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In 2020, the world was suddenly overtaken by the pandemic. In the first half of last school year,
Tokyo University of the Arts also closed its campus, and more than a few students chose to
take a leave of absence, unable to make a move due to anxiety. In 2021, in-person lessons and
activities resumed bit by bit, and research and expressive activities also gradually resumed
while incorporating online formats. The number of students on leave has decreased, and to the
relief of both faculty and staff, we have 13 graduates this spring.

This time, the Larus Award—a special award in our Graduate School—was awarded to
Ness Roque. While the effects of the pandemic must be even more nerve-wracking in other
countries, the perseverance of Roque’s activities and research, which reckon with seemingly
irreversible changes in the world, were highly evaluated.

The valedictorian accepting a diploma at the graduation ceremony on behalf of all 13 gradu-
ates is Keisuke Nakaya. His research, which continued steadfastly since admittance to our
program, carefully uncovered phenomenon that can truly be called new discoveries, resulting
in excellent essays and a very enriching thesis.

In addition, the expressive activities of Mio Harada that connected Glasgow in the United
Kingdom with the campus of Tokyo University of the Arts through a hybrid online perfor-
mance has earned her the Ikuo Hirayama Award for outstanding international activities.

Despite the pandemic, all our graduates continued their literature research and fieldwork,
carrying out spirited research overall.

In our graduate school, we use the Latin word “Larus” (meaning seagull) to refer to gradu-
ates flying out into the world, but | pray for the day when they can fly around the earth freely.

March 2022
Sumiko KUMAKURA
Dean, Graduate School of Global Arts
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A Perspective on Participatory Artworks by Wataru Asada:
“Daily Life Compilation” Method through Music and Words
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This is a biographical study of Wataru Asada, who presents inter-
disciplinary works. To get a whole perspective on his non-boundary
attitude, | start by establishing him as an artist as the foundation of
my critical analysis.

In the first chapter, | provide an overview of Asada’s work
through two decades. This overview reveals his concepts—"daily
life compilation”, “community refugees”, and “reorganization by
expressions in wonder"—and makes sense of these concepts
as a process of compiling materials and actions with any outputs.
Asada's authorship is manifested in the way he arranges elements
such as weaving “places”, “networks”, and “(physical) media” that
encompass “projects”.

Chapter two is focused on the rationality between his works
and community-based / engaged art projects. Through three exam-
ples—"Recall Koganei”, “Senju Town Label”, and “Radio Shimoka-
jiro"— | examine how Asada constructs a participatory frame and
how he communicates with members. | point to a similarity across
Asada’s activities that transcends private and public dichotomies,
varied genres, and the nature of art projects. Chapter two also
demonstrates that conventional images and frameworks of artists
in the field of community-based art projects are not sufficient to
describe Asada'’s practice.

In the following chapter, | present an ethnography for “19 Vocal
Questions”, a program held in Senju, Adachi Ward, Tokyo. Scenes
from the program illustrate how Asada’s initiative is expressed
as a reaction against participatory artworks. Seven types of
outputs in a short time demonstrate how Asada’s metamorphosis
became more dynamic and strengthened. Also, | clarify the poly-
phonic structure of “enclosing” and “opening” procedures. Asada
continues to go back and forth between these procedures within
the participatory frame, using music, and within the individual
thoughts of audience members.

Lastly, | conclude with a proposal that presents Wataru Asada
as an artist. | point out that his works themselves might not be an
individual form of expression and be vague, vulnerable, or fragile.
However, from a perspective involving these fringes, which include
elements of connecting and networking, | argue for the consider-
ation of Asada’s work as an aggregate form.
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The Limitations and Possibilities of Cultural Activities as a “Starting Point” for Exchange

between Japanese People and Those with Overseas Roots Living in Japan:
A Case Study of the “Multicultural Exchange Club” of the Shibazono KakeHashi Project
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In this thesis, | summarize the effects of a student voluntary organi-
zation's exchange efforts using cultural activities on participants and
the barriers they face as residents in a foreigner-collective housing
complex. | also propose the possibility of developing exchange
activities conducted by citizens' groups using cultural activities.

