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m Greetings from the Organizers

In 2014, the National Institutes for Cultural Heritage and the Tokyo National Museum began
the Curatorial Exchange Program for Japanese Art Specialists in North American and European
Museums. Held annually, this program consists of symposiums, workshop, meetings, and other
events intended to promote international exchange, networking, training, and research.

This year’s symposium, the sixth one to date, is titled “Creating Diverse Narratives: The Arts of
Japan in European and North American Museums.” Many museums in North America and
Europe exhibit Japanese art, with some of them home to prominent collections. Exhibitions held
at these museums present visitors with narratives of Japanese art and culture. Each exhibition is
planned by curators, though the exhibition space becomes a place for all visitors to share and
interpret these narratives. During past symposiums, participants noted that rather than
presenting a single narrative as the only correct one, an exhibition should be a space that
stimulates the exchange of diverse values and points of view.

Learning about the diverse narratives of Japanese art presented at museums outside of Japan
provides us with valuable opportunities to become aware of different points of view. As the
Tokyo Olympic and Paralympic games will be held this summer, I think this symposium will
provide an ideal opportunity to think about what museums can do to present diverse narratives
and points of view to the many visitors who will come to Japan.

Lastly, I wish to note that the Curatorial Exchange Program was made possible through the
financial aid of the Agency for Cultural Affairs’ Program for the Promotion of Museums
Cooperating with Local Communities, as well as through the support of numerous individuals

and institutions, to whom I wish to express my heartfelt gratitude.

Zeniya Masami
Executive Director
Tokyo National Museum
February 1, 2020
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International Symposium

Creating Diverse Narratives:

The Arts of Japan in Museums Exhibitions

February 1, 2020
Heiseikan Auditorium, Tokyo National Museum




Introduction to the Symposium

In this age of global exchange, people, things, and information are crossing national borders on

an unprecedented scale. People of diverse backgrounds are visiting museums around the world,
with each person perceiving the art they encounter in different ways.
Moreover, the roles of museums are being reevaluated and the definition of “Japanese” art is
becoming more inclusive. Narratives of Japanese art are also becoming more nuanced, with many
scholars sharing the view that because the arts of Japan are so diverse and complex, they cannot
be explained through a few essential characteristics.

This symposium will focus on the question of how Japanese art may be presented from diverse
points of view in museum exhibitions. Generally, we may regard museums as places that create
narratives between past and present through physical objects. Those who will present at this
symposium—curators of Japanese art from Europe, the United States, and Japan—create
exhibitions that are influenced by their respective cultures and environments. Through these
exhibitions they interact with diverse audiences. Each curator and visitor creates his or her own
narrative of Japanese art, yet none of these narratives is the single “correct” one.

Through concrete examples of museum exhibitions and the narratives they create, this
symposium will provide an opportunity to better understand the diversity and complexity of Japanese
art.

Kawano Kazutaka
Supervisor, Research Division, Tokyo National Museum



International Symposium

Creating Diverse Narratives:

The Arts of Japan in Museums Exhibitions

February 1, 2020
Heiseikan Auditorium, Tokyo National Museum

9:30-10:00 Registration
10:00-10:15 Opening Remarks
Greetings from the Organizer
Mr. Zeniya Masami (Executive Director, Tokyo National Museum)
Chairperson: Mr. Kawano Kazutaka (Supervisor, Research Div., Curatorial
Research Dept., Tokyo National Museum)
10:15-11:15  Keynote Speech : Narratives of Japanese Art in European and North American
Museums
Dr. Yoshida Keniji (Director-General, National Museum of Ethnology)
11:15-11:55  Presentation 1: America’s National Museum of Asian Art:
Displaying and Collecting Japanese Paintings at the Freer Gallery of Art
Dr. Frank Feltens (The Japan Foundation Assistant Curator of Japanese Art,
Freer Gallery of Art)
11:55-13:30  Lunch Break
13:30-14:10  Presentation 2: Against the Grain: Untraditional Explorations, Interpretations
and Extrapolations of Japanese Woodblock Prints
Mr. Stephen Salel (Robert F. Lange Foundation Curator of Japanese Art,
Honolulu Museum of Art)
14:10-14:30  presentation 3: Curating Special exhibitions of Japanese Arts for an Overseas
Audience
Dr. Khanh Trinh (Curator of Japanese and Korean Art, Museum Rietberg Zurich)
14:50-15:30  Presentation 4: An Unprecedented Presentation of Japanese Art at the
Exhibition Marcel Duchamp and Japanese Art
Mr. Matsushima Masato (Supervisor, Planning, National Center for promotion of
Cultural Properties, Tokyo National Museum)
15:30-15:45 Break
15:45-17:05  Panel Discussion
Moderated by Ms. Kito Satomi (Special Research Chair, Curatorial Planning
Dept., Tokyo National Museum)
17:05-17:20

Closing Remarks
Mr. Shimatani Hiroyuki (Executive Director, Kyusyu National Museum)
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Keynote speech

