read and speak Sanskrit — the language of the gods. That was
how they consolidated their power and retained their hold over
the populace. One had to go to them for the performance of

various rites and rituals. It was caste that determined who spoke

Sanskrit and who spoke in the vernacular. In contrast, English has

hitherto been spoken in India by an economic elite. It has thus
been a marker of class, not caste. But this is changing now. With
popular cinema and television serving as its vehicle, Hinglish, and
its parallels in other Indian languages, is beginning to be spoken
by other sections of the population, not just the privileged classes.
One can foresee English, in this new avatar, eventually losing its
association with class, losing its status as a language linking only
the elites across the country, and perhaps even becoming the

dominant language of the streets.

Moderator N. Sakai): In the pre-modern era, kanji, in English
literally Chinese, or classical Chinese, served the same role as that
of Sanskrit. It was a language that was used only by a small
number of elites. Therefore it had universal characteristics that
enabled it to be used in Korea, China, Mongolia, and Vietnam.
The disintegration of such linguistic commonalties marked the
beginning of modernity. I think we should not dwell on this
subject too much.

Could we have Professor Tatehata comment on the issue of

triennials?

A. Tatehata: There was a question on how large-scale
international exhibitions, such as biennials and triennials, could
work as a cultural apparatus for the public. There was also a
question on the relationship between art for the public and pure
art. Also, there was a question about multiculturalism, which was
originally an ideology for living together, and whether it is
actually operative in biennials and triennials.

First of all, as to whether these international exhibitions are
cultural institutions oriented to the general public, I would say
that they are. But that does not mean that they are merely

entertainment. In most cases, large-scale international exhibitions
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are expected to attract a large number of visitors. The quality of
art is not directly correlated with the number of visitors, and this
is often true for art museums. The public orientation of a
triennial is inevitable, and this kind of exhibition is not worth
organizing unless there is a large turnout. But in order to compare
the art in triennials with pure art, it is necessary to define pure
art.

For example, we could say that the most radical example of
pure art is minimal art. Its inorganic form is the ultimate in self-
reflexive art. This is true from a formalist point of view, but it can
be seen in a completely different way. Most minimal art is made
of materials like stainless steel or ordinary steel that are common
in postwar industrial society, so it can be seen as emerging
because of changes in sensibility that appeared in postwar society,
reflecting the nature of industrial materials or industrial
production in which the same forms are repeated over and over.
So this is a difficult problem.

But it is true that international exhibitions are expected to be
a cultural institution that serves a large general audience. If we
agree on this, then international exhibitions are different from
many other art exhibitions because they are meant for the general
public and operated as one-time festivals.

I am not so optimistic as to imagine that the visitors to
Gwangju Biennale and Yokohama Triennale will become aware
and take a strong interest in contemporary art and eventually
become enthusiastic members of the art audience just because of
seeing these shows. But I do agree that there is some meaning in
having a cultural institution that appeals to the general public.
We talked about multiculturalism and how it is an ideology for
harmonious living. I think that a situation in which a variety of
cultures are spread out in a disorderly fashion constitutes a kind
of social criticism. Even if this does not increase the number of
fans for contemporary art, it would certainly raise the public’s
consciousness and provide them with new perspectives. In
reality, the site of artistic production is not very multicultural. It
may be that multiculturalism is fabricated to a certain extent in

order to fill the large, empty spaces of a triennial exhibition. To

00

Session IV




say this implies self-criticism. We need to be very careful, but the
possibility of this happening remains.

There was also a question on whether or not there are too
many biennials. The 1980s was the era of art museums, while the
1990s was the era of biennials and triennials. There may be some
problems involved in this phenomenon. There may be some art
that is created to fit the imperatives of biennials or triennials.
What can we do about his? In reality, I think we have to let
natural selection operate. If things get boring, they will stop.

Exhibitions can explore social commitment in art through a
self-critical process. For example, the current exhibition, “Under
Construction” sees art or culture as something that is always
under construction. If this kind of art is brought into an art
museum setting, the urban culture of the streets is directly
transplanted into the exhibition space and it rejects the aura of
the museum or the white cube. However, disappointment with
the space must be expressed in the space in some cases.

The same situation may be seen in the film Noz One Less,
although this may not be a perfect analogy. When the violent
structure of the medium of television was introduced in the film,
the whole film screen became a television medium. There is an
element of self-criticism in this irony. Self-criticism could be
taken as masochistic. But my point is that the masochism should
be thought of positively.

As to the last question regarding a good audience nurturing
good art, and how the audience is still in the development in
Asia. This is like the problem of the chicken and the egg.
Nurturing a good audience may be the mission of an art museum
or an art critic. But why do we need to develop a good audience?
Is it to make art flourish? If so, is it not mistaking the means for
the end? Can viewers become enlightened, become better people,
have a better life, or gain a greater critical awareness of society
through art? This probably isn’t true. We are — or rather, I am
an art professional. But do I have a better life, a better personality,

or a greater ability to criticize society? I doubt it. Rather than

putting off an answer, I would probably have to say no.
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5. Yoshimi: I think this issue also concerns Professor Bennett.

T. Bennett: Yes, I'm also interested in the question about whether
or not biennials extend the social reach of art. I do not know
what the answer to this question is, but maybe I could suggest a
slightly different way of approaching it. I do not know what is the
case in relation to the biennials that were mentioned earlier this
afternoon, but there is a difference between saying that biennials,

art festivals and similar kinds of activities attract a large number

of people, and saying that they are successful in extending the

social reach of art. To extend the social reach of art is about
reaching new kinds of people, those who, in terms of their social
characteristics, are unlikely to be reached by art museums. In
other words, it may well be that biennials reach a large number of
people, but only those social and cultural elites who already go to
art museums, offering them a concentrated period of artistic
involvement and appreciation. In which case, you have not really
extended the social reach of art at all. You have just given those
who are already involved in the institution of art an intensive and
concentrated art experience. As I said, I do not know whether this
is or is not the case. But I think that whether new forms of art
exhibition and practice extend the social reach of art is not just a
question of how many people are attracted to them; we also need
to know about the social characteristics of those people. In a way,
if all you do is get more people in the seats, but they are the same
types of people, you have not really extended the social reach of
art. You have just heightened the experience of those who are
already involved in the social institution of art.

Secondly, I would like to resist the suggestion — in relation
to any kind of art institution — that the expansion of its audience
is something which takes place at the expense of art as an end in
itself. For I don’t think the notion of art as an end in itself, or art
for arts’ sake, is a coherent one. I am not sure doing anything for
its own sake is either plausible or intelligent. And it’s noteworthy
that this discourse of art as an end in itself is now only rarely
supported by art producers. They are usually involved in

producing art for a particular reason — political, ideological,
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aesthetic, etc. — which is not the same as art as an end in itself.
Usually the discourse of art for art’s sake is associated with a
particular ethos of arts consumption, one with its roots in
Western art theory, especially Kantian aesthetics in the stress it
places on the need to attend to art disinterestedly as an end in
itself. T just wanted, then, to recall Pierre Bourdieu’s argument
that this notion of art serves as a powerful ideology of artistic
consumption through which those whose educational, social and

cultural backgrounds give them a privileged access to the arts

distinguish themselves from the vulgar. Whenever people say that

art is an end in itself, that claim disguises a powerful process of
social division that art institutions have been, and continue to be,
involved in.

My third point is a reflection on whether quality art needs
quality audiences. I really enjoyed the way the question was put,
and also enjoyed Professor Tatehata’s response, in questioning
that the notion that involvement in the institutions of art is
necessarily something that produces a good person. However, one
thing that happens in institutions of art is that certain kinds of
historical art get stored up and made available to us in the
present. But it does require particular forms of training to be able
to take part in debates concerning art’s value and role. Again, I
should like to recall Bourdieu here, for he offered a very powerful
answer to the question of whose responsibility it is to make this
training generally available to all groups within society. For while
Bourdieu always argued that art did have a distinctive kind of
value, he was also always emphatic that it was the responsibility of
the institution of education to equalize access to the means of
artistic appreciation. Whenever you are talking about art and

access, you cannot leave education out of the picture.