In the introduction, | present the current status of activities,
mainly by citizens, aimed at coexisting with those with overseas
roots living in Japan, and introduce the Shibazono KakeHashi Project
as the subject of my research. | then summarize the character-
istics of the Shibazono KakeHashi Project and present rationale
for taking it up as the subject of my research. Chapter 1 presents
an overview of Shibazono-danchi (the base of activities of the
Shibazono KakeHashi Project), the problems that have arisen with
the increase in the number of those with overseas roots living in
Japan, and the efforts to improve the situation. Next, | clarify the
current status of the Multicultural Exchange Club, which promotes
exchange among the residents of Shibazono Danchi. Few Japanese
residents participate in the club and the number of participants is
limited. In Chapter 2, | clarify the contents of the activities of the
Multicultural Exchange Club and the effects of its activities based
on my field notes. In Chapter 3, | examine the ingenuity of the
activities of the Multicultural Exchange Club and the impact they
had on the participants. Chapter 4 examines the motivations and
interests that led to participation in the Multicultural Club from the
perspectives of participants and student management members.
Next, | analyze the organization’s management policies and the
barriers it faces through interviews with its management represen-
tatives, and present the challenges it faces in its future activities.
In the final chapter, | present what the Multicultural Exchange
Club has achieved and what it has not achieved, and suggest four
possibilities for sustaining its activities and expanding its group of
participants. | also suggest the possibility that the development of
cultural and artistic activities that stimulate residents’ interests can
contribute to the creation of new communities among residents,
induce enjoyment, and promote mutual understanding.
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What can Art Bases do with Foreign Residents? A Case Study of DANCE BOX in Kobe:
From Folk Dance to Karaoke and a Picture Book of Lullabies
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This thesis considers how cultural institutions as art bases can
interact with foreign residents and what these art bases can do
from the perspective of art management.

Many foreign residents live in Japan. Previous studies have
revealed that although efforts for international exchange and
cross-cultural understanding have been promoted in the region,
they are limited to superficial exchanges. However, there is not a
sufficient understanding of foreign residents in Japanese society. In
fact, Japanese awareness of foreign residents is by no means posi-
tive as a result of the media's approach to foreign residents.

The target of this research is “DANCE BOX" based in Nagata
Ward, Kobe City. As an example, | focus on “The Lullaby in Nagata”
project and the picture book The Little Lullaby in Kobe and Nagata
produced by DANCE BOX.

First, | consider the characteristics of Kobe City and Nagata
as foreign settlement areas based on the historical background of
Kobe. Next, | describe the activity history of Fumi Yokobori, the
program director, and the purpose the “The Lullaby in Nagata”
project has in the activities of DANCE BOX. Based on this descrip-
tion, | conclude that to collaborate with foreign residents, it is
important to build relationships and focus on culture and art as an
extension of everyday life. At first, Yokobori created places in the
theater where foreign residents could touch art, then gradually
expanded these places outside the theater by making a picture
book. Finally, | analyze how DANCE BOX has created “places” to
share experiences both inside and outside the theater by collabo-
rating with foreign residents through artistic activities as an art base
and by being close to each person.

10
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The Composition and Transformation of Volunteer Teams in Community-based
Art Projects: Focusing on the Gradual Participation Process of “Ohmaki Denki K.K. ”

Members in <Memorial Rebirth Senju>
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This thesis examines changes in the participation of volunteer
teams in community-based art projects from the perspective of the
actual activities of citizen volunteer members.

This is a case study of “Memorial Rebirth Senju” (hereinafter
referred to as “Memoriba”) and its citizen volunteer team “Ohmaki
Denki K.K." (hereinafter referred to as “KK"). Memoriba is one of
the programs of the art project "Art Access Adachi: Otomachi
Senju-no En”, held mainly in the Senju area of Adachi-ku, Tokyo. In
this thesis, | clarify how KK was formed and how it has been trans-
formed as its activities have progressed.

The structure of this thesis is as follows.

In Chapter 1, | provide an overview of Memoriba and its stake-
holders, and review its history. | also outline changes in collabora-
tion with local communities and citizen volunteers.

In Chapter 2, | describe the composition of the volunteer team
KK, the process of its formation, and its evolution. In addition, |
conduct a questionnaire survey to understand the motivation of
participating KK members. | found that many of the members had
joined without a clear purpose.

In Chapter 3, | select three KK members who did not have
a clear participation purpose and describe their encounters with
Memoriba and their actual activities in KK through participant
observation and interview surveys. | found that all three members
rarely raised their hands actively during activities, but they discov-
ered and practiced their own ways of enjoying KK from their own
perspectives.

Chapter 4 examines the structure of KK based on the descrip-
tions in Chapter 2, and presents three geographical relationships as
its foundation. Then, based on this foundation, | examine the activ-
ities of the three members discussed in Chapter 3, and clarify how
they have changed and what kind of place KK is for them. Further-
more, | show how the team transformed during the COVID-19
pandemic.

