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Hiroyuki Shimatani, Director of Kyushu National

Museum (Greetings)

Good afternoon, ladies and gentlemen. Thank
you very much for joining us despite your very
busy schedules this weekday afternoon. I am
very happy to hold the 2017 CULCON Arts
Dialogue Committee Symposium “Japanese Art
in the World: Movements since 2000” here at
the Kyushu National Museum. On behalf of the
organizers and as the Director of this museum,
I'd like to say a few words before we begin the

symposium.

First of all, I'd like to extend my heartfelt
greetings to the speakers who have come all the
way to Fukuoka from the United States as well
as the other areas in Japan. Most of the
audience, I assume, may not be familiar with
CULCON, an acronym for the United States-
Japan Conference on Cultural and Educational
Interchange, so allow me to briefly explain.
Back in 1961, then Prime Minister Hayato
Ikeda and former United States President John
F. Kennedy declared a joint initiative of
strengthening exchange and mutual
understanding in culture and education between
the two countries. While the initiative is to be
mutual, news on or of Japan does not get
broadcasted as much in the United States
compared to the amount we get in the Japan of
the United States. Thus, I think it is important
to consider how we can now promote Japanese

culture and education in the United States.

The CULCON Arts Dialogue Committee, or
ADC for short, was inaugurated in 2011 as a
working group to promote US-Japan exchange
in the arts by holding exhibitions of Japanese
arts as well as the exchanges of experts. It was
the year when the Great East Japan Earthquake
hit us. I have been serving as the co-chair of the
ADC with Dr. Anne Nishimura Morse, the
William and Helen Pounds Senior Curator of
Japanese Art at the Museum of Fine Arts,
Boston (MFA). The committee consists of

leading specialists in each field in Japan and

the United States who come together for a
valuable discussion on the current important
matters in arts. Recently, in tandem with the
committee meetings, we have been holding
symposiums, open to the general public, to
share the problems and challenges through

discussions with a wider audience.

The committee meetings are held alternately
in Japan and the United States, and this year,
we had the sixth ADC meeting this morning
here at Kyushu National Museum. During the
meeting, we discussed how to make Japanese
cultures available and enjoyable for audiences
around the world and the United States by
taking full advantage of the Tokyo 2020 Olympic
and Paralympic Games. In addition, we
discussed various topics such as promoting
exchanges of specialists and museum attendants
between the two countries, utilization of
websites, and other methods of encouraging
exchange in the arts. The discussions became
very heated and we actually ran out of time. But
I realized just how much we, as specialists,

wanted to discuss and share the issues at hand.

It 1s said that the government and other
organizations are considering ways of spreading
Japanese culture toward the 2020 Tokyo
Olympic Games. But I strongly believe that it
would be much effective if we worked on its
dissemination before 2020, prior to the Games,
in the United States and European countries.
And, in the committee meeting in the morning,
I realized that such a sense was already shared
among the members and we are steadily making

progress on our endeavors.

The theme of today’s symposium is “Japanese
Art in the World: movements since 2000,” but
there can be no discussion on US-Japan art
exchange without considering the recent
worldwide surge of Japanese art. Again, in the
morning meeting, we discussed on such issues,
sharing our ideas on the changed current

conditions surrounding the arts. Interest in
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Japanese art, from the traditional to
contemporary, has been extremely high overseas
and Japanese art exhibitions are also very
popular. However, we have seen many changes
in such backdrops and movements, and there
are also many challenges that we must face.
The reason for choosing the theme for today’s
symposium is because it is important to grasp
the changes in the environments that we see

today in order to envision the future.

I will be giving a presentation soon where I
introduce the many Japanese art exhibitions
that have been held overseas. However, since
they have not been comprehensively viewed in
the past, I will be going over the movement
since the 2000s so that we can get an overall

idea, with a focus on traditional culture.

Dr. Anne Nishimura Morse, the William and
Helen Pounds Senior Curator of Japanese Art
at the MFA—famous for its collection of
Japanese arts—will follow my presentation.
Then, Professor Michio Hayashi of Sophia
University who is a scholar of contemporary art,
distinguished art critic, and familiar with the
situations in the United States will be
presenting. We also have Dr. Xiaojin Wu who
serves as the Curator of Japanese and Korean
Art at Seattle Art Museum which houses one of
the best collections of Asian art in the United
States, and who has engaged in many projects
in Japan will give her presentation prior to

moving onto the panel discussion.

The Kyushu National Museum was
established here in Dazaifu in 2005 as the
fourth national museum following the ones in
Tokyo, Nara, and Kyoto. Dazaifu has also served
as the location where exchange with the world
was conducted during the ancient times in
Japan. So I am very honored, as the Director, to
hold this year’s CULCON and symposium here
in Dazaifu for the first time. I do hope that
today’s discussion will prove meaningful and

fruitful for everyone involved and who have

joined us today. Thank you very much.

Part 1 Presentation

Hiroyuki Shimatani

First of all, I'd like to share with you the
basics of exhibitions organized by public
organizations since 2000. There were a total of
125 overseas exhibitions in thirty-eight
countries which were sponsored by the Agency
for Cultural Affairs, National Museums, and
the Japan Foundation. The total number of
countries where these were held 1s 160, and the
breakdown of the exhibition held overseas is:
nineteen times in the US at first place, and, in
second place, sixteen times in France which has
a relatively high interest in Japanese arts,
twelve times in China where is close to Japan,
in third place, eleven times in South Korea, and
the fifth country with the most exhibitions was
Germany with ten times. Among these, twenty-
nine exhibitions were organized by the Agency
for Cultural Affairs, and thirty-six exhibitions
by the National Museums. Out of the thirty-six,
eleven exhibitions were co-organized with the
Agency, and three were co-organized with the
Japan Foundation. The Japan Foundation
organized the most exhibitions with eight-one,
seven of which were co-organized with the
Agency and three with the National Museums.
There are redundancies and the net number of
exhibitions held since 2000 is 125 exhibitions,
so if you divide 125 by seventeen—because it is
2016 now—I think you would realize that the

number of exhibitions per year is not that many.

You might also think that exhibitions on
antique arts were held the most time by far, but
in fact, among the 125 exhibitions, fifty-six
featured antique arts, forty-eight were on
contemporary art, eight were on individual

artists, and five were on modern art.

This is the pie chart of the numbers I just
said. You can see that exhibitions in the United

States, France, China, South Korea, Germany,
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Italy, and Singapore together occupy over a half
of the chart. You also see that very small
numbers of exhibitions are held in other parts of
the world, and I hope you notice that these
numbers are very insufficient. In Africa, for
instance, we have not held any Japanese art
exhibition yet. There are still many countries
where we should work on to bring Japanese
culture. For the South Americas, we have held
some exhibitions in Brazil where there is a large
number of Japanese immigrants, but we have
not held any in the other countries in south of
the continent. This is the distribution of
exhibitions held in the world.

This chart shows the cities where the
exhibitions were held, and you can see that
exhibitions tend to be held in cities with public
transportation and a larger population. This is
an enlarged map of Europe where you can see
that exhibitions were held primarily in major

countries such as France, Germany, and Italy.

I gave you the percentage of contemporary art
and antique art exhibitions, and, while there is
a substantial amount of antique art exhibition,
the number of exhibitions on contemporary art
is surprisingly high, too. We can see that genres
such as films, stage arts, and anime are very
popular all over the world. Particular with
anime, there is an increase in the number of
people who begin to learn Japanese because
they want to watch animation in Japanese.
Regardless of what triggers them, I personally
think it is very good that people show an interest

in Japanese culture.

Moving onto actual exhibitions, firstly let me
touch upon the exhibition on Japanese
Buddhism held at the Quirinal Palace Museum
in Italy in commemoration of the 150th
anniversary of the establishment of diplomatic
relations between Japan and Italy. Our Prime
Minister greatly supported this exhibition too,
and during the exhibition’s thirty-eight days
period, we had a total of 12,515 visitors. This

slide is of when the Italian government officials
visited the exhibition for a special preview, and
it must be noted that this exhibition was
materialized not only by bringing artworks from
Japan, but also with the generous cooperation
of the local staff.

When taking Japanese art to Europe or the
United States, we need museums that can
properly accommodate the artworks. Therefore,
for exhibitions at venues such as this one, the
Quirinal Palace Museum, we must first make
sure that the environment is sufficient. We
cannot treat the cultures of European stone
sculptures and Japanese wooden sculpture the
same. When organizing exhibitions in Japan, it
is the same: for instance, Koyasan and Hieizan,
where many Buddhist statues and sculptures
are stored, are located high on the mountains
where the humidity level is high. And what
happens when we bring those works to a
seemingly “ideal” environment where the
humidity is 55 to 60 percent, they end up

cracking or breaking up.

To prevent this, they must undergo a period
of “seasoning” where we control and gradually
decrease the humidity level [of the surrounding
space]. Such a process is needed or appropriate
environment is needed for holding exhibitions
abroad; we cannot simply ship the work, open
the crate, and display it. For those of us who
have been involved in curating [these types of
works], seasoning is a must. I personally am not
a very big fan of foreign terms in Japanese, but
basically, we must first unwind the screws, slide
the lid of crate just a little, then finally remove
the lid. We must allow the artwork to settle into
its environment gradually, and it is only after

this process that we can set up the exhibition.

Next, we have the Beauty of Mantra: Arts in
the Collection of Daigoji Temple exhibition. This
was held in Shanghai Museum and Shaanxi
History Museum (Xian) in China this year

where many visitors came to both venues. The
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reason for such a large turn out was that this
was a major exhibition on Japanese antique art
held here for the first time in six years so it was
a much-awaited exhibition, and Buddhism is
familiar to the Chinese people. The artworks
exhibited in both venues were very similar but
the way they were displayed was very different:
the Shanghai Museum and Shaanxi History
Museum had considered each of their own styles

in showing the temple’s atmospheres.

Daigo-ji is famous for the Sanpo-in Temple
Garden, so the Shanghai Museum used photos
of the garden and its autumn leaves as panels
with an outline of the drawing room in front to
allow visitors to see the drawing room with the
garden in view. In reality, there is no drawing
room at the Sanpo-in Temple Garden, but they
reconstructed the atmosphere of a Japanese
garden in the museum, which I thought was

very good.

On the other hand, as esoteric Buddhism 1is
practiced in Xian, you can see on the right-hand
slide that they installed a large Buddhist
platform [Oh-dan] in the center [at the Shaanxi
History Museum]. Before the opening, Jun'na
Nakada, the Head Priest of Daigo-ji, held a
private Buddhist ceremony for a limited number
of participants, which, I think, better conveyed

the Buddhist message for Chinese participants.

We were able to organize such exhibitions of
temples with the cooperation of the government.
We cannot realize them only at temples; the
cooperation between the private temple and
public, governmental sector is necessary since
there are many important cultural properties

that require special care and attention.

Now, the Satatsu: Making Waves exhibition
held in Washington D.C. last year. An ADC
meeting was convened at the same time and we
carried out a symposium for the general
audience there, too. I am hoping to continue

with this combination of various public programs

and exhibition. The exhibition was held in the
Arthur M. Sackler Gallery—one of the museums
located in the center of Washington D.C. which
is usually referred to as the Smithsonian
Museum. Adjacent to the Sackler Gallery, there
is the Freer Gallery of Art which, according to
the owner’s will, cannot loan its collections to
other museums. The Freer Gallery of Art,
however, is an exception so we usually ask the

Sackler Gallery’s works for loans.

It was this exhibition where the one and only
Matsushima was displayed for the first time.
Also, we held a CULCON meeting here where

many visitors came and enjoyed the artworks.

Again, in the winter of last year, we had the
Kano school exhibition, The Art of the Kano in
Philadelphia. For over eighty-four days, 77,000
people visited the exhibition. Initially the Tokyo
National Museum offered special cooperation
but we also asked the Agency to support us
through their overseas exhibitions initiatives to
get better artworks in the show. As a result, this
special exhibition was realized under the
cooperation among three organizations. In the
left slide, you can see a photograph of children
lying on the floor and listening to a gallery talk
by the curator. This is something you often see
in the United States. At first glance, it may
seem like bad manners but lying down can also

sometimes improve your concentration.

On the right side, you see us visiting the
venue for the exhibition’s opening ceremony.
From the left there is the staff in charge from
the Agency, Professor Aoyagi, the former
commissioner of the Agency for Cultural Affairs,
Mr. Masami Zeniya, the Tokyo National
Museum Director, and also myself as I served as
Deputy Director at that time. The photo was
taken in front of Karajishi owned by the Imperial
Household Agency. It was very difficult to decide
to display the Karajishi, but it was made
possible with the generosity of the Imperial

Household Agency. It is an extremely large
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byobu [folding screen]—not a standard size as
you can see with all of us in front of it—so it

drew a lot of attention in the United States, too.

The Philadelphia Museum of Art (PMA) is
well-known to the Japanese as the place where
Rocky was filmed. Rocky Balboa trained on the
stairs in front of this museum and, at the front,
there is a sculpture of Rocky raising his arms
with his gloves on. I think many US citizens are

very familiar with this, too.

My field of study is calligraphy so allow me to
touch upon the subject. We have also shown, in
Shanghai, China, the collection of and artworks
by Aoyama San’u, a contemporary calligrapher
who received the Bunka Kunshdo [Order of
Culture] and Bunka-korésha [Person of Cultural
Merit]. The Tokyo National Museum and
Shanghai Museum have had a standing
relationship over the years and kindly accepted
our proposal to organize the Aoyama San’u
exhibition. During its seventy-four days, the
exhibition drew in an audience of 360,000. The
display was well done, too, and gained wide
attention throughout China. The Consul
General of Shanghai also kindly attended this
exhibition, and, for the opening, many visitors
from Japan also joined us as well. I think it was
a good opportunity to share calligraphy, a
common form of education and art, between the

Japanese and Chinese.

This slide is of an exhibition held in 2012 in
Houston. We spoke of this in the morning
meeting, but there are many museums that
collect Japanese art both on the west and east
coasts [of the United States]. In its mid-western
region, you find Minneapolis and Cleveland, but
there are very few museums in the southern
states. The Museum of Fine Arts, Houston, in
Texas contacted us about wanting to have an
Asian gallery; although they already have four
galleries—the Indian, Indonesian, Korean, and
Chinese galleries—they constructed a Japanese
one. The left-hand side of this slide shows a

portion of the Japanese gallery that they built.
For the opening of this gallery, they proposed
having the masterpieces from the Tokyo
National Museum and, although they couldn’t
bring many works, they managed to have some
of the masterpieces on show. Now, after a long
loan period, Houston is considered the hub or
stronghold for Japanese art. Although, all of the

works have been returned to Japan.

Obviously, Houston is famous for its space
center. Although the number might be a little
off, if there are about two thousand Japanese
people living there, the population of
Vietnamese, Chinese, and South Koreans in
Houston is nearly ten, twenty, or thirty times
more. So I think it was quite an achievement
that we were able to hold this Japanese art
exhibition in a location with a small Japanese

population.

