events, were actively pursued. In

this context, Christo was closer to public art and land art.

:In the case of Christo, it's about the project. Within the

framework of art, collaboration is often done between
artists or between artists and people very close to them, but
Christo’s activities were similar to a public project, and there

was a lot of collaboration with the public in them.
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T: Mr. Tezuka didn't write about active interventions by the

audience or social participation, but | think that was the idea
behind his concept. As you mentioned earlier, nowadays
there are plenty of interactive media, including YouTube.
Every individual can now transmit his or her message. But
isn't there a trap in this? It means that only one person’s
discourse can be transmitted, and the idea of being

collective, of collaboration and cooperation, is missing.

: Collaboration videos can serve as an example, or is that

different from what you mean?

- If the only thing you do for a collaboration video is “Mentos

Cola” (which records the rapid bubbling of a Mentos in a
Cola), it will get you nowhere [laugh]. When you reduce
something that can still be developed to a kind of mass
entertainment, you end up with things like that. For
example, you could say that Mr. Nakajima was a precedent

for YouTubers

K: What do you mean by that? [laugh]
T: Like suddenly starting to eat on the train [laugh]. It's the kind

of YouTube-style stuff that people do nowadays. However,
| feel that there are some crucial differences between Mr.
Nakajima and today’s YouTubers. One reason may be the
problem of the public sphere. In the 1970s, you could do
things like what Nakajima did on the subway or the bullet
trains. When the conductor asked what kind of group you
were in, Nakajima could lie and say, “We are the Train
Research Club of Waseda University”. This is where you can
measure the degree of discourse freedom. If you do the
same thing now, you will be arrested. In that sense, it could
be said that YouTubers are going for “Mentos Cola” as a
result of avoiding such regulations. Anyway, it is clear that
the challenges or the experiments to measure freedom in
public space are no longer possible today. | listened to the
stories of my predecessors and held video art screenings on

the streets from the mid-2000s.

: It was a form of intervention in the public sphere through

street screenings, right?

T: We also did a performance where we walked around the

city with a projector and batteries. | agree with the idea
proposed by ‘Soft Museum’, and in addition to that, | also
want to question the nature of the public once again. In the
wake of neoliberalism since the 1980s, urban and street
systems and institutions have been reinforced, and now the

public sphere is not public at all.

: Some kind of inversion is happening. Before, there used

to be a lot of gray areas between the public and private,
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millions of cameras.

K: For example, when the project to put surveillance cameras
on the streets of London started, the intellectuals criticized
it. They resisted the idea of “panopticon” (surveillance
system) by Jeremy Bentham (1748—1832) discussed by
Michel Foucault (1926—1984) as an absolute no. But
eventually, those voices were ignored and people stopped
speaking up.

T. “Because it's safe”, right?

K: Here's another inversion. The inversion of surveillance
into security. This change also implies the inversion of
people’s sensibility. Instead of regarding surveillance as an
inconvenience, people began to see it as a form of crime
prevention, which anticipates and guarantees their freedom.
This may show the flexibility of human beings, though.

T: The video medium can go as far as it wants in the direction
of systems, management, and control. With this direction in
mind, we have two options: going in the opposite direction
and criticizing such a control oriented direction itself. The
interesting thing about the ‘Soft Museum’ concept is that it
is a distant criticism of museums or hard museums.

K: Many people had doubts about the museums. At that time,
most of the actual artworks were outside the museum. To
be more precise, | think what is important is the border
line between the museum and the outside world, is the
mechanism which enables us to go back and forth between
the gallery or museum and the outside world, as Robert
Smithson (1938—1973) spoke of. Without a so-called art
history, we cannot even see art in the first place. The center
that shapes history is a target of criticism, but at the same
time, it is essential.

T: Looking at the artists Mr. Tezuka planned to interview, the
intention of criticism for hardware is obvious. He listed
such artists as Nobuo Sekine, Yutaka Matsuzawa, Genpei
Akasegawa, and On Kawara.

K: The “process” is also important. In the 1960s and 1970s,
the style which experimentally showing unfolding processes
of artists’ thoughts or creations developed. This was true
even in paintings and sculptures, which were traditionally
presented in a finished form. Video is a media that is very

compatible with this trend.

About the Archive
K: You've been digitizing Mr. limura’s works. What do you
think about the issue of archives? Our project aims to

reactivate Mr. Nakajima’s and VIC's videotapes by digitizing
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them and creating a system that helps people watch them
easily. In today’s world, whether it's YouTube or Vimeo, the
capacity of archives is infinit. More and more data is being

accumulated every day.

T: I'm not sure if such a web platform can be called an archive.
K: If it's not an archive, then what is it?

T: Talking on YouTube is a kind of log or record, isn't it?

The other day, | read Foucault’s book on the archive, The
Archaeology of Knowledge (Michel Foucault, 1969). There,
Foucault talks about “discours” and “énoncé”, that is,
discourse-type archive and statement-type archive. In the
case of discourse-type archives, at the time of archiving,
it is decided to some extent that “this is how we should
document it”. For example, in the case of this cup, you
take a picture of it and add a caption like “This is the cup
that Taki bought in Egypt”. Then, you contain it as a cup.
In contrast, énoncé does not only record the presence
of this cup but also considers, for example, the cup next
to it and the surrounding circumstances that cannot be
easily described. Foucault was a philosopher interested in
power structures, but a discursive history or records can be
rewritten in many ways to suit the regime or authority of
the time. Rather, he argues that we need to simultaneously
pick up the small voices that are excluded from the regular

archives and popular perspectives.

: That's exactly what Foucault did. He picked up the voices of

the oppressed and voiceless.

: The same can be found in “Parrhesia” (Michel Foucault,

La Parresia / Parrhesia: Fearless Speech, 2001), where he
says, “The true testimony is the testimony of those who
have risked their lives”. These discourse-type and énoncé-
type archives are inseparable, and we need to do both. |
was talking to Yosuke Nakagawa the other day, and he said
something interesting. For example, he said that he was
thinking of making a program to detect what is different on
Mr. limura’s tapes, provided they have the same title with
different contents. If he could do that, it would facilitate not
only a discourse-type archive saying, “This is a work with
this title”, but also the énoncé-type archive involving the
surrounding circumstances, such as “the work was dubbed
in 1989 and 1992, and the differences between them are
as follows”. That's a part of the process that tends to be
discarded because of the amount of labor involved. Though
at the film centers, there are machines that automatically

dub VHS with about 20 robot arms.

K: That is very important. Do you have the impression that



WaEHHl) £9h%
PENIEREVTT R, EIAICE ST, BILTHNIE
T—=hATIERFEINFHDEVWSEHRTTH,
TEEZESWVLORICE-TLEVWET R, A7z v a
FIBRADEUEERE L TW 5,
EDT—HATOREEIT IR TRELIDIERD LS
BRZETT, FIBSAICBLVICICE L, 7—hHATD
AL yavIiIliEEFEEABINTLS, e b,
T—=HhA Tk ZOEFIET LI APEEROERPER
I TRET 2 LldRn, RIEsADaL Y232 T
HNE, Z ZITIFFRISES AL D NT=BHRAENIICE A0
FNTWD, FIZIE BOT7—T4 R FOERT— 7
FUE S ADREER LR A A4 DIEEBIPHEE, TLE
FHRBREEVWS72LICTY, FIBTADEDEHXBR
HET—HhATLEDERZIE RAICL TR/ A RE
LTH/RONTLE S, 25 LA L DERAEEICK
%, TNEFESIC [T/ €] OEHT. ZFIHEAL
L ZARERBWET, YouTube ¥ Vimeo & L F (A (Z
b, ZH L-AE,rH BTN LET, FIZIE, HoTL
EEHOFBEE T R LI-bDOA Ty 7E—FSh
TWYT2, Ry 7 ALF¥—DT—HATELT
IFEEFTT L, FNHH L YouTubelZ 7y 7A— R &
NTWAED27=5, ZHIEZEEADBICHNS Z &1F
Bho7hb Law, BEIEZHY £9H wRLIzE
FICT SR> T2BEOBEA R OND &5 DI,
FTIWTELERBWET, H2Wd, PEOBEERT
WEIUINI- L DA TS ZIALLIZH DA Ty 7O—F
INTWT, [TARICT 7= avh K SAHZD
W ERfdhEhizY, Zhh s [HFET] LS LT
WaNRT )y JICHBTERLEVWS ZEHEAVTT
. 2T, FEaEHOITIEE L TUW 7 [PLAY] A%
DA H X ZE>TNERNTHLI LWl e %
HATWELED, BLOEETBIFEREAHHD
PHOREVWLIBRZEZERICP-THLIEWH EZ
Al BADYouTuber IBLTWARTY, 72720 W
FORBRIE, S-oEEIADES Lo [ XV R
I—7] TR>RBEWTTH, ATLAMLTHEELELLTWL
CRE=FARYVICEERTEE TN, RICHZEP-T
H, TNEBBELLTEZDIRE. REHLRITES,
P ZOMBIEHY) FTR, Th B, 250D EC] ©
RITHEDHT, HoHWBHLEDOA AV T YT R E, E
DERICER->T, FESEIERSNAVE WS FREICK
%,

P ZNIERANGRET, FRSABRLL I A L%
BoleoTWE LT, 7K SADIEEETHICEER
L7icihEd, FEIABS. [zt ) —E2RR

37

archives are selective, in general?

T: That's how | see it. A professional is making a choice.

K:

T:

As | work on the archives, | find the following to be true.
Whether it is Mr. Nakajima or VIC, the archives’ collections
are named after specific names. However, an archive is
never complete with the works and materials of the person
or organization that bears its name. In the case of Mr.
Nakajima’s collection, many others are included too. For
example, tapes of other artists, various people’s activities
and events that Mr. Nakajima documented, TV programs,
and so on. If you want to archive his life, it is important to
connect it with the outside world, which can be considered
as a noise depending on your point of view. That's exactly the
“énoncé” part, and | think that's what's so interesting about
it. | feel that YouTube and Vimeo also contain this aspect.
For example, there are uploads of digitized recordings of
old TV programs. It's an excellent pop culture archive. If
it hadn’t been uploaded to YouTube, it might have been
never seen again. There are certain degrees to it, but | think
it's great to be able to see the footage from the past when
you search for it. Or there are digitized versions of early
films whose copyrights have expired, and | am reminded
that there are so many versions. | also find it interesting that
we can share the concept of “play” with the public. In the
past, Kyoto-based group “PLAY” attempted to build an
arrow-shaped raft and floated it down a river. | think that the
idea of actually doing something that no one else would do
because it would be too difficult is something that connects
to the YouTubers of our time. However, in today’s age, the
speed of stereotyping and losing meaning is too fast, just
like the “Mentos Cola” that you mentioned earlier. Even if
you do something, there is too little time to think about it as

a potential question.

: It is a problem. Also, when everything becomes content,

including the aspect of “play”, the amount of it becomes so
large that it becomes impossible to see it all.

It is a fundamental problem, and Mr. Tezuka mentioned a
similar thing. Although he recorded a lot of things, he said,
"I could never bring myself to watch them all again, and
even if | wanted to, it would be impossible”. And, "When
| think about who would watch something that even | can't
watch, | feel like | want to document it for people in the
future, but | also wonder who would actually watch it". |
wonder what exactly is the video that keeps piling up with
no one being able to control it, just like the Tower of Babel?

But we can't just stop, can we?
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K: There are so many things that have become templates and

meaningless, and even though some of them aren't, we are
in a situation where we don’t know which ones they are. In
the days before this, before advertisements on YouTube,
there were miraculous moments that could be described as
almost spiritual, like Maurice Denis (1870-1943)’s paintings,
that could be seen in the everyday events captured on home
video, and | found this very exciting. It has now become a

template and is incorporated into television.

T: You could call it “wallpapering”. For example, on Facebook,

the same defining moments are collected and summarized.
The first time, there is a certain “aura”, but when you are
shown the same thing in a row, there is no “aura” anymore.
However, it is interesting as an experience, and | can’t help
but watch it too. As a collection of things that have lost their

aura, they are paradoxically surrounded by another one.

: That's interesting. The angle might be a little different, but

for example, one day, a monkey discovered that potatoes
could be washed in seawater. Then two or three of them
started doing the same, and soon the whole island was
doing it. It may be important to think about how such

imitation occurs.

: | see. It can be put this way. It is only when other monkeys

are imitating the invention of the first one that the whole
phenomenon becomes possible. In other words, if there is
no imitation after the invention, the invention by the first
one is meaningless. The invention disappears without ever

becoming one.

Issue of Continuity and Persistency

K: As a leading figure in the field of video art, I'd like to ask

you about the parts of the ‘Soft Museum’ that have become
outdated, and the parts that are still relevant. What do you
think happens when we connect this issue to the modern
video-related systems that are closely linked to social

networks? That's something that hasn't been discussed
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before but is important to consider when discussing archive

issues.

: First of all, there is the issue of continuity and persistence of

activities, whether for individual artists or groups. Even Mr.
Tezuka stopped making things after a certain point, even
though his ideas were very interesting. You can also include
Ms. Nakaya, Mr. Yamaguchi, and Ichiro Hariu (1925—2010),
all of whom worked on so many projects that you would
wonder, “How many are there?”, and although attempts
were interesting, | can't help but wonder if any of them
were successful. Even the activities of “Video Hiroba” were
very brief. When | talked to Katsuhiro Yamaguchi, he said,
“Everyone wasn't good at taking care of things, so we would
get together when we wanted to do something, but when it
came down to applying for a grant or handling the money
calculations, everyone just disappeared”. | guess you could
say it's a division of roles, but | think the Japanese scene has
been spoiled by such things. | think this affects the continuity
and persistence of the project. The reason why they included
the keyword “museum” at that time was because they saw
the possibility of handling and storing their works there, and
then showing them again and again in a continuous manner.
| think this is the reason why avant-garde artists, who have
passed through the field-based approach at Expo ‘70 and
other events and who have been out on the streets, were
once again interested in museums. The number of museums
is decreasing and it is becoming almost impossible to buy
collections, so even if our generation were to collaborate
with museums, we would not have this kind of idea. The
curators are also bureaucratic, and some of what they do
seems like administrative work. It's a shame, but rather
than putting effort into something related to art, they have
become the personnel to maintain the system. This makes

the partnership impossible.

: Nowadays, curators have more influence. In the 1960s and

1970s, there was a movement towards leaving the White
Cube and de-territorializing it. This means that the museum
was strong enough to be the target of criticism. Nowadays,
the art industry seems to be so drained that if we criticize it,

museums will no longer be around.

: There is the problem of the subject of archives; archivists are

losing their power. What will happen to the Kawasaki City
Museum, which was damaged by flooding in 20197? It would
be a shame if it was the end of the story. Just before the
disaster, another structural problem arose - the designated

manager system was introduced and the staff was replaced.
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So it can be said that the Kawasaki City Museum was

damaged twice by natural and man-made disasters.

Interest in Ko Nakajima

K: To conclude, | would like to ask you a few questions. First of
all, I know this is a bit of a tough question, but what would
you say is the most important activity of Ko Nakajima?

T: This is a difficult question. Yes, it is... Every year, | show
My Life to my students, and some of them say that the
pandemic has changed the way they understand it. The
version played at Uplink was from 2014, so you could see
the distance between others and family, different from now.

K: What exactly has changed?

T: It's simple. For example, at a funeral scene, they noticed
that people were talking standing very close to each other.
Nowadays, everything is on Zoom for students. Then there’s
“Aniputer”, which is also important. There are infinite
possibilities when artists work with engineers to create
new devices. In painting, it means making the paint or the
supporting materials. That may have been something only
Mr. Nakajima could have done. It's a mystery to me why such
a blunt person was able to work with engineers to create
something like that at that time.

K: Indeed. Why do you think “Aniputer” is important? It's
similar to “Video Synthesizer” in some ways.

T: It didn’t end up like “Since Pike and Shuya Abe did it, |
won't do it again”. He tried to do it again with technology
from the 80s. | like Biological Cycle (1971—), which includes
pieces made with “Aniputer”. | would like to see him make
a new version of that work, version 6, someday, although the
last one was in the 90s.

K: There is a psychedelic version of the Biological Cycle that
was created by experimenting with “Aniputer”.

T: That work is interesting from an archival point of view.
Making version 2 from version 1. Combining version 1 and
2, or create version 3 from 2, and then make version 5 out
of it, and so on. It makes you think, “Video is a medium
that makes it possible”. The manipulability and intervening
nature | mentioned earlier are clearly visible in this work.
The intentions of the artist are naturally incorporated into
the work. It may be similar to the way a painter paints a self-
portrait over and over again through time. The same motif
reappears over and over again. So if you ask me to name

one, I'll pick Biological Cycle.
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Interest in VIC

K:
T:

K:
T:

K:
T:

What about VIC?

| haven't actually seen much of VIC's works. | couldn’t make
it to the previous exhibition at Keio Art Center. There were a
lot of works on display, weren't there?

Yes, | think about 20.

The timetable was set from morning to evening, so |
thought, “I need to be prepared” but then | missed the
timing. Among the activities of VIC, there was one where
they put wires around the city and set up a kind of cable TV
station so that people could see the works anywhere in the
Kichijoji area. There was originally a store that sold video
batteries and tapes in the area where Mr. Tezuka's store is

now located, and | think the cables were coming from there.

:You mean Sawano-so Paravision Ten (Apartment Cable

TV)? That wasn't in Kichijoji, but in a 10-room apartment

in Mitaka.

: That's right. At the time, there were precedents such as

“Raindance Corporation” and Michael Shamberg’s (1945—)
Guerrilla Television (1971), but VIC built infrastructure.
Making the world’s smallest cable TV.

Yutaka lida, who participated in this project last year, is now
researching this topic. | was the one who introduced Mr. lida
to Mr. Nakashima. I'm sure there will be an interesting book

published as a result of his research.

Production Sites

K:

This is also a big question, but what is a production site such

as a study, studio, or atelier for you?

: Since my family has been spending more time at home due

to the pandemic, | found it hard to concentrate, so | set up
a studio in Yokohama this month. The production site is an
important space where you can focus only on the art. I'm
planning to get more serious about my production activities.
When I'm at home, | often have a hard time concentrating
on the things | need to do, because of the delivery, cleaning,
or laundry. On the 19th and 20th of this month, I'll be
holding a kind of open studio session for my friends and

fellow curators, so if you'd like to come, please do. | don't
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have anything yet though, just a few two-dimensional works.
I'm also thinking of showing the video work | made during
the pandemic.

K: Thank you! If you had to name one thing in your production
site that should be archived, what would it be?

T: When you go to a manga artist's museum, you often see
the pens they used. | wonder if that makes their peers
wonder “Wow, did they use this?”....When | leave my usual
workplace and go to a residence abroad, there are certain
things that | use here daily but are unavailable there. For
example, a cutter. When | think about it, tools may be
quite important to me. For instance, even if there are two
cameras with almost the same functions but by different
manufacturers, there is a good chance that | will only use a
certain one. It may be a matter of physical nature. It doesn’t
mean that anything is fine as long as the functions are the

same. | would like to keep an archive of what | used.

Video Documentation and Archiving

K: Next question is, what does recording on video mean to
you?

T: It is a capture of a moment that involves a certain time, a
certain place, and a certain person. The important thing is to
be there and witness it. The video recording is only a record
of the witnessing, not of the event itself.

K: What is the difference between video and photography
documentation?

T: | think it's the voice and the atmosphere. In some cases,
photography is better. The reason | didnt become a
photographer is that in a single photograph, the weakness
and psychology of the photographer can be revealed. In
comparison, the video is more forgiving. There is a bit more
“spoiling” in the video which allows changing angles and
cuts. In a supplementary way, we can also hear the voices of
those who are present at the event.

K: Do you mean that interactivity and communication are
involved?

T: Yes. The qualities of the witness, including listening, are
being questioned. The video shows this side, that is, the
cameraman himself.

K: So are the documentaries by Mr. Nakajima.

T: In My Life and other works, the cameraman says interesting
things in important scenes.

K: What is the ideal form of a video archive for you?
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T: What | did in Kikaide mirukoto was to show the work at

its best. In Mr. Kawanaka'’s work, the tape noise lines were
hiding the recorded image, so | retouched the image frame-
by-frame to remove the noise of the horizontal lines as much
as possible. Making one master for the original dubbed
material and one master for screening at that era. It is a
revelation and a lesson for archivists to intervene and create
screening copies actively. However, there is still the question
of whether it is possible to archive everything. Even if it

were, it would become impossible at some point.

