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We, the faculty and staff of the Graduate School of Global Arts, are excited to send
off our second year of graduates. This spring, 12 new graduates take wing. | was
overjoyed to see the studies of the three students from Arts Management, four from
Curation, and five from Research take life and bloom in vivid color.

The Graduate School of Global Arts, which was established at TUA in 2016,
studies the relationship between art and society, and seeks to foster “liaisons” to
bridge these two areas. Since our university has long valued practical experience,
in addition to composing theses, the planning and execution of cultural activities is
accepted as graduate research.

We call our young graduates “Larus,” Latin for seagull, and we grant the student
with the most exceptional research the “Larus Award.” We chose the name of a
migratory bird as a prayer that these young men and women will fly off to many
different places, connect and work with many different people, and be active in a
variety of fields. Our Larus Award winner this year is Yinglin Chen, a student from
China. Although this is only our second year, we are already seeing great works from
students coming from abroad.

Please take a look at the graduate research of our twelve newly-hatched young birds
in this pamphlet.

March 2019
Sumiko Kumakura
Dean Graduate School of Global Arts
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Localisation of the Megamusical
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ERRFICLZRAOER(L-ILI7NILY) ERKFERECIRER EATE
Draft of song lyrics from Les Miserables by Tokiko Iwatani, Collection of Iwatani Tokiko Foundation

This thesis analyses the elements of globalisation and localisation
that can be seen in the phenomenon of Megamusicals.

In the first part, | will introduce the idea of Megamusical/
McTheatre and explain how it can connect and compare with the
concept of McDonaldisation; a method of describing a society
dominated by globalisation. Following this, | will examine the
detailed features of Megamusicals from the 1980s and suggest
that “predictability” is the key for their success in the global
market.

In part two, | will analyse the element of localisation in depth,
which is opposite to the movement of globalisation that was
explained in part one. It is crucial to think about the method of
delivery; how to define cultural differences and how to introduce
and adjust musicals for each individual country. Megamusicals
are often criticised for being bland, global “franchises”, however,
there is a certain room for localisation when the musicals are
imported to a different performance venue. The important ele-
ment of “predictability” itself is defined differently depending on
the cultural background. As a case study, | will analyse a large col-
lection of scores and scripts with original hand-written comments
from Tokiko Iwatani, a well-known translator for musicals. From
these materials, it is clear that the Japanese audience is precisely
studied and especially that the lyrics are not directly but appro-
priately translated into Japanese in order to root them into their
cultural background. In addition, the musicals are even localised
with consideration to the regional taste and literacy.

The global spread of the Megamusical has often been
considered as a franchised process. However, each culture has
a different background and way of thinking, therefore this pre-
occupation of uniformity would not work anymore. The conflict
and the balance of the contradictory concepts, globalisation and
localisation, are at the heart of Megamusicals.
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Arts and Cultural Management of Relationship — oriented Theaters and Citizens
An Analysis of Shizuoka Performing Arts Center (SPAC)

B ZEIH Yinglin CHEN
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In order to understand the relationships built up between local
residents and theaters, | considered the community engagement
and educational programs in public cultural facilities as significant
influencing factors. Especially those facilities which have their
own performance troupes. In the first section, the meaning
of “community engagement and educational programs” and
“relationship building” is clearly defined. According to previous
research, "Perception and the significance of community
engagement and educational programs in Japan,” “Importance of
exclusive theater,” and “Research on Shizuoka Performing Arts
Center,” we can learn that there were just a few studies done on
1) The roles played by exclusive theater in community engage-
ment and educational programs; 2) How exclusive troupes affect
relationship-building between theaters and residents; 3) Com-
munity engagement and educational programs in the Shizuoka
Performing Arts Center. Therefore, one can ensure the originality
of this thesis.