Narratives of Japanese Art in European and North American
Museums

Dr. Yoshida Keniji

Director-General, National Museum of Ethnology

Profile
Yoshida Keniji is the Director- General at the National Museum of Ethnology, Osaka, specializing in
museum-anthropology. He has been carrying out fieldwork on the expressive culture and cultural heritage
of Southern Africa especially in Zambia. He has also been organizing various exhibitions on art and culture
by networking art museums and cultural museums. His major exhibitions and publications include:
Discovering of Cultures (Bunka no Hakken, in Japanese) 1999, Image of Other Cultures (ed. with John
Mack exhibition catalogue) 1997, Self & Other: Portraits from Asia and Europe (ed. with Brian Durrans,
exhibition catalogue) 2008, Power of Images: National Museum of Ethnology Collection (exhibition
catalogue) 2014.

The two ‘Japanese arts’

When visiting museum and galleries across the world, ¥j
visitors will often see Japanese art represented by netsuke
toggles, swords and ukiyo-e. For Japanese people, though,
ukiyo-e only occupies one small corner of Japanese art history,
with netsuke hardly mentioned at all.

After Japanese decorative art objects won high acclaim at .
the Vienna World Exposition of 1873 (Meiji 6), Japan actively
promoted the export of these objects for encouragement of a
new industry. The import of Western clothing to Japan had led
to a decrease in domestic demand for netsuke and inro i - o
medicine cases, while the spread of printed materials had  ppoto 1: The display of Japanese objects at the
rendered ukiyo-e obsolete to a certain extent. As a result, these  vjienna world's Exposition, 1873 (Meiji 6) (from
objects and artifacts were exported overseas in bulk and 15975 proceedings of the Austria Exhibition)
attracted Europeans. In 1868 (Keio 4), the Meiji government
passed the Ordinance Separating Shinto from Buddhism. This
led to the anti-Buddhist movement, called ‘Haibutsu Kishaku’. Buddhist statues and paintings were
removed from Buddhist temples across Japan, with many eventually finding their way overseas.
Since then, many exhibitions of Japanese art have been organized in the West based on the
collections consisted of such objects that have found their way into overseas collections in these
ways.

In contrast, the Japanese art history familiar to many Japanese people has its roots in Histoire de
L’Art du Japon (The History of Art of Japan), a work prepared by the Imperial Museum (Tokyo
National Museum’s predecessor) to coincide with the exhibition of Japanese artworks at the Paris
International Exhibition of 1900 (Meiji 33). This book explained transition of art of Imperial country
over the years. With a focus on art related to the Emperor, the book explored the ‘treasures’
associated with rulers from each period. These artworks in turn were arranged by period, starting
from the arrival of Buddhism on Japan’s shores and continuing on through the Asuka, Nara, Heian
(Konin/Fujiwara), Kamakura, Muromachi, Momoyama and Edo periods. These categories are still
used in more-or-less the same way in the domestic study of Japanese art history today. Japanese
people are now used to viewing Japanese art history through the prism of different periods and
representative works of each period, but it would be fair to say this conventional view was invented
back then in 1900.




So now we have a contrast. On the one hand, we have an image of Japanese art that was built
up and presented to the outside world as a means to foster the bulk export of decorative art objects
as a new industry. On the other hand, we have a domestic view of Japanese art history that centers
around ‘treasures of imperial country.’ It seems only natural that these two viewpoints would diverge
sharply over time.

Japanese art collections in European and American museums

We tend to think that Japanese artworks are handled in the same way as Western artworks and
kept in the art museums, but this is not always the case. In particular, ‘ancient’ artworks created
before the Edo period are rarely held by art museums that house Western art. Rather, they are often
found in museums or in art museums that specialize in Asian art. In large part, this reflects how the
West views itself as different from other cultures. At the same time, in contrast to the catch-all word
‘museum,’ in Japan we have long used the words ‘bijjutsukan’ and ‘hakubutsukan’ to separate
institutions that mainly handled art from those that mainly handled historical artifacts, so perhaps we
have taken this distinction for granted and foster the distinction even further.

Exhibitions of Japanese art in Western museums

Ignoring regular exhibits for a moment, if we look at temporary exhibitions of Japanese artwork,
we can see that exhibitions of collections of Japanese art housed in the West have indeed tended
to focus on ukiyo-e, painting, calligraphy and exported ceramics.

However, the Western view of Japanese art also shifted, particularly after the Second World War,
thanks to exhibitions of Japanese ‘treasures’ held in the West with support from governmental
entities, such as the Japanese Agency for Cultural Affairs and the Japan Foundation. For example,
the Exhibition of Japanese Paintings and Sculpture toured the Metropolitan Museum of Art and other
institutions in the US in 1953. This was mainly organized by Japan’s Committee for the Protection
of Cultural Properties. It featured 92 masterpieces (including National Treasures and Important
Cultural Properties) of Japanese art dating from the 6th to the 19th century, including 77 paintings
and 14 examples of sculpture and decorative art objects. This exhibition made more American
people, who had tended to regard Japanese art as merely an offshoot of Chinese art, had become
aware of the independent development of Japanese art. Exhibitions of important Japanese cultural
properties like this would not be possible without the involvement of the Agency for Cultural Affairs
and the Japan Foundation. In other words, the Agency for Cultural Affairs and the Japan Foundation
have played a major role in shifting or guiding Western views of Japanese art closer to the view
prevailing in Japan.