T. Mizusawa: I would like to add to Professor Tatehata’s
comment.

[ sense that Professor Tatehata’s comment turned cynical
because he got worn out working as the artistic director for the
Yokohama Triennale last year. As to the discussion on how

biennials and triennials may have the potential to change the
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existing system, as mentioned in Professor Lee’s presentation,

would say that we have been aware of this for some time now. I

think we had that kind of notion already at the beginning of the

20th century, when exhibitions emerged as modernism began to
spread throughout the world. Since 1910 or so in Europe,
regardless of their scale, exhibitions were seen as a media that
could carry a message of liberation, or a new framework that
could transcend existing academic discourses.

This movement unfolded with political implications, and
rose to new heights in exhibitions such as “Sonderbund
Internationale Kunstausstellung” in Cologne or the “Armory
Show” in New York. People eventually began to share the
concepts of modernism through these developments.

Ironically, this culminated in the exhibitions organized by
the Nazis. In 1937, the Nazis organized the “Entartete Kunst
(Degenerate Art)” exhibition in Munich Hofgarten, presenting
over 500 artworks and attracting 2 million visitors. This must
have been the largest contemporary art show held in the first half
of the 20th century. They only had three weeks to prepare this
show. Goebbels ordered Hans Ziegler, president of the National
Art Academy, to organize an art exhibition of degenerate art,
giving him only three weeks of preparation.

This is an example of the ideas about time that Professor Lee
discussed. The Nazi government made a list of degenerate art.
The authorities knew where these artworks were stored, so they
gathered the works from public museums that owned them to put
on the show. To counter this exhibition, the government
organized its official “Great German Art” exhibition. These two
exhibitions were organized to be presented at the same time. The
official show also attracted 600 thousand visitors in three months.
Although this number is small compared to the “Degenerate Art”
exhibition, it is still strikingly large. If we got a turnout like this
today, we would fall off our chairs from astonishment. There
were 2.6 million people in total who went to see the two shows.
The sheer scale of these experiences had their consequences in
German history. For example, Documenta in Kassel was founded

as a means of healing the wound of such wartime experience. Its




powerful message of freedom lives on in the people who present

contemporary art.

I must say that as the number and scale of international
exhibitions continue to grow, we are starting to lose direction and
face problems that are outside of our control. I think that this is
something we need to think about and discuss, hopefully leading

to a productive debate.

Moderator (N. Sakai): Thank you. This probably has something to
do with what we have been talking about. There was a question
of whether or not contemporary art will be carried on in the
future. I would like to pass this question on to Professor Koizumi

and Professor Bennett.

5. Koizumi: I may be repeating what Professor Tatehata said, but
[ think that the issue is whether or not there is any culture that
lasts. In other words, all we need to do is to see if something that
is said to have been carried on actually has. For example, does it
matter is if ukiyo-e is still being done today? I believe that
contemporary art should be done as a form of 20th century art

beyond any consideration of whether it is being carried on or not.

T. Bennett: I would put the matter differently. Rather than
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speaking of art or culture as an inheritance, I would say that each

generation — through particular institutions of memory —

organizes those aspects of the past that are judged by its members

to be relevant to their present concerns. This involves something
different from inheritance for — and this is to rehearse the view
that many scholars, like Raymond Williams, have argued — any
tradition is an active selection of the past made within the
present. It is not something that is simply handed down by
people from the past and received passively by people in the
present, as if they had no alternative. If there is one thing that is
clear in the history of art, for example, it is that the history of
evaluation of artistic practice is not constant. We alter the place
that works of art occupy relative to one other within aesthetic
hierarchies. It is usually not the case, of course, that there is a
complete reversal and overthrowing of hierarchies from one
period to another — although there are periods of such radical re-
evaluation. But it is equally not the case that the judgements of
one period carry over and prevail, and are carried over like a
sedimentary rock formation into the next generation. We re-value
the works of the past as we relate them to contemporary concerns
that are always linked up with political, ideological, and

contemporary current Cllltlll’ﬂl processes.

6. Mohamad: Allow me to comment on the issue of exhibitions
and biennials. I think Professor Tatehata mentioned the centers.
The different kinds of biennials have created different kinds of
centers, if | understood you correctly. The more you have this
kind of thing, the more you create a constant de-centering of
possibilities of the art. The question is whether this kind of
constant de-centering will create a democratic experience or access
to artistic products. My hunch is that in art in the realm of ideas,
there is always a perpetual production of elites, whether you like
it or not.

In the social history of resources, there are two kinds of
wealth. One is democratic wealth, which is theoretically accessible
to everybody. The other one is oligarchic wealth, which could

only attained by a very small number of people or even one single




person.

So even if Van Gogh’s Sunflower painting has been
reproduced in millions of postcards and calendars, there would be
a person who wants to own the original and spend much time to
obtain it. It is not about the aura of the art, as Walter Benjamin
said, but it is about a kind of social impulse that produces this

perpetual production of elitism.

Moderator N. Sakai): So now we are talking about the issue of
appreciation of art, but this issue and the issue of representation,
which we have been talking about over and over today, are closely
related.

There are two questions which are closely related to our
current discussion. One is on tokenism, as pointed out by Mr.
Elliott. The other is about why Singapore and Malaysia are not
taking part in the “Under Construction” exhibition. The “other”
in Asia, which is outside Japan — how is this represented in this
current exhibition? I think these two questions are closely related,
so [ would like to ask them together.

Could I ask Mr. Elliott first, to start with the issue of

tokenism?

D. Elliott: When I mentioned tokenism, I was talking about, in
big international shows, whether in museums or biennials, you
have your token someone from outside the charmed circles —
from some part that used to be called the “developing world.” I
am afraid Japan was included in this, because it was not Western
Europe or North America. The system continues a little bit. I
think the last Documenta quite consciously tried to overturn i,
but it did not manage with regards to Asia, because it almost
totally disregarded this vast continent. Africa did quite well in
these stakes, so the African stock is going up. We have not yet

reached a level really where all parts of the world are considered

on an equal plane. Why should they be considered on an equal

plane? Because they are all part of the same discussion now. That
was what I was trying to say. But there is one discussion, and it is

not just focused on the West, but it is everywhere. That is a
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discussion which relates to contemporaneity.

When I was trying to do with this metaphor of “art and
trouser,” — and perhaps I should say in parenthesis, is that the
largest empire in the world, the one that lasted for the longest
time was that of Genghis Khan which lasted 450 years and
stretched further out than the British Empire or the German or
the French — and if the Mongolian Empire had continued into
the modern period the name of my talk would have been “Art
and Horses,” because, as we all know, horses figure very strongly
in Mongolian culture and art. But no, I wrote about “Art and
Trousers.” I was trying to use the “trouser” as a kind of an
indicator of what still remains from colonialism in
postcolonialism. Tt is this underlying element that you do not
question, and is part of you now, because you cannot go back. I
think you cannot go back to doing #kiyo-e, unless some amazing
person completely rethinks ukiyo-e. Ukiyo-e now in Japan is
photography and manga. 1 think that one has to try to get hold of
that in this discourse: that we might not understand each other,
we might be wildly different, but we are all in the same
discussion. And we get out of it what we put into it.

