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“Nara Shikamaru” Osaka, 2006
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1. Oliver Sieber, “Nadine”
from the series “Skins Mods
Teds” Diisseldorf, 1999

2. Oliver Sieber, "Kay
Karentina” from the series
“Boy meets Girl”, 2005

3. Oliver Sieber, “Mici”
Disseldorf, 2002

As the 16th ART-EX Artist-in-Residence Program, Oilver Sieber and Katja Stuke
stayed in Osaka for 3 months from January 2006. Here we will ask each of them
about their former works and what they have experienced in Osaka.

Oliver Sieber has been keen on youth-culture and presented many portraits of
young people dressed up in Rock-n-Roll, Mods and Skin Heads. During his stay in
Osaka, he continued his series, along with the Rock-n-Roll and Punk, with the
portraits of the people wearing costumes of their favorite Manga or Anime
characters in their private spaces.

You have taken various types of portraits, could you introduce us about them?

In 1999 | finished a series of 53 portraits called “Skins Mods Teds” (image 1). | was
very interested how far there are youth-cultures (or subcultures) existing in my
nearby environment which lead back to important groups from the past. Speaking
about youth-culture it is interesting and useful to look back in history.

At the beginning of the 50's, after the Second World War, the first so-called Rockers
established a kind of counter-culture trying to find more freedom and independence.
Since they categorically refused the establishment, the conventional traditions they
had to build their own groups and networks, and not only define their position in the
context of the society but also their own position within the own group. And
determining the own individuality was at least important.

Music and fashion as characteristics or codes of ideas and thinking have been the
most important criterions. And this hasn’t changed until today referring youth-
cultures or subcultures.

After this piece of work | made several portrait-series dealing with similar subjects
as for example the quest for individuality and identity and my interest in special kinds
of social groups, which you can't find in our environment so easy.

| often concentrate on the various ways of expression and identities of young people. |
was interested for example in the position of young women playing football in the
football community which is still dominated by men or the meaning of the
photographed portrait in the world of blind people.

Before we came to Osaka | have just finished a work about transsexual people.
(image 2] This work is about people who are strongly fighting for their right to choose
the gender they feel like (or even don't want to be fixed on one gender); it is therefore
interesting as it is questioning about self-determination or predefinition regarding
gender.

In what point especially are you interested in those youngs you take so many, who
covers themselves in punk, rock n roll and skinhead fashion?

Regarding to music history all different kinds of youth- or sub-cultures are closely
connected to each other. Punk was influenced by Rockabilly; Mod-culture,
Skinheads, Psychobilies and Rock-n-Roll are correlating to each other.

Asking questions about the sense and meaning of rules or traditions is important for
the origins of all subcultures. Everything is closely connected to reflecting about
social circumstances, about racism, war, poverty and market.

The history of punk is closely connected to these questions. Punk music (not all) has
been very political and a lot of people turned against the political situation in the 70’s
to find some answers to a lot of questions. But there were also a lot of discussions
within the punk scene about getting to commercial due to the success in the music
market. Out of this there emerged an alternative punk scene (the oi-punk].

Going to concerts of punk-, psychobilly- or rockabilly-bands you can meet a mixture
of follower/supporter of all these kinds of music.

In Diisseldorf | started and made a portrait of a young punk (image 3). He seems to
be a prototype of a punk, perfectly styled with all-important accessories. | decided to
continue this work (image 4) here in Osaka. The idea of being involved to punk
appears to be very interesting in a country much seems to have a lot of unuttered
rules regarding individuals and group and you hear a lot about hierarchy and very
traditional structures.
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4. Oliver Sieber, from the
series “j_subs”Osaka, 2006

5. Oliver Sieber “Xihaou” from
the series “Character Thieves”
Germany, 2005

Did you find any interesting characteristics in fashion in Osaka comparing to other
countries?