In chapter one, | propose that establishing a close relationship
between local residents and the theater is necessary from the
viewpoints of cultural policy and theater work. Also, | will lay
out the community engagement and educational programs that
theaters have been working on since 1990. In chapter two, |
will briefly introduce and analyze three public cultural facilities,
specifically Niigata-City Performing Arts Center, Za-Koenji
Public Theater, and Setagaya Public Theater, to compare them
with each other. In chapter three, | will take up the Shizuoka
Performing Arts Center (SPAC) as a case study. The process of
relationship-building between Shizuoka Performing Arts Center
and local residents will be proven by analyzing the achieve-
ments of community engagement and educational programs
for students from all levels through participation observation
and interview-based survey. The exclusive troupe also plays an
important role in engaging local residents in community activities.
In general, three major issues will be addressed, and | will put for-
ward a new proposal for Shizuoka Performing Arts Center after
a cross-over analysis of Niigata-City Performing Arts Center,
Za-Koenji Public Theater, Setagaya Public Theater and Shizuoka
Performing Arts Center.
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A Study of Agricultural Art Projects
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The purpose of my master's thesis is to analyze art projects
related to the concept of “Agriculture” and to show how they
work in the Rural-Urban Fringe.

First of all, | will present the current situation of the Rural-
Urban Fringe, where non-farmers recognize “Agriculture” as
something which despite being close at hand, is far removed
from their daily lives. By analyzing the projects in which the
farmers who are the subjects for “Agriculture” participated, | will
consider an art project which prompts communication among
people in a community.

In chapter one, | will analyze “Art Camp Hakushu” and
"Echigo-Tsumari Art Field,” focusing on the ideas behind the
projects—co-production and co-creation. | will point out the lack
of study for activities in the Rural-Urban Fringe among the study
for activities in Mountainous areas.

In chapter two, | present “Agros Art Project” as a case study
conducted by the Aomori Museum of Art, “ltoshima Arts Farm”
as an art festival and “Gunma Opera Academy Noura Juku” as
a residential project hosted by artists. Showing that each three
projects have different attitudes toward "“Agriculture”, | propose
the hypothesis that it is a gradual refinement of “Agriculture” as
a concept that the art projects regard as important in order to call
for the participation of farmers, the central figures in this concept.

In chapter three, through an examination of my hypothesis in
the previous chapter, | will show that my two projects, “Tane”
and “Minori lunch concert,” have the possibility to build a new
relationship between farmers and non-farmers, creating a space
in which participants can take part without their official positions.

In chapter four, firstly, | take notice of two difference types
of art project related to the idea of “Agriculture.” One tries to
discuss the meaning of “Agriculture” and the other prompts
exchanges between farmers and non-farmers. Then | discuss
that while the farmers have little concerns when there is a tre-
mendous gap between the reality and the ideal in the discussion
on “Agriculture” in the art projects, the emphasis on communi-
cation among the participants may threaten the autonomy of art
and cause a lack of recognition of what “Agriculture” is. Lastly |
will discuss that, for the situation of the Rural-Urban Fringe, it is
essential that farmers and non-farmers themselves build a con-
structive relationship and attempt to create space for dialogue.

[HDYZ>Far4—1](201849A30B) RIFBOKTF
Scene of Minori Lunch Concert, 30" September 2018 © Tomomi Morita
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The Expression of the ‘Sights’ in the Time of New Ecology