: It's similar to the idea of drawing a “Map on a scale of 1 to

1" from Jorge Luis Borges' (1899—1986) fable.

T: Yeah, it's a bit like Borges. It means creating another Earth,

isn't it?

: So is Sylvie and Bruno (1889—1893) by Lewis Carroll (1832—

1898). What activities do you think are important in the

history of video art?

21 think the upcoming return of Pike’s work Fuku/Luck,

Fuku=Luck, Matrix (1996) at Canal City Hakata in Fukuoka is
significant. The people who were responsible for entrusting
Pike's work have been replaced, and there was even a
discussion about disposing of the work instead of reinstalling
it in 2010. In 1992, the previous president saw a monitor
piece by Pike at Chase Manhattan Bank and thought, “I
want something like this in Japan”. Since the 1970s, there
has been a movement to include art in the office, known
as "office art”. The work entrusted to Chase Manhattan
Bank is a precursor of this work and has great significance
in art history. In the case of Fukuoka, it was installed in a
shopping mall, but regardless, it is a work with that kind
of art historical context. Discarding it is not just discarding
one work, but discarding the whole context, or in Foucault's
words, discarding the compound of “énoncé”. When |
talked to Barbara London and other German artists | know
about this, they all said that it was wrong to throw it away. It's

also unthinkable to discard the work of a godfather-like Pike.

K: It costs a lot of money to discard too.
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T: It's like asking, “Should we throw away Leonardo da Vinci's
work?".
K: Video is a medium that can be re-edited over and over

again, so even if you alter it, there is no option to throw it

T: In the end, it took five years to get things back on track,
which is good, but it was a close call. Speaking of Pike,
when he passed away, Akira Tatehata (1947—) wrote in a

newspaper column, “Video art began and ended with Pike”.
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When Mr. limura read it, he got angry and said, “Even if you
want to write something like that, you shouldn't”.

K: Mr. Tatehata loves rhetoric [laugh].

T: It's like even if Pike died, would that be an end to video art?

K: What do you think are the important issues nowadays,
including cameras, recording media, Internet transmission
and reception systems, and so on?

T: This may sound like a cliché, but the digitalization of
magnetic tape is a big issue. Some have said that if we don't
digitize files by 2025, devices will become defunct and they
will be lost forever. | digitized all the MiniDV tapes that |
had stored at the “Video Art Center Tokyo” and preserved
them in hard disks. Now that that's over, I'm working on
other artists’ works, including those of the first generation of
video artists. But the amount of work | can do on a personal
level is very small.

K: Do you have a budget from somewhere?

T: I'm thinking of applying for an archival grant for next year. It
would be different if | could afford to hire part-time workers.
I've been using decks around here that I've auctioned off or
repaired, so | would like to have a budget.

K: What kind of decks do you have in your studio?

T: | only have two U-matic decks, a Betacam, and two analog
CRT monitors. This is because | want to watch the tapes in
the original colors.

K: Is U-matic still working?

T: Yes, however, if the tapes are old and dirty, | have to clean
the head every time | put one in.

K: It's so delicate. Do you use tape for cleaning?

T: 1 don't have any cleaning tapes from back then, so | wipe
the device's head directly with anhydrous alcohol. As | went
along | also learned to open the cassette and remove white
mold, repair broken tapes, etc...

K: Thank you very much.
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ARIZE (K) @ BFRIRE RN, HINE[E Hitoshi Kubo (K): I've read the research report
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("Consideration of Optimal
Methods for Digitizing Analog
Recorded Media with High

Documentary ~ Value” by

Yosuke Nakagawa and Kiyoshi
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Nakagawa.pdf) %5 £ CIEW/-DTZD info/paper/2021v13n03/2.
FEHOALLTWELZWEEB->TWET, i Nakagawa.pdf), so I'd like
ARELTIE, 7FEIT—RDTYRIL to start by discussing it
EEITSE. E53P>THUTF I FT— The research focuses on
RuEZIhoBOHLTWKDOAhE WS the recovery of the original
woTh, CARTERE =05 L analog data in the process of
THELRAETH, digitization. Can you explain
FIBA (N) - ldW, T—7XT 4 IR, L—H—- how the research was carried
TARY (D) T4 R7TTH, BHRIE out?
TrAasEATTR, PFATDATAT Yosuke Nakagawa (N): Yes. Not only tapes media, but also
E WS DIFEIZFAALT-NICHERAR laserdiscs (LD) are analog media. The
oI BATT, F—TA4FWETVXR latter's shape is a disc, though. Analog
A RIZEA L TOETHAELS LS IF0H Y F media can give different results each
¥, FIRIE. COMMEFERIL 0-10F time it is read. There is a lot of previous
WA F 1) —DIREETHE L TH R UIKR research on digitization of audio. For
AHHI—EBIRTESZNE I eh, +— example, if you use this equipment, you
FAFARZTDHEENSIDIETILLEFS W can get the binary data which enables
ST EERICT BDITTT L1, you to reproduce the original sounds,
K:AUPFILEWSTEEIZHLDT I ZEbY 2HE-T or something like that. Audiophiles are
Wo-o L W0WET L4, very concerned with such things, you
N:EEERENIBLLLSFEELEHo7Y LETH, know.
FEMICEDADRBZIETLE A AL 7Y & LT K: They are very passionate about originality, aren't they?
5. AL ZFDOEESOMELALWVWEE-TLEYAD N: Some people say that the sound of live music is bad. If
LbAABOLNAEDD LNEWL, BICE->THED the person next to them coughs, for example, they think it
LEADIYT4>aryThEI, TNILFENIICH S disvalues the performance. Or, they also say that the quality
DT FEELEFRAT-ULWEDLDIE, A—T 4 D1 of performance changes depending on the seat and their
BIZIE—EXFT APV Ly WET L, conditions. This is true to some extent, and some people
K:#%5Tdh, BEEVWSEVAZESIZILETIFE think that recording is the best.
b, HEBLEERTEEREZFOLOFELL I, BORE K: Yes, that's true. We use the term “sound source,” but in
ZOLDHEELZE->TEIFTERWLWTT L, FiT a strict sense, it's not possible to listen to a sound source
EZETITo>THERDIRF -7V . ZTOFAEDIR itself, or to listen to an emergence of sound itself. No matter
RBOREBFBELELTELSDDHEDT, BICEARICER how far it goes, sound reaches us as vibrations of the air or
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echoes of the surrounding environment, so no matter how
precisely you set the desirable condition to listen to sound,
what you listen to there is affected by the surroundings.
Considering this fact the environment of a recording studio
seems to be just idealistic, but it's true that it eliminates the

elements regarded as noise as much as possible.

: Right. A speaker transmits sound by vibrating back and

forth, isn't it? We think we are listening to a person'’s voice
through the speaker, but in the end, we are just listening to
the speakers vibrating back and forth. | sometimes wonder
if it is possible to apply the accuracy of audio research to
video in art. There are various methods and research results
on digital data. | think it's also easy to examine whether
those methods and results are correct or not. | think in the
case of digital data if based on reversibility, the method
can be proven correct. In contrast, as | mentioned earlier,
analog data is difficult to deal with, partly because if we
set the same condition, the results differ depending on
the physical factors, such as power supply and cables. If
this is the case, then what kind of method is appropriate
for migrating, encoding, and digitizing analog data to
preserve it in a more ideal state for the future? The report
you read is the result of my research on this topic. For
example, when fixing a broken device, there is a way to
fix it using another same one, which is the method used
to repair videocassette recorders. First, finding which parts
are broken compared with the other unbroken one, then
combining the two to create one whole new machine. You
can do something similar to that with video. In the case of
visual arts, there are several copies of the same data, such as
a copy for display and multiple copies of an edition set. The
timings of the dubbing are usually very close. For example,
let’s think of five LDs made at the same factory at the same
time. There is almost no noise when it is first pressed. After
that, degradation will cause more and more noise, but it
does not mean that the noise will be the same for all five
discs, because degradation is a natural phenomenon, so
the noise will vary. My research indicates that by comparing
and examining the five discs, it is possible to restore the
analog signal to the state of the original disc right after it

was shipped from the factory.

: So you mean detecting the original state of the signal

through noise differences, right? Usually, when we talk
about signal/noise (S/N), we determine the signal in a rather
arbitrary way. Although it may be metaphorical, we think
that the signal will be highlighted by eliminating noise.
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This idea is close to that of audiophiles we talked about
earlier. However, what | found interesting in your report
was that you suggested that eliminating the noise would
lead us further away from the signal. The process of noise
reduction using Al is a process of adding things that are
not in the original or erasing the original. Therefore, after
running the program, there is a risk that the original signal
may no longer exist. If this is the case, then we should try to
use the noises and differences between them to detect the
balance of the S/N ratio at the time. This idea is amazing.
Another thing | re-realized was that when we think about
original data, we can't see the data or the signal itself on the
tape. The only way to see it is through a monitor or other
interface. Also, even if we had the same CRT television
that we used in the past, we would not be able to see the
original image by using it today, because the CRT itself has
probably been aging and the image is not the same as it
was back then. However, the fact that the images are not the
same as they were in the past means that we are looking at
images that are changing in some way, and this can be seen
as a positive thing. Although fundamentally approaching
digitization, as you do, is very interesting and something
that should be done, perhaps what is revealed by doing so
is the fact that we cannot see the same image. Rather, | feel
that the more rigorously we approach the data, the more
convinced we become of this idea. But that's why | thought
it was so interesting. In the exhibition Conservation for the
Arts; Thinking on Techne (2018) organized by Yuichiro Taira
and held at the University Art Museum, Tokyo University of
the Arts, the same data was projected on multiple monitors.
| had never actually tried it before and only imagined it,
but it was an opportunity to see how differently it looked
depending on the condition of monitors. Since | had that
experience, | felt through your report that the level of
identity in terms of theoretical values and data accuracy is

different from the level of identity in terms of image.

: Very interesting. In my mind, | tend to separate images

for viewing from those for research purposes. Recently,
| realized that the field of “looking at noise” is still not
regarded as a research topic so much. When | look at it,
depending on the type of noise, | can subconsciously
see, for example, that it is Hi8 or Betacam, or that it was
shot with a digital camera. | looked for documents that
explained or listed these sensations but found none. In the
future, | think it will be important to “see the noise” from a

research perspective.
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Noise texture and cognitive framework

N: The source in your report is the video piece Cage in cage
(1994) by Nam June Paik (1932—2006), from the collection
of the National Museum of Art, Osaka. It is a complex
video piece because the main subject is John Cage, but
the main monitor shows Joseph Beuys (1921—1986) all the
time. The piece was created in 1994, but the used footage
of Beuys's live performance at Sogetsu Hall is from 1984.
At that point, there is already a 10-year lag between the
devices. Other parts are mixed in by editing, so it is natural
to wonder which parts are new and which parts are old, and
which copies are used in certain parts. Coyote Ill (1984, a
performance at Sogetsu Hall with Nam June Paik) is a work
that also can be seen as both Beuys' and Pike's. | think if the
noise is left in and only the degraded parts are removed,
future researchers who are interested in noise, such as
myself, will be able to extract a great amount of findings
from it. On the other hand, Al does a very good job of
removing noise, so if | compare data processed by Al with
data from the 2010s, | may not recognize it at all.

K: | see. It was shocking to see the image after correction by
Neat Video (video noise reduction software) in your report.
It's cleaner than the original image.

N: Yes, the texture looks like it was shot in HD. Once again, |
thought that texture appears within the noise.

K: Originally, the noise was an area that could never be erased

completely. So, in terms of a simple dichotomy, an image

consists of the S/N ratio patterns.

N: The ratio of signal/noise. It's interesting that although the
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total amount of signal is seen as if it's the basis of value
judgment for everything, it will not cause any problem if a

sound contains a lot of both signal and noise.

: It is also interesting that it is possible to go back to the

original because there are multiple reproductions from
the beginning. For example, going back in this way would
never be possible in the case of paintings. As mentioned
in the report, with the magnetic tape alert (On October
27, 2021, the National Film Archive held a “Magnetic Tape
Alert: What You Can Do Before We Lose the Huge Amount
of Films on Videotape” special event to commemorate
UNESCO’s World Day for Audiovisual Heritage and
announced that magnetic tapes must be digitized by 2025
or data may be lost otherwise) being issued, digitization of
video will become more and more of an issue, and | think
that your opinion about the problem of eliminating noise

completely is important.

: In many cases, the digitized materials | get from the artists

are already applied to noise reduction.

: So there are no traces left. | think it's very important to

emphasize what you said earlier that the balance and

harmony of the S/N ratio is the key to a texture of an image.

: What humans see is also a similar issue. People changed a

lot. When VHS was the standard, people didn’t think it was

a media full of noise.

: We didn't think so. We didn't think it was extremely clear,

but we accepted it as a very natural image. We saw it as an
image which was naturally and seamlessly connected to the
world, not as something separate from the way we usually
see the sky, apples, or people in our daily lives. However,
when | see it now, it is very noisy. Many parts are too grained

to be seen well.

. In the worst cases, you can barely read the end roll credits

of a movie.

: Yes, indeed, it's also a problem with DVDs. Sometimes

when | rewatch a DVD of a movie | saw a long time ago in
a movie theater, it looks like a completely different movie.
When a film movie is released on DVD, the information is
simply gone. And when you watch a remastered Blu-ray,
you sometimes realize that that part of your memory was
there. But as you said at the beginning, we ignored it as

low-resolution.

:When we get to 4K and 8K, we may begin to disregard

ordinary HD as a low-resolution one.

: As you said, in the last few decades, humans’ perception,

or the cognitive framework, has changed tremendously in a
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flexible way. When Ichiro Tezuka from VIC saw his own VIC
footage at a video screening event KUAC Cinematheque,
he said, "I don't remember it being so noisy, it was much
clearer”. Of course, the media was different from that of
those days. At the screening, instead of using a VCR to play
videotapes on CRT monitors, we put digitized data onto a
screen with a projector. So, it was natural to feel that the
texture of the video was different, but his feeling of noise

was not. At that time, | felt that the memory of whether they

were clean or noisy exists on a different level.

: There is a threshold. | should probably write a paper on this

too. When you digitize a video, there is a bit rate, right?
There is a threshold that if the amount of information in the
original image exceeds this range, digitizing devices cannot
keep up and the resulting images become low-resolution.
The precise numerical number hasn't been proven yet, so
it is just a sensation. If we put a file with a slightly higher bit
rate than this threshold on the DVD, even if the resolution
is SD, when it is enlarged to 4K resolution, the amount of
information will be sufficient and the file will be enlarged
without any problem. But also, if the bit rate is low, the DVD
containing the same video may look extremely noisy when

it is enlarged.

K: | see. Maybe that was the difference, | can’t say.

:In such cases, noise is also important. Same with gelatin

silver photography, if the noise remains, then the image can

be enlarged without any problem.

Perceptions born from technology

K: As you mentioned earlier, when 8K and 4K will become

standard, HD images may not look so beautiful, and of
course, there is the matter of plasticity of our cognitive

framework, but don't you think that the perception
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mediated by resolution is created by technology in the first

place?

: Yes, | think so too. One example can be dreams—some say

people used to dream in white and black in the past.

: No matter how far we go, our perception is analog and

continuous. The way of cognition in the digital world is not
to perceive the data as it is, but to de- and reconstruct it.
| think it's natural that analog and digital are different in
many ways. | feel that our perception of resolution has been

adjusted to match the resolution of digital technology.

. In evolutionary theory, there is a belief that humans get

the extra space in the brain which can be used to manage
language and tools by putting three-dimensional space into
a two-dimensional form. If so, the ability to do something
may be significantly decreasing because people nowadays

are devoting more attention and resources to resolution.

: Maybe the ability to foresee is declining. The ability to

predict.

: It seems that the way people see the world today is

completely different from what used to be.

: From what you've just said, people with a high level of

expertise can see the quality of image and that of data
differently. But people with less expertise, which of course
most of us are, can only infer the quality of data from that of
image. | was reminded once again that considering images
on two different levels is very important to inherit and

preserve artistic works.

: Even now, that line is not yet firmly drawn, so I'm not sure

that people engaging in digitization are willing to do things
closer to the data side. For example, as | mentioned earlier,
if the artist directly modified the work, the desire to make it

beautiful came first.

: Yes, this could also be applied to the artworks that use

computer programs. When you migrate or save, do you
emulate and keep the look identical, or do you keep the

totality of the program? It's a similar question.

: There is a desire to accurately trace the unseen parts of the

image when | do my research.

: That's a very important point. To put it simply, what you see

is not always the whole truth. This is obvious because you
cannot see the data itself without an interface. In the case
of videotapes, the magnetic arrangement cannot be seen,
with the naked eye. If we consider noise as something that
should not be discarded, it is important to consider where to
put the slash between S (sound) and N (noise) as well as the

fact that the resulting ratio between S and N depends on
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our perspective. In your study, you were able to get closer
to the original by taking an approach where you treated
things generally called noise as a signal (signal) . weren't
you? That's to say, you saw noise as something positive.
| feel that this is not only about digitizing a very limited
analog media, but also about the issues of conservation
and restoration, and ultimately about how to present art. |
believe that a lot of things will be revealed by the research
and the experiment focusing on things which are usually

treated as the unnecessary extras.

Beyond dematerialization

N: | feel that the experience of watching video works is also
changing. Of course, now the style of going to see a
movie has changed a lot too. We are going to see them
as materials.

K: Could you explain in more detail?

N: Once | organized an exhibition of edition boxes. The
younger artists had fewer preconceptions. The boxes of
people who are around 40 years old like me and older were
like tall cases or jewel cases lined up in rental video shops.
And the people of this generation draw the cool pictures on
the boxes or put their certificates and signatures on them.
They thought that this was the typical form of an edition
box. But young people didn’t have that kind of preconcept
at all. Their boxes were made of paulownia wood, or some
kinds of wood. Some even used envelopes as a “box”. The
contents of these younger artists’ edition boxes were also
far from that of the older generations who tend to think
about TV or movies when it comes to images. When we talk
about the edition box, we should talk about how we can
compare them with the NFT. | am planning to do research
on conservation and restoration more deeply, and what |
feel when | am in my field is that everything will be changed
into a form of “instruction”. In the meetings we have with
artists when we buy artistic works, or in the discussion we
have when we restore media arts, the main topic is usually
how the works can be stored. In the current situation of
storage shortage, non physical objects are more preferred.

| think this trend is going in the same direction with the
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NFT system. The writing instructions for conservations,
restorations, reacquisitions, and documentations means
that even artistic works that are not conceptual art will be

dematerialized.