Since I'm not so much interested in fashion in general or as a question of trends and
being up-to-date but more in different kinds of youth- or sub-culture or group
identities for me it is not so important what | see on the streets or in the department
stores. For me it is interesting to see the influence of youth traditions from Europe
and North America to the Japanese youth-culture, to find out the differences or
coherences, what was changed regarding the style or meaning.

In Japan you can get everything (not only in fashion) and everybody seems to spend a
lot of money to get the most perfect style, the most fashionable haircut, and the
latest model of any kind of product. Some of the people | met on concerts seemed to
have verified every single detail of their outfit.

But this seems to be very usual here also maybe in Hip-Hop-fashion or all the other
fashion styles: do it as perfect as possible.

On the other hand, you have started a new series taking portraits of people in their
favorite Manga character’s costume. Why do you think you would take portraits of
costume players?

As mentioned before I'm very interested in identity and a lot of my works deal with
the subject of individuality and group identity. Costume play is a new and very special
kind of subculture.

It's different from other sub-cultures which are more a counter-culture against
traditional or ordinary living; the center of the costume play culture are characters
from the pop culture, they depend on trends, current fashions, definite games,
Animes and Mangas produced by a huge industry.

But it is a youth culture from Japan, which is also popular in Germany - probably in
all European countries, the USA and Canada. And this is different from the other
groups | met and photographed before.

In Germany, where | started working on this series “Character Thieves” (image 5],
teenagers meet nearly every weekend to talk about Mangas, games and Animes.
They are visiting Japanese shops, drawing their own Mangas and tailor their
costumes on their own. And beyond there are a lot of so-called “conventions” all over
Germany all over the year.

Taking photographs and being photographed is an important integrant of these
meetings which they often call “costume play photo shoot”. They have a lot of
professionally looking websites on which they count who was photographed how
often in how many costumes.

These kinds of meetings seem to be a chance of getting in contact with each other,
possibility to get some confirmation about the costume, how good it is made; a
chance to figure out following the mainstream, the current trend, choosing a retro-
character or maybe creating a new, own one.

In this juvenile world there seems to be very unsophisticated impartiality regarding
conventions. The special kind of masquerade offers some freedoms and liberties;
usual models and roles can be sublimated and reflected. They can pick out
characters of warriors and fighters, samurais, little girls, cute animals, tennis
players, fantasy characters, wizards and witches. And boys for example sometimes
choose girls characters and the other way round.

Q. Why do you choose to take portraits of the costume players in their private
spaces?

The difference between the spaces the costume players live, their current habitat
and the character they chooses is often very huge. It is interesting to describe the
place of residence and show it in the photo. You get a more explicit image of the
person and their environment. Confronting the fantasy character and the real world
is the center part of this work and offers some space for thoughts and ideas.
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“Character Thieves” Toronto,
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Oliver Sieber from the series
“Character Thieves” Osaka,
2006

Comparing to other cities, were there any different difficulties in meeting costume
players and shooting them in Osaka?

There were some differences between Germany and Toronto on the one hand and
Osaka on the other. Not concerning the content of the pictures but the way of
working.

| was very satisfied with the way of working in Germany and Toronto, where we were
invited from the Goethe-Institut to live and work there. It was much easier and more
intense there doing all the recherché on my own and not having so many problems
because of the language. In Canada they had a very good selection of translated
Mangas and Animes, so | could read (or watch) for example “Astroboy” and “Akira”,
and learnt a lot about Japanese history. | think it would nearly be impossible to take
the pictures like | did without this help, translation and explanation | had here in
Osaka

Are there any changes in your idea about costume plays and other sub-cultures of
youth after your stay in Osaka?

No not basically. | thought costume play was more agreed here in Japan and | was
surprised to meet a lot of (mostly) girls who hide costume play from their parents or
grown up who fear getting problems in their jobs if someone knows. There seems to
be a gap between the big mega cities like Tokyo and the small villages or suburb
areas for example around Kyoto. In Toronto costume players are coming to the
meetings fully dressed, in Kyoto and Osaka it was a bit more mysterious; they bring
their costumes in suitcases and dress later.

| also expected that more people wold be talking more intense about the subject
besides the people | photographed; maybe it is a question of language, but | really
expected more talks about costume play.