Moving onto engagements by the Kyushu
National Museum. First, we have the
Artisanship and Aesthetic of Japan and
Thailand exhibition which we held in Bangkok,
Thailand, co-organized by the Agency and
Kyushu National Museum. A total of 21,525
visitors came over the course of fifty-eight days.
This exhibition also travelled to Kyushu
afterwards. Exchange and collaborations with
Asia is very important for Kyushu. While there
have been cultural exchange since the ancient
times, exchange with Thailand is also making
progress on the economic level, so I do believe it
is a bridge we must continue to build and

nurture.

Next, the 2010 exhibition held at the Topkapi
Palace Museum in Istanbul, Turkey. The
Agency for Cultural Affairs proposed this
exhibition as one of its overseas exhibition and
the Tokyo National Museum organized it. A
large number of people visited the Topkapi
which museum was located inside the Palace.
On the left side, you see the Islamic architecture

which was very difficult to display Japanese art
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in. Despite this, we were able to display about
ninety masterpieces in this venue. I had to write
a summary of the two thousand years of
Japanese art and was also made to write the
work descriptions and captions in only a month
so it was very hard. Nevertheless, I learned a lot

from the experience.

A little before this exhibition, we held another
exhibition in Milan, Italy, at the Palazzo Reale
[Palace Museum] which doesn’t have a
collection. We had to be very careful of the
environment, but as you can see from here, they
invested a lot of their budget to make the tokono-
ma and vitrines for displaying byobu and
hanging scrolls. The artworks to be exhibited
were finalized only six months prior to the
opening and its preparation was extremely
hard. When organizing exhibitions with a
counterpart in the United States, we
communicate very frequently so the process is
relatively smooth. However, co-organizing
[Japanese art] shows with countries that we
rarely work with—Ilike, say, Italy—it can
sometimes be tricky. Nevertheless, it all works
out in the end so exhibitions in Italy always
turn out to be great. This one had its array of
difficulties—and thus there is a strange sense of
fatigue that remains—but I believe that this

exhibition turned out to be a wonderful one, too.

Held at the British Museum, again many
visitors came to The Power of Dogu: Ceramic
Figures from Ancient Japan exhibition. When
the exhibition travelled back to the Tokyo
National Museum, it attracted many visitors
here in Japan, too. The exhibition room, the
Toku 5 (Special room #5) located in the center of
the Main Building, was very small which
measured around 700m?, but many visitors
appreciated the works such as the J6 mon no
Venus (The Venus of Jomon) and many

masterpieces of Dogii.

As you have noticed, after holding the

exhibition overseas, if there are no tight

exhibition regulations we sometimes organize
the return exhibition as well. We may discuss
this later in the panel, but with works that need
careful maintenance, these regulations are
crucial. But for those without specific exhibition
regulations, we do try to bring them back to

Japan.

Again, as the Treasures of Daigo-ji exhibition
held in Bonn, Germany in 2008 demonstrates,
Daigo-ji is a temple that is relatively
understanding of international collaborations
in the arts. Jun'na Nakada—previously the
head of religious affairs but currently the Head
Priest of Daigo-ji—manages the temple affairs
and also works very hard to spread Japanese
culture. Within the building, we made a Buddha
sanctum inside which we placed a large
Buddhist platform with a Buddhist painting in
front. We had the exhibition while also
reproducing a Buddhist ceremony which better
illustrated Japanese culture for foreign visitors.
The exhibition wasn’t about simply displaying

masterpieces of art.

Together with this, there was more of a
functional exhibition of works such as the one
you see here on the right where they placed a
relatively small Buddhist statue in a well-
balanced, kind of German way. Germans are
very attentive to the functionality or practicality
of objects, so communicating with the staff in
charge is very important in displaying the
works. When you compare the stages of Italian
Opera and German opera, you can very easily
see the differences: in operas in Germany, the
stage is very simple and modernistic which is a
trait that is also reflected in the way their
exhibit artworks. I think characteristics specific

to each country appears in such ways.

Five years prior to this exhibition, we held the
Japan - its beauty and heart exhibition at the
same venue in Bonn, Germany, where we
exhibited the masterpieces from the Tokyo

National Museum. The issue at stake for
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specialists from Bonn University and their
Japanese counterpart was to stop exhibiting
works that were stereotypically “Japanese;” to
not show works that foreigners typically
associated with Japan, such as Fujiyama,
Geishas, and ukiyo-e. Those were the stereotypes
in Europe. So we decided to exclude ukiyo-e
works. It’s not that we disliked ukiyo-e, but we
did not want to add to the impression that Edo

culture in Japan only consisted of ukiyo-e.

What is different between the Edo period and
pre-Edo and pre-Azuchi Momoyama periods—
excluding the archaeology of the Jomon and
Yayoi periods—is that the arts were for the
literati and authorial figures. During and after
the Edo period, arts for the literati and of the
mass existed and progressed in parallel; that
was the major difference. So, despite it being
something that is difficult to exhibit, we wanted
to convey that parallel in the display as well.
You can see a wall here, but initially there were
no walls. It took a lot of time and money to

install walls and rooms for such an exhibition.

We chose 2000 and onwards for this
symposium because of The Arts of Hon’ami
Koetsu: Japanese Renaissance Master exhibition
at the Philadelphia Museum of Art sponsored
by the Agency. The photograph on the left-hand
side shows the famous stairs, before the
Philadelphia Museum of Art entrance, where
Rocky trained day-and-night. It’s not in the
photograph, but I think the Rocky statue is
around here. The photograph is of the back
entrance from the car park, not the front

entrance with the stairs.

Hon’ami Koetsu was a master of calligraphy,
pottery, and Japanese lacquer. He was, in a
sense, an art director and known for the
paintings in made in cooperation with other
artist painters. Here is a relatively easy-to-
understand drawing by Sotatsu of flying cranes
to which Koetsu added his calligraphic writings.
We organized this exhibition as a comprehensive

overview of Koetsu’s practices and many people
who were and weren’t interested in Japanese
art came. I was one of the delegate members
from the Agency who stayed in Philadelphia so

this is a memorable exhibition for me.

I have spoken mostly of overseas exhibitions
sponsored by the public sector, but there are

others organized by the private sector, too.

Although they are usually one-time
exhibitions, the Mainichi Shodo Exhibition
Association has hosted calligraphy exhibitions
at the Musée national des arts asiatiques
Guimet in Paris for three years in a row. They
have planned to hold the exhibition annually for
five years, but I think it is a great achievement
to have held calligraphy exhibitions at the
Guimet which is an independent sector in the
Louvre’s Eastern division and is the hub for
Eastern art in France. People in Japan and of
the East are very familiar with the Guimet, but
it 1s not well-known in Europe. Having a
contemporary calligraphy exhibition is an

achievement worth noting.

As I said earlier, exhibitions co-sponsored by
the Agency and the Japan Foundation are held
only a few times per year. In other words, they
do not usually conduct the exhibition in the
same country or region every year. However,
this one by the Mainichi Shodo Exhibition
Association is held in the same country three

times, which, I think, is very meaningful.

Finally, the Colorful Realm: Japanese Bird-
and-Flower Paintings by Ito Jakuchi exhibition
held at the National Gallery of Artin Washington
D.C. In organizing this exhibition, two people
played the central roles as the coordinator from
the United States: Dr. James Ulak of the Freer
and Sackler Galleries, and Dr. Yukio Lippit
from Boston. The picture shown below is the
Doshoku sai-e, a very well-known painting in
the collection of the Sannomaru Shozokan,

which was brought to the National Gallery from
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the Museum of the Imperial Collections. The
exhibition drew a record-breaking number of
visitors for a Japanese art exhibition where
more than 170,000 visitors came. Also held this
year was The 300th Anniversary of his Birth:
Jakuchu exhibition at the Tokyo Metropolitan
Art Museum. The Déshoku sai-e and Budo-zu
[Grapevines], the first acquisition of the Price
Collection, were displayed, and visitors had to

wait for four to five hours to enter.

There are artworks that draw wide attention
from both the United States and Japan, but
there are those that do not. Either way, I hope I
have illustrated how we have been trying to
widely spread information from Japan, and I
look forward to deepening our discussion with
the following presentations and panel discussion
later. On that note, I'd like to conclude my

presentation. Thank you.

Anne Nishimura Morse

Thank you very much. I would like to begin by
thanking Director Shimatani and the members
of the Kyushu National Museum and the
members of the Agency for Cultural Affairs who
helped organize the forum today.

We have been having many different
discussions with CULCON, but the focus of our
committee has been on how Japanese art can
create a path for understanding between the

United States and Japan.

We have been discussing traditional and
contemporary Japanese art. Contemporary
Japanese art and contemporary art in general
are popular subjects in the United States.
However, there has been less interest in earlier
arts, and an artificial distinction has been made
in both countries between traditional Japanese

and contemporary Japanese art.

In Japan, of course you have the national
museums dedicated to traditional Japanese

art—art dating to the early twentieth century

and earlier. There are two museums devoted to
modern art, one in Kyoto and one in Tokyo. And
then there are the museums for contemporary
art. Thus, traditional and contemporary art are

usually displayed in separate places.

In the United States, as well, large
encyclopedic museums sometimes have different
departments, contemporary having its own
department quite separate from traditional
Japanese art. I include this work of art here on
the screen, All Art Has Been Contemporary by
the Italian artist Maurizio Nannucci, which
hangs in our contemporary galleries at the
Museum of Fine Arts, Boston to underscore that
this definition of what is traditional, what is
contemporary, however, is completely fluid. It is

not something that is fixed by any means.

The Museum of Fine Arts, Boston about which
I have been asked to talk today, opened its doors
in 1876; it was established as an encyclopedic
Museum. One of the first charges given to its
curators was to go to the Centennial Exposition
in Philadelphia’s Fairmount Park to collect art
from countries therefore little-collected or little-
known. The art of Japan was certainly one of

those countries.

The Museum’s collections now encompass art
from the earliest of times to contemporary and
are distributed through many departments. My
own department, the Art of Asia, was decidedly
established so that we could tell the whole
history of Japanese art from beginning to end.
That was the charge given by Ernest Fenollosa
and then later Okakura Kakuzo. They wanted
to make sure that this history was manifest in
the Japanese galleries because many people in
New England would not have the chance to go to
Japan. The collections were there so that people
could come and understand Japanese art and

Japan.

Of course, pieces that were collected were not

only traditional ones; they included ones from
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the present time. Here I show you a work by
Yokoyama Taikan, which was actually executed
in Boston in 1904.

When Fenollosa and Okakura talked about
relating the whole history of Japanese art, it
was primarily a history of Japanese painting; so
it starts with the Hokkedd konpon mandara, an
eighth century painting that originally came

from Todai-ji.

Fenollosa was also very insistent that the
Boston collection would be able to exhibit
lineages of Japanese arts. For instance, our
museum is quite known for its lineage of Kano
school paintings. We can tell the story of the
Kano family from the times of Masanobu all the
way through Kano Hogai in the mid-nineteenth
century. For Fenollosa, that was incredibly
important because of course he too had been
adopted by the Kano family when he was a

resident in Japan.

As I mentioned, contemporary works were
very much part of what was being discussed in
Boston. These paintings, as exemplars of
Nihonga, were at the center of debates as to
what could become a Japanese national art. I
show you here again this painting by Taikan on
the left-hand side and another work by Hishida
Shunso, which was also created in Boston
around 1905.

After Okakura died, the collecting of Japanese
paintings at the Museum of Fine Arts almost
completely ceased. They were some attempts to
collect contemporary Japanese prints, but by-
and-large because the collection was already so
extensive by that time (around fifty thousand
objects) the curators in the museum for a long

period did not acquire very much.

Around the year 2000 we took an inventory. I
wanted to see how we could again tell the story
of Japanese art in our galleries because no

longer could we meaningfully include

contemporary art; our collection really had
stopped with the Meiji era. We began to look at
how we could tell not only the story with
paintings like Baté Kannon from the twelfth
century or a painting by Bunsei dating to the
fifteenth century, but also by looking at
decorative arts such as this fukusa by
Katsushika Hokusai and by looking to more
modern works such as this painting which we
later acquired by Saeki Shunko of Tearoom, or
this photograph by Morimura Yasumasa called
Portrait (Nine Faces), which looks to
Rembrandt’s painting of The Anatomy Lesson.
We have also gone on to collect contemporary

ceramics and Japanese postcards.

The question of “What is Japanese
contemporary” is a very difficult one. First of
all, we have to decide what “contemporary” is.
There are many definitions about what is
contemporary. Some people say it is post-1945.
Some people consider it is the 1960s, others
post-1989. At my museum, the definition is the
one that was used by our former director

Malcolm Rogers.

For Rogers, the definition of what
contemporary is what you remember as a child,
what was new, what was exciting. So by that
very definition it is fluid. Everyone has his or
her own interpretation of what is contemporary.
So, many of my younger curators look at me and
say, “That’s not contemporary,” but this is what

I think of as being contemporary.

The second part is, “What is Japanese
contemporary as opposed towhatisinternational
contemporary?” There are many, many debates
in my own museum as to what is Japanese
contemporary, and I will go into this a little bit
more. Again, the definition of what is Japanese

contemporary is fluid.

To indicate how fluid it is, I wanted to show
you what I found when I did a survey of Japanese
art at the museum in 2000. I gathered all the
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curators together. This is before we had a
database through which we could see every
department’s holdings. At that point we were
using card systems and every department kept
their works of art somewhat secretively. But
what was surprising to find out was when I
asked everyone, “So what do you have in your

collection that is Japanese?”

It seemed like a rather strange question to
ask as I had assembled the departments of the
Art of America, the Art of Europe, Musical
Instruments, Textile and Fashion Arts, and
Photography. But this particular ceramic piece
by Hamada Shoji, I found in the department of
the Art of America. Why it would be in the Art
of America? That was because the curator there
had admired Hamada so much and felt that it
was so influential on American ceramics that

therefore it also belonged in his department.

This chair of Miss Blanche, which i1s by
Kuramata Shiro, was in the department of the
Art of Europe, and it still is in that department.
They do not want to relinquish it because they
used their own dedicated funds to purchase it.
They believe that it has a design that exemplifies
European design trends, and they like it.
Therefore, it should be in the Art of Europe.

Our Prints and Drawings department had
these books of Hagiwara Kyojiro, and again the
Japanese collections had the traditional
Japanese books. Thus, the Hagiwara books

were separated from the others.

As for some of these works that were in other
departments, many of our colleagues now do
believe that they belong in the Japanese
department as we have increasingly redefined
what is Japanese art to include works that were

made by Japanese artists regardless of style.

We are also content just to know other
Japanese works exist in different departments

so that we can borrow them at any time. But it

still has led to many other questions about
where does a work actually belong? Or should
we even be trying to define what is Japanese,

what is international?

