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Introduction

The 21st Century Museum of Contemporary Art, Kanazawa Research
Bulletin is a medium for making the results of the museum’s research
(one of the facility’s projects) available to the public. The title of the
publication, A, is derived from the word “are,” which is often used
to express a condition related to the plural subject “we.” Here, it is
reflected backward in a mirror. This suggests the fact that our external
surroundings inevitably appear along with our own reflection on the
mirror. Further, the external situation changes in response to our
actions. As a mirror, the publication is designed to reflect a mixture
of different aspects such as these.

This issue’s feature is “Renewing the Collection.” In 2019, the museum
celebrated its 15th anniversary. Counting from 2000, the year that the
museum began its collection activities, roughly 20 years have passed.
Moreover, due to the global spread of the novel coronavirus, which
emerged in 2020, we have been forced to limit foreign and domes-
tic travel, and many exhibitions have been cancelled. Under these
circumstances, both Japanese and foreign museums have begun to
reconsider the existence of their collections. How should we handle,
accumulate, preserve, and utilize trends in contemporary artworks
over the coming decades and centuries? Along with some outside
issue, we have examined this question from a variety of perspectives
including that of the museum.

In the forum, we present research papers by three of the museum’s
curators. The first, dealing with the collection, is a study of Naito Rei’s
What Kind of Place Was the Earth?, a work that was acquired in fiscal
2020 on the occasion of the artist’s solo exhibition at the museum.
The second focuses on methods of collecting and re-exhibiting per-
formance works, which have become increasingly prevalent recently,
based on the example of Shiota Chiharu and Okada Toshiki's About a
Room of Memory, a work that the museum acquired early on in 2009.
The third, related to the facility’s education division, discusses the
potential of inclusive theater from the viewpoint of Theater 21, which
is owned by the museum.

In closing, we would like to express our heartfelt gratitude to all
of those who readily agreed to be interviewed despite many other
commitments, allowed us to make use of valuable documents, and
provided us with their advice and assistance.

21st Century Museum of Contemporary Art, Kanazawa
March 2022
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From the Editor

Ever since its emergence in early 2020, COVID-19 has been deeply
affecting the entire world. The museum community is no exception.
Numerous institutions were forced to temporarily shut down and ma-
jor exhibitions were canceled one after another. Two whole years later
the situation remains difficult in 2022. Japan’s borders are still under
stringent control, even though minimum international travels and
loans have once again become possible (through online meetings).
In the first half of 2020, when exhibitions were being called off, a major
topic of discussion at many institutions was the opportunity this situ-
ation offered for reviewing and making the most of their collections.
Many have argued that instead of relying on so-called “blockbusters,”
museums should better explore their own riches, taking this chance to
further promote them. As it happened, in 2019 21st Century Museum
of Contemporary Art, Kanazawa, had celebrated its 15th anniversa-
ry with the exhibition “Where We Now Stand: In Order to Map the
Future” that reexamined our collection and envisioned the future. Little
did we anticipate similar questions being asked all across the country.
This special issue, “Renewing the Collection,” seeks to reconsider
in light of the current situation how museum collections should be
constructed and explored as we keep expanding them. Even though
each institution’s policies will not change radically, there will be a
great number of issues to be addressed, including the relationship
with archives, the methods of preservation and redisplay, and the
relationship between originals and reconstructions. This is especially
true in the field of contemporary art, with its rapidly changing media
and formats as well as the ever-increasing number of works including
one-time performance as a component. In order not only to enrich
collections but also to tackle these diverse problems, we have titled
this issue “Renewing the Collection,” presenting four essays.
KURAYA Mika, who worked at the National Museum of Modern
Art, Tokyo for many years before becoming the director of the
Yokohama Museum of Art, describes the realities of exhibitions of
permanent collections at both institutions. After sketching out the
historical formation of collections in Japanese museums, she discuss-
es the current crisis surrounding them with an eye to management
aspects, offering a warning about the future of collections. A colleague
of mine at 21st Century Museum of Contemporary Art, Kanazawa,
KUROSAWA Hiromi has been involved in the building of our collec-
tion since before the museum’s opening. Her text discusses how
we have collected contemporary art works that reflect the changing
times and social conditions, and our tasks in the future vis-a-vis the
rapidly shifting artistic media and formats. It is not just museums

that collect works of art. Private individuals, too, play an important
role. NISHITAKATSUJI Nobuhiro discusses the significance of the
collection and exhibition of contemporary art by Dazaifu Tenmangu
Shrine. At once a public and private institution, long rooted in the
local community, Dazaifu Tenmagu’s is an instance rarely seen in and
outside Japan. Finally, in order to have a perspective on the situation
abroad as well as the history and present of museum collections,
we have translated an article by Michael CONFORTI that appeared
in Museum Storage and Meaning Tales from the Crypt (Routledge,
2018), a book in the series “Routledge Research in Museum Studies.”
While the other contributors comment on the problems of storage and
exhibition faced by museums today, Conforti proposes an utopian
dream of sharing collections across national as well as institutional
borders. This is one ideal that warrants a serious consideration at a
time when the ownership of works of art and other precious historical
artifacts depends largely on the capital and state powers. Conforti's
essay is also suggestive with regard to the current need for museums
to make better use of their collections, in an age of ubiquitous call for
“sustainability.” Even though the issues surrounding collections are
far too diverse to exhaust in a single publication, we hope to provide
an opportunity to start a discussion.

(YAMASHITA Juri, translated by NAKANO Tsutomu)
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Noboru Kitawaki, Perishing in the Sky, 1937,

oil on canvas, 117 by 85 cm, The National Museum of Modern Art, Tokyo
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The Past, Present, and Future of Exhibitions of Museum

Collections in Japan

—With Focus on Case Studies of The National Museum of Modern Art,

Tokyo and Yokohama Museum of Art—

KURAYA Mika

Introduction

Exhibitions held at art museums can be divided largely into two kinds:
“special exhibitions,” for which a museum borrows works from other
institutions and individuals for a certain period, and “permanent exhi-
bitions,” in which a museum displays works from its own collection.
(“Special exhibitions” may be referred to as “kikakuten” or “tokube-
tsuten” in Japanese, and “permanent exhibitions” as “korekushonten”
or “josetsuten,” but | shall use the terms “special” and “permanent”
exhibitions in this paper.) Anyone involved in museum operations will
no doubt have personally experienced the difficulty of drawing the
visitors’ interest towards a permanent exhibition compared to a special
exhibition.

This paper is an attempt to examine the past, present, and future
of permanent exhibitions, which, despite being a fundamental part of a
museum’s activities, have not been given that much attention in Japan
compared to special exhibitions. | shall focus mainly on exhibitions
held from the 1990s onwards. As it is impossible to take examples
from all museums in Japan into account, my observations will be
centered on the two museums | have actually experienced working
at, namely The National Museum of Modern Art, Tokyo and Yokohama
Museum of Art.

Particularly as | am writing this text in March 2021, following the
spread of COVID-19, the situations regarding special exhibitions and
permanent exhibitions in the art world are changing. It has become
difficult to bring famous works from abroad, and congestion in the
galleries has to be avoided. Consequently, we have become widely
aware of the limits of the conventional model of large-scale special
exhibitions, in which huge expenditures are made to attract a large
audience, making it, in turn, possible to earn the required income.
Amidst such circumstances, attention is being turned to better use of
the collections in Japan. This paper should provide hints to consider
the merits and demerits of the current trend, too.

1
1.1 Neglected Collections

The “MOMAT Collection,” as the permanent exhibition at The National
Museum of Modern Art, Tokyo is known, is displayed across three
floors of the building, in the Collection Galleries. Compared to the
Special Exhibition Gallery on the first floor, which covers an area of
approximately 1,500 sq. m., the Collection Galleries on the second,
third, and fourth floors cover altogether approximately 3,000 sg. m.
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The “MOMAT Collection” is structured as a broad survey of mainly
Japanese art from circa 1900 to the present. The display is rehung
significantly three or four times a year, and there are always two hun-
dred or more works including Important Cultural Properties on view.
Visitors who buy a ticket for a special exhibition are entitled to view
the permanent exhibition, too. However, despite the grand scale of
the permanent exhibition and the convenience of an inclusive ticket,
for the past ten or so years, the percentage of visitors who proceeded
to the permanent exhibition after viewing the special exhibition has
constantly been around fifty percent. In other words, half the visitors
to the special exhibition go home without seeing the permanent exhi-
bition, which is double the scale of the special exhibition, presumably
because they did not have enough time, they got exhausted after
the special exhibition, they decided it was not necessary to see the
permanent exhibition now as the content is always the same, etc. The
average number of visitors to the special exhibitions from FY 2015
to FY 2019 was approximately 210,000 and that to the permanent
exhibitions approximately 230,000. By subtracting the fifty percent of
viewers of the special exhibition from that of the permanent exhibition,
the difference, approximately 125,000, represents the actual number
of people who came to see the permanent exhibition only.

The permanent exhibition at Yokohama Museum of Art occupies
approximately 1,500 sg. m. of the third floor of the building, compared
to the special exhibition rooms covering approximately 1,100 sg. m.
The permanent exhibition is rehung three or four times a year with a
specific theme introduced each time. Like The National Museum of
Modern Art, Tokyo, a ticket to the special exhibition entitles the visitor
to enter the permanent exhibition, too. However, unlike The National
Museum of Modern Art, Tokyo, where once you leave the special
exhibition, you have to reenter the permanent exhibition, the special
exhibition exit leads directly to the permanent exhibition entrance at
Yokohama Museum of Art, so that you cannot leave the galleries with-
out going through the permanent exhibition. Reflecting this structure,
looking, for example, at the average from FY 2015 to FY 2019, with
240,000 visitors to the special exhibitions and 271,000 visitors to the
permanent exhibitions, the difference was not large. By subtracting
the former from the latter, approximately 31,000 indicates the number
of visitors who came to see the permanent exhibition only. Here again,
the number becomes exceedingly smaller.

The National Museum of Modern Art, Tokyo and Yokohama
Museum of Art have a lot in common. They are both national or mu-
nicipal museums in the Greater Tokyo Metropolitan area. The National
Museum of Modern Art, Tokyo boasts a collection of approximately
16,000 works and Yokohama Museum of Art approximately 13,000




works. They both cover mainly modern and contemporary Japanese,
European, and American art, namely Western-style paintings,
Japanese-style paintings, watercolors, drawings, prints, sculptures,
photographs, videos, and art-related materials. (In addition, Yokohama
also collects crafts and designs.) Consequently, the above-mentioned
data cannot be considered typical examples of all museums in Japan.
Nevertheless, they do indicate one aspect of the present situation of
Japanese museums, in which special exhibitions account for the main
purpose of the visit, even in the cases of these two museums blessed
with a rich collection.

1.2 Blockbuster Exhibitions

From after the Second World War to the present, in Japan, special
exhibitions featuring famous works, generating extensive publicity,
and sponsored by the media have become larger and larger. Their
origins can be traced back to exhibitions such as La Venus de Milo
(The National Museum of Western Art, 1964), which attracted 831,198
visitors, and Mona Lisa (Tokyo National Museum, 1974), which at-
tracted 1,505,239 visitors. There is also a genealogy of exhibitions
in which people come to see treasures brought from a distant place.
(In the Edo period, Buddhist statues normally kept hidden from the
public would be made available for viewing for a certain period in
large cities, and the income from such shows would be allocated to
the cost of repairing temples and shrines.) This type of exhibition has
continued to the present as evident in The National Treasure ASHURA
and Masterpieces from Kofukuji (Tokyo National Museum, 2009), which
attracted 946,172 visitors. Furthermore, in the past ten or so years,
so-called “copyright exhibitions,” in which a project involving a popular
character is purchased by museums as a packaged exhibition, have
also been gathering many visitors in museums all over Japan.
Exhibitions aiming at attracting a large number of visitors are
nowadays referred to as “blockbuster exhibitions” within the museum
industry. A “blockbuster” originally denotes a bomb used by the British
military and is nicknamed as such because it was capable of blowing
up the entire buildings of a whole block. The term is said to have come
into use among the American film industry in the 1970s. The first time
| heard it used for an art exhibition was in Britain at the beginning
of the twenty-first century. Soon afterwards, blockbuster exhibitions
came to be used as the name for exhibitions which had a significant
impact on the society and attracted large numbers of visitors in the
Japanese art world, too, and this tendency continues to the present.

1.3 Forming a Collection

How have the museums in Japan gathered their collections, which
constitute the permanent exhibitions? Here again, | shall consider
the examples at The National Museum of Modern Art, Tokyo and
Yokohama Museum of Art.

The National Museum of Modern Art, Tokyo opened in 1952."
Together with Bridgestone Museum of Art (the present Artizon
Museum), which opened in the same year, and The Museum of
Modern Art, Kamakura, which opened the year before, it belongs to
the first generation of Japanese art museums which opened after the
Second World War. The base of its collection when it first opened were
works which had been submitted to the annual exhibitions organized
by the Ministry of Education or the Imperial Academy of Fine Arts
and purchased by the Ministry of Education from the Meiji period.
The year after its opening, in 1953, altogether 178 works including
Japanese-style paintings, Western-style paintings, and sculptures
were transferred from the Ministry to the Museum en bloc. However,
Atsuo Imaizumi, the first chief curator of the Department of Fine Arts
at the Museum, strongly opposed having such works which embodied
prewar values of governmentally organized exhibitions at the pivot of
the collection and made efforts to newly collect particularly avant-gar-
de or non-governmental works, which were oppressed before and
during the war. When the establishment of the museum was being
planned, Japan was still occupied by the GHQ. We know that Imaizumi
referred to The Museum of Modern Art, New York in search of an
image of a new museum. Imaizumi’s policy largely reflected the trend
of the Japanese society trying to convert from prewar militarism to
American-style democracy.

However, the first building in Kyobashi, Chuo-ku, where the
museum was inaugurated, was so small that, for a long time, it was
impossible to secure space to display the collection which had been
accumulated through hard work. By moving to the present building
in Kitanomaru-koen (Takebashi), Chiyoda-ku in 1969, it became pos-
sible for the first time to exhibit the collection, and this became the
prototype of the present “MOMAT Collection.”

For many years from its opening, the museum’s annual acquisition
budget was five million yen, but it increased after a while. Even in the
first decade of the twenty-first century, when many public museums’
acquisition budgets were suspended, it did not suffer that much reduc-
tion. It has hovered around 100 million yen for the past ten or so years.
It was late, in the latter half of the 1970s, that The National Museum
of Modern Art, Tokyo began collecting foreign, mainly European
and American, works. Backed by the bubble economy in the 1980s
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(1986-1991), supplementary budgets were adopted, which led to the
purchase of foreign works. From 2010, altogether 2.7 billion yen has
been newly allocated to the six national art museums as a special
acquisition budget. As far as the acquisition budget is concerned,
The National Museum of Modern Art, Tokyo is in an exceptionally
privileged position.

Regarding the overall perspective of the collection, from its very
start, as a national museum, The National Museum of Modern Art,
Tokyo has aimed at a standardized presentation of the flow of art in
Japan from 1900 to the present. Nevertheless, the standard model
itself has of course been modified as required following, for example,
an incidental addition of works such as 153 war paintings (which were
deposited on indefinite loan by the US in 1970) or the change of times.

Yokohama Museum of Art opened in 1989. Reflecting the bubble
economy, there was a boom for local governments all over Japan to
build art museums. The museums established in those days form a
notable stratum among Japanese museums. As quite a few preceding
museums already existed, it was decided that its collection should
put forth the characteristics of Yokohama. Bearing in mind the city’s
history of opening its port to East and West exchanges, it was decided
that Yokohama Museum of Art should collect works indicating the
interchange between Japan and Europe. Being the city, alongside
Nagasaki, where photography began, photographic works were to
be included, too. Likewise, works related to Sankei Hara, a wealthy
merchant who patronized Tenshin Okakura and others, were to be
added. It has been pointed out that Chisaburo Yamada, a former
director of the National Museum of Western Art who also served as
cultural advisor to the City of Yokohama, played an important role in
deciding such policies.™

Eight years before the opening of Yokohama Museum of Art, in
1981, the City of Yokohama set up “Yokohama Bunka Kikin,” a fund
aiming to raise a total of 7 billion yen to purchase art. Twenty percent,
that is to say 1.4 billion yen, was to be covered by donations from
corporations and individuals. It was through this fund that Red in Nets
by Wassily Kandinsky (1927, purchased in 1983), Seated Figure by
Francis Bacon (1961, purchased in 1983), etc. were purchased from
the “Taiko Collection” formerly owned by Nagaoka Contemporary Art
Museum. These were followed by the acquisitions of Mrs. Cézanne
in Striped Dress by Paul Cézanne (1883-85, purchased in 1987) and
Woman Sleeping in an Armchair by Pablo Picasso (1927, purchased
in 1988). Efforts made to collect works by famous modern Western
artists was a trend common among many of the museums found-
ed during the period of the economic bubble. Unlike The National
Museum of Modern Art, Tokyo, which is allocated operating expenses
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including an acquisition budget from the state, Yokohama Museum
of Art continues to purchase works through the above-mentioned
municipal fund. However, use of this fund was frozen in the first
decade of the twenty-first century and the acquisition budget is still
being suspended until the fund balance has been restored. Collecting
was undertaken substantially when the museum first opened, but has
become intermittent after that. This is also a typical scenario of the
collections of museums belonging to this generation.

As for the overall perspective of the collection, unlike that of
The National Museum of Modern Art, Tokyo, which aims to cover
the complete history of Japan comprehensively, it is composed of a
number of substantial groups such as European works dating from
between the First and Second World Wars, works related to Sankei
Hara, and photography.

In the cases of 21st Century Museum of Contemporary Art,
Kanazawa (opened in 2004) and Aomori Museum of Art (opened in
2006), which, following the generation established during the bubble
economy, opened after the collapse of the bubble economy, their
approaches to their collections seem to have changed. Whereas
Kanazawa aims at the world, Aomori focuses on local artists. Although
the color of the overall collection in the respective museums differs,
Swimming Pool (2004) by Leandro Erlich in Kanazawa and Aomori-ken
(Aomori Dog) (2006) by Yoshitomo Nara in Aomori both play a pivotal
role as the symbol of the museum that everyone is familiar with. The
idea of making the museum widely known by displaying a particular
work from its collection in an easily viewable location outdoors was
a concept that had not existed in Japan until then.

2
2.1 Periods of Crisis and Collections

| wrote at the beginning of this paper that at present, from 2020
to 2021, due to the spread of COVD-19, interest in the museums’
collections is suddenly heightening. Looking back at the past thirty
or so years, we realize that when the society confronts a crisis, as
if returning to the starting point and confirming the meaning of a
museum’s existence, there have been moments when the people’s
attention turned to the collection.

Look, for example, at the early 1990s, when, due to the collapse
of the bubble economy, all of a sudden, the society turned stern eyes
to the museums. It was during that period that an awareness of mu-
seum education grew. There was a pressing need to eradicate the
unapproachable image and arouse a social atmosphere to support the




museums. Precedents had already been set by The Miyagi Museum
of Art (opened in 1979) and Yokohama Museum of Art, where studio
facilities were provided with a focus on supporting the citizens’ cre-
ative activities. The novel aspect of the trend in those days was that
emphasis was placed on art appreciation. The museums naturally
relied on the works in their own collection as the resource of such
activities.