And when you talk about subjects like Manga and Anime you instantly talk about
Otaku and the meaning of Otaku, whereas even experts cannot agree to one meaning
of this vocabulary.

| also want to know much more about Japanese rock- and pop-music history; | hope
to learn about this in the last weeks we are here.

The exhibition we are showing here in Osaka is for me a very typical "Béhm”-
exhibition, as we often show work, which is still in progress; we often use the issues
as well as the exhibitions as a possibility to communicate about the works as a
foundation or platform to continue.

Oliver Sieber (Born in 1966)
1987-1993 Studied photography in Bielefeld and Diisseldorf

Selected Exhibitions
2005 Rundlederwelten, Martin Gropius Bau, Berlin Germany
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2004

2003

2002

“Coolhunters-Jugendkulturen zwischen Medien und Markt” ZKM in der Stadtischen Galerie
Karlsruhe Germany

PhotoEspana, Photography Festival, Madrid Spain

Artist-in-Residence, Goethe- Institut, Toronto Canada

“Meeting Frau Bohm” Goethe-Institut, Toronto Canada

“Frau Bohm” Kunsthalle Disseldorf Germany

“You never walk alone - Kunst und Sport” Malkasten Diisseldorf Germany
Pingyao International Photography Festival, China

Galerie Gaby Kraushaar, Diisseldorf Germany

“Geometry of the Face” National Museum of Photography, Copenhagen Denmark
10 years Fotomuseum, Winterthur Swiss

Photographers Gallery, London U.K.

Photographische Sammlung der SK Stiftung, Kéln Germany



1999F IR, ZARERZ7OY Vb [Bohm | ZBRALTVWET ., EBHOHDIE. BV OESR
Z—2NOT1T¥ [Die Bohm] vAY ELT REREIE. BERTEVOWTRRTIIL
TY. SADERFIEEERLEYDS, ZARENLSLETOJIIMREALTWVAOTLLSD,

ZARIILEFITOOMEOEI VS SICEKER OO TTH?

—DI REEPEE. HB3V\IHEOTEIESEBEEEDRE DY FDEEEMETT , 2D
FREICETIEBLV RSN BRI HNET, FIZIE. 2,3 =T EITORTHHEDL . B
AIDEEERLEN . DUERLTHLN - EHBICNE Y T EIRRTBZEN TEET, 2L
EIREBEELTOHRY TIIARDY BN ED =B B HH)BEN) V-1 E, DS
BICHT LR TEEEA,

ZDEHETEDTITHIE. EEDOFENAPHRICET3EAFICOVWTOERNE T
O—FT%, BERERNDETA BICHIISNBLU D D THBEWNIZETT, LWThICE
S ARA—TERZBE RIS O IABNET  AALNBI BT AT AN BB,
FREMICHEONTICTAET,

ENENILTEENDRBERDZDTTH?

ZOELZTEDONET  FIAIE LA /ED D HDIWEELE D D> TVBTERICDWNT
EZ) FERELHINTOEWT AT I IMDERDIZDWTERLILET , HEE5EHIIC
HIFBEFSEY  BEVRILZEICEEREF > TWBZEN B —HPIRTEL VB EIA
S5TIC.BSHRALEEER-TWAIEICR DE. ZDIEER) LT ELL,

E175.817-b5. 520-b5Tld. _A—HTRESERICEDVWERBETRITLEL .,
BELEDIE. ZNThD D) TAHIVZ T HEIR T A ADMDHIFER I -0y INTIRS 1A A=
TT o 2T BTN TP HIL /20D U)X EFE1 TSR ELEL /. AU T 7—l3 22
BEPE—TIVTIRBRAHN MR AT TET A DEHRITH RO avEs Ny
EED . H5-DTERELTHBEILEL -, Thoe -BREBES [BAXTDOHEA] D10
IZEB17-bBELTHITTLELE, b BV OBHR LB A>TV BRI EDHEMN L EE%
RETHBEICOGBIET A BIR . ZDET B AFEERALEL - 1RIEICSHE
BROSKDA)TFINDHT—T NG  BEOEERHEAESHEESHILEL &
1 BEEDEEERARICLEEATLE,