About Singapore and Malaysia. ... Poor Singapore and
Malaysia! The Mongolians are very mad, too, because they were
not in the exhibition. Genghis Khan is going to declare war on
the Japan Foundation. I am sorry, I not being rude about the
question. I do not think that the exhibition was about
representation. For me, it is about process. That process is
empowering curators in different parts, and it could have been
Malaysia or somewhere else, to do something and bring it all
together and see what happens. The exhibition has all the
strengths and all the weaknesses of the process happening. But it
is a very good process — perhaps more important than the
exhibition itself. I think it is the first time it has been done, and it
is a great experiment.

Could I say something quickly about audience and art? T do
not think Kant ever said art was an end in itself. That came

hundred years later. The point that he made was that art is

autonomous. If it is autonomous unto itself, how is it intelligible?
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Kant’s solution to that was that it was about beauty. Art had to be
beautiful. How do people know what beauty is? Beauty for Kant
was a moral entity. Everyone, whether they are bad or good, has
an innate relationship to morality. I am nor talking about a
bourgeois sense of morality, but I am talking about moralilty in
the sense of moral philosophy, not about sexual morals or
moralism. That is the point about art. It is related to life. Why
bother about audience? They have a life, too. It is the art and
culture of their times. Obviously, if you are committed to art, you
want to share it with other people.

The important thing about art is that it critiques and
subverts the use of many of the channels by which you usually
understand things, as in communication. And this is an
important function. It is often internally contradictory. It is not
making a single statement but many statements, some of them
conflicting with each other on different levels. And that is how we
are. That is its richness and that is its beauty — or part of its

beauty.

Moderator [N. Sakai]: I think the issue Mr. Vellani brought up as
part of the Indian problem, at the level of different states within
the nation, is closely related to the problem of Asia as a whole and
its relationship with the different parts of Asia. If we look at the
issue from this perspective, we may link it to the issue of
tokenism. On the contrary, there may be a problem in Japan of
representing the Asia as a whole, and countries in Asia could resist
being cast outside as the “other.” These issues may be related, or

may not be related. Could I have a comment on this please?

A. Vellani: When would we say that an act of representing or
including — say an artist or a country or an art form — smacks
of tokenism? It is when we perceive the act to be nothing more
than a symbolic gesture, one that does not reflect the true beliefs

or convictions of the author of the action.

An act of representing or including in one realm might

suggests tokenism because it runs contrary to how that agency has

consistently acted in the past or in other realms. Consider a




multicultural country where the State organizes dance festivals

that give representation to the movement expression of all the

different regions and ethnic groups. Its economic and social

policies, however, point to a strong bias in favor of groups
representing mainstream rather than minority cultures. One
could rightly conclude that the government’s inclusion of
minority culture in its dance festivals is a form of tokenism, and
that its so-called commitment to cultural diversity is more
rhetorical than ideological.

Or take a specific example. The Indian government has given
very little recognition to the various ballet groups in the country,
whose work springs from the innovations of Uday Shankar in the
late colonial period. This is because the Indian ballet tradition
that he created is seen as foreign in its inspiration. But during the
100th anniversary of his birth, the government did sponsor a
festival of the work of Indian ballet groups and discussions on
Uday Shankar’s contribution to dance. This was clearly a case of
tokenism because it flies in the face of the nationalist discourse
that otherwise informs the State’s cultural policies. My point is
that one makes token gestures to appear politically correct, when
one feels under pressure or finds it expedient to publicly uphold
principles or beliefs that are not one’s own.

In an exhibition of Asian art, the art of a particular country
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may be represented by too few or inadequate examples. But it

would be wrong to conclude on that basis alone that the art of
that country has been tokenized. This is because thoughtlessness
or incompetence might explain the under-representation.
Tokenism is an intentional act of making small concessions for
reasons that have nothing to do with one’s core beliefs or
perspectives. Therefore to damn the exhibition for tokenizing a
country’s art, we would need the support of arguments that show
that the exhibition organizers subscribe to views or policies that
indicate that this is an instance of tokenism. Their past record
might tell us, for instance, that they consider that country to be
not at the heart of Asia but at its periphery. Or that their idea of

Asia excludes that country altogether.

T. Mizusawa: There was a question, which mentioned that it was
perhaps Asia who was “co-figuring” itself. When we speak of Asia,
it depends on what samples we select to represent it. The
dynamics of co-figuration — the acknowledgement of an entity
through its relationship with an external entity — and its
propensity to project an integrated representation, when
underwritten by a cultural apparatus, is a modernist
phenomenon. So the example of the fascist representation in the
exhibitions of 1937 is a case of such a dynamic demonstrated in
an extreme say. On the contrary, a force that counters this
dynamic motivates us to create our exhibitions today. It is the
source of our energy. Yet because the same problem still remains,
we are trying to understand this issue now.

In relation to the issue of modernity, I would like to
introduce the example of the discovery of Japanese crafts in
modern times. Craft existed before modern times, but by calling
it mingei, it was reinvented in a co-figurative scheme in which it
was opposed to art forms such as yoga and nihonga.

Yanagi Soetsu, an international figure of the generation
following Okakura Kakuzo, discovered mingei. This is how we
have come to acknowledge mingei today. Yanagi, in a co-
figurative framework, claimed that something called “Eastern

beauty” could be found in zakki, or ordinary crockery, produced
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by anonymous artists. This created a nested concept of tradition.
Yanagi commented on tradition from a modern perspective.
The dynamic created by making this comment was in itself a

modern phenomenon. Prior to that time, the Japanese were most

likely unaware of “anonymity.” Once “anonymity” was called

“anonymity,” anonymity is lost. Once these artists we recognized
as “unknown, ” they were no longer unknown. This paradoxical
dynamic gave birth to mingei in Japan, and it was a dynamic that
supplemented the salon-type exhibitions organized by the
government at the time. Eventually, mingei developed into a self-
reinforcing system in which it endorsed itself. To touch on a very
sensitive issue, Yanagi became the authority who decided what
constituted mingei in Korea. His system of endorsement reached
Okinawa, and even Mexico through his follower, Hamada Shoji.

This phenomena could be seen as a cell splitting into two,
where the object that was pure — doubtful as this may be —
acquired a second life with the help of the dynamics at work. This
may be analogous to how the situation of Wei in Not One Less
was transformed when she let tears roll down her cheeks on the
television screen. Something had changed completely at that
particular moment. In other words, the unknown craftsman was
transformed as soon as craft became known as minges. 1 think
there is a kind of modernist program at work in the background,
which forces us to articulate and share a common representation.

There were not many museums in Japan at the time, so
Yanagi established his own private museum called Nihon
Mingeikan (Japanese Folk Arts Museum). He had to do so in
order to create a space where he could share his idea of

representation.

Moderator (N. Sakai): Thank you. I would like to turn now to
Mr. Mohamad, and then to Professor Chow, who has done

interesting research on tokenism.

6. Mohamad: As I understand it, many ideas of multiculturalism
in the United States, and maybe in Europe, too, imply that

identity is a form which is basically a group phenomena — either
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nation, race, or religion. In other words, it is identity that
represses difference. The importance of difference is that it can
speak something that does not come from the group identity. If
there is no Singaporean artist, maybe the organizer was not
concerned with group identity as much as individual expression.
The problem is the distorted notion of multiculturalism on a
larger scale. There was an incident in the United States, in which
the father killed his daughter because she rebelled against him by
marrying a person he did not like. The defending claim was that
it was culturally okay for the father to kill the daughter who
rebelled against the father. The notion of multiculturalism is
usually tolerance, but it gives no freedom for the woman to be
different from the difference. In France, years ago, they tried to
prevent three girls from wearing jilbabs. Some intellectuals
defended this by claiming that these gitls should have the
freedom to be different from their identity. The idea of difference
as a kind of emancipation against identity should be part of the

agenda today.