— An Analysis of Koji Nakazono’s “Outer Edge”—
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In the present time, we observe a complex and intertwined land-
scape: the rapidly flowing image of information, the catastrophe
of numerous natural disasters experienced every day, or the
mental anxiety arising from it. This thesis focuses on the works
and exhibition practices by Koji Nakazono (1989-2015) and aims
to verify the expression of such “sight” in the emerging ecology
today through the artist’s significant concept of “Outer Edge.”
The approximately 500 works of Koji Nakazono, who passed
away at the age of 25, have featured various styles, multi-layered
pictorial surfaces and scattered images. What is remarkable here
is that he emphasizes the threshold of the “Outer Edge"” rather
than what is painted within the individual painting. He sought
to create an autonomy of the “surroundings” that float around
the paintings instead of the autonomy of the pictorial surface.
From this point of view, it is possible to say that Nakazono as an
artist reflects today's zeitgeist and has relevance to the author's
interest in “contemporary curatorial language.” This thesis verifies
these aspects through three elements: 1) puppets, a labyrinthine
atmosphere and spectral existence as the “surroundings” of
Nakazono's works, 2) a meshwork of drawings on an individual
pictorial surface or at the “site” of collective pictorial spaces, and
3)"Outer Edge” as the threshold (boundary) of sensible ambiance.
As a result of the analysis above, it is discovered that Nakazo-
no's works possess bidirectional movements: a multidirectional
diffusion with decentralizing effect on one hand and a navigation
of the diffusion toward a single “sight” with centripetal force on
the other. His individual paintings seem to reject the iconograph-
ical reading of the surface, and the process of creating each indi-
vidual artwork is not distinct from the curatorial practice — com-
position of exhibition space — for the artist. This integrated artistic
practice indicates the creation of ambiance in the boundary
between “Visibles” and “Invisibles” as a medium in which
the “surroundings” take on a haunting ability. This thesis finds
the significance of Nakazono's “Outer Edge"”, which creates a
poetic realm where signs of vulnerable existences of the world —
escaping from either subjectification or objectification — are made
sensible. Moreover, it shows the possibility of a methodology
for turning the contemporary environment, where “Visibles”
and “Invisibles” are adrift, into direct haptic images. This thesis
finds feasibility for new curatorial practices through the attitude
of Nakazono that takes on the challenge of surviving “with” the
subjective reality of anxiety generated from the ecology of today.

REAZ. (FEE). 20124, Fr /AR ITHR. 194.0%x194.5em (BHRH IMUBERF vF Y —)
Koji Nakazono, Untitled, 2012, Oil on canvas, 194.0x194.5cm, courtesy of Tomio Koyama Gallery
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Air / Pool

— An Art Project on the Shifting Relationship Between Individual and Community
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From September 29th to October 1st, 2017, | curated and con-
ducted a cityscape-based participatory exhibition: Street Exhibi-
tion Air / Pool-To Stir Up the City. The project was staged across
multiple venues around Nishi-Koyama Station on the Tokyu
Meguro Line, where | have lived for two years. Aiming to create
a project in which artworks are not just “information” to gather,
swallowed into a one-dimensional and single-visioned context of
history as a Grand Narrative, but as means to bring artists with
personal and private viewpoints and individual stories together,
the exhibition will be established through “conversations” and
“collaborations” among participating artists and visitors. The
project was carried out across 10 sites, including a station square,
a local radio station, 9 shops inside a local shopping street and
Nishi-Koyama Park. 9 artists including myself participated. Maps
were available at the Reception area set up in Nishi-Koyama
Station Square. The visitors were expected to add their viewing
routes and thoughts to the map while walking and searching
for artworks, and furthermore, to post to our website photos of
objects that they see as the artworks in this exhibition. Through
the practice of this Street Exhibition, people are urged to reflect
on the cityscape that we inhabit.

By bringing in artworks involving photography, installations,
audio and performance, the exhibition attempts to question
the relationship between human subjects and public space in
everyday life. Artworks are displayed dispersed across multiple
venues, and without any provided captions; visitors had to walk
around the venues, occasionally repeating the same route several
times in order to find and identify the artworks. | believe that the
bodily engagement in such detoured viewing experiences could
contribute to releasing the viewing subjects from bodily habits
that are implanted by consumer behavior and common sense,
which will bring about a deeper sense of physicality. In this paper,
| further clarified the idea of this project, introduced the artworks
involved, as well as documenting the process of negotiation and
collaboration with members of the local community. | examined
the participation of the visitors involved, and the shifting mode
of subjectivity of both the visitors and the local residents, whilst
referring to Three Ecologies of Felix Guattari and The Publicness
by Junichi Saito.

32O HI(FEIMLEEE) 20175
Yumiko UTSU, The Case-Book of Nishikoyama, 2017
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Voice as a Method of Expression — Focusing on the Works of Fuyuki Yamakawa —

¥ O BB Tomoko HIGUCHI
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What kind of power is there in the voice we casually utter?
Although Saussure established a word called “phonocentrisme,”
it was censured by Jacques Derrida, as voice had been regarded
as an old culture inferior to that of the written word. However,
voice is still used, even though culture has changed to electronic
characters. Likewise, in the field of expression, many artists
use voice in their performances, both video and acoustic works.
Though it may be primitive, voice is the most important tool in
our communication in terms of the transmission of sound waves
directly to the eardrums.