DB FIBRAYTINE LOMBESH. F—T 1> 27171 COREXICHTFSh
FU120 ZHZH DT AYHIITBENTHZBBEIOO T —a b - DIRF £ 552
0-bBENDABTELTRRTIIEN TEEL, RESEV IR BB P AT 7%fE
STDERREREEIRTEZoDIELDDTY, Oy T ILA LTI Faibh O —a %
SHRILZ60D /N =7y RBRE DSy RS — 2 & DR TR L7 3R R D BRiE & LR L &
L7 B O #I3FE 4 ICLTREIEDREEN H 205 2 ZBIRRENVDH D TH- T EREICIE
IMOBEELIRS DS IIGFI P 1 8AH-11FETT, 5275 [How to draw a bunny)
W LITFLZ-TadFLICEILI-AFT EOMOANTORERICRITUEL 2, AT 71
F 2y BRIV I TIRH TV =) —X [Character Thieves| Z#ffEL TITW IFE BT =A%
Y ZIE—HBTEANREFESDODIEEE RICHRELEL -, 2OV —XIE AR THMFEIN
FU 7z, 7 1771d [Portraits from the Back of the Head] &L C.hOLDEFD A 2 DT
SEEE DML EL S, 2hIE HD TEINDIBFR TOERBE . ZABIBFITOANES
BEDPEBRMUERALDDELTEL TR, [How to draw a bunny] EWVHERIE FA
FBDRAUNTELA T3V EVWS T =Tt AMIDWTDMEDS DI EL =, D3
HRT =T 1 ZAMDTENHIZDWTDEZHICRBREEE R =P T,

ZhEAZ2=T =23V FRO—DEVIZATTM?ZhELRTHBO—DOTTH?
HZ5AI1 =5 =23 FERO—DEVWIEZHTHY) . RIEFICERFEHAE THHIEVZET,
DFEBEZAEREHICHKIRL HREVOIT TLLF->TESI D FEEVIEAATT, —
AT [Frau Boshm] (3% [Die Bohm] &EHHBFINER) 13 F-bDIEREBRL TEA -
V. BBV L= —XEBER ) BB AED DX AERAND EVWEEEEATS
EVSIERICES>TVET , HEREETRIERIBROBE THHINDTT, 2bZbIL &7
BH -5 DEREIIFIE D EIHEN BV £ DEFEFESI LB D EF =D TT,

Bohm Issues #5 Big City,

Small Town, #12 Light/Dark,

#26 Youth project, #27 How
to draw a bunny

Since 1999, Katja Stuke and Oliver Sieber have been working on “Béhm” as a joint
project. Main activity is to publish the issues “Die Bohm”, presenting their own
works, now 4 times a year. In relation with their own works, they have been
developed collaborative works in various ways.

What interests you about this form of publication?

For one, there is the possibility of dealing with photography in a certain way, which
would be different for an exhibition, or a book, or catalogues too. We have great
creative freedom here, for instance, we can occasionally produce only a few pages, at
times simply try something out, just touch on or briefly present a topic. After all, we
couldn’t do that so easily with a book, which is much thicker and more expensive to
produce.

These kinds of publications are a modern way of using photography and publishing
ideas. A photograph is, after all, more than just an object to be hung on a wall. And
besides, there are many more media that can transmit images. And with our
magazines and books we are independent of location.

How do you create an issue?

That changes. For example, we always consider works that have just been
completed, or that are still being worked on, or which of the older projects have not
yet been examined. One issue for example shows that we were often interested in the
same things, and that we photograph them without knowing that the other has
already photographed them as well.

The issues #17, #17b and #20b all base on each other. They show images we took in
California and other places in North America and Europe.