R. Chow: I would like to briefly say that the whole question of
multiculturalism in the United States indeed makes the question
of tokenism a very urgent one, and it seems to not go away. There
are mainly two issues. I think it is highly problematic that it is
only certain people who tend to be treated as tokens, racially,
ethnically or something in terms of gender. The criticism of
tokenism along those lines is very clear to all of us. You single out
a few members of those races or ethnicities or genders and make
them represent the entire group. So the whole issue of group is in
question. It is as if a certain group of race or ethnicity could be
represented by one or two people.

On the other hand, since I have found myself in the position
of being a token a lot of the time, I also understand that a certain
kind of power comes with tokenism. I, for one, would not like to
not use that power. If this is the only opportunity I have, I think
it is much better that I use it rather than letting it go altogether

because of being overly critical. So I think I am slightly

schizophrenic on the whole issue of tokenism.




In the West, for a person of color to have any agency in
speaking, you are always, in spite of who you are and what you
intend, you are always perceived as a token, whether or not you
like it. So if we speak as tokens, we do so with the full knowledge
that we are implicated in the system of tokenism. I do not think

that any person individually could overcome this.

Moderator (N. Sakai]: Now, I would like to take questions from
the floor in response to the previous comments by the panelist, or

anything that is related to the whole symposium.

Question: My question may be abstract, but while listening to
Professor Chow’s presentation, I thought that in the situation of
Asian film directors there is an inconsistent or contradictory force
that is at work within the individual film director or the audience.
I felt that it was important to re-examine the conflicting forces at
work here which are more fluid than a single locus of power
which is usually revealed by cultural studies.

If this is the case, a representational artwork, particularly
film, is a unique medium which moves in the direction of
embracing a variety of conditions. I thought that the Asia in
transformation is related to this.

When we turn our eyes to Japan, there are not many places
in which artworks can be viewed in terms of multifaceted
criticism. There is not enough information. But at today’s
symposium, I found much new information. I think it is
important to have places like this to discuss the issues. Would you

care to comment?

R. Chow: I think that those of us, Professor Sakai and myself who
are perceived as token in America, are not going to be tokens
when he is in Japan and I am in the Chinese-thinking world.
am not sure. | think this is a very different question. I do not
want to give a facile answer, so with your permission, I would

have to defer from the question.

Moderator [N. Sakai]: I think you are saying that cultural studies
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cannot be applied to situations in which political relationships are
so obvious. This is hard to know. It seems that cultural studies in
Japan needs to be connected to a place where various kinds of
forces are in conflict. I think the best person to answer this

question is Professor Yoshimi.

5. Yoshimi: In relation to the problem of site, the problem of a
site which makes representation and criticism possible, I was just
thinking about how a space in which art is represented —
particularly the art of Asia or avant-garde art — developed
significantly in the period after World War II.

Let us look at the relationship between art and the State in
the postwar period of the 1950s and 1960s and after. In contrast
to this morning’s discussion on the Gwangju Biennale, I would
like to talk about a Japanese example, the Osaka Expo of 1970. I
had an opportunity to interview video artist Yamaguchi Katsuhiro
and musician Akiyama Kuniharu, and they told me that many of
the avant-garde artists who were active in the 1960s became
involved with, or were coopted by, Expo ’70. One might ask,
today, why so many of these artists became part of the system
with Expo ’70. At the time, many of them had hopes that the site
or space of Osaka Expo would give them an opportunity to
achieve something. The sites of national politics and artistic
representation came together in Osaka Expo, which attracted 60
million visitors, but the experience of the artists who took part in
Expo led to disillusionment and despair. I have heard that they
had difficulty moving forward for the next decade or so.

In looking back at the period of the 1970s and 1980s, I think
about the places that provided alternative venues for presenting

art to young people in the context of urban culture. Sogetsu Hall

was important, of course, but the venues run by the Saison group

was another example. For example, the Seibu Art Museum was
founded in line with Tsutsumi Seiji’s department store business
strategy. Studio 200 in Tkebukuro emerged and presented avant-
garde art in a relationship with commercialism. I believe Studio
200 and Seibu Art Museum were venues that introduced Asia art

at a very early stage. I think there were two sides to these
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ventures, and it would not do to criticize them just because they
had a commercial aspect.

In the 1990s, we saw the Japan Foundation Asia Center
organizing symposia, or supporting exhibitions such as “Under
Construction.” We need to think of what this means. So to
answer the question, the place where we can shed light on the
issue of the relationship between art and politics in Japan is, for
example, here in this space. Could we not see how sites for artistic
representation evolved by looking at the flow from Osaka Expo to
Saison, Saison to the Japan Foundation Asia Center? This issue
could be addressed in terms of the structure of Japanese art
during the period after World War II, particularly during the
period of the Cold War. During the same period, the
decentralization of art, taking it away from government venues,
has been a persistent issue. I think we can find our current

position in this context.

Moderator N. Sakai): Thank you. We have another five minutes

until closing. Are there any other questions?

Question: This is another question addressed to Professor Chow
and Professor Yoshimi.

First, to Professor Chow. I understood the analysis in your
paper today as a kind of allegory explaining the transition from
directness to abstraction in the film. Your critical essay itself could
be read as a somewhat abstract allegory rather than criticism with
a realistic message that can be read directly. It seems to me that
the structure of your critical analysis is analogous to that of the
result of your analysis.

If this is the case, I think the transition to a more abstract,

commercial or media-bound world in the film is accompanied by

a sort of yearning for a direct engagement, which gets
) € gag g

marginalized in the process. How do you look at directness in the
process of shifting to abstraction? What is the source of your

feelings toward direct engagement?

R. Chow: When I see the film now, because I see Zhang Yimou'’s




work very well, I am not a naive reader of his films. When I see
his film, I know that a certain coming is always is in his style.
Because of that I tend to be much more alert to the fact that
everything on the screen may be seen in a dual way. So that was
what my paper was about. In other words, how he managed to
make a film under censorship; the Chinese authorities thought it
is was about realism, it is about the poor people in the

countryside and he did a fine job. But at the same time, if you

look at the film language that he used skillfully, I think that you

can see a very different set of message.

How I am moved by the film? I am precisely moved by that
level of coming, so that you can in fact engage with the film at
both levels. I was very touched by the sentimental story. It made
me cry. But at the same time there are more things going on in
the film that speaks to us about the complexity about the new

media in China now — how exploitative it can be.

Question: I guess you are attracted to the artistic qualities of the

director.
R. Chow: Yes.

Question: I would like to ask Professor Yoshimi something in
relation to the previous topic. When thinking about
representation and identity, you say that Asia’s representation is
two-sided or ambiguous and proceed to analyze the pluses and
minuses. Then you said that it is important how we actually see
Asia after this analysis, from this stage on. What motivates you, in
your position as a critic, to take case studies from everyday life in

Asia?

5. Yoshimi: I probably cannot give a general answer to your
question. In this symposium, I particularly found Mr.
Mohamad’s presentation extremely interesting. I think you can
find the answer to your question in his presentation. I was also
stimulated by Mr. Vellani’s presentation of the Indian context.

Mr. Mohamad and Mr. Vellani talked about very different
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things, but what they discussed in both the Indonesian context

and the Indian context offers a kind of answer to your question.

For example, “Under Construction,” at a different level, gives

an example of what young artists are thinking about in their
everyday life. I think we have to study each case individually to
look for a practical answer to the question, so I think that Mr.
Mohamad or M. Vellani would be able to provide a more

adequate answer.

Moderator (N. Sakai): Thank you. It is already past 7 o’clock now.
I would like to continue, but it is impossible so we shall conclude.
Thank you.