In the final chapter, through the process of participation in the
case study—where a loose connection between citizen volunteers
without a clear participation purpose was created—I| show the
possibility of improving the motivation of participants and devel-
oping a wide range of activities for the citizen volunteer team.
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A Study on Hans Ulrich Obrist and His Curatorial Practices
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This thesis examines the curatorial thoughts and practices of Hans
Ulrich Obrist (1968-) to show how he has expanded the concept
of curation.

Since The Kitchen Show (World Soup), which he organized in
his apartment in 1991, Obrist has curated more than 300 exhibitions
to date. His practice has been diverse and has overturned conven-
tional concepts of exhibition and curation in various ways, including
exhibitions in new circumstances where artworks are not usually
exhibited, transforming the relationship between artworks and
spectators, and curating dialogue and space. This thesis analyzes
his diverse curatorial practice from two perspectives—"democrati-
zation of exhibitions” and “creation of a commons of knowledge”"—
in order to understand his methods and philosophy in curating.

In the first chapter, | look at how Obrist became a curator from
his own accounts and interviews in order to clarify his curatorial
philosophy. In the early 1990s, when he began his career as a
curator, the authorship of curators was emphasized along with the
rise of large-scale international exhibitions. By comparing with the
figure of the curator of that time, | examine what Obrist, who was
critical of these trends, considers the curator to be.

In Chapter 2, | discuss Obrist's curatorial methodology from the
perspective of “democratization of exhibitions.” One of the char-
acteristics of his curating is the subjectification of exhibition experi-
ences. | explore how the direct relationship between the work and
the spectator enabled the spectator to take an active part in the
exhibition in Take Me (I’'m Yours). On another hand, do it is a formal-
ized exhibition, which has left the curator's hands and become
autonomous as a system in itself. Considering this exhibition as a
commons that can be shared due to such a structure, | analyze the
subjective involvement of the spectator in do it.

In Chapter 3, | examine Obrist’s curatorial practice from another
perspective: “creating a commons of knowledge.” In Laboratorium,
he crosses the artist’s studio with the scientist’s laboratory as a
place where ideas are realized, and shares the process of knowl-
edge production with spectators through a display of experimental
procedure. | explore this practice as the creation of a place where
knowledge is produced. | also analyze Obrist’s curatorial practice as
it shifts from the curation of a “place” to “dialogue,” in which he acts
as a catalyst to create a commons of cross-disciplinary knowledge.
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At the beginning of 2020, an unprecedented pandemic caused by
SARS-CoV-2 (COVID-19) struck the world, and there were many
examples of exhibitions and performance works moving from real
spaces such as museums, galleries, and theaters to online spaces
in Japan and abroad. This thesis provides an overview of online art
after the 2020 COVID-19 pandemic, including two online projects in
which | participated.

This paper also aims to explore the artistic value of online art.
| argue that online art can be placed in the lineage of “avant-garde
art”. In Chapter 1, | argue that online art, due to its media charac-
teristics, is able to bring the viewer back to the reality of “viewing”.
In Chapter 2, | argue that online art uses imagination to overcome
the “gap in space and time" between the viewer and the creator. |
explain this by drawing parallels with avant-garde art such as Fluxus,
Land Art, and Video Art, and point out that Nam June Paik’s concept
of the “stationary nomad"” can be applied to online art. In Chapter 3,
| will explain that online art leaves the subjectivity of output to the
audience. This “delegation of subjectivity” collapses the hierarchy
between the creator and the viewer and creates a flat relationship.
Based on the above, | conclude that online art can be said to be
similar to avant-garde art that rejects traditional art systems.

In addition, as a special research project associated with this
thesis, | conducted the performance ==z — Normal? New ./ —~/L ?,
which was performed in Glasgow and Tokyo.



¥alL—3>3>¥ | Curation

RRAPAVTFVRIV—T—bLo—T AV FELTDOI RN = b7 | DA HEN

—J =N -TTA-ICESELYTT
Exploring the Possibilities of “Streetwear”

as a Post-Contemporary Art Movement — Focusing on Virgil Abloh

B} %% Jisoo CHUNG

WX DR HFE
Full Thesis: English

AL, KRR AV TFURIY=T—bL—=T XA ELTD
Tr—YN-TTA—DRX M) =TT OEEEEATLIZHDOT
H%,

Tr—=YN-T7a—E BR77yavItBIARLEERA
YThHY) AN =727 ORREZMESHICEA LT, BOBEE
&, 77y av OB RN LDOATRIRT 5 LIETERWD, &F
TEB - EWMNBR RO TN TES, AMY—F
Y7 %, 2000ERMHEFRDO 77y arOHRHR IV REL
THEXINTHEY, ZLOBHR7T 7V FIRRMN —b7zT7 75K
DEENARFEEZRYANTVWD, V7= -T70—d, X+
U—bozT7RROABENE, B2 77y avOR{TTIERL
RRPIAVTURI =T — M ERT IEMEEBLFATNLS,