Out of a number of artists in Japan, Fuyuki Yamakawa is one
who uses voice. Ever since The Voice-over was announced in
1997, Fuyuki Yamakawa has been drawing attention in the field
of art. Not only an artist, he is also a performer, actor, and singer
of Khoomei, conducting a wide range of activities. He has been
widely praised and is now known as a veteran artist in Japan. He
has gained a number of ways of expression by picking out daily
events and carefully conveying them.

He says that all origins are in “Khoomei.” However, what is
Khoomei? What is in his background? And what established him
as a "Whole-body Artist?”

Despite being called an artist, it is not an exaggeration to say that
there is no literature or analysis about him.

Therefore, this thesis considered everything from basic infor-
mation about Fuyuki Yamakawa to his latest works as its primary
sources.

In addition, his works are compared with those of another
three artists, and his methods of expression are overviewed
multi-dimensionally.

[MAZEUMJ T /{7 +—< v 2E R ©2018 £&iRE
Performance at “MAZEUM" ©2018 Tomoko Higuchi
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An Emergent Introspective Relationship Brought About by Communication with Art

— Practice and Analysis of Art Appreciation and Dialogue —
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Visual Thinking Strategies (VTS) are thought of as important
not only a method of appreciation, but also as a way of commu-
nication. It is because the structure of VTS has a person-cen-
tered-approach, and VTS facilitators create dialogues using the
method of active listening as a way of building a relationship with
appreciators. When discussing the social problems of modern
communication in Japan, this way of relationship-building is very
important from the viewpoint of providing social support, espe-
cially for people with psychiatric disorders or diseases.

In this paper, a person with experience as a VTS facilitator
is called a “"Coordinator.” Coordinators are an existence to help
facilitate talk by others, with a state of self-congruence.

Two practical examples illustrate the significance of the
existence of Coordinators. The first example is “Interview for
Geidai students” (from “Tobira Project” co-organized by Tokyo
Metropolitan Art Museum & Tokyo University of the Arts), the
record of talks with Geidai students and art communicators, who
were selected from the general public. The second example was
created through listening to the dialogues of patients in a mental
hospital youth ward. From this practice and observation, the
construction and transformation of both relationships and their
process becomes clear.

When Coordinators talk with a speaker, their identity is essen-
tial — like their personal experiences, sensibilities, interests, and
considerations - because they don't have a fixed role with regard
to the method of hearing. In VTS, the VTS facilitator creates
dialogue with artworks, but the scene is simultaneously an inter-
view, a dialogue created by the Coordinator, and communication
through the speaker’s words and attitudes. Through these expe-
riences, both speakers and Coordinators are able to change their
ways of thinking about forming relationships. Thus, this process
is “emergent introspective” as defined by G.H. Mead.

From the viewpoint of training for Coordinators, in terms of
activity, preparation is the most important requirement. From
there, they reach out to their subjects’ personal interests and tell
about the purpose of the activity, one that make sense for unique
actions based on a person-centered-approach.

The role of Coordinators is not a passive model, but active
help with self-motivation. Speakers and Coordinators mutually
participate in the dialogue, they experience it together. A view-
point to summarize the experience of both is necessary, and
effective for making art-education programs.

EROHIEBREEBL THET ZERET - 2Ia=r—%

Painter and Art Communicator, Dialogue through the process of creating artworks.
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Rethinking Representations of Buddhism in Art:

The Case of Tatsuo Miyajima and Soka Gakkai
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Tatsuo Miyajima is a globally-recognized artist known for his
immersive installations of LED counters. While his work, which
emphasizes the cyclical nature of time, is often described as
"Buddhist,” scholars and critics have tended to overlook Miyaji-
ma's affiliation with a specific Buddhist religious movement, Soka
Gakkai. In this thesis, | employ the artist Joseph Kosuth's model
of conceptual art to analyze Miyajima’s own explanations of his
work, arguing that his production represents a form of religious
practice rooted in Nichiren Buddhism, as well as the cultivation
of an "inseparable bond” (shiteifuni) with Soka Gakkai's third
president, now honorary president, lkeda Daisaku. My aim is to
counter secularization narratives in the contemporary art world
that frame the use of religious themes and motifs as a matter
of individual interest and expression rather than organizational
affiliation and collective practice. In the second half of the thesis,
| also provide a more structural explanation for why Miyajima’s
"Buddhism” has gone critically unexamined to date, emphasizing
how the importation of “fine art” to Japan in the Meiji period took
place via the recontextualization of Buddhist artifacts as works of
art rather than objects of collective worship.