(The End)







JRAYZ T AY R

W 1548
W& VUV RY A [REIT ATV T

2001 4R ICEBRARRBE S TV T vy — DKIEZ Z T TH S, MfkE
DMPHIFELLTEHT A, MR SA. FLEMBOEMROM2S
KRS A, BESA, MBEADPLRAZDY YR ILADFEF—
LO—BELTMANT AL L o720 CORMBICHNT AICH72oT,
EMBMRTIZ %L, U, BAES, C#ZE, Vv —F XA, B
7855 D53 EF DN A DI BT, JRWEBRTOEM OHIEE (2R
Wi, WEMAE, SEAMTAR. WS, AL OBIE, v AXT T EEED) R
7Y T TOXALER R BER TENAHEEZLTWD NEEZRAL, &
NS DBNHE O W TR 72 e & VR ) 380 & MLk L o LT
TTHITED, ROBRETHDHE THL T2, TORRE, ZOHFNE
ZHoTWATY T, 8—aw S, LT AV DR %R L7225, 2
DIBI=—-RAYM, LA -Fay, FRMER, EHEIRFIIRLZ LD
T&72o 72, 220 RPEBRREED I =7 - 72 u0—Tho/z
1997 ~984E TV TV — DM TERSI2ZEDH B, 7TV E
NIFOBMENDLZ L B oz BEDEMO T ¥ V721 T B
T E TV TEWI B L MR OMRE BEZRTLIIEET
DYYARIILADEBREEZEZ, COTFERTFICBHTELLHICHE
GOWEZHEML., S CiMboOMEHEORELEHFOEREON
BEITHIIOIED,

VYRV ILATIEEELR L WEEIR S, EMREOFFOBUE
BT = A4, RIEEFREARM EFZO LR EV o7 FEMITL -
TEEZMETHYI OO, EWMICOVTOHERTIIIN T THEMNE
SNAZEDRVEHEW LN DRI KRELIFHETH oL B, JF
2, HEE OB 2B LR L L, SHEOY Y RY IADRIh O

420  Panelists' Comments




ZlEolze o0 SHOFGRIIRLTINLZ T THL OO TIERL, ¥
KON EF 2R WEEZ YYD DTH 72D TR WrE R,
dird MR - KR - B - M SADRIR LD [ 7Y TR A &
WHWTH o722 COMWIET V7T OHERNIET T%HL, a—ayx
RTAVA DAL S>THEELFETH T, Eifiz AYIIILT
ZNUNDOGIHDON A% B E AL R FEoTV b, EBRACHIE AL

30 J& 4 ‘,"‘@f?‘/s"‘—':‘/zlﬁ?&awEatmtﬁ%bdﬁgéntzooz
EVRADESEOY Y RY IR, REBICES>TR AR TES
LD THo/zLE LTS, (200341 H)

ARG
BROIT7YT7]—kvvar IOREAHLLT

SOV RI YNNG, KERHHALLEDbRS tdﬂmﬂﬁ z
EERAFICLTUNENCE Db S TR 03 5 3 2 A il &
LCI7IV71%2%ET X, ThETOEBRREEFMICLS,

HWO[TIT 12D By YR IATHMENRMARR ST
bOD, FRIDOY Y RIILTIE, ZNBVEDDERM LR 72,

bHAHA, ZOTEIE, FELLEMMH] TH D, a—FVKFWEH:
ERBIZIC LD B 57 BROFFNLEETHHBREN [XF
ERAL] &y T — w35 FE) L7 [#RIER W 72 | BEHEOMK %
BT, ATPOE[TIT AIEFDHIBWREEIEH S0, L) w
12 ZORERRIZEH IR, ZORRICEHERICESbATY
BMEN, KFETHRONL[TY 7 I —ES4b] 2 it s 5072
BT, BRI T AL 5. MADRKRE R ST/NEAEIRK
DBARLCODVTORRIE [TV TIE—2 ), ZO[T7V 714
KMZEST, LAV [ZEITHoTz, Lol KIBRIRGEHE 23R L
[TYTIDATHa =7 L LTORLMEEEIND, BEERO 7T
ANJELTORLEFVLTDHAHET, DX, ERKIZ, BFEED
DB S, HEZ L E T 2 EARORFEIMBEDOT Y T D&
BXALRIEVH LTV 22 2y F 3 ARFHR L PR RSE £ i X
ML7z. 7272, RISOFBEOLRFELDHY . €O 2538, 211D
[Hrar ] OFks B O ER % FT ] 3 2 W REME O S 2 Rk IS &

Panelists' Comments 421




EBITRETHNRN - T Ay ar TORPICHAET HIENTEL
P olzZeDFRETE o120 MBD AVFRI T HOBMLITF T -
ENIFROBERIE, 7V TICETIHAIZ MBI LEAVFRITD
FIE VG B 72 F % 250 70 A3 5 M 72 B AT B W L 720 SO0 [Hif A |
EVIHB I, WO RE LIS L2255, 7SRV T Ad
AV TO[FEONTIT VI RRITHEET L8R T2,

(R L TR oW 2o [ 7V 7 IS A I 2 EEMAIE NS
HEE LA NS ORAD»SZiZh B L KD, oFh,
BEBO[T7IVT 1 F 00008 51 HEEEZ MDD TE LRV OO0
CHHDOEyYaY I, ITOREILH, WORID[Hon/zndD
bOT YT NIRRT 5 HBIAHE S Tw :a)(i;;‘-ﬂi%ﬁiﬂhf-m
PHLNZv, LaL, ThZzLonh R, 2aled, BY
(5521 5 | fa I IZBUKIC 2 N DITE 20,

IR R

RMOBMLI vy ¥ ar Tk, BA, HEL AV PR T7TOTT7Y 7
BRSO % BRI ICHET T A2 LIl oTW Iz [TV T DOE%RM | W
RIGVTYVTEVI)EETIE, ERMHFEHTELRVOTREVREY
R N E VAL E AP (A

EHEIRZO THETIET Y720 bmdRETwiRv JEnHik
i3, ZOTIEBEMICERN SN, EROBRBTRLEhZVWTY
THHIEOFIELT R VAT AR IO [E T AT AT
R E b ) B2 e W 72 A%, SRl 12k a0/
—ay N\ RIDEFERD S AN, A—=F NV TIHEE R E 5%
B oizlvid, TNOHAHARDENHE D 1940F R D H 5 ¥
EHENTVDIRRICES>TEHHIREZLE ST

ENTYFROAVRARYTOI TV 7 | Bl Z WAL R HBEDE
Pl b D o7z HERFICEoTHETINA 7Y THRIGEKRTIE A
&y I8TF =TT L&mtku\')a‘ HiE. €T FE RO AR L
LREICOBN S, T ¥ T— NI EoTh03 N7 [SHbrosh E 4 |
EVHIIAT VLYY T BT ITEM, AV RV T OMBHF AL ST
RHOLNIZE VI DBFAR TH o7z, FFITHEEH R LV HILH)—>

422  Panelists' Comments




DIHFEICESTRAINZT VT | 2 BV B- IV —T DR
W, ZOTERVHSEN, BICAYFICBWTIIBREORTFE T
YTV —=UHELEDY, KA THROLPEBR LIV —T DL
CZDEEID 72T TH D L b, AV FAY T OMEERRD
HARFEO HHE B L2 W) FHEIZ, REHOKLoBHoHFELR
JiRey FFALERAY O EHEOMBREDEB I L 5D 072,

ot H O TARIRMKIE, 7720 [EREEEME] L TR
EMBR OB L -T, EY= X2 BERICSAKRERN DOV NEL SR
TWBIEE G720 ZRAE ST 72 ENT FEA [EREVIBDIRE
BOFHICH T, HELiFFELICHbLTHEEMICT) -4 A
MY AFL | THBIE, /2. [TAT ¥ T4 T EARWIHE SR
D—HREZEVIZ ZFHIZEIWTVE | OT, HFhbiRvEniTi
WEW)RFHbHEEFESTVEOEMERDS, FAIMFEDOTTL Y —
OHT, HCOBOIZFEALIRLDOIEEEZE X TV,