KBXTIET7—IN-77A—D7 5V S, aLsav
ZBLT, RRMEX ZRLBOEMEESHE L TOR M) =TT
EENBLUOXCNB R ODTT S, 77vavDERELY
FARREEBICEDESICRELTCELMZRIEL, [RM)—F
TITIDREDLSICERSIN, FHERDOT— T4 X2 —RIZXIG
L7zhzERT B,

FIETIE, VIR -TIILPTEDEREELT, REEER
MN77yravicEDLSICBRAINED ZLTIALYT70EZE
NT7—VN-TTE—0T77yavTHFAVICED LS ITERE
NI=HDERIT B, F2ETIE, AT7RL—rarv e fha Xt
V=t TxT7DERAENEDLS ICEEFN, ZNHTF—P LT
TH—ICEDESICEAINEAZR TV, &bic, =377V
F—DORANTOZ I avDOFERE, Tr—YIN-T7A-DTTY
varvEIEL, [BEERIOFEREVWSIEAENS, KX LSO
ZovavO=EMAEER N — b7 OFERDED LS IZHH
LTWEh DTS, BIETIE EbvagMTLETEY R
YatUy bOBHZBELT, SNSHKUBDO 77y arvax—
MNEDIINITERINTELDZRIAT B, V7—P - T7H—D
IIBBRROTyyyav s VT —2— 7ryavoikE Lo
IS/ W RR MM Y2 =2y FOAIENREICE LW TRADEE
RICKETEOHZRASHICT B,

This paper analyzes the potential of Virgil Abloh's streetwear
as a post-contemporary art movement. Virgil Abloh is the most
important key figure in contemporary fashion and leads the street-
wear phenomenon into an art movement. As an art director for
huge brands Off-White and Louis Vuitton, Virgil Abloh interacts with
global youth, producing the most important images of our time. His
legacy cannot be interpreted only in terms of fashion, but can be
analyzed from various cultural and artistic perspectives. Streetwear
has been established as a global trend of mainstream fashion since
the 2000s, and many luxury brands borrow the creative methods of
streetwear brands. Virgil Abloh refers to the potential of streetwear
phenomenon as an art movement that defines the post-contempo-
rary art, not simply a fad of fashion. Through Virgil Abloh’s brands,
works, and collections, | analyze streetwear as an art movement
after postmodernism from an aesthetic and cultural perspective.

It examines how the history and trends of fashion developed by
era, and analyzes how “streetwear” was defined and responded
to the art discourse of the times. Chapter 1 examines how the
deconstruction theory was applied to fashion through comparison
with Martin Margiela and how Margiela’s philosophy was applied to
Virgil Abloh’s fashion design. In Chapter 2, | look at how the street-
wear creation method called collaboration was born and how it was
applied to Virgil Abloh. Also, | examine how Hiroshi Fujiwara, the
creator of the methodology of streetwear, and Virgil Abloh interact.
| also compare Virgil Abloh’s fashion through Nicolas Bourriaud’s
post-production methodology. In terms of using ‘preexisting works’,
| analyze how the post-production art creation and streetwear
methodology correspond. Chapter 3 examines how the fashion
image has been defined since the SNS era through the theories of
Hito Steyerl and David Joselit. Contemporary fashion creators such
as Virgil Abloh examine how they deal with the medium of fashion
and respond to contemporary audiences in such a post-internet
creative environment.
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This thesis focuses on the exhibition “Ripple Across the Water 95,"
which was organized by the WATARI-UM (The Watari Museum
of Contemporary Art) in 1995 and curated by the Belgian curator
Jan Hoet (1936-2014) as its general director. The purpose of this
research is to organize the complex process of realizing this exhibi-
tion and to clarify some aspects of Hoet's curatorial approach.

As the first director of the Museum van Hedendaagse Kunst
Gent (renamed Stedelijk Museum voor Actuele Kunst Gent in
1999), Hoet organized various experimental exhibitions. He is
widely known as a curator who tried to exhibit contemporary art
in places beyond museums or galleries that are not designed as
spaces for art, such as the “Chambres d’Amis” exhibition held
in private residences in Ghent. “Ripple Across the Water 95"
was also one of Hoet's experiments in which he invited artists to
display their works in the urban space of Tokyo.