Another example would be the Designated Administrator System
introduced in the early 2000s. This system was based on the revision of
the Local Autonomy Law, Clause 244 “Public Facilities” in 2003, which
made it possible for the administrative operations to be contracted
out to private enterprises. It was just from the period of “structural
reform without sanctuaries” undertaken by the Koizumi administration
(2001-06) to the “budget screening” (2011) by the DPJ administration.
Various issues regarding the system such as fear of retrogression
in non-profit-making businesses including survey and research or
difficulty in continued employment of museum staff were discussed.
One of the points at issue was whether the collection, which is public
property with an obligation to be administered on a long-term basis,
could be entrusted to private enterprises, which seek short-term
profit.”® There were cases such as Shizuoka Prefectural Museum of
Art (opened in 1986), which carried out a general inspection of its
collection and advocated the significance of the collection to the
residents of the prefecture.™

The next epoch-making incident was the Great East Japan
Earthquake on March 11, 2011. Not only those involved in the mu-
seum world but the whole society were shocked to learn that Rias
Ark Museum of Art (opened in 1994) and other museums lost their
collections. The perpetuity of a museum collection, which forms the
very foundation of a museum, was radically undermined. Thereafter,
in 2019, the collection at Kawasaki City Museum (opened in 1988)
suffered flood damage caused by a typhoon. Nowadays, damage and
loss of the collection caused by disasters simply cannot be ignored.

The following are accounts of what | experienced as new trends
regarding the display of the permanent collection at a museum before
and after the earthquake disaster.

2.2 “There’'s Something Happening Here”

Towards the end of the first decade of the twenty-first century, at
a time when, as mentioned above, museums were faced with con-
tinued hardships, two exhibitions were held at Chiba City Museum
of Art (opened in 1995) , namely Numbers (2008) and Colors. The

Joy of Coloration (2008-09). Both exhibitions consisted of works from
the museum’s own collection. Delving adeptly into the respective
themes, they were “special exhibitions of the museum collection” so
to speak. | imagine this stemmed from strained financial circumstanc-
es, which made it difficult to organize large-scale special exhibitions.
Nevertheless, to me, these exhibitions proved opportunities to realize
anew that displays equivalent to special exhibitions could be orches-
trated with the museum collection alone. In fact, whether or not an
exhibition is special or not is not differentiated on account of whether
the works come from the museum collection or are on loan. That was
just around the time | became chief curator of the Department of Fine
Arts, which is responsible for the collection, at The National Museum
of Modern Art, Tokyo.

Triggered by this experience, | later planned, together with the
staff at the Department of Fine Arts in those days, four Special Exhibits
from the MOMAT Collection, namely There’s Something Happening
Here: 1907-1945 (2013-14), There’s Something Happening Here 1.
1923, 1945, and Beyond (2014), What Are You Fighting For? (2015), and
Special Exhibit Foujita Tsuguharu: Complete Works from the Museum
Collection (2015). Each one of these exhibitions was held on a consid-
erable scale using more or less the entire 3,000 square meters of the
Collection Galleries.™ This was just after the Collection Galleries had
been renovated by the architect Nishizawa Tezzo and redesigned by
Hattori Kazunari in commemoration of the sixtieth anniversary of the
opening of the museum.

As mentioned above, the Great East Japan Earthquake on March
11, 2011 was the direct cue that led us to planning 7here's Something
Happening Here and There's Something Happening Here /l. As an art
museum, we wanted to plan a relevant project immediately and con-
vey a message to the society. However, our special exhibition schedule
was already fully booked for the next few years, and the realization of
an idea which probably would not attract such a large audience as a
special exhibition did not seem feasible. Consequently, we pondered
whether we could treat the theme of the earthquake disaster using
our own collection, and concluded that we would represent the Great
East Japan Earthquake indirectly by employing a group of works con-
cerning the Great Kanto Earthquake of 1923. The “MOMAT Collection”
had conventionally been structured according to the flow of art trends
such as the inauguration of the Ministry of Education Art Exhibition
or the Taisho Democracy respect for individuality. However, on that
occasion, we decided to arrange the works according to significant
social events such as the Great Kanto Earthquake, the Sino-Japanese
War, and the Second World War. In order to present an idea of the
respective times, we employed many newspapers, magazines, picture
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postcards, and films of the time.

| had a strange experience in the process of preparing these exhi-
bitions. The story we planned for the display began to fully overlap with
the reality. (The works mentioned in parentheses are examples of the
display related to each phenomenon.) For example, immediately after
the Great Kanto Earthquake, young architects and avant-garde artists
went out to the town and formed “Barakku Soshokusha,” a group
through which they decorated the hurriedly constructed shops etc.
(Tomoyoshi Murayama, Construction, 1925). However, after a while,
frustration about the delay in restoration led to the utopia of mutual
aid being overtaken by a social atmosphere of banning criticism of the
government. It was around that time that the Peace Preservation Law
(1925) was promulgated (Seifu Tsuda, 7The Victim, 1933). In order to
showcase recovery from the earthquake, the Tokyo Olympic Games,
the first to be held in Asia, and a universal exposition were planned
for 1940. However, they were cancelled due to the outbreak of the
Sino-Japanese War in 1937 (Noboru Kitawaki, Perishing in the Sky 91,
and Airport, both 1937), which later led to the start of the Second
World War.

In the real world from the 3/11 earthquake onwards, the architect
Toyo Ito and others began the HOME-FOR-ALL project (2011-) to build
houses where residents of the disaster-stricken areas could be based.
The Specially Designated Secrets Act was promulgated (2013), Tokyo
was chosen as the host city of the 2020 Olympic and Paralympic
Games (2013), and it was decided that Osaka would host the \World
Expo 2025 (2018). The relations between China and Japan rapidly
worsened from around 2010. Although the Olympic Games have not
been cancelled due to a war, a pandemic, which nobody could have
imagined in those days, is casting doubt over whether the Tokyo 2020
Olympic and Paralympic Games can be held.

The overlap of such trends in 1923 and 2011 was certainly not
a coincidence. Generally speaking, it is said that after a disaster, a
cycle of a “heroic phase” or a “honeymoon phase,” during which
everyone serves others; a “disillusionment phase,” when the delay in
restoration and fatigue caused by living in evacuation leads to frequent
problems among the survivors; and a “reconstruction phase,” when
reconstruction proceeds leaving a certain number of people behind,®
can be identified. Olympic Games and world expositions are often
known to be utilized to bolster rehabilitation from a war or disaster.
Furthermore, in There's Something Happening Here I, which covered
the postwar tendencies, too, a work created at a time when peaceful
use of atomic energy was declared (Taro Okamoto, Man Aflame, 1955)
and a work giving thought to atomic power generation following the
Fukushima Daiichi nuclear disaster caused by the earthquake and
tsunami on March 11, 2011 (Chim T Pom, Real Times, 2011, on long-
term loan) seemed to overlap, too. In other words, artworks kept in
the museum collection, which could be regarded a box of perpetuity,
and presented before our eyes as real objects several decades later
revealed the same pattern of repetition. By deeply reexamining the
collection brought from the past, we can calmly understand what is
happening in the present, forecast the future, and notify the society of
an incident that might occur. That was what | realized at that moment.

In her book entitled Radical Museology: Or What's ‘Contemporary’
in Museums of Contemporary Art? the British art historian and art critic
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Claire Bishop introduces the schemes at three museums, namely the
Van Abbemuseum in the Netherlands, the Museo Nacional de Reina
Sofia in Spain, and the Museum of Contemporary Art Metelkova in
Slovenia.” According to Bishop. Plug In to Play (2006-08) and Play
Van Abbe (2009-11) at the Van Abbemuseum, the display of the
museum collection at the Museo Nacional de Reina Sofia (c. 2013),
and War Time (2011) at the Museum of Contemporary Art Metelkova
were all ambitious attempts at representing “multiple, overlapping
temporalities” such as the past, present, future, and the various times
in which people in diverse positions are living.” She refers to such
attempts as “dialectic contemporaneity.” Looking back now, the series
of exhibits including 7here’s Something Happening Here we planned in
those days were also attempts at finding “dialectic contemporaneity.”

| was unaware of the existence of Bishop’s book originally
published in 2013 at the time | was planning the above-mentioned
exhibits. Moreover, it was not until 2014, when | happened to see the
display of the museum collection at the Museo Nacional de Reina
Sofia in person, that | was able to witness such trends abroad for
myself. Therefore, the attempts made at the three museums in Europe
and in the “MOMAT Collection” occurred simultaneously in different
locations. Without knowing each other’s efforts, volition to make an
approach of some sort to the circumstances in the respective areas
encouraged each museum to take action.

Rather than displaying the museum collection “for the citizens to
enjoy,” at times, it can be reinterpreted, rearranged, and presented with
a distinct theme in order to “place some issues before the citizens.” By
doing so, we present the past to be learned from, provide materials to
grasp the present, and make a sketch of the future together with the
viewers. Such a display probably would not be acceptable to a large
number of people and would be difficult to form the foundation of a
special exhibition requiring substantial funds. Nevertheless, if it were
to be composed of works from the museum’s own collection, there
would be no need for transport costs, and negotiations with owners
of works to be loaned and other labor required for the preparation of
the exhibition would be reduced significantly. The less the expenses,
the less the required income and number of visitors would become.
Compared to special exhibitions, which are becoming larger and larger
in scale, | felt that the permanent exhibition located in an inconspicu-
ous corner of the museum now had infinite potentials.

2.3 “Culture as a Moneymaker”

In the 2010s, at the time we were exploring new ideas for the display
of the permanent collection, the situation surrounding museums was
proceeding further beyond the first decade of the twenty-first century,
when museums were in a turmoil over the Designated Administrator
System. Naoko Iwasaki of The Kyoto University Museum points out
that national policies lay in the background of this situation. Based on
measures to promote tourism by appealing “Cool Japan” to visitors
from abroad, the Japanese government urged museums in Japan to
change.™

According to lwasaki, the source of this trend can be traced back
to the latter half of the 1990s. Amidst debates on how to reflate the




economy after the collapse of the bubble economy, the “Tourism-based
Country Promotion Basic Act” was established in 2006. “Historic sites,
places of scenic beauty, and natural monuments and other cultural
properties” were clearly prescribed as “tourism resources.” Although it
was from around 2012 that the number of tourists visiting Japan from
abroad suddenly increased, based on the enactment of the “Basic
Act for the Promotion of Culture and the Arts” in 2001, in the third
policy of “The Basic Policy on the Promotion of Culture and the Arts”
issued in 2011, cultural properties were regarded useful for “conferring
national prestige and extending their effects to related businesses.”
Consequently, it stated that “the view on public support of culture
and the arts should be altered and regarded a strategic investment
based on social necessity.” Following this trend, a “Sightseeing
Vision Concept Meeting to Support Tomorrow’s Japan,” one of the
policy councils which met at the Prime Minister’s official residence
in 2016, formulated a “Sightseeing Vision to Support Tomorrow’s
Japan—Towards a Japan That the Entire World Would Like to Visit.”
The following courses of action were indicated: “Regarding ‘cultural
properties,” ‘an understanding’ from the tourists’ point of view should
be promoted more than emphasizing ‘preservation.” Furthermore, they
should be ‘utilized,” i.e. rather than ‘preserved cultural properties,’ they
should be treated as ‘cultural properties carefully laid aside precisely
" In 2017, Kozo Yamamoto, then Minister of State
for the Promotion of Overcoming Population Decline and Vitalizing
Local Economy in Japan, caused a stir by commenting, “The most
serious cancer is the curators. They are not at all tourism-minded.
We must get rid of them.” This was a remark grounded on the flow

for this occasion.

described above. The “Act on Protection of Cultural Properties” was
revised in 2018. Iwasaki points out that the main purpose of this
revision was “to make it possible for the private sector to take part
in the administration of cultural properties.”"'° These revisions were
probably made with historical sites such as Shinto shrines, Buddhist
temples, and castles in mind, but they naturally had significant effects
on museums possessing cultural properties, too. Thus, nowadays,
the attitude of placing emphasis on preservation has been revised
and museums are regarded an existence where contents attractive to
tourists are presented, which leads to demonstrating national prestige,
increases the museum’s own income, and has a positive effect on the
surrounding economy.

It was amidst such movements that the spread of COVID-19
struck the world.

3.
Faced with the Coronavirus Pandemic

A special exhibition entitled Trialogue: Talking 20th-century Art was held
at Yokohama Museum of Art from November 14, 2020 to February 28,
2021. Tracing the history of twentieth-century Western art, 123 works
by 70 artists were gathered from three museums, namely Yokohama
Museum of Art, Aichi Prefectural Museum of Art, and Toyama
Prefectural Museum of Art and Design. Despite two thirds of the du-
ration of the exhibition falling under the second declaration of a state
of emergency (January 8-March 21, 2021) issued by the Kanagawa

Prefectural Government, there were 45,414 visitors to the exhibition,
and it ended having proved popular. Although, of course, plans for
the exhibition began from several years before, as it took place during
this period, it was frequently introduced in the media as a successful
case utilizing museum collections amidst the restrictions caused by
COVID-19. “Masterworks from three museums compete with each
other. At a time when it is difficult to hold large-scale exhibitions, the
three museums cooperated in organizing a special exhibition.”" “A
new standard emerges amidst this coronavirus pandemic, when it is
difficult to bring works from abroad.”'?

At present, discussions on museum collections amidst the coro-
navirus pandemic are confined on the whole to general arguments
about “returning to the collection.” While rejoicing at the outcome
of Trialogue, | realized that such discussions might lead to “making
money with the museum collection” in the future. That is to say, we
might find ourselves heading in the direction of continuing conven-
tional blockbuster exhibitions by utilizing our own collection. This set
me thinking.™™®

There are mainly two problems.

Firstly, the contents of collections at many Japanese museums
have not been renewed in the past thirty years. As outlined above,
with the exception of a few cases, many of the museums founded
during the period of the economic bubble, which compose the major-
ity in Japan, acquired substantial collections on the occasion of their
opening, but purchases of works sharply decreased from the 1990s
onwards. As a result, if we were to plan an exhibition consisting of
works from collections in Japan only, there is a risk that we would
be unable to cover the changes in artistic trends or values over the
past thirty years.

Taking Trialogue as an example, the exhibition was based on the
framework of “Western art,” which has nowadays come to be con-
sidered more in relativity. This conversely showed that, despite being
located in the Far East, the accumulation of examples of “Western art”
in the museums in Japan is replete enough to organize a substantial
special exhibition. In fact, the majority of the Japanese museums
belonging to the postwar generation and bubble generation have
concentrated on collecting Japanese and Western works. Japan was
confronting a huge target, the West, all by itself. Looking back at
this situation from the present, it was indeed a strange structure.
In Trialogue, of the seventy artists/units included in the exhibition,
there was only one artist from or based in somewhere other than the
European continent and North America. Furthermore, the number of
female artists was seven, including two who collaborated with men,
which accounted for one tenth of the entirety."'*

A collection should, in essence, be an existence that constantly
transforms like a living creature. While keeping an eye on the overall
look of the collection, the museum has to constantly check which part
is handsomely supplied and which part is short of examples. If there is
an aspect lacking in the collection, it should be supplemented so that
the collection continues growing. In the current art world particularly,
following the global spread of the “Me Too” movement, which began
in 2017, a tendency to secure diversity with regard to race, gender,
sexual orientation, etc. in collecting works is rapidly proceeding. In
the catalogue of the Trialogue based on the framework of “Western
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art,” the curators express their torment about being unable to reflect
such changes in values in the exhibition."®

However, it will take a long time for all these museums to recover
the stagnation of collecting over the past thirty years. In that case,
as exemplified by the “Special Exhibits from the MOMAT Collection,”
utilizing the existing collection from an unconventional viewpoint
should prove a realistic way to express new values.

Secondly, the “asylum” would disappear from museums.

| wrote at the end of 2.2 that permanent exhibitions with less
expenditure and less exposure have greater leeway compared to
special exhibitions, in which the quotas of income and number of
visitors are becoming higher and higher. In that sense, | had reiden-
tified permanent exhibitions as a so-called “asylum” (a historical and
social concept meaning a free space or shelter) within the museum.

I do not intend to negate museums making money by organizing
large-scale special exhibitions at all. For example, the cultural affairs
departments of newspaper companies or TV stations, with whom
the museums organize large-scale special exhibitions, are valued
partners. With them, it becomes possible to realize exhibitions on a
scale quite unfeasible with the museum’s budget alone. To begin with,
as a museum is entrusted with cultural assets, the costs required in
fundamental categories such as temperature and humidity control or
the implementation of a security system are enormous. Educational
programs, which are important for attracting the attention of a diverse
range of visitors, cannot be carried out in full unless the funds are
earned somewhere. It is also necessary to secure adequate funds to
maintain working conditions and protect the staff. Furthermore, the
current coronavirus pandemic proved a chance for me to reconfirm
the worth of being able to welcome many visitors into the museum.
Large-scale special exhibitions play an important role that only large-
scale special exhibitions can perform.

I am not saying that museums should not rely on their collections
as moneymakers either. | hope that projects like 7rialogue will increase
in the future and that it will become possible to attract visitors to a
single permanent exhibition, too.

Even so, | still feel a museum also has the responsibility of pro-
viding a quiet place for the few people who have slipped out of the
values of the majority and have nowhere to go. | believe there is still
a lot more that permanent exhibitions could do to fulfill such a role.
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Conclusion

As described above, | have looked into the potential of permanent
exhibitions taking the changes in the society over the past thirty
years into account. Having recounted the financial aspects regarding
the demise of the bubble economy and “culture as a moneymaker”
plus the two calamities of the Great East Japan Earthquake and the
coronavirus pandemic, this paper has turned out, by chance, to be
a description of permanent exhibitions being buffeted by these four
forces. (Unfortunately, | was incapable of including the effects of the
Great Hanshin and Awaiji Earthquake of 1995.)

The systems of many of the museums in Japan are designed
against the background of the economic circumstances from the peri-
od of high economic growth to the bubble economy period. Now that
we are heading towards a decrease in population and reduction in the
size of economy, how then can museums redraw a sustainable plan?

“NHK Special: Pandemic (8) The World in Turmoil—Music and
Sports, Spaces Void of Frenzies” (in Japanese), a TV program broad-
casted on February 14, 2021, was thought-provoking as a coverage
of the trends in a neighboring field of culture and sports.”® In the
music world, prior to the coronavirus pandemic, the scale of tours was
becoming larger and larger as a means to cover the decrease of CD
sales. In professional soccer, watching a match from the stands gives
the supporters a chance to mingle directly with the players. However,
the income from ticket sales was overtaken by the proceeds of trading
TV broadcasting rights. Confronted with temporary suspension of all
activities, the musicians and athletes who appeared in such schemes
would have been made aware anew of the huge discrepancy between
their devotion for music or sports and big businesses.

As personnel involved in art, we too must put this momentary
calm-like period during the coronavirus pandemic to good use as a
suspended period to look back on the past thirty years and ponder
the next thirty years. Once the pandemic has been overcome, let us
keep our eyes wide open to witness how the efforts made prior to the
pandemic and what happens after the pandemic will be connected
or discontinued. Moreover, we must prepare ourselves to be able to
issue warnings against incidents in which thoughts gathered during
the pandemic get forgotten and we are tempted to return to the same
procedures as before.