3

N

Tatsuo Miyajima. Sea of Time. 1988. Light emitting diode (LED), Integrated circuit (IC), electric
wire. Installation view at Hara Museum of Contemporary Art, Tokyo. H 700 cm, W 700 cm, D 2.5
cm. Site specific installation. Photograph by Tadashi Hirose, with permission.

N

Tatsuo Miyajima. Mega Death. 1999/2016. LED, IC, electric wire, light sensor. Collection of
Domus Foundation. Installation view at Tokyo Opera City Art Gallery. H 500 ¢cm, W 3,400 cm,
D 1.8 cm. Site specific installation. Photograph by Norihiro Ueno, with permission.

w

Tatsuo Miyajima. Clock for 300 Thousand Years. 1987. LED, IC, electric wire, line tape, etc.
Installation view at Runami Gallery. H 173 cm, W 630 cm, D 5 cm. Site specific installation.
Photograph by Tadashi Hirose, with permission.

IS

Tatsuo Miyajima. HOTO. 2008. LED, IC, electric wire, specular stainless steel, mirror glass,
plexiglass. Collection of MGM Resorts International. Installation view at Art Tower Mito.
H 549 cm, W 208 cm. Photograph by Daici Ano, with permission.



)4 —F | Research

BARENLEN LTS

—BEXDOFNEFT4T7 - T—b- 7RI M #BCTION] Z

Spontaneously Occurring Art and Community:
Regarding Japanese Alternative Art Project [#BCTION
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The goal of this thesis is to examine the artist-run art project
[#BCTIONJ which has no curator or art director, and no ties to
museums or the local government. The effects of the project are
analyzed through styles of exhibition, the role of the spectator,
and the relationship to the regional community. In contrast to
museums and galleries as well as regional art events with a
conceptual management style and hierarchy, this thesis focuses
on art events outside the mainstream framework and analyzes
possible new benefits, communities, and curation styles that
might be born as a result.

[#BCTION] is a project where the exhibition style and
content develop over time, with artworks layering on top of
other artworks. The project mixes different art genres, blurs the
categories and roles of spectator, artist, and curator, and has
no set rules or fixed organizational concept. Coming from the
background of street art, the project uses the dead spaces from
urban development in Tokyo, building connections to the regional
community through art.

Three events organized by [#BCTION/ are analyzed using eth-
nography as a method. The author participated in the organizing
team of [#BCTIONJ, and interviewed artists and members of the
group. Visual ethnography is applied in recording and analyzing
the continuously changing exhibition space, curation and organi-
zation of the project.

This thesis suggests that spontaneously occurring street art
creates a new way of experiencing art which is free from the rules
and categories of expression and exhibition style in contrast to the
hierarchy and values connected to art exhibited in museums and
galleries. In addition, the street art style of creating an exhibition
that organically changes over time through the contribution of
participants and connects to the regional community seems to be
different from the current style of most alternative art projects.
[#BCTION] is able to represent new ideas and values by fusing
various street cultures with the contemporary art world, and is
thus a valuable addition to the current conventional art scene.

#BCTIONZ Y =74 — )b F—HF4 ¥ —Mon CRilEAER) & Joji (43t +) [#B5: Jojil
#BCTION Freewall, organizers Mon Koutaro Ooyama and Joji Shimamoto (Photo: Joji)
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Possibilities of Running Commentary at the Classical Music Competition
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ARIZ. BRICHETE759yI/FEIAVI—LDF—FT 4TV
ZICANF 2T 7 A=FO—2E LT, EFICKDZERMBIROATHEN
EZDEBNIDODVWTERLEZDLDTH S,