When it comes to woodblock prints, such as
this one by Iwami Reika or this lithograph by
Shinoda Toko, there have never been any
questions from my colleagues in the Prints and
Drawings department as to whether or not
these belonged in the Asian department. “Of
course they belong in the Asian department.”
With woodblock prints, they believe that they
arein a traditional Japanese technique therefore
they should be there. Or with Shinoda’s work:
“It is so gestural. It looks like ink.” Therefore it

also belongs in the Asian department.

Whereupon we wanted to buy these works by
Kusama Yayoi, we were asked, “Why would you
want to have them in the Asian department?
Don’t they belong in the Contemporary
department?” On the other hand, it raises the
question why should it go in the Contemporary

department? Why does it not belong with Japan?

Some of the reasons that questions are raised
about assuming ownership of Japanese
contemporary are because curators of Western
art feel more comfortable with many artists who
have either resided or exhibited in New York.
They also feel that the subject matter is much
more approachable so they do not need to know
a lot about Japanese culture in order to have
these works of art. They can also explain them

in ways that they are very comfortable with.

Ceramics also raise questions about their
position in contemporary art. Here in Japan,
you perhaps do not include them with standard
contemporary Japanese art, but in the United
States they are probably one of the largest

groups of works collected.

Recently we were given, for the MFA

collection, of over one hundred pieces of
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contemporary Japanese ceramics, and I think
you can go to any Western museum these days,
any American museum, and find works of

contemporary Japanese ceramics.

I tell people here in Japan about some of these
artists, and they do not even recognize their
names. Whereas for Western curators, these
names are so well known. Basket makers are
also well known in the United States, but here
in Japanitis a wholly different type of discipline.
These are not contemporary in the same way as

other objects are because they are dento kogei.

Americans are very interested in ceramics as
being very sculptural, very abstract. That is
what they like about them, but they also feel as
though they are based on a type of tradition.
The art of making ceramics is a time-held
tradition that is associated with Japan. So you
can have a work such as this Zetsu #8 by Nishida
Jun, which 1s monumental; it occupies its own
gallery. But it is one work that our contemporary
department had no problems with being in the
Japanese department, although we have placed
it right at the entrance between the Asian and

the contemporary galleries.

However, some of my colleagues in
contemporary art have been very happy to
include Japanese works such as this one by
Kondo Takahiro. But they would never think of
including the work of his grandfather Kondo
Yuzo. For them the functional does not belong
in the contemporary galleries; whereas the

abstract, the more sculptural, does.

We explored those tensions in an exhibition
called An Unspoken Dialogue with Japanese
Tea. This work by Kakurezaki Ryuchi, for
instance, is very sculptural. That is why it was
collected by the two individuals who purchased
and later donated it to the museum. But again,
once we started talking about tea and function,
the work came back to the Japanese galleries. It

took on a whole different life, a whole different

meaning. In the Japanese galleries, we could
use this reassessment to our advantage because
we could explore the relationship between
function and aesthetics looking at toriawase
and tea. We could also look at the relationship
between traditional and contemporary. In the
tearoom, sometimes you have contemporary
pieces. Sometimes you have older pieces. So in
the same gallery we could have the works by

Kakurezaki along with others by Ogata Kenzan.

The works of Sugimoto Hiroshi, again, raised
the issue of who 1s a Japanese artist, who 1s an
international artist. We purchased and were
given works by Sugimoto quite early, earlier
than many Western museums. They resided in
our Prints, Drawings, and Photographs
department. They did not reside in my

department.

The photographic curators really looked to
them for certain resonances with other
photographs of oceans. They viewed them in a
formal, stylistic way. In fact, I did an
experimental collaboration with the curator of
photography and the curator of contemporary
art, and we looked at the images in three
different ways. It was interesting to see how the
same works could be interpreted by three

different curators.

But Sugimoto is someone who defies easy
explanation. Sugimoto himself, first wanted to
be defined as an international artist. For his
more recent works, not understanding Japanese
culture, not knowing the tradition of Japanese
culture, means that you cannot really fully
appreciate the works such as his Five Elements
or this work in which he took the Nigatsudo
yake-kyo and remounted himself with this own

contemporary sense.

I think my photography colleague is very
happy to see these in our galleries and, in fact,
right now up in our galleries we have not only

the Five Elements and the Nigatsudo yake-kyo
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but we also have Sugimoto’s photographs right
behind it, just to show the range of his work and
the different interpretations one can have of his

work.

Another initiative we have started at the
museum so that we can, again, start being able
to tell the story of Japanese art in a more
complete way is collecting Japanese
photography.

Photographs had been acquired in a somewhat
haphazard way. My colleagues in the
photographic department would go to an art fair
and if they saw something they liked by
Japanese artists, they purchased it. We have
now really started collecting strategically, and

the funding comes from both departments.

If we are going to make a purchase I tend to
make sure that it is something that has some
sort of social relevance to Japan so that we can
use 1t as commentaries as well as having strong
aesthetically charged photographs and photo
books, as you see with Hosoe Eikoh’s book

Baraker.

We also found that doing collaborative shows
is a very good way of working together. I just
presented an exhibition In the Wake: Japanese
Photographers Respond to 3/11 with a colleague
in the Photography department. She was very
much taken by the works of Shiga Lieko as you
can see in this section of the exhibition. However,
she did not have any background about any of
the cultural resonances, the social issues that
were brought up by nuclear power and nuclear
energy in the Fukushima part of the exhibition,
where we juxtaposed not only this work by Han
Isshu of Fukushima, but also Kawada Kikuji’s
photo book The Map. And we feel greatly
honored that Hayashi Michio was willing to
participate in our catalog because having his
perspective really contributed another layer of
understanding that we could transmit to our

visitors.

Collaborating with other colleagues, too, has
been a way of broadening our audiences, and we
also feel as though it is another way of looking
at Japanese art. We did an exhibition in 2001
with Murakami Takashi. Half of it was in our
Contemporarily gallery as I show you here, and

half of it was in my galleries.

The exhibition was initiated by my colleague
in the Contemporary department. She was very
interested in Murakami’s work because she
loved the pop feeling of this art. But I suggested,
“Why don’t we do it in the Japanese galleries as
well.” Because I have been a student of Tsuji
Nobuo and Tsuji’s Kiso no keifu was so important
to Murakami, we asked Murakami if he would
be willing to juxtapose some of the works of the
historical MFA collection with his own. We
worked together and you can see Soga Shohaku’s
Four Sages of Mount Shang together with
Murakami’s works in a shdgji-windowed
environment, which is very different from the
usual environment in which he had been

showing his works.

We have done the same kind of presentation
with Zen Mind/Zen Brush: Japanese Ink
Paintings from the Gitter-Yelen Collection when
we were looking at Zen-ga and included one of
Murakami’s Daruma paintings in the galleries
in 2008.

Currently at the MFA, we are trying to raise
funds for renovating our Japanese galleries,
and we are trying to approach them in slightly
different ways. We have a collection that, I
think, now can really fairly completely tell the
story of Japanese art up to a certain point and
we are working on the twentieth and twenty-
first centuries. But we want to look at a

presentation that is thought-provoking.

We want to look at narratives. We are looking
at themes such as the “Art of the City” and, of
course, we would include works like the screens

by Hishikawa Moronobu of the Nakamura
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Theater. But we will also include works like
Saeki Shunko’s Tea Room and Moriyama
Daido’s Pachinko Parlor.

I think that one of the things that is important
to consider is that if we try to continue to make
distinctions between traditional and
contemporary and see each of those as fixed
entities, it is so easy for us to get locked in time.
We can create a collection that becomes a time
capsule, in the same way that there was a big
break in the MFA collection between Okakura’s
time when he died in 1913 and the year 2000.

I think it is always important that curators of
Japanese art keep looking at what is being
created. It is also important to engage what has
been created in historic times, and that is why I
have named my talk today “Back to the Future”
because I think it is that dialogue between
traditional and contemporary that makes the
gallery presentations so rich and makes it so

relevant for today’s audiences.

Thank you very much.

Michio Hayashi

Good afternoon. My name is Michio Hayashi.
First of all, thank you very much for giving me
this opportunity to speak at this symposium. I
would like to express my heartfelt appreciation
to the Agency for Cultural Affairs, the Kyushu
National Museum, the CULCON Arts Dialogue

Committee, and Director Hiroyuki Shimatani.

My role today is to talk about how Japanese
contemporary art has been introduced overseas.
Since the previous presentations were on
traditional Japanese art, I would like to expand
our scope a bit to make this symposium more
comprehensive. When we talk about
contemporary art, we need to firstly be aware of
when and what exactly “contemporary” is. As
Dr. Morse said, it is very fluid and can be
interpreted in many ways, so I would also like to

consider it loosely for today’s presentation. For

the sake of convenience, I will use the term
Japanese contemporary art as roughly referring
to Japanese art after World War II.

As it is known, Japanese art was gradually
introduced overseas during the Meiji era. Prior
to World War II, it was primarily shown in
international fairs or expositions and rarely
introduced at independent museum exhibitions.
It was only after the war when Japanese art
began to be displayed regularly in the form of

museum exhibitions.

In the 1950s, the majority of genres of
Japanese art displayed at overseas exhibitions
were the contemporary trends of traditional
arts such as calligraphy or Japanese flower
arrangement. Director Shimatani introduced in
his presentation the current statistics of the
exhibitions sponsored by the public sectors and
you saw that the proportion of contemporary art
is not too small; but it took so long for the

statistics to become what it is now.

At the time of rapid economic growth, there
was a sort of “trade imbalance” in the field of
contemporary art. New trends in international
art were brought into Japan very quickly, but
the Japanese trends were not introduced to the
international audience as much, except for
displaying at exhibitions such as various
biennale’s. In the 1950s and 1960s, the activities
and works of Gutai, an avant-garde artist group
based in Kansai, were introduced through
gallery networks to Europe and the United
States. The Museum of Modern Art, New York,
and the Guggenheim Museum sometimes
displayed Japanese contemporary art, but,
generally speaking, movements in Japanese
contemporary art had not been disseminated

widely overseas.

It was in the 1980s when this changed. During
this decade, the first wave of contemporary
Japanese art was introduced overseas.
Subsequently, after the bubble burst in the
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1990s until now through the 2000s, we have
been experiencing the second big wave, a second
surge of Japanese art. Thus, before going into
the discussion about the situation since 2000, I
would like to briefly touch upon what happened
in the 1980s and 1990s.

In the 1980s, already before entering the
bubble economy, Japan’s presence in the world
market increased; Japanese economy and
development investment played an increasingly
major role in the world art market and, as a
result, there arose a boom in the construction of
new museums in Japan in tandem with the
establishment of new collections of contemporary
art. While media coverage was primarily focused
on Japanese museums buying out Impressionist
artworks or Pablo Picasso’s paintings, Japanese
contemporary culture, which seemed to
illuminate what a post-industrial society would
be like, began to draw worldwide attention as

Japanese capital increasingly flowed overseas.

Consequently, the exposure of Japanese
contemporary art increased overseas; the
representative exhibitions being,
Reconstructions: Avant-Garde Art in Japan
1945-1965 which opened in December 1985 at
the Museum of Modern Art, Oxford, Japon des
Avant-Gardes 1910-1970 which opened in
December 1986 at the Centre Pompidou in
Paris, Against Nature: Japanese Art in the
Eighties held between 1989 and 1990 at the San
Francisco Museum of Modern Art, and A Primal
Spirit: Ten Contemporary Japanese Sculptors
held from 1990 to 1991 which travelled museums

in North America.

These ambitious exhibitions were successful
and contributed to the diversification of the
image of Japanese contemporary art. Another
noteworthy exhibition was Japanese Art After
1945: Scream Against the Sky held at the
Yokohama Museum of Art and the Guggenheim
Museum between 1994 and 1995.

The three exhibitions, Reconstructions of
Oxford, Japon des Avant-Gardes of Paris, and
Japanese Art After 1945 of New York tried to
show the history of Japanese contemporary art
as a continuous flow despite the fact that their
perspectives subtly differed from each other. In
other words, they played an important role to
make the basic information and knowledge
about postwar Japanese art available for the
international audience and became the
foundational reference points for scholars to

come.

In other words, these exhibitions, in one way
or another, provided a comprehensive picture of
postwar Japanese art for Western audiences for
the first time. But on the other hand, since they
all tended to focus on providing an overall
picture, like a survey text book, many in-depth
investigations were left untouched in critical

and academic spheres.

There’s no doubt that these exhibitions made
it possible for museums in the West to have
continuinginterestsinJapan; and, consequently,
the number of undergraduates and young
researchers who study postwar Japanese
increased. Such changes led to the second wave
after 2000. In that sense, the period from the
1980s to 1990s can be seen as the “enlightenment
period.” And taking advantage of what was
accomplished in that period, many more detailed
investigations on specific artists or movements
began to be conducted in the following period
which led to the realization of various exhibitions

with more narrowly focused issues or themes.

The difference between this first phase and
the present moment is symbolized by the fact
that current curators and directors in charge of
Japanese contemporary art exhibitions are
often speakers of Japanese and have an
experience of studying and researching on
Japanese art as professional scholars. In
contrast, regarding the three exhibitions

mentioned earlier, Reconstruction, Japon des



Avant-Gardes, and Japanese Art After 1945,
while Japanese specialists were involved, the
final decision-making was done by David Elliott,
Germain Viatte, and Alexandra Monroe who at
the time had little experience of studying

Japanese art as a scholar.

Alexandra Monroe probably has the closest
and deepest interaction with Japan; she can
speak Japanese and has a wide network of
acquaintances necessary to realize the large-
scale exhibition like Scream against the Sky.
However, prior to the exhibition, she had not
published scholarly articles or books on
Japanese postwar art. So, in that sense, it is
more accurate to see that exhibition as a result
of the collective effort of accumulating
professional expertise and insight rather than

as a reflection of her own perspective.

Many of the recent exhibitions, on the other
hand, have been planned and curated with the
initiative of the experts who already have
professional academic career in the field,
examples of which are the Lee Ufan: Marking
Infinity and Gutai: Splendid Playground
exhibitions at the Guggenheim Museum in 2011
and 2013 respectively.

Lee Ufan: Marking Infinity became the first
overseas retrospective that reevaluated Lee
Ufan’s work, one of the representatives of Mono-
ha. The key scholar/curator in this exhibition
was Mika Yoshitake who wrote her doctoral
thesis on Mono-ha. After the Guggenheim show,
she quickly continued to curate the Requiem for
Sun show at Blum & Poe, a gallery located in

the west coast.

Likewise, for the Gutai: Splendid Playground
exhibition, it was Ming Tiampo, who had written
her doctoral thesis and later published a book
on the avant-garde group, who played a key
role. While Alexandra Monroe was involved in
both exhibitions—and therefore must have

played an important role in the direction of and

negotiations for the exhibition—it must be
noted that it was Mika Yoshitake and Ming
Tiampo whose expertise greatly contributed to
the refinement and substantial content of the
exhibition. Their catalog articles, in fact, reflect
their extensive amount of research and
enlightened interpretations making each of the
exhibition catalogs a truly valuable addition to
the academic discourse [on postwar Japanese

art].