Two of the most popular overseas exhibitions in recent years
were 2013’s Shunga: Sex and Pleasure in Japanese Art and
2019’s Manga, both held at the British Museum. Neither themes
had been the main subject of ‘art exhibitions’ in Japan before
then. However, exhibitions of shunga were subsequently held
at the Eisei Bunko Museum in Tokyo and the Hosomi Museum
in Kyoto. ——

Looking back, in addition to shunga and manga, there have P ié;‘éra;ndpleasuire
been other examples of artists or artworks that have been —-
rediscovered and reappraised in Japan in light of a growing
interest overseas. In other words, the views of people living in

ey Photo 2: Cover of the Shunga: Sex and
Japan have been changed by overseas exhibitions on several  pgasure in Japanese Art catalogue (The
occasions. The exhibitions of different cultures and works of  British Museum, 2013)
those held at museums are nothing but where such mutual
interaction can take place.
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Presentation 1

America’s National Museum of Asian Art: Displaying and
Collecting Japanese Paintings at the Freer Gallery of Art

Dr. Frank Feltens
The Japan Foundation Assistant Curator of Japanese Art, Freer Gallery of Art

Profile

Frank Feltens is Japan Foundation Assistant Curator of Japanese Art at the
Freer Gallery of Art and Arthur M. Sackler Gallery, Smithsonian Institution in
Washington, DC. A native of Germany, he earned a PhD in Japanese art
history from Columbia University with a thesis on Ogata Korin. He has
organized a number of exhibitions at the Freer and Sackler, including Japan
Modern: Prints in the Age of Photography (2018-19), Painting the Classics
(2018-19), and Hokusai: Mad about Painting (2019-20). His upcoming
exhibition, Meeting Tessai: Modern Japanese Art from the Cowles Collection
(2020) will feature a transformative gift to the Freer Gallery’s Japanese art
collections. Feltens has published and lectured widely on Japanese art, most
recently on the painters Ogata Korin and Sakai Hoitsu, and the photographers
Domon Ken and Tomatsu Shomei.

In the aftermath of the Russo-Japanese War, in 1906, the regents of the Smithsonian
Institution accepted Charles Lang Freer’'s groundbreaking gift to the Nation. The industrialist
pledged his collection of Asian and American art to the Smithsonian, alongside funds to build and
maintain a museum to house the artworks. It was the first time that the Smithsonian had been
offered a collection of art, and at the time of its opening in 1923, the Freer Gallery of Art was the
Smithsonian’s first national art museum.

Although the museum is housed in the political heart of the United States, Charles Lang
Freer had amassed his collection not for political but for aesthetic purposes. The arts of Japan and
China above all enthralled Freer and he was drawn to the two cultures’ millennia-old history. Freer
used art in the same as he used nature—as an escape from the stresses and boredoms of human
existence. The philosophy and mission of the Freer Gallery of Art is built on these two parallel
notions—politics and aesthetics. In exhibitions and programming, the museum still upholds these
principles as driving forces of our thinking.

When Freer gifted his collection to the Smithsonian Institution, he did so with the explicit
request that the works be made available for study and looked after carefully. This is one of the
reasons why everyone can request a viewing of artworks at the Freer. We also maintain one of the
largest conservation and scientific research facilities in America.

In Freer’s mind, the best way to ensure access to and preserve the condition of the works
in his collection was by avoiding to lend them to other institutions. The Freer Gallery is unique
among Asian art museums in the West in that its collections may never leave the building. Also, no
loan objects may be exhibited in the Freer. New acquisitions can be added to the collection
through gifts and purchases.

The Freer Gallery’s spaces are divided by regional areas, with Japan occupying five
galleries on the Western side of the building. Storage and conservation facilities are located
beneath the gallery level. The Freer Gallery’s Italian palazzo-inspired building was designed by
Charles Platt, an architect well known for building country estates for wealthy Americans. The
interior layout was heavily informed by early 20th-century notions of looking and the psychology of
art—notions that still influence curatorial choices at the museum today. Visitors are guided through
the museum along corridors from which they can choose freely which adjacent galleries to enter.
The corridors usually do not display art and function as gateways that provide visitor's the chance
to explore the museum at their own pace. They are free to choose the order and direction by



which to view the art displayed in the galleries. An open courtyard at the center of the building
provides a park-like atmosphere. The space reflects an early 20th-century understanding that
viewing nature does not require personal engagement (as opposed to looking at art) and serves to
replenish the mind before heading back into the galleries.