First we published two independent series in issue #17. Oliver had documented
cleaning carts in motels and airports, and throughout the trip Katja had collected,
and then reproduced, bags of found materials.

Then for the exhibition “The Tourist View” we produced another issue #17b. B-Issues
are always special editions that are either formally distinct or that complement
previous issues. For this we had selected a different form: each issue contained 5
original c-prints in various formats, and we always varied the subjects and their
combinations and we did not announce the authorship of the photographs.

After that we were invited to show an exhibition at the Rotterdam Goethe-Institut
during the film festival. And since film locations had really been our original
destinations, we then created issue #20b, in which we were able to show these
works.

An exhibition does, after all, make it possible to try out different forms of
presentation and more media. So in Rotterdam we also showed a 3 hour-long film,
for which we had spliced together scenes from 60 Hollywood movies taking place at
the locations we had visited. After all, many places seem more interesting by the
stories we associate with them than they turn out to be in reality; at many of the
places we visited we didn’t take a single photo.

We produced the issue #27 “How to draw a bunny” in Toronto during our residency
there. Oliver continued a series he had already started in Disseldorf called
“Character Thieves”. It shows photos of people dressed as their favorite Manga-
Characters in their private spaces. He will continue this series here in Osaka. Katja
made some “Portraits from the Back of the Head” of people in the streets of Toronto.
You can understand this as an idea about being stranger in a new place, your
expectations and what makes you feel home in this place. The title How to draw a
bunny refers to a movie about the artist Ray Johnson we saw in Toronto. We didn't
know him before but we were very interested in his way of thinking about art and
being an artist.

Is it more a communication concept or a marketing strategy?

Presumably it is a communication strategy as well as marketing or publishing
strategy. After all, part of the whole idea is to publish and promote, to present one’s
work. Besides, the work on Frau Bohm helps each of us to structure and order our
own work, to reflect one last time on completed series, examine just finished
negatives, or finally get to enlarge older pictures. So to a certain extent, it is also a
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structuring strategy. At the beginning we were primarily interested in contrasting

#4b[B6hm Trade-Center ] (http://www.frau-boehm.de/handelszentrum/)IC DUy
THATEEL,
[Bohm Trade-Center] 1. 1>2—% b L CHRETIBRESANR—XTY, BBl 14 |
—3 b EDEEERBEOBEN—FBDIIICEATHY ARBEREEVIZEIGHALEB A,
[Béhm Trade-Center] 33 DDA FF THEKINTHY. ZO—D [EBF | TR BR%E
DER7=6DES. [Die Bohm] D&RHFEDAREBNL TVWET, thDT7—7 1 XAMDIESR
FHARMEL TIBDEVD T HI—2D [FRAM IV —L] TR DT —T 1 ANDEELE

ol W e el m E aE

each other’s works, and to work with the medium.

As a communication means, the project on the Internet is also developed besides a
publication. Please tell us about your web site“Béhm Trade-Center”
(http://www.frau-boehm.de/handelszentrum/)?

The Bohm Trade Center is an internet-space where we can show exhibitions we don’t
emphasize too much that it is a virtual space since we understand the Internet room
as a kind of real room.
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The Trade Center looks like three trading containers. In one container, the
.laboratory”, we show current works of our own, often the pictures of a current
Béhm-issue. Since we don't publish other artists” works in the print-issues we built
the .guestroom” where we exhibit (mostly) photography of other artists.