(translated by OGAWA Kikuko)
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*1 For details on how The National Museum of Modern Art, Tokyo collected works, see
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*2 See Numata’s remarks in Hideko Numata, Masahiko Haito, and Hideki Sugino,
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2020), 268-278.
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100,000 works, the largest in Japan, was the central point of discussion.
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the Museum in the International Port City Yokohama—The Past, Present, and Future
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(Doseisha, 2020), 85-93.
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What Are You Fighting For? and Foujita Tsuguharu: Complete Works from the Museum
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Collection, see the following: Mika Kuraya, “What Museum Collections Can Do Now”
[in Japanese], in Myuzeoroji no tenkai; keieiron, shiryoron, ed. Shinji Kaneko and Sachiko
Sugiura (Musashino Art University Press, 2016), 268-286. Mika Kuraya and Shingo
Jinno, “Interview 3. Art Museums from the Point of View of Publicness—Collection,
Display, and Education” [in Japanese], in Akihiro Kitada, Shingo Jinno, and Keiko
Takeda, ed., Shakai no geijjutsu/geijutsu to iu shakai, shakai to ato no kankei, sono
salsozo ni mukete (Film Art, Inc., 2016), 295-319. Mika Kuraya, “A 45-Year Discussion:
MOMAT’s Collection Exhibition and Pacific War Paintings,” CIMAM 2015 Tokyo. Day 1:
Perspective 1 and 2, Mika Kuraya and Jack Persekian, accessed March 9, 2021, https://
cimam.org/digital-resources/cimam-tv-ok/tokyo-2015/mika-kuraya-and-jack-persekian/.
The members of the Department of Fine Arts with whom | worked at that time were
Katsuo Suzuki, Chieko Tsuzuki, Reiko Nakamura, Kenjiro Hosaka, Tomohiro Masuda,
and Rei Masuda.

*6 See David Lujan Romo, Saiga/ to kokoro no kea handobukku [Coping with disaster],
trans. Mizusawa Tsukasa (ASK Human Care, 1995). Translated into English from this
Japanese translation.

*7 See Claire Bishop with drawings by Dan Perjovschi, Radical Museology: or, What's
‘Contemporary’ in Museums of Contemporary Art?, Koenig Books, London, 2013.

*8 Bishop, op. cit., p.49.

*9 See Naoko Iwasaki, “Chapter 1. The Future of Museums” [in Japanese], in Takuji lwaki
and Hiroshi Takagi, ed., Hakubutsukan to bunkazai no kiki (Jinbun Shoin, 2020), 17-36.
| am grateful to Tomohiro Masuda for introducing this book to me.

*10 lwasaki, “The Future of Museums,” 21.
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“Culture 3. Masterpieces in Museum Collections, Stylish Competition, Special

Exhibition Planned through Cooperation Despite Difficulties in Holding Large-Scale

Exhibitions, New Style under the Coronavirus Pandemic” [in Japanese], Chunichi
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*12 The website of Burabura bijutsu/hakubutsukan [Strolling around museums]: “#368
Gundam in Motion at Yokohama Pier! Japanese Museums Show Potential Power in
Trialogue—How did Picasso and Surrealism Come into Being? All about Turbulent
Twentieth-Century Art!” [in Japanese], accessed March 9, 2021, https://www.bs4.jp/
burabi/articles/836yyusmamrilovk.html

*13 Trialogue was not the first instance in which Yokohama Museum of Art succeeded in
utilizing collections of Western art in Japan. For example, Monet’s Legacy (Nagoya
City Art Museum, Yokohama Museum of Art, 2018), in which works by Monet and
other modern and contemporary artists from collections in Japan were exhibited,
proved a huge success exceeding the target of 120,000 visitors with 260,375 visitors
at Yokohama alone.

*14 Born in Cuba to parents of Chinese and African origin, Wilfredo Lam was the only
artist from somewhere other than the European continent and North America. The
seven female artists were Gabriele Miinter, Meret Oppenheim, Maya Deren (with
Alexander Hammid), Georgia O’Keefe, Louise Nevelson, Bridget Riley, and Jeanne-
Claude (with Christo).

*15 See Shintaro Matsunaga, Kazuho Soeda, and Mao Usui, “Relayed Correspondence
among the Curators: Thoughts on ‘Collections'—Their Present State, Utilization, and
Future” [in Japanese], Trialogue, 289-299.

*16 See the following for more details: “Pandemic (8) The World in Turmoil—Music and

Sports, Spaces Void of Frenzies” [in Japanese], accessed March 9, 2021, https://www.

nhk.or.jp/covid19-shogen/theme/theme6/443001.html
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Olafur ELIASSON, Colour activity house, 2010
Collection: 21st Century Museum of Contemporary Art, Kanazawa
© 2010 Olafur ELIASSON Photo : KIOKU Keizo
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Building the 21st Century Museum of Contemporary Art, Kanazawa

Collection
KUROSAWA Hiromi

Contemporary Art Museum Collections

Preparations for building the collection of 21st Century Museum of
Contemporary Art, Kanazawa began in 1999, five years before the
museum opened in 2004. Considering that in Japan most public art
museums, and especially those run by municipalities, tend to focus on
works related to regional artists and gradually amass their collections
while making connections with relevant themes and materials, 21st
Century Museum Contemporary Art, Kanazawa collection deserves
a comprehensive overview and special examination as one that was
formed from scratch through the efforts of the curators. Selecting
which works to acquire, while faced with various limitations, from
among works of art as countless as fish in the sea is the task of
experts in the field. An expert employed at an art museum is defined
as someone who constructs, conserves, and researches a collection,
and knows the works better than anyone in the world, and a museum’s
collection is intimately related to that museum’s origins and mentality.
In many cases, chance discoveries of works and political consider-
ations mean that a collection is not necessarily built and maintained
according to a unified vision, but museums let their collections convey
their identity, and people tend to remember museums for certain un-
forgettable works: Da Vinci's Mona Lisa at the Louvre, Rembrandt’s
The Night Watch at the Rijksmuseum, Picasso’s Guernica at the Museo
Nacional Centro de Arte Reina Sofia. However, in the 20th century the
museum evolved from a place where people view works of art as the
heritage of the past, as if visiting a temple or a church, to one that
serves as a forum for interactive public life. This evolution has gener-
ally run parallel to changes in the kinds of works museums acquire
and their significance. Around 1999, when 21st Century Museum of
Contemporary Art, Kanazawa began assembling its collection, the
end of the Cold War and the fall of the Berlin Wall were major events
in the recent past, while expectations for the impending new century
connected us to the future. This zeitgeist is clearly expressed in the
museum’s Mission Statement, which describes it as “a museum that
moves in step with contemporary society” and positions this as an
overarching concept for all museum activities. Therefore, building a
collection means engaging with current creative expression in the
present tense, and the “contemporary” in contemporary art is a dy-
namic, eternally shifting now, rather than a static historical period
that comes after “modern.” The significance of “contemporary” lies
in constantly focusing on “today” and “the present,” in emphasizing
a thorough commitment to engaging with the time we live in now
above continuity with whatever came before. This is a shift from
historicism—the modernist project of storing and exhibiting heritage
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that embodies history up until the 20th century—to “present-ism,”
the selective assembly of works with diverse value systems into a
collection for today or for the future. Building a collection is the pro-
cess of selecting works, acquiring them or accepting them as gifts,
and storing them in a certain location, but for all art—not limited to
contemporary work —the process of a creating a collection is the
creation of knowledge itself. Examining and understanding the works
in question is synonymous with that of considering the world around
us, and in the case of contemporary art, this means considering the
present day rather than history. Among museums in Europe and the
United States, contemporary art museums in the United States are
strongly characterized by “present-ism,” and MoMA (The Museum
of Modern Art) continually questions the meaning of “modern” as it
continues to update its collection, acquiring more recent works and
at times offloading older ones. Adopting a similar approach, the New
Museum in New York has a stronger focus on more recent products of
diverse artistic practices and processes, and yields works old enough
to have become part of art history to other museums, as MoMA some-
times does. By contrast, once a work has been acquired by a public
museum in Japan it rarely leaves that collection, so even museums
dealing with contemporary art will inevitably become more historically
focused. Museums do not assemble collections that, like some in the
United States, are consistently focused on the present, and the image
is more one of adding to a collection of works that are progressive-
ly becoming part of history while also tracing new developments.
Models can be seen in European-style collections: the Kunstsammlung
Nordrhein-Westfalen includes the more contemporary K21, which like
the Tate Modern focuses on connections between past and present,
and the K20, which resembles Tate Britain in its focus on works of
classical modernism. Over the past 20 years, the collection of 21st
Century Museum of Contemporary Art, Kanazawa has also become
historicized, and has formed in a manner that connects the dots along
the timeline of the contemporary. Even a work that was completely
current when it was acquired will eventually become a classic. In the
context of a museum, it is impossible for a collection to remain “in
the present tense” at all times, it can only seek to capture multiple
“nows.” Due to the decentralization of the cultural landscape, we can
now understand even from a fixed perspective that there are multiple
time-streams coexisting simultaneously. Rather than categorizing
these according to historical periods, “-isms” and styles, the objective
in building a collection of contemporary art is to consider why works
were produced, by whom, in specific places and times. And it may
be possible for a collection to form a cohesive whole while at the
same time tracing mutual influences and relationships among different




“nows,” offering answers to universal questions, and revealing new
perspectives. In any case, the important thing is that in the process
of building a collection, works must always be discussed in light of
temporal factors, in conjunction with the environment, background,
and points of reference of their day. Looking beyond the horizon of
modernism and breaking free of the critical framework of postmod-
ernism and collecting on the basis of current criticism is both a radical
and a critical process, and collecting itself becomes a creative activity.
This is because it calls on art to fulfill our desires to understand the
here and now, to connect with society and to change the future. For
example, most 1990s works by artists living in geographically mar-
ginalized areas convey the images and experiences of people living
through civil wars and national crises. As a result of globalization we
perceive that there are multiple time-frames, and we must always
recognize that a contemporary art collection cannot be explained in
terms of clear demarcations of eras until “now” has become history.

The Case of 21st Century Museum of Contemporary Art,
Kanazawa

In 1997 Kanazawa City formulated a “basic art museum scheme”
with the fundamental concept of a facility, which would later take the
form of 21st Century Museum of Contemporary Art, Kanazawa, that
“is focused on citizen participation and moves in step with contem-
porary society, where traditional arts connect with the future, and
which contributes to the generation of new culture and creativity.”
The “Hirosaka Art Street (provisional name) Basic Plan” presented a
specific plan to integrate two intended functions, a contemporary art
museum and a facility for art-based interaction and exchange, and
established collection policies. Building a museum’s collection is an
ongoing process that will never end, as long as conditions permit.
Generally, each museum establishes policies so that acquisitions
can be carried out with the most consistent standards possible. 21st
Century Museum of Contemporary Art, Kanazawa set forth the fol-
lowing three areas of focus:

1. Works produced since 1980 that propose new values.

2. Works influencing such new values and providing points of
reference in terms of art history since 1900.

3. Powerfully creative works closely associated with Kanazawa.

When these policies were formulated, in the closing days of the 20th
century, a particularly notable trend in contemporary art was that

works from marginalized regions of the world were taking a more
prominent position in the arena of contemporary art, which had been
centered on Europe and the United States. Many of the works exhibit-
ed at events such as biennials and art fairs, the most important sites of
forward-thinking experimentation, diversified critiques of modernism
in various ways, but as a rule they featured themes more focused
on today than on examining the past, and evocation of memories
and documentation of history was limited to cases where this could
be considered an effective means of shedding light on the present.
Many of the non-Japanese artists selected for 21st Century Museum
of Contemporary Art, Kanazawa collection were also on the rosters
of international exhibitions at the time, and were recognized as be-
ing of paramount importance as research subjects when seeking to
give art an active role in contemporary society. And of course, as a
museum concerned with multiple time-frames and historical values,
the museum acquired works from marginalized regions as part of
the global platform of contemporary art, expanding the geographical
range of the collection. The above are manifestations of the stance of
amassing works in line with international contemporary art trends, and
similar collecting approaches can be seen in South Korea and else-
where in Japan, two of the most rapidly modernized Asian countries.
One reason 21st Century Museum of Contemporary Art, Kanazawa
swiftly gained notice overseas was that the modality of assembling
a collection in line with the unique architectural character of a mu-
seum has become a lingua franca shared with Western institutions
and curators. The above-mentioned connections with international
exhibitions acted as a precedent, and while the stated policy was to
focus on the 1980s and after, virtually all of the works acquired were
actually from the 1990s and after, and the museum was certainly
paying more attention to overseas developments than those inside
Japan. In addition to monitoring current circumstances in the West,
this had the effect of rapidly introducing the kind of art-historical
narratives that underlie acquisitions at museums in Europe and the
United States. Also, the collecting activities of 21st Century Museum
of Contemporary Art, Kanazawa differed greatly from the previous
practices of the Singapore Art Museum and the Fukuoka Asian Art
Museum, in which works were selected by curators specializing in
fieldwork, after conducting studies of artists’ major works on-site,
without going through the mechanisms of the vast art market. In
Japan, where there are few precedents for museums specializing
in contemporary art, the overall character of the collection took a
certain direction as the world accelerated into an era of overwhelming
globalization. If the goal is to counteract homogenized globalism,
it is problematic from the start to base collecting decisions on the
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assessments of a centralized art world and market. And if the goal
is to build a more diverse and richly varied collection, while working
within a system that currently has limitations in terms of geographical
and cultural expansion, then it is surely necessary to form study teams
and networks to address these issues.

At a contemporary art museum that emphasizes the “up-to-date”
rather than waiting for verification of the historical value of works,
acquisition policies tend to emphasize the origins of works, the social
circumstances of artists, unique narratives, and interdisciplinary prac-
tices, and all sorts of organizing principles are permissible—except for
exhibiting things in chronological order. Any work of art will effectively
govern the reality surrounding it within the museum, until it can be
interpreted historically and is listed on a page of an art history text.
Contemporary art museums’ collections are expected not to play a
secondary role in supplementing reality, but to be living things that
change our very perceptions of reality.

With diversity of expression as a core value, works in 21st Century
Museum of Contemporary Art, Kanazawa's collection are selected
with criteria summed up by the following keywords: “immateriality,”
“natural generation and organisms,” “everydayness and individua-
tion,” “quotation and reproduction,” and “collaboration and partici-
pation.” These were identified in the earliest studies by curators, and
have remained valid and been continuously referenced for over 20
years.*' The number of works in the collection, which was about 200
when the museum opened in 2004, had increased to nearly 4,000
as of 2020,*? and acquisitions have continued without interruption.
However, it is clear that as a result of globalization, the world is very
different from what it was in 1999. In art, as elsewhere, new horizons
are being opened up through complex themes and research brought
about by interdisciplinary intersections of fields, and “ecology” and
“environment” have become extremely important keywords. Many
artists are responding to critical situations in the world around us,
such as conspicuous polarization and diminished resistance to rela-
tivism since the end of the 20th century, when the world temporarily
appeared to be headed toward greater unity due to the end of the
Cold War. Innovative technologies addressing biological challenges
range from the cellular level to mechanical devices that augment and
extend the body. In the process of developing and expanding creative
expression, we are seeing more immersive virtual spaces rather than
works observed from the outside, and with technologies such as
VR and avatars, boundaries between real and virtual are completely
melting away. Our primary mode of communication is shifting from
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real, face-to-face contact to the Internet, cyberspace is saturated with
social media networks, and the ambiguity of non-corporeal, unreal
spaces is rapidly accelerating. It is impossible to ignore the number
of individuals who fall down rabbit holes where they are cut off from
consensus reality, guided by inhuman algorithms and big data that
are increasingly causing our collective image of society to run off the
rails. More than 20 years have passed since 1999, and now, in 2021,
we appear to be at a new kind of turning point. Afterimages of the
recent past remain vivid in our memories — the September 11, 2001
terrorist attacks just after the turn of the century, the endless quagmire
of the Middle East, the global financial crisis, the Great East Japan
Earthquake, tsunami, and Fukushima nuclear disaster, the effects of
which linger to this day — while humankind faces a vast array of issues
arising one after the other, including the redrawing of the geopolitical
power map due to an increasingly assertive China, advances in Al and
other information technologies, genetic engineering, human rights,
LGBT equality, refugee crises, the ongoing coronavirus pandemic, the
looming threat of climate change and other environmental challenges,
mutual surveillance, and a post-truth media landscape. A contempo-
rary art collection must respond to the bewildering and ever-changing
social circumstances in which diverse creative expression takes place,
and must recognize the coexistence of multiple narratives and give
each of them visibility and a place in the discourse. In the field of
contemporary art, the term “contemporary” has been rethought
several times over the course of history, but currently the most valid
conclusion seems to be that it as a classification it remains forever
fluid. It is only natural to think that new turns of the tide and diver-
gences of values will continue to occur and subside again and again
in the future, and we will continue to update our ways of thinking as
this process continues. And in the process of building the collection,
the historical demarcations of “contemporary” and the repositioning
of the concept will go on indefinitely.

The Challenge of the Shift to the Commons

According to Hans Ulrich Obrist, “The twentieth century entertained
and obsessive desire for architectural and artistic permanence based
around structures that could be preserved forever. The twenty-first
century, | believe, will increasingly question this fetishization of the
object.”*® In the same passage Obrist quotes Umberto Eco, who noted
that the cost of renting space to store a library of books exceeds
the value of the books themselves. If we replace the library with the
museum in this observation, it highlights the realities of limits to the




capacity for storage of physical objects, works of art and materials
that cannot be added to collections due to their scarcity and value,
planning and layout concerns, and documentation of exhibitions,
and the challenge of forming a body of knowledge without space for
storing physical objects. 21st Century Museum of Contemporary Art,
Kanazawa'’s collecting activities have focused on works with physical
form that can be studied and exhibited. However, there is no reason
to exclude art without physical form, a category that continues to
expand in the contemporary art realm, as long as they are identifiable
as creative works. In fact, as interest in fabrication of objects dimin-
ishes, lines between documentation, research materials, and works
of art are becoming blurred. The classifications of modernism made
it difficult to capture human life and existence in all its myriad variety,
but if we include documents of works that cannot be re-exhibited, and
materials required to supplement our understanding of their meaning,
then museum collections as a whole are becoming more and more
like archives. Digitally compressed information has the advantage of
being much easier to transmit than it would be to physically transport
a work, and we may see a gradual shift toward digitized works. We
cannot predict how long it will remain feasible for huge sculptures to
be transported via the world’s logistical networks just for temporary
exhibitions, but given the environmental issues, we can foresee that
the collections and archives of museums throughout the world will
undergo change. Obrist notes that Doris Lessing’s post-apocalyptic
novel Mara and Dann is a story in which the main characters, survivors
of an extinction-level event, lack clues with which to interpret the
remaining products of the previous civilization. Lessing asserts that
our cultural systems, including language, are fragile, and “urges us to
take pause and to reconsider the capacity of our language and cultural
systems to be meaningful to those beyond our immediate public.”*4
Once we are once again capable of traversing geographical distances,
it will be time to reconsider whether collecting and archiving should
continue in the same form as before. Museum officials are reluctant to
change methods and ideas that have prevailed for centuries. However,
the point is not to abandon the legacy of the past, but to reconsider the
extent to which we prioritize physical objects, at least taking steps to
convert them into new media appended with information that adds to
the library of human wisdom, and incorporating them into collections,
in light of the question of how we “can convey meaning” to all human-
kind. Objects stored in museums are well worth conserving if they are
in line with the perspective of contributing to human knowledge. In
the future, rather than a small circle of curators forming collections
in exclusive spaces, discussions on selection of works should be
held with a variety of viewpoints and in line with the specific identity

of the museum in question. To restore collections to the commons,
the shared property of the public, all we must do is make public the
address at works are stored. In the context of globalization, including
all this information within a comprehensive, world-spanning system
can prevent monopolies not only of wealth but also of knowledge. In
contemporary society all human activity is closely intertwined with
capitalism, and works of art are no exception. When a museum de-
cides to physically store a work in its collection, the important question
emerges of how to share the work, as something identified as having
universal human value, with a global audience. Under capitalism, there
have always been calls for the distinctive value of works of art—which
may have prices, but are not replaceable with equivalents as most
products are—to be shared as part of the commons.