The Freer’s Japan galleries are commonly used for rotating exhibits. Traditionally, one
theme is chosen per gallery. Gallery 8 is devoted to religious art, whereas gallery 6 is frequently
devoted to ceramics. Gallery 5 is traditionally the screen gallery and holds the largest glass cases
in the building. The largest gallery, number 7, variously displays hanging scrolls with paintings or
calligraphy, alongside other small-format works. An alcove called gallery 6a was traditional used to
showcase tea utensils but has recently been converted into a highlight space where objects of
particular importance are shown.

The Freer Gallery has ceiling window. The glass, however, are covered with a UV-filtering
layer, preventing any harmful rays from reaching the art displayed. Artificial lighting is adjusted so
it augments and not overshadows the natural light. The mix of natural and artificial light enables
visitors to experience the artworks in a very different way depending on the time of the day or the
season they come to the Freer Gallery. On a winter evening, for example, the mise-en-scene feels
much more dramatic than on a summer morning, increasing visitors’ awareness of the changing
impact of different seasons and different hours of the day on viewing art.

Today, approachability, easy looking, and sparking curiosity are at the core of the Freer
Gallery’s mission of exhibiting its collection. We conduct regular visitor surveys to explore the
demographic of our audience, their expectations, and satisfaction rate. The fact that the
Smithsonian’s collections belong to the people of the United States comes with the responsibility
of making exhibits approachable to anyone without dumbing down the content. This creates
challenges and opportunities for curators as they are writing labels—all texts in an exhibition are
edited in-house for consistency and approachability.

Exhibitions in the Freer Gallery of Art exclusively draw from the museum’s own collection.
The will of Charles Lang Freer permits the acquisition of new works of art through purchases and
gifts, but it prevents any part of the Freer’s collection from ever leaving the building. We are also
not able to borrow works from outside institutions and display them in the Freer Gallery—the
adjacent Arthur M. Sackler Gallery is used for that purpose instead.

To mark the centennial of Freer’s death, in November 2019, we opened that largest
special exhibition in the Freer Gallery’s history. The show combines all five Japan galleries into
one exhibition focusing on the paintings, sketches, drawings of Katsushika Hokusai. Hokusai was
Freer’s favorite painter and he amassed the world’s largest collection of his paintings, sketches,
and drawings. In fact, there are more works in the collection of the Freer Gallery by Hokusai than
by any other single artist.

In order to tie all five galleries into one exhibition, design choices had to be made that
depart somewhat radically from the serene atmosphere of the Freer building. The corridor along
the Japanese galleries in the West side of the building needed to link all the galleries thematically.
We decided to create selfie-worthy wall murals with the title of the exhibition emblazoned in large
letters. To turn the corridor into an intuitive point of departure, the opening wall text and a timeline
of Hokusai’s life were placed there. In a departure from the one-gallery-one-theme model, the
exhibition creates a clockwise flow from one gallery to the next to explore Hokusai’s work as a
painter chronologically. As a first ever for the Freer Gallery, we installed a touchscreen panel
where visitors can explore volumes of Hokusai manga that are in the museum’s Gerhard Pulverer
Collection of Illustrated Books. In the future, we hope to add more innovations to display in the
Freer Gallery, an ambition that gains particular momentum as we are approaching the museum’s
centennial in 2023.

In the U.S. capital, the Freer Gallery has a special role to showcase the rich and multi-
faceted culture of Japan and other Asian nations. We strive to uphold that mission while making
sure to reflect shifting paradigms in our rapidly changing world.
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Presentation 2

Against the Grain: Untraditional Explorations, Interpretations
and Extrapolations of Japanese Woodblock Prints

Mr. Stephen Salel

Robert F. Lange Foundation Curator of Japanese Art, Honolulu Museum of Art

Profile

Stephen Salel is the Robert F. Lange Foundation Curator of Japanese Art at
the Honolulu Museum of Art. Mr. Salel received his MA in Art History from
the University of Washington, Seattle, where he specialized in early modern
Japanese painting. His curatorial portfolio includes a series of exhibitions on
Japanese erotic art (shunga), which he co-curated with Curator of Asian Art
Shawn Eichman, as well as a series of exhibitions on Japanese graphic novels
(manga). Mr. Salel’s publications include the book Shunga: Stages of Desire
(Skira Rizzoli Publications, October 2014), which he co-authored with Dr.
Eichman.

This presentation focuses on current strategies for presenting Japanese art at the Honolulu
Museum of Art and the reasons why those strategies may differ from those at other institutions,
including those within Japan. In particular, I'd like to discuss how the Honolulu Museum of Art’s
audience and the growth of its collection have necessitated the development of exhibitions that
explore, interpret, and extrapolate from its print collection in novel ways.

The Honolulu Museum of Art was founded by Ms. Anna Rice Cooke, the daughter of a
missionary family in the late 19th century. It was originally Ms. Cooke’s home, and in 1927, after
amassing a large collection of art from all over the world, she decided to convert it into a museum,
which she called the Honolulu Academy of Arts.