The exhibition is regarded as one of the precedents for art
projects that have been developing in Japan since the 1990s.
However, organizing and verifying the process of planning this exhi-
bition, for which there is no detailed information in the exhibition
catalog, reveals Hoet as a curator who incorporated his own cura-
torial methodology into the exhibition apart from the WATARI-UM,
which worked to realize a large-scale art project as the organizing
body of this exhibition.

In order to explore Hoet's intentions in this exhibition, this
thesis first takes up two noteworthy exhibitions of his work before
1995, “Chambres d’Amis” and “Documenta IX, " and summarizes
Hoet's ideas expressed therein. Next, | collect and organize various
materials about the exhibition and unravel its complex process.
Then, by applying the term “multi-site specific” to Hoet's curatorial
approach to this exhibition, | reevaluate this exhibition as an experi-
mental art exhibition and as an extension of his other exhibitions.

In the title of his contribution to the exhibition catalog, Hoet
posed the following question: “ls there any place left for art in
this city?” For Hoet, who began his career as the first director
of a museum that did not have its own building for a long time,
“place for art” was not only a specific, actual place, but also a
critical question.

[KDEOB B ICA 7B EFIET AV 20 bAMTh N BEARR KEFHOKRZRETEGE £
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At the Minamata Haguregumo-Kobo (and Kanazashi's own residence) in Minamata City,
Kumamoto Prefecture, where the residency project for the exhibition “Ripple Across the
Water 95" took place.

In the center of the photo is Jan Hoet (General Director of “Ripple Across the Water
95"), and to his right are, in order: Koichi Watari (Curator of “Ripple Across the Water
95", currently CEO of WATARI-UM), Junpei Kanazashi (Representative of “Minamata
Executive Committee for Community Development with Bamboo”, CEO of Minamata
Haguregumo-Kobo).

Photo courtesy of Junpei Kanazashi
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This thesis analyzes the utilization of soft power, public and cultural
diplomacy in the Kingdom of Saudi Arabia and Japan. In recent
decades, the concept of art globalization has been receiving
greater attention from art institutions and museums around the
world. Japan has been using cultural diplomacy, public diplomacy,
and engaging with the world by exercising soft power capabilities
within the framework of foreign policy for the promotion of its
national image internationally since the 1950s to transform the
pre-war image of Japan into a new image of a peaceful democratic
country. On the other hand, the Kingdom of Saudi Arabia has
witnessed reinforcement of its foreign policy since the administra-
tion of King Abdullah bin Abdulaziz Al Saud in 2005, followed by
the efforts of King Salman bin Abdulaziz Al Saud and the Crown
Prince Mohammed bin Salman that allowed further international
interactions.

The first chapter of the thesis serves as historical background;
it highlights the developments and difficulties that art museums/
institutions face in the Middle East region, particularly in the Gulf
Cooperation Council (GCC) countries since the 1950s, and focuses
mainly on the Kingdom of Saudi Arabia. The main objective is to
evaluate Saudi Arabia’s place and potential in the global art world.

The next chapter examines the works of two of the first
pioneering contemporary Saudi artists to measure their efforts
and contributions to the globalization of contemporary art in Saudi
Arabia. After analyzing specific examples of these Saudi artists’
work, drawing attention to comments by art critics and the artists
themselves, this chapter discusses the Saudi artists’ role in shaping
the discourse of contemporary art in the Kingdom in relation to the
institutionalization of art and promoting Saudi art through interna-
tional interactions in exhibitions, biennials, art auctions, and group
shows. This role helped to strengthen the cultural identity and
improve the image of the Kingdom in the art market, and put the
Kingdom on the map of globalization.

The third chapter reviews important examples of museums,
cultural foundations, and exhibitions that have been held in the past
in Saudi Arabia and Japan, discussing the content, system, and
structure of museum infrastructure, contextualizing collections/
exhibitions, and analyzing its functions and contributions to present
culture and contemporary art within the contexts of the country’s
cultural diplomacy to promote national identity in the global arena.

The conclusion of this thesis proposes that presenting culture
and contemporary art within the context of cultural diplomacy
results in the advancement of the country’s image and its global-
ization scheme. This chapter examines the utilization of cultural
diplomacy schemes, and discusses the case studies concerning
national, cultural, historical, political, and economic factors and
social circumstances.
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In Japan, the term “public art” has long been used to refer to
sculptures installed in open air. In recent years, however, the
nature of public art has diversified beyond municipal sculpture
installation projects, shifting from hard to soft media, and from
permanent to temporary installations. However, in spite of such
changes, compared to other countries such as the United States,
there has been little active discussion about public art in Japan.
Therefore, in this thesis, | would like to reexamine conventional
public art from the perspective of “publicness” and consider new
trends in public art. As a research method, | mainly use materials
issued by the implementers of each project, publications dealing
with the projects, and a visual observation survey at a number of
sites in the field.