The Guggenheim Museum organized these
two major exhibitions on postwar Japanese art
in 2011 and 2013 respectively. However, there
was also another postwar Japanese art
exhibition in New York City in between in 2012;
the Tokyo 1955-1970: A New Avant-Garde
exhibition at the Museum of Modern Art, New
York. As the title indicates, this exhibition was
thematically ambitious in examining postwar
Japanese art in relation to Tokyo, its rapid
expansion, and the new urban environment

that emerged in tandem with it.

Slightly different from exhibitions that
provided large survey-type contextual
frameworks or already established artists or
movements, it spotlighted a specific city during
a specific period: Tokyo, after the war, and
during the rapid economic rise. This exhibition
was organized by then-MoMA curator Doryun
Chong. Although he has not written a doctoral
thesis on the subject, his experience in
organizing the 2008 exhibition on Tetsumi Kudo
at the Walker Art Center in Minneapolis had
already provided him with the expertise on
postwar Japanese art. For the exhibition
catalog, too, the aforementioned Mika Yoshitake,
Miryam Sas, and myself, in addition to Doryun
Chong, contributed extensive, scholarly essays
from the different angles surrounding the

subject.

However, what is probably more significant
in terms of MoMA'’s involvement with postwar

Japanese art is the anthology of art criticisms
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From Postwar to Post-Modernism.: Art in Japan
1945-1998 which was published around the
same time as the exhibition. In addition to
Doryun Chong, the editing team from Japan
consisted of Kenji Kajiya, Fumihiko Sumitomo,
and myself, and we selected a total of about one
hundred important articles on postwar Japanese

art criticism to be translated into English.

As everybody knows, language has always
been a large obstacle in appreciating Japanese
art, but, because of the publication of this
anthology, we are now able to provide primary
materials on Japanese postwar art to English
readers worldwide: we can use first-hand
resources to show what issues were at stake in
Japanese postwar art criticism. Of course, in
the editing of this anthology, we had to select
and exclude many materials, and thus this
anthology is far from “complete.” However, 1
think we have at least been able to provide the
basic signposts which were previously

unavailable for readers of English.

What is even more noteworthy of this
publication is that it elucidated how Japanese
artists and critics had discussed on truly diverse
issues in diverse ways since the end of the war,
and, as a result, exposed how simplified the
foreign narrative has been on Japanese postwar
art. Prior to these achievements, Japanese
contemporary art was frequently simplified and
interpreted as directly (without any mediation)
connected to an Eastern or Japanese “tradition,”
or merely discussed in relation with or as a
reflection of the new social conditions.
Introducing the discursive accumulation with
its own history [with publications such as this],
we are now able to better see the complex and
multi-tiered issues that lie behind the “present”
conditions. I think this anthology clearly
demonstrated that the complexities of Japanese
contemporary art cannot be discussed in
sufficient depth within the framework of
elemental binaries such as East/West,

Traditional/Contemporary, and Natural/

Manmade.

The aforementioned important exhibitions
were an attempt to reflect on the historical
context of postwar Japanese art looking back
from the present, but I must also mention that
prior to, or in tandem with, these exhibitions
was the introduction of Japanese art of the
present tense using key terms such as “SUPER
FLAT” and kawaii. I may be somewhat talking
backwards, but it may be more precise to say
that the 2000s began with such a trend and,
eventually, shifted toward the academic
investigation on postwar Japanese art. It was
Takashi Murakami who spearheaded this shift.

In was in the spring of 2001 when Murakami’s
SUPER FLAT exhibition was held at the
Museum of Contemporary Art, Los Angeles.
From around this exhibition, together with the
wide reception of Akihabara culture which
featured anime and manga, the popularity of
artists such as Yoshitomo Nara and Murakami
also grew worldwide. Later, Murakami was
invited to the Palace of Versailles in Paris in
2010 and presented rather an ambitious
exhibition. Prior to that, in 2005, again with
Murakami as the instigator, the Little Boy
exhibition was held at the Japan Society in New
York.

In that exhibition, Murakami did not show
Superflat as merely one style of a particular
period, but attempted to situate it in relation to
the nuclear trauma—a memory which is deeply
embedded in the subconscious of Japanese
popular culture—and the US-Japan Security
Treaty which greatly shaped this subconscious
memory. Six years after the Little Boy exhibition,
the Japan Society again organized the Bye Bye
Kitty exhibition in 2011 that tried to critique
the Japonisme-esque gaze toward Japan—
demonstrated by the (over)use of terms such as
kawaii and otaku—by exhibiting artworks
which were highly suggestive of the ambiguity

and anxiety behind such a gaze.
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The historic exhibitions mentioned earlier, in
fact, appeared after these new currents of
Japanese contemporary art, and, in that sense,
we could say that the groundwork for foreigners
to further understand Japanese contemporary
art was laid in place: Japanese contemporary
art neither as a mere mimicry of Western
trends, nor as completely self-enclosed, but as
something which evolved while being intricately
entwined with issues such as technology,

tradition, popular culture, class, and gender.

Despite such achievements, there is still
much to do. One concern of mine, in particular,
is how the foreign gaze toward Japanese
contemporary art today has the tendency to be
focused on a limited number of movements. The
two Guggenheim Museum exhibitions
mentioned earlier are an example of this; the
two movements, Gutai and Mono-ha, have
gained an unprecedented level of recognition,
being featured at the Venice Biennale and the
prices of their works skyrocketing in the art
market. To me, this situation seems rather

unbalanced.

Counterbalancing this imbalance is possibly
the increasing attention to Japanese
photography: from the Tomatsu Shomei: Island
Life exhibition at the Art Institute of Chicago
from 2013 to 2014, the 2015 In the Wake
exhibition at the Museum of Fine Arts, Boston,
mentioned earlier by Dr. Morse which introduced
Japanese photography after 3.11, and the For a
New World to Come: Experiments in Japanese
Art and Photography, 1968-1979 exhibition at
the Museum of Fine Arts, Houston, again in
2015, which highlighted photographic
expressions between 1968 and 1979.

What is noteworthy also is the increase of
dialogue between Japanese and foreign experts
on the many issues surrounding Japanese
photography through large-scale symposia in
the United States. The Shashin Symposium:
Photography from Japan, for instance, was held

at the New York Public Library in April 2015;
during the similar time with the exhibitions at
Boston and Houston. This particular symposium
brought together scholars, researchers, and also
the photographers themselves, making it a very

rare and important event.

Now, with this situation in mind, I'd like to
quickly describe three challenges we are faced
with. First, how to counterbalance and relativize
the attention to particular art movements such
as Gutai and Mono-ha and how to better
demonstrate the subtleties and nuances in
postwar Japanese art movements. In other
words, there is a need to continue to introduce
artists and movements that have not been given
enough exposure but are deemed equally

significant.

This must not end as making up for the gaps
in Japanese contemporary art, however. Like
MoMA’s Tokyo 1955-1970 exhibition and its
different approach in focusing on Tokyo instead
of Japan, we need to come up with more
innovative and unconventional methods to

approach this field.

It is becoming no longer meaningful or
effective to promote contemporary art
exhibitions with the national framework of
“Japan.” Such an approach will lack the multiple
layers, shadows, and folds that lie within
“Japan.” If we cannot show the “Japan as a
complex system (to borrow from the field of
science),” we will not be able to win the attention
of foreign audiences either. The exhibiting of
“Japan” as a unified sign/brand has already
been pursued in the movements during the
1980s and 1990s, against which many reflections
and criticisms have already been mounted.
Taking into consideration such critiques, we
need to come up with a more critical approach

that will cut sharply into the conventional ones.

Second, I'd like to mention the conditions that

make possible the discoveries of these new
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approaches. Just as the involvement of scholars
and curators specializing in Mono-ha and Gutai
made the exhibitions mentioned earlier possible,
there must be a continuing emergence of
students/researchers specializing in Japanese
contemporary art in academia and museums in
the United States (or other parts of the world).
And for this, it is not enough to simply sustain
discussions and exchange between Japanese
and American scholars, but whether we can
further expand our scope or not becomes the

key.

Moreover, in addition to personal connections
in research, there need to be spaces and
occasions to support and encourage these
dialogues whether it be public presentations or
printed media. I introduced MoMA’s anthology
earlier, but in my humble opinion, it should
have been a Japanese institution or museum to
take the initiative for such a project. Of course,
I am grateful that a foreign institution took
action in a publication like this, but I do dream
of a day where the Japanese initiate such a
proposal and strive to realize the project with
Japanese and American scholars on an equal

footing.

In addition, there must also be solid libraries
and archives that allow more access [for
materials] in English. This problem is not
limited to materials of contemporary art, but
also Japanese art in general; we are
unfortunately lagging so behind on this issue
and there is an urgent need to address this. We
need to establish a better informational
infrastructure for future researchers as soon as

possible.

Thirdly—and this is somewhat related to the
second point—is how we assess and address the
presence of Japanese artists who are based and
active overseas, a phenomenon that has
increased over the past decade or so. One of the
oldest examples is, of course, On Kawara who

was based in New York for many years since the

1960s. Others include Shusaku Arakawa, Yoko
Ono, and Tadaaki Kuwayama. Although these
artists were born in Japan, they have not been
active in the context of “Japanese” contemporary
art per se; they were active in the international
context. These cases were seen as exceptional
until recently. But what might have been
unusual then is becoming less exceptional

today.

A few examples today, include Chiharu
Shiota, Meiro Koizumi, Yuki Okumura, Koki
Tanaka, and Yu Araki; they have been abroad
at different times but have nevertheless
travelled back-and-forth between Japan and
overseas from early stages of their careers and
have exhibited their works in diverse
transnational contexts. How to better support
artists like these who are rapidly increasing
and whose cultural identities are not necessarily
restrained by “Japan” is another challenge we

must tackle.

As On Kawara rejected exhibiting his works
in the context of contemporary Japanese art
throughout his life (after his immigration to the
United States), these artists must also have
very diverse and complex relationships with
“Japan” as a sign/brand. By thinking together
with these artists, I think we can reconsider the
framework of contemporary Japanese art itself,
or re-evaluate it in relation to the globalized art
world. We need to build a new and different
platform that extends beyond the conventional
Japan-versus-Overseas dichotomy which has
long been the foundation for introducing Japan
to overseas audiences. And for this purpose,
professionals in the arts, both Japanese and

American, have to continue to keep our antennae

up.

I have rushed through quite a bit and there
are many issues that I was not able to address,
but I hope we can cover some of them in the
discussion. On this note, I would like to end my

presentation. Thank you for your kind attention.
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Xiaojin Wu

ADC committee: it’s my pleasure to be part of
this conversation and I also would like to give
my thanks to our host. Before I talk about the
exhibitions of Japanese art at the Seattle Art
Museum, I would like to touch upon the
museum’s Japanese art collection history. From
the inception of the Museum, Japanese art has
been a focus of its collection and exhibition
programming, largely thanks to our Museum’s

founder Dr. Richard Fuller and his family.

Here Dr. Fuller is standing in front of the
Museum gate with his mother Margaret, and
his sister Eugenia Fuller is looking at their

father’s portrait.

Just to give you an example, in 1961, the
Seattle Art Museum held a major exhibition of
Japanese art with loans from the Tokyo National
Museum. The then Crown Princess Michiko
visited the museum, and here Dr. Fuller was
with her.

One of the main pieces from the Tokyo
National Museum was this Haniwa on the right,
and the next year, in 1962, the Museum acquired
this piece, a brother of the Tokyo National
Museum’s Haniwa, and it’s now one of the
masterpieces in the [Seattle Art] Museum’s

collection.

Sherman Lee was the assistant director and
then associate director of the Seattle Art
Museum from 1948 to 1952. It was during his
tenure that many of the stellar pieces of
Japanese art were acquired. He worked with
major donors, in particular Mrs. Frederick and

Mrs. Stimson.

Mrs. Frederick was the donor who helped the
Museum acquire this beautiful tebako, the Poem
Scroll with Deer by Sotatsu and Hon’ami
Koetsu’s, the bull painting the lacquer box
attributed to Koetsu among others. All the

treasures are now in our collection.

In 2009, an exhibition of highlights from our
Asian art collection organized by my predecessor
Dr. Yukiko Shirahara, who is here with us
today, toured around five venues in Japan, so

our collection is known to Japanese audience.

We are very fortunate to have one of the finest
collections of Japanese art in the United States,
and a culturally-minded audience in Seattle,
but the challenge still remains how to keep our
audience interested and engaged with the
collection and with the museum’s programming

on Japanese art.

As many museums with a substantial
collection of Japanese art, we organize thematic
installations with works from our permanent
collection. For instance, this is the one I curated
in 2012 right after I took the position in Seattle:
Legends, Tales, Poetry: Visual Narratives in
Japanese Art, to look at storytelling in Japanese

art in a fresh or refreshed way.

In 2013, to celebrate the Museum’s 80th
anniversary I organized this A Fuller View of
China, Japan, and Korea to highlight the legacy
of the collectors: our founder Dr. Fuller and
other key figures like Sherman Lee, Mrs.
Frederick, and Mrs. Stimson. This kind of
thematic installation often appeals to those who
already know our Museum and our collection.
It’s always a delight for them to see old friends
in a new light, but it doesn’t always attract new

audiences.

When our current director came to Seattle in
2012 just two months after I joined the Museum,
she felt it’s critical for us to present more
contemporary art at our Asian Art Museum.
The Seattle Art Museum has three sites: one is
this Asian Art Museum, and the other one, the
main one, is in downtown, and we also have a

sculpture park.

As our new director took initiatives to present

more contemporary art at the Asian Art
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Museum, we were really trying to engage our
audience and in particular, young audiences.
We since have had several special exhibitions of

East Asian contemporary art.

In 2015, I curated two very different shows,
which were on view concurrently in the Japanese
galleries, as you can see from the two banners
on the facade of the museum. One was Chiho
Aoshima: Rebirth of the World and the other

was Calligraphic Abstraction.

Chiho Aoshima is one of the artists in Takashi
Murakami’s Kaikai Kiki studio. The exhibition
presented her digital print work (a body of her
earlier work), and her drawings (more recent
works) together with this site-specific mural in
our beautiful art deco gallery, and also this
amazing five-channel video installation debuted
in this exhibition. At the same time, Calligraphic
Abstraction presented calligraphy as a form of
abstract art, showcasing Japanese kana

calligraphy and also calligraphy in kanji.

The attendance for these two shows was the
second best in our recent history. We don’t know
who came to see which show, but I think it’s
really great that people who are interested in
traditional art also have a taste of contemporary

art and vice versa.

In the meantime, in our downtown museum
in the two small Asian art galleries, we
presented an installation of tea wares in one
gallery, andinthe adjacent gallery contemporary
ceramics by artists such as Toshiko Takaezu to
look at functional ceramic works in Japanese
tea culture vis-a-vis ceramic works more as

sculpture art in the contemporary context.