ARICEWT, BEOBEAZMBELTIMRITLHITONTE
72 BERAV =L DA =T ATV RICETHHARIE DAL, I
IR0 7oy ERAVI—ILIE, ZOEZHIEZDOEER
OHE~DEBEOFBERIONTEY, INEFTH—TA TV RIC
BIF727 AT 2= E+RICEILNTELEIFEZIRL, LHL
BAS, 75y rEEAVI—IILOEOHEEIEZKRILLTHY ., ]
BCIEA—T ATV RICEAFTZT7A=FHROSNBHTH WS,

Fio. 07V BRIL. BRNEEEZI O RWA—FT IV
RITEST, ZDOBRBEDEMINOIH LWL JERELONDZ LD
DRV, 77y BROEROF TR, 707 5L/ — D
BREORARFETISVy I BEA MR 70—FIZhHE
PNTVWE—AT, AVI— L TIHEEROBEEICESLEBEI N
ZILF—TAIVRICHRT 27T B—FE+HIcidt@iTan T
WL,

ZIT, AMETIE. UEORZEBIE-ERL, AFR—VICHITS
ERBBRIMD, BFEOI Iy BRIV —IVICEERARED
5T nAIl, ZOMGETTIC, [ERERINF—T 1
IVRADEEDOBEZTZHREEZF O >HDELT, AEET7

FAEOERND, 75y FHEAVI/—LIZEWT, BEDE
MR, A—T ATV AN BREZLVERTIILITENTHBLE
WS AJREMEM ATz, 7o TOERRMERIE, 7T v EE m%JII
REHDHBEVWEETIRELTUTIE, LUMELIBONZERICH
o, ERBIROMSE L, #—?‘4IVR®IE%@>&EJJEL%675*\
ERICIT Iy I BHEAVI—IVICERBRE ST BRI, FEIJ
EFEIEOREERWAE A—TA IV ZABENEREIC
BHRETIHNED. BOBIRTER LS, RMEZTZ &ﬁi%’(
HBHEERL,

The purpose of this thesis is to discuss the possibilities of “Run-
ning Commentary” and its potential role as a way of approaching
the audience in a Japanese classical music competition.

The first chapter looks at an overview of the current situation
of classical music competitions in Japan, bringing to attention
the fact that many of them are basically only for the contestants,
not for the audience, treating them as if they were absent. The
author insists that more approaches towards the audience could
be made even in a competition.

The second chapter discusses the significance of descriptive
explanations of music. Referring to the karaoke scoring system,
in which a “quantification” of the performance can be seen, the
author considers that not only the singer’s but also the audi-
ence's musical experience is improved by descriptive analyses.

Taking the example of figure skating, which is one of
the most artistic sports, we recognize that it gathers a huge
enthusiastic audience. The author focuses on ways such as a
"quantified” scoring system and on-the-spot commentary on
live performances to promote the audience’s understanding
and support. These, especially running commentary, could be
applied to the classical music scene to attract and approach the
audience.

The third chapter is a survey report on the effectiveness
of running commentary in classical music competitions. The
survey was conducted through a questionnaire given to people
who watched a videos made for the survey, where live com-
mentary was added to a part of a classical music competition.
The results show that live commentary is welcomed by many of
the surveyees, and those who were not familiar with classical
music responded especially favorably. Thus, it can be said that
running commentary could be a useful method to reach a poten-
tial audience for classical music.

Lastly the author presents some topics for further discussion
when live commentary is actually made. The choice of visible
subtitles or audible sub-channels is one of them. The theme and
style of the commentary should also be considered. However,
as this thesis has clarified through the survey, live commentary
has great potential to appeal to the audience and enhance their
musical experience.
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The Loft — The Closed and Open Space: Between Capitalism and Hedonism
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This paper will talk about the influence that a party (The Loft)
started in New York by David Mancuso (Oct.20, 1944-Nov.14,
2016) had on the Japanese club scene, and the ways in which
parties are created, and will focus on the underlying ideas. This
became apparent since the beginning of the Loft tours in foreign
areas in Japan and London. In order to clarify its methods and
ideas, this paper will often refer to articles on the internet and
radio programs.