T | 774

FEIE, 7O TEROVEDTH B, LAL, FETIETY TICHET
ik EEF ISRV, AP ZORLEENIH o TEZTVD
. BARLBEIZT7 V7 ix RECRRE S ®-0I12, ZEhETIRIH
WZBT 2 e otz Oh VI BETH o7z, FAlE, ¥ FRT Y
LADTVEYTF—aryTUKODNDEZELRVELIROEREZIRRL
720 B [TV T OWE, HAHNE—HMOILHBERO TR L% S
OEIZ 1ML DERD TH 2. ZTOROFEANDIEARNZE 2 TTIE,
HFEREED I OP AP L RE S 20D o7, HUT, H
EOIARDZEAL, FF2 20 DL LI, HEEGFOBEZRET
B L RO MEEHEATEK S 28 TIE, Bk Kik, EEgE
FLRECHTAIERDT Y TR INIAPICER SN, BIRERAIC
. TIT T IVA TGTF Y TAV QEEWIESDZENREhORER
EXAIZH BEVH ENIE, LA, FEERMUICBIT IR 5D
O BMFITICHBEE ZHNT, BT, 191K, FRIC20iE Mo
2B 5 HAR R EFRO [KHRHEILKRE | L) H0b0il Tbhiz
TIT7 (MER &) ORI NS OO TV T B & DS & [

Panelists' Comments 423




ATZe ZHICE ST, FAEZ IO TV 7 odERMIE, KIS
BLTLEo7, SIS, hERERD A F 4o F— VL SR
DIFENHH S 720 7255, xﬂ)ﬁ”q‘«:f‘i"{’aL\*]i?EJW%QHHFZJUL B4
LTHEIZBT 2PERETIH S, cohERHOBEICBVT 7
VT NI D BRIEBED I ST L 572, SHITFHTINAZ B &%
D, BBEOREOWEMEDOH T, 7V 7o M RoOFHE RS ICL
STEZODOWFUIFII O, Z2ETT7 Y TEHRBORHEDE DTS
N2l THDH, ZOWERZ. SHOTY THOATEBRICHEDS
THEREEEZRIZLTV S, (oC, 7Y 7B #RT 5100
LD, WIS L AR E RO LI R X, FriRib ER 0T
HOVILLERAPLB KM T EICH S,
HETOY Y RYIAG, OTT Y7 REO#RZERILT 2
=T2eRPEL UM 7Y THBOKRIZ, BA ZHHOHAITKE
BB ELLLT [ Ty¥y—-av AT oy ar | JBIE. ZMEIED 535
IZBITBZDOMBMDOIEMR O % BTz, PETIE, 7Y T7IC
B9 B2 o720 TH B0 2 bl IR b O EH S
VXS B8 727 H R DTS DIE2 ) Tld i, PEARA
DEFDOT T THEEOMZITH T 2EHOBLEIERI LI SE, FAlE

BLUEL TS, ERERIZ. fA72H 0 HH %380 % RS 2 5 7
Llﬁ‘é’\ﬁfli&\«‘ TIT :I;{]j_z)n;iu 7.7).'1'\{’[‘1' ﬂ _L\J?Féjj TUII;ﬂLf;lJJL!'_
R Z DD B LA RZROWRELAE DL L2, T LHh 5 H -
TWwa,

7F Iy ®NTER

[TITEFMM? JEVIVIE, TRT—F- YA —FOREMLE
H[ ANV I AL R ER TR WEEIT SN TEZ[H) b
LA ? | EFERE CHETHEICD D> THRIE SN TR, 20T
— VT TICHEM LRSS TV ALK L TWAD T, FLE¥EYF—V s
Ve R= N — DAL NI H LIz TR [Ty —-avabssy
av | BEEBENEZ DT 272010) ZOMWE EFRLBIEOME L LT
B EFEIEZERI LEL, BERVES[TITIICOWTRETE

LX) R= N —DORENED T3 TE LoD T, 7TVTICHT S

424 Panelists' Comments




F—REAVFAY T DET=TAORBLHE ST HI LIz,
ARV IAZ, MOTFEEZBRAT, ZA2ICHAVWSDER T2,

AT —<ELTLEYTF—Yarddhh), SLeERIENTE,

NAVARSIEHIC R o720 7272 HIEIE, BRETH D, EHED

KW aBY Ly TREH L0720 SMABOBIMIEN (Lrd 45

[V 25 BRI LZ%)'kf‘ﬁ?‘(/)lif-t'fféﬁiﬂéff/ij‘O)f‘ Bia LoV OREE

&LM’;O/\#} R FDILICL DD, BMED Ew ST BRI A

N WEWHREICET L7225 TH 5,

COYYRYVILATR, [TVT 1K BRT HILOMIERM 0]
BEPEICDWC, PEBRGITRIC X % A R SZ AL 2 & H AR 77 [ 3 R
S BROWhORT, T4 HOra— Vb EAR, XL, £
RANHEEFZEBEZ B2 T ARIDOH T, VAR THEAD D 5
BEREDLNT Vo2, 22X, yvary 1T 777 -ENTFRIE,
F 0¥ OREEROF CTlELINDIEZBL, A¥ FA 7 MK
BOHIZ[TITINOIHRELFBRLELWEIER, £HL7HT [H
A R[4V F ORI LKA S, HERDOTFE TR ZIT A
oM TOGARZEDDTHPPICHE B Lz, MR ERR )T
YHVZLOINRAS, FR S, KE S, BUBLTH IR L
WIKELZIVTFIAMNDHT, D EDOIHN[TITIRFED, HHW
FFEST, TOZ LA M T T aF YA L, EUTH B R
Fa— NV EATEREVDLIRAENIZBEBRZHEATHL DD, 2O
BERIETTY 7 125 B8 CEBE N 2 BRI, TRERRY OB
BOHWRELN TV o7z,

BAFSEHEYL722200kyyavilonTEIEHIE, kyyar
ITiR BESAPEIVF—L, My F—Linsiz7— b ERE

LM, Ty vary MTE, B, HEl VoY vy VETH
JERRTF D0, TENOORKDGOBRRFOH T, [ 7Y 7 | HBUE,
WIFER - BRENTVEOD % BVRL T o7z, SN LAY,
HHNITF— Ty R Ay FOHE IR BOOEBRN RBRE TR
20 [TYTIDBREN, FL2T7T— IS U LEHRMIBER SN L




KVIEH ST E DM FEM AR XM L7z, Za— 5 fkopT
TR AN EAPRFHL . SN AHREEH & 2 5T 7— FO RIS A
PITONRTHWLZE, LA LERAN TSI/ O— NV A BAREE O
BO—EFELLTWAEIE, HDEVIEE ALEHN L 7 —FDRERAE
DoTUWKEED, THETORKPLERN R T DFLESL 218
LHLTWKEIE, LA L 7—bORERIZBIT A% (b EHD TELL
FO—\V B XRIE 2L TDHDN LI E, TRSOFHEIZBKlT
BWEER LI TV

2HEDY Y RTIMIBIMLT, EbDTAIEDE V., Lid EEY
TT7 FaT Ve R, BED L TR SN, KWiZEse
CAVHoLEY,

FHW | f-3>7—
TAT Y TATACHT BWHIE 71 20— 2D E#

L’:ﬁﬁh’tH“*Fl-"?ﬂ)l%ﬂ% B —HICELCRCEEEZERTHEVD
BEIDo72I o LD TAT YV TATAE VW) TF—<id, F8IC
DEH% Y k(lﬁ'}'EL;:{kxlnn%ﬂ%’\%T*‘ﬁ Thb