Our current exhibition Tabaimo: utsutsushi
utsushi is by far our best example of presenting
contemporary and traditional Japanese art in a
meaningful, interesting and engaging way. This
exhibition was the second exhibition we did

under the auspices of our Mellon Foundation

director’s initiative grant, which supports
collaborations between the Seattle Art Museum

and Asian museums, curators, and scholars.

Tabaimo was not only the artist, but the guest
curator of this exhibition. Tabaimo is known for
her immersive video installation work. Here is
an image of her work in the Japanese Pavilion
at the Venice Biennale in 2011. She conceived
the theme of this exhibition: utsushi. As we
know, utsushi means copying, paying homage to
a master, or emulating a master’s work as a way

to understand their techniques.

Tabaimo also coined the word utsutsushi by
combining two words—utsushi [a copyl and
utsutsu [to copyl to describe the state of being
“utsushi’ed [copied].” Why did Tabaimo choose

utsushi as the concept for this exhibition?

Her mother is a very accomplished ceramic
artist. Here we have a case at the entrance of
the exhibition, juxtaposing works in our
collection and works by her mother. Her mother
particularly admires Ogata Kenzan, so we have
our ceramic works by Kenzan side-by-side with
her mother’s work, and you can hardly tell one

from the other.

As Tabaimo was watching her mother making
ceramic works, she was thinking, “Why does my
mom never show her individuality or originality?
Why does she always copy others’ work?” and

her mother would say, “Kenzan is my master.”

Interestingly, Kenzan actually also copied
many types of ceramics. This tradition of utsushi
has been at work, at play in Japanese art history
for many centuries, so that’s nothing really new,
but Tabaimo’s definition of utsushi, I think,
really brings the contemporary perspective into

this traditional concept.

She thinks utsushi should offer new ideas,
display the creator’s individuality, and connect

the past and the future through the present.
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She further articulates that “utsushi may be
conceived as a spirit that binds things together.
The length of a given person’s life is
circumscribed, as is what they are able to
produce in their left time, but when people are
able to form connections across time and space,
they are able to do things they couldn’t achieve
on their own. When pieces of art gain power
through their connections with predecessors,
they begin to take on possibility of connecting to

a future unimaginable creator.”

I think this notion of connecting the past and
future to the present really captures the essence
of contemporary art, or shall we say, good

contemporary art will pass the test of time.

Tabaimo created four new video works and
one site-specific drawing in direct response to
the works in our collections for this exhibition.
This is a pair of early seventeenth century
screens in our collection. It is one of the most
beloved works in the Seattle Art Museum; most
our museum visitors in Seattle knows about it,
and here 1s what Tabaimo did to pay homage to
the Crow screens. She made this video
installation and you can see the close connection

of Tabaimo’s work with the screens.

We displayed the screens and Tabaimo’s video
in the same gallery, and this really makes this
display very special and unique to the Seattle
Art Museum and also its collection. I have a clip
I can show you just for a little taste of what it is
like.

Tabaimo is known for her creative use of
space in her video installation. Here, as you can
see she very cleverly projected the crows along
the molding in our octagonal gallery. Actually,
this is just one single-channel video projection,
but by using three different sides of the walls,
she created a three-dimensional space; and also,
the crows look as if they are perching on a wire

or a tree.

In making this video work, Tabaimo traced
all ninety crows in the screens and scanned her
drawings into a computer and then made
animations. In this process, she also made some
interesting discoveries of the screens. She
thinks it’s most likely the painter of these
screens closely observed and modeled one crow
and depicted it in ninety-some different poses.
It’s really wonderful to see how contemporary
artist can help us better understand a historic

work.

The second video work she did for the
exhibition is an utsushi of a pair of sixteenth-
century Chinese cabinets. It’s a pair, so they
look very similar but not exactly identical, and
that really tricked Tabaimo’s imagination and
creativity to make her video installation titled
Two. Tabaimo placed a screen right behind
these cabinets, and the video was projected on
that. Here we see the reality and illusion

interestingly swinging back and forth.

Here’s a still image of Tabaimo’s video work.
She also imagined what’s going on behind the
closed doors to those cabinets, and here is a view
of a room, but from a different perspective: this
is from the side, this is from the top, and I also

have a little clip you can see.

And also we have this carved ivory duck in
our Chinese collection. This is one duck in two
almost identical parts. Tabaimo was very much
interested in this work for the same reason she
was interested in the Chinese cabinets. What
she did was tracing the outline of the shadow of
this duck and making drawings in the shadow
area. As you can see, her drawing is the anatomy
of the duck, so you can also read it as “one as life
and one as death” or “one as surface and one as
underneath,” lots of layers of meanings one

could possibly interpret.

The third new work she did for the exhibition
is an utsushi of Utagawa Hiroshige’s print Moon

Cape. In Hiroshige’s print, we see the half
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shadow, half silhouette of the courtesan and the
utensils on the floor, but we don’t really see the
activities, although it’s suggestive and very
intriguing, and that’s where Tabaimo came in.
She imagined what’s going on in this room and
thought, “What if I close the sliding doors?
What’s happening in there?” She copied the
exact space in Hiroshige’s print to make her
video installation, but, of course, she added
much more to the two-dimensional still image of

Hiroshige’s print.

The fourth new video work is an utsushi of
this pair of lovely hanging scrolls. These are
mid-nineteenth century works by forty-some
Kano school painters. Each of them painted a
dragonfly or butterfly and added their
signatures, pressed their seals, and even added

inscriptions onto the painting.

For Tabaimo, she felt each of the insects was
“owned” by this particular artist, so she wanted
to release them, to free them, so she made this
interesting video work. She also wondered,
“When the hanging scrolls are rolled up and put
in the storage box, what are these insects doing?
They were sleeping in the box. When we take
the scrolls out and unroll it, those insects finally
get to breathe fresh air, come to life, and fly off
the scroll,” so that’s what she did.

She had two blank hanging scrolls made for
the exhibition. They are in the same dimensions
and also on very similar mountings as the
original hanging scrolls, and then she projected
the images of the insects onto the blank scrolls,
and that’s how they look like. That really

animated the piece and also the gallery space.

The exhibition also presents four existing
works by Tabaimo. They are not direct utsushi
of works in the Seattle Art Museum’s collection
in the same way the new works are, but they are
somehow related to the works and are really
great examples of utsushi in the framework that

Tabaimo has created. In the interest of time I

won’t be talking about those, but I just want to
show the images so that you know what’s

included in the exhibition.

This is a 2003 work called Hanabi-ra and the
image of the flowers were taken from Hokusai’s
print, and this image of the flying crow is from

our Crow screen.

In this 2006 work, public conVENience, the
color palettes is pretty much copied from
Hokusai’s print. Here, you can see her process of

taking colors from Hokusai’s print.

And Tabaimo’s Haunted House shares with
the Rakuchu Rakugai-zu byobu a similar
compositional principle: the scenes in the video
unfold the same way as the viewer looks at the
screens from a distance and then gets closer and

zooms 1n to look at details.

Another work she made last year is aitaisei-

Jjoset.

Tabaimo leaves to us, the audience, to decide

if her work can be considered wutsushi or not.

Her works in this exhibition, as we’ve seen,
demonstrate utsushi on different levels. It can
be direct tracing, copying, or more conceptual,
but they all connect the future and the past at
the present in a very meaningful and interesting

way.

My colleague, curator of modern and
contemporary art, is attending the workshop
Japan Foundation organized for contemporary
art curators as we speak. She was the in-house
curator for our first ever fashion exhibition
Future Beauty: 30 Years of Japanese Fashion in
collaboration with the Kyoto Costume Institute.
She is working on the major exhibition of Yayoi
Kusama’s work that will be on view next year;
this exhibition was organized by the Hirshhorn

Museum in Washington D.C.
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We really look forward to continuing working
with Japanese colleagues in presenting both
traditional and contemporary Japanese art to

our audience in Seattle. Thank you.

Part 2 Panel discussion

Hiroyuki Shimatani

Let’s resume the second of the panel
discussion. We have friends from Japan and the
United States today who have joined us to
deliver information on Japanese art. You are all
on stage, but I hope you're all relaxed enough to
continue with the discussions. In the first half,
we had presentations on how Japanese culture
was disseminated overseas how we can no
longer contain contemporary art within the
framework “Japan.” Nevertheless, I hope the
presentations have illustrated how we have
been trying to spread Japanese culture abroad.
A lot of you in the audience may be interested to
know how exactly these exhibitions are
organized or have other questions you’d like to
ask but I'd like to go into discussions of the
challenges and problems that we face in
organizing exhibitions.

While there have been many exhibitions on
Japanese art abroad since 2000—as I mentioned
in my presentation—there were also times
when we could only plan one and not materialize
it. I would like to ask Mr. Ito who has a lot of
experience of organizing exhibitions overseas at
the Japan Foundation regarding some of the
challenges in making exhibitions. The Japan
Foundation has organized many overseas
exhibitions, but how long does it take to open

one exhibition, may I ask?

Masanobu Ito

It depends on the scale and content of the
exhibition, but on average it takes three to five
years from the preparation and the opening. As
for the contemporary arts, artists may be
creating completely different works in five
years, so we have to be careful about the timing

when we organize contemporary art exhibitions.

When we start the preparation, sometimes we
make a proposal to overseas art museums and
institutions, and sometimes overseas art
museums may make a proposal. In terms of art
exchange with the United States, the Japan
Foundation has organized major art exhibitions
on Japanese art for five consecutive years since
2012 based on the Fact Sheet: Strengthening
the exchange between Japan and the United
States for further deepening the Japan-US
Alliance. As Professor Hayashi introduced, the
exhibition at MoMA and also the Sétatsu:
Making Waves exhibition at the Freer and
Sackler Galleries were two of the exhibitions we

did in the five-year plan.

In preparing for these exhibitions, we
supported research by overseas institutions
while engaging in dialogue with experts in
Japan, taking a flexible stance and building
strong relationships of mutual trust. Successful
exhibitions are the fruit of human exchanges.
We believe that one of our most important roles
is to form relationships between people and
create platforms where dialogue about creative
work can take place by organizing exhibitions

that link Japan to other countries.

Hiroyuki Shimatani

Thank you very much. As Mr. Ito just
mentioned, despite being organized by
institutions, exhibitions are an outcome of the
efforts of people; of partnerships between
people. Ultimately, it is the relationships
between people, of who comes for assistance,
and there are times when exhibitions do not get
realized depending on who is in charge. As you
can tell, the panelists from the United States
today can all understand Japanese; scholars of
Japanese art all understand our language to a
certain extent. And, in that sense, it is very
comforting and assuring for someone like me
who is not familiar with the language to visit
the United States.

Mr. Carpenter is also well-experienced in

organizing major exhibitions, so now I'd like to
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ask him how long it takes and how much it costs

to open an exhibition. Mr. Carpenter, please.

John Carpenter

Of course, as Mr. Ito just mentioned, every
exhibition is a little bit different. Sometimes we
do exhibitions that are very grand and they
have loans from other museums or other private
collections and then sometimes we just have
exhibitions at the Metropolitan Museum that
simply bring our own works out of storage which

are then placed in the new thematic exhibition.

If you ask how long in advance we plan an
exhibition. I actually know exactly where I'll be
on October 29, 2021. So we plan four or five
years in advance. The exhibitions usually about
two years in advance if it’s going to be an
internal exhibition. We have to submit all of the
labeled texts, the text panels at least three
months in advance for them to be edited. If
there is a catalog involved, the manuscript is
due one year in advance of the opening, so this
is very different from a Japanese exhibition,
which always appraises me because sometimes
when I have submitted an essay to a Japanese
exhibition, they are happy to get it three months

in advance and I say this is amazing.

We also, at the Metropolitan Museum, often
have exhibitions from private collections in the
New York area. That’s a very special type of
exhibition that the Metropolitan is doing,
especially at this juncture in history. By that I
mean a lot of American collectors started in the
1960s and 1970s building fine private collections,
but if you do the math, you realize that all the
collectors who started in the ’60s and ’70s now
are growing old or have recently passed away,
and some of these collections in the New York

area have come into the Metropolitan.

About every two years, we plan a private
collection where we combine works from the
private collection with our own existing

collections and then we can show how those

private collections are helping build our
collections. The Metropolitan got a very late
start in building a Japanese collection compared
to Boston, for instance, or the Freer Gallery. We
did not have a serious collection of Japanese art
until 1975 when we acquired the Harry Packard

collection.

Then just last year we acquired three hundred
works from the Mary Grigsberg collection.
Perhaps for the first time, the Metropolitan now
can really tell the entire history of Japanese art
in several rotations. Something that we will
talk about later is how we are juxtaposing
contemporary Japanese art with pre-modern
Japanese art, and how we integrate that into
our galleries is a very complex, but fascinating

issue, as our speaker’s today were presenting.

I didn’t say how much the exhibitions costs,
but if somebody wants to do the calculation if
it’s entirely within our own collection we can
often do it for under 50,000 US dollars; that’s
everything including labels, text panels,
building new furniture, and everything. So
that’s when we will not have to build new cases
and new walls for our exhibitions, but if you do
a loan exhibition from Japan—if we bring things
from overseas—the cost will go up to ten or

twenty times that amount.

Hiroyuki Shimatani

A lot of the audiences here may assume that
curators in the United States have more clearly
defined roles. However, since they are also
responsible for fundraising, they actually curate
showswitha morecomprehensiveunderstanding
of exhibition-making. Curators overseas and
those in Japan—we call them gakugei-in here—
are very different: we cannot simply exchange
curator in the English sense for gakugei-in. I
think that is something that needs to be
understood.

As John said, donations and endowments are
very common in the United States, so

maintaining a [good] relationship with a
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collector 1s one of the very important jobs asked
of a curator for the future donation of an
artwork.

Donations in Japan are actually not that rare
either. It has been 142 years since the Tokyo
National Museum—the museums where I was
at until two years ago—was established and
during that time there have been donations
from as many as three thousand people. A
quarter of the Museum’s collection is made up of
donations from these generous people. To better
illustrate how much a quarter of the collection
is, there are about one hundred and ten
thousand works in the Museum’s collection, and
in terms of the specific number of artworks they
come to about nine hundred thousand. About 40
percent of nine-hundred thousand is an
incredible amount of artworks, so there is this
culture of donations in Japan, too. Compared to
this, the Kyushu National Museum is only
eleven years old and its collection consists of
less that six hundred artworks. So I'd really like

to increase and enrich its collection.

For the next presenter, we have Dr. Shirahara
who is currently a curator at the Nezu Museum.
She used to be a curator at Seattle Art Museum
so she understands both the situations in the
United States and Japan. It would be interesting
to learn from which standpoint she is going to
discuss with us today and also hear about the
differences she feels in organizing exhibitions

here and overseas.

