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Gallery 7: “The age of reproduction | refer to as gra-
phism” (Words of Awazu Kiyoshi, symbolic of the
exhibited works, were displayed in the exhibition entry.)
Re-construction of Awazu's Graphism. Three Part Work

installation for the 1977 Sao Paulo Biennial.

CEREIAHEIS ET2EMBEEN, Z2I2EbLDb

DOESITRBEIN TV, | (THAR#BIREERE.
19745 139E&Y) AROBREZRRZ 27721
BHRL LTz,

Gallery 14: “Still, the designer’s feelings, the image he
has in mind, the personal hopes tried to depict are laid
bare like something publicly exposed.” The museum's
round gallery was entirely filled with 277 posters.
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Graphism in the Wilderness: Kiyoshi Awazu
23 November 2007-20 March 2008

A singular genius with a ceaseless interest in
the world around him, AWAZU Kiyoshi took
up art amid his country’s reconstruction from
the ruins of war and went on to build a foun-
dation for graphic design in Japan. He there-
after blazed a career cutting freely across
the genres of painting, posters, prints, book
design, architecture, music, film, perfor-
mance, and theater. “It was all a wilderness.
The word ‘graphic’ didn't even exist,” he said
of that time. Perceiving as “graphism” the
permeation of everyday life by automatically
self-reproducing visual messages driven by
modern reproduction technology, he searched
intuitively for creative methods that were, by
comparison, vulgar and pre-modern and for-
mulated his own style.

It was in late May 2006 that the son of

36 Graphism in the Wilderness: Kiyoshi Awazu

Awazu Kiyoshi (1927-2009), who currently
operates the Awazu Design Room, AWAZU
Ken, approached us about gifting all the
works in his father’s studio to the museum.
Internal procedures at the museum for ac-
cepting the gift moved with unprecedented
speed, and in the following month, June,
we embarked on a survey of the studio. As
we gathered the artworks and materials into
the museum’s possession, the realization
struck us—that we too, now at the start of
the 21st century, stand in a wilderness along
with Awazu Kiyoshi. And we decided to hold
an exhibition, “Graphism in the Wilderness:
Kiyoshi Awazu,” in order to broadly transmit
and share this realization in a live format.
We began, in Gallery 6 in the museum's

collection exhibition zone, with a display of

one-dimensional works and book designs

created by Awazu from the 1980s. Then, in
the seven galleries of the thematic exhibition
zone and their corridors and courts, we en-
deavored to exhibit as many Awazu works
as possible. Subsequently, we were able to
display at one time 1,750 of the 2,788 work
materials (as of our 2012 March survey) tak-
en into the museum'’s collection.

The exhibition took as its foremost aim
not simply to display, in a general way, a
great quantity of works still undergoing pri-
mary research but rather to disclose their
powerful resonance to the general public
and form an arena for unlimited discoveries
and creative encounters, and to offer a broad
range of programs that would transform the
art museum itself into a device for transmit-
ting to society the creative power of Awazu
Kiyoshi's art.

Gallery 11's “Workshop Room Project”
was symbolic of this endeavor. Under the
supervision of Awazu Design Room, we

invited people having long association with




Awazu to collaborate in a project of actively
examining the works and probing their con-
temporary significance. A total of 28 lectures,
live music performances, art performances,
and workshops were held 47 times during
the exhibition.

The exhibition became the scene of
wide-ranging new creative endeavors, tes-
timonies, and discoveries, too many to de-
scribe here. | will mention just three. First, our
reconstruction of Awazu's Graphism. Three
Part Work installation for the 1978 Sao Paulo
Biennial. This we did, based on existing pho-
tographs and with the verification of that
Biennial's commissioner, HARIU Ichiro. As a
result, we set a precedent for “recreating” a
work whose dynamism spills over the bounds
of the painting as a two-dimensional work.

As concerns the 1973 video work “Burning
Piano,” it had been unclear as to the subject
of the work and how YAMASHITA Yosuke,
who played the piano, and Awazu, who
filmed the work, should be positioned in it.

Yet, as a result of two programs in this exhi-
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bition, “Burning Piano Reburned” and “Burn-
ing Piano 2008,” the positioning of the two
artists in the video work became clear.

Thirdly, a silkscreen workshop employ-
ing stencils used by Awazu was opened to
general viewers under the Awazu Design
Room'’s supervision. The resulting silkscreen
works were exhibited alongside those creat-
ed by Awazu, as works belonging to their cre-
ators. By clearly demonstrating the foresight
of Awazu's art, which moves lightly beyond
the diagrams of original and reproduction, and
artist and viewer, the workshop became a det-
onator for the exhibition’s diverse “dynamic
exhibits.”

(FUDO Miisato, translated by Brian AMSTUTZ)

[references] Kiyoshi Awazu: Makurihirogeru, The Collection
Catalog of 21st Century Museum of Contemporary Art,
Kanazawa,Gendaikikakushitsu Publishers, 2012

2.11. photo: NAKAMICHI Atsushi / Nacésa & Partners
7. 9. 13. photo: IKEDA Hiraku
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Gallery 8: “ There is an irreplaceable world, inexpressi-
ble in words, that only you in yourself can understand.”
Exhibit focusing on Awazu's sketches and major motifs
of the 1960s and '70s.
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Gallery 9: “ Film is design of vision and time.”
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Gallery10: “
supporting us as we are today.” Exhibit of 257 photo-
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Our old home, we can be sure, is aworld

graphic works, along with illustrations and block copies.
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Gallery12: “Their line drawmgs were drawn by knives
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and are hard and strong.” Exhibit of hanga print works,
including Awazu's woodblock series.
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Gallery 6: “Lives in the 21st century. His name—Earth-
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man. Observing the world, he speaks faintly.” 300 art-
works employing Awazu's major motifs from the 1980s
on: birds, cows, turtles, angles, heavenly maidens,
groups of people, Earthman, hieroglyphics, and rock art,
exhibited on a 12m-high wall. A “Picture Book Reading”
was also held.
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Gallery 6: Establishment of a black cube of 4m radius
for display of 700 book designs.
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Gallery 11: “Workshop Room Project” directed by
Awazu Design Room. Photograph shows “HAMADA
Goji Performance: Score of Performance” (Composition:
Awazu Kiyoshi 1979; Direction: Hamada Goji, 2007).
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YAMASHITA Yosuke, Burning Piano 2008, March 8
(Saturday),17:00—. at Noto Resort Area Masuhogaura,
Shikamachi, Hakui-gun, Ishikawa prefecture
#%.E) 19735
piano performance by Yamashita Yosuke

Awazu Kiyoshi, Burning Piano, 1973
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Yamashita Yosuke live, “Burning Piano Reburned: With

Awazu Kiyoshi's Film Work
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