The contents of this thesis can be divided into two main
sections. The first half, from Chapter 1 to Chapter 3, examines a
public art project at the Tokyo Metropolitan Government Building. In
Chapter 1, | conduct a visual survey of artworks installed inside and
outside the Tokyo Metropolitan Government Building. Chapter 2
summarizes the debate over the public art that arose in the United
States in the 1980s, and clarifies what the “public” in public art has
come to mean. In Chapter 3, | analyze the public art project in the
Tokyo Metropolitan Government Building based on the debate over
public art in the United States from the perspective of feminism.
As a result, this thesis concludes that the public art project of the
Tokyo Metropolitan Government Building has a bias of gender
composition in its selection process and the contents of its works.

In the latter part of the thesis, | examine the trend of new
public art in contemporary Japanese urban space in contrast to
conventional public art. This thesis analyzes the activities of two
art collectives based in Shinjuku using the framework of new
genre public art proposed by Suzanne Lacy in 1995. As a result, it
became clear that in contemporary Japanese urban space, new
genre public art provides a place and opportunity for people to
question the self-evident issues of publicness and to think about
new publicness. In the final chapter, | summarize the discussion
of this thesis and describe the role of public art in contemporary
Japanese urban space and future issues.
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This thesis aims to examine the qualitative transformations that
occurred in museums as a result of the COVID-19 pandemic and to
reflect on where museums are heading in the post-COVID era.

The qualitative research comprises interviews with Mori Art
Museum, the Museum of Contemporary Art Tokyo, the 21st
Century Museum of Contemporary Art Kanazawa, Tokyo Arts
and Space, and ANOMALY about their experiences since the
pandemic. The following three research questions were set to
proceed with this study: how COVID-19 has changed the operation
and management of the museum; what measures museums are
taking to combat infectious diseases; and how digitization is being
introduced and promoted in museums.

Firstly, this thesis analyzes trends in the Japanese government
and the entertainment industry during the spread of the novel coro-
navirus, and the museums' response to the COVID-19 pandemic.
The thesis clarifies the following points as a result: the success of
museums in preventing the spread of COVID-19; the polarization of
visitor numbers according to the characteristics of a given museum;
and the digitization of the museum, which had begun slowly
pre-pandemic and has been accelerated by temporary closures.

Secondly, interview analysis reveals that changes were occur-
ring in the field of exhibition production, rather than in the manage-
ment of museums and exhibitions, and that the value of the onsite
viewing experience was being reassessed as the museum moved
online. Examples of changes that have occurred in exhibition
production include delays in transporting artworks due to travel
restrictions, the impact of rising transport costs, and the introduc-
tion of remote exhibition work. The survey also revealed that while
there was a positive view of digitization as it brings content to a
wider audience, there were also many concerns about the digital
divide and the online viewing experience.

Finally, this thesis points out that the spread of the COVID-19
pandemic has acted as a catalyst for change in museums, and
concludes that we need to consider the following three points for
the post-COVID era: rethinking the museum as a center for tourism;
developing a sustainable exhibition model; and exploring ways in
which essential digital and physical exhibitions can coexist.
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Zero Jigen in-front of the Camera: Between Direct Action and Mediated Expression
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This paper attempts to analyze the photo and video documenta-
tion made during Zero Jigen's radical performances as a self-suf-
ficient form of artistic expression. The author also tries to assess
the contribution photographers and photojournalists made to the
Japanese underground culture. Over the years of active work
from 1963 until 1970, Zero Jigen cooperated with numerous
photographers, namely Minoru Hirata, Yasuhiro Yoshioka, Keniji
Kanesaka, Mitsutoshi Hanaga. Notably, all of them were involved
with various printed media, such as the weekly pictorial magazine
Asahi Graph or professional periodicals like Camera Mainichi.
With the access to a large audience through media, photojournal-
ists bonded with angura’s dwellers played an essential part in the
avant-garde cultural production in Japan. Although photo docu-
mentation is widely regarded as a supplementary work, some of
them have developed an authentic view of the subject.