The layout of the museum has evolved over the past 93
years, but for the past few decades, the art has been arranged
according to cultures and divided geographically. The Asian
wing of the museum includes a Korean art gallery, the Maurice
J. Sullivan Family Gallery of Chinese Art, the Robert F. Lange
Foundation Gallery for Japanese Prints, the Atsuhiko & Ina
Goodwin Tateuchi Foundation Gallery of Japanese Art, and a
venue for Pan-Asian Buddhist creations, all of which surround
a Chinese courtyard. i IR

The museum serves two distinct audiences: the The Atsuhiko & Ina Goodwin Tatouchi
ethnically diverse local community of Honolulu and its tourist Foundation Gallery of Japanese Art, Honolulu
population. It was to this first audience that Anna Rice Cooke Museum of Art
dedicated the museum in 1927. In her mission statement, she
expressed her hope of alleviating the sense of cultural isolation that local residents felt due to the
geographic isolation of Hawaii: the museum was designed so that “our children of many
nationalities and races... may receive an intimation of their own cultural legacy and wake to the
ideals embodied in the arts of their neighbors ...”

Although the population to which she referred to at that time was almost entirely Hawaiian,
the ethnic makeup of Honolulu has since changed dramatically. More than half of the residents are
Asian-American, about one-sixth are Caucasian, an equal number are multiracial, and the
Hawaiian population is now a mere 8 percent. When you look at the nationality of tourists who visit
Honolulu, there’s a very different breakdown. Over half are from the United States, 13% are from




Japan, and 6% are from Canada. These two surveys reveal that the visitors to our institution
include people with a wide variety of cultural references when viewing works of Japanese art.

The collecting strategies of the museum’s founder and its donors, particularly their interest
in Japanese woodblock prints, have been of inestimable influence. The three most active collectors
have been Ms. Cooke, the author James Michener, and Richard Lane, who was both a Japanese
literature scholar and a private art dealer. Ms. Cooke challenged the prevalent definition of
Japanese printmaking by collecting modern shin-hanga prints by western artists who she
personally knew: Charles Bartlett,

Elizabeth Keith, Bertha Lum, and Paul Jacoulet. Michener’s collection of approximately 6,000
works was a combination of classical works of ukiyo-e and modern Japanese prints. Among those
woodcuts is largest collection of Hiroshige prints in the world. As a literature scholar, Lane amassed
a very large collection of woodblock-printed books. Thanks to him, we have a large number of
remarkably early books by Nishikawa Sukenobu and Hishikawa Moronobu, among others.

The Honolulu Museum of Art’s large collection of
Japanese prints obliges its curators to explore that collection
thoroughly and to display works that viewers are not particularly
familiar with. Some of these artists have been overlooked
because of their ethnicity or their national identity. Because of
Honolulu’s demographics, this is a topic of particular social
relevance. From August through October of 2016, we
presented the non-objective abstract prints of Uchima Ansei, a
Japanese-American artist born and raised in Los Angeles who,

through the encouragement of Michener and other American Uchima Ansei (1921-2000)
collectors, moved to Japan and integrated into the Japanese ﬁﬂgd"fstt’;feief;ggfe
prlnt Commumty In TOkyO- Woodblock print; ink and color on paper

Though our audience may not share a common cultural  Gift of James A. Michener, 1983 (18865)
background, their familiarity with contemporary political
discourse has encouraged us to interpret early modern prints
through the lens of contemporary discussions. In an exhibition
called Hiroshige’s City: From Edo to Tokyo, presented from
February through August 2016, we discussed how Hiroshige’s
series One Hundred Famous Views of Edo could be sequenced
in a way that showed the urbanization of Japan’s capitol. The
exhibition concluded with works by two contemporary
Japanese artists, the lithographer Motoda Hisaharu and the
video artist Yoshimura Ayako, both of whom discussed the
aftermath of over-urbanization.

Another contemporary topic that works of ukiyo-e Installation view, Hiroshige’s City: From Edo to
address is sexology and the evolving attitudes about sexuality — {oee o1 - Avocet 2010
within a particular culture. Inspired by the numerous works of
shunga — Japanese erotic art — that Richard Lane had collected,
and in collaboration with Shawn Eichman, the Curator of Asian
art, | organized a series of exhibitions on this topic. The first,
The Arts of the Bedchamber: Japanese Shunga, was held from
November 2012 through March 2013. This explored erotic
works from the late 17th and 18th centuries. The second
exhibition, shown from November 2013 through March 2014,
was called Tongue in Cheek: Erotic Art in 19th-Century Japan.
And the series concluded with Modern Love: 20th-Century
Japanese Erotic Art, on display from November 2014 through
March 2015. Several works we included in this final show were

manga_ Contemporary graphic novels. Installation view, Arts of the Bedchamber:
. . Japanese Shunga,
The topic of manga leads to my final strategy. After the 110 Museum of Art,

Meiji Restoration, the technical tradition of ukiyo-e continues November 23, 2012 — March 17, 2013
through the shin-hanga and sésaku hanga movements. The



populist tradition of ukiyo-e, however, is more clearly seen in modern manga, and so | have been
presenting exhibitions of manga as an extrapolation of our ukiyo-e print collection.