: It's interesting to see that the process of distancing from

the material, defined by Lucy R. Lippard (1937—) and John
Chandler (1943—) as “dematerialization”, is progressing
and museums are also being dematerialized in a literal
sense. But, there is a problem which is similar to the aporia
of the observation problem: we need a device to observe
whether the device that is making the observation is
accurate, and we also need a device to measure whether
the device that is making the observation is accurate. This is
true for any measuring device. If we apply this to the current
discussion, we need physical media to store the data, and
even NFTs need physical storage media such as servers,
right? Right now, the collections are being dematerialized
in the sense that it can be covered by instructions rather
than by the works themselves. If we interpret the word
"material” as “medium”, | think we need to rethink what
role the media has played in the history of art, and what
it will be supported in the future. But on the other hand,
in a reactionary way, museums sometimes cling to effects
or presences of bared objects. But that is what we call
duplicity. As you said, the problem of storage space is
probably the main reason why this phenomena happens.
Works that exceed the capacity cannot be stored in the first
place. When | used to work at The University Art Museum,
the issue of storage was a problem every year. Let's take
the graduation project of Yuichiro Tamura, Nightless (2010)
as an example. This piece was an installation in which the
viewers got in a car and watched the video. When it was
delivered, | insisted that a car should be included too, but
the idea was rejected at the meeting, stating, “Where are
we going to put it?”. When everything will be changed
into a form of instruction, as you said, we have to accept
the exchangeability as a precondition. For example, the
primary reason why a work needs to be restored is because
of the premise that the work is irreplaceable and unique in
the first place. When we think about how to preserve it, we
have been replacing parts of a work with interchangeable
materials. This is how artworks have been preserved.
What we have in the beginning is rather unexchangeable,
though. This can be seen as an issue related to reproduction
technology in general, and especially in the 20th century,

when Pop Art and readymade works appeared, there was



H2HDIEL L AR ATRER S D2 57213 T AT
Th, ThE, ZTNIZRY TT—hehLb T4 X4
Feh, BEREMOMEBELEVWEZI T LLLDL LA
BWTYH, 20 IC I N o DIERI- B A TR
ICIE. COIAATREME, BN & 5 AELEE
BmZONTWCEND—ATHY £ L7z, KEAJgED
DIIERATRETH 5 & WL D REFEL R T — X R & =i
ERIFIBLRDET, LA L, INEOKEELT. ¥
FRICMATRE TR W E R E LTRITENEEA L
HI=WIZEMEEIE B >TLE S DTRE WA, NFTAH
RELT 2 HMEEIYERICKITF SN OTREL, H
CETHRYMT—I VAT LICEBHDTY, NFT
HIRAT T HND T — X DEAMZRIET 5 XA
HEED,

TEIZELIEVWTT R,
TARBICZESBRIATT I R, EBRE-T. EHDE
ADESIBHEDEEVRZ ONZDAE LNELAD,
P ZS5TT &, —IbA—FA—E—> TEmERICE
WTHYFELLN, BROZICEZFHZEL TR
EWSZEILHEDZDD, ZNDHBELBVDLDICHEDD
e MEALGL LB E, NTERLRARZ ED B
A2 oNAAZDONEEBNER, ZHHERA

2 E WS DANFTORNTY L1,
L LAMET B,
PINRBERCIESTATZE WS, BYELRTEI LI
Lo T BERLITA TR LW OIERDSDTE
DAROAREVWISIIICBRWET R, —H TSR
T>oTCHAYTFEHERDEAEZ D &£ > LFTATLDD
TIHA, 7 bhv T4 K2 (AHToH Buaoock
n e, 1965-) OfRZE [Art without Death: Conversations
on Russian Cosmism (e-flux journal)] (2017) O H TR
DX+ HAAX(Bopuc Ebumosuuy Tpotic,
1947-) Ab &> EMAVWIEEZE>TVWET, HIZ
. Tavvy v OERIF—DH->T. Th%10005F
BOANPREZOABIZZS WS BDICAZELTEEA
72, Ehhd, 2FY. ZIITRFTATREAILH
REINDZEVIZETTR, TN->TEHTHA >
Ta—VTLENTIRRIZLEL, BNZTHA D
HbOEEDHDHDTIRLEL A YRR L—2arens
A TELLbOAEEZ2EFRILL. EMEITNE
EAEARNBLTWCZ LT, ZZIELZBDTIA7
ARANTH-T-H, BETH-7=YV. Z5WH55F
FETERVBDOLEBIN TV LW &I
EMELHADBZORICH > T, TNERVIRL 72K
I, H. TNIETRELITTHEORATLERSTZAT
To TAT7RZANHTFE> T & 1000FEHD A

54

a trend of rewriting this irreplaceability and singleness
into exchangeability. The artistic works began to bear
the mysterious property of being both exchangeable
and irreplaceable at the same time. However, | think that
museums will come to present physical interchangeability
as a condition for their collections. The uniqueness
guaranteed by NFT is not supported by the physical object,
but by the network system only. The supporting structure
that guarantees the permanence of the data to which the

NFT is tied is too weak.

N: The car is the thing | would like to keep.

: | think so too. | guess we could say that instructions are like

a script for a play.

: Exactly. Mr Tamura said in the description of the work that

it was a road movie, didn't he? Does refusing to collect
that car mean that every time the exhibition is held, a car
has to be prepared? Or, is the car not a necessary part of
the work? We usually think that if we stop materializing,
we won't be able to give works to others orput a price on
them. However, the NFT trend suggests that the opposite

is true.

: Rather, it will accelerate.

N: In fact, this is capitalization. | think that the nature of the

artwork today is hyper-capitalized by trans-materializing.
I've been reading a bit about the current trend of Russian
Cosmism, and Boris Groys (Bopwc Edrmosuu Mpoiic, 1947—
) says something interesting in the Art without Death:
Conversations on Russian Cosmism (e-flux journal) (2017),
which is edited by Anton Vidokle (AHToH Bugokne, 1965—).
He said, “if people in the future see Duchamp’s toilet a
thousand years from now, they will be able to know that
people used it to relieve themselves.” This suggests that
lifestyle is preserved in the work. This will probably not be
possible in a design museum or a similar place. If, instead
of collecting good designs, we will transform all of our
daily lives into artistic works as installations and store them
in museums, we will be able to accumulate our lifestyles,
backgrounds, and other things that cannot be verbalized
now. Art museums themselves will be included in this
collection. When | was thinking about this idea, | realized,
"Oh, it's not enough to just provide instructions”. If the
lifestyle doesn’t remain, people in the future in another
thousand years won't be able to find any meaning from the
instruction. On the contrary, if you put everything in the
instructions manual, this would be an archive, and what you

keep as documents and the museum become the same.
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So what will be the classification of museums, art galleries,
and archives work? | think it would be more interesting if
historical museums and art museums were also divided.
Perhaps historical museums are the places which preserve
authentic things or things that can be studied under a
microscope or something. And art museums are places
where the lifestyle is preserved in pictures, and where
imitations, copies, and techniques are displayed. When the
boundaries of the characteristics of each facility become
unclear, what happens then?

K: You're right. Sometimes historical museums take more
art museum-like approaches. Recently, some museums
have been dealing with food too. | think that the mission
of historical museums is to handle not only the human
lifestyle you mentioned but a lifestyle in a metaphorical
sense, such as the lifestyle of the whole world, including
all kinds of animals and non-animal materials. And art
museums are supposed to show how people have been
and are involved in that. As for archives, you said that they
will become paper-based, but | think that only the historical
records archives will become so. Things in art museums and
art archives cannot always be documented completely. Art
museums are rather an area where objects and documents
overlap, mix and form a reservoir-like space together. | feel
that archives will play a role of a place which preserves
things that have fallen outside of the framework of historical
museums and art museums, things that could not be
contained within instructions.

N: | hope so.

Soft Museum
K: Let’s discuss the concept of the Soft Museum. Conceived by
Ichiro Tezuka in 1974,

it implied the nuance of a flexibility as opposed to a hard and
formal museum. The Soft Museum is based on the philosophy
of the Video Information Center (VIC), which emphasizes
the importance of software and information. We discussed
this topic mainly last year (The second block (out of three)
interviews/discussions conducted as part of the project
“Digitalization and Recording of Video Art Related Materials
of Ko Nakajima and VIC”; December 24, 2020: https://www.
YouTube.com/watch?v=PLbpg1k30VM&t=0s). ~However, |
think there are still many topics that we have not explored and

unfolded yet. Do you have any particular ideas that you didn’t
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mention last year?

N: 1 think it's unique that the concept considered artists’

environment, and all the

| think this idea

background, production

accompanying materials as “software”.
is very close to what artists naturally want to do today.
Nowadays, most artists want to document their production
processes, but | don't think that was the case in the 1970s.

Documenting was probably important, but | guess not a

few people were against it those days.

K: You are right. There was still a common belief that only the

finished products should be distributed and the process of

creation should be kept hidden. It's like a magic show.

: Nowadays, museums sometimes record the process of

installation from construction to removal, and no one is
opposing that, right? Twenty years ago, people would
have been very reluctant to do such a thing. Now it's finally
possible. The museums and artists have little hesitation in
doing so. So, | think that now we are in the situation where
we can automatically increase the number of things which

meet the philosophy of Soft Museum.

Matterport
N: When this pandemic started, Matterport (a camera that

creates 3D model data that allows you to see space from
any angle in an overhead perspective) came in very handy
as a package. It can record the exhibition site and make
it viewable on the internet. There were a lot of museums
and galleries that adopted the device and started showing
their exhibitions online. The question is whether this kind
of information can be seen as an archive or not. If it is to
be seen as an archive, | think we need to consider how to

approach and view it.

K: When we research past exhibitions, we try to reconstruct the

exhibition based on plans and photographs. But nowadays,
if we use Matterport, we can roughly understand its spatial

layout. In this sense, | think it's a very useful system.

: For example, if we look at the museum exhibition records

from 100 years ago, all we have is a list of the exhibited
works. That was the kind of record back then. However,
with the Matterport, we can get information about what
was placed at what location and how many centimeters

apart they were placed. So it is very useful as a source of
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information to reconstruct the exhibit in future. However, |
am wondering whether this kind of information should be
shown or not. It is still unclear whether it is a document for

viewing or for checking the layout.

: Basically, it seems that the way it is used today is as an

alternative viewing experience. | think that you talked
about it with a certain sense of krisis. However, there are
certain things that can never be replaced, right ? When
it comes to the information that this camera gives, in my
opinion, it means that the parameters of documents about
past exhibitions have increased, or rather, the density of
the already-existing parameters has increased. But just as
looking at the list of works does not mean that you have
seen the exhibition, just simulating an exhibition through
Matterport does not mean that you have actually seen it.
There are still two problems. One is why we started doing
it, and why it became important. | think that is because the
projects of recreating exhibitions, such as Like Live in Your
Head: When Attitudes Become Form and Magiciens de la
Terre, have been emerging for some years now, isn't it? One
of the reasons behind the appearance of this approach is
the emergence of the idea that an entire exhibition is a kind
of work on its own. There is also the purpose to reconsider
works that only exist at the moment, such as installations, in

the larger perspective of an exhibition.

Difference between video and photography

K: Kishio Suga (1944—) showed a work titled Ikyo at Tokiwa

Gallery in 1975. The work is a mixture of vertical rods mixed
in with organic forms of tree branches. In conjunction
with this exhibition, an “event” (nowadays so-called
“activation”) was held at Tokiwa Park. | had seen the work
only in photographs until | saw the VIC's recording. When |
compared the video with the photos, | could see so much
more in the video than | could from the pictures. The video
footage repeatedly showed the work from different angles,
getting closer and further away, almost as if a person was
looking at it. In the close-up video footage, | saw a Pvc
rubber tube wedged on the end of a tree branch. It gave
me an idea that there was possibly another branch which
would be connected to it. But the tube doesn’t show up
in the photograph at all. In the photographs, it just looks
like an organic work made with tree branches. But through
the video footage, Suga’s concept emerges. The video
footage was of course very arbitrary, as it moved closer or

further away according to the interests of the observer, but



HATY, ZOETHRKEIE, BRZORTEADHE
DEMITRE - TEDIWZYEENTZYBIWZY LTWD
DT, ZDREMIBVWEEZIEEVWTTIFEL,
DEBMOEI LV, " HOBEOXEMOAH
EEMNICEVWALER> T ZHOTRELELE, 2
¥, BELIEBEERO I LA N TAHATZVWELD
THERPRLNTVEEWVWSDASETODEELE LS
FFaXY bD—DDOEGETEBRSDTTH, %
NZEVICOMRILRENICEERR 2z, ZOMELE
SAD [AXV ] TE, MEICHENET, BESAD
[ Ry b EERWICAIZ—ICE> TZ DR
EFHOIHIELTWCEWS ZEEBAER TN
T+ = VANLZWVWATIT R, 12HbEETIEAAE
ZOTD%#ﬁ#b@bAT?Oﬁ#ﬁﬂTUTﬁﬁ
NI L TEHATWAHE WS BIGE®RT LR AL
W7 =<V REBEHANE W, LA L, VIC DR
BEZR2EZOT7ACINELL N D, TITESA
IE. ESOTIROFBIC LA LARWELE, 82T 3
ZEICk-oTEND [RIEOFEL] L THHERDZED
EE>TWB I ENELK DN DBATT, TNhiFE, BE
AEV, ETALPVNWEWVWSETIEHY FHA, BEE
DEDBBENEV., T4 T—LbLl{bhdLWS
ZEbHYET, 272 BEBORONIZBIDFT
TAT=ABHDENI T e BEOETROBR
HENRLLADBENS EWS T EiE, FR—DR (Hk
%) #FBRTILETRENICERZ L ERLEL
Too YZ—R— MO ERENERITIEEVEL D DI
SNTIEWT AW BWET, BREINEHES
HERELETWITIE, AU IFILIIEDVWTWITS
At%@m#tmowm\—owﬁﬁtbfumii
ERBWET, AIZIE, HEEMERELH-> T, 1
ﬁA@%%%#%E%ﬁét ZORESNZDES
DESELTEEFEYICHZ WS EiRIT, EEREYIC
oY ET, TheE, BRZNIIBESZDLDOT
F WD T, E?AawmA%LTmé ZhixT—
NATORKNEBETHY ., T—HA T2BEHIE
6%?—7®—ot&%mi¢om%$%wb®tu
SDEEBELERIC, BHRITBICAZE2ARELZD
DOTLh ARV, ZTNEHRGEELTEZITANTZEZAD
LRBREI2Z/RL, HIIZTNHARELIZHDOL %
BT, BRABERALZER>TLES DGR
BIATY, TOEMEDEL HLUTVWIATTIFE
H, PIRYZNEIR-> TREVWLDELTHFELTS
ADEIRDOTIEREVWAE—ATERIATT LR, %
DREZICE-THEINZDIE, AIZIX. BESF-
T-ofIRED, £ L BRICBLWTEZRS

58

| re-realized that the arbitrariness of a single photograph
is much higher than that of video. In other words, one of
the premises of the documentation by photograph up
to now has been that the work is seen through the great
eye of photographers who witness it, but VIC definitively
changed that. This issue comes to light in Suga’s “event”.
Many of his “events” were basically performances in which
he made something temporarily and then deliberately
erased some other things in a successive process. So, in
the photographs, we cannot see what was happening there.
There are so many pictures of his performances where
you can't even see the correspondence between what
appeared and what disappeared. However, if you watch the
VIC documentary footage, you can undoubtedly see the
process. So we can see that Suga was creating a form that
can only exist in our memory, a kind of sculpture can be
named “a sculpture in one’s memory ” that appears when
we recall it. That's not saying that photography is bad and
video is good. Sometimes a photo has a higher resolution
and shows more details. However, | felt that even when we
see the same subject (event), there is a definite difference
between seeing it from the limited perspective of detailed
still image and seeing it in a moving image which enables
us to understand the relationship between various objects..
| think it's important to remember that Matterport is not an
omnipotent perspective. The idea that we can get closer
to the original by overlapping limited perspectives, is just
a hypothesis. Some say that if 10,000 visitors take pictures
of an exhibition, the exhibition can be shown as a collection
of various perspectives. It could be understood as rhetoric.
But, of course, that is not the exhibition itself. It is missing.
This is a fundamental problem of archives, and one of the
motifs which drives them. When we imagine the event itself,
the record is always incomplete and something is lacking.
We must begin from accepting this as a precondition. |
think it's dangerous to assume that things are reproducible
rather than unrecoverable.. It's similar to the previous
topic of uniqueness. | think it's more meaningful if it exists
as something that will never reappear. In the case of an
exhibition, what is presented through the reproduction is
the interpretation of the past one, or the parts that have

changed between the past and the present.

: One of the characteristics of Matterport is that there are

no other viewers there. There is also the issue of duration.
When there is a video playing in the exhibition, | like to
watch it from the middle.. It's not only Matterport, but
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in the case of online, the video starts when you click on
it doesn't it? | received a lot of links to video exhibitions
during the recent state of emergency. There were also a lot
of catalogs where you could click on the images and watch
them in order. The videos that e-flux releases for online
viewing are labeled as “video & cinema”, so even if they
are online, the style to watch them from beginning to end
is reasonable, but in the case of exhibitions, when they are
released online, it feels strange to me to watch video works
in such a way.

K: | see. It's often said, but do you think that watching a film as
a movie and watching a video work in an exhibition hall are
two very different things?

N: For me, there is no relationship between the two. Passing
through a space where short unrelated works are looped
is a singular experience of exhibition for me. This is similar
to Adolfo Bioy Casares’ (1914—1999) L'invenzione di Morel
(1974). This science fiction novel is about an island where
the events of one day are repeated over and over again.
The main character thinks it is strange that no one answers
him when he speaks to them. I've come to think that seeing
an exhibition is similar to this situation in the novel. We
can't interfere with the works shown there, but they keep
repeating themselves. The impression when | watch a work
from the middle, and that of from the beginning sometimes
differs. Or, when | finish watching a work, my impression
also differs from others depending on where we started to

watch. | really like that kind of thing.

Once again, the soft museum

K: Going back a bit, what is it about the Soft Museum concept
that doesn’t exist on YouTube, for example?

N: The Soft Museum mentions citizens first. Maybe this
perspective was different from the hard museum, right?
This point of view may bring us back to the discussion of
what YouTube is as an archival tool, and what possibilities it
has, the topics you talked about before.

K: The good thing about YouTube is that anyone can approach
it. However, there has been a lot of censorship today. |
think that only underground media can be uncensored. In
principle, as long as it is an archive, | think there should be

a mechanism built into the system in the first place to think
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about arbitrary censorship. It's definitely true that YouTube
is a system that allows people to share and leave something
behind in a very casual and easy way and this is quite the
opposite to having to go through a lot of processes and
investments to transmit something publicly or leave behind
a message. | think that the Soft Museum was more selective
in its subject. There was a criteria that their subject had to be
related to art, so that is a crucial difference from YouTube.
As we talked about during our last discussion (see Video
and Archive, Keio University Art Center, 2021), YouTube is a
great system for archiving pop culture. But it's not just pop
culture, there are also videos from the early days of film. Of
course, they have suffered all sorts of damage, such as being
edited, being unwatchable at some parts, not being shown
entirely, or being arbitrarily cut. But it is simply amazing
to be able to see such things. Amazingly, even fragments
of films that were once only available to cinephiles who
frequently went to minor movie theaters can be viewed on
YouTube. And you can also discuss these images. | think
that's a very interesting point of YouTube. | think this kind of
interactivity was what Soft Museum pursued eagerly. | don't
think that YouTube is the complete realization of what Soft
Museum envisioned. However, besides YouTube, there are
some systems that have already partially realized what Soft
Museum was aiming for. | think that by combining them, we
might be able to get closer to what Soft Museum was trying

to achieve.

: At the point when the video was democratized, maybe 20%

of what the Soft Museum wanted to achieve has already been
accomplished. With what you said earlier, I'm beginning to
think that there are almost no places for minorities in the
arts. A very narrow spotlight is shining on various parts of
the art world. | feel that the minorities themselves don't
feel ashamed of being such, and they probably don’t have
much desire to have their power structure. | guess it goes
back to the smaller scale communities. We can connect this

topic to the VIC cable TV story.

: | think that's exactly what's happening now. There used to

be a case where an artist became a major by chance, such
as having a connection to the mass media or famous critics,
without relation to the intrinsic value or potential richness
of the art movement. | think that's still the case. However,
as you said, the situation has definitely changed. Now, we
can transmit things that were buried in the 1970s because
they could have connections with the powerful media those

days.
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N: But if we look at YouTube even further, we can see that

there are minor, repressed things that might have the seeds

of art within them.

: That's true. Additionally, of course, there are issues of

revenue and budget to keep a certain system running. The
Soft Museum didn't focus on it, though. YouTube inevitably
has this problem as well, and it is now becoming a major
issue, particularly among YouTubers. Anyway, there is no
doubt that there are some minor figures on YouTube too.
It would be interesting to look into it. | believe that the Soft
Museum was designed to increase and distribute software.
Today, it seems that the level it was aiming for has actually
been achieved. Looking back from today’s situation, it must
be said that the question of which soft should be seen or
which soft is important was suspended in the concept of
Soft Museum. | think it is a problem of information literacy
or a fundamental problem of information. Mr. Tezuka
himself said, "I took a lot of records, but | can’t watch all
of them. | don't even feel like watching them. If you ask me
why I shot it, | can say without a doubt that | shot it for future
generations, but if you ask me if | did it for the people living
today, | don't think everyone needs to watch it”. They seem
to have a slight sense of distance from the software they
have created. Of course, it is up to the viewer to decide
what to watch, but | feel that we have a huge amount of
software and information at our disposal. | think we might
be entering an era in which we will be letting Al decide what

we should watch.