John mentioned earlier that an organizer in
Japan was happy to have his essay three months
prior to the opening. For Japanese curators—or
gakugei-ins—on the other hand, there is a
general tendency to think that they can extend
deadlines because they are busy. It isn’t
something that can be tolerated, but I think this
difference derives from whether the writer is
under a contract or not. Japan is not a society
based on contract laws so some curators think
that it is ok to miss deadlines or they sometimes

mistake themselves as being prominent

academic as soon as they become a gakugei-in.

When we organized the Ike Taiga and
Tokuyama Gyokuran: Japanese Masters of the
Brush exhibition, I was asked to write an essay
and the deadline was a year before [the opening].
The contract I had was very detailed about the
essay being three thousand words, the specific
deadline, and, if I were to get the permission for
the figures, the pay would be so-and-so [dollars].
In the contract, there was also a detailed
explanation of the consequences of my missing
the deadlines.

From a Japanese perspective, this is quite
surprising. In Japan, we do not exchange a
contract that states the writing fee is so-and-so
[Japanese yenl. I never miss deadlines, but the
majority of curators do, so it was startling to
experience that kind of contract. And on that

note, I'll pass the microphone to Dr. Shirahara.

Yukiko Shirahara

Thank you. My name is Yukiko Shirahara. I
was wondering about what to talk about when
listening to Mr. Shimatani’s statement. I'll
briefly talk about my own experience of the
different approaches in making exhibitions in

museums in the United States and Japan.

Mzr. Shimatani spoke about the deadline for

the essay being one year ahead of time.

When I was at Seattle, in 2007 we organized
the Kobe City Museum exhibition (entitled
Japan Envision the West: 16" — 19" century
Japanese art from the Kobe City Museum) and
had borrowed one hundred and forty items from
the Kobe City Museum’s Namban art and Komo
art [collections]. At that time, the deadline of all
articles for the exhibition catalog was one year
ahead of time too, and then the curator of the
Kobe City Museum said, “You've taken the
deadline of my paper with the opening date,
haven’t you?” I said told him, “Yes, one year
prior to the opening is the deadline,” to which he

replied, “I haven’t even thought anything or
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given any due thought about my essay.” So he

simply couldn’t believe it.

The catalog and the way in which the catalog
is considered are also completely different. In
the United States or in Europe, the catalogs
tend to be hardcovers and expensive—it is not
often that you get paperback versions—but
these expensive catalogs have become the basic
publication for the lectures of universities and
colleges and they also are sold continuously
through Amazon and there is a use marketplace

and market for that.

The difference is that in Japan, exhibition
catalogs, sold at a reasonable price, are
purchased as a kind of souvenir or memory of
their intellectual experience. So it’s quite
different I think. In that sense, the preparation
of the exhibitions in United States requires a lot

of time and also a lot of money.

We have heard about fundraising; that how
curators have to start—by getting the money
together. In my case, the Kobe City Museum
show took five years starting with negotiating
with the Kobe’s curators not to exhibit their
masterpieces at other exhibitions but to save
them until our exhibition five years later. As a
curator, I worked on fundraising sometime with
the Director holding an USB and a tiny laptop
computer. When there are five or ten people
together who could be potential donor or
supporters, I made a presentation, explained
the project, and they would then ask what kind
of support the museum would need in order to

make the project come true.

The Japan Envision the West exhibition was
held only in Seattle because the Agency for
Cultural Affairs set the regulation that a
maximum of sixty days per year would be
acceptable for showing designated artworks at

the exhibitions.

Ideally, we wanted to hold this exhibition in

both Seattle of the west coast and another city
of the east coast, and actually one museum had

proposed us to work together, but we couldn’t.

So, cost benefit performance is hard to
accomplish for such a traditional art exhibition
and Seattle Art Museum needed to collect 110

million Japanese yen for this exhibition.

Just after coming back to Japan, I received a
proposal from Yomiuri Shimbun newspaper,
which was to exhibit the Japan and East Asian
collection of Seattle. So the Luminous Jewels:
Masterpieces of Asian Art from the Seattle Art
Museum exhibition, with almost one hundred
works or so, toured at five venues in Japan,

starting at the Suntory Museum of Art in Tokyo.

This actually reflects how there is no
particular restriction for foreign collections on
how many days their Japanese artwork can be
shown.

The sum total of the days in which the works
were on show at five venues was, needless to
say, more than sixty days, but in the United
States it’s not sixty days within a certain
calendar year; instead they would give a total of
three months within a five-to-six-year cycle. So,
the basis of that time measurement is different
when you look at the United States and Europe

as opposed to Japan.

Converting that into a one year cycle, it’s not
that much different with the Western
measurement actually, and a larger
measurement with full discussion between the
conservator and curator makes it possible to
have these touring exhibitions. So I learned
that this is one of considerable differences on
the concept of conservation and the exhibition
business on art between Japanese and foreign

situations.

As for the catalog, it was two weeks ahead of
the opening when I passed the final paper to the

publisher, but they managed to complete it on
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time, which made me realize how Japanese
printing companies are skilled with the latest
technology. These experiences really made me
think of the differences in the way how the
exhibition is structured between the United

States and Europe and Japan. Thank you.

Hiroyuki Shimatani

Thank you very much. We now have
computers, so two weeks in advance sounds
enough. Prior to computers, we had to at least
submit our draft one month in advance or have
a second and third proof; otherwise it’d be edited
so heavily. If you submit a relatively completed
draft, all you'd need would be two weeks. People
who submit their papers later than the deadline
tend to re-write them when they have their
proofs back, so editors and publishers in Japan
always have a hard time; that is how it is in
Japan, which I'm sure would be acceptable in
the United States.

Dr. Shirahara-san just spoke about the
exhibition period, which was something I was
planning to discuss later. We were able to have
the Japanese Masterpieces from the Museum of
Fine Arts, Boston exhibition at the Tokyo
National Museum as well as other museums in
Japan. We really had the artworks on display
for a remarkable length of time in terms of per
year. But considering the artworks were not
from a Japanese collection and how it took three
to five years—from the MFA’s position, a good
ten years from before and after the exhibition—
to organize it, I do think that it was a wonderful
opportunity for audiences in Japan to see this

exhibition.

In Japan, on the contrary, this level of
exhibition would have to involve the Agency for
Cultural Affairs or the government. The
Agency’s main role is protecting and conserving
cultural properties, so for them, the
responsibility of artworks that aren’t designated
cultural properties lies solely on the owner.

Their stance would be, “if something happens,

we’d submit a claim, but go ahead.” I think that

is a challenge we face.

Considering the exhibition period, three
months is a typical time span for exhibitions in
Europe and in the United States. Toward the
second and third months, number of the visitors
would gradually increase and would result in its
success. In Japan, the typical exhibition period
is only six weeks. So if we were to have a three-
month exhibition here, we would have to have
twice as many artworks and change the works
displayed midway during the period. Organizing
an exhibition in Europe or the United States,
would thus mean that we would have to prepare
an exhibition of twice the size of one in Japan,

which is very challenging.

Regulations in displaying Japanese art in its
ideal environment involves problems with ultra-
violet rays and other elements, but this
characteristic of Japanese art—of being
vulnerable to the spatial environment—may be

giving it its negative impression.

On the upside, however, we sometimes take
advantage of these restrictions. For instance, at
the Tokyo National Museum, when we only
display the Shorinzu byobu [Pine Forest] during
New Years, from January 2 to 4, we have a lot of
visitors and likewise, the Kohakubai-zu byobu
[Red and White Plum Trees] at the MOA
Museum of Art. We try to bring out its [Japanese
art’s] characteristics that way, too.

Next, we have Mr. Mintz from San Francisco.
I understand that there is a lot of interest in the
Japanese and Japanese arts, and there are
many collectors in San Francisco, but I'm sure
you have faced challenges when organizing
exhibitions in terms of the exhibition period—
which has come up a couple of times already—or
the years you spend for preparation. It must all
vary depending on whether the works are from
your museum collection or are on loan from

other institutions, but could you share with us
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your experiences, please?

Robert Mintz

I think I would start by saying that we are
probably more nimble; we spend less time
preparing for exhibitions than, say, the
Metropolitan does. Our calendar may be decided
about two years—ideally three years but often
about two years—ahead of time. We know what
we are going to exhibit and move forward on a
bit faster timeline although our publications, as
all American publications seem to be, are

prepared a year ahead of time.

I think part of it is we invest a great deal of
energy in design and in creative design with
every publication we do. We give all of our
content over to a designer for a good, long period
of development of a particular look and feel.
Thinking about our exhibition program though,
we do take into account the fact that we are
primarily a tourist city and so we do have a
regular in-flow of Japanese tourists coming to
the United States, many of whom we know have
an interest in seeing our Japanese collection,
but also tourists from the rest of Asia who come
to San Francisco and know that San Francisco,
as a largely Asian city, has a great resource in
the Asian Museum. So they come to see our
Chinese connections, our Southeast Asian

collections, and our South Asian collections.

We feel that we have a responsibility to
provide equal weight or equal presence for each
of these cultures in our exhibition calendar. Our
Japanese programming typically offers one out
of every four shows. We do anticipate a larger
audience for our Japanese exhibitions because
of the broad interest in Japanese art and

culture.

When we exhibit Japanese art, we know
people will come. When we exhibit art from
some of the other Asian cultures or Asian
regions, the audiences are sometimes quite

small and it’s very difficult to explain why that’s

the case, but I think the American population in
general has a baseline interest in Japan and in
Japanese culture, and so they will come to see
exhibitions of Japanese art regardless of what

they happen to include.

Right now, we have a small exhibition by Koki
Tanaka of some of the work that he showed for
the Venice Biennale two years ago. It’s incredibly
popular; it’s a very challenging work. It’s not
work that I think would naturally appeal to
most of our audiences. Yet they know he is
Japanese and they know he is on the cutting
edge of today’s Japanese art and so the audiences
come and they come in consistent numbers,
which I think is really the great strength of our
Japanese programming to always draw those

audiences in.

Hiroyuki Shimatani

Thank you. The Asian Art Museum of San
Francisco really is a fantastic museum which I
have had the pleasure of visiting many times.
They utilize their building and divide their
temporary and permanent exhibitions very

well.

The Japanese are very familiar with San
Francisco and its proximity with Silicon Valley
is another one of the city’s characteristics.
Silicon Valley is an area in the United States
where many wealthy Americans live now, and
where there are wealthy people, there tend to be
collectors of art. With many collectors in its
vicinity, I assume the Asian Art Museum has its
own set of issues from collectors loaning to
donating artworks. With a calendar of two to
three years [per exhibition], it must also differ if
you're organizing an exhibition with works from

your own collection or from other collections.

Working with your own collection or another
collection and the difficulties that come with it
is the same in Japan. For an exhibition with
your collection, we plan a year ahead for an

exhibition that will run for a year: this is
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something that all national museums typically
do. Previously, national museums really had a
haphazard schedule where we’d only plan four
or five months ahead: we very rarely had an
exhibition schedule of the entire year, but we
still managed. I think it shows just how much
museums have gained attention both

domestically and worldwide.

Moving on. Professor Hayashi, as a professor
at a university, you may not be working on
exhibitions with a collection of your affiliation,
but you do have experience in organizing
exhibitions of contemporary art. Could you
share your thoughts on the differences between
the United States and Japan?

Michio Hayashi

Well, to be precise, I'm not really experienced
in curating exhibitions so much. The largest
project I've been involved was the Japan
Foundation project, Cubism of Asia. I think that
was about ten years ago. That was a collaboration
between three museums from three different
countries—dJapan, Korea, and Singapore—and I
was involved as an external curator and worked
as a team with curators from those museums.
The whole experience was very interesting and

educational for me.

Altogether, we spent about three years for its
preparation. First, we got together in Tokyo to
talk about the materials or possible resources
and how to go about organizing the exhibition.
And we travelled to many different places in
Asia together to do research. We visited the
storage spaces of collectors or local museums to
find out whether or not they have cubism-

related art pieces.

Setting aside whether or not the quality of the
works for the exhibition was high, I thought a
simple framework of Japan versus the rest of
the world is no longer sufficient, which is a
prerequisite of today’s discussion. That is why

the theme of Cubism was interesting, for it was

one of the Western developments and absorbed
in different ways at different timings in Asia.
Rather than simply trying to demonstrate the
Japanese-ness of the works, the comparison of
how different receptions occurred throughout
Asia was interesting and made the Japanese

situation clearer.

As for the publication of the MoMA catalog,
speaking of the time frame of its preparation,
the due date of all the articles was one year
before the actual date of publication. For the In
the Wake catalog at MFA, they kindly waited
until the last minute, but it was still three to
four months before. There’s a difference in
timelines and publishing culture between Japan
and the United States.

English publishing usually involves a careful
copyediting process and is very detailed and
takes time. Copyeditors edit the sentences and
sometimes ask questions about the content too
in order to make your argument clearer to the
reader. American museums have a strong
culture of this copyediting. So, I communicated
with them in detail and learned a lot from that
experience. That process made it possible to
further elucidate what I was actually thinking.
In Japan, editors do not intervene much with
what we write. Not only for the catalogs, but
also for general novels and magazines. In
general, the editors are powerful in the United
States, and they change things if necessary
even on the renowned writers’ essays as 1s well
known, for example, in the case of New Yorker

magazine.

Hiroyuki Shimatani

That was quite unexpected. I think that is a
good example of unexpected experiences for
those of us in the arts in both Japan and the
United States. I am under the impression that
we understand each other quite well, so it is
surprising that there are still things we don’t

know about each other.
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During the morning meeting, I learned that
the fiscal year in the United States starts in
October and I was very surprised by that. Of
course, it’s obvious for those who already knew,
but for the majority of Japanese people, it’s still
a surprise. Despite having worked together on
many occasions, there are little differences like

this that we are still unaware of.

The ADC meetings obviously have budgets
[every fiscal years], and when we have the
meetings depends on the budget that is left or
how to effectively allocate it for our engagements.
If we have an affluent budget, we wouldn’t have
to think too carefully about it, however, budgets
for the arts and culture are becoming very
limited, and our meetings are held within a
tight budget. Japan’s budget allocation for the
arts and culture is said to be extremely low
compared to other leading countries: the Agency
for Cultural Affairs’budgetisonly approximately
100 billion Japanese yen, and while the
government have said there will be an increase,

they have yet to realize it.

Going back to [what Professor Hayashi
mentioned about] Singapore Art Museum.
Singapore, as you all know, is a small nation
state which has many museums. Lately, they
are building more museums such as the one

where they are renovating an old courthouse.

I was actually listening to Professor Hayashi
with envy: we usually do not have the luxury of
conducting a substantial level of research in
organizing an exhibition because of the amount
of time and money it takes. So it really is
unusual that the Japan Foundation allowed you
to do that.

In organizing exhibitions, there are usually
those who gather [many] masterpieces, those
who construct an exhibition around one
masterpiece, and those who conceptualize an
exhibition from their own research. You could

organize exhibitions from whichever approach

before, but more recently we have had to deal

with quotas.