The first manga exhibition at the Honolulu Museum of Art, from August 2016 through
January 2017, was Visions of Gothic Angels: Japanese Manga by Takaya Miou. The next show
was The Disasters of Peace: Social Discontent in the Manga of Tsuge Tadao and Katsumata
Susumu, held from November 2017 through April 2018. These were works by two artists who
worked in the genre of alternative manga and who published in the magazine Garo. The final
manga exhibition, which | am currently preparing, is scheduled for March through July of 2021. It is
entitled EmPOWered! How Women Revolutionized Japanese Manga. It deals with shjo manga
(comic art for adolescent women), josei manga (graphic novels for adult women), and the way
those genres reflect developments in the women’s rights movement both within Japan and
internationally.

These curatorial strategies at the Honolulu Museum of Art admittedly differ from the
approach to Japanese art history seen in museums within Japan. Nevertheless, they are intended
to represent Japan’s history and culture accurately and respectfully while reflecting the cultural
diversity of Honolulu’s community and the insights of the museum’s most significant patrons.
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Presentation 3

Curating special exhibitions of Japanese arts for
an overseas audience

Dr. Khanh Trinh

Curator of Japanese and Korean Art, Museum Rietberg Zurich, Switzerland

Profile

Khanh Trinh earned her doctorate in East Asian Art History from the
University of Zurich. Her research interests focus on the social and cultural
context of picture-making in eighteenth- and nineteenth century Japan. Prior
to her appointment as Curator for Japanese and Korean art at the Museum
Rietberg Zurich in 2015, she worked as a curator and lecturer in Japanese art
history in Berlin, Tokyo and Sydney. She has curated a number of special
exhibitions and contributed as editor and author to their respective
publications, including Rosetsu — Ferocious Brush (2018); Theatre of Dreams,
Theatre of Play — NO and Kyogen in Japan (2014); Kamisaka Sekka: Dawn of
Modern Japanese Design (2012); Hymn to Beauty: The Art of Utamaro (2010).
Presently, she is preparing an exhibition on Japanese narrative arts in
European collections.

Regardless their respective areas of expertise and the institution they work for, one of the

most challenging but also rewarding tasks that curators encounter in their job is “creating
narratives.” In this sense, | fully agree with the one sentence in the symposium’s abstract, which
says: “curators create exhibitions that are influenced by their respective cultures and
environments.”
Speaking from my own experience as a curator who had worked for different types of museums in
diverse continents, | have observed time and again that the narrative of a show is the result of a
long process of negotiating and navigating the interests of diverse stakeholders. When the doors
to an exhibition are finally opened to the public, the show they are about to see usually no longer
reflect the initial ideas or concept of the curator. For there are always a number of factors at play
that have a decisive impact on the curatorial approach. To make my point, | would like to present
two case studies:

1) “Kamisaka Sekka — Dawn of Modern Japanese Design”, on show at the Art Gallery of

New South Wales, Sydney in 2012, and

2) “Rosetsu — Ferocious Brush”, which took place at the Museum Rietberg, Zurich in 2018.

For overseas museums with an encyclopedic collection such as the Art Gallery of New
South Wales or the Museum Rietberg, Asian art in general or Japanese art in particular is but a
small department in a multi-discipline, multi-cultural organization. Country-specific exhibitions are
not the order of the day but can only take place every 4-5 years. As for exhibitions of Japanese art,
even though they tend to enjoy high popularity, they are also notorious as being logistically
complex and exceedingly costly. Museums exercise therefore extreme caution in choosing a
project that can potentially attract large crowd of visitors and consequently warrant at least a
financial break-even.

Proposals for topical themes such as Manga and Anime, the art of the samurai, the world of
Japanese ghosts or retrospectives of globally acclaimed contemporary artists like Murakami
Takashi, Yayoi Kusama, or famous pre-modern masters such as Hokusai and Hiroshige would
have no problems to pass the scrutiny of the exhibition committees. However, in order to obtain
the museum board's approval to realize monographic surveys on non-mainstream artists like
Rosetsu and Sekka, who — though successful in their own time and fairly recognized in the art
historical discourse of their own country — are largely unknown outside of Japan, curators have to
be persistent and provide strong selling points. In addition, a certain degree of flexibility in



modifying the initial exhibition concept to match budgetary framework, existing display conditions
and, most importantly, the taste of the local audience is required.

In concrete terms, for the show on Kamisaka Sekka at the Art Gallery of New South Wales,
we have decided to emphasize the design aspect of the artist’'s work. Sekka was presented as an
universal artist who believed that his training in painting served the ultimate aim of producing high
quality designs for the decoration of functional objects used in everyday life. In his quest of
establishing a distinctive language for modern Japanese design, Sekka found in the abstract,
decorative aesthetics of the Rinpa tradition a major source of inspiration.