The Loft foreign tours meant gentrification in New York and
the recession of the New York club scene, but it also showed the
birth of financially and culturally-rich club scenes in London and
Japan. At times like those, Mancuso was gratefully welcomed
and worshipped as a legend. However, it was a difficult for him to
continue to carry out parties based on his philosophy of creating
communal floor for all people, no matter who they were. This
was because the ‘DJ’ and ‘club’ became more independent
thanks to the success of the second generation of DJs.

As Mancuso came to be praised with such titles as ‘Godfather
of Disco,” and ‘Founder of House, the idea and skills in (The
Loft) became more formed as a style. Now, after the passing of
Mancuso, his close friends have come to talk about the originality
of (The Loft) .

In the midst of this information, there was a concept about
‘the method of creating a party,” which states that a party starts
with a gathering of friends. Thus, the latter half of this paper will
show the visual ethnography of how the party ({(mixed juice))
was carried out through building a community between friends of
the author. Finally, this paper will wrap up by reaching a conclu-
sion and posing new questions.

TTAY R RyF1—VICLBN—TA—DEVHEBREL, REELTTo 7/ =T 10—,
(LyIRY2—R)OKTF URFH: FIBEE]

a photo from the party, {mixed juice) organized by the author based on the party-making
philosophy of David Mancuso. [Photographer: Natsumi Toshimal
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The Role of Local Private Mini Theaters and the Possibility of Cooperation between

Theater Member Systems
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This thesis aims to show one possibility for Japanese theater
management by exploring the actual situation of cooperation sys-
tems among private mini theaters.

For that reason, | focused on the functions of cooperation sys-
tems, especially the management staff of the theater and coop-
eration between the theater and the local area, and investigated
and analyzed their awareness and the significance of cooperation
systems in the community.

First of all, as a base upon which to analyze the actual situation
of private mini theaters, | studied the concept of “public theater,”
which became used in Japan primarily from the 1990s onward,
from the viewpoint of its relation with private mini theaters.

Next, | conducted an interview survey on four private mini
theaters and two artists who use those theaters and organized
the results.

My results showed that the private mini theaters in the urban
area have a high level of awareness of creative activities, creating
fulfilling programs throughout the year, such as inviting and
recruiting artists from all over Japan.

However, compared to those private mini theaters in urban
areas, | confirmed different intentions in the private mini theaters
outside of urban areas. They aim to create open space and to
take root in the local communities, offering programs aside from
performing arts, such as the creation of publications.

Moreover, in all of the private mini theater, there is a strong
awareness of the need to foster young talent and increase oppor-
tunities for theater appreciation.

In addition, in the interview surveys of artists, | confirmed that
psychological and physical hurdles in carrying out performances
in the theaters in which they have not performed decrease due to
the behavior of the audience, which has a certain confidence in
theatrical programs.

Finally, | organized the survey results from four perspectives
and showed the possibility of the applicability of the cooperation
and member systems of private mini theaters to other theaters.

ZEIET IR EERY
Komaba Agora Theater, Photo by the Author




7% b B E A 2 BHZ DV T | About Graduate School of Global Arts

RREEMAFZKRERERAIEMR
BM(GA I, HREOTREELT,
TLTIRED, SRAMIER ICH
T XRZRR T~ EHMIXALE
B%iEH-REL. hOERLTES
AMMzBLZLx2BEL, BE =
T, MR ICHR<ABER D KREREL
T2016F4RICRIRRSNEL, F
HARBT7—F7AT2—-RFKTIL,
Falb—vay T—FeRIAVE
VY —FD3ODHREEHERE-
LoD, =B DBERICT

7O0—FLTWET,

BO—= AL AT

Kazumi MINOGUCHI Akitoshi EDAGAWA Sumiko KUMAKURA
E] 5% %z

Lecturer in Music and
Performing Arts Management.

Professor in Cultural Policy Studies;
Cultural Economist.
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Minoguchi joined in GA in 2016
after her long experience in artistic
programming and administration at
performing arts venues; Casals Hall
(1987-2000), Suntory Hall (2008-
2016) and others. She is also a keen
advocate of community engagement
programs by musicians and their
career development.
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After starting his career as a national government
officer at the Ministry of Education, Science and
Culture in 1977, Edagawa served at various organi-
zations including the Ministry of Internal Affairs and
Communication and the Agency for Cultural Affairs.
Since 1995, he has worked at the Saitama Univer-
sity, a Councilor of the Higher Education Dept. of the
Ministry of Education, National Graduate Institute
for Policy Studies, and at the Nagoya University. He
was appointed as a professor in Tokyo University of
the Arts in 2004.