We liked the idea of shipping- or trading-containers because you can be very flexible;
you are not depending on one place. And in fact we were invited to arrange a
container in Madrid during the Photo festival and produced one issue inside this
container. And the size of the containers can change, too

The first artist we exhibited at the guestroom of the Trade Center was Hisako
Nakagawa from Kyoto who we met when she was in Disseldorf for three month. Me
met her in Osaka again and together we invited photographers to take part at a
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The first artist exhibited at the

Another project photo-blog “NANIWA” was started during your stay. What kind of
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The blog was a project about communication only with pictures. We asked the
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weblog “Naniwa” during our stay in
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connection to the previous picture by way of an answer, an opposite, a challenge, a
formal context or a similar topic. We thought it would be interesting to find out if for
example photographers in Japan have different associations to similar pictures or
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because only a few of the invited Japanese photographers took part after all.] We
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displace the word in communication? But exactly as in talking it depends on the
interlocutors if it's going to be an interesting discussion, if someone always avoids
direct answers, of if he or she changes the subject constantly; and besides you also
have the possibility to react only in a formal way, for example regarding the artwork
and presentation, color, size or subject.

ART-EX : Artist-in-Residence Program

ART-EX is an Artist-in-Residence Program designed to promote interaction and exchange among artists from
various nations and further their understanding of each other’s culture. The Program aims to achieve this by
arranging for Osaka to work with the four European nations of Belgium, France, Germany, and the U.K,, in such a
way as to organize the mutual exchange and assignment of artists in all the countries concerned.

The program began in 1992 as a joint project undertaken by the Osaka Prefectural Government, Goethe Institut
Osaka, and the German city of D_sseldorf. Since 1994, the project has also enjoyed the cooperation of Belgium
Falnaders Exchange Center, the British Council, and the Centre Franco-Japonai=Alliance Fran_aise d'Osaka, has
thus been engaged in exchange and interactive activities with four European nations. Every year, one European
artists comes on three-month visit to Osaka at different periods, each one from a different European country,
while one artists from Osaka likewise goes to stay in a country or Europe.

ART-EXICET 3BV EHE
ABRAFAL IR EM 22—
ABRATFREKFFI3-1-43 KERATH AR
TEL.06-4790-8520

info@osaka-art.jp
http//www.osaka-art.jp/
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Osaka Contemporary Art Center
Katja Stuke,/Oliver Sieber 2006
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Katja Stuke, from the series
“CCTV".

It's often a question of just one
second or one millimeter,
which changes the content, the
story in the images or the
relationship between of the
people in the images.
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Katja Stuke’s work has been produced always by indirect approach toward the
object she focused on. She takes pictures from the projected images of daily life on
the monitor, which is taken by video camera. During her stay in Osaka, she
continued her series with the same technique. Here are some questions about her
technique and works.

Why do you first take images by video camera in order to use them as source of
your photographs?

Taking pictures with the video camera is a bit like just looking around. On the streets
I'm just observing and storing - keeping the moments, not analyzing what's
happening. When | take the films to the studio | can carefully choose the situations,
which are interesting for my work. | can try to think out what happened, try to find out
or think out connections and relations between people, choose a special frame for
my intention, can compose an image. It's often a question of just one second or one
millimeter, which changes the content, the story in the images or the relationship
between of the people in the images. So it is very different from just taking snapshots
on the street.

When | take the photos of these situations from the TV-monitor and enlarge these
pictures, they get another containing meaning besides. The grid from the screen
which you can see very precisely on the photographs changes the way the people
look at them because the images seem to be in a new media-context. It is now no
more just a situation on the street; maybe it could be interesting news? News and
media use images to stress a subject and make pictures become a symbol, use them
to illustrate an opinion sometimes ignoring the origin of the image; put the images
into a new context and make them become a new meaning. For example pictures of
Asian people wearing masks to protect themselves from getting a cold which used to
illustrate the risks of avian flue some years ago in Europe. So a very harmless
situation changes into a symbol of the pandemic dangers.

The stories the people see in my images are always different and often different from
my own suggestions; it depends on who is looking at the pictures, his personal
background and experience, which movies he or she has seen or what had been
reported in the news the days before. The judgments are influenced by our
experiences and the circumstances of our own lives. The same situation can be
judged differently, different viewers come to different conclusions. And according to
our own experiences our judgments as to the actions of a person vary in results and
ideas; very often though they do not represent reality.

There are series “My Personal Hitchcock” where you use movie films as material
of your work beside everyday life scenery. What is your intention?