Zero Jigen art is a compelling example of experimental, trans-
gressional work to confront aesthetic and social norms. In the
middle of the 1960s, they became notorious for their provoking
action: raiding into city life with their naked rituals. However, the
author argues that through the successful cooperation with desig-
nated photographers, Zero Jigen's aesthetic preferences gradually
shifted from physical interactions towards media presence. The
latter served the political agenda stated by the Expo’70 Destruc-
tion Joint-Struggle Group initiated by Zero Jigen in 1968. Being
published in press Zero Jigen's performances filled regular news
flow with grotesque and surreality while dramatically expanding
the space for art and political struggle. Being one of the first
examples of mass-mediated performances, Zero Jigen made
obvious the urgent need for progressive forces to change their
“game" and challenge the status quo in terms of representation.

Such circumstances place Zero Jigen photo documents
within the history of photojournalism in Japan. However, within
this discourse of reportage photography, these pictures are an
unconventional example that turns the classical dilemma between
objective depiction and subjective representation upside down,
exposing reality as not a matter of facts but rather a constantly
unfolding spectacle.

[74%es 27119705385, & &IRE—. BAREMER

Asahigurafu (The Asahi Picture News) Magazine, March 1970,

Photographer: Kenji Kanesaka, Collection of Aichi Prefectural Museum of Art
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Pakikipagkapwa: Precarity, Performativity, and Performance — A Practice-based Research
on Contemporary Performance Collaborations in Asia during COVID-19 (2020-2021)
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This study is a practice-based inquiry into international contempo-
rary performing arts collaborations within the Asian region amidst
the COVID-19 pandemic. The research is driven by two primary
questions: “How is the phenomenon of online performance-making
and remote collaboration, brought about as a response to the crisis
of the COVID-19 pandemic, changing the future of contemporary
performance and international collaboration in the Asian region?”
and perhaps more importantly, “What do these changes in perfor-
mance methods tell us about liveness, presence, communities,
gathering, and assembly?”

| explored these questions through practice-based research,
using performance-making and autoethnography as the primary
approaches. | tested propositions and ideas on liveness, pres-
ence, and assembly through an international collaboration work
which | co-directed under the Tokyo Festival Farm Lab Exhibi-
tion (TFF-FLE) platform. The work, entitled unversed smash,
was performed offline at the Tokyo Metropolitan Theater's
Atelier West as a work-in-progress in October 2021.

| explore notions of precarity, performativity, and assembly of
gender theorist and philosopher Judith Butler in Notes Toward a
Performative Theory of Assembly within the current context of
COVID-19. | then link this to the changing notions of liveness and
presence in the emerging performance form generally referred to
as “Zoom theaters.”

Through this study, | discovered that the notion of “offline
performance” is now emerging as a result of online and hybrid
theater forms. This is in line with Philip Auslander’s assertion in
1999 that the very idea of “liveness” is a result of the technological
possibility of recording.

Through this research, | also assert that the performativity (i.e,
the utterance) of online/hybrid performances (and other modes of
“Zoom gatherings”) as an assembly is that it is @ coming together
despite the difficulties of doing so—an act of resistance amidst
the need for isolation, social distancing, and lockdowns. Moreover,
international performance collaborations (whether online, offline, or
hybrid gatherings) are opportunities to recognize and confront the
global scale of our shared precarity; even collective grief, loneliness,
and anxiety—as well as the unequal distribution of this precarity—
in the face of this crisis. These reflections align with Butler’s notion
of assembly as an ethics that goes against the neoliberal rationality
of self-reliance and individual “responsibilization.”

Japanese translation of the Title and Abstract: Haruka Ueda

20214108, (EREEMTER 77— L4 Farm Lab Exhibition) D—BRE L TRREMBIS TH 7 7/ v AESN T2
Tunversed smashle 74 Lo ¥ 3> F—LiZZ 07 (Av£7 b EH FITYAF—) CHHER (27 bR R,
R7F——FF AATAFLAR LT-T4¥z, AEIT, (Photo: Kazuyuki Matsumoto)