: The smooth communication through the suggestion system

and other means may be making it possible for people to
go directly to the exhibitions. In the past, this would not
have been possible without the realization of the Soft

Museum concept.

: Michio Horikawa (1946—) mentioned Nobuo Sekine’s

(1942—2019) Isou-Daichi (Phase-Mother Earth) (1968) in his
blog. He is almost the same generation as Nobuo Sekine
and he could see this piece if he wanted to. But he didn't.
At that time, there were very few people who actually saw
it. They knew it through photographs, but they didn't see
the real thing. | think that this situation of knowing about
something but not seeing the real thing is no different
from the current one. It is indeed getting easier to react to
sporadic events, but when it comes to going and seeing an
exhibition, there is still a matter of distance. For example, it
is difficult for people from Okinawa to go to an exhibition

in Hokkaido.
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N: | thought it might be about regional differences, | mean,

the differences resulting from which country or region you
live in. Maybe the topic of the Soft Museum goes back to

this issue too.

Ko Nakajima’s My Life
K: What is important about Ko Nakajima's My Life (1976—)

from your point of view? | think Mr. Nakajima is a kind of
archivist, who records his life through video, preserves it as a
kind of holistic archive, and creates My Life as a condensed

mapping, a kind of archival list. What do you think?

: | have a few thoughts about My Life. Mr. Nakajima said that

he wanted to re-edit all the other video works he made so
far into one piece. The most ideal scenario is to include all
of them in My Life. I've always loved the idea of putting a
work within another work. There is a tendency in art that its
concept moves towards non-commercialism. This is a case
of land art, conceptual art, and so on. In the case of My
Life, the method to incorporate past works into a new work
can be interpreted as an appropriation in the context of
art. | find the potential in the fact that rights and ownership
are all mixed up here in a complicated way. | think the way
Mr Nakajima makes this work is very important as a non-
commercial use of images. Moreover, he did it in a natural
way, as editing. In short, the first important point in My Life
is that there is such a mixture of things in this work. The
other is the tragic nature of the filmmaker. | think that My
Life is an incredibly tragic piece. | feel that Mr. Nakajima is
participating in it as an observer , and not actually involved
in events. This is especially true in the funeral scene where
his relatives complained to him about filming. Each scene
like that symbolizes the intense tragedy of the filmmaker.
But maybe through editing, this could reach a happy
ending. To put it simply, it feels like a drama similar to The

Truman Show. You are the only observer in the world...
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K: A reverse Truman show.

N: Yes! Only one person becomes the documenter, and

the relationships with the subjects and everything else is
included in the work. In this piece, Ko Nakajima is the main
character, but perhaps editing can reverse the tragedy, just
as the Truman Show had a happy ending. Or perhaps the
next generation will reverse it. The fact that the end has not
been decided yet is very important. It would be sad if this
was a masterpiece that represents a tragedy. We can bring
the new happiness to the main character of the tragedy
by connecting this work to a new life. Filmmakers bring a
camera to a field, so the above issues are strongly related
to them. Perhaps the same can be said for artists in general.
They may try to take pictures when a family member dies,
or when they are at an unfortunate scene, or even when
they are happy, they may try to gather some materials to
make an artistic work out of the experience. | had three
cameras with me when my wife gave birth: a still camera,
a video camera, and a 360-degree GoPro. But in the end,
she had a C-section and | couldn’t go into the operating
room, so | was only able to take footage of myself signing
the consent form and of me eating my wife's food that
was wrongly delivered to me. Looking back on it now, it's
a funny story, but | think that by editing it, | can find out

something significant that | might have missed.

: Maybe it's the cost of not living a one-time life. In other

words, it may be the cost of trying to live in a realm of life

that can be repeated through recording.

: That's a big cost to pay.

: However, | think it is important to acknowledge in the

process of documenting and creating artworks that trying
to live a one-time life is not the only way to live. But | think
it's important to recognize that trying to live a one-time life
is not the only way to live when you engage in recording or

creating artworks.

: Indeed, attempting to live a one-time life is also a very

avant-garde way to live.

: That's true. | think there is a fundamental question of how

to understand the irreversibility of life. In this context, what
videos can do is rather to apply the horror of repetitions. By
doing so, the dead seem to cease to be dead at least for
as long as you are watching the work, even if we know that
they are already dead. Through the images, we can feel as
if we are sharing life with the dead. To put it simply, they
appear to be alive. | feel that it is a compensating power,

in the sense that this power comes from being away from
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a non-repeatable and singular life. | think that the non-
repeatable things are revived by editing, and begin another

possible life in a work.

: Editing has the potential to reverse something, and | think

this potential is also the essence of My Life.

: | have a favorite scene in Godard's Histoire(s) du cinéma

(1988—1998). | think it was the scene quoting Cocteau’s
Orphée (1950). Orphée goes to the other world to bring
Eurydice back and tries to return to the surface with her
hand in his. Although he is told not to look back, he does.
Then Eurydice is taken back to the other side. Godard
says there, “You can look back as many times as you want,
Orphée”. What is important here is that “you can look
back” does not mean that if you do so, you can bring
Eurydice back to the surface. Godard’s point is that it's okay
to look back because with the film you can repeat the scene
of being taken away as many times as you want. He believes
that the event of being taken away can be repeated and
re-lived again and again. It is cruel, but that’s how Godard
perceives the power of the image. The scene where Mr.
Nakajima’s son’s pregnant wife watches the old My Life is
very interesting. | think the issues we've been discussing

today are all summed up in this scene. .

.| also find scenes like that very curious. If Mr. Nakajima

doesn't tell them to watch, maybe they won't. That's life
as an artist, not as a father. If it was just a picture, it would

be very sad.

Recording the life of goats
N: We have kept goats at the Toride campus of Tokyo

University of the Arts. The people take turns to watch the
goats and keep a record of them. This has the effect of
allowing students to interact with each other and with the
public, making the school function, and maintaining the

community. This concept is called the “Transparent Art
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K:

Center”. The group is called “Goat's Eyes”, and there are
two other projects that watch goats together—"Toride Art
Project” and “Han-no Han-gei (Half Farmer, Half Artist)”,
both of which Tsuyoshi Ozawa (1965—), a professor at the
Tokyo University of the Arts, is involved. | was asked to
record the goats | thought | would need to broadcast it at
some point, so | set up a surveillance camera.

What was the reason to start broadcasting?

N: There are several reasons. Toride has a lot of earthquakes

K:

N

K:

N:
K:

N:

and sometimes gets caught up in typhoons. They need
to be taken care of every day, so even in such a disaster,
someone has to go there getting wet in the rain. This is
the second time I've owned a goat; 16 years ago, a friend
of mine also brought a goat. We kept the goat just near
the university. The goat passed away soon after, and |
learned that goats can die very easily. Some accidents
may happen too. We have two goats here, a one-year-old
goat and a ten-year-old goat. The latter is equivalent to the
grandmother’s age in human years and could get sick at
any time. So to check on them I installed the camera. The
records are available on YouTube for everyone to see.

Is all footage still there?

: Generally speaking, yes. There are times when it's not

working due to internet infrastructure problems, but it is
available for download.

Surveillance cameras don‘t usually keep old footage, do
they?

When the memory is full, the old data is overwritten.

In general, yes. What was the reason behind your decision
to keep everything?

| keep recording as a guarantee if something happens.
| think that recording is also necessary for us to live with
peace of mind. When a goat dies, if we don’t know whether
there was a cause or not, we all will feel uneasy for a long
time. By looking at the footage, the mystery can be solved
in seconds, but if we don't have it, we'll be thinking of all
the things we could have done to save it, and won't move
on easily. In the case of goats, we may see them as livestock
and as pets. They are essentially livestock, and | want to
keep them around to the point where | can understand
what the difference between livestock and pets is. Right
now, they are more like pets that have names and are cared
for. Originally, they were animals that lived and worked
together with humans, and there was a system where you
could buy a replacement for them if they died. | think that

we should not forget that they are replaceable.
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K: I think many of us had a desire to keep recording all the

time, 24 hours a day. | think that a 24-hour record, or a
memory=experience that has been indefinitely continuing,
is something that would have only existed in memory until
now. But now, with surveillance cameras, it is possible to
record all the time. | believe that there is something different

about this situation...

: It's probably different. There is a film called Leviathan (2012)

by Véréna Paravel. It uses a GoPro to take the perspective
of a surveillance camera, going into places where humans
are not supposed to go, and being placed on a bank,
or something like that. This way gives the feeling that
something super-visual is being constructed in the film.
Something similar to this is happening in the timeline. |
think that the aesthetics and the function of the camera in

the filming have significantly changed.

. It's like the visual unconscious is reflected in it. . There are

countless times when we are simply asleep or in a daze, or

when the memory is blank.

: That's true. I've recorded goats for 400 hours or 500 hours

continuously, and it feels quite unusual and strange to
look at those files. | think that if it goes on for another 5 or
10 years, the density will become even higher, and it will

become a very strange visual experience.

: It's simply interesting to see something that long. I've never

seen 458 hours of continuously recorded video. This simple
and extremely long video record significantly surpasses
Andy Warhol's (1928—1987) Empire (1964). When I first saw
the record of goats, | thought it was similar to Tarr Béla's
(1955—) work, with the strong monochrome contrast of
the night footage. The contrast between the unintentional
textural quality of this footage and the poor quality when
it is in color is also interesting. I'm very interested to see
what will happen when this becomes a 365-day-long video

series.

: It's the opposite of My Life because it is a very simple

and casual record. But it's interesting that my way of
dealing with technology has been so expanded by this
recording. | also feel that there is an archival essence to
this documentary footage, in that it is something that will
function when the accident happens. It completely leaves
the decision of whether the filming was right or wrong up
to future generations. It's similar to surveillance cameras
which can be used to record court cases. | don't have
any proof, but | believe that indexicality and forensics are

going to attract more and more attention in art. | consider
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an exhibition with too much documentation to be a public
survey entitled “exhibition”. we are there to investigate the
various pieces of evidence from different works. Of course,
some parts are connected to the video, and for me, they

are all part of the evidence.

: It feels like very extreme documentation. For example,

the interesting thing about fixed-point observation is that
you can contract the time and show it. The most obvious
way to show the invisible daily speed, the change that is
invisible to human real-time perception, is through fixed-
point observation footage. But it's very new and interesting
to make people experience a very long time without
contracting it. It's a mechanism to show the length of time.
It is also interesting to note that, unlike movies, there is a
system that allows you to go back and watch the parts you

wish to see.

: What you just said is what | feel in my actual work. People

think in theory like this, "it's natural that things proceed
in such a way” or “Yes, we are able to record something
infinitely”. However, they don’t begin unless they actually
need to. In fact, once you begin, you can truly understand
that this way of using a camera is quite different from the

normal way.

.1 see. As you said earlier, no matter which part of the

footage you choose, just like the archival material, there is
potentially an overwhelming equivalency in it, or rather, all
of the parts are important. Well, you could also say that
none of them are important. It is fascinating in that sense. A

video in which the highlights cannot be made.

: There have been a lot of changes even in the past two

years. This goat keeping has also changed the scenery
in many ways. It may be important not only from the
perspective of art universities but also from the perspective
of university history. For example, people notice how the

school buildings look, or something like that.

: And the people who visit there also change, right?.
: That's right. Sometimes the mayor comes to see it.

: One of the interesting things about the material is that

the outside, the environment is also recorded in it. The
project is officially focused on the goat, but there are also
a lot of outside in the frame too. | think that's exactly the
fundamental requirement for things which work as a piece

of evidence.Thank you very much.
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VIC videotapes

A total of 19 tapes were digitized, listed below.

B{HE—%kaE T7+—<v b
VIC 0002|214 RHIET 1968 % 3 A 2 H— |MiniDV 1:03:01
6A29H
VIC 0003|215 HH#IEE 1968 % 3 A 2 H— |MiniDV 0:55:14
68298
VIC 0023|1718 %8 S HMB A8ER  [1974 & AT 1:05:04
VIC 0091 [dbAERIR No.9 549 = [1975F 10 810 [1/24—7> [0:08:18 |00:01- EECREFRELBAROEDFEL EMELRVIEICTEERENE TV S,
REZA b B—128 02:23- B5én
02:25- [RRE BME A>&Ea—]| EXFAMKRD,
04:19- [TOKYO ART FESTIVAL 1975] & XFEA MRS,
06:19- E#R
06:22- B [HRE BNME Av2Ea—] EXFHIWD,
06:25- [RFE SME A vZEa—] 5l EDE,
07:25- > LE@EAEE< 2%,
07:32- B2 S A TTICR 5,
07:35-BUT7 vy 70 [HREE $ME AvXEa—] OXF,
08:15- BRKIZ T,
VIC 0166 |RAIEE 76'4/29 2424 1976 F 4827 B—[1/2 4 —7> |0:18:50 |00:05- Beffath, BFAILH Y D &S HELEBERIC, BRERICOITEAYAMEETS,
VAV 5A1H 06:31- BEEN LK, BENFHNICHEHS, ArEhSNo7cY ROEBEDEFE LTS, H2
WEZ 0B ERIEHTWVLTW S Db,
08:11- v >V vDES BIHEY  BEBIIRED, BEREOANYRIRELF v RY v E2HE >
TW3,
12:37- F1BENLEH, BEEZRY, KRELBBITWS, KEZBEEZADD, XELRER
Y EFEERLBEL TV,
15:50- FLRXZEBT, FrRYVEHRYBBL, FLADEEZENWICEIFTRICES72E25
HMOBFENRED, Ry 7HEFATHY . I 2L URNTHEBNLERTH S,
18:26- 7z — K77 b, BEDEF,
18:50- Tho & & & ICHKRT,
VIC 0218217 &> & No7 1976 €7 A3 B |MiniDV 0:41:44
VIC0475[1978 11/21 &R BF BRIX  |1978 411 A 21 B [U-matic 0:18:26 [0:02- AT —VICEHE L B % T 22, RIBICHFHIBRY B ~EREIE WS BRARZ 2,
FROAR = O:M-BHL, EEHHL, BEEZTIRALLM,
0:27- BENBEL, RE—F %MD D,
4:32- ROBUNEIE, A—FIrE D,
6:34- LRI, BELAE—F,
10:36- WEDBGEHIEF TROBAICUIW BEDL S, BUENEES 2, AL—FMHhE 5,
14:03- HEAED Y, TN E—FF 5,
17:32- LMD EHEE T 5 B,
18:23- BRIR T
VIC 05461980 1/30 HFEE TH4EMDHR—IIL [1980 4 1 A 30 B |VHS 1:14:26
VIC 06141980 9/11 11pm &~y [1980 £ 9 A 11 B [VHS 1:04:23
T4 F NTV
VIC 06281980 11/8 Bk & #)IIR— [1980 11 A 8 H [VHS 2:03:16
B M 5 Xy T4+ Big
H158401 ¥ vHEIIL D
VIC 06291980 11/8 Bk > >R |19804 11 A8 B [VHS 0:34:38
L@32%
VIC 0847 [3EAIEF ZRDO KM B\ K0 51980 E587H [VHS 1:44:38
#EShf=ANNyH Il 8257
VIC 0848 | Rt L v 287+ —< 2 [19824 58 28 B [VHS 1:20:52
B 82.5.28
VIC 0997 | EE#8 R-1 89.6.30 1989 £ 6 A 30 A |U-matic 0:45:28 [00:00- 75 —/—
00:37- B

00:56- BRI ED Z A, BEFOBTEAIEI X %,

01:08- BUKBAMA, V7 7 A AUV ICK 2HEHMO L 5 REA IR, BD LS BEEA VKA
ind, BIELROER, Tzx/o L THUIONEELL, ALY PDT Y E—RICEDDIER
RO ZEDRRRY T4 bOFICEND,

01:30- 5 2L EMBADLMEIFEEZ EIF. FICIHIESAZTFTo>TW5, XMEDE/ B—IHEE B,
02:52- €/ A= 3 EMDRTTERIC 2 YETVWIANNOFUNFICED S, 2EDR
A <R Y, KA SEHEFT > AMHPENS LRAKIC, BTOWEAPREE LY 2A
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05:00- HIEHLROBMYEL P, HMAICOLWTORENBESN, FYEF>ERITRET 2, Ho
BHOE/ A—F B (KHEDI—-FR) LHETT S,

06:22- BUPHAEEZBNICAT 2 L RADEHNEIN, BEL. BERATEEN Ry T7X V2 %5H2,
07:10- RPG DEH %R L 715 T, B PEBICHLEZAY (77H7) 12b%. BRLAELE
Zt (7F). HELRICETW B (5B%) OBRPEBIEIND,

17:30- BH DO ANBEKROFRIC, BAE BINT 2 AYH'EI > TAZHRAICKD 2,

20:15- B+ A2 2T D AYH AR EEHICEIT ISk E, LIELOBITINGTHN, TF7HTETF
DRFEIIRE D,

24:01- T 7 AT ICBRINT FIERWE D,

25:34- RENBWBEZEFIND, TI7HTREEICEDEEMYRLTEL LW EHRET 5,
31:145- TS AT EREDFENE L E Y, BEN =T 4 —PHROBNEZFLBD ZHD, TFIC
HELTWEBUEL B BB ZEIF> TR>TL %,

3244- BB EF S LBUATFEEOICLTWVWA L, KFLEBHITENRTHOBUEIRNAN
VRREZFED, WY ERETVFERBLHY . BUDIT%EED,

38:221- BWREN S WY& RIEED, RELTITHTBUKDOELETEHT, 7¥H/—F 41—
by, FEDERNTICE .

42:44- FHEDI—T 4 —DHEEEANBWICH Y EENR->TL B, AV R RIFEEL, LWh<
DHBT7—*AVERRD,

45:00- i5tz, BMEOHF, 10 PEOBHOKRELATF 7 XEN 5,

45:26- BURIL T,
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ABNE- T &, TEHNBUOEHBL, BUHICEZHENT 3,
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43:27- HEBNM KDY | AF, BEERE,
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28:10- AL /N> FOMEHL D LIRS,
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AIh3,
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FIEEE A 7 —F Ko Nakajima’s videotapes

LUTRDT I ZINALEIT 1=, LTI ZFDRRTH 5, A total of 247 tapes were digitized, listed below.
*AY R RE.CCIEMOMAIZE B U X F(2018) % b & ICHERL S N7z, * This list refers to the list by CCJ and Moma (2018).
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02:25—%FE=2 -8V DCATVIZR TS L, RAZYVFANODA ¥ 74 X =2 3V b— LA
RLHEND,

02:40——HEITKR TV B FEAANDS— AT OEHCBN, A XF%EIBYL TWEFEICIEE,
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0:41—1:07 HBEEIY BEb Y, BAIEEHE, B2ANE S,
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%, BZHLREE? THERET 3 BL3AM,

11:45—13:33HEAEDL P OLREICEEER <,
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51.87 + BREX 00:09:00—451BH & F 2 —NOHATHERI NN Y FIC L BEE,
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524257 —Y bE FFTFALNORETELIICETAASEVNTBE, AVI7rE—2E, Hu
—KOHBEBFICHL, dohrERASE>THS,
8:40—RT—VHRDBEEOFEKHN2DL B BE-> TWEIERFHIMRS,
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3NM4—YAVIIEL DBV Y I YV T T, BREAFUBET I AT A NPT —FEICOWTT
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1:29—Veronique Sanson @ "Tu sais que je t'aime bien" %>, Barry Manilow ® "She's A Star" 21T
W5,
347—HEEICH LI AL AN, —RELY v 7 I %KET %, Michel Fugain ® "L'homme"
AFRNTWD,
5:30—5 e RR IV I 2 T EBZETNIZEA T YT 24 %<, Michel Fugain ® "Le petit soldat"
AFRN TS,
832—F VTV ADEFRIC, U IV v T VOB FORERETHALAD LTy FHABRLEE
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o 25057, HOBMEANLEL TLWEIDONERTE %, KT, FOFIRY PZOEAEICHS,

03:52—H X FH'5| &, BELBHIMD, Z0k, BUEDT v 7HREN D,
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Ko Nakajima’s Photos
A total of 1,126 photos. We did research about the contents of
them based on the digital data and further digitized some of

them. Below is the list of the items.