You can see very clearly how photography and movies influence each other if you
compare the images Hitchcock composed in his movies and the photography works
of the same ages.

| took these images out of their content put more than 50 photographs from about 7
or 8 Hitchcock movies together into a new content so they happened to become a
totally new story; and with changing the sequence or reversing the order another
story can happen. So people can put together their own storyboard of a movie.
Storyboards are the summaries of a complete film in just a few images. And a
sequence of apparently loose images is transformed with the fantasy and ideas of the
viewer into action and can project their own thoughts and ideas.

I'm also interested how movies and moving images change the way people look at
things and events, how they sense their environment or what's happening around
them. Maybe the momentary of moving images make people think their own thoughts
and stories depending on their own history and cultural background. This leads back
to the pictures we talked about before.
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Katja Stuke from the series "My
personal Hitchcock”.

A sequence of apparently loose
images is transformed with the
fantasy and ideas of the viewer

into action and can project their
own thoughts and ideas.
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You took portraits of athletes in Olympic games from TV images in series
“Portraits”. What is your intention to take portraits from TV images?

For me there art two reasons to take these pictures: The first was to keep the intense
moment, the concentration of athletes before they start their performance.
Everybody can watch them on TV but it's just a short moment and then it's gone
forever. | wanted to keep these portraits I've found on my TV-screen. Therefore |
abuse the cameramen, use their point of view, their angle, their zoom to take my
pictures. | use the TV as a tool to make pictures. | couldn't make without the TV. |
don’t even have to leave my studio to take these portraits - to be honest: if | were in
Sydney or Athens | would never be able to take these images. | understand the TV as
a kind of window through which | can see different kinds of realities of which | can
take pictures just as good as from the reality outside. In this work the TV gives me
the possibility to see some other perspectives of the world besides the one out of my
window, out of my eyes. And when | film on the streets and take the moments back
with me to the studio it's in a way similar.

How do you usually install your work?

| install the pictures as tableaus of 12 or more pictures; the images are unframed,
mounted on aluminum and behind a glass plate. The people watching the images
should get the impression of a room filled with surveillance monitors; see a lot of
pictures as the first impression. And with hanging the pictures like this they get new
causalities or contexts depending on which photos are hanging beside each other. In
this way there is not only one story in one image but alsoare different stories
between different pictures. They can become storyboards to the stories of the people
who see the photos. And different people select different images as belonging
together.

Did you find any characteristics of the city Osaka while shooting?

| think Osaka is a very good place to take the kind pictures | usually take. It has these
very big, geometrical streets and architecture where people are passing by - they
don’t know each other but when they are passing they get in a kind of relationship
just for one second; the traffic, living and working is happening on different levels
above and below you - feeling a bit like in science fiction movies; A lot of people on
the street, in the subway and the shops and arcades.

On the other hand the smaller streets don’t have special sidewalks, so pedestrians,
bikes, cars and small trucks have to manage with each other in one area.

There are these small businesses around our place where | can only guess what's in
all the boxes they are carrying in and out of the offices because every-thing is labeled
mostly in Japanese (or | cant identify the brands and therefore the products) - | have
seen boxes with drawings of weapons on it; only toys - but with some Yakuza- or
Mafia movies on your mind this leads into some interesting ideas; Electric- and
telephone-wires above you, which are an interesting source for thrilling
speculations; most coloured masks for children with faces of characters from
mangas which can cover the faces of bank robbers; all the products in the shops and
department stores - everything is available, advertised loudly and colourfully and
surprisingly often with portraits of European blond women; People from the same
companies wearing their company uniforms, children and teenagers in school
uniforms, fashion victims and women in white coats running along the street, all the
business people in their business suits - all these people and occurrences are an
magnificent impressions and great basics for ideas and stories. Especially if you are
not used to them and they don't belong to your everyday life.
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Katja Stuke from the series
“Portraits”.
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You explored to take the interior of someone’s private houses in Osaka for the first
time. Was there any change to your interests toward the object you are taking?