Contact Zone

Public museum in-house curators and archivists work in continuous
dialogue with the context of their physical location. The audience
experiences delivered by real contact constitute robust information
that is of high quality, and easy to process internally. To restore the vital
contemporary nature of a collection that calcifies into history when
organized using uniform data on works—title, size, material, medium,
artist’s birthplace, etc.—it is vital that living people actively interact
with the works, and when exhibiting a collection, it is advisable not
only to conduct research on the history, language, and culture related
to the work, but also to have direct conversations with living artists.
An exhibition is a creative zone of contact with works by means of jux-
taposition, confrontation, and association, a place of experimentation
where the past melts into the present. The results of experiments are
not always agreed upon, but confusion and bewilderment can also be
conditions that open up new possibilities. Now that we are seeing a
generational shift to curators who are digital natives, how can formats
be updated to make collections grow? When they are summoned to
the present, can historical works be given different interpretations and
meanings in a new era? Museums are flexible and can never stay still,
and itis not only through works of contemporary art that we can re-ex-
amine the present and critique the future. After all, some masterpieces
in museums’ collections deal with truly universal issues. For example
Gerhard Richter, in his more than 60-year career, has been deeply
engaged with the relationship between photography and painting, as
well as with issues of autonomy, abstraction, transparency, archiving,
treatment of images and transformations of perception. As long as
we are interested in the workings of human vision, artistic practices
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will evolve and continue to raise important themes that connect with
real life. Olafur Eliasson 9.7, while also deeply engaged with human
perception, consistently reflects the present-day challenges of ener-
gy, ecology and sustainability in projects. Commissioned works by
Pipilotti Rist, James Turrell, Anish Kapoor f¢-?, Patrick Blanc, Leandro
Erlich, and Jan Fabre are products of their time, and at the same
time have the universality to create connections among people who
encounter them. The practice of art survives because it is a human
need, and for that reason, collections of art will continue to be passed
down to future generations.

(translated by Cristopher STEVENS)

Notes:

*1 For an explanation of each keyword and a text listing major artists corresponding to
each criterion, as well as an explanation of items (2) and (3) of the collection policy, cf.
Hasegawa Yuko, Making a Museum In the 21st Century. The Challenge of the 21st Cen-
tury Museum of Contemporary Art, Kanazawa, Bijutsu Shuppan-sha, 2004, pp. 83-86.

*2 Of the total number of works, approximately 3,000 consist of items gifted by the family
of the late Awazu Kiyoshi (as of January 2021).

*3 Hans Ulrich Obrist, Ways of Curating, Kawade Shobo Shinsha, 2018, p. 68.

*4 |bid., p. 69.
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Scene from the Asia Daihyo Japan workshop held at the Kyushu National Museum.
From FUNE Hibino Katsuhiko Project “Asia Daihyo Nippon,” p. 66.
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Really shiny stuff that doesn’t mean anything
©Ryan Gander, 2011

Photo: Yasushi Ichikawa
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The Problem of Time, scene from the opening performance
©Simon Fujiwara, 2013
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Dazaifu Tenmangu’s art collection and initiatives

NISHITAKATSUJI Nobuhiro

Introduction

Dazaifu Tenmangu is a Shinto shrine built on the burial site of the
enshrined deity Sugawara Michizane. It is revered as the head of
the some 15,000 shrines throughout Japan dedicated to the Tenjin
faith, and in recent years has attracted around 10 million worshippers
annually from Japan and around the world.

Like other temples and shrines all over the country, Dazaifu
Tenmangu has suffered damage due to conflicts and natural disasters
and been tossed about by the angry waves of change over the course
of its more than 1100-year history, but throughout this it has continued
to protect its many valuable structures, treasures and documents. But
if there is one thing that sets Dazaifu Tenmangu apart from other tem-
ples and shrines today, itis that it actively undertakes contemporary art
projects, exhibiting the works that are created and adding them to its
collection. Here, | would like to explain how Dazaifu Tenmangu came
to be involved in undertaking contemporary art-related initiatives, as
well as touching on our vision for the future.

Overview of the Dazaifu Tenmangu Collection

Dazaifu Tenmangu maintains a collection of around 11,000 items rang-
ing from documents, swords and ritual implements to archaeological
artifacts, paintings, calligraphic works and Japanese books, including
one National Treasure and seven Important Cultural Properties (one
of which consists of 1377 documents). Though the collection is
wide-ranging, the most numerous items are documents, which make
up around half of the collection and are mainly items handed down in
the shrine or items gifted to the shrine by shake (families of priests that
served the shrine on a hereditary basis). The collection is housed in the
homotsuden (shrine museum), which was opened in 1928, making
it one of the oldest such facilities attached to a temple or shrine in
the country (the current building completed in 1991)."" In 1953, the
homotsuden became Fukuoka Prefecture’s first registered museum,
and in 1968 the Dazaifu Tenmangu Institute of Art and Culture was
also established.

Around half of the items handed down up to the medieval period
were lost when a fire destroyed the shrine and surrounding priests’
residences in 1577. The current collection has been built around the
documents that survived the conflagration, with numerous gifted
items added since the Edo period. During this long history, many doc-
uments have been donated to the shrine as embodiments of prayers
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to Michizane, and while some have been gifted by worshippers, since
the end of the Edo period an increasing number have been given to
the shrine directly by the authors. The shrine has only been actively
collecting works for a short period, and one could say that rather
than having been created systematically or with a goal in mind, the
collection has been handed down as the embodiment of people’s
prayers or wishes.

Looking back over the records of these collected works, one
can see that while the oldest include a document from 1746 and
a document from 1766 %, the sword said to have been owned by
Michizane, and the two Chinese poems on scrolls and copy of the
Lotus Sutra said to have been written by Michizane are described
using the word “treasure” as Tenmangu Treasures (1746) or Shrine
Treasures (1766), clearly distinguishing them from the other items.
This together with the facts that Dazaifu Tenmangu was built on the
burial site of Sugawara Michizane and that Michizane's descendants
served as the shrine’s chief priests (or heads during the Edo period)
generation after generation show how things related to the enshrined
deity have received special treatment. This continues to be the case
today, when these items are treated particularly reverently.

The Dazaifu Exposition and campaign to establish a
national museum

In the Meiji period, a time of great change for the entire country, the
environment surrounding shrines around Japan also changed dra-
matically. Most of the shake that had served until then were forced to
abandon their shrines ™, which also lost a great deal of their financial
support.” Dazaifu Tenmangu was no exception, and went through
a turbulent period when it had to consider its options for the future.
It was under these circumstances that the Dazaifu Exposition was
held in March 1873, with the home of Nishitakatsuji Nobukane serving
as the venue.® Staged by the shrine in conjunction with local residents,
the exposition presented more than 600 items both old and new from
around the prefecture, including treasures from Dazaifu Tenmangu’s
collection.” This was just two years after Japan’s first ever exposition
at a time when the concept of presenting works to the general public
was almost unheard of. Viewed in this light, the exposition was an
enterprising initiative held at a relatively early stage even for the coun-
try as a whole. The event was well received, and was held twice the
following year and three times in 1875. With Nishitakatsuji Nobukane
taking the lead, the shrine and local community came up with a plan




for a permanent museum. On July 22, 1893, a report was submitted
to Fukuoka Prefecture on “the establishment of the Chinzei Museum,”
and after receiving a report from Fukuoka Prefecture, Home Minister
Inoue Kaoru approved the museum’s establishment on October 2 the
same year. Unfortunately, in 1894 the First Sino-Japanese War broke
out and the plan was put on hold, after which a number of twists
and turns led to the scheme to establish a new museum coming to a
standstill. In March 1971, however, Dazaifu Tenmangu gifted 140,000
square meters of its own land to Fukuoka Prefecture, and after a
renewed campaign in which the public and private sectors worked
closely together to establish the Kyushu National Museum, in 1996
the Agency for Cultural Affairs chose Dazaifu as the location for a new
national museum, and in October 2005, the Kyushu National Museum
finally opened its doors to the public.™

The establishment of the museum came 112 years after the
original report from Dazaifu Tenmangu. It is worth noting that the
shrine and successive chief priests continued to uphold the ideal of
establishing a national museum as an artistic and cultural aim and
continued to play a leading role while staying true to their ideals over a
long period. One could also say that the project, including the staging
of the expositions, was a grand one in which the shrine and local
community acted in unison to continually renew their vision for the
future in terms of art and culture.

An overview of contemporary art initiatives

Dazaifu Tenmangu first began to give serious thought to creating
a contemporary art collection in 2005. Prior to that, my father,
Nishitakatsuji Nobuyoshi, the 39th chief priest, had been collecting
on behalf of the shrine ceramics and other items, mostly produced
by contemporary ceramic artists from Kyushu, but this activity did
not extend to contemporary art projects or the collection of such art.

The opportunity came in the lead up to the opening of the
above-mentioned Kyushu National Museum in October 2005, at which
time | had completed my studies at graduate school and begun work-
ing at Dazaifu Tenmangu. Anxious that a lot of local residents were
not aware of the museum despite the fact that the dream of it opening
was about to come true, | was wondering if | could stimulate interest in
it. Throughout the process leading up to the opening, which included
the staging of the Dazaifu Exposition, the approval of the Chinzei
Museum, the campaign to establish the Kyushu National Museum,
and the gifting of land for the site, the shrine had actively involved itself
in art and cultural activities and taken on a leadership role in the local
community, and having recognized this anew, | became convinced
that the shrine had an important duty to play a similar role now. From
the perspective of faith, too, as the “father of learning,” the enshrined
deity Michizane had been heavily involved in literature, entertainment
and art, and also attracted veneration, providing another persuasive
argument for Dazaifu Tenmangu becoming involved.

| have also been greatly affected by my personal experiences.
From a young age | have admired and taken an interest in the various
treasures at Dazaifu Tenmangu, at junior high school | was introduced

to the diversity and profundity of art in art classes, and at university
| majored in art history.” Also at university, | was involved as a stu-
dent staffer in two exhibitions: “Between Original and Reproduction:
the Art of Making Copies—From Duchamp to DNA” (2001), which
enabled me to truly realize the aim of “receiving practical training
in every aspect of an exhibition from planning to staging,” "'° and
“Microcosmographia: Mark Dion’s Chamber of Curiosities” (2002).""
In particular, my role in the latter exhibition, which involved collecting
and selecting scientific specimens and waste, temporarily setting
aside academic context and values and adding new meaning and
values from a unique viewpoint through such collaborative tasks as
engaging in dialogue with the artist, fieldwork and classification, and
creating an exhibition by combining the artist’s formed objects to
create artworks, enabled me to be part of a stimulating, immersive
process that became for me a formative experience in focusing on art
and collaborating with artists.

Asia Daihyo Japan

After returning to Dazaifu and finding | had fewer opportunities to
engage with contemporary art, on September 17, 2005, at the invita-
tion of Yasukawa Tetsuji, who has long been involved in community
development in Fukuoka, | visited “Hibino Expo 2005 —Katsuhiko
Hibino’s One-man Exposition” (2005) at Art Tower Mito. There, | saw
for myself how the people of Mito participated in exhibition-related
workshops and enthusiastically engaged with the artist.

| became convinced that what Dazaifu needed at that moment
was for each individual to feel a close connection to the Kyushu
National Museum as something to which they were emotionally
attached through artist-oriented, workshop-type exhibitions that
involved local residents, and before returning from Mito | sounded
Yasukawa out about holding an exhibition involving the participation
of residents in Dazaifu. In October 2005, Hibino visited Dazaifu, where
the plan gradually began to take shape, leading to a decision to launch
the Asia Daihyo Japan (Japan representing Asia) project focusing on
the museum’s basic concept of “looking at the formation of Japanese
culture from the viewpoint of Asian history.” Yasukawa was installed as
chairman of theexecutive committee, while | became the director, and
after discussions with local university students, city hall personnel and
others who agreed with the objectives summed up in the statement,
“2006 is the year of the FIFA World Cup. Let’s give shape to the sen-
timents of the countries participating in the Asian qualifiers as ‘FUNE’
(ships) and share them with countries overseas,” we obtained the ap-
proval of Miwa Karoku, then director of the Kyushu National Museum,
and the project got underway."'? Over the two months from April 1,
2006, to the start of the World Cup on June 9, the mainly volunteer
staff held art-making workshops at the shrine, inside the museum ¢!
and in commercial facilities in the city of Fukuoka, attracting a total of
12,000 participants.™® As well, in association with the Japan Football
Association, for the duration of the tournament the streets of Dazaifu
were decorated with flags in the Japanese team color, “samurai blue,”
o-mikuji (fortunes written on strips of paper) were colored samurai blue
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and other efforts were made to enliven the overall mood through the
combined efforts of the shrine and the local community.™* Looking
back, one can see in this project several early signs pointing to the
art initiatives that would later be implemented at Dazaifu Tenmangu
and in the community.

Firstly, it was a project not confined to existing buildings (muse-
ums). Workshops were mainly held outdoors in and around Dazaifu and
included many elements designed to draw in participants. Secondly, it
encouraged participants to modify their behavior and become involved
in Dazaifu. Some of the participants that made up the bulk of the
workshop volunteers started the nonprofit organization Dazaifu Art
no Tane and continue to conduct various activities. "'® Beginning in
2010, Igarashi Yasuaki, a member of Hibino’s graduate school seminar
group who served as a workshop leader, has resided in Dazaifu for
four months each year, during which he undertakes a project called
Kusukaki with local participants.® Thirdly, participants and others
experienced the true joy, appeal and feeling of being alive that comes
from creating work together with an artist, shortening the distance
between them and contemporary art. Ten staff from the shrine were
responsible for the executive office and running workshops, as a result
of which they experienced directly the appeal not only of administra-
tive work but also of engaging with art. Understanding art’s potential
brought about real change in their daily lives, and this later became
a great advantage in terms of understanding within the shrine and
active participation in planning when it came to developing artistic
and cultural initiatives.

The Dazaifu Tenmangu Art Program

Among the initiatives launched in 2006 along with Asia Daihyo Japan
was the Dazaifu Tenmangu Art Program. This is a project that involves
inviting leading artists from Japan and around the world to Dazaifu,
sharing the works they create inspired by residing in and interact-
ing with the location, and collecting these works as treasures to be
handed on to future generations. As a gateway linking Japan and the
Asian continent, Dazaifu, which in the seventh century was home to
administrative bodies responsible for the political affairs, economy,
foreign relations and defense of the entire island of Kyushu, has a rich
history of exchange of people and things from both Japan and abroad,
and of fostering a unique culture. Given that there exists a special
relationship between Michizane and the people who have long had
faith in Dazaifu Tenmangu, based on the common theme of “openness
and distinctiveness,” we have been interested in exploring what we
can do in the present as it lies between the past and future, and in the
role we can play in the local community. "’

The difference between how things are now and how they were
at the beginning is that the scope of the exhibits and of the themes
has expanded, with the sixth exhibition in the program, Ryan Gander’s
“You have my word” (2011), serving as a major turning point. '® At the
fourth exhibition, Ozawa Tsuyoshi’s “White Out— Dazaifu” (2010), the
wooden seated statue of Amida Nyorai and the set of wooden statues
of the Shitenno at Kanzeonji temple in Dazaifu, both Important Cultural
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Properties, were incorporated into the artwork as part of a one-day
installation "%, but starting with the sixth exhibition, the scope of the
exhibits was expanded to include the entire shrine grounds of more
than 360,000 square meters in addition to the museum. Gander visited
Dazaifu four times in the space of three years, and in the course of his
research and discussions, developed a great curiosity and interest in
Shinto and Shinto shrines themselves, things about which Japanese
have a given amount of knowledge. Later, in addition to Dazaifu,
Shinto philosophy and the role of shrines became themes of the art
program. "%

The artworks that emerged from this took various forms, but a
theme running through all of Gander’s work is the belief that it is not
only the visible things that are important. ' Some of the works he
created still stand in the shrine garden, as if standing side by side with
Dazaifu Tenmangu’s more than 11,000-year history 92, In the work
You have my word (2011), the artist poses ten questions relating to
Shinto, and as indicated by the question “If Shinto smells or sounds,
what is it like?” it gave rise to the kind of interaction that stimulates
and encourages the discovery of aspects of Shinto that even we
were not normally aware of."?> Gander once said, “Interestingly, there
are many similarities between a Shinto way and a contemporary art
practice. There is an enormous amount of faith, belief, trust involved
in both, but also a great deal of investment of time... in researching,
understanding, considering and reflection. A spectator gets very little
from a conceptually based artwork unless they give and invest their
time and patience and energy and intrigue into understanding. It is
not entertainment; it is more like a cycle of learning and developing
and evolving the mind, much like visiting a temple.”"* This experience
gave me a real sense that of the various genres of contemporary art,
our art program has an affinity with conceptual art in particular, and
this influenced our subsequent selection of artists.