TAT Y TATA D RRIFETIE, H ~n<m-MlE(/>£§I‘J'It%ﬂ%“ﬂ@
RLHTRVEREINS, ICHHDLT, :ﬂifﬂ?‘/%ﬁf (EESpl

WCERENTE, Hb [ﬂ%(’{)/UD/%T/T(Tf*/\IVE
RIBITHRIIL2bDid v, ER, FHE, ﬂa]}\fv%ﬁ
TATADERBE G LWHIE R r}\l»étmv'l'fut BT T
726, TRRED I LEREVEHODE S D MEOTAF V5
T HEVRHEDTAF VATV T — TR EL, TITOTA
TYTATAE V) DONBHEDHEROP LN T —< THLHELS, [T
ATV TATA LV BEICEOb LG BERIIRLESIH. /2.
HHMIR, FH. AN, BROYEN2HSDT T4 7Y T4 71 % 55y
BT B2 LIMiftiiZ B D259 9

EBERRREET VTS — Il koTERINESHDOY Y ED oA
[RES BTV T —RRETATF V7174 11k, BRSLEROKS. %5
Wi, BRER A E VIR EDI DTN TA TV FATAD T AT— AD
FRAMZIIRL, TV TICHT 2EBS L uwiin e i 3o o72107%

426  Panelists' Comments




WS L oTce T2, ZO X Rk A R E IO, EE DD
BTERFEATELRER XN TR oz AV RY Y ALFIKEIF
BOEBRREET V77— EROBERIIERGL T v, EEE
Lo, ZLTRERN R TA T Y TATADME~ORE L5 HE
BRERELEBIZS) .

FMIHEFFRELT, AR OEMRLLT, ThETISHTA
YA TR R T AR E Do, LAL, Al ShETICRWVE
IR LI EIICE ) ChETOERDILAAERLLDTH-
7od5, IEEREZA, BEDHERE BN BE D o7z, 2FD, T
NEBEOBHBIGBRX e h o7z, L2 L, SHOERIZ. WAWALREE
MAERLBEIRTP T2 7VT7 NIER U A ? 8% 5 ULHHE R
L0230 bD N A BEAETHT7 VT KBEE, RA2LT BLXI L
BHARMSTEEON? NSO EMIZ, —HTHhEVEETIELVE)
IR 225 T BEDTAT Y TA T ET 574 A0 — A% HiEK
ECHATELDTIRRZVAERELT VS, A ik, FlEHIIKFHZ
V.C SO OEMZBWHET TR 2T UE RS2 WE A9, TRIAV,
BAKI 23552 WU T, 7V T ORKEEALOER D EIZKH % T
THLZLIZEE LD TH S,

@Y

ZZHEEFEOBIC, MENTY TV — (ST T bt
y—r LTV EDOY Y EYIAIRIARNR—BELELTS
LTEZAS SIS oL AEERN R FEOY ThHo72 L) Th
FTONAAMIFAD O TEMOHIEERL F2LAF— T—T4 A
AHULTHY, FlxEERLICHEST, WEEDFHEDE 4 K Y DRI
BoTETWNETH b, BHEHROEMDOHEDENRES =ZXLD
W2 H KB ERD A ZORR»HHIF HE Rl RoTVLW
ST,

NI, 28T+ — 307 T—Y DEMRR AN F 2T AT T —
A DBBEHFBMUI=Z LT, 7Y 7 OB E X IRH % T RS
BIEMTREE 2 572, SRICEH S KoL MO [ —ERIL] &
VIR, TN LORROERICHLMEZFENTEFLE, ¥

Panelists’ Comments 427




YRV ILEROBMAE THEL DL VDBDIZT B LICEHE LTV
IHBbh s

TIT HNAER R IR A R WICHBIDS T, MR LI
NBHDIZ, ARVICEVIZ UL, TV TEVIBEDAT] fE (lmposslblc
THDHIZHEDST A B (inevitable) THHEVIZ L TH L, Hik
W, AYFHKRE, R 7Y7, BTV T7HREMTTE 2L, WER
ZILBROAEZ, 5, FELRRFONRELRDIB225, Uil
ZDILELSTTITRRDLELILIITELR Y, BELERINL
RO, TV TEVCHIBERIVCLBELTOTEED IS LA -T
TLEIDTH D WRKDTITDEY =A% R D HERDENRHB L7
CITEE LTV 3§ 7225 S—HRILIZZ ORI REM: DG = 7 %
TYTOMBELTRIFLTAEbIFTH 5.

REEPMborctyary Tk, 7V THREAR L VIV AFLADH
TORIHDIEIR SNTEL DLV IS HIRER, Busic a4
L) EHEM M ORI Z N 722 — W 53H b3 S 7z, 904E
KPSBBGDOF 2145 —L LTT VT EMRDORBAC H&Hao'c"sf:i?rc:
L TOBFRICHEL TV LM 2 EIC BB T 2 BB EE
THY, MORBEEDPLLERENDLIEDN S H o7, ‘)é)m%’,w“/‘/
RYIAIBMTEZEZEH L2,

p=— -XR%v}h

TAT Y TATA R T A

i, Y Y RY I E MO D RBOEEHROY T, /SR A M1
LTHR D LRI DTSN RBEOBEMAS [ 7Y 7 Eid, — KW

BOWP? 7 otzb T LB EREIBRIC, L IDEFE BT
SREDNRANAMSRI LRRF L 072D TR WA LRI, COXIBE
MAWESHHBEIE, LVIHIDD, BERLEBELTHLEEBINLYT
B IR Tzt Bbhi:L, /2. ZhiEY BRI YADMA IS
TATb N7 EM RO IERFE TR SR 72 X912, BIE, Ho0id
WL BEFITYH, S—TunNR T A AR MDD EH T LI LT
SHRVIINT, TYTEOERNCELL BH T B HENH DI TIE
BWETRINTVEB o067,

428  Panelists’ Comments




SHIFHIE S L DAL TA TV TA T4 EDDTATF Y 7474 [
B HEOBRO FISEIHL, BN TWEWIBEALTH S,
2%, PRZFOLDONREICELL., MBI TH L7280, TATVT474
b2 MR SR, HILWAERLEREZ AHLTWA0TH 5,
BEOTITOTAT Y TATAE. ThETITbNWTELTA TV 7474
BB 5 BB OFEROFTD, EDbIF, I—ay N LDffRzEDX

W TE DI o L L, £0I— 0y DLELREDH D
3. BEOLDEIZR RS, FICBETDN TR AERMES OIKE W
HFEHOPTIE, I—avREVIEEZBT I TDOTAT Y TATAD
BELRLEI %, BESNE—EDORERATIRT DI LD TE R,

LAL%DS, RIFEMZLZAOERBICLEETES, AV VFK
TIRTIE, TAF ¥V T4 TR 22056 LB 2 B DY) G v o
THZEREZL VI Ay L=V EZOHFLICIWATVWDIZHE DS
T YUEYILDOETZEDOLDRLTLOZNEEER LTV o7
M7, 2HBICH 2570 F FLDHRT, TLEYF—Yavilkiz
T2, BERISEICEbTHIOBM LRI e o7 72, H
HFIESTHMENELLVIINTONT L Eo7:720, /SAYAMLEE
REDMFFIRANRICHASNTL E o720 TORR, 7SR AP LR
DTAF Y TATAREENIAR KD LY HEN DDA 25 T7 747 THEE
HITHAHIETA, TOIIRIMEIRT L R D o720

KIVERIIAMIBWT, =3 -T2V —NVIICE 2T AvE
—VEZDATUTDOAR—HEZ R TE, ZDRAvE—T @IV UE
bYRTholzEh),

F—rty K-t

A VRIIAR, BE, A% IVFaT - A T — X ERIA
WA ALY AN B Ay MEH o728, (EFHEEEZ BRVWTIL) T
TTELCEONANRP LRI T Y7 AV F A %), ZLTHE
FTIVTORELELTDOAVFAY TN T L Eo 700, BES (7
Y —av ARG I Yay | B) ICBREN TV T OE L LY ESICRE
BT LEo2E9ICB ). Fos ARBLR LTV TE2WLS
10T AYYRYIATIR, FHICHT 2. DI £DL)

Panelists' Comments 429




2wk DRI DOV THED IR E N 2 D o720 MR BLH ST 2
Ly FEHIE SN =0TV T ERLA ETRIEELERODLED
ThoHICHMbLT IrfJ’f!Tét:%éifﬂ’lfJﬂ!ll|m'c:ouxfi)&)i‘),i‘.ﬁ} “bh
Molze WROYVRIIATIE, LE UL T ORETIRZ 20T
37, RERRE LY, b BLHM AL V) KE R FE RO
BT TORETRZVD2ES) ) ?