At the beginning | was just curious. It is always interesting to come to other peoples
places, look how they live, what the collect, what's on the walls, what kind of
furniture they have. When we have been in Tokyo in 2005 we have only seen streets
and public spaces. You have only a glimpse how it looks behind the walls if you pass
the mansions, multistory buildings or smaller houses. You try to find out how many
people live in one place and | read some real estates advertisements to find out how
big or how expensive they are. | had seen the “Tokyo Style” book and some movies
and everybody stresses (and all the guides write) that in Japan it is very unusual to be
invited into the private spaces and nearly impossible; and as we don’t know anybody
really personally ... So | found it interesting to make pictures not only on the outside
but also in the inside.

At the beginning | was thinking about doing some kind of portrait of the place or the
person living in it. But that's more a job for someone’'s doing documentary
photography. It's even more difficult and does not proof anything: And maybe it is
similar to the pictures | took in the public spaces: you can't judge a situation only by a
picture of one very short moment and you can’t judge a person by the things he owns,
how he lives - especially when you only see an angle from somebody else. Not
everybody who is collecting mangas, videos, animes and figures is an Otaku-Killer
anyway - or people listening to hardcore music and playing computer-games are
going to commit highschool-massacres.

Private spaces are - also in Germany - protected spaces for the ones who live in
there. The imagination of someone coming into your house when you are not there
and searching all your private belongings is disturbing; conceiving that someone is
just there let alone looking at all your things, judging, changing anything is a
harassing idea.

So | selected only some of the private photographs and they now become a part of the
observation series - a new thought as part of the surveillance idea.

So when you look at the pictures you can get the impression of searching private
houses, being witness of a criminal scene. | think about maybe compounding it with
the pictures | took on the streets and | will continue the series in Germany, maybe at
some friends’ places where | can really snoop around every corner.

Katja Stuke (Born in 1968)
1988-1993 Studied visual communications in Disseldorf, main topic: typographies, photo/film

Selected Exhibitions
2005 “Portraits” Galerie Foth, Freiburg Germany

2004

2003

2002

PhotoEspana, Photography Festival, Madrid Spain
Artist-in-Residence, Goethe-Institut, Toronto Canada

“Frau Bohm” Nachtfoyer, Kunsthalle Disseldorf Germany

Pingyao International Photography Festival, China

“My Personal Hitchcock” Im Rahmen des Film Festivals Rotterdam, Lantaren/Venster,
Rotterdam The Netherlands

“Unser Film” Goethe-Institut Rotterdam, Goethe-Institut Berlin
Fotomuseum Winterthur, Swiss

“Der touristische Blick” Kulturform Alten Post, Neuss Germany
“Dokumentation” Fotogalerie, Wien Australia

Selected for “Anne Biermann Prize”

“Places of life” European Award for Women Photography, Prato Itay
Awarded 1st prize “European Award for Women Photography”

2001 Selected for Art Directors Club New York “Die B6hm”
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Katja Stuke, from the series “Osaka Private”, 2006

Katja Stuke, from the series “Osaka Pub




o aw rea i ."!I““
I |
. IR l 1||1
' = W) 3 l"ﬂ'l
mi bt LaBb 1.1 1ol R
y ¢ 1111 TI1 L
4 A YN N 1 &) ih
I.-'P
87 il m
. il .

18 ﬂHHlHH""‘huﬁmuﬂ1

Hi "“*HI#HHH* B 11

R
| &N {1} 1l T L |

peri RN ik fi - -.i:’i{?-‘.l#': I 1 , .
YL i 1 . oA annan "
T : BT LELL LR

R B qmin oM eRp i
:1H'fli LI LR TE
TEL il |"'I' RN WS i
_]11‘!ni !Hﬂ'ﬂ'un,.r: .I”l
TH 1L

b 80
oh M e AR SR

|
e B

“u.uhi’ﬁh
i i ‘|I.".’.ﬂ '."“.




KATJA STUKE OLIVER SIEBER
THE BOHM PROJECT