The concept of time — Artworks that will last more than a
thousand years

The eighth exhibition in the program, Simon Fujiwara’s “The Problem
of the Rock” (2013),"?* also exemplifies Dazaifu Tenmangu’s attitude
towards contemporary art. What | had communicated to Fujiwara
when he visited Dazaifu to do research was that | wanted him to create
“artworks that will last more than a thousand years.” | wanted to show
not only the past history of the shrine, which extends back more than
1,100 years, but also the shrine’s attitude to the future that may last
more than 1000 years. Just as the giant wooden votive tablets our
ancestors offered as symbols of their faith have been displayed around
the shrine precinct for over 200 years, rather than maintaining the
works in the perfect form they were in at the time of their completion,
I wanted to allow them to change with time, because discovering that
there is also value in this is what Shinto and the Dazaifu Tenmangu
Art Program are about. Fujiwara was interested in rocks, which are
also typical objects of worship in Shinto, and reflecting his inquiry into
the mystical function and sacred qualities of rocks at sacred sites, in-
cluding Stonehenge, the Dome of the Rock, and the Stone of Unction




at the Church of the Holy Sepulcher, he installed around the shrine
grounds four rocks that had been given different contexts and wove
stories around them. Fujiwara’s comments regarding one of these
works, The Problem of Time 193, are full of hints regarding the concept
of time behind the works that are part of the art program, a concept
that defines the pavilion of votive tablets where the work was installed
during the exhibition, and departs from the context of art beginning
with Western painting from which contemporary art also descends:

| wanted the works to become activated when they come into contact
with the Dazaifu community. For example, one rock has the handprints
of students from the kindergarten and was painted under the Emadou
pavilion where a number of paintings hang, their images slowly dis-
appearing. In one way the handprints are a record of the individual
students but in another they are very abstract—when we look at cave
paintings of hands, we don’t know the intentions of the painters, we
can only assume they wanted to leave a record of existence, of human
impact on nature. | intended to make works that survive 1000 years,
but | know this is impossible to predict, and even if they do survive,
what will they mean to future peoples? | wanted the performance to
highlight the preciousness of the moment and privilege us as witness-
es of time passing.®

This work, which was completed with a performance in which children
from the kindergarten at the shrine placed their hands on the rock and
made wishes while Fujiwara affixed their handprints to the surface
by spraying paint over them, afforded us the privilege of witnessing a
“brand new artwork that had just been completed.” At the same time,
by imagining what the work would look like in a thousand years’ time,
we became connected to people in the future.

Conclusion

Dazaifu Tenmangu’s collection has been renewed in recent years by
adding contemporary art to the cultural and historical items that have
been handed down for more than 1100 years. | am keenly aware of
the advantage shrines have over most museums, in that they can think
about things over a long time span. As mentioned above, there are
many artworks that are not complete at the time they are finished, and
both the artists and the shrine are in agreement from the outset that
the artworks will change over time and that time is on our side. Other
factors making the collection unique are that it is possible through the
artworks to imagine the events and history behind them, to link them
across time and space and to visualize people encountering the works
in a hundred or a thousand years.

There are also many opportunities for visitors to the shrine to en-
counter artworks and projects around the grounds by chance, which
sometimes become entry points for contact with contemporary art
that stimulates the visitor and expands their potential. It was with
this in mind that the plan for an “art museum in the shrine grounds”
took shape. The entire shrine grounds would be like an art museum
with works installed here and there, so that visitors would come into

contact with history, nature and art while wandering around inter-
acting with the artworks. In the same way that my own thinking and
values have changed as a result of meeting artists either directly or
indirectly, visitors would be offered experiences full of wonder and joy.
For the participating artists, too, | hope it would be a special moment
in their careers."?

Just as the shrine has played a leading role in innovative projects
such as staging expositions and establishing museums as the nucleus
of the region’s art and culture, | sense that as a result of the Dazaifu
Tenmangu Art Program, now in its fifteenth year, and other initiatives,
the entire region is being stimulated in a positive way and changing,
and that the impression people outside have of Dazaifu is also chang-
ing into something more positive.

I think that in a broad sense the mission underlying the creation
of Dazaifu Tenmangu'’s collection is to not only preserve the cultural
heritage we inherited from our predecessors but also pass it on to
future generations more effectively, or in other words to continually
change in order to preserve the past while honoring the values and
beliefs that were cultivated in Dazaifu. | also think that renewing the
collection by adding to it original works arising from these unique
projects at Dazaifu Tenmangu will sew the seeds for the future. History
cannot be woven solely by inheriting old things as they are; we need
to incorporate new life into each period. | want to continue developing
Dazaifu Tenmangu as a hub for transmitting art and culture where the
traditional and the cutting edge exist side by side.

(translated by Pamela MIKI)
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Miwa Karoku, “Spotsu bunka no atarashii torikumi™ [New Initiatives in Sports Culture], in
FUNE Hibino Katsuhiko purojekuto Ajia daihyo Nihon [FUNE: Hibino Katsuhiko Project;

Dazaifu Tenmangu'’s art collection and initiatives

*12

*13

*14
*15

*16
*17

*18

*19

*20

*2
*22

=

*23
*24

*25

*26
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Museum utopia for the twenty-first century

An ‘odd and impractical little dream’
Michael CONFORTI

As the end of his seminal 2008 volume on the history of the art mu-
seum, Andrew McClellan muses over the conundrum represented
by the aims of the so-called ‘universal museum’ when seen against
the reality of present-day cultural politics. In the last sentence in the
volume, he challenges his readers by asking whether ‘Making the
world’s museums truly cosmopolitan would be a noble (utopian?)
goal for the global twenty-first century’.” It is a question well worth
asking, and its answer can take many forms.

In this chapter, I'd like to offer my own vision for a truly cos-
mopolitan museum. This vision suggests such a departure from
mainstream museum practice today that | have chosen to call it an
‘odd and impractical little dream’, as | support McClellan’s challenge.
When considered in light of history my utopia is probably no more
ambitious than were earlier museological dreams, like those imagined
by seventeenth- and eighteenth-century philosophers that led to the
Enlightenment ideal we have come to call the ‘universal museum’ and
the so-called ‘encyclopedic’ collections which over time emanated
from it. That ideal of collecting and presenting objects from multiple
cultures with diverse histories together within one specially conceived
architectural space, the ‘compendium of the world, microcosm of
the macrocosm’ in McClellan’s words, > was as unlikely a realisable
vision at the time as the one presented here. While this earlier utopia
was achieved through means too complicated to review in this con-
text, it has been expressed with varying degrees of completeness in
urban art museums throughout the Western world. From the Louvre
and the British Museum to smaller, albeit often equally ambitious
institutions in Western capitals and industrial centres, the ideal of
large and all-encompassing art museums has persisted until the late
twentieth century. It was then that a host of factors ranging from
postmodern political and intellectual thought to an energised linking
of national identity to cultural property (often with corresponding resti-
tution claims) challenged the assumptions of the ‘universal museum’,
challenging them more successfully than has often been recognised
by those institutions themselves.

My ‘odd and impractical little dream’ hopes to bypass contentious
and conflicting claims over cultural patrimony through the common
stewardship of collections exhibited and variously interpreted at
different sites around the globe by means of expanded, long-term
international partnerships. This is a dream that addresses the better
use of the vast number of objects in storage facilities of our larger
museums and archaeological sites. It is a dream of better utilising
collections through the sharing of these objects, taking them from

the invisible to the visible and contextualising them in the process
of interpretation and display through diverse curatorial interventions.
While | offer this dream at a time when there are many months-long
special exhibitions travelling the world, and a number of individual
object exchanges as well, in my dream the sharing of collections
might be decades long and involving many objects. Such exchanges
would establish nearpermanent ties between institutions with shared
collections being the common thread, a talisman for cultural contact
and understanding. While it's a dream that as | express it here does
not address the reality of the many national legal restrictions and the
current imperfect international immunity from seizure laws, the dream
is built on the hope that with its presentation here, taken up in decades
to come, might result in a true sharing of cultural patrimony as we
address legal and attitudinal blockades that keep the dream from
being realised. As | say, it is a project for decades to come.

The storage of collections represents a major cost and responsi-
bility for arts institutions, but these institutions also increasingly see
‘access’ to their publicly held collections as a special responsibility.
Yet in spite of efforts which range from open storage schemes to
regional branches for certain national museums, the majority of works
in museums that house so-called ‘encyclopaedic’ collections are for
the most part off view — available only by special appointment that is
often hard to arrange. There are millions of objects, nationally or insti-
tutionally owned for the public benefit, which are almost permanently
off view. In the past individuals and foundations have occasionally
tried to address this issue but the results have been mixed. In the
United States, the Museum Loan Network, a product of the Knight
Foundation, operated for about ten years before its work ceased in
the early 2000s. Notably, in recent years, collectors themselves have
planned their own institutions with a special focus on accessibility.
One of the first was Dominque de Menil, who spoke of her collection
and ‘storage’ in 1973 at the time of her husband’s death: ‘We will
circulate it. We will lend it, make it completely alive’.”® Since that
time, from the Schaulager in Basel to the new Broad Museum in Los
Angeles, accessibility is a regularly and often expressed goal in the
establishment of new contemporary arts institutions.

Apart from these attitudinal shifts, we are at a moment in time
when there are additional factors encouraging us to consider this
dream seriously. | count four significant ones, though there are many
others as well.

On the one hand, we are in a period when a younger generation
is sceptical of institutions and their historical mandate. Aware that
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museums as public institutions are a mere 250 years old, formed
in the era of the Enlightenment with special energy provided by the
opening of the Louvre at the turn of the nineteenth century, a younger
generation is conscious that these art museums are not as ancient nor
necessarily as forever stable as their practitioners might want them to
believe. In such an institutionally sceptical period, a new generation
asks fundamental questions of institutions and whether they can and
whether they should act differently in the future.

This has a particular resonance as it relates to my second point:
the politics and populations at the time that these institutions were
founded neither mirror today’s population nor the current cultural influ-
ence of many post-colonial urban centres. People have moved and the
political and cultural world has supported the growing economic and
artistic influence of these new urban centres. This raises the question
of whether public collections should recognise this population shift
in the same way.

With the new mapping of political and cultural influence, we find
that there is also an intellectual curiosity in ‘museum storage’ as an
idea. The politics and economics of stored collections has been, up
to now, a little discussed mode of institutional power. This shift in
perspective is represented in this volume of studies on the metaphor
and reality of museum storage.

Looking at this world, flattened as it has become in power and
influence, brings me to my fourth point which is the most complicated
one as it's a point that both supports and limits exchange. ‘Whose
objects are these’ anyway? The last two decades have seen a marked
turn in the notion of rights of ownership, whether we speak of first
nation rights to possess sacred or ritually important objects now held
in museum collections, or archaeological objects that have been taken
away from source countries. The reality that the historical collections
of museums are comprised of decontextualised fragments of ma-
terial culture is now not lost on the larger public. Newly proposed
professional standards establishing revised standards for acquisition
in a variety of areas are common. We also live in a time when arts
institutions around the globe are committed to addressing their shared
cultural patrimony, a shared value catalysed by the recent destruction
of archaeological sites and museums. Sentiments around notions of
‘stewardship’ vs ‘ownership’ are now expressed regularly by museum
professionals. It is in this context, too, with acquisitions of objects from
Africa, South America, Asia and the Mediterranean now so curtailed
by national legislation and international conventions, that we recog-
nise the fact that many works will have limited public accessibility
unless they are shared.

While these are but some of the conditions we find ourselves in
that encourage me to bring up ‘my odd and impractical little dream’
at this moment in time, there are numerous realities that challenge the
dream and keep exchange from being realised in the near term and
on a large scale. Of these challenges, | also describe four significant
ones, though | suspect that there are many more.

| begin with the rights of ownership and this particular point
has two parts. On the one hand, there are the rights of ownership
in Western culture where the legitimacy of institutional ownership of
collections formed from the Enlightenment period onwards has been
supported within a frame of Western common and civil law. Indeed,
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the formation of public and private collections in the West has often
been achieved through the spoils of war — much of Napoleon’s booty,
to take one of many examples, was famously never returned. We are
now more conscious, too, that over the last 200 years institutions
were often beneficiaries of the reality that national laws, even when in
place, were regularly overlooked by officials in those same countries;
this situation allowed art museums in the West to acquire some of
their most important historical works. From a museum’s perspective
if you own objects, why lend them, especially if their ownership could
be challenged?

At the same time, many objects in countries outside of the U.S.
enjoy the status of national patrimony, especially true of archaeolog-
ical objects, which brings me to my second point regarding ‘rights
of ownership’ being a limiting factor in exchange. Since recent and
restrictive challenges to UNESCQ’s agreement regarding acquisition
of unprovenanced objects after 1970, we have entered a new era of
retentionist practices with corresponding restitution claims. Combined
with heightened attitudes linking cultural patrimony to national iden-
tity, particularly archaeological objects, officials have found political
value in encouraging excavated objects to reside near or at their site of
discovery. Thus, huge collections of objects remain little or completely
unseen as more and more are unearthed to join them.

The rights of ownership, expressed from Western laws to patrimo-
ny claims, represents the most complicated of the issues preventing
freer long-term exchange, but other internal museum concerns are
more easily expressed. This brings me to my third point. Museums
are by nature conservative institutions whose mission in preservation
is supported by attitudes and professional training of curators and
conservators. It is often easier in many situations to simply say ‘no’
to exchange opportunities. Although we have been able to transfer
objects with professional care far more successfully in recent years
than in the past, there is reticence to move art and artefacts from
their current site to the uncertainty of transport damage or exhibition
at a site that one does not control. In addition, museums often see
themselves as libraries for objects, study centres for research where
collections are made available and always accessible to scholars. To
address public interest in collections, open storage is often an answer,
a taxonomic if not excitingly curated opportunity for things to be put
on view in a mode of display that is mimics a cabinet of curiosity.
The commonly expressed dream of fully realised digitally accessible
collections as a virtual means of sharing is also a deterrent for ex-
change in spite of the fact that many would accept that it does not
substitute for the experience and power of the real object that is the
foundation of any museum experience (the virtual cannot substitute
for the real). And why lend collections when the largest museums
in the globe’s Western mega-cities have become centres of cultural
tourism attracting an increasing number of visitors from around the
world to their museum sites?

If there is an ‘elephant in the room’ in all these discussions, it is
the issue of what | would call the ‘capitalisation of collections’. That
brings me to my fourth point. It is a fact that over the last 20 years,
museums themselves been more accepting of the monetary value
of their collections as they see them as a special kind of capital, the
source of an ever-expandable museum brand that can be leveraged




not only in institutions at home but also in those current and imagined
abroad. The new assumption of ‘collections as capital’ has inspired
traditional organisations to think of museums in ways that one might
have thought improbable in the past, allowing objects to go to other
sites for large amounts of money for short or extended periods of time.

Indeed, on many scales, and not just famous ones like that of
Egypt’s renting of its collections (with the resulting improvement of
its museum facilities) nor the partnership of the Guggenheim, the
Hermitage and the Kunsthistorisches Museum in Las Vegas in the
early 2000s and, more recently, the Louvre in the Gulf, exhibitions
large and small and the fees generated by them have represented a
source of capital when art rich institutions chose to move collections
from one site to another. It has encouraged exchange and may still be
the biggest opportunity for exchange programs in the future, but the
‘pay to play’ reality is itself a limiting factor as it is usually an internal
Euro-American opportunity. Indeed, the issue of money is a two-sided
one as money can both facilitate as well as limit exchange as only
certain institutions in certain countries can afford the opportunity to
participate.

When institutions are uneven in their resources, when they are
earlier in the stage of institutional growth in terms of conservation,
security, curatorial sophistication and expertise (not only when they
are funded far more modestly than other institutions), you could ask
the question: can they ever be incorporated in global partnerships?
This is one of the greatest challenges of the freer exchange of cul-
tural artefacts and it was the focus of a Salzburg Global Seminar
in 2008 titled Achieving the Freer Circulation of Cultural Artifacts.™
Attempting to address the uneven playing field is the mission of a few
current programmes, most notably those of the British Museum and
a few other larger institutions which have the goal of mitigating the
inequalities, encouraging networks to form as they offer glimpses of
well-functioning larger institutions.

But can we do anything further? Certainly, partnerships are
difficult. Institutions with different value systems have a hard time
trying to reconcile their different perspectives as they negotiate. It
is certainly easier to keep things in one’s own institution than it is
to let responsibility be shared with others not under one’s control. |
would ask, however, whether in our time of global consciousness, of
art museum scepticism, a time when ownership is being challenged
by tribes and nation states and ‘stewardship’ vs ‘ownership’ is an
idea whose time is with us. Is it not at a time like this when it is the
responsibility of institutions to address things anew?

Over the next decades, vast collection storages of unseen objects
will be increasingly difficult to justify and to sustain economically and,
| would suggest, harder to justify politically and socially as well. The
public will begin to take greater notice. In preparing for this eventual-
ity, we can grow in our realisation that our museum audience broadly
writ will benefit from our work at partnering in creative, long-term
ways. The exchange in people and objects that emanate from such
collaborations can energise staff and local constituents alike, appre-
ciating as well that collections in many areas in the future (archaeo-
logical and indigenous materials especially) will be only experienced
with such loans. The ‘What’s in it for me’ question, generated by
parties coming to the table for potential partnerships, could include

the benefit of professional cooperation as staff work together and the
public enjoys the benefits of the partnerships. Recognising moneti-
sation as simply one form of benefit, and not the only form, will help
develop more meaningful, less transaction centered interactions in
the future —flattening the playing field in ways that can benefit all. In
this process staff, trustees and audience can better engage in being
part of a larger world, exciting the public in new ways while benefiting
both directly and indirectly.

The public art museum as we know it began its first 250 years
by reconstituting royal and private collections. It once imagined that
institutions would put their shared artistic heritage into utopian archi-
tecture like that proposed in the famous building designs of Etienne
Boullée and others at the end of the eighteenth century, visions born
out of the Enlightenment ideals from which the art museum began.
We have survived as a sector, however, by realising these earlier ideals
through their adaptation to changing public attitudes and policies,
civic and national values, economies and aesthetic philosophies, all of
which have altered our mandate and practice over time. The next 100
years can be a period of increasing global stewardship of collections
with programmes developed around this ambition. It is exciting to
consider this frontier of new activity, embracing its possibilities and
extending them to a currently unimagined level, exciting our art mu-
seums as we become, in the process, more responsible institutional
citizens of the world.

Notes:
*1 McClellan, Andrew, The Art Museum from Boullée to Bilbao,
University of California Press, Berkeley and London, 2008, 274.
*2 lbid., 16.
*3 Menil, Dominique, Lecture, 1985, Archives of the Menil Collection, Houston, Texas.
*4 Salzburg Global Seminar, Session 453, Achieving the Freer Exchange of Cultural Ar-
tifacts, 9-14 May, 2008.
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Rei Naito, What Kind of Place was the Earth? (2020)
Collection of 21st Century Museum

of Contemporary Art, Kanazawa
Photo: Naoya Hatakeyama
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Collection of 21st Century Museum of Contemporary Art, Kanazawa

Photo: Naoya Hatakeyama
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Rei Naito, What Kind of Place was the Earth? (2020)

Collection of 21st Century Museum of Contemporary Art, Kanazawa
Photo: Naoya Hatakeyama
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“on this bright Earth | see you”, installation view,
Contemporary Art Gallery, Art Tower Mito, 2018

Photo: Naoya Hatakeyama
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“Tout animal est dans le monde comme de 'eau a 'intérieur de I'eau”,
installation view, The Museum of Modern Art, Kamakura, 2009

Photo: Naoya Hatakeyama
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untitled (matrix) (2020) from Rei Naito, What Kind of Place was the Earth? (2020)
Collection of 21st Century Museum of Contemporary Art, Kanazawa

Photo: Naoya Hatakeyama
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human (2017-2020) from Rei Naito, What Kind of Place was the Earth? (2020) Return the secret to the world (2020) from Rei Naito, What Kind of Place was the Earth?
Collection of 21st Century Museum of Contemporary Art, Kanazawa (2020)

Photo: Naoya Hatakeyama Collection of 21st Century Museum of Contemporary Art, Kanazawa

Photo: Naoya Hatakeyama
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Reflections on the Exhibition “Rei Naito: Mirror Creation” and
the New Collection Work, What Kind of Place was the Earth?