B —&REC

Z7+—<vy b

35-04-001_001 AR 19604 35mm 7 4 )L Ls T/ B
35-04-001_002 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-002_001 Ekn 19604 35mm 7 4 JL Ly I8
35-04-002_002 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-002_003 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-002_004 ks 1960 35mm 7 4 JL Ly I/8
35-04-003_001 SEKR 19604 35mm 7 4 JLLs I/ B
35-04-003_002 SEKR 19604 35mm 7 4 JLLs T/ 8
35-04-004_001 SEAGH 19604 35mm 7 4 )L Ls T/ B
35-04-004_002 HBAGH 19604 35mm 7 4 L Ls T/ 8
35-04-005_001 ) 19604 35mm 7 4 JL Ly I8
35-04-005_002 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-006_001 EkH 19604 35mm 7 4 JL Ly /5
35-04-006_002 19604 35mm 7 4 JLLs I/ B
35-04-007_001 19604 35mm 7 4 JLLs I/ B
35-04-007_002 19604 35mm 7 4 )L Ls I/ B
35-04-008_001 19604 35mm 7 4 )L Ls I/ B
35-04-008_002 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-009_001 K 19604 35mm 7 4 JL Ly I/ 8
35-04-009_002 EkH 1960 35mm 7 4 JL Ly /8
35-04-010_001 SEAKR 19604 35mm 7 4 JLLs T/ 8
35-04-010_002 SEKR 19604 35mm 7 4 JLLs T/ 8
35-04-011_001 SEIGR 19604 35mm 7 4 JLLs T/ 8
35-04-011_002 SEAGH 19604 35mm 7 4 L Ls T/ B
35-04-012_001 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-012_002 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-013_001 EkH 1960 35mm 7 4 JL Ly 18
35-04-013_002 SEKR 19604 35mm 7 4 JLLs I/ 8
35-04-014_001 19604 35mm 7 4 JLLs T/ B
35-04-014_002 19604 35mm 7 4 L Ls TI/5
35-04-015_001 B 19604 35mm 7 4 L Ls T/ B
35-04-015_002 BAGH 19604 35mm 7 4 JLLs I/ 8
35-04-016_001 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-016_002 KA 1960 35mm 7 4 JL Ly I8
35-04-017_001 EkH 19604 35mm 7 4 JLLs I/ 8
35-04-017_002 SEKR 19604 35mm 7 4 JLLs T/ B
35-04-018_001 SEKR 19604 35mm 7 4 JLLs T/ 8
35-04-018_002 SEAGH 19604 35mm 7 4 L Ls T/ B
35-04-018_003 ) 19604 35mm 7 4 JLLs T/ 5
35-04-019_001 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-019_002 ) 1960 35mm 7 4 JL Ly I/ 8
35-04-020_001 ks 19604 35mm 7 4 JLLs I/ 8
35-04-020_002 SEKR 19604 35mm 7 4 JLLs I/ B
35-04-021_001 SEKR 19604 35mm 7 4 JLLs T/ 8
35-04-022_001 19604 35mm 7 4 JLLs T/ 8
35-04-023_001 19604 35mm 7 4 L Ls T/ 5
35-04-024_001 19604 35mm 7 4 JL Ly I/ 8
35-04-024_002 ) 1960 35mm 7 4 JL Ly I/ 8
35-04-025_001 EkH 19604 35mm 7 4 JL Ly /5
35-04-025_002 SEKR 19604 35mm 7 4 JLLs I/ B
35-04-026_001 SEKR 19604 35mm 7 4 JLLs I/ B
35-04-026_002 SEKR 19604 35mm 7 4 )L Ls T/ 8
35-04-027_001 AR 19604 35mm 7 4 L Ls T/ B
35-04-027_002 ) 19604 35mm 7 4 JL Ly I8
35-04-028_001 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-028_002 EkH 1960 35mm 7 4 JL Ly /5
35-04-029_001 SEAKR 1960 35mm 7 4 JLLs I/ 5
35-04-029_002 SEKR 19604 35mm 7 4 JLLs T/ 8
35-04-030_001 SEKR 19604 35mm 7 4 JLLs T/ 8
35-04-030_002 SEKR 19604 35mm 7 4 )L Ls T/ B
35-04-031_001 BAGH 19604 35mm 7 4 JLLs /8
35-04-031_002 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-032_001 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-032_002 ks 19604 35mm 7 4 JL Ly I/8
35-04-033_001 SEKR 19604 35mm 7 4 JLLs I/ B
35-04-033_002 SEKR 19604 35mm 7 4 JLLs T/ 8
35-04-034_001 SEIAGR 19604 35mm 7 4 L Ls T/ B
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35-04-034_002 SEKR 19604 35mm 7 4 JLLs T/ 8
35-04-035_001 SEAGR 19604 35mm 7 4 )L Ls T/ 8
35-04-035_002 SEAGH 19604 35mm 7 4 L Ls T/ B
35-04-036_001 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-036_002 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-037_001 Bk 1960 35mm 7 4 JL Ly /8
35-04-037_002 SEKR 19604 35mm 7 4 JLLs T/ 8
35-04-038_001 SEKR 19604 35mm 7 4 JLLs T/ B
35-04-038_002 SEKR 19604 35mm 7 4 JLLs I/ 5
35-04-039_001 SEAGH 19604 35mm 7 4 )L Ls T/ B
35-04-039_002 ) 19604 35mm 7 4 JL s T/ 8
35-04-040_001 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-040_002 Bk 1960 35mm 7 4 JL Ly /5
35-04-041_001 EkH 1960 35mm 7 4 JLLs I/ 8
35-04-041_002 SEKR 19604 35mm 7 4 JLLs T/ 8
35-04-042_001 SEKR 19604 35mm 7 4 JLLs T/ 8
35-04-042_002 SEAGH 19604 35mm 7 4 L Ls T/ B
35-04-043_001 FBAGH 19604 35mm 7 4 L Ls T/ 8
35-04-043_002 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-044_001 S 1960 35mm 7 4 JL Ly I/ 8
35-04-044_002 ks 19604 35mm 7 4 JLLs I/ 8
35-04-045_001 SEKR 19604 35mm 7 4 JLLs I/ B
35-04-045_002 SEKR 19604 35mm 7 4 JLLs T/ 8
35-04-046_001 SEAGR 19604 35mm 7 4 )L Ls T/ 8
35-04-046_002 HBAGH 19604 35mm 7 4 Vs T/ 8
35-04-047_001 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-047_002 AR 19604 35mm 7 4 JL Ly I/ 8
35-04-048_001 EkH 1960 35mm 7 4 JL Ly /8
35-04-048_002 SEKR 19604 35mm 7 4 JLLs I/ B
35-04-049_001 B 19604 35mm 7 4 JLLs I/ 8
35-04-049_002 SEKR 19604 35mm 7 4 L Ls T/ 8
35-04-050_001 AR 19604 35mm 7 4 L Ls T/ B
35-04-050_002 ) 19604 35mm 7 4 JL s I8
35-04-051_001 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-051_002 EkH 1960 35mm 7 4 JL Ly 15
35-04-052_001 SEAKR 19604 35mm 7 4 JLLs T/ B
35-04-052_002 SEKR 19604 35mm 7 4 JLLs T/ 8
35-04-053_001 SEIGH 19604 35mm 7 4 )L Ls T/ 8
35-04-053_002 AR 19604 35mm 7 4 L Ls T/ B
35-04-054_001 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-054_002 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-055_001 KA 1960 35mm 7 4 JL Ly 18
35-04-055_002 SEAKR 19604 35mm 7 4 JLLs I/ 8
35-04-056_001 SEKR 19604 35mm 7 4 JLLs T/ B
35-04-056_002 SR 19604 35mm 7 4 JLLs T/ 8
35-04-057_001 SEKR 19604 35mm 7 4 L Ls T/ B
35-04-057_002 ) 19604 35mm 7 4 JLLs T/ 5
35-04-058_001 ) 19604 35mm 7 4 JL Ly T/ 5
35-04-058_002 ) 1960 35mm 7 4 JL Ly /5
35-04-059_001 ks 1960 35mm 7 4 JLLs T/ 8
35-04-059_002 SEKR 19604 35mm 7 4 JLLs T/ B
35-04-060_001 SEKR 19604 35mm 7 4 JLLs T/ 5
35-04-060_002 SEKR 19604 35mm 7 4 L Ls T/ B
35-04-061_001 FBAGH 19604 35mm 7 4 JLLs T/ 8
35-04-061_002 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-062_001 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-062_002 ks 1960 35mm 7 4 L Ls I/ 8
35-04-063_001 SEKR 19604 35mm 7 4 JLLs I/ B
35-04-063_002 SEKR 19604 35mm 7 4 JLLs T/ B
35-04-064_001 SEIGR 19604 35mm 7 4 JLLs T/ B
35-04-064_002 B 19604 35mm 7 4 L Ls T/ B
35-04-065_001 ) 19604 35mm 7 4 JLLs I8
35-04-065_002 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-066_001 K 19604 35mm 7 4 JL Ly /8
35-04-066_002 SEAKR 19604 35mm 7 4 JLLs T/ 5
35-04-067_001 SEKR 19604 35mm 7 4 JLLs T/ 8
35-04-067_002 SR 19604 35mm 7 4 JLLs T/ 8
35-04-068_001 SEAGH 19604 35mm 7 4 )L Ls T/ B
35-04-068_002 BAGH 19604 35mm 7 4 JVLs /8
35-04-069_001 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-069_002 Bk 19604 35mm 7 4 JL Ly /5
35-04-070_001 EkH 1960 35mm 7 4 JLLs I/ 8
35-04-070_002 SEKR 19604 35mm 7 4 JLLs T/ B
35-04-071_001 SEKR 19604 35mm 7 4 JLLs T/ 8
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35-04-071_002 SEKR 19604 35mm 7 4 JLLs T/ 8
35-04-072_001 SEKR 19604 35mm 7 4 )L Ls T/ 8
35-04-072_002 SEAGH 19604 35mm 7 4 L Ls T/ B
35-04-073_001 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-073_002 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-074_001 Bk 1960 35mm 7 4 JL Ly /8
35-04-074_002 SEKR 19604 35mm 7 4 JLLs T/ 8
35-04-075_001 SEKR 19604 35mm 7 4 JLLs T/ B
35-04-075_002 SEKR 19604 35mm 7 4 JLLs I/ 5
35-04-076_001 SEAGH 19604 35mm 7 4 )L Ls T/ B
35-04-076_002 ) 19604 35mm 7 4 JL s T/ 8
35-04-077_001 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-077_002 Bk 1960 35mm 7 4 JL Ly /5
35-04-078_001 EkH 1960 35mm 7 4 JLLs I/ 8
35-04-078_002 SEKR 19604 35mm 7 4 JLLs T/ 8
35-04-079_001 SEKR 19604 35mm 7 4 JLLs T/ 8
35-04-079_002 SEAGH 19604 35mm 7 4 L Ls T/ B
35-04-080_001 ) 19604 35mm 7 4 )L Ls T/ 5
35-04-080_002 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-081_001 S 1960 35mm 7 4 JL Ly I/ 8
35-04-081_002 ks 19604 35mm 7 4 JLLs I/ 8
35-04-082_001 SEKR 19604 35mm 7 4 JLLs I/ B
35-04-082_002 SEKR 19604 35mm 7 4 JLLs T/ 8
35-04-083_001 SEAGR 19604 35mm 7 4 )L Ls T/ 8
35-04-083_002 BAGH 19604 35mm 7 4 L Ls T/ 5
35-04-084_001 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-084_002 AR 19604 35mm 7 4 JL Ly I/ 8
35-04-084_003 EkH 1960 35mm 7 4 JL Ly /8
35-04-085_001 SEKR 19604 35mm 7 4 JLLs I/ B
35-04-085_002 B 19604 35mm 7 4 JLLs I/ 8
35-04-086_001 SEAGR 19604 35mm 7 4 L Ls T/ 8
35-04-086_002 AR 19604 35mm 7 4 L Ls T/ B
35-04-087_001 ) 19604 35mm 7 4 JL s I8
35-04-087_002 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-088_001 EkH 1960 35mm 7 4 JL Ly 15
35-04-088_002 SEAKR 19604 35mm 7 4 JLLs T/ B
35-04-089_001 SEKR 19604 35mm 7 4 JLLs T/ 8
35-04-089_002 SEIGH 19604 35mm 7 4 )L Ls T/ 8
35-04-090_001 S 19604 35mm 7 4 L Ls T/ B
35-04-090_002 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-091_001 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-091_002 KA 1960 35mm 7 4 JL Ly 18
35-04-092_001 SEAKR 19604 35mm 7 4 JLLs I/ 8
35-04-092_002 SEKR 19604 35mm 7 4 JLLs T/ B
35-04-093_001 SEKR 19604 35mm 7 4 JLLs I/5
35-04-093_002 SEKR 19604 35mm 7 4 L Ls T/ B
35-04-094_001 ) 19604 35mm 7 4 JLLs T/ 5
35-04-095_001 ) 19604 35mm 7 4 JL Ly T/ 5
35-04-095_002 ) 1960 35mm 7 4 JL Ly /5
35-04-096_001 ks 1960 35mm 7 4 JLLs T/ 8
35-04-096_002 SEKR 19604 35mm 7 4 JLLs T/ B
35-04-097_001 SEKR 19604 35mm 7 4 JLLs T/ 5
35-04-097_002 SEKR 19604 35mm 7 4 L Ls T/ B
35-04-098_001 FBAGH 19604 35mm 7 4 JLLs T/ 8
35-04-098_002 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-099_001 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-099_002 ks 1960 35mm 7 4 L Ls I/ 8
35-04-100_001 SEKR 19604 35mm 7 4 JLLs I/ B
35-04-100_002 SEKR 19604 35mm 7 4 JLLs T/ B
35-04-101_001 SEIGR 19604 35mm 7 4 JLLs T/ B
35-04-101_002 SEAGH 19604 35mm 7 4 L Ls T/ B
35-04-102_001 ) 19604 35mm 7 4 JLLs I8
35-04-102_002 ) 19604 35mm 7 4 JL Ly I/ 8
35-04-102_003 K 19604 35mm 7 4 JL Ly /8
35-04-103_001 SEAKR 19604 35mm 7 4 JLLs T/ 5
35-04-103_002 SEKR 19604 35mm 7 4 JLLs T/ 8
35-04-104_001 SEKR 19604 35mm 7 4 JLLs I/ 5
35-04-104_002 B 19604 35mm 7 4 )L Ls T/ B
35-04-105_001 BAGH 19604 35mm 7 4 VL I8
35-04-105_002 SEKR 19604 35mm 7 4 JLLs T/ B
35-04-106_001 SEKR 19604 35mm 7 4 JLLs I/ 8
35-04-106_002 SEKR 19604 35mm 7 4 JLLs T/ B
35-04-107_001 HBAGH 19604 35mm 7 4 JLLs /8
35-04-107_002 ) 19604 35mm 7 4 JL Ly I/ 8
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35-04-108_001 S 19604 35mm 7 4 JLLs I8
35-04-108_002 KA 19604 35mm 7 4 )L Ls I8
35-04-109_001 AR 1960 35mm 7 4 L L I/ 5
35-04-109_002 BAGH 19605 35mm 7 4 JLLs I8
35-04-110_001 KA 19604 35mm 7 4 JLLs I/5
35-04-110_002 KR 19604 35mm 7 4 JLLs I/5
35-04-111_001 SEKA 19604 35mm 7 4 JLLs I8
35-04-111_002 S 19604 35mm 7 4 JLLs TI/8
35-04-112_001 KA 19604 35mm 7 4 JLLs TI/8
35-04-112_002 KA 19604 35mm 7 4 L L I/ 5
35-04-113_001 BAGH 19604 35mm 7 4 JLLs TI/8
35-04-113_002 TR 19604 35mm 7 4 JLLs I/5
35-04-114_001 KA 19604 35mm 7 4 JLLs I/5
35-04-114_002 KA 19604 35mm 7 4 JLLs I8
35-04-115_001 S 19604 35mm 7 4 JLLs TI/8
35-04-115_002 KA 19605 35mm 7 4 JLLs TI/8
35-04-116_001 S 19604 35mm 7 4 L L I8
35-04-116_002 Ik 19604F 35mm 7 4 L Ls T/ 8
35-04-116_003 HEGH 19604 35mm 7 4 JLLs I8
35-05-001_001 KA 19604 35mm 7 A JLLs I/5
35-05-001_002 KA 19604 35mm 7 4 JLLs I8
35-05-002_001 SEKA 19604 35mm 7 4 JLLs =
35-05-002_002 S 19605 35mm 7 4 JLLs TI/8
35-05-003_001 AR 19604 35mm 7 4 L L I/ 5
35-05-003_002 HBAGH 19604 35mm 7 A )L L TI/8
35-05-004_001 EAGH 19604 35mm 7 4 JLLs I8
35-05-004_002 KA 19604 35mm 7 4 JLLs I/5
35-05-005_001 KA 19604 35mm 7 A JLLs I/5
35-05-005_002 KA 19604 35mm 7 4 JLLs I8
35-05-006_001 KA 19605 35mm 7 4 JLLs TI/8
35-05-006_002 AR 19604 35mm 7 4 L L I8
35-05-007_001 TR 19604 35mm 7 4 L L I/ 5
35-05-007_002 HEAGH 19604 35mm 7 4 JLLs I8
35-05-008_001 KA 19604 35mm 7 4 JLLs I/5
35-05-008_002 KA 19604 35mm 7 4 JLLs I/5
35-05-009_001 SEKA 19604 35mm 7 4 JLLs I8
35-05-009_002 KA 19605 35mm 7 4 JLLs I8
35-05-010_001 AR 1960 35mm 7 4 )L Ls I8
35-05-010_002 BACR 1960 35mm 7 4 L L I/ 5
35-05-011_001 SBAGH 19604 35mm 7 4 JLLs I8
35-05-011_002 SR 19604 35mm 7 4 JLLs I/5
35-05-011_003 KR 19604 35mm 7 4 JLLs I/5
35-05-012_001 B 19604 35mm 7 4 JLLs I8
35-05-012_002 KA 19605 35mm 7 4 JLLs I8
35-05-013_001 AR 1960 35mm 7 4 JLLs TI/8
35-05-013_002 KA 19604 35mm 7 4 L L I/ 5
35-05-014_001 BAGH 19604 35mm 7 4 JLLs TI/8
35-05-014_002 SR 19604 35mm 7 4 JLLs I/5
35-05-015_001 FEIKA 19604 35mm 7 4 JLLs I/5
35-05-015_002 KA 19604 35mm 7 4 JLLs TI/8
35-05-016_001 Px¥ X, EAZTR-EVY 35mm 7 4 )L Ls
35-05-016_002 Py X, EAZT R EVY 35mm 7 1 L Ls
35-05-017_001 Py X, £OZT R EVY 35mm 7 4 L L
35-05-017_002 Py X, £OQZT R EVY 35mm 7 4 L L
35-05-018_001 Py R, £OAZTR-EVY 35mm 7 A JLLs
35-05-018_002 Py R, £OZT R EVY 35mm 7 4 JLLs
35-05-018_003 Py R, £AZT R EVY 35mm 7 A JLLs
35-05-019_001 Px¥ X, EAZTR-EVY 35mm 7 4 L Ls
35-05-019_002 Py X, £AZTR-EVY 35mm 7 14 L Ls
35-05-020_001 Py X, £OZT R EVY 35mm 7 4 L L
35-05-020_002 Py X, £OQZT R EVY 35mm 7 4 JLLs
35-05-021_001 Py R, £OAZT R EVY 35mm 7 A4 JLLs
35-05-021_002 Sy R, £LOAZTR-EVY 35mm 7 4 JLLs
35-05-022_001 Py R, £AZT R EVY 35mm 7 4 JLLs
35-05-022_002 Py R, £AZT R EVY 35mm 7 4 JLLs
35-05-023_001 Py X, EAZTR-EVY 35mm 7 4 )L Ls
35-05-023_002 Py R, AT R EVY 35mm 7 4 JLLs
35-05-023_003 Py X, £OZT R EVY 35mm 7 4 L L
35-05-023_004 Py X, OQAZT R EVY 35mm 7 4 L L
35-05-024_001 Py R, £OZTR-EVY 35mm 7 4 JLLs
35-05-024_002 Py R, £OAZT R EVY 35mm 7 4 JLLs
35-05-025_001 NL— R, BR 35mm 7 4 JLLs
35-05-025_002 NL— R, BR 35mm 7 4 JLLs
35-05-026_001 NL— R, BER 35mm 7 4 )L Ls
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35-05-026_002 NL— R, BR 35mm 7 4 JLLs