Exhibitions on Kamisaka Sekka which were shown in Japan and the United States and
were forerunners of the Sydney show did not mention the Rinpa tradition as Sekka’s artistic
heritage since they imply that the informed audience would possess the knowledge to understand
the link. For Australian visitors, however, who were less exposed to traditional Japanese art, it was
deemed necessary to provide the art historical context of Sekka’s stylistic development. Works by
Edo period Rinpa artists were therefore included to form the introductory chapter of the show.

Moreover, in response to the interest of the local audience, the connection to contemporary
practices was added as another essential component for the exhibition narrative. The third part of
the exhibition focused on Rinpa’s legacy on contemporary art and design. This section featured
the contemporary Japanese artists Yamaguchi Ai and Yamamoto Tard, the Kyoto-based kimono
makers Takao Hiromu and Takao Kenzd, as well as the Japanese-born, Sydney-based fashion
designer Akira Isogawa.

The tripartite structure of the narrative is reflected in the organization of the exhibition space.
For the works of pre-modern Rinpa artists and of Kamisaka Sekka, which are made of sensitive
materials and hence required a conventional presentation in showcases with reduced lighting, the
galleries for the display of the permanent Japanese and Chinese collections were used. A few
temporary architectural features such as the title wall as well as some semi-solid partitions that
mimicked the appearance of the shoji were added to indicate the change from a permanent
display to a special exhibition and to evoke the atmosphere of a Japanese interior.

The contemporary works, on the other hand, were displayed in the so-called Upper Asian
Gallery. Designed by the renowned Australian architect Richard Johnson, this space was
conceived as a ‘white cube’ that could be modified and newly arranged each time according to the
content of a temporary exhibition. By keeping the interventions to the existing structures minimal,
the architect designed only low plinths in the shape of origami paper strips on which the
contemporary art works were installed. This presentation mode underlined the contemporary flair
of the objects and created an interesting contrast to the more "traditional” part of the exhibition on
floor below.

The seeds for the exhibition “Rosetsu — Ferocious Brush” were sown in 2015 following the
news of a planned complete renovation of the Okyo-Rosetsukan at the Zen temple Murygji in
Kushimoto, which houses Rosetsu's opus magnum, the set of thirty-two sliding panels produced
during his sojourn in the area in 1796-97. The refurbishment of the temple’s museum ignited
thoughts of an overseas exhibition during the numerous discussions between Reverend Hachida
Shogen, Head Priest of Murydji and Director of the Okyo-Rosetsukan at the time, and Dr. Matthew
McKelway, Professor of Japanese Art at Columbia University.

After having approached a number of museums in the United States without receiving a
positive response, in 2016, Dr. McKelway proposed the exhibition to the Museum Rietberg in
Zurich, an institution with a track record of successful monographic surveys on Indian, Chinese
and Japanese painters such as Nainsukh of Guler, Luo Ping, Hasegawa Tohaku or Gibon Sengai.

In contrast to Sydney, for "Rosetsu” we could rely on the fact that the core audience of the
Museum Rietberg are used to exhibitions featuring the work of one single artist as well as to Asian
traditional painting, and thus could maintain the concept of a straightforward monographic show.
Besides organizing it as the first comprehensive survey on Rosetsu ever shown outside of Japan,
we introduced the artist by taking viewers on a journey through Rosetsu’s own travels and into his
fantastic imagination. Furthermore, by focusing solely on Rosetsu’s paintings, the exhibition
offered a rare opportunity to explore the worlds of this unique artist and to re-evaluate the
preconceived notions of eccentricity, realism, and abstraction in pre-modern Japanese art.



Translating this narrative into the physical space of the 1,000 sgm. large underground main
exhibition hall of the Museum Rietberg, designed as a “black box” by the architects Adolf
Krischanitz and Alfred Grazioli in 2007, we have organized the works in a loose chronological
order in six chapters. Each bears the name of the location where Rosetsu was active at a certain
phase of his short but prolific career.

The heart of the exhibition was the re-creation of the layout of the fusuma paintings at
Murydji. Conceived as the highlight "art object” within the exhibit, this installation presented an
unprecedented opportunity for the audience to view and examine the paintings in their original
architectural context. Arranged along the four outer walls, the other sections of the exhibition
complemented the works from Murydji. They offered key works from museums and collections in
Japan, Europe and the United States to trace the phases of Rosetsu’s life as he pursued his
livelihood in Kyoto, Wakayama, Nara, and Hiroshima.

While similar in the basic concept — namely that of re-telling the artistic development of an
artist — “Kamisaka Sekka — Dawn of Modern Japanese Design” and “Rosetsu — Ferocious Brush”
offered different narratives which were constructed taking into consideration the local museum
practices and the interest of the respective target audience. In the case of "Sekka", the interest for
a hitherto complete unknown artist could be engendered by emphasizing the design aspect and
extending the focus from the work of one artist to explore an entire artistic tradition that is still
relevant in today’s Japan and abroad.