YOKOYAMA Yukiko

The work What Kind of Place was the Earth?, which was newly add-
ed to the collection of 21st Century Museum of Contemporary Art,
Kanazawa in 2020, had been created for Rei Naito’s (1961-) solo exhi-
bition “Mirror Creation” held in the same year. This is a spatial work in
which various motifs centering on a horizontally long window are ar-
ranged across two adjacent rooms of the same size (exhibition rooms
9 and 10) which are connected via an opening "9 '. The rooms measure
approximately 7.7 x 8.6 meters each with a height of 3.7 meters, and
are both symmetrical white cubes separated by a central wall. In these
two rooms Naito arranged the various motifs that comprise the work
in a way in which they appeared like reflections of one another, and in
doing so enabled a “mirrored” space to emerge in line with the theme
of the exhibition. This paper documents the origin and development of
both the exhibition and this work from the perspective of the curator
responsible for organizing the exhibition, and while contemplating
the meaning instilled within the work, serves to make note of how to
preserve this delicate yet large-scale work for the future. In addition,
as this exhibition was inevitably affected by the COVID-19 pandemic
that began to spread during the preparation period,” | would also like
to outline the details surrounding these circumstances.

1. How the Exhibition “Mirror Creation” was Conceived

Naito first visited 21st Century Museum of Contemporary Art,
Kanazawa in the winter of 2017, from November 30 to December 1.
At that time, the specifics of holding an exhibition had not been de-
cided. Naito had initially been invited to view the space in considering
possibilities of doing something in this museum designed by SANAA
(Kazuyo Sejima + Ryue Nishizawa). Thereafter, centering on a decision
by the museum’s director Atsuhiko Shima, plans were established to
hold a large-scale exhibition in 2020 using the multiple galleries, light
courts, and series of corridors located within the facility. Once Naito’s
solo exhibition “on this bright Earth | see you” (July 28 — October 8,
2018) had opened at Contemporary Art Gallery, Art Tower Mito, she
formally commenced her preliminary research and on site inspections
at 21st Century Museum of Contemporary Art, Kanazawa. As Naito’s
works have a very strong connection to the place in which they are
presented, she numerously repeats the process of conducting in-depth
preliminary inspections and experiments on site in advance, then
further formulates plans in her home/studio based on the sensations
experienced during these times before engaging in the actual exhibit =
production. For Naito, the task of placing the works on site is the

very act of production itself, and is that which entails a great deal of
tension. Therefore, during the preview stage, she carefully examines
how the materials appear under the actual light, as well as how to
arrange the works in the space. One suspects that this is due to it
being deeply involved with the issue of whether or not it evokes a
“anima (sense of life),” which is something that the artist attaches
utmost importance to. Some artworks, such as paintings, are created
in advance at home, yet they come to emerge as works in the true

”

sense when they are placed in their rightful place by the artist’s own
hand. In order for Naito to be able to concentrate on the exhibit =
production in an optimal condition within the limited time available
for the set up and installation of the exhibition, she ultimately visited
Kanazawa on five occasions for a total of 15 days to repeatedly engage
in preliminary inspections and experiments on site.

1st visit: August 23 — 24, 2018 (2 days)
2nd visit: April 16 — 18, 2019 (3 days)
3rd visit: August 27 — 30, 2019 (4 days)
4th visit: January 6 — 9, 2020 (4 days)
5th visit: March 15 — 16 (2 days)

While Naito came to Kanazawa alone on her first and last visit,
large-scale experiments were carried out on her second to fourth
visits as she was joined by Tomomi Kageura and Jun Ito of Nekote
Union GmbH who have long supported the production of her works.™
Kageura and Ito of Nekote Union are an essential presence in Naito’s
practice. In many of Naito’s exhibitions thus far the two have listened
carefully to the words of the artist, and based on their abundant
knowledge and experience, not only provided advice on the selec-
tion of materials as well as design and other technical aspects, but
have also been responsible for key tasks concerned with her work.
Likewise, at the exhibition in Kanazawa, they generously worked in
order to give shape to Naito’s ideas. In addition, centering on the
support of Nekote Union, four other major contractors were involved in
constructing the exhibition. TOKYO STUDO CO., LTD., was responsible
for the wooden fixtures such as the partitioning walls and benches,
Takenaka Corporation for the large decagonal platform with its top
board made from leveling mortar (including the craftsmen for the
fittings, mortar, and painting), Tokyo Systec Co., Ltd. for the long
horizontal windowpanes and frames, and TSUBOTA Electrical Works
Co., Ltd. for the installation of the lighting devices. A careful process
was undertaken in deciding the specifications of the works, such as
ordering and checking samples in accordance to consultations with
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the artist, Nekote Union, and the museum'’s installation coordinator.
In actually installing the exhibition, a schedule was devised in which
a total of near 50 people took turns working at the museum, which
included not only the contractors, but also museum staff and out-
sourced assistants, with staff from Taka Ishii Gallery joining to help
with detailed preparations.

2. The Preparation and Opening of the Exhibition Amidst
the COVD-19 Pandemic

The exhibition was originally scheduled to open on May 2, 2020
during Golden Week. However, as the government issued a state of
emergency from April to May due to the COVID-19 pandemic that had
started to spread from early 2020, the exhibition was delayed for over
two months, and finally opened on June 27. The following is a brief
summary of the course of events concerning the state of emergency
in Tokyo and the Ishikawa Prefecture.

Tokyo Ishikawa Prefecture
April 7 |The Japanese government issues a
state of emergency (until May 6)

April 16 The Japanese government issues a
state of emergency (until May 6)

May 4 |The government-issued state of emer-|The Ishikawa Prefecture announces the
gency is extended (until May 31) extension of measures in line with the
government-issued state of emergency

(until May 31)

May 6 The government-issued state of emer-
gency is lifted

May 15 The request for the closure of museums

by the Ishikawa Prefecture is lifted

May 25 |The government-issued state of emer-
gency is lifted

May 31 Measures implemented by the Ishika-
wa Prefecture in line with the govern-
ment-issued state of emergency are
lifted

Since the request for closure of museums and other facilities by
the Ishikawa Prefecture was lifted on May 15 (Friday), some museums
and art galleries in the Ishikawa Prefecture came to resume operations
from May 18th (Monday). However, since the state of emergency was

issued at a time just prior to collecting the works and installing the
exhibition, operations commenced at the end of May after it was lifted,
and thus the “Rei Naito: Mirror Creation” exhibition opened a month
later on June 27. Particularly for the case of this exhibition, since it
was necessary to invite both the artist and the large number of staff
involved in the installation from Tokyo, there was no choice but to
wait until the state of emergency was lifted in order to commence any
work. Furthermore, there was a need to adjust the schedule of the five
contractors accordingly in setting up the exhibition, and thus it was
not possible to start working immediately after the state of emergency
was fully lifted. The constructing and installing of the exhibition was
originally scheduled to take place from April 15 to April 30, yet this was
cancelled due to the government’s issuing of the state of emergency.
Thereafter plans were reorganized so that work would be underway
between May 11 and May 31, however this was once again resched-
uled according to the extension of the state of emergency period,
ultimately making it possible to proceed with operations from June 4
to 25. Taking precautionary measures in order to prevent the spread
of COVID-19, the constructing and installing of the exhibition took a
total of 22 days, with two breaks in between.

June 26 was set aside for lecturing museum guards and reception
staff in the exhibition rooms and responding to press requests, with
the exhibition opening to the public on June 27. In order to prevent
the spread of infection, protective measures were taken such as re-
quiring masks and temperature measurements upon entrance into the
museum, the placement of alcohol sanitizing stations located at the
museum entrances and exists, as well as introducing a ticket system
with designated dates and times so as to disperse the number of
visitors. Many museums nationwide were forced to urgently consider
implementing a ticket system with a designated date and time for
visitors in accordance to holding an exhibition amidst the pandemic,
yet since it had long been decided to introduce this system for Rei
Naito’s exhibition so as to provide a comfortable and spacious viewing
experience, it seems that the exhibition was able to open without any
confusion in terms of management. In addition, restrictions had been
placed on the number of visitors that could enter each exhibition room,
and visitors were thus welcomed to view the exhibition with careful
measures in place to prevent overcrowding. Furthermore, an artist
talk which had previously been cancelled was realized on August
2, halfway into the exhibition period of two months, by reducing
the capacity and taking precautions including the strengthening of
ventilation such as air conditioning, and designated social distancing.

Visitors carefully observed the works, or sat on the benches and
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took their time gazing at the exhibits. Seemingly devoid of the mu-
seum’s usual hustle and bustle, people engaged with the works in a
quiet and serene environment. Since the works took on a different
appearance according to the time in which they were viewed due to
being lit only by natural light during the daytime with the lights turning
on in the evening fi9-2, there were some people who spent the entire
day at the museum, or others who visited once in the daytime, and
then again in the evening. However, since the number of infections
once again started to increase, particularly towards mid-August, many
people had seemingly abandoned their plans of visiting the museum.
During the exhibition period, preparations were also underway to
produce a catalog so that those who were unable to visit the museum
could view and experience the exhibit. In line with this, photographer
Naoya Hatakeyama visited the museum on three separate occasions
in June, July, and August for a total of 8 days to photograph installation
views of the exhibition.” Although the exhibition had been shortened
to two months as a result of the COVID-19 pandemic, with it being
introduced on SNS platforms, and widely covered in various media
such as newspapers, magazines, and the web, it seemed that both
Naito’s works and words had reached the hearts of many people
amidst this period of public unrest. One is grateful for having been able
to hold the exhibition without any cases of on-site infection throughout
its duration including both the installation and de-installation period,
thanks to the efforts of all those involved in the exhibition, the guards
and many other museum staff, and the visitors.

3. What Kind of Place was the Earth?

Readers may refer to photographs and texts featured in the catalog
regarding the content of the exhibition “Mirror Creation.”"® Yet to
give an overall outline, the exhibition was structured so that visitors
moved back and forth between the “inside of life” and the “outside of
life” while proceeding from the corridors to the exhibition rooms and
vice versa, thus repeatedly creating a state of “mirroring” that occurs
between the works, nature, and people.”® The artist had essentially
hoped for viewers to sense the emergence of “anima” and compassion
in the midst of this viewing experience. Exhibition rooms 7 to 12, 14,
and light courts 2 and 3 served as the venue for the exhibition, and
among the works presented, the museum on this occasion acquired
the work What Kind of Place was the Earth? as a new addition to its
collection. This particular work embodies the emergence of “life =
color,” which Naito regards as her most significant discovery in this
space, and in itself appears to condense the artists various pursuits

thus far. Presented across exhibition rooms 9 and 10, this work has a
mirrored symmetrical structure as aforementioned, with each room
consisting of the following motifs.

-window (1 piece), 2020, glass, painted steel

- untitled (matrix) (1 piece), 2008/2020, vinyl,
thread, bead, 2 electric stoves, painted wood

- Face (the joys were greater) (3 pieces),
2012-2020, magazine, thread

- Grace (3 pieces), 2020, printed cloth

- color beginning (3 pieces), 2020, acrylic on paper

-pompom (1 piece), 2020, wool yarn, thread

- balloon (1 piece), 2020, air, balloon, thread

- Return the secret to the world (1 piece), 2020, mirror

-human (1 piece), 2017-2020, acrylic on wood

-bench (1 piece), 2020, painted wood

-Sun (1 piece), 2020, lighting devices

-Sun Children (1 piece), 2020, lighting devices

Each had been given its own title when presented at the “Mirror
Creation” exhibition, yet as the two rooms together were regarded
cohesively as a single work, it as a whole came to be titled What Kind
of Place was the Earth? on the occasion in which it was added to the
museum’s collection. The large, horizontally long window, which is
a central piece within the work, was installed on the wall facing the
entrance of the exhibition rooms. These two rooms do not have louvers
on the ceiling, and thus during the day they are dimly lit, with the only
light source being the natural light that enters through the entrances/
exists. Therefore, when visitors enter the rooms, both their silhouettes
and those of the people around them that are reflected against the
glass of the window, appears to be monotone. However in contrast,
people walking in the corridors and people entering through the en-
trances/exists are in color 193, The artist came to discover this through
her repeated advanced visits to the museum, and this work was in
essence conceived as an indication of the connection between life,
light, and color that she had continued to explore for some time. Naito
establishes the corridors as being “inside of life” and the interior of
the exhibition rooms as the “outside of life.” Furthermore, the window
is adorned with various “decorations” that offer comfort, protection,
encouragement, praise, as well as convey a sense of celebration for
“life.” This is also what the artist herself describes as the “Mamagoto”
(playing house—a common form of child’s play that involves the act
of imitation) of “life.” In the evening, the interior of the rooms and the
entrances/exists came to be illuminated by lighting devices, which in
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ways reminiscent of “child’s play,” were made to resemble the sun.

This perspective of looking at the “inside of life” from the “outside
of life” derives from the artist’s own experience from the mid-2000s.
On a particular day when Naito was at home, she stepped out on the
veranda to gaze at the sunset. Having seen her apartment from the
outside for the first time, with the lights of the room turned on, she
felt her whole life flash across her memory like images on a revolving
lantern."” It was several years later that this feeling had clearly come to
manifest in the form of a work, ™ in her solo exhibition “Tout animal est
dans le monde comme de 'eau a I'intérieur de I'eau” held in 2009 at
The Museum of Modern Art, Kamakura. In this exhibition, the interior
of the glass cases were assumed as being the “inside of life” while
the exhibition space was regarded as the “outside of life,” and visitors
were able to remove their shoes and enter the case where various
things such small pieces of cloth, ribbons, and lighting devices were
installed fio-4. The work window, which is similar to that exhibited in
Kanazawa, and comprises of glass windowpanes and a frame installed
on the wall, was first conceived for her 2018 solo exhibition “on this
bright Earth | see you” at Art Tower Mito. The window was surrounded
by adornments such as balloon, pompom, painting works, and Face
(the joys were greater), and what distinguished it from that which was
exhibited in Kanazawa were the little human figures that were placed
on the frame fi9-5,

Let us return to discussing the works exhibited in Kanazawa. The
work untitled (matrix), presented in front of window, consisted of a
bead and strand of vinyl tied to a piece of thread suspended from
the ceiling, and two electric stoves placed on the floor beneath it fi9-®.
As the air moved due to the heat from the electric stoves, the stand
of vinyl appeared like some living thing, at times drifting softly, and
in other instances wavering with much intensely. This work was first
presented at Yokohama 2008: International Triennale of Contemporary
Art, Sankeien Garden. In Kanazawa, many people had stopped and
held their breath as they gazed at such movements that could indeed
never be imitated by human beings. Naito has incorporated natural
elements such as light, wind, and water into her work, and here,
heat played an important role in eliciting movements beyond human
intentions.

One would also like to discuss in detail the various motifs that
serve to “decorate” window. balloon and pompom are hung in front
of window, and three pieces each from Face (the joys were greater),
Grace, and color beginning, are placed along the frame in an alternating
fashion -7, Face (the joys were greater) is a work that was conceived
by chance in the 1990s. One day Naito crumpled a page torn out of
a magazine into a ball and threw it away, yet when she opened it

up again, feeling remorseful for the fact that it was a photograph of
a woman'’s face, she had come to observe various emotions in the
facial expressions created by the many folds in the paper.” While this
essentially was the source of inspiration, it came to be presented in
the form of a work much later, being introduced for the first time at the
exhibition “Tsubaki-kai 2015 — Shoshin (beginner’s mind)” held in 2015
at Shiseido Gallery. It was presented as a series in her solo exhibition
“the joys were greater” at the gallery that same year.

Grace and color beginning are works that were both born in
the midst of the continued stay home period, as the opening of the
exhibition was postponed due to the COVID-19 pandemic. Grace
consists of small green pieces of cloth featuring a floret pattern, and
was made by cutting the cloth that had been laid out on the floor of
exhibition room 2 on the occasion of her exhibition in Kamakura, into
more or so square-shaped pieces measuring 7.5 to 8 centimeters on
each side. Their size suggests the space for existence that is granted
to humans when they are first born into this world. The thin, round
pieces of paper each printed with the word “come” in tiny font, which
viewers were freely invited to take home with them at the exhibitions
in Kamakura and Mito, were also made to the same size and given
the title Grace."'° color beginning can be regarded as an extension of
Naito’s efforts of producing paintings, which began in 1993. Such
endeavors started as a series titled “namenlos/Licht” consisting of
colored-pencil drawings on paper, which was later followed in 2009
by the work Untitled made by applying acrylic paint to canvas. It is
since 2013 that she has continued to produce works under the title
color beginning, which was the title once given to Turner’s series of
watercolor paintings.”" Although the title and the materials used to
paint and draw have changed over the years, her approach of pursuing
the emergence of anima through color is that which has remained
consistent. In the “Mirror Creation” exhibition, color beginning works
on canvas were presented in exhibition room 11 which was filled
with natural light, while in exhibition rooms 9 and 10, color beginning
consisting of acrylic paint on paper, were placed along the top of the
window frames. The works on paper, which are characterized by their
near primary vivid colors in contrast to the works on canvas, were
conceived through Naito placing dabs of paint upon paper to confirm
their color. If the canvas work were elaborately constructed so as to
enable the emergence of color to be experienced, the paper works can
be described as the very moment in which colors emerged for Naito.

A bench was installed along the wall opposite window and the
various “decorations,” and above it, a human stands on a small piece
of wood f9-8. human is a work that was born in the wake of the Great
East Japan Earthquake on March 11, 2011. With many lives having
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been lost, Naito had mentioned, “I thought | needed to help make
more people.” "2 In this work, the human stands “outside of life,” and
together with the people sitting on the bench, gazes at the “inside of
life” that is reflected upon the glass. Positioned on exactly the same
place on the wall opposite the glass windows in both rooms is the
work Return the secret to the world, which consists of two mirrors with
a mere diameter of one centimeter each. An infinite space extends be-
tween the two mirrors that are configured in the manner of an infinity
mirror, yet this infiniteness immediately disappears when someone
tries to peer into them. At the same time, on the surface of these small
mirrors it is also possible to capture the image of a person located
far away from the exhibition room who is reflected on the glass fo-°.

What Kind of Place was the Earth? is a work that manifests when
the various motifs arranged within the rooms resonate with one other
and serve to mutually influence the viewer. Although the position
of each motif is strictly determined, the works come to take on a
completely different appearance depending on the season, weather
conditions and time of day, the amount of heat generated from the
electric stoves, the number of viewers present as well as their behav-
ior, and above all, the feelings and mindset of those who view it. One
could say that the work can never exist in the same state, even for a
mere moment. It perhaps relates in some way to the uncertainty that
arises when envisioning the meaning in the title of this work, that
is, what the “scene of life upon earth” looks like well viewing it from
the “outside of life.” At the talk event held in correspondence to the
exhibition, Naito had stated that rather than always preparing ideal
viewing conditions, she “wants the truth to occur then and there on
the spot.”"'® The title What Kind of Place was the Earth? has been
given to several of her works, and it is a question that Naito continues
to engage with throughout her practice. Naito’s works are realized
amidst the complex struggle of ultimately having to leave everything to
chance, despite her meticulous preparations and production process
that pays great attention to detail. That being said, it is because of this
that if one continues to wait, there will indeed come a moment when
it is possible to feel the true emergence of “life.”