unversed smash, performed offline at the Tokyo Metropolitan Theater in October 2021, as part of Tokyo Festival Farm —
Farm Lab Exhibition. Direction Team: Ness Roque (Concept, Direction, Dramaturgy) and Osamu Shikichi (Concept, Direction,
Choreography). Performers: Ogik, Melodi Dorcas, Leu Wijee, Mio Ishida (Photo: Kazuyuki Matsumoto)
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Kumakura has been a leading figure in the field of arts management in Japan
since she launched the first arts management program in a national art univer-
sity 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. She has served as a national and municipal policy advisor
numerous times.
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Mori's research interests are postmodern culture, media, art, the city and trans-
nationalism. Known as a pioneering scholar of cultural studies in Japan, he has
published numerous essays both in English and Japanese in international journals
including Inter-Asia Cultural Studies (Routledge), International Journal of Japa-
nese Sociology (Wiley-Blackwell) and World Art (Routledge).
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g Professor in Curatorial Studies
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Hasegawa is currently the Director of the 21st Century Museum of Contemporary
Art, Kanazawa; Artistic Director of Inujima “Art House Project” (Benesse Art Foun-
dation); Artistic Director of the 2nd Thailand Biennale (July 2021-); and previously
the Founding Artistic Director at the 21st Century Museum of Contemporary Art,
Kanazawa. She has been an advisor, commissioner or curator of numerous bien-
nales including Moscow Biennale (2017), Sharjah Biennial (2013), Venice Architec-
tural Biennale (2010), Sao Paulo Biennial (2010), Venice Biennale (2003), Shanghai
Biennale (2002) and International Istanbul Biennial (2001). She has recently curated
Japanorama at Centre Pompidou Metz (2017-18), and FUKAMI at Japonisms 2018
at Paris. She co-authored The Persistence of Taste: Art, Museums and Everyday
Life After Bourdieu (Routledge), JAPANORAMA: NEW VISION ON ART SINCE
1970, and Modern Women: Women Artists at The Museum of Modern Art.
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The Graduate School of Global Arts
(GA) was launched as the latest
addition to the Tokyo University
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: curatorial practices,
arts management and research.
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Minoguchi joined in GA in 2016 after her long experience in artistic program-
ming and administration at performing arts venues; Casals Hall (1987-2000),
Suntory Hall (2008- 2016) and others. She is also a keen advocate of commu-
nity 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 organizations
including the Ministry of Internal Affairs and Communication and the Agency for
Cultural Affairs. Since 1995, he has worked at the Saitama University, 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.
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Sumitomo has previously worked as a senior curator at the Museum of Con-
temporary Art Tokyo, a co-founder of Art Initiative Tokyo, and a director of Arts
Maebashi. He curated “Possible Futures: Japanese postwar art and technology,”
“Tadashi Kawamata [Walkway]"; co-curated the Aichi Triennale 2013 (Nagoya),
Beautiful New World: Contemporary Visual Culture from Japan (“798" Dashanzi
Art District and Guangdong Museum of Art, Beijing, 2007) and Media City Seoul
2010; and co-editor of From Postwar to Postmodern: Art in Japan 1945-1989:
Primary Documents (Duke University Press).
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Activities of the Graduate School of Global Arts, Academic Year 2020-2021

[A/R/P (Art/Research/Practice) 2021] TOH > Z 44y 3> (202141082,38) A session on “A/R/P (Art/Research/Practice) 2021" (October 2-3, 2021)

[7—b7BF2—2EE [IRERSR (2021448278) A practical seminar on art production (April 27, 2021)
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Group presentation (November 13, 2021) / Activities of the lecture
series Meeting Arasumi! “Thinking about New Cultural Policy”

Photo by: Shu Nakagawa.
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[7—b7OTF2—RRBE BEICT[SAYITAIZA_RNTAT Ly o R R (ERPRAENE) 2R (2021454 5238)
Visiting “rhizomatiks_multiplex”, an exhibition at Museum of Contemporary Art Tokyo on April 23 2021.
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Group presentation (October 27, 2021) / Activities of the lecture series Meeting Arasumi!

“Thinking about New Cultural Policy” Photo by: Shu Nakagawa.
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At an art festival “ALTERNATIVE KYOTO: Another Kyoto” as part of a cultural exchange program with Silpakorn University (Thailand), held on November 7, 2021.

RHABMAEREENE BIEEICTEENF2L—2 3> L7z “Welcome, Stranger, to this Place” (20214£35208) B#:REFA
“Welcome, Stranger, to this Place” at Tokyo University of the Arts, Chinretsukan Gallery, curated by students (March 20, 2021). Photo by: Ujin Matsuo.
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A Japan-Taiwan cultural exchange program during the coronavirus pandemic
titled “IJIE-ROHOU Project”, held on January 30 2021. Photo by: Shu Nakagawa.

OAKRER A2 A Yotsuya Mikakunin Studio

FRABTYY—F T HH5F(2021898250) /135 L—vay - 2a—YT7 L BRI GV Y—F 7AYo b DOiES
Research at Shin-Okubo (September 25, 2021) / Activities of Immigration Museum Tokyo “Multicultural Research Project”
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Translations were primarily conducted by the students themselves.
Light editing was provided by the department.
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