AR e i i

TTWRANC, [RB T DTV T —RRETATF Y T4 0 FEHIC
BELT—<ERL 2O EENLSEE, Fa L5 —, HETRLE
DT, BHEPDFF LY Y RY Ia %k ERL-EBRHEEE TV 74
YT=ITHMBERLIZV, 227209 —F T 1HEEWYEwER TR
R MEEZI) L350 RAIE, KEVT XS0 Tid%
WL LIIF R G RONEB OB THR SN ZNE I
VIS 7 :iLci['i["’")c«nLJV‘T‘/Tt‘x?—(:ié%lﬁéﬂf;7\5~7‘}
—OFR, MK, T T —VAOREE Vo7 LICRRLTWS

A¥—H—I%, /;?Ll%ﬂ')inu'éiitabtf\’—'\”~Lli{}o'C§é}éLf:bh‘
TR Do72h5, bEDER—IS— 1 B H %2 PR L v, B 1Y
D THolze AL—N—DUENICHHADOEREHH T 2R—r8—,
HBEIINEELRAL T )= e BEERELTHEMT 2 LIk
FLTWIIE, 7V F—Yar 0@ sss il sh, MLz ss Izl
BT DEINTELDLILENTEDTIELWNLEES, Ly arEID
TONTVEY T =2 ar ONFIEEEL, 8RR 5ICE kL
TWDT, W Tld, RSB GNEES G LS8, BHLT»

CLHMMETH o/ OLIRTED FERINIC, FamEsiBlcny,
Eifﬂ;-t~1L1'UHJL:m«)/‘;i’)t:.'&’)

YYRTILTIE, EMICBT B A E ), oM AL
—A—DFRITHBLbI Tz, HE-T, Bk KLy arokbho
HRICEONEZ LMY Tt ERAOBLSE IV —TDEHT
Holzo ERRRIEET I T7Hy7 =D e REFRLTE 13

TR RESKOBANLEIDD R LI, 7YV T —id ik

LRIl ST &b THLNS, ZOHM IR TES, LiL, &




EZ, (ZDOEMSTIFICEED T TRV RIILADT — < & LGS
BERTHBEELBEZHLTLISAIIIHE ) BER /T4 —T
AT B SEOY Y RIIATIE M7= AL (RAEHR) B
BRI DZT ol B oTD VWD TR ZRWEAI N

VA -Fa7 | J!llzj'}fxr’li

A VRETIAZ, FEEICHBEDOITER LD 5720 T, Lo
LEL L IEATE, BERLIIENDEBEE R Z 725 5% bRk
XENLTHLRA[TIYTHZOWTEZSELNLNAETIERICH

SR, FB LR FRIENTE, BROBVWELE EREO ST
Ty yalVEinER A TAICLEH LTV D, TLEYT—Ta
YOHEICHIVLEROEM A NI Loz L B DS, BB R A
fr\;f‘l—wa)f[t'cti%a);")z‘;;tﬁf"ﬁﬁéLy’)w)fgkuv‘:tbf‘ﬂﬂﬁ’—t'ax
Bo BRELTIE, BGHMETELY Y RIYILATHY, HFEEDoTILE
IZH& 57259




Panelists’ Comments

Sakai Naoki

Report: Symposium “Asia in Transition”

In 2001, I was invited by the Japan Foundation Asia Center to
participate as a member of the planning team of this symposium,
which consisted of Y. Furuichi, A. Hoashi as organizers, and T.
Mizusawa, A. Tatehata, and Y. Kamiya as members who are experts
on art. My role was to first introduce leading professionals in the
respective fields, other than the visual arts, such as cultural studies,
history of ideas, literature, journalism, film and others, whose
interests are in the area of the arts in its widest sense (aestherics,
museum, art museum, art market, institution of knowledge, mass
media, etc.), as well as cultural activities and history of thoughts in
Asia. Consequently, I was to be involved in the preparation of
creating a stage for participants to hold a constructive discussion.
Tony Bennett, Rey Chow, Yoshimi Shunya, and Wang Hui were
among the recommended intellectuals from Asia, Europe, and North
America who were able to join this discussion in Tokyo. Goenawan
Mohamad, with whom I became acquainted when I was invited as
senior fellow from the Japan Foundation in 1997-98, also joined us. I
considered the relationship between the visual culture, not limited to
the field of visual arts, and the geographic scope of Asia as the main
agenda of the symposium. Therefore, I prepared my keynote speech

so that we could develop our discussion with this focus, and made an

effort to coordinate other presentations with my own assertions.

We were able to discuss new and important issues, such as those
on politics and modernism in art exhibitions, complicity of
nationalism and colonialism. As these issues were discussed in
contexts that had not been covered so extensively in the visual arts

discourse before, I found this to be a great achievement. Careful
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planning and preparation by the organizers provided the grounds for
our success. But I believe that this debate did not conclude this time
and, rather, opened new doors for further debate in the future. The

question posed by Y. Furuichi, A. Hoashi, T. Mizusawa, A. Tatehata,

Y. Kamiya was: “What is Asia?” This theme is important to

intellectuals, not only in Asia, but also in Europe and America. It
retains a dynamism that could potentially involve professionals in
other fields, as the issues in the visual arts give way for others to join

in. I found this experience to be very satisfying. (January 2003)

Mizusawa Tsutomu

On Multiple “Asia” — as Moderator of Session I

I believe this symposium enabled us to make an analysis relative
to a larger framework in discussing Asia. In the past symposia
organized by the Japan Foundation Asia Center to discuss this topic,
the process of establishing an “Asia” as a countering concept to the
“West” had been questioned several times. But this time, this became
one of the key agenda in our discussion.

This was more so, as Professor Sakai Naoki of Cornell University
kicked off the sessions with a “keynote speech” with fervor and
conviction. The issue that was addressed could be encapsulated in the
question: Is there any possibility of calling “us” as “Asians,” beyond
the “cartographic” construct that was initiated by the schematism of
“co-figuration” of Europe? If we continue to keep ourselves ignorant
of this construct, the dominant idea of “Asia” could reinforce the “co-
figuration” construct and perpetuate its viscous cycle. In the first
presentation of Session I, Professor Koizumi Shinya, projected a
daring hypothesis that the “Asia” that Okakura imagined in his
words, “Asia is one” was an “empty space.” This theory illustrates an
alternative image of Okakura to that of an Asian idealogue, and
transpire a versatile image of Okakura as an “Asian.” In the next
presentation, Professor Wang Hui from a perspective on economic
history, rendered a macroscopic historical view of Asia whose rich
culture was generated by an economic sphere developed through a
tributary system centered around China. Regrettably, I was not able

to navigate the discussion well enough as moderator, and could not
g
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