4. Preserving Rei Naito’s Work for the Future: The Nature
of Instructions

While Naito has created permanent installation works such as Being
Given atKinza, House Project in Naoshima (2001), and Matrix (2010)
at the Teshima Art Museum, the acquisition on this occasion by

21st Century Museum of Contemporary Art, Kanazawa, marked the
first time for her large-scale spatial work to be added to a museum
collection. In former, it is required to try and preserve the work as it
is, yet in the case of What Kind of Place was the Earth?, there is the
need to re-install the work from scratch in the absence of the artist
should there be plans to exhibit it again in the future. What becomes
necessary in such an instance, are instructions that outline the details
of how the work is to be installed. An extensive instruction manual
of around 100 pages was created for this work, centering on support
from an appointed member of staff Natsuka Okamoto from Taka Ishii
Gallery. The instructions consist of the following elements.

Floor plans and elevation plans showing the installation position of
each component work and their hanging source

Photographs that capture the entire work from the front,

along with a series of detail shots

The installation procedure for each component work

Packaging instruction for each component work

List of manufacturers and product codes for materials and products
that are expected to deteriorate over time

Details on how to recreate works made of materials

that are expected to deteriorate over time

In particular, the instructions regarding the installation procedure
for each component work is written in utmost detail, from the cut size
of the tape used for installation to how to attach it, how to position
them along the window frame, and even how to store the cords. In
addition, materials such as threads and vinyl, and products such as
electric stoves and light bulbs may deteriorate over time in the future,
and therefore it would necessary to order the same thing from the
manufacturer, or if they are discontinued, the need may arise to look
for something similar. Specifically, since balloons cannot be stored
for a long period of time, they would be purchased on each occasion
the work is exhibited. Furthermore, the motif in untitled (matrix) that
consists of a strand of vinyl, thread, and bead connected is highly
fragile, and as it is difficult to keep using the same one permanently,
its method of reproduction is outlined in detail. In this way, when
making the instructions, information that was considered necessary
was added by looking ahead to the next several decades to over 100
years into the future.

For painting and sculptural works it is most important to preserve
the original materials as they are. However, in contemporary art, where
the materials used are diversified and emphasis is placed on the pure
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concept itself, the value of the original is not always prioritized. It will
be necessary to consider more carefully in the future what elements
should be preserved for posterity accordingly for each work, while pay-
ing respect to the ideas and attitude of the artist under conditions such
as limited budget and storage space. In the case of Rei Naito, what
must be preserved are ultimately things that cannot be transcribed
into words of form, which emerge through the way she engages with
the space and materials, as well as the precise arrangement of each
motif. Normally, the position of the curator and artist are completely
separated from one another, yet in order to engage with Naito’s work,
one could say that the curator is required to serve as the “mirror”
of the artist as much as possible. | hope that the extensive pages of
instructions along with this paper will help serve as an insight for
curators who will be exhibiting this work in the future.

(translated by BENGER Kei)

Notes:

*1 News coverage regarding the COVID-19 infection began to increase from around
January 2020, and in February, the state of outbreaks on a cruise ship that arrived at
Yokohama Port was reported extensively every day. Thereafter the number of infec-
tions in Japan also started to gradually increase yet preparations for the exhibition
proceeded as planned until the decision was made to postpone its opening date.

*

N

Naito and Ito had first met each other when they were students at Musashino Art
University. After Naito graduated, Ito began to assist Naito with her exhibitions, and
was later joined by Kageura. Nekote Union is a company established by Ito and
Kageura that deals with art modeling.

*3 Under the state of emergency, in accordance to the status of infection, people were in-
structed to avoid unnecessary outings and refrain from travelling between prefectures,
while requests were made for the temporary closure of schools, commercial facilities,
entertainment facilities, sports and play centers, accommodation facilities, cinemas,
theaters, libraries, museums and art galleries, along with the shortening of business
hours for eating and drinking establishments, and the promotion of remote working.

*4 Hatakeyama has photographed Naito’s works many times, starting with Naito’s solo
exhibition “une place sur la Terre” (1991) at Sagacho Exhibit Space.

*

o

The catalog, designed by Toshimasa Kimura and published by HeHe in October 2020,
features photographs taken by Hatakeyama, a text by Rei Naito, and contributed
essays by Futoshi Hoshino, Atsuhiko Shima, and Yukiko Yokoyama that were each
written from their respective perspectives.

*6 The theme of this exhibition in part resonates with the work of Hayao Kawai and
Masayoshi Morioka who both specialize in analytical psychology and clinical psy-
chology, that is, questioning the boundary between life and death and self and other,
and contemplating the “anima” that emerges in the act of “mirroring.” This may be
because there is the sense of self-healing at the root of Naito’s practice. Refer to
the following: Hayao Kawai, Psychotherapy Collection I/l: Contact between Life and
Death, Toshio Kawai (eds.), Iwanami Gendai Bunko, 2019, and Masayoshi Morioka,
Mirroring. Clinical Poetry, Misuzu Shobo, 2005.

*

~N

Artist interview on “Rei Naito: Mirror, Creation,” website of the Window Research
Institute, published November 2, 2020,
https://madoken.jp/interviews/7756/ (last accessed: March 10, 2022)

*

o]

Works that entail viewing another space through a window or mirror were also pre-
sented at the 2007 group exhibition “Daiwa Radiator Factory Viewing Room vol.4" at
Daiwa Radiator Factory Viewing Room, and “Parallel Worlds: an Exhibition by Hugues
Reip” at the Museum of Contemporary Art Tokyo in 2008.

*

©

Yu Iseki, “When this Earth is filled with compassion and grace,” on this bright Earth |
see you, Contemporary Art Center, Art Tower Mito, 2019, p. 146.

*10 In Kamakura, the pieces of paper in Grace were gently placed on the boundary be-
tween the printed cloth and the floor, which spread out like ripples.

*1

-

Tomoyo Sanbonmatsu, Yutaro Tomii, “Notes on the works namenlos/Licht and color be-
ginning series,” Rei Naito | 1985-2015 blessing, Tokyo: millegraph, 2015, pp. 275, 278.

*12 Kasumi Yamaki, “Dear countless Rei Naito,” Rei Naito: the emotion of belief, Tokyo
Metropolitan Teien Art Museum, 2014, p. 56.

*13 “Rei Naito: Mirror Creation — Artist Talk,” website of the 21st Century Museum of
Contemporary Art, Kanazawa, published January 27, 2021,
https://www.kanazawa21.jp/files/exhibition_2020/talk_ReiNaito_MirrorCreation.pdf
(last accessed: March 10, 2022)

YOKOYAMA Yukiko

Assistant curator at 21st Century Museum of Contemporary Art, Kanazawa. Yokoyama
served as assistant curator at the Setagaya Art Museum from 2009 to 2011 before studying
at the Université Paris Ouest Nanterre La Defense from 2011 to 2013. She subsequently
assumed a post as an associate curator at the National Art Center, Tokyo (NACT) from
201310 2018. She has held her current position since 2018. Among the exhibitions she has
overseen are “Renoir” (NACT, 2016), “Alberto Giacometti” (NACT, 2017), “Pierre Bonnard:
The Never-Ending Summer” (NACT, 2018), “Oscar Oiwa: Journey to the Light” (21st Century
Museum of Contemporary Art, Kanazawa, 2019), and “Rei Naito: Mirror Creation” (21st
Century Museum of Contemporary Art, Kanazawa, 2020).
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Roman Ondak, Good Feelings in Good Times, 2003, Collection of Tate
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Allora & Calzadilla, Lifespan, 2014, Collection of the National Museum of Art, Osaka
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Collection of 21st Century Museum of Contemporary Art, Kanazawa
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Contemplations on Reproducing Performance Works
in Museum Collections: Chiharu Shiota + chelfitsch’s
About a room of memory as a Starting Point

TACHIBANA Yumiko

Collecting Performance

The increased attention towards what Claire Bishop describes as
“Delegated performance” ™' in which the artist entrusts others to
undertake the performance on their behalf rather than using their
own body, or in other words, performances that can be reproduced
without the presence of the artist themselves, enabled the realization
that performance could potentially be a candidate for museum col-
lection. Tate has continued to collect performance works to this day,
starting with the purchase of Roman Ondak’s Good Feelings in Good
Times (2003) 91 in 20042, Such movements are no exception in other
museums across Europe and the United States. In Japan there has
also been a rising interest towards museums collecting performances,
as for example can be observed in the addition of Allora & Calzadilla’s
Lifespan (2014) o2 to the collection of the National Museum of Art,
Osaka in 2016. The collecting of performance has given rise to re-
peated discussions and the implementation of practices, mainly in
museums across Europe and the United States, regarding the con-
servation of performance works which by nature have no form and
thus set themselves apart from conventional approaches of collecting
tangible works like paintings and sculptures™.

Chiharu Shiota + chelfitsch: About a room of memory

In 2009, around the time when museums centering on Europe and the
United States began developing their performance collections, 21st
Century Museum of Contemporary Art, Kanazawa collected the work
About a room of memory 93 by artist Chiharu Shiota and playwright
/ director Toshiki Okada. Consisting of Chiharu Shiota’s installation A
room of memory and a theater program by Toshiki Okada, the work
involves a performance by multiple actors. This work titled, About a
room of memory was featured in the 2009 group exhibition “Hundred
Stories about Love,” and to this day has not been re-performed since
being added to the museum’s collection. Even when looking back
today, housing a performance collection as early as 2009 was un-
doubtedly a challenging endeavor at the time.

At the time when performances started to be added to the
museum'’s collection, there had been little discussion regarding
their reproduction. Although the performances in the collection are
documented through images, it is hard to say that the information
and instructions leading to their reproduction is indeed sufficient.
Therefore, one cannot help but state that it is difficult to organize
their reproduction solely by referencing the information that remains
in the museum. Even if it were possible for those involved at the time

to organize a reproduction of the performance at least once through
tracing their memories, reproduction methods that rely on memory
alone are far too risky, with chances of reproduction becoming less
prominent as people are replaced over the years. So long as it is a
museum collection, especially the collection of a public museum, the
means of re-exhibiting its works—and in the case of performance,
the reproducibility—must of course be guaranteed in order to share
these assets with citizens.

Now that discussions regarding the collecting of performance are
becoming increasingly profound, shouldn’t we take a step towards
attempting to reproduce this performance work? This paper brings
focus to Chiharu Shiota + Toshiki Okada’s work About a room of
memory, and based on the results of studies concerning the collection
and conservation of performance conducted by myself under Dr. Pip
Laurenson, Head of Collection Care Research at Tate in November
2018, aims to investigate this work by creating a survey report which
has not been done since the work was added to the collection, and
in doing so, considers the challenges and issues related to the re-
production and utilization of the museum’s performance collection.

Documentation for the Reproduction of Performance

As Boris Groys points out, art documentation consisting of mechan-
ically reproducible images and texts is inseparable from the various
artistic practices of contemporary times™. The reason being that these
artistic practices, which do not aim to create a single work of art, are
indeed unable to define art without art documentation that enables
a work to be perceived for what it is. As such, documentation for
art goes beyond the artistry referred to as the “original,” and in itself
serves as an opportunity to instill the work with an aura.

Since performance is an art form that disappears after each time it
is realized, basically, its essence can only be captured through records
in various media. It is thus needless to say reference to Peggy Phelan™
or Philip Auslander’® in conveying the fact that documentation has
always been discussed as an important issue in the context of perfor-
mance'’. However, documentations of performance that have been
accumulated in this manner are not for the purpose of reproduction,
but merely prescribe certain aspects of it. WWhat museums require are
documentations that enable the “reproduction” of performance works.

Tate, which has played a central role in these discussions, cites
the development of documentation tools as one of the core strands
of its performance collection strategy that enables the re-exhibition
and activation of performance works in its collection. Based on past
achievements, it presents means of conserving performance in ways
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that allow it to be “activated”®. For performance, which unlike music
does not have a common platform, such documentation becomes an
important alternative to a musical score. Tate's proposal is to define
what can be referred to as the basic parameters of the work that ena-
bles it to be activated through documentation. The list of sections to be
surveyed in order to identify the basic parameters, and flux elements,
and constant elements is widely published in their research results™.
In this survey, questions in correspondence to this work were
devised based on Tate's format. These were presented in an inter-
view with Toshiki Okada in efforts to create documentation for the
reproduction of About a room of memory, the results of which were
then compiled in a survey report. It is unfortunately difficult to include
the entire interview in this publication due to limitations of space.
Therefore, in line with the purpose of this paper, one would like to
reference an excerpt that mentions challenges regarding the repro-
duction of the performance, and begin the discussion from there.

Changing Performances, Changing Collections

How do you define the requirements for the reproduction of About
a room with memory?

It is necessary for Chiharu Shiota’s installation to be there.
However, it does not need to be set up exactly as it was done so
for the previous performance, and neither do the windows have
to be arranged and combined in the very same way. For example,
the previous venue was big [...] but | don’t think it would be an
issue to present it in a much smaller room.

| suppose all that matters is the presence of something that
Chiharu Shiota herself considers as A room with memory. | can’t
make that decision because it's up to her to decide. [...] Perhaps it
doesn’t necessarily need to be presented in 21st Century Museum
of Contemporary Art, Kanazawa. So the key thing is that there’s
something there that Chiharu Shiota considers as A room with
memory. | think that this is the sole requirement. So long as this
requirement is fulfilled [...], it is possible to reproduce A room
with memory [...].

But | almost never wish to use the text that is housed in the
collection word for word. Of course | will reread it and use parts
if there are any that may seem somewhat usable [...], but | may
simply replace everything. | do employ the concept of doing a
performance by assuming what can be observed through the
windows. | feel that if | were to change that, it would no longer
be About a room with memory. So | believe that About a room
with memory could be realized even if | wrote an entirely new text
in relation to this concept, with all the performers involved having
never taken part in the work before. Created in that way, one could
indeed say that we have managed to reproduce About a room
with memory. [...] It (the 2009 performance and its reproduction)
would be completely different. To put it conversely, there would
almost be no intention of making it the same.

In regards to About a room with memory, Okada prescribes the condi-
tion for reproducing the work as “a performance Okada has created by
assuming ‘what can be observed through the windows’ occurring in a
place where Chiharu Shiota’s A room with memory is present.” Even
though the essence remains unchanged, that is, “Okada responding
with a performance on occasions Shiota’s installation is re-exhibited,”
this work, whose output changes each time, does not fit within the
conventional idea of the museum’s conservation of the “original.”

As a good example in response to the issue of “how to conserve
works that are ever-changing,” one would like to refer to Katsuhiko
Hibino's Asatte Asagao Project 21794, a project-type work that is
housed in the museum’s collection. This is a project-type work that
facilitated interaction with citizens though the cultivation of morning
glories as part of the exhibition ‘Katsuhiko HIBINO Art Project “HOME
— AND < AWAY” SYSTEM’ held in 2007. Naturally, it is impossible
to work with the exact same citizens who were present back then to
make the same morning glories bloom every time it is re-exhibited,
yet its re-exhibition is not what penetrates the very essence of this
project-type work. The essence of this work is to “connect people with
people, and communities with communities” through various activi-
ties centering on tasks related to the cultivation of morning glories™®.
Although flux elements such as the citizens involved in its achievement
may change, it does not mean the basic scheme that in itself serves as
the essence of the work, is subject to change. The “instructions” listed
in the materials / techniques is the scheme that defines its essence.
It is what makes it possible to derive solutions for re-exhibiting Asatte
Asagao Project 21 from flux elements in accordance to the times.
Here, it does not matter whether the reproduction is exactly the same.

In terms of About a room with memory, the requirement of “Okada
responding with a performance on occasions Shiota’s installation is
re-exhibited” is indeed a scheme that equates to the “instructions” that
serve as the core of Hibino’s work. However, the difference compared
to Hibino’s project is that the scheme contains a constant element in
the form of a specific artist (playwright) rather than voluntary perform-
ers in the context of a delegated performance. By adding this constant
as a condition of this work, the artist will continue to produce texts
that the museum should consider as original in correspondence to
each reproduction, thus enabling the work to continuously expand
and develop. In addition, as reproducibility ceases in the wake of the
artist’s death, it will never be permitted for the work owned by the
museum to become completely independent of the artist. How then,
should we ensure the reproducibility of such work in the museum’s
collection?

The Reproducibility of Performance,
The Reproducibility of Theater

When reproducing a chelfitsch work, are the performers of chel-

fitsch the only ones who are able to undertake it? Or can other

performers of chelfitsch who have not experienced that particular

work also assume a role?

ﬂ [@r] P—iv fssue 09 /2022 71




72

I don’t think it matters whether performers have experienced it or
not. This is because | by no means believe that the reproduction
[...] should be a reenactment of the premier performance. What |
mean to say is [...] this is how | understand the format of theater
to be in the first place. In that respect, | don’t think it's possible
to implement a reproduction in the sense of it being a “reenact-
ment” [...] and the same could be said for the actors [...] even
if they were to attempt at reproducing the work [...] they have
almost no intention of reproducing it with implications of it being
a “reenactment” [...] and if at all they were asked to do so [...] |
don’t believe it's something that can be done no matter how hard
they try. When | say it can’t be done, | mean it in the sense that
it is “technically not possible” and “principally not possible,” but
above all, as long as my motivation in making it and the way of
thinking about theater and movements in acting have changed,
and if | had to make it according to “how | used to think” instead
of “what | want to do now,” it may be possible, but it would be
painful and far from fun. | probably wouldn’t wish to do this. |
suppose it's more of a sense of “not possible” because it’s simply
not something that | want to do.

[...] For example, we created “Five Days in March” twice.
When considering these two [...] when | created the new one,
the older one almost felt like something that had been made by
another person. So in my mind it doesn’t matter that my identity
as a person, or the two individuals who made these works are
one and the same. To me, it's no different to a work that has
been written by another person. | feel like my past self is like
somebody else.

So the relationship between the two works “Five Days in March”
and “Five Days in March Re-creation” is not that of “original” and
“reproduction” but “original” and “a new original?”

As to the terminology that | use when actually creating the work
or when performing it, | do at times find myself saying “original
version” and what not. Having said that, it is necessary to be a
little stricter about the definition of original, and if any, | don’t think
we should be using that word at all. The reason being that | don’t
consider it to be the original in precise sense, and the concept
of the original does not have any meaning, at least when I’'m the
one creating the work.

For example, when | use the concept of Noh to do things in
my own way [...], | refer to Noh itself as “original Noh.” | say this
in the sense that my work is an epigone. Well | say epigone, but
I’'m more or less freely doing as | please while drawing inspiration
from it. | therefore don’t wish to receive authorization from Noh
that what | am making is in fact Noh. | don’t care at all about that,
so it’s fine. The problem here right now is that when | do that, in
my mind, | refer to Noh as “original Noh.” | say it, and | think so
from the bottom of my heart.

[...] Nevertheless, when it comes to “Five Days in March,”
| don’t think there’s a need to refer to the premier performance
as the original. In both cases, there is a text first, and then there
are two realizations of the performance based on the text, so |

consider them as two different variations. That’s why the realiza-
tions that are born from drama —what | do when | direct it, and
of course what the performers do each time on stage— become
“a realization of that particular occasion.” This is basically my
opinion [...].