35-05-027_001 NL— R, BR 35mm 7 1 L Ls

35-05-028_001 NL— R, BR 35mm 7 4 ULy

35-05-028_002 NL— K, BR 35mm 7 4 JLLs

35-05-028_003 NL— R, BR 35mm 7 4 JLLs

35-05-029_001 NL— R, BR 35mm 7 4 JLLs

35-05-029_002 NL— R BR 35mm 7 4 L Ls

35-05-030_001 NSL— R, BR. BHAHE 35mm 7 4 )L Ls

35-05-031_001 NL— R BR 35mm 7 4 ULy

35-05-032_001 NL— R, BR 35mm 7 4 ULy

35-05-033_001 35 35mm 7 4 JL Ly

35-05-034_001 [ 35mm 7 4 JLLs

35-05-035_001 [ 35mm 7 4 JLLs

35-05-036_001 i 35mm 7 4 )L Ls

35-05-036_002 e 35mm 7 4 )L Ls

35-05-037_001 B 35mm 7 4 JLLs

35-05-037_002 # 35mm 7 4 ULy

35-05-037_003 35 35mm 7 4 JL Ly

35-05-037_004 3 35mm 7 4 JLLs

35-05-037_005 BHE, i1 35mm 7 4 JLLs

35-05-038_001 o 35mm 7 4 )L Ls

35-05-038_002 S 35mm 7 4 L Ls

35-05-038_003 35 35mm 7 4 JLLs

35-05-038_004 # 35mm 7 4 ULy

35-05-038_005 # 35mm 7 4 ULy

35-05-038_006 ., B 35mm 7 4 JLLs

35-05-039_001 [ 35mm 7 4 JLLs

35-05-039_002 EH 35mm 7 4 JLLs

35-05-039_003 & 35mm 7 4 )L Ls

35-05-039_004 # 35mm 7 4 JL s

35-05-039_005 # 35mm 7 4 L1y

35-05-039_006 # 35mm 7 4 ULy

35-05-040_001 1 35mm 7 4 JLLs

35-05-041_001 [ 35mm 7 4 JLLs

35-05-041_002 # 35mm 7 4 JLLs

35-05-041_003 # 35mm 7 4 )L Ls

35-05-042_001 s 35mm 7 4 JLLs FEIR
35-05-043_001 B 35mm 7 4 JLLs

35-05-044_001 g 35mm 7 4 JLLs

35-05-044_002 B 35mm 7 4 ULy

35-05-045_001 E 35mm 7 4 JLLs

35-05-045_002 HER 35mm 7 4 JLLs

35-05-046_001 KEIAVTFR b 35mm 7 4 L Ls T/ B
35-05-047_001 KEAVT Rk 35mm 7 4 Vs T/ 5
35-05-047_002 KEAVT Rk 35mm 7 4 JL Ly I8
35-05-048_001 KEAVTR L, BE 35mm 7 4 JL Ly I/ 8
35-05-048_002 KEAVTR b, BE 35mm 7 4 JL s I8
35-05-049_001 I/ 8 35mm 7 4 L Ls I/ B
35-05-049_002 I/ 8 35mm 7 4 JLLs T/ B
35-05-050_001 I/ 8 35mm 7 4 )L Ls T/ B
35-05-050_002 I/ 8 35mm 7 4 L Ls T/ B
35-05-051_001 I/ 8 35mm 7 4 JLLs I8
35-05-051_002 T/ 5 35mm 7 4 JL Ly I/ 8
35-05-052_001 T/ 8 35mm 7 4 JL Ly I8
35-05-052_002 I/ 8 35mm 7 4 JLLs I/ B
35-05-052_003 I/ 8 35mm 7 4 JLLs T/ B
35-05-053_001 I/ 8 35mm 7 4 L Ls I/ B
35-05-053_002 I/ B 35mm 7 4 L Ls T/ B
35-05-054_001 I/ 8 35mm 7 4 JLLs I8
35-05-054_002 T/ 8 35mm 7 4 JL Ly I/ 8
35-05-055_001 T/ 5 35mm 7 4 JL Ly I8
35-05-055_002 I/ 8 35mm 7 4 JLLs I/ 8
35-05-056_001 I/ 8 35mm 7 4 JLLs T/ B
35-05-056_002 I/ 8 35mm 7 4 JLLs I/ 8
35-05-057_001 IS 35mm 7 4 L Ls

35-05-057_002 AT 35mm 7 4 L Ls

35-05-058_001 AT 35mm 7 4 L1y

35-05-058_002 AT 35mm 7 4 ULy

35-05-059_001 TR 35mm 7 4 JLLs

35-05-060_001 TR 35mm 7 4 JLLs

35-05-060_002 FES 35mm 7 4 JLLs

35-05-061_001 IS 35mm 7 4 )L Ls

35-05-061_002 IS 35mm 7 4 JL s

35-05-062_001 IR 35mm 7 4 L1y
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35-05-062_002 R 35mm 7 4 JLLs
35-05-063_001 FES 35mm 7 4 L Ls
35-05-063_002 TR 35mm 7 4 L L
35-05-064_001 L 35mm 7 4 JLLs
35-05-064_002 Y 35mm 7 4 JLLs
35-05-065_001 FES 35mm 7 4 JLLs
35-05-065_002 Y 35mm 7 4 JLLs
35-05-066_001 B 35mm 7 4 JLLs
35-05-067_001 FELH, AR 35mm 7 4 JLLs
35-05-067_002 FEL, AR 35mm 7 4 L Ls
35-05-068_001 TS 35mm 7 4 JLLs
35-05-068_002 R 35mm 7 4 JLLs
35-05-069_001 N 35mm 7 4 JLLs
35-05-069_002 B 35mm 7 4 JLLs
35-05-070_001 B 35mm 7 4 JLLs
35-05-070_002 FER 35mm 7 4 JLLs
35-05-071_001 HELT 35mm 7 4 L L
35-05-071_002 TS 35mm 7 4 L Ls
35-05-072_001 L 35mm 7 4 JLLs
35-05-073_001 N 35mm 7 A4 JLLs
35-05-073_002 FES 35mm 7 4 ULy
35-05-074_001 B 35mm 7 4 JLLs
35-05-074_002 BEFEHT 35mm 7 4 JLLs
35-05-075_001 RS 35mm 7 4 L Ls
35-05-075_002 TR 35mm 7 4 Vs
35-05-076_001 L 35mm 7 4 JLLs
35-05-077_001 T 35mm 7 4 JLLs
35-05-077_002 FEN 35mm 7 A JLLs
35-05-078_001 B 35mm 7 4 JLLs
35-05-079_001 B 35mm 7 4 JLLs
35-05-079_002 FEL 35mm 7 4 L L
35-05-079_003 TS 35mm 7 4 UL
35-05-079_004 L 35mm 7 4 JLLs
35-05-080_001 Y 35mm 7 4 JLLs
35-05-081_001 FEN 35mm 7 4 JLLs
35-05-081_002 B 35mm 7 4 JLLs
35-05-082_001 R 35mm 7 4 JLLs
35-05-082_002 SRR 35mm 7 4 L Ls
35-05-083_001 TS 35mm 7 4 L L
35-05-083_002 L 35mm 7 4 JLLs
35-05-084_001 T 35mm 7 4 JLLs
35-05-084_002 FES 35mm 7 4 JLLs
35-05-085_001 Y 35mm 7 4 JLLs
35-05-085_002 B 35mm 7 4 JLLs
35-05-086_001 FES 35mm 7 4 JLLs
35-05-086_002 FES 35mm 7 4 )L Ls
35-05-087_001 L 35mm 7 4 JLLs
35-05-087_002 Y 35mm 7 4 JLLs
35-05-087_003 B 35mm 7 4 JLLs
35-05-087_004 B 35mm 7 4 JLLs
35-05-088_001 FEH 35mm 7 4 JLLs
35-05-088_002 FEL 35mm 7 4 JLLs
35-05-089_001 FEL 35mm 7 4 L Ls
35-05-089_002 FEDH 35mm 7 4 JLLs
35-05-090_001 REE ? 35mm 7 A4 JLLs
35-05-090_002 HRER ? 35mm 7 4 JLLs
35-05-090_003 REE ? 35mm 7 4 JLLs
35-05-091_001 FEE 19644 35mm 7 4 JLLs
35-05-092_001 T/ 8 35mm 7 4 JLLs T8
35-05-093_001 T/ 5 35mm 7 4 L Ls T8 fR
35-05-093_002 T/ 8 35mm 7 4 )L Ly TI/B AR
35-05-093_003 EZA 35mm 7 4 ULy
35-05-094_001 T/ B BE 35mm 7 4 JLLs I/5
35-05-094_002 FROBEF, H& 35mm 7 4 JLLs
35-05-094_003 EHE 35mm 7 4 JLLs
35-05-094_004 £, 4 35mm 7 4 JLLs
35-05-095_001 HigE, & 35mm 7 4 L Ls
35-05-096_001 B E 35mm 7 4 JLLs
35-05-097_001 I/ B, 1 35mm 7 4 JLLs I8
35-05-097_002 I/85. 8 35mm 7 4 JLLs I/5
35-05-097_003 NS 35mm 7 4 JLLs
35-05-097_004 ENIRLSE 35mm 7 4 JLLs
35-05-098_001 #H, &Y 35mm 7 4 JLLs
35-05-099_001 # 35mm 7 4 L Ls
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35-05-099_002 # 35mm 7 4 JLLs

35-05-100_001 A 35mm 7 4 L Ls BiE
35-05-101_001 [ 35mm 7 4 )L Ls

35-05-102_001 # 35mm 7 4 ULy FBRHEH /<
35-05-102_002 # 35mm 7 4 ULy

35-05-103_001 FEH 35mm 7 4 JL s

35-05-103_002 Frb 35mm 7 4 JLLs

35-05-104_001 # 35mm 7 4 JLLs

35-05-104_002 # 35mm 7 4 VL

35-05-105_001 # 35mm 7 4 L Ls

35-05-105_002 # 35mm 7 4 VL

35-05-106_001 T/ 5 35mm 7 4 JLLs I/ 8
35-05-106_002 T/ 5 35mm 7 4 JL Ly I8
35-05-107_001 T/ 5 35mm 7 4 JLLs I8
35-05-107_002 I/ 8 35mm 7 4 JLLs T/ B
35-05-108_001 T/ 8 35mm 7 4 )L Ls T/ 8
35-05-108_002 T/ 8 35mm 7 4 L Ls T8
35-05-109_001 BE 35mm 7 4 VL SEEEE21AEHEEAS
35-05-109_002 B33 35mm 7 4 JLLs PEESE21RIEHEEAS
35-05-110_001 8B ? 35mm 7 4 JLLs

35-05-110_002 FEb 35mm 7 4 JLLs

35-05-111_001 4 35mm 7 4 )L Ls

35-05-111_002 4 35mm 7 A4 )L Ls

35-05-112_001 EE 35mm 7 4 )L Ly

35-05-112_002 35 35mm 7 4 VL

35-05-112_003 35 35mm 7 4 VL

35-05-113_001 EE 35mm 7 4 JLLs

35-05-113_002 B 35mm 7 4 JLLs

35-05-113_003 BHE 35mm 7 4 JLLs

35-05-113_004 BHE 35mm 7 A4 )L Ls

35-05-114_001 R, 7 35mm 7 4 JLLs

35-05-115_001 iR 35mm 7 4 )L L &R
35-05-115_002 BiRE 35mm 7 4 VL &R
35-05-116_001 ET 35mm 7 4 VL

35-05-117_001 EE 35mm 7 4 )L Ls

35-05-117_002 FBE, FLH 35mm 7 4 )L Ls

35-05-118_001 BHE, EARF 35mm 7 4 )L Ls

35-05-118_002 ENEEE 35mm 7 4 )L Ls

35-05-119_001 1 35mm 7 4 )L Ls F 114
35-05-119_002 LEFE 35mm 7 4 )L L UM ?
35-05-120_001 FEH 35mm 7 4 )L Ly

35-05-120_002 TR ? 35mm 7 4 )L Ly

35-05-121_001 BHE, 1§ 35mm 7 4 )L Ls

35-05-121_002 4 35mm 7 4 )L Ls

35-05-122_001 BB 35mm 7 4 )L Ls ERE TEhER
35-05-122_002 REF 35mm 7 4 JLLs EE

35-05-123_001 ENESN 35mm 7 4 )L L

35-05-123_002 ENESUN 35mm 7 4 UL

35-05-124_001 # 35mm 7 4 )L L

35-06-001_001 [N 35mm 7 4 )L Ls

35-06-001_002 BEEZDOFFED 35mm 7 4 )L Ls

35-06-002_001 SHEE 35mm 7 4 )L Ls

35-06-002_002 SHEE 35mm 7 4 )L Ls

35-06-003_001 SEE 35mm 7 4 VL

35-06-003_002 EE 35mm 7 4 VL

35-06-004_001 EEES 35mm 7 4 L1y

35-06-004_002 EEE 35mm 7 4 )L Ls

35-06-004_003 EEE 35mm 7 4 )L Ls

35-06-005_001 SHEE 35mm 7 4 )L Ls

35-06-005_002 SEER 35mm 7 4 JLLs

35-06-006_001 SEER 35mm 7 4 JLLs

35-06-007_001 Oy R 35mm 7 4 VL

35-06-008_001 NZR HDEEY 35mm 7 4 JLLs

35-06-008_002 INZR 35mm 7 4 )L Ly

35-06-009_001 A4 19624 35mm 7 4 )L Ls SERD. &R
35-06-009_002 A4 19624 35mm 7 4 )L Ls SR
35-06-010_001 F b 35mm 7 4 )L Ls EEIIREOR
35-06-010_002 FEH 35mm 7 4 JLLs

35-06-010_003 FEH 35mm 7 4 )L L

35-06-011_001 ERRE. & 19624 35mm 7 4 JLLs

35-06-011_002 B R 19624 35mm 7 4 JLLs

35-06-012_001 F b 35mm 7 4 VL

35-06-012_002 F b 35mm 7 4 )L Ls

35-06-013_001 B, BE? 35mm 7 4 )L Ls
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35-06-013_002 EYEE. EE? 35mm 7 4 L L

35-06-014_001 AV FxTT7, A/ FkH 35mm 7 4 VL

35-06-014_002 AV Fx2 T AN/ RR 35mm 7 1 L Ls

35-06-015_001 AV 2T A/ kB 35mm 7 4 VL

35-06-015_002 AV KR T, ZAHIN/EH 35mm 7 4 LA

35-06-016_001 AV KR T AHIN/EH 35mm 7 4 VL

35-06-016_002 AV R T AHIN/EH 35mm 7 4 VL

35-06-017_001 AV 27, AAHI/ kB 35mm 7 4 VL

35-06-017_002 AV Fx>T7, AAHI/FkH 35mm 7 4 VL

35-06-018_001 A Fx2 7. AN/ %R 35mm 7 1 L Ls

35-06-018_002 AV R T. AHIN/ KB 35mm 7 4 L Ls

35-06-019_001 AV KR T AHIN/EH 35mm 7 4 VL

35-06-019_002 AV R T ZAHIN/EH 35mm 7 4 VL

35-06-020_001 AV RExRI T AHIN/EH 35mm 7 4 VL

35-06-020_002 AV ERTT AHIN/EH 35mm 7 4 VL

35-06-021_001 AV RFxTT7, AAHIV/FkH 35mm 7 4 VL

35-06-021_002 AV FxT 7. AN/ RR 35mm 7 1 Vs

35-06-022_001 AV 2RI T. AHIN/KE 35mm 7 1 )L Ls

35-06-022_002 AV RERIT AHIN/EH 35mm 7 4 VL

35-06-023_001 AV KR T AHIN/EH 35mm 7 4 VL

35-06-023_002 AV RRIT AHIN/EH 35mm 7 4 VL

35-06-024_001 AV ERI T AHIN/EH 35mm 7 4 VL

35-06-024_002 AV RFxTT7, AAHI/FkH 35mm 7 4 VL

35-06-025_001 AV RFxTT7, AAHI/FkH 35mm 7 4 )V Ls

35-06-025_002 AV R T. AHIN/ KB 35mm 7 1 Vs

35-06-026_001 FEH, NER 35mm 7 4 VL

35-06-026_002 FEH, MER 35mm 7 4 VL

35-06-027_001 SR, Bt 35mm 7 A VL

35-06-027_002 R, ARk 35mm 7 4 VL

35-06-027_003 R, ARk 35mm 7 4 VL

35-06-028_001 R, ARt 35mm 7 4 VL

35-06-028_002 R, A&t 35mm 7 4 VL

35-06-029_001 RERS 35mm 7 4 VL The Tokyo Beatles
35-06-029_002 RERS 35mm 7 4 L Ls The Tokyo Beatles
35-06-030_001 FEEHE21RIEHEEAES 35mm 7 4 )V Ls

35-06-031_001 I/ 35mm 7 4 VL I8

35-06-031_002 I/ 5 35mm 7 4 IV Ls I8

35-06-031_003 T/ 5 35mm 7 4 VL TI/5

35-06-032_001 EERE 35mm 7 4 JLLs The Tokyo Beatles
35-06-032_002 RERS 35mm 7 4 )L Ls The Tokyo Beatles
35-06-033_001 REES 35mm 7 4 L Ls The Tokyo Beatles
35-06-033_002 EEER 35mm 7 4 )L L The Tokyo Beatles
35-06-034_001 I/ 8 35mm 7 1 VL TI/8

35-06-034_002 I/ 5 35mm 7 4 L Ls T8

35-06-035_001 EERER 35mm 7 A )L Ly The Tokyo Beatles
35-06-035_002 EEER 35mm 7 1 )L Ly The Tokyo Beatles
35-06-036_001 # 35mm 7 4 VL

35-06-037_001 # 35mm 7 4 JLLs

35-06-038_001 ., BEES 35mm 7 4 VL

35-06-038_002 EERR 35mm 7 1 )L Ls The Tokyo Beatles
35-06-039_001 # 35mm 7 14 VL

35-06-039_002 BovxrFr 35mm 7 4 VL HEEERE

35-06-040_001 I/ 8 35mm 7 4 )L Ls I8

35-06-040_002 I/ 8 35mm 7 4 )L Ls TI/5

35-06-041_001 RERS 3Bmm 7 4 )L L The Tokyo Beatles
35-06-041_002 EEER 35mm 7 1 )L L The Tokyo Beatles
35-06-042_001 FEH 35mm 7 1 )L Ls T8 Iy Zvyyn#EES
35-06-043_001 BO<xFEy 35mm 7 1 L Ls I/ 8 #HEE

35-06-043_002 T/5 35mm 7 4 VL TI/8

35-06-044_001 I/ 5 35mm 7 1 )L Ls TI/8

35-06-044_002 I/ 8 35mm 7 1 )V Ls T/5

35-06-045_001 &1 35mm 7 4 )L Ls ZANBURE
35-06-045_002 & 35mm 7 4 VL

35-06-046_001 I/ 5 35mm 7 4 JLLs TI/8

35-06-046_002 I8 3Bmm 7 4 VL TI/8

35-06-047_001 T/ 5 35mm 7 4 VL TI/8

35-06-047_002 T/5 35mm 7 1 )L Ls TI/8

35-06-048_001 T/ 5 35mm 7 4 )L Ls TI/8

35-06-048_002 T/ 5 35mm 7 4 )L Ls T/5

35-06-049_001 T/ 8 35mm 7 4 VL I8

35-06-049_002 /5 35mm 7 1)L T/ 5

35-06-050_001 NRBE 35mm 7 4 VL

35-06-051_001 FEESE2 O EHRLEERS 35mm 7 4 VL
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35-06-051_002 FEEHE2NOFHREERS 35mm 7 4 VL

35-06-052_001 T/ B 35mm 7 4 L Ls TI/5
35-06-052_002 T/ 8 35mm 7 4 VL TI/8
35-06-053_001 ZA 35mm 7 4 JLLs