Especially for organizations affiliated with
the National Institutes for Cultural Heritage,
such as us, the government instructs us to make
a certain amount of profit. In the case of the
Tokyo National Museum, 680 million Japanese
yen 1s expected, and 192 million Japanese yen
from the Kyushu National Museum. We're
organizations that aren’t very good at making

profit, so this is a bit of hassle, I must admit.

Dr. Shirahara mentioned earlier that she
raised 110 million Japanese yen for her
exhibition [from donors], and I think having to
fundraise—to make the foundation and raise
the funds—for exhibitions really is one of the
hardships of exhibition-making in the United
States. It is very awe-inspiring learning this
and also knowing how they still carefully cater
to the artworks’ needs when co-organizing
exhibitions between the countries; especially
when budgeting is tight here in Japan, too, and
there is little we can do to financially support

our counterparts.

Finally—although our discussion continues—
is Dr. Xiaojin Wu and the Seattle Art Museum.
Among the museums of those assembled here
today, Seattle Art Museum is the one I have yet
to visit. Seeing the presentation earlier,

however, made me want to visit the museum.

Dr. Shirahara mentioned her experiences of
fundraising in Seattle, but Dr. Wu, you might
have different perspectives which you could
share with us. Could you tell us your experiences
of exhibition-making, how long you spend on

preparation and so on?

Xiaojin Wu

I joined the Seattle Art Museum in 2012 and
our director came two months later, so both of
us were kind of new and we started

experimenting something new as well. As you
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also have seen in my presentation, we have been
presenting a lot of contemporary Japanese art
exhibitions at our Asian Art Museum in the
Japanese galleries, which I don’t think we've
done much in the past. As Mr. It6 just mentioned
on contemporary art, you don’t have the luxury
to plan for five years. So for the Tabaimo
exhibition we are having now, we worked on it
for about two years. I went to meet her in

Karuizawa a little over two years ago.

Usually, it takes her a year or even two to
make one work, but for this exhibition she made
four new works in a year and a half. I think she
broke her own record and she worked really
hard—we made her work really hard. For Chiho
Aoshima’s exhibition we presented a brand-new

work, the five-channel video projection.

I went to Takashi Murakami’s studio and met
with Chiho. We looked at her two hundred or so
drawings she had made over the years and we
met with the animation technician from New

Zealand.

We had a meeting in August and opened our
show the next year in May. Even Chiho Aoshima
herself didn’t see the finished work until we
opened the show. We spent about two weeks in
the gallery to finalize the animation and the
sound, and a team from New Zealand, London,
and Japan came to Seattle to put this amazing
work together. And the audience in Seattle
totally loved it. For this kind of contemporary
art exhibition, everything was put together
really quickly and as with all the curators in the
United States, I struggled with the budget,
fundraising, and I feel a bit embarrassed to tell
you how little we actually had for each of those
exhibitions. We really didn’t spend that much
on each of the exhibitions, so it’s quite amazing
that we could do this without a big budget.

Hiroyuki Shimatani
Thank you very much. I hope we have more of

such fantastic exhibitions in the future. As

we've been discussing, I think we can safely say
that without fundraising it is extremely difficult
to organize an exhibition on Japanese art in the
United States.

I said “Japanese art” because there are
museums that are supported by foundations
and have the liberty of using the funds for
exhibitions. However, it depends on what
purpose that foundation exists: whether it is for
the museum itself or a particular department.
For instance—and I assume this is not
confidential—the Philadelphia Museum of Art’s
Indian art department has a large budget so
they don’t have too much of a hard time

organizing exhibitions, or so I have heard.

I have not heard of a substantial amount of
budget being allocated to Japanese art
departments, so I think it would be effective to
have a richer culture of donating for the arts, in
both Japan and the United States, and have a

prosperous foundation for the arts.

Dr. Wu casually mentioned that a new
director was appointed. Audiences in Japan
may not find this that unusual: in Japan, a term
for museum directors usually run for about
three to four years, and then they get replaced
by another director; that is the typical cycle in
Japan. But it is not so in the United States and
Europe. Museum directors get appointed when
they’re about forty years old, and continue into
their sixties and seventies. This is especially the
case in Europe. So there are those who become

directors and others who don’t.

Mr. Sherman Lee, who is a very famous
director of the Cleveland Museum of Art, was
mentioned earlier, and I assumed he is from
Cleveland, but I was shocked to learn that he

was originally from Seattle.

It 1s usual for directors to move positions in
the United States and Europe: it is especially an

American way, I would say, of directors moving
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from England, Canada, and inside the United
States. The current Director of the Philadelphia
Museum of Art came from Cleveland, so they
exchange information and ideas as they move
[from one museum to another] which also is

beneficial for us when we work together.

In the United States, organizing and curating
exhibitions can shift depending on the director,
while in Japan, the director doesn’t have that
much say in the exhibition-making. But I think
we also have to consider ways of changing those
tendencies; to think about what is best for the
visitors, for the museum employees, and also for

the artworks themselves.

It isinteresting to hear about all the hardships
that each of the panelists have encountered,
but, since we are slowly running out of time, I'd
like to move onto the challenges we face in
widening the reach of Japanese art. We've
discussed issues surrounding the exhibition
periods and regulations, but these are topics we

can go on forever talking about.

There are many issues on the challenges we
face with Japanese art such as the declining
number of Japanese art scholars and curators,
the lack of access to archives of the many
overseas exhibitions in the past, insurances of
artworks, the Convention on International
Trade in Endangered Species of Wild Fauna
and Flora (CITES) and the Washington
Convention, and the difficulties in spreading
information. There are many conditions that
present themselves as obstacles, but I'd like for
each panelist to share with us the obstacles
they’ve encountered. In so doing, I'd like for us

to think together about overcoming them.

Let’s go the other way and start with Dr. Wu.
What do you think is the biggest obstacle in

spreading Japanese art?

Xiaojin Wu

T have not worked directly with institutions in

Japan, but I would imagine, for me, the most
challenging part would be the access to a
collection or an institution in Japan. For
instance, if I want to organize a show with loans
from Japan, it’s not always easy to contact the
person in charge or to have access to the right

people to have the conversation to begin with.

The next step would be negotiations for the
loans as we already discussed many times now.
It really doesn’t work for American museums to
pay that much money and make so many efforts
to have a loan that would be on view only for
four weeks. That’s really the challenging part
that would keep me from even trying to do such

a project.

Hiroyuki Shimatani

About contacting the person in charge, do you
mean both in and outside the United States?
For an American curator to contact her or his

Japanese counterpart?

Xiaojin Wu

Unlike in the United States where you can
find information about all the curators on the
website, we cannot find much information on
Japanese websites. Even if I want to know who
is the curator in a provincial museum and how
to get in touch with this person, usually it’s not
that easy. You have to ask your friend’s friend’s
friends and finally maybe you would get the

introduction.

Hiroyuki Shimatani

That not only applies to American collectors;
it is the same for Japan too. To find out whom a
temple, a shrine, or a collector should contact, to
know who has the information on from whom to
borrow a work is the hardest thing to find out. It
is also difficult for us Japanese to know who to
contact, so it all depends on how to initiate that

first contact.

I think the Philadelphia Museum of Art is

relatively knowledgeable of this among
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museums in the United States; they know who
to contact. I think that is what allows them to
organize good exhibitions such as those on the

Kano school, Koetsu, and Ike Taiga.

We are joined today by Mr. Aso who is a
collector himself and is fluent in English; a very
rare combination in Japan. Many collectors
sadly are intimated by simply being contacted
by an American institution. When being
contacted by a Japanese institution, they’ll
consider their proposals before replying, but
when they’re approached in English, they’ll
simply say, “No, thank you.” So there is that
problem of language. Providing information [on
Japanese art] in both English and Japanese is a
challenge in itself, but I think the Japanese lack

of fluency in English is also a large obstacle.

For instance, is it the best to contact the
priest, the chief priest, or the treasurer of a
shrine for private collectors? Or is it better to
contact the artist of Shinto rituals or the art
dealer? Who they contact depends on the

collector.

It is truly difficult to get information from the
United States. While it depends on what kind of
exhibition you are trying to organize, it is the
cleverest to consider all the possible routes—
whether to work with the Agency, the Tokyo
National Museum, with Kyoto, Nara, or
Kyushu—in trying to organize exhibitions. We
really are ready to cooperate on many levels in
spreading Japanese art, so please, if you have

any inquiry, let us know.

Professor Hayashi, you may not have
conceived of exhibitions yourself, but you
mentioned there is a second wave of Japanese
contemporary art in the United States. How do
you think we can continue to keep that wave

alive?

Michio Hayashi

There are many challenges. Language is one

of the issues; there is no doubt about it. Japanese
language is still an obstacle. We should lower
the language barrier as much as we can. The
MoMA anthology I edited with three others,
drew much attention in that sense. For it is
enormously helpful for graduate students all
over the world who are interested in Japanese
art history and contemporary art but not fluent
enough to read difficult texts in Japanese. With
the English translations, they are now able to
understand what the main, critical issues were

in different periods.

In fact, after that, more students began to
come to my university to study and write theses
on contemporary Japanese art. Japanese
scholars often think it’s natural to expect that
people who study Japanese art read its language.
But we could be a little bit more flexible on that.
If we think about modern Western art, there are
books for laymen written in relatively easy
language while there are also tons of books
written primarily for specialists. But there is
not such a wide range when it comes to books on
Japanese art. The intermediate books are
especially lacking in number in contrast to the

scholarly books for experts.

Looking back, the reason I began to be
interested in Western art was because so many
books in Japanese were available in various
levels, covering the whole range of difficulties

and specialties.

We should have more books to narrow the gap
between the specialist’s books and the beginner’s
books. Then more university students may be
intrigued by Japanese art if there is a sufficient
number of books on the intermediate level. They
may not have the language ability yet. But
when they come to Japan, they can receive good
training for the improvement of their Japanese
language ability. In Yokohama, for example,
there is an institute where special intensive
Japanese classes are offered for graduate

students. Tokyo University of Foreign Studies
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also has a similar program. Many graduate
students move to other universities after
learning and studying the Japanese at those
schools. But it’s still not sufficient. We need
more institutions to teach Japanese for future
researches. If we want to see a continuing
inbound flow of students, we should expand
that sort of support system in terms of language
ability.

As for the outward communication, as
Director Shimatani said, Japanese students as
well as professionals are often very hesitant in
communicating in English, often out of their
fear of making mistakes. I wish there were
programs specifically made to teach how to
communicate in English, especially to write

emails in English, for them.

In addition, although I do not want to
generalize too much, there tends to be a cultural
difference between international and Japanese
students. International students often send an
email directly to us (faculty members) from
overseas to ask whatever questions they have
about our program. But Japanese students very
rarely do that. They hesitate to communicate
directly. I have a sense that this has more to do
with their cultural behavior than with language
ability. I don’t know how to improve it. But I do

wonder if we could do anything about it.

Hiroyuki Shimatani

That the communication skills of Japanese
students is poor, I think, presents another large
obstacle from the one we're talking about today.
Young people nowadays think that sending an

emalil is enough for everything.

Back when we were young, when contacting
someone about an exhibition for the first time,
we would write a letter and call them in about
two or three days around the time when they've
received the letter. We’d ask them for an
appointment, visit them, and only then would

things start to move forward. So there was this

three-step process which young people now
don’t know about or even consider. I learned
that [from my predecessors] by watching them,
but I get disappointed when people say, “Do I
have to do all of that? I can’t be bothered.”

Putting that aside, I do understand we need
to provide more publications in English but how
do you think we go about that? Who should
write and publish those books, do you think?

Michio Hayashi

For the project of MoMA, the museum
initiated it and it worked. The publication
culture in the United States at the graduate
school level is more active than in Japan. For
better or worse, there are structural reasons for
it that are related to the tenure system of the
American academy: you need to publish in order
to get tenure. And there is a tendency that high-
level scholarly publications are valued over

introductory or mid-level survey books.

I do not think there are many introductory
books on Japanese art like the one written by
Mieko Murase. I wish more scholars or curators
who already have a secure job write new
introductory books, or translate into English
such books as Nobuo Tsuji’s Kiso no Keifu which
was written for general readers but also had
tremendous influence on later scholarship.
Translation projects such as these will greatly
increase the interest in Japanese art on the part
of the general readership and provide a bridge

to serious scholarship too.

Hiroyuki Shimatani

You spoke about Kiso no keifu by Professor
Nobuo Tsuji. It 1s said that Joe Price discovered
Jakuchu and was imported back into Japan.
But it was, in fact, Professor Tsuji who
introduced Jakucht and other artists in Kisé no
keifu. I haven’t confirmed with Mr. Price if he
actually read the book before arriving at that
Budo-zu [Grapevines], but I do agree that it

would be wonderful if publications such as this
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one was translated.

Kisé no keifu would be a scholarly publication,
but I think the issue is that, in the United
States, young scholars need to publish papers to
get promoted and a doctoral degree is
indispensable. And because of this, to reach
these goals, I think they neglect the middle,
intermediate levels. And I think, in our
endeavors to spread Japanese art, we can look
into hardback exhibition catalogs to function as

this intermediate.

Especially with calligraphy, which is my field
of specialty, although it is gaining attention in
the contemporary art field, the older works or
styles tend to get the cold shoulder because
they’re difficult to decipher or read. I tend to
accept offers for writings because they’ll be
translated and I think that would help in the

spreading of Japanese art.

In the case of the Asian Art Museum in San
Francisco, the way they are focusing on Asia, I
think, is similar to how we at the Kyushu
National Museum is turning our eyes to Asia
and looking at Japanese art from the viewpoint
of Asian history. And among the exhibitions
they organize in a year, they must do some on
Japanese art, which is, I assume, challenging
and fun at the same time. Robert, you’d have to
decide the topics and themes for those
exhibitions every time, but could you elaborate
on the selection process of your yearly Japanese

art exhibitions?

Robert Mintz

Maybe, maybe not; that’s a difficult question
because every year we hear proposals for new
exhibitions. We hear new ideas coming from
curators both on our staff and at other museums.
We look at our own collection to see what
strengths we have and what we could do possibly
in the future. We talk with our colleagues in
Japan and find out what they are doing that is

exciting and new and we try to find things that

will speak to our audience.

Not every project that’s happening in Japan
will speak to our audience and sometimes it’s
simply too narrow or too, I don’t know, to me,
sometimes they are fascinating, but I talk to my
colleagues and they say, “Oh no. No one will
understand if we show that here in the United
States.” We do this through a process, really
thinking about the people who are coming to the
exhibition, who we hope are coming to the
exhibition; we are thinking about what they will
understand and where we can take them and
where we can inspire them to understand what’s
happening in the world, what’s happening with
people in Japan or people in the United States
who look to Japan for inspiration for unique

ideas and new ways of seeing.

But, you know, one of the things I want to say
was that, in graduate school, I had no confidence
whatsoever to speak or write in Japanese. I
wished that I could write, but I thought “this is
a very important person. I'm simply too scared
to write.” It was terrifying. That was a major
issue for me, and I think it is an issue for many

younger scholars.