Okada mentions the format of theater in the context of performance,
and even if the same program is implemented multiple times, he
refers to them not as reproductions, but rather variations of each.
In this respect, changes due to the scheme of the work as specified
previously, can also be regarded as variations. On the other hand,
museum collections in general do not approve change. Museums
engage in conservation measures and create detailed records and
reports to enable works to be reproduced in the same way. The ad-
dition of originals that appear one after another by the artist and in
themselves become variations, in the eyes of the museum, means that
the work is indeed changing. In order to think about the reproduction
of this theatrical performance work, it may be necessary to go beyond
the museum system and expand the scope to the theater and dance
systems that regulate this performance.

As mentioned above, performances have come to be added
to museum collections largely due to ensuring the “reproducibility
specified by the museum” with the emergence of performances that
do not necessitate the intervention of the artist, as Bishop defines
through the term “Delegated Performance.” Conversely, in the case
of works that do not have this performance format, that is, perfor-
mance formats such as theater and dance, secondary materials
would be candidates for museum collection, while the performance
itself was not considered collectible. This is probably due to the fact
that performances such as theater and dance have in general been
perceived as impossible to “repeat and duplicate™'!. One suspects that
Okada’s thoughts and ideas are based on such performance formats
like theater and dance.

In other words, reproducing a performance classified as
“Delegated Performance” whereby reproducibility is ensured due to
it not requiring the presence of the artist, and thus in recent years
has been included as candidates for collection by museums, is
fundamentally different from what the reproduction of formats like
theater and dance, which are together also grouped under the term
“performance,” aim to achieve. Is it not possible to insist the repro-
ducibility of performances that take on the latter format in the context
of a general museum?

Of course, the constantly changing performance that can never be
reproduced in the same way could at once be defined as the unique
performativity of this work. However, this debate will no doubt reignite
each time the museum seeks to go beyond “Delegated Performance”
to collect performance works like theater and dance that have a dif-
ferent sense of reproducibility to performances that the museum as a
venue has dealt with. Instead of seeking exceptional ways of utilizing
the collection work About a room of memory, the museum must ad-
dress the issue of how to collect and conserve performances including
those of theater and dance formats, and further engage in efforts to
realize their reproduction in response to recent growing discussions
on the collecting of performance. We will have to try and find solutions
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for this issue together with other museums that also confront the
same challenges, as well as various individuals and institutions that
are working on the conservation of theater and dance works.

To Once Again Breathe Life into Performance

After the interview, Okada told the author, “I think everyone would
be able to do (reproduce) it if they watched this video”'?. On this
occasion, efforts for reproducing the work had succeeded in taking a
step towards its reproduction during Okada’s lifetime. Actual proof of
such efforts is anticipated to progress in the future through activities
such as the presentation of exhibitions showcasing works from the
museum collection.

However, there are still many issues to be discussed towards im-
plementing further reproductions of the work. How must we reconcile
the reproducibility sought by the museum with the reproduction of
this theater-style performance? Perhaps the museum should accept a
new definition for works to art in “renewing the collection,” or it should
be open to collecting these kinds of theater-style works. If so, how
should documentation be updated? The museum faces challenges
both economically and physically in relation to the reproduction of
the work, and further discussions will not proceed unless the muse-
um involved is consciously attempting to tackle these issues. This is
indeed a mission of contemporary art museums that exist in the midst
of times in which the nature of art continues to expand.

Having said that, it is realistically difficult to venture towards utilizing
the performance collection through means of its reproduction without
sufficient discussion and without being able to find solutions for repro-
ducing it. However, from the standpoint of exploring ways to utilize the
collection as an art museum, how should we seek new opportunities
for this kind of theatrical performance collection?

Like what we are making now, this becomes a document of the
past, which serves as a reference that instills some inspiration
or another in those who see it [...] | have also tried to put things
into practice from what is considered records of the past [...].
For example, say there was someone like Brecht, | would try and
imagine that “what | am doing is in accordance to what Brecht
is saying” [...]. This is purely hypothetical, [...] and | of course
imagine whether or not he would say, “that’s not what I'm talking
about” or “yes, | like it,” but to be honest, | really don’t know [...].
Nevertheless, my hopes are to create something that’s interesting.
For instance, like myself and my thoughts on Brecht and Zeami,
| think it would be wonderful if | could foster similar relationships
with future generations, and | hope to keep records and documen-
tation as a condition for creating such relationships [...].

Documentation that does not seek realization can be implemented
in a relatively unrestricted manner, through optimal cooperation be-
tween the museum and the artist. As is the intention of the artist, the
possibility that such documentation can become Genetic Engine™' for
future creation is one way to utilize collections that for various reason

are difficult to recreate/reproduce. What is more, the museum itself
should become the engine for new secondary and tertiary creation,
starting with efforts of researching the collection that is the basis of it.
Including such “reproductions,” the museum must seek new ways to
reproduce its collection in hopes to continue conserving the artworks,
or in other words, the artistic and cultural assets that it houses.

(translated by BENGER Kei)
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The museum staff study meeting “Let’s learn how to communicate with the hearing
impaired” (March 2018 at Conference Room 1, 21st Century Museum of Contemporary
Art, Kanazawa)
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Leaflet of the screening and talk session of the movie “LISTEN” (surface)
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Leaflet of the screening and talk session of the movie “LISTEN” (inside)
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Guide wearing the armband of “sign-language staff”
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“Silent World communicating with the body” organized by the Kanazawa Association of
the Deaf, supported by 21st Century Museum of Contemporary Art, Kanazawa (November
2019 at Conference Room 1, 21st Century Museum of Contemporary Art, Kanazawa)
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Explaining how to use the audio-guide radio (November 2020 in front of Theater 21 at
21st Century Museum of Contemporary Art, Kanazawa)
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Making an inclusive theater in the museum
—forming a community for diverse people by a variety of people

KIBI Kumiko

1. Foreword

This essay is about the significance of making a museum inclusive of a
theater. Referring to the movie project sponsored and implemented
by 21st Century Museum of Contemporary Art, Kanazawa located
in Kanazawa city, Ishikawa Prefecture, | would like to grasp the impor-
tance and issues of generating diversification of viewers (audience),
presenters (those who express) and those who show (plan and/or
administrate) by having a comprehensive theater at the local museum.

21st Century Museum of Contemporary Art, Kanazawa was
established in October 2004 in order to “generate new culture and
revitalize the community in Kanazawa.”"" | was appointed to be a
person responsible for educational dissemination one year before the
museum opened, and | was involved in cooperative activities with
citizens and various organizations so that the museum would be open
as “a museum which functions in the community and is participatory
with citizens.” Since 2018, from the viewpoint of “social inclusion,” the
museum aimed to be a place where “diversity is respected by many
citizens, and participation in the society is realized through art and
culture.” We researched groups of potential visitors who want to visit
the museum but are unable to do so for some reason and we have
been working on building a network.”

We carried out research on people who spend time at the mu-
seum and their multiple ways of spending time there. We contacted
people who are unable to hear and communicate in sign language,
and we screened a movie directed by two deaf directors and held a
talk session in January 2019. The administration staff consisted of
students at the Ishikawa Prefectural School for the Deaf, members of
sign language circle, volunteers at the museum, etc. This activity in
which viewers, presenters and implementers consist of a mixture of
people who are deaf, hard of hearing and those with normal hearing
provided an opportunity as a result of “coexistence of persons with
and without disabilities while respecting each other’s individuality,”
encouraged by Act for Eliminating Discrimination against Persons with
Disabilities enforced in 2016.

2. Social Background of Inclusive Theater

Can a theater of the inclusive museum bear a burden of contributing
to all-participating society in which diversified ways of being are ob-
served? First let me clarify the social background of the meaning of
“inclusive” and “theater.”

2-1. the Western Social Background

The idea of social inclusion spread mainly in EU in the end of the
1990s. The principle is to “protect all people from solitude, isolation,
exclusion and friction, and include and support them as members of
society for healthy and cultural life.” This idea is deeply involved in the
concept of “participation-format design that solves social issues” in
“inclusive design” named by Roger Coleman, Professor Emeritus of
the Royal College of Art, U.K. in 1994. When considering accessibil-
ity and useability at the theater, for example, making it “barrier-free”
by setting up a slope and physically eliminating barriers is not the
purpose. Instead, in inclusive design, users are encouraged to speak
up their opinions and people go through the process of eliminating
physical barriers by “designing experience together.”*

In the U.S. in 1997, architect and wheelchair user Ronald Mace
and his team at Center for Universal Design at North Carolina State
University presented seven principles of “universal design.”** The
universal design focused on working on legislation for the aged and
disabled to secure their living environment and accessibility of the
services.™

2-2. Social Background in Japan

In recent years in Japan, it is believed that disabilities exist in the envi-
ronment, not in an individual, and they are involved in the relationship
between people and society.”® Based on that idea, the following per-
ception is spreading: “the disabled” are not individuals characterized
by disabilities, but those who are handicapped in their lives due to
things and the environment. In 2006, the Law for Promoting Easy
Mobility and Accessibility for the Aged and Disabled (Barrier-free Law)
was enforced. In 2008, the Outline for the Promotion of Barrier-free
and Universal Design was enacted. With the addition of universal
design, all kinds of barriers, not only physical obstacles but also social
systematic and psychological barriers needed to be lifted and the need
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to design products, architecture and the environment that are easily
used by everyone was pointed out.”

Let us look at how social inclusion is understood in cultural and
artistic activities in Japan. Introduction to the Act on the Vitalization
of Theaters and Halls (known as the Theater Law) enforced in 2012
states that theaters and halls are regional cultural bases where culture
and arts are succeeded, created and disseminated. People who gather
there are touched and given hope. They nurture people’s creativity and
form ties that people live with. Theaters and halls should function as a
place where all the people can realize life with richness in mind, feeling
comfortable and proud regardless of age, gender or social situations
surrounding them. It goes on to say that in the contemporary society,
theaters and halls become “new town square” by getting people’s
empathy and participation, and are expected to support the local de-
velopment through creation and revitalization of local community.” In
2017, Basic Act on Culture and the Arts was revised, and the revision
respects the intrinsic meaning and value of culture and arts, while
extending application of the Basic Act to relevant cultural fields and
the arts to include tourism, town development, international exchange,
social welfare, education and industry. Consideration is needed to
organic cooperation with policies in those areas. One of the reasons
of the expansion of cultural policies is that the implementation of
cultural programs was promoted nationwide with the Tokyo Olympic
and Paralympic Games coming up in 2020.

3. Film screening with those who are deaf, hard of hear-
ing, and with normal hearing

Introduced in this section are film-related activities organized by
21st Century Museum of Contemporary Art, Kanazawa, specifically
conducted for deaf people.

When the museum staff had a study meeting to learn about
communication with hearing impaired people in March 2018, a deaf
instructor told us that there were a lot of deaf people who wanted to
watch foreign films with subtitles. 9™ If people, whether they can
hear or not, can enjoy a movie, it would provide deaf people with the
opportunity to visit an art museum. We screened the silent movie
LISTEN, directed, performed and produced by deaf people to question
what music was, and organized a talk session with MAKIHARA Eri,
the film’s co-director, accompanied by sign language interpreter and
with simultaneous speech-to-text translation system in January 2019.

A message written on the flyer read that it was an opportunity

to think and act with local people about the theme: “what kind of
place is a fun museum where anyone can come to visit.” The event
was administered by 21 volunteers from 10 organizations. @23 They
include 2 students from the Ishikawa Prefectural School for the Deaf,
3 deaf people from Kanazawa Association of the Deaf, members of
4 circles—sign language, precis writing, those hard of hearing and
post-lingual deaf, volunteers who had the experience of film screening
and watching a movie at the museum, and an internship trainee. |
learned later that while deaf people communicate with sign language,
people who are hard of hearing and post-lingual deaf communicate in
ways other than sign language, so they rarely do activities together. At
this screening event, we collected ideas so that viewers with different
needs would not have trouble at the site, and we assigned roles to
each other beforehand. fie-4"10

A total of 237 people came for screenings held twice a day. In the
questionnaires, multiple people commented about rich expressions of
the performers who visually expressed music with their whole body
including their hands, fingers and facial expressions. People who usu-
ally have few opportunities to interact with deaf people were surprised
with many people communicating in sign language at the venue. On
the other hand, deaf people were surprised and delighted to see so
many people with normal hearing gathered and showed interest in
the work by deaf people. They conveyed that there were a variety of
encounters with the unknown. In addition, documentary film /’// Come
to You with Deaf Eyes, which depicted the deaf community in France,
started to be shown at Ciné-monde, movie theater in the neighbor-
hood a day before the screening event. Through our cooperation in
disseminating information, we have created the environment in which
we can appreciate seeing two films that introduce deaf culture from
different viewpoints.

After this screening event, the museum has been unable to pro-
vide an opportunity to introduce films with deaf people. However,
in view of the activity conducted by deaf people at the museum,
Kanazawa Association of the Deaf sent application to the museum’s
open call project “Marubi Art-Complex,” which is “to give citizens a
role in creating a town square,” and deaf people now play a central
part in holding a workshop once a year with the theme of communi-
cation in soundless world. fie-5"1" |n addition, film screenings are held
at Theater 21 by the Association, and the range of use of the museum
has been expanded.
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4. The First Universal Theater in Japan

Although it is not inclusive of a museum, CINEMA Chupki TABATA
located in Tabata, Kita-ku in Tokyo is a pioneering example that | would
like to introduce.

At Chupki, all the movies, new or old, are shown with Japanese
audio guide and Japanese subtitles, and the theater has space for
wheelchairs and a parent-child viewing room. It is a small movie theat-
er with about 20 seats.”'? It is operated by City Lights, an organization
for promoting barrier-free film screening. City Lights is a volunteer
organization established by HIRATSUKA Chihoko in 2001 and has
been working on creating the environment for the visually impaired
to enjoy movies in theater. From the beginning of their activities, both
visually impaired and sighted people have cooperated to produce vid-
eo commentaries as audio guide.”'® When the organization planned
to build a permanent theater through crowdfunding in 2016, fifteen
years since the start of the activities, they wanted to make a movie
theater where anyone who hesitates to go to movies, not only the
visually impaired but also those who are hard of hearing, wheelchair
users, and those who are raising small children, etc. can comfortably
enjoy movies. According to Hiratsuka, who represents City Lights and
Chupki, meeting with HISHIYAMA Kumi of non-profit organization
Universal Event Association at the time of Chupki’s establishment and
getting to know the difference between “barrier-free” and “universal”
inspired her to create the words “universal theater.”"'*

Audio guidance and subtitles are means to guarantee information
for the blind and the deaf, and at the same time, they provide the
opportunity for a new movie experience to those who can see and
hear. At Chupki, since it has arranged the acoustic environment for
visually impaired people who had to imagine a movie through sound,
it also attracted movie fans who are particular about sound. They are
making various efforts to reduce people who feel disabilities when
enjoying a movie, and that is why disability discount is not provided."®
Chupki is an inclusive theater in a sense that it is trying to find the
solution to various people’s movie experiences.

5. Film festival with audio guide for those who are blind,
dim-sighted and sighted

At the film festival of 21st Century Museum of Contemporary Art,
Kanazawa, we introduced audio guidance with the cooperation of
Chupki and City Lights.

Marubi Cinema Paradise! is a film festival that screens Japanese
premier movies, and the administration including screening, public
relations and reception are managed by the local younger generation
in their late teens through mid-twenties. In 2020, its 7th year, 19 local
students gathered and planned a two-day program for people who
usually find it hard to go to see a movie . During the preparation
period, they held an online lecture by Hiratsuka talking about the
purpose of the establishment of Chupki and conducted audio-guide
experience. In the process, they learned that the audio guidance for
two films out of the four scheduled to be shown at the museum in
autumn were already made by City Lights and they decided to use
them. When the afore-mentioned L/STEN was shown, as there were
deaf people on the planning and management side, we could consult
them about how to make a reservation in advance and on-site support.
This time, however, as there was no one visually handicapped on
the administration side, we consulted Kanazawa City Association of
Visually Handicapped and decided to distribute things that included
flyer information in braille, big characters in Chinese ink and audio
data to all member households.

We learned about how to rent radios exclusive for audio guidance
and how to communicate with visually handicapped people from
Hiratsuka who visited the museum to help the operation of audio
guidance and related projects the day before the first screening. fio-¢
In the production, about forty people including three visually handi-
capped enjoyed the two films with the help of audio guidance. When
Hiratsuka was giving a talk, a visually impaired elderly person talked
about the joy of being able to rejoice, with audio guidance, the film that
he had seen when he was still able to see, and expressed his gratitude
for that program. Such a sense of fulfillment that the young members
got from hearing such appreciative words leads to their motivation for
the next year and beyond to provide audio guidance, subtitles for deaf
people and create the environment accessible to wheelchair users.

ﬂ [@r] P—iv fssue 09 /2022 81




6. What the diversification of administrators brings

This essay views a theater inclusive of a museum as a base for social
participation through art and culture, and implies the possibility that
the diversity in viewers, those who express and those who show the
projects can lead to increase the number of people who love the place
and continuously develop such activities.

An example of such developments is specified non-profit organ-
ization Theatre Accessibility Network (TA-net), which is mainly run
by hearing impaired people to spread and promote guaranteeing
information accessibility for the disabled, human resource develop-
ment, strengthening cooperation, and research.”” The experience of
HIROKAWA Asako, the president of TA-net, who learned about the
theatrical activity environment of the disabled in the U.K., motivated
her to expand support for the disabled to see theater performances,
and she established TA-net in 2012 with the words of “let’s enjoy the
stage together” for both the hearing impaired and those with normal
hearing. With such an organization in the core, networking is built
among the audience who are hearing and/or visually impaired but still
want to enjoy the theater performance, general audience, sponsors
and theater officials who want to show the performance to many
people. Provided on the website of TA-net is a column of “information
site of accessibility-provided performances,” and types of support the
viewer needs and contents of performances are available.'® The fact
that this service exists expresses clearly that although the contents of
performances and the theatrical environment are enhanced, unless
such useful information reaches those who need it, they would not
lead to promote utilization or create opportunities.

The museum is where we can appreciate exhibitions, and if the
viewer participates in related workshops, they themselves can become
expressers. If there is a theater in the venue, people can get in touch
with performing arts and enjoy music, play and dance in a space
different from the exhibition room. Two examples that 21st Century
Museum of Contemporary Art, Kanazawa conducted at its Theater 21
were both film projects to create the environment with local people
for hearing or visually impaired people to enjoy films. The issues for
the future include the continuation of such opportunities and sharing
of experiences—whether we continue to accumulate experiences
while creating opportunities for the same people involved or we will
change the target and methods gradually. In the former case, we will
hold workshops where those who are deaf, hard of hearing and with

normal hearing will discover, share and disseminate ways to enjoy
the museum and Theater 21 while receiving support from lecturers
and sign language interpreters. If the latter is the case, we could
explore ways to present and enjoy performing arts while maintaining
cooperation with experienced organizations such as TA-net.

When the museum functions as a community in coexisting society
and the theater inside it works inclusively, a small experimental place
is born and another square will be added in the region.

(translated by NISHIZAWA Miki)
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