35-06-053_002 EA 35mm 7 4 JLLs

35-06-054_001 T/ 8 35mm 7 4 JLLs TI/5
35-06-054_002 T/ 5 35mm 7 4 JLLs T/ 5
35-06-055_001 . L35 35mm 7 4 JLLs BHEODM
35-06-056_001 T/ 5 35mm 7 4 VL TI/5
35-06-056_002 I/ 8B 35mm 7 4 VL I8
35-06-057_001 EE 35mm 7 A )L L

35-06-057_002 B 35mm 7 4 JL L

35-06-058_001 FEH YHE 35mm 7 4 JLLs

35-06-058_002 FELH, PR 35mm 7 4 JLLs

35-06-059_001 FEH, YR 35mm 7 4 VL

35-06-059_002 FEH, YR 35mm 7 4 L1y

35-06-060_001 3 35mm 7 4 VL RUE?
35-06-060_002 AF¥>A7xR? 35mm 7 4 VL

35-06-061_001 T/ 8 19614 35mm 7 4 JLLs I8
35-06-061_002 T/ 8 35mm 7 4 JLLs I/ 8
35-06-062_001 T/ 8 35mm 7 4 JLLs I8
35-06-062_002 I/ 35mm 7 4 VL I8
35-06-063_001 FEH, YR 35mm 7 4 L1y

35-06-063_002 FEH, YR 35mm 7 4 VL

35-06-064_001 FEH, YR 35mm 7 4 VL

35-06-064_002 FEH, YPHE 35mm 7 A JLLs

35-06-065_001 T/ 8 35mm 7 4 JLLs I/ 8
35-06-065_002 T/ 5 35mm 7 4 JLLs I/ 5
35-06-066_001 EERR 35mm 7 4 VL The Tokyo Beatles
35-06-067_001 EZA 35mm 7 4 JLLs

35-06-068_001 I/ 5 35mm 7 4 VL TI/5
35-06-069_001 AX¥>aA7xR 35mm 7 4 VL

35-06-069_002 A¥L a7 35mm 7 4 )L Ly

35-06-070_001 T/ 8 35mm 7 4 JLLs I/ 8
35-06-070_002 T/ 8 35mm 7 4 JLLs TI/5
35-06-071_001 A¥L 7R 35mm 7 4 ULy

35-06-071_002 A¥aAT7 R 35mm 7 4 )V Ls

35-06-072_001 #, EF? 35mm 7 4 VL

35-06-072_002 # 35mm 7 4 VL

35-06-073_001 E2 35mm 7 4 UL

35-06-073_002 ET 35mm 7 4 JL L

35-06-074_001 A¥L 7R 35mm 7 4 JLLs

35-06-074_002 XFxa7xR 35mm 7 4 )L Ly

35-06-075_001 FEL. PR 35mm 7 4 JLLs

35-06-075_002 FEH, YR 35mm 7 4 VL

35-06-076_001 BER 35mm 7 4 VL

35-06-076_002 BRES 35mm 7 4 IV L

35-06-077_001 T/ 8 35mm 7 A JLLs I/ 8
35-06-077_002 T/ 5 35mm 7 A JLLs T8
35-06-078_001 EHE 35mm 7 4 JLLs

35-06-078_002 2k 35mm 7 4 IV Ls

35-06-079_001 T/ 5 35mm 7 4 L1y T8
35-06-079_002 T/ 85 35mm 7 4 VL TI/8
35-06-079_003 T/ 8 35mm 7 4 VL I8
35-06-079_004 T/ 8 35mm 7 4 JLLs I8
35-06-079_005 EA 35mm 7 A ULy

35-06-080_001 N 35mm 7 4 JLLs

35-06-080_002 N 35mm 7 4 JLLs

35-06-080_003 JRE %R 5 EE 35mm 7 4 L1y

35-06-080_004 BEES 35mm 7 4 VL

35-06-081_001 T/ 8 35mm 7 4 JLLs T/ 8
35-06-081_002 T/ 8 35mm 7 4 )L L I8
35-06-082_001 T/ 8 35mm 7 4 JLLs I/ 8
35-06-082_002 T/ 8 35mm 7 4 JLLs TI/5
35-06-082_003 N ] 35mm 7 4 VL

35-06-083_001 I/ 5 35mm 7 4 Vs TI/5
35-06-083_002 T/ 85 35mm 7 4 VL TI/5
35-06-084_001 T/ 8 35mm 7 4 VL I/ 8
35-06-084_002 T/ 8 35mm 7 4 )L L I8
35-06-085_001 N 35mm 7 4 JLLs

35-06-085_002 N ] 35mm 7 4 JLLs

35-06-086_001 wWES 35mm 7 4 VL

35-06-086_002 WES 35mm 7 4 Vs

35-06-087_001 T/ 5 35mm 7 4 VL TI/5
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35-06-087_002 I/ 8 35mm 7 4 JLLs T/ 8

35-06-088_001 I/ 8 35mm 7 4 L Ls T/ B

35-06-088_002 I/ 8 35mm 7 4 L Ls T/ B

35-06-089_001 T/ 8 35mm 7 4 JLLs I8

35-06-089_002 T/ 5 35mm 7 4 JL Ly T/ 5

35-06-090_001 # 35mm 7 4 JL Ly

35-06-090_002 BovxE 35mm 7 4 JL Ly HEEERR

35-06-091_001 AF¥A71R 35mm 7 4 )L Ly

35-06-091_002 AF¥a71R 35mm 7 4 JLLs

35-06-092_001 il 35mm 7 4 L Ls

35-06-092_002 # 35mm 7 4 JLLs

35-06-093_001 # 35mm 7 4 JL Ly

35-06-093_002 # 35mm 7 4 JL Ly

35-06-094_001 1 35mm 7 4 JLLs

35-06-094_002 [ 35mm 7 4 JLLs

35-06-095_001 I/ 8 35mm 7 4 JLLs T/ 8

35-06-095_002 T/ 8 35mm 7 4 )L Ls T/ B

35-06-096_001 T/ 8 35mm 7 4 L Ls T/ 8

35-06-096_002 I/ 8 35mm 7 4 JLLs I8

35-06-097_001 T/ 5 35mm 7 4 )L Ly T/ 5

35-06-097_002 I/ 5 35mm 7 4 JLLs T/ 5

35-06-098_001 I/ 8 35mm 7 4 JLLs T/ 8

35-06-099_001 I/ 8 35mm 7 4 JLLs T/ 8

35-06-099_002 T/ 8 35mm 7 4 L Ls T/ 8

35-06-100_001 AF¥aA7 xR 35mm 7 4 L Ls

35-06-100_002 AF¥O7 xR 35mm 7 4 JL Ly

35-06-101_001 T/ 5 35mm 7 4 JL Ly T/ 5

35-06-101_002 I/ 5 35mm 7 4 JL Ly I/ 8

35-06-101_003 EEERR 35mm 7 4 JLLs I/ 5 The Tokyo Beatles
35-06-102_001 F b 35mm 7 4 JLLs

35-06-102_002 F b 35mm 7 4 )L Ls

35-06-103_001 [ 35mm 7 4 L Ls

35-06-103_002 # 35mm 7 4 JL Ly

35-06-103_003 # 35mm 7 4 JL Ly

35-06-103_004 # 35mm 7 4 JL Ly

35-06-104_001 RiREF 35mm 7 4 JLLs

35-06-104_002 FIEF 35mm 7 4 JLLs

35-06-104_003 ZH. ARBS 35mm 7 4 )L Ls

35-06-105_001 ARBIS 35mm 7 4 L Ls

35-06-105_002 N ) 35mm 7 4 JLLs

35-06-106_001 35mm 7 4 JL Ly T/ 5

35-06-107_001 EEER 35mm 7 4 L1 The Tokyo Beatles
35-06-107_002 EEERSR 35mm 7 A JLLs The Tokyo Beatles
35-06-108_001 [ 35mm 7 4 JLLs

35-06-108_002 i 35mm 7 4 )L Ls

35-06-109_001 35mm 7 4 L Ls T/ B

35-06-109_002 35mm 7 4 )L Ls I/ 5

35-06-110_001 EZA 35mm 7 4 VL BULARRS
35-06-110_002 ZA 35mm 7 4 JL s BUARRS
35-06-110_003 ZA 35mm 7 4 JLLs BULAERRS
35-06-110_004 ZA 35mm 7 4 )L Ls BHARERS
35-06-111_001 AF¥a71R 35mm 7 4 )L Ls

35-06-112_001 AF¥a7 1R 35mm 7 4 )L L

35-06-112_002 AF¥O7 xR 35mm 7 4 JLLs

35-06-113_001 # 35mm 7 4 JLLs

35-06-113_002 # 35mm 7 4 JLLs

35-06-114_001 ZA 35mm 7 4 )L Ls

35-06-114_002 ZA 35mm 7 4 )L Ls

35-06-115_001 [ 35mm 7 4 )L Ls

35-06-115_002 # 35mm 7 4 )L Ls

35-06-116_001 T/ 8 35mm 7 4 JLLs T/ 5

35-06-116_002 T/ 5 35mm 7 4 )V Ls I/ 8

35-06-117_001 T/ 5 35mm 7 4 JLLs I/ 8

35-06-117_002 T/ 5 35mm 7 4 JLLs I/ B

35-06-118_001 I/ 8 35mm 7 4 )V Ls I/ B

35-06-119_001 FEEHE2NAFHLEERS 35mm 7 4 JLLs

35-06-119_002 PEEEE2IREHEEAS 35mm 7 4 )L Ls

35-06-120_001 EERR 35mm 7 4 JLLs

35-06-120_002 EERS 35mm 7 4 JLLs

35-06-121_001 BERAS 35mm 7 4 )L Ly

35-06-121_002 EERS 35mm 7 4 JLLs

35-06-122_001 # 35mm 7 4 )L Ls

35-06-122_002 # 35mm 7 4 )L Ls

35-06-123_001 T/ E? 35mm 7 4 )L Ls T/ B? MG /8 — 5 —
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35-06-124_001 XF¥ A7 R 35mm 7 1 )V Ls

35-06-124_002 A¥y a7 35mm 7 4 L Ls

35-06-125_001 I/ 8 35mm 7 4 L L T/ 8
35-06-125_002 I/ 8 35mm 7 4 L Ly I/ 8
35-06-126_001 T/ 8 35mm 7 4 JLLs I/ 8
35-06-126_002 I/ 5 35mm 7 4 JL Ly I8
35-07-001_001 Frb 35mm 7 4 JLLs

35-07-001_002 HAR. ¥& 35mm 7 4 JLLs

35-07-002_001 HA&. ¥8 35mm 7 4 JLLs

35-07-002_002 HA G, 8 35mm 7 4 L Ls

35-07-002_003 [ES 35mm 7 4 JLLs

35-07-003_001 S 35mm 7 4 JLLs

35-07-003_002 NTF R b 35mm 7 4 JL L

35-07-004_001 NTF R b 35mm 7 4 JLLs

35-07-004_002 Ti5? 35mm 7 4 JLLs

35-07-005_001 2 ? 35mm 7 4 JLLs

35-07-005_002 2 ? 35mm 7 4 L Ls

35-07-006_001 T35 7 35mm 7 4 L Ls

35-07-006_002 Ti5 7 35mm 7 4 JLLs

35-07-007_001 Ti5 7 35mm 7 4 JLLs

35-07-007_002 Ti5 7 35mm 7 4 JLLs

35-07-008_001 E3Sik 35mm 7 4 JLLs

35-07-008_002 & ; 35mm 7 4 JLLs

35-07-009_001 & 35mm 7 4 L Ls 112H
35-07-009_002 & 35mm 7 4 L1y

35-07-009_003 & 35mm 7 4 ULy 130\EF
35-07-010_001 & 35mm 7 4 ULy E
35-07-010_002 & 35mm 7 4 VL

35-07-011_001 & 35mm 7 4 JLLs

35-07-012_001 E35il 35mm 7 4 VL

35-07-012_002 & 35mm 7 4 VL

35-07-013_001 EM; 35mm 7 4 VL

35-07-014_001 ES 35mm 7 4 VL

35-07-014_002 & 35mm 7 4 ULy

35-07-015_001 & 35mm 7 4 JLLs

35-07-015_002 EMy 35mm 7 4 JLLs

35-07-016_001 fl 35mm 7 A4 )L Ls

35-07-016_002 A 35mm 7 4 VL

35-07-017_001 A 35mm 7 4 )L L

35-07-018_001 A 35mm 7 4 UL

35-07-018_002 A 35mm 7 4 JL L

35-07-019_001 A 35mm 7 4 JL L

35-07-019_002 A 35mm 7 4 JLLs

35-07-020_001 27 35mm 7 A )L Ls PYBR ST
35-07-020_002 & 35mm 7 4 )L Ly

35-07-021_001 & 35mm 7 4 )L L

35-07-021_002 &= 35mm 7 4 VL

35-07-022_001 ES 35mm 7 4 VL

35-07-022_002 & 35mm 7 4 ULy

35-07-023_001 & 35mm 7 4 JLLs

35-07-023_002 & 35mm 7 4 )L Ls

35-07-024_001 E 35mm 7 4 )L Ls

35-07-024_002 & 35mm 7 4 VL

35-07-025_001 & 35mm 7 4 VL

35-07-025_002 & 35mm 7 4 L1y 10831
35-07-026_001 = 35mm 7 4 JL s

35-07-026_002 35mm 7 4 JLLs

35-07-027_001 35mm 7 4 )L Ly

35-07-027_002 35mm 7 4 )L Ly

35-07-028_001 35mm 7 4 )L L

35-07-028_002 35mm 7 4 )L L

35-07-029_001 35mm 7 4 UL

35-07-029_002 ZEEER, ? 35mm 7 4 )L Ls

35-07-030_001 EEE P 35mm 7 4 L La

35-07-030_002 mE P 35mm 7 4 )V Ls

35-07-031_001 FER ? 35mm 7 4 )L Ls

35-07-031_002 ZFER ? 35mm 7 4 VL

35-07-032_001 SIBE (FEEOAD) 35mm 7 4 )L L

35-07-032_002 STEE (EEDAD) 35mm 7 4 VL

35-07-033_001 # 35mm 7 4 )L L

35-07-033_002 @ 35mm 7 4 ULy

35-07-033_003 il 35mm 7 4 )V

35-07-034_001 MRE A >N —, 5 LBLELTD 35mm 7 4 )L Ly

35-07-034_002 B 35mm 7 4 )L L
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35-07-035_001 BR— kL — b 35mm 7 4 JLLs

35-07-035_002 T/ 8 35mm 7 4 L Ls T/ 8

35-07-035_003 HE 35mm 7 4 L Ls

35-07-035_004 I8 35mm 7 4 ULy I/ 8

35-07-036_001 Z 35mm 7 4 ULy

35-07-036_002 Z 35mm 7 4 JLLs

35-07-036_003 ZE 35mm 7 4 ULy

35-07-037_001 5 & IS 35mm 7 4 JLLs NG

35-07-037_002 N 35mm 7 4 JLLs

35-07-037_003 5 & IS 35mm 7 4 L Ls BN

35-07-037_004 % & Pl 35mm 7 4 JLLs PN

35-07-038_001 NAZIEDBH 35mm 7 4 JLLs

35-07-038_002 NI OBE, BEERS 35mm 7 4 JL L

35-07-038_003 5 35mm 7 4 JLLs

35-07-038_004 5 35mm 7 4 JLLs

35-07-038_005 AZ. FEDH 35mm 7 4 JLLs

35-07-039_001 ErA 7Yz 2—81F |1967F 35mm 7 4 L Ls KR SR
35-07-039_002 BIERE 19674 35mm 7 4 VL ARG ER
35-07-040_001 BOEgE 19674 35mm 7 4 VL ABRAER
35-07-040_002 BEHEE 19674 35mm 7 4 JL s ABRAER
35-07-041_001 BEEE 19674 35mm 7 4 JLLs ABRAER
35-07-041_002 CILFLYXTAY 72— 19675 35mm 7 4 JLLs KBRS
35-07-042_001 TAFLYyRTOV o 2—[1967F 35mm 7 4 )L Ly KRB ER
35-07-042_002 BIEKE 1967 % 35mm 7 4 )L L KRB ER
35-07-043_001 FEDH 35mm 7 4 )L L