It took many, many years to be able to say,
“Okay, I can write a letter or email.” These are
very difficult things to do, but you are exactly
right. For the next generation, to give them the
tools and confidence necessary to put themselves
forward, I think, is crucial for their success and
they should do it faster than we did. For me it
took too many years, but of course, it’s never too

late.

Today, I simply write a letter, but then we
debate our exhibition program at great length.
We are always looking for the exhibition that
will speak to the broadest possible number of
people, as many people as possible, to give them
something that they can take away, something

they can be excited by.
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Hiroyuki Shimatani

We just heard about how coordinating things
internally is very difficult; how one has to stand
their own ground while also maintain harmony.

One of the major differences between Japan
and the United States is the presence of
sponsors. Smaller museums can only hold one
or two exhibitions per year because they do not
have sponsors. However, many national
museums have media sponsorships so they have
to consider the media company’s agendas as
well. I think this media sponsorship can lead to

fundraising.

Deciding exhibition themes and how an
exhibition must be done presents us with many
difficult challenges. But I'd like to hear from Dr.
Shirahara about her experiences in both the
United States and Japan on the decrease of
students of Japanese art. Dr. Shirahara, could

you share with us your thoughts?

Yukiko Shirahara

There are certainly fewer scholars and
curators as well. As Professor Hayashi
mentioned, Japanese people are educated to
speak grammatically correct English and want
to speak perfect English, so they hesitate to
speak even if they can. So, many Japanese come
to the United States but they wouldn’t challenge
to communicate in English, and accordingly

their English skills wouldn’t improve.

In my case, for the museum in the United
States, I had five days of interviews from
morning to dinner, everything was an interview.
Every two hours somebody new appeared to
give questions which were tough to respond to
even in Japanese.

At that time, my English skills were poorer
than now, but I remember how the director
encouraged me by saying, “We would like to
have you as an expert in Japanese art. Be
confident.”

Now I'm truly grateful to have been able to

gain employment in an art museum in the

United States, which allowed me to learn how
editors (proofreaders) fulfill their proofreading
tasks at a museum as well as to be thoroughly
taught how important it was to keep a tight
check on the documents to be issued by the
museum. First the sentences I wrote were
corrected in all red and the editor said: “Just
think of it. You come to the United States and
learn English free of cost. You won’t get such a
windfall every day, right?” Then I paid frequent
visits to the editor’s office and I was taught, one-
to-one, on the terminology for description of

artworks in English and the way it went.

After I had these experiences and changed my
workplace to Nezu Museum, it came to the point
where the texts on object labels and panels
should be bilingual, but initially curators of the
museum seemed to have become frightened as I
proofread their English strictly. I had a hard
time establishing a process and criteria of
proofreading and translating all those texts in
English.

I realize there’s a difference between Japan
and overseas also in such activities. In countries
abroad, editors have a strong authority over
messages issued by the museum and have a
mission to send out those messages with a sort
of unified sense, while in Japan, curators are
apparently self-conscious that it’s their own
exhibition or their own messages, and feel
uncomfortable in having what they wrote
proofread by someone else, resulting in the
difference in how the catalog production works

as well as how much they can speed it up.

That said, I suppose it’s no easy matter indeed
to have communications with each other
between two organizations that are totally
different in structure to create an international

exhibition.

The final thing I should say here, is that in
Japan, as well, the curators are now getting

fewer and museums have shifted to hire non-



permanent, temporary contracted, limited-term
employees. This is because of the financial
background. I think this is something which is

happening around the world.

When curators think about big exhibition,
conservation, or restoration projects, each of
them must have a certain period for study and
preparation, such as three years or five years.
How can museums foster mature curators and
encourage them to design a good project with
the long-term outlook and perspective, which is
becoming a seriousissue in the foreign museums,
and I think the current situation would be worse

in future.

Rethinking about the hard situation of
preparing international exhibitions of Japanese
art in terms of exhibition period and cost, I am
seriously worried that we are finding fewer
people who are interested in organizing

Japanese art exhibitions in the future.

We have valuable people who are here with us
and we do need to think about how we can
provide support, backup, and how we can
encourage them to be able to proceed smoothly.
I hope that we are going to be seeing that

environment better in the future.

Hiroyuki Shimatani

Your answer was quite different from my
question, but, nevertheless, you pointed out a
very important point; that the United States
and Japan are different and have different

cultures.

I'm afraid we are running out of time, and I do
apologize for being a poor moderator. Those in
the audience, please feel free to leave should
you have plans. We have two more speakers, so
allow me to just hear their thoughts before

wrapping up.

John, you've also moved from one museum to

another while pursuing your research, and have

also taught at university. Could you share with
us your ideas on what I asked earlier to Dr.
Shiraishi?

There is a generational change in the United
States resulting in younger curators entering
museums. However, I think that these younger
generation curators haven’t quite matured yet,
which is something I am very worried about.
John, what do you think we can do to help
nurture them, and what can we do to support
them? Let us know what you think from your

own experiences.

John Carpenter

I agree that this is perhaps the biggest issue
facing the future of Japanese sections out of
museums in America. As a curator who is
coming to the Metropolitan after a career as a
professor, I am coming out of a very late stage of
my career, and so what we're trying to do at the
Metropolitan is to have fellowships, and these

fellowships function in two ways.

Sometimes people just come in for a year with
the funding and then they move on to another
position. Other times we have discovered new
personnel within our department, the Asian art
department. For instance, my co-curator and
the person I work with on every exhibition,
Monica Bencsik, came in for a two-year Mellon
fellowship, a curatorial fellowship, and after
two years I said, “This is a person that I need to

keep at the Metropolitan.”

Actually, it was very easy for me to hire her
because I went to my boss and I said, “Let’s keep
Monica.” He replied, “How are we going to
present this to the administration?” to which I
said, “Oh, I'm not worried about it at all.” He
asked why and I replied, “If you don’t keep

Monica, I'm leaving.”

It’s one-way fellowships and now we still need
another. We have two fellows this year, a Mellon

fellow and Aria fellow for six months. We are
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trying to train future fellows and I hope whether
in Japanese museums or American museums,
we can continue to offer curatorial fellowships
for people to decide whether they want to be in
the museum world or in the university because
they’re two different types of jobs: people who
are sometimes very good scholars make very

poor curators, for instance.

The opposite can also happen: some curators
would be terrible professors. So they have to
make a decision in their life. I think that’s what
we can do as museums. Think about how we
train the next generation of curators. It’s the

most important task in front of us.

Hiroyuki Shimatani

Thank you very much. It is imperative that
we do our best to increase the number of people
interested in Japanese art and also support
curators as well as graduate students in the
field who will encourage that increase. Without
this, the foundations of Japanese art in the
United States will undoubtedly weaken. So the
Japan Foundation’s role in encouraging
international exchange may become more

important than the Agency.

Masanobu Ito

Well I feel that as Dr. Wu had mentioned
earlier of Tabaimo and Mr. Mintz had mentioned
of Koki Tanaka exhibitions, which are really
fantastic situations. Meanwhile, it is becoming
difficult to introduce younger generation of

Japanese artists abroad.

Backin 1980s and 1990s, I think contemporary
Japanese art exhibitions were held quite often
and Tatsuo Miyajima, Yasumasa Morimura,
Shinro Ohtake are the artists who have been
shown repeatedly in the United States through
such exhibitions. However, group exhibitions of
contemporary Japanese artists abroad have
become fewer in numbers. Against the backdrop
of a borderless environment, the exhibition

method focusing specifically on one country is

losing reality. The next generation of artists
who can have solo shows like Tabaimo and
Tanaka are not much. How can we make
possible to let our younger artists’ work seen by
the American public, how can we do that? For
the future, we may need to shift to more

multifaceted methods.

The next topic is concerning the introduction
of Japanese modern art in the United States.
Director Shimatani also made an analysis of the
exhibitions since 2000. The traditional art and
contemporary art exhibitions have been
presented in about equal presenters. But the
modern art exhibitions are missing. So the
absence of modern art, just like an air pocket,
may give an impression to outsiders that the
past and present of Japanese art are
disassociated. I think it is very significant for
us, the Japan Foundation, to continuously try to
expose the Japanese modern art which we think
is an expression of modern ego of the Japanese

artists.

Hiroyuki Shimatani

Thank you. Soon, it will be the 150th
anniversary of the Meiji restoration, and many
organizations are planning projects to
commemorate the year, but I think there needs
to more on the modern; more on the period

between the contemporary and classic periods.

I apologize that a lot of the examples I raise
are exhibitions I've worked on, but many visitors
came to the Remaking Tradition: Modern Art of
Japan from the Tokyo National Museum we had
two years ago in February at the Cleveland
Museum of Art.

It proved that many people come to exhibitions
of modern art even in the United States. So it’s
not just the classic and contemporary periods;
there is also the modern period which leads to

today.

Again, at the Kyushu National Museum, we
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only have works until the end of the Edo
period—the end of the Tokugawa shogunate—
in our cultural exchange exhibition gallery on
the fourth floor. But for our temporary
exhibitions, we have organized Western art
exhibitions such as the Van Gogh: The Adventure
of Becoming an Artist, the Johannes Vermeer
exhibition, and also a contemporary craftworks

exhibition too.

What about the arts of the period in between?
To repeat, there needs to be more exhibitions of
artworks from the modern period, which I'd
very much like to explore. As a museum located
in Kyushu—said to be the heart of craftwork—
we really need to include works from the Meiji
and Taisho periods in our exchange exhibition
gallery. So we need to work on showing modern

art in Japan as well as abroad.

Usually, these symposiums end without any
clear solution or answer. Today, it may be due to
my poor moderation, but that we cannot come
up with an answer right now is also proof of how
large an obstacle we are facing. However, the
consensus we have is that we need the help of
our American counterparts and we need to work
together. So it is necessary to think about the
many ways we as individuals, as organizations,
and as a government want to bring Japanese

art to a larger audience in the United States.

Thank you very much for staying with us
until now. The panelists today have helped in
compensating for my poor moderation and I am
very grateful to the audience for joining us

today.

Ahandofapplause, please, toour simultaneous

interpreters too. Thank you very much.

Mr. Kurihara

I am Yuji Kurihara, Deputy Director of the
Kyoto National Museum. I would very much
like for the people of Kyushu to know, so allow
me to briefly introduce ICOM, the International

Council of Museums, which we call Kokusai
hakubutsu-kan kaigi in Japanese. It is an
international NGO specializing in museums
with over thirty-five thousand members
worldwide, and we work towards promoting
museums on the international level, preventing
the illegal importation and exportation of
cultural properties, and enduring risk
management. We have General Conferences
every three years, and the next edition, the 2019
ICOM General Conference will be hosted in the
city of Kyoto.

In Japan we have the Museum Law, but it
does not necessary mean that other countries
are equipped with a similar law. So at ICOM,
we also work toward standardizing the
regulations and code of ethics for museums

across the globe.

ICOM is an extremely large body of
organizations which is, in fact, divided into
thirty International Committees according to
fields of specialties, programs, types of
museums, and so on. When you become a
member of ICOM, you will belong to one of the
thirty International Committees and work
toward the promotion of museums from each

particular approach.

Now, each country has a National Committee
and, for Japan, the Japanese Association of
Museums plays the role of the secretariat to
participate in ICOM as the Japanese National
Committee. For instance, although it is not
well-known, we engage in themed activities
every year on International Museum Day, May
18. We hold the Fukuoka Museum Week in
Fukuoka city and the Kita-kyushu Museum
Week in Kita-kyushu city between May 18
where we make admissions free and have
special offers. These kind of engagements are
only held in Tokyo, Ueno, Fukuoka, Kita-
kyushu, and Osaka, so we're working to spread

it to other areas in Japan as well.
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In addition, we have recently been organizing
a symposiums. Next year, we will be inviting
ICOM President Suay Aksoy to be on the panel
on May 21 and are working towards enlivening
ICOM Kyoto 2019.

The theme for next year’s International
Museum Day is “Museums and contested

histories: Saying the unspeakable in museums.”

Kyoto was decided as the hosting city last
year in June 2015 at the ICOM Annual Meeting
in Paris. Cincinnati was also a candidate but it
was ultimately decided on Kyoto. ICOM Kyoto
2019 will be held from September 1 to 7, 2019,
and we are currently also thinking about having
this CULCON Arts Dialogue Meeting or a
session on Japanese art sometime during this

week too.

The theme for ICOM Kyoto 2019 is “Museum
as Cultural Hubs: The Future of Tradition.” We
don’t have an official Japanese title for it yet,
but we will be discussing museums as the
interface or literal hub for culture, and from
tradition to the future, with the Kyoto
International Conference Center as the main

venue.

We're working on it as we speak, but we’ll do
our best to come up with a week-long program
that is as good as this year’s ICOM Milano 2016.

I mentioned inviting President Aksoy, but
there are also talks of inviting members of the
executive board to Kyoto next December, and
we may plan a visit to Hakata too. We're hoping
to promote ICOM not only in Kyoto but also all
across Japan, so I do hope we can work together

in many ways.

Not only ICOM, but there will be the Science
Centre World Summit (SCWS) in 2017 at the
National Museum of Emerging Science and
Innovation (Miraikan), and the 10th

International Aquarium Congress at

Aquamarine Fukushima in 2018. So for the next
three years—from 2017, 2018, to 2019—we will
have international conferences surrounding
museums, and we expect that the promotion
and support for museums will accelerate in
many aspects. These may not be as large-scaled
as ICOM, but I do hope these movements will be

interesting to many too.

And finally, the year 2020 brings us to the
Tokyo Olympic and Paralympic Games. ICOM
Kyoto 2019 will be playing an important role as
one the arts and culture initiatives toward 2020,
so I am looking forward to working with many

of you here today.

On that note, I would like to end my speech.
Thank you for your kind attention.

Yutaka Aso

Thank you very much for the introduction.
My name is Yutaka Aso and, as a local
businessman, I am very happy that this
CULCON Arts Dialogue Committee is held here

in Dazaifu, Kyushu.

As some of you may know, CULCON was
initiated by former Prime Minister Ikeda and
former US President John F. Kennedy with the
intention of deepening exchange in not only
economics and politics, but also the arts and
culture and education as well. I have been a
member since 2004 and now serve as one of its
advisors, but it [CULCON] is an initiative that,
with educational and artistic exchange as its
two main pillars, is appointed with the role of
presenting to the government the proposals

from the United States and Japanese specialists.

In that sense, I do think we have Director
Shimatani to thank for it being held here in
Dazaifu; I'm sure the patron of scholarship and
literature, Sugawara no Michizane, is pleased
too. While we are devoted to assisting these
opportunities for further learning, I do humbly

ask for your continued assistance, too. And I
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hope we can deepen exchanges amongst the two

countries.

As it was just mentioned, we will be hosting
the Olympics and Paralympic Games in 2020,
and we will be working towards promoting the

arts and cultures on this wonderful occasion.

I hope today has been a meaningful time for
all of you here, and please do enjoy the rest of
your stay. Thank you very much for joining us

today.

END
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