Dean, the Graduate School of Global Arts.
Professor in Art Management and Cultural
Policy Studies.
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Kumakura has been a leading figure in the field of art
management in Japan since she launched the first
art management program in national art university in
Tokyo in 2002. She is actively involved in numerous
community-based art projects and works as an
executive producer for Toride Art Project and Art
Access Adachi. Currently she serves as a member on
the advisory board for cultural policy in the National
Agency for Cultural Affairs among other posts.
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The Graduate School of Global
Arts(GA) was launched as the
latest addition to the Tokyo Uni-
versity of the Arts in April 2016,
intending to enable students to
become creative professionals
who can not only develop and
curate arts and cultural practices,
but also critically examine these
cultural practices in an attempt
to present new contexts and
to unveil the diverse, changing
values in society today. GA’s
Department of Arts Studies and
Curatorial Practices focuses on
three fields of concentrations:
curatorial practices, arts man-
agement and research.

R BEERE/Photo by Takahiro Goto
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Professor in Sociology and
Cultural Studies.

Professor in Curatorial Studies.

Associate Professor in Curatorial
Studies.
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Mori's research interests are postmodern
culture, media, art, the city and transna-
tionalism. Known as a pioneering scholar
of cultural studies in Japan, he has pub-
lished numerous essays both in English
and Japanese in international journals
including Inter-Asia Cultural Studies (Rout-
ledge), International Journal of Japanese

Sociology (Wiley-Blackwell) and World
Art (Routledge).
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Hasegawa is currently an Artistic Director of the
Museum of Contemporary Art, Tokyo and previously a
Founding Artistic Director at the 21st Century Museum
of Contemporary Art, Kanazawa. She has been an
advisor, commissioner or curator of numerous biennales
including Moscow Biennale (2017), Sharjah Biennial
(2013), Venice Architectural Biennale (2010), Sdo Paulo
Biennial (2010), Venice Biennale (2003), Shanghai Bien-
nale (2002) and International Istanbul Biennial (2001).
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Sumitomo is a director of Arts Maebashi and
a co-founder of Art Initiative Tokyo. He has
previously worked as a senior curator at the
Museum of Contemporary Art, Tokyo. He
co-curated the Aichi Triennale 2013 (Nagoya),
Beautiful New World: Contemporary Visual
Culture from Japan (“798" Dashanzi Art Dis-
trict and Guangdong Museum of Art, Beijing,
2007) and Media City Seoul 2010, and was
the Artistic Director of Festival for Arts and
Social Technology Yokohama [CREAM] 2009
and curator for Beppu Art Project 2012.
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Graduate School of Global Arts 2017-2018

BIEMRFEDTREENKT (201749878-118)
Exchange program with Taipei National University of the Arts on September 7-11, 2017

18




=277 VA — BRI 758 (201845 1A8H)
Special Lecture by Nicolas Bourriaud on January 8, 2018
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Exchange program with Ho Chi Minh City University of Fine Arts
on November 15, 2017
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/ i The Concert “In conversation with the organ-looking for a new wing-"

| '_ IL 1 | organized by the students of GA on March 30, 2018
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[Pn —Powers of PLAY- 1 (201843A208)

The exhibition “Pn — Powers of PLAY-"

curated by the students of GA on March 20, 2018
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Graduate School of Global Arts 2018-2019

EBRZPEMPRLOZREEDOET (201859A138-17H)
Exchange program with Fine Arts Academy of Shanghai University
on September 13-17, 2018
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Special Lecture by Lauren Boyle from DIS on January 20, 2019

7 RELEMARE DRXREE DT (2018F5423R) BRI THB TORREEOHKTF (2018F9A8118-13R)
Exchange program with Laos National Institute of Fine Arts on May 23, 2018 A research trip in Shimoda on September 11-13, 2018

REE R (201846822H) /A class on June 22, 2018
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