35-07-043_002 EZA 35mm 7 4 )L L

35-07-044_001 AT 35mm 7 4 VL

35-07-045_001 TEBYav7 35mm 7 4 )L Ly

35-07-045_002 TEvav7 35mm 7 4 )V Ly

35-07-046_001 I8Bvav7 35mm 7 4 )L Ly

35-07-046_002 BEBOEE 35mm 7 4 )L Ly

35-07-047_001 BEBOEE 35mm 7 4 )L L

35-07-047_002 EECR =, 35mm 7 4 VL

35-07-048_001 BB D EE 35mm 7 1 VL

35-07-048_002 BRI D EE 35mm 7 4 )V L

35-07-049_001 BRI D EE 35mm 7 4 )L Ly

35-07-049_002 BABOEE 35mm 7 4 )L Ly

35-07-050_001 ME. R, RIBR 19744 35mm 7 4 )L Ly REAR

35-07-050_002 FELH, FUER 35mm 7 4 )L L

35-07-051_001 FEH, RIT 35mm 7 4 )L L

35-07-051_002 FEH, KRIT 35mm 7 4 )L

35-07-052_001 FEH, KRIT 35mm 7 4 )L Ly

35-07-053_001 FEH, KRIT 35mm 7 4 )L Ls

35-07-053_002 FEH, KRIT 35mm 7 4 )L Ly

35-07-054_001 A 35mm 7 4 )L Ly

35-07-054_002 HEL RIT 35mm 7 4 )L L

35-07-055_001 R, FRIT 35mm 7 4 )L L

35-07-055_002 R, FRIT 35mm 7 4 )L

35-07-056_001 BR. WRIT 35mm 7 4 )L Ly

35-07-056_002 B, RIT 35mm 7 4 )V L

35-07-057_001 FRE. RIT 35mm 7 4 )V Ly

35-07-057_002 B, FRAT 35mm 7 4 )L Ly

35-07-057_003 HE. RIT 35mm 7 4 )L L

35-07-058_001 AEH 35mm 7 4 )L L

35-07-059_001 VITF AT R—I 35mm 7 4 )L L

35-07-060_001 HOEER 35mm 7 4 VL

35-07-061_001 B, WRIT 35mm 7 4 VL AENAE
35-07-061_002 FRE. RIT 35mm 7 4 VL

35-07-062_001 HOREIER 35mm 7 4 )L Ly

35-07-063_001 E 35mm 7 4 )L L

35-07-063_002 ESTt e 35mm 7 4 )L L

35-07-064_001 ELYPw X T T RT AN 35mm 7 4 UL

35-07-064_002 ELV v X T T AT 4N 35mm 7 4 L1y

35-07-065_001 EXVV vy X7 T AT 4 /N)L 35mm 7 1 )L Ly

35-07-065_002 ELVV v RXT T AT AN 35mm 7 4 )V Ly

35-07-065_003 EXVV Y X T T AT A4/ 35mm 7 4 L Ls

35-07-066_001 EXVV YA T RAT4/N)L 35mm 7 4 JLLs

35-07-067_001 ERXVV v X T T RT4/N)L 35mm 7 1 )L

35-07-067_002 ELVCw X T T RT 4N 35mm 7 4 )L L

35-07-068_001 s 35mm 7 4 L Ly

35-07-068_002 #H A% 35mm 7 4 VL

35-07-069_001 EffifER. & 35mm 7 4 )V Ly

35-07-070_001 EXVY Y X T T RAT AN 35mm 7 4 L Ls

35-07-070_002 4+ 35mm 7 4 VL
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35-07-071_001 HIHRZ bOANEDLY, B[1957—585F  [35mm 7 4L L BEAT?
BHEZDER
35-07-071_002 BHELZOER 1957—58%F  |35mm 7 4 )L L
35-07-072_001 HRDEFR 1957—58%  |35mm 7 A4 )L Ly
35-07-072_002 RO A O BEE 1957—58%  [35mm 7 4 JLLs
35-07-072_003 35mm 7 4 L L
35-07-073_001 HRE 35mm 7 4 L L
35-07-073_002 KR 35mm 7 4 L L
35-07-074_001 KE 35mm 7 4 JL L
35-07-074_002 RE 35mm 7 4 JLLs
35-07-075_001 RE 35mm 7 4 JLLs
35-07-076_001 KRE 35mm 7 4 JLLs
35-07-077_001 HRE 35mm 7 4 L L
35-07-077_002 HRE 35mm 7 4 L L
35-07-077_003 B 35mm 7 4 VL
35-07-078_001 KE 35mm 7 4 JL L
35-07-078_002 K 35mm 7 4 JL L
35-07-079_001 REE 35mm 7 4 JLLs
35-07-079_002 RE 35mm 7 4 JLLs
35-07-080_001 HE 35mm 7 4 L L
35-07-080_002 HRE 35mm 7 4 L L
35-07-080_003 KRt 35mm 7 4 JL Ly
35-07-081_001 KE 35mm 7 4 JL L
35-07-081_002 K 35mm 7 4 JL L
35-07-082_001 RE 35mm 7 4 JLLs
35-07-082_002 RE 35mm 7 4 JLLs
35-07-083_001 5 35mm 7 1 )L Ls
35-07-084_001 & 35mm 7 4 L L
35-07-084_002 B 35mm 7 4 VL
35-07-085_001 KE 35mm 7 4 JL L
35-07-085_002 K 35mm 7 4 JL L
35-07-086_001 RE 35mm 7 4 JLLs
35-07-087_001 RE 35mm 7 4 JLLs
35-07-087_002 5 35mm 7 4 JLLs
35-07-088_001 5 35mm 7 4 L L
35-07-088_002 & 35mm 7 4 L s
35-07-089_001 S 35mm 7 4 L L
35-07-089_002 KE 35mm 7 4 JL L
35-07-090_001 RE 35mm 7 4 JLLs
35-07-090_002 RE 35mm 7 4 JLLs
35-07-091_001 RE 35mm 7 4 JLLs
35-07-091_002 5 35mm 7 4 L L
35-07-092_001 HE 35mm 7 4 JLLs
35-07-093_001 B 35mm 7 4 L L
35-07-093_002 K 35mm 7 4 JL L
35-07-094_001 REE 35mm 7 4 VL
35-07-095_001 RE 35mm 7 4 JLLs
35-07-095_002 RE 35mm 7 4 JLLs
35-07-095_003 HE 35mm 7 4 L L
35-07-096_001 HE 35mm 7 4 L L
35-07-096_002 B 35mm 7 4 L L
35-07-097_001 KRE 35mm 7 4 JL L
35-07-098_001 K 35mm 7 4 JL L
35-07-098_002 RE 35mm 7 4 JLLs
35-07-099_001 RE 35mm 7 4 JLLs
35-07-099_002 HE 35mm 7 4 L L
35-07-100_001 5 35mm 7 4 L L
35-07-100_002 KE 35mm 7 4 L L
35-07-101_001 K 35mm 7 4 JL L
35-07-102_001 K 35mm 7 4 JL L
35-07-102_002 RE 35mm 7 4 JLLs
35-07-103_001 RE 35mm 7 4 JLLs
35-07-103_002 5 35mm 7 1 )L Ls
35-07-103_003 & 35mm 7 4 L L
35-07-104_001 KE 35mm 7 4 L L
35-07-104_002 KRE 35mm 7 4 L L
35-07-105_001 KE 35mm 7 4 JL L
35-07-106_001 RE 35mm 7 4 JLLs
35-07-106_002 KE 35mm 7 4 JLLs
35-07-107_001 5 35mm 7 4 JLLs
35-07-107_002 5 35mm 7 4 L L
35-08-001_001 iR 1965—66%F  |35mm 7 AL Ls £
35-08-002_001 iR 1965—66F  |35mm 7 4 JLLs ES 5. AF?
35-08-002_002 HR 1965—66%F  |35mm 7 4 L L i
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35-08-002_003 £ 1965—66%F  [35mm 7 4L L R
35-08-003_001 £ 1965—66F  |35mm 7 4 JVLs £
35-08-003_002 £ 1965—665 35mm 7 4 VL B
35-08-004_001 IR 1965—66% 35mm 7 4 VL S
35-08-004_002 S 1965—664 35mm 7 4 VL E5
35-08-004_003 S 1965—665 35mm 7 4 )V Ly 5
35-08-004_004 EEB LA 1965—66% 35mm 7 4 VL L
35-08-004_005 RE 35mm 7 4 VL
35-08-005_001 5 35mm 7 4 VL
35-08-005_002 5 35mm 7 4 VL
35-08-006_001 AE 35mm 7 4 )L Ls
35-08-006_002 K 35mm 7 4 VL
35-08-006_003 K5 35mm 7 4 VLA
35-08-006_004 RE 35mm 7 4 VLA
35-08-007_001 RE 35mm 7 4 VL
35-08-007_002 ARE 35mm 7 4 VL
35-08-007_003 5 35mm 7 4 VL
35-08-007_004 HA 19505 35mm 7 4 )L Ls A
35-08-007_005 HAR 195041, 35mm 7 4 VL A
35-08-007_006 wF? 1950F % 35mm 7 4 VL =T ?
35-08-007_007 =T ? 1950F 1% 35mm 7 4 )V Ls T ?
35-09-001_001 =T ? 195048 35mm 7 4 VL =T ?
35-09-001_002 KEDILWTFIFOREBIRFTT [1962—635F  |35mm 7 4 )L Ls MER
EVAML—Y 3V
35-09-002_001 KEOILWTIFOREIRFET |1962—634F  [3BBmm 7 1L L MER
EVAML—Y 3V
35-09-002_002 KEBOILWTIFOEIRIRTT |1962—634 35mm 7 4 VL MER
EVRAML—=Y 3V
35-09-002_003 KEDILWTFIFOREBIRFTET [1962—63F 35mm 7 4 )L Ls MER
EVAML—=Y 3V
35-09-002_004 KEDOILWTIFOREERTT [1962—63F 35mm 7 4 VL MER
EVRAML—Y 3V
35-09-003_001 KREE 35mm 7 4 VL
35-09-003_002 REE 35mm 7 4 )V Ls
35-09-003_003 HREE 35mm 7 4 VL
35-09-004_001 R 35mm 7 4 VL FEA?
35-09-004_002 KEBOILWTIFOEIRIRTT |1962—634 35mm 7 4 VL MER
EVRAML—=Y 3V
35-09-005_001 b 35mm 7 4 VL A A=V
35-09-005_002 xR 35mm 7 4 VL
35-09-005_003 K5 35mm 7 4 VL
35-09-006_001 RE 35mm 7 4 VL
35-09-006_002 RE 35mm 7 4 VL
35-09-007_001 i E R 19554 35mm 7 4 VL
35-09-007_002 P E R 19554 35mm 7 4 VL
35-09-008_001 NG 19554 35mm 7 4 VL JIa
35-09-009_001 INFHE 19554 35mm 7 4 VL Jlig
35-09-009_002 INFHE 19554 35mm 7 4 VL
35-09-010_001 I/ 8 1952534 35mm 7 4 )V Ls I8
35-09-010_002 I/ 5 1952—53%F  |3Bmm 7 1L L I8
35-09-011_001 I8 1952534 35mm 7 4 VL TI/8
35-09-011_002 I/ 5 19525345 35mm 7 4 )V Ls TI/5
35-11-001_001 <A T—IL KN—=4 [1978—-79F 35mm 7 4 VL
35-11-001_002 RE 35mm 7 4 VL
35-11-002_001 K 35mm 7 4 VL
35-11-003_001 K 35mm 7 4 VL
35-11-003_002 ABEZ, FPISHE 1965—66% 35mm 7 4 VL
35-11-004_001 FIFAR 1965—665 35mm 7 4 VL
35-11-004_002 %4 PARCO 19704 35mm 7 4 )L Ls 74 PARCO T AEER
35-11-005_001 INTI-aIT7FY 35mm 7 4 VL AREAlTEE VETHBERE (SVICWHICHAZRBLEZINTIL v 2
IT7EY)
35-11-005_002 INTN- a2 ITFEY 35mm 7 4 VL EBSEMTEE VELUBERE (SVICWHICARERBLZINTL Y2
I7EY)
35-11-006_001 BEAR 19765 35mm 7 4 VL e <174 7FEEE
35-11-006_002 SAIN-YaITHRY 35mm 7 4 I Ls HBFEANTEE VETHERE SV ICWEOICHERERBLZINTIL Yo
IT7FY)
35-11-007_001 ININ-vaITHFY 35mm 7 4 I Ls HBFEAITER VEBUBBERE (SUICWOICEAZRALZINTIL 2
IT7FY)
35-11-007_002 Ki 35mm 7 4 VL
35-11-008_001 K 35mm 7 4 VL F—7) =
35-11-008_002 5 1982—83%F  |3Bmm 7 4L L HIVRZy 777
35-11-009_001 SAIN-aITHRY 35mm 7 4 JbLs AR VETHERE (KU ICWEHICARERBLZINTL: Y2

ITEY)
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35-11-010_001 SNIN-a2ITFY 35mm 7 4 L Ls HBSEATER VEECHERE (VLW EHICARERBALEZINTIL 2
I7FV)
35-11-010_002 ININ-aITHEY 35mm 7 4 ULy HPEMTEE VELHBERE (NUICWLOICARZRBALALZINIL Y
IT7EY)
35-11-011_001 ETFFHLFv—7 22T 1 [1982—83F  [35mm 7 4L L EFAAh N
NI A RT Fr—7 xR

FAN)A F

27
35-11-011_002 ABEZ, hIBHE 1965—66%F  [35mm 7 4 VL
35-11-012_001 EFFHLFv—7 22T 4 [1982—83F  |3Bmm 7 4L L EFA AN

NI v F LT FrYr—7 xR

T A NIA F

277
35-11-012_002 KRt 35mm 7 4 VL REE
35-11-012_003 R IES 197054 #05A |35mm 7 4 JL L BEEERT
35-11-013_001 5 19704 X #0358 |35mm 7 4 JLLs #ib5 BEEHERAZRA Y H— (ZIROK)
35-11-013_002 BEBHIER 1970444038 |35mm 7 4 JLLs AR
35-11-014_001 [FESEEY 1970 #EE |35mm 7 4 L L HAE. MANEE | EMFL, A OO,

o7 )T
35-11-014_002 [EEESENEE 19704 X #I38 [35mm 7 4 JLLs A, MAER|ENFIL. 2 DZOEMH

ERDT R T
35-11-015_001 EESEEEY 1970FE A |35mm 7 1 IV Ls BREE P > TWBEARIEAER
35-11-015_002 RESEEEY 19704 X438 |35mm 7 4 JLLs AREE P> TLBHEAERE
35-11-016_001 19704 X438 |35mm 7 4 JL Ly AREEY > TLWEEAE
35-11-016_002 19704 A HIEA [35mm 7 4 L L AREEY > TLWIRAE
35-11-017_001 [FESEEEY 19703 |35mm 7 1 JL L BREZ X > TV B EAKERRD
35-11-017_002 EESEEEY 19704 AR #8E |35mm 7 4 )L L ASEE® > TLBFAKEAEER
35-11-018_001 JIAZ/\EB ? BARA? 19794 35mm 7 4 )L Ly SUED A
35-11-018_002 JIAZ\EB? BABK? 19794 35mm 7 4 )L Ls D A
35-11-018_003 JIAZ\EB? BABK? 19794 35mm 7 4 VL DA
35-11-018_004 JIARZ/\EB ? MAERL? 19794 35mm 7 4 )L L SCED AN,
35-11-018_005 NIAZ\EB ? EAEAL? 19794 35mm 7 4 )L L XD N,
35-11-018_006 JIAZ\EB ? FA LR ? 19794 35mm 7 4 )L L XEDAF.
35-11-019_001 K3 19624 35mm 7 4 VL )=V -RIT—L 7
35-11-019_002 K3 19624 35mm 7 4 )L Ls /=T T—L 7
35-11-020_001 RE 19624 35mm 7 4 VL =V -RIT—L 7
35-11-020_002 RE 19624 35mm 7 4 )L L =RV -RIFT—L 7
35-11-021_001 *E 19624 35mm 7 4 VL =RV -RIT—L
35-11-022_001 *E 19624 35mm 7 4 VL =<V T—L?
35-11-022_002 *E 19624 35mm 7 4 UL )=V -RIFT—L 7
35-11-023_001 FE 19624 35mm 7 4 VL )=V -RIFT—L?
35-11-023_002 FE 19624 35mm 7 4 )L L ==y T—L?
35-11-024_001 RE 19624 35mm 7 4 VL =V -RIT—L 7
35-11-025_001 RE 19624 35mm 7 4 )L L =RV -RIFT—L?
35-11-025_002 3 19624 35mm 7 4 VL == T7—L?
35-11-026_001 3 19624 35mm 7 4 VL )=V T—L?
35-11-026_002 FE 19624 35mm 7 4 )L L =RV I T—L 7
35-11-026_003 3 19624 35mm 7 4 JLLs )=V RIT—L 7
35-11-027_001 FE 19624 35mm 7 4 JLLs ==y T—L?
35-11-027_002 RE 19624 35mm 7 4 )L Ls =RV -RIFT—L?
35-11-028_001 R 19624 35mm 7 4 VL =RV -RIFT—L?
35-11-029_001 FE 19624 35mm 7 4 VL =RV -RIFT—L?
35-11-029_002 FE 19624 35mm 7 4 JLLs ==V T7—L?
35-11-030_001 ZAR—ZEY 1982—83%  [35mm 7 4L L Hhd% FEEEEMT

£
35-11-030_002 RAR—RRVY 1982—834F  |35mm 7 4L L e FEEZEM

i
35-11-031_001 PR EAT A 19854 35mm 7 4 JLLs FREME [JUR-<U b
35-11-031_002 FE AR 19854 35mm 7 4 L Ls FREMEE [JUR-<Uvbv
35-11-031_003 Ny —N—_ hF+ & 1982—834  [35mm 7 4 LL Nog—n—_ |7z a1—%—

hF &
35-11-031_004 NG == hF & 1982—834  [35mm 7 4L L Ny g—N— [TZE21—%—

HFR
35-11-031_005 NG —nN—_ hF& 1982—83%F  |35mm 7 4L L Ny yg—n—_ |EFFL DA

b
35-11-031_006 TUVFDETFE2— [1982—83%F [35mm 7 4L TUVFDET

T 2—
35-11-031_007 TUVFDETHEY2— [1982—83%F  [35mm 7 4 L L TUVFDOET

T 2—
35-11-031_008 +&7 1982—834F  [35mm 7 4 LA *27 FRTDFIL—K—DF v —
35-11-031_009 *487 1982—83%F  [35mm 7 4 LL *K7 ToEa1—R—T7—0av/
35-11-031_010 *487 1982—83%F  [35mm 7 4L L *27 T_bEa1—R—7—0 a3y
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35-11-032_001 F K7 1982—83%F  |35mm 7 A )L FR7
35-11-032_002 ANTY— BY—5y K< |1982—834%F  |35mm 7 4 L L = 4
35-11-032_003 7=y 1982—83%F  [35mm 7 4 /LA 7=y ToEa1—R—7—0av 7
35-11-032_004 TRy 7?7 T704(1982—834%F 35mm 7 4 VL PZRy IV NAT AT R—
Fr7Y— T4 ¥x
Y-
35-11-032_005 TUV/FDETAHE Y X — |1983—844F  [35mm 7 4L L TUVFDET
Fo8—
35-11-032_006 TUYVFOETFH Y Z— |1983—844F 35mm 7 4 VL TV/FDET
FtoR—
35-11-032_007 TUYVFDOETFTH > Z— |1983—844F 35mm 7 4 VL TUVFDET
FtR—
35-11-032_008 TV/FOETHE Y Z— |1983—844F  [35mm 7 4L L TUVFDET
Frx—
35-11-032_009 TIV/FDETHE Y Z— |1983—844F  [35mm 7 4L L TUVFDET
Fton—
35-11-032_010 TIV/FDETHE Y Z— |1983—844F  [3B5mm 7 (I L TUVFDET
Fo8—
35-11-032_011 TUYVFOETFH > Z— |1983—844F 35mm 7 4 VL TU/FDET
FtR—
35-11-032_012 TUYVFDOETFTH > Z— |1983—844F 35mm 7 4 LA TUVFDET
A 2—
35-11-032_013 TV/FOETHE Y Z— |1983—844F  [35mm 7 4L L TUVFDET
Frx—
35-11-032_014 TUV/FDETAHE Y Z— |1983—844F  [3B5mm 7 4L L TUVFDET
Fron—
35-11-032_015 TYVFDETFH Y Z— |1983—84%F  [3Bmm 7 AL L TUV/FDET
FR—
35-11-032_016 TUYVFOETFH Y Z— |1983—844F 35mm 7 4 VL TVJFDET
FtoR—
35-11-033_001 TUVFDOETFTH > Z— |1983—844F 35mm 7 4 VL TUVFDET
A Z—
35-11-034_001 TLER 19914 35mm 7 4 JLLs
35-11-034_002 TLER 19914 35mm 7 4 VL
35-11-035_001 FLER 19914 35mm 7 4 VL
35-11-035_002 FLER 19914 35mm 7 4 VL
35-11-035_003 E-TaFT 35mm 7 1 L Ls FIEE%E
35-11-035_004 B TaFT 35mm 7 1 L La FIEEE
35-11-035_005 EL-TAaHT 35mm 7 4 L Ls
35-11-035_006 B TaFT 35mm 7 4 JLLs
35-11-035_007 TV RIVEERS 35mm 7 14 L L
35-11-035_008 F3 35mm 7 4 VL ET74IVA
35-11-035_009 REREE 1982—834 35mm 7 4 VL +A1 ] 5
35-11-035_010 EFAT—RT7 =03y 71984854 35mm 7 4 VL FE
35-11-035_011 ETFAT—RT =03y 71984854 35mm 7 4 VL FE
35-11-036_001 —2—3—7 1982—83%F  [35mm 7 4 LA —a2—3—7
35-11-036_002 —a2—3—7 1982—83%F  [35mm 7 4 /LA Za2—3—7
35-11-037_001 Za—3—7 35mm 7 A VL Za—3—7
35-11-037_002 —a—3—7 35mm 7 4 VL —a—3—7
35-11-037_003 —a—3—7 35mm 7 4 VL Za2—3—7
35-11-037_004 N=nNZ-Ov kv 35mm 7 4 )V Ls Za2—3—7
35-11-037_005 —a2—3—7 35mm 7 1 L La —a2—3—7
35-11-037_006 —a2—3—7 35mm 7 4 L La —a2—3—7
35-11-038_001 AR—RRZVY 1982—83%F  [35mm 7 4 /L L R, FEEMN
B
35-11-038_002 AR—=RZVY 1982—83%F  [3B5mm 7 4L L e FRZEM
i
35-11-038_003 21—ANUTRE 35mm 7 4 )L Ly ~NLF—
35-11-038_004 1—AnNYTRE 35mm 7 4 VL ALF—
35-11-038_005 25— [A] video formes 35mm 7 4 JL s
35-11-038_006 %6 —[a] video formes 35mm 7 4L L
35-11-038_007 mt. fuji 7€ 19814 35mm 7 4 L Ls THI VNG R
1B a—IL—L
35-11-038_008 K 35mm 7 1 L Ls R BT74)\ L
35-11-038_009 mt. fuji 7€ 19814 35mm 7 4 JLLs EEPZAVFS
IEPERIZIN
35-11-039_001 mt. fuji 7€ 19814 35mm 7 4 JbLs AP VNG R
1B a—/L—LA
35-11-040_001 Bl T4 F TREBLRIERE 35mm 7 A L Ls
35-11-040_002 tokyo video festival 19854 35mm 7 4 I s BR £ x—
35-11-041_001 Py vR—LT7 7Lz (7]19854 35mm 7 4 L Ls

FYROHFER), TF- T
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35-11-041_002 tokyo video festival 19854 35mm 7 4 JLLs BR
35-11-041_003 tokyo video festival 19854 35mm 7 A L Ly Ev
35-11-041_004 tokyo video festival 19854 35mm 7 A L Ly Ev
35-11-041_005 tokyo video festival 19854 35mm 7 4 L L HR
35-11-041_006 tokyo video festival 19854 35mm 7 4 VL BHR
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| am old now and always wish to speak to the dead.This is a rehearsal for when someone will say “let’s call Nakajima’s spirit”, if I'll film myself looking like this, then they will see me as dead, not my living image. It is some kind of

simulation of life and death. This is an afterlife TV station. —Ko Nakajima
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