For “Rosetsu”, the Museum Rietberg built on its audience's knowledge of and predilection
for Japanese pre-modern painting and hence could concentrate solely on the work of one single
artist. Beyond an aesthetic experience, the faithful reconstruction of the Murygji's Main Hall
provided visitors with an insight in Rosetsu's creative process, furthering hence a deeper
understanding and appreciation of his singular artistic position.
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Presentation 4

An unprecedented exploration of Japanese Art at the Exhibition,
Marcel Duchamp and Japanese Art

Mr. Matsushima Masato
Head of Planning, National Center for the Promotion of Cultural Properties / Tokyo National Museum

Profile

Masato Matsushima is involved with permanent and temporary
exhibitions at Tokyo National Museum that relate to his research in the
field of the History of Japanese Painting. He has curated HASEGAWA
TOHAKU: 400th Memorial Retrospective (Tokyo National Museum, Kyoto
National Museum, 2010), Remaking Tradition: Modern Art of Japan from
the Tokyo National Museum (Cleveland Museum of Art, USA, 2014),
Kuniyoshi & Kunisada (Bunkamura Museum, Kobe City Museum,
Nagoya/Boston Museum of Fine Arts, 2016), and other exhibitions.

At the National Center for the Promotion of Cultural Properties he
has been involved in planning interactive exhibitions such as Diving into
Screen Paintings: A New Way to Experience Japanese Art (2017) and TNM
and Art Tunes! Present: Becoming Japanese Art (2018), as well as
reproducing artworks and making high-resolution video records of them.

Held from October 2 to December 9, 2018, Marcel
Duchamp and Japanese Art (Fig. 1 and 2) was a collaborative
exhibition project between the Tokyo National Museum
(hereinafter “TNM’) and the Philadelphia Museum of Art. The
project comprised two exhibitions. The first was The Essential
Duchamp, an international travelling exhibition planned and
overseen by the Philadelphia Museum of Art. This introduced
the creative activities of Duchamp by showcasing his works
including over 150 oil paintings and ‘readymade’ objects from
the Philadelphia Museum of Art’'s Duchamp collection. The ,
second was Rediscovering Japan through Duchamp. This .. A voster for the special exhibition,
used items from TNM'’s collection to explore the meaning and  Marcel Duchamp and Japanese Art.
aesthetic value of Japanese art, which was created within very
different social conditions to those of the West, while proposing

new ways of appreciating the beauty of this art. % E‘ ;%7:
The relation between TNM and the Philadelphia Museum =

of Art dates back to the Centennial International Exhibition, Z % f’r]"

held in Philadelphia in 1876. TNM also helped with various 5 A3

works related to Japan’s cultural properties when the L

Philadelphia Museum of Art organized exhibitions of Japanese 73

art recently. It was against the backdrop of these ongoing ; ®

relations that the Philadelphia Museum of Art proposed holding f Z:C

a Duchamp exhibition across Asia in 2018 to coincide with the W

50th anniversary of Duchamp’s passing, with TNM also 2 2

Fig.2: A fiyer for the special exhibition,
Marcel Duchamp and Japanese Art.

formally approached about the idea. TNM does not usually
hold exhibitions of ‘modern art.” As such, TNM agreed to the
proposal on the condition that any exhibition would also be
held in conjunction with an exhibition of Japanese art. Since the Meiji era, the aesthetic values of
Western art have formed the basis for the appreciation of Japanese art. However, we believed an
exhibition tracing Duchamp’s artistic footprints would first of all provide an opportunity to appreciate



Japanese art in a new way. Speaking frankly, we believed an appreciation of Duchamp’s work could
help contextualize the conventional ways of looking at Japanese art nowadays. Hence the title to
the second exhibition: Rediscovering Japan through Duchamp. The Philadelphia Museum of Art also
agreed with our idea of holding a parallel exhibition of Japanese art, with Tokyo the only place to
feature this two-exhibition format. Exhibition 1 (Fig. 3) was organized by Matthew Affron, a curator

- at the Philadelphia Museum of Art, with TNM staff contributing
ideas about the actual installations, floor designs and graphic
designs, for example. In this way, the exhibition fused the
curatorial ideas of our two museums. Mr. Affron’s kind and
thoroughgoing explanations contributed greatly to facilitating
an understanding of Duchamp’s art. We prepared chapter
and exhibit explanations in Japanese, English, Chinese and
Korean, with experts from both museums also conducting in-
depth discussions about environmental conditions at the
venue. Exhibition 2 (Fig. 4) examined how Japanese art was
shaped by different social values from those that prevailed in
the West. Through themes such as visual impacts, realism,
and the passage of time, the exhibition aimed to provide
visitors with new ways of appreciating Japanese art.

In recent years, many special exhibitions at TNM have
been held in partnership with media companies; however, this
exhibition was an exception, with TNM providing the funds
itself, mainly through entrance fees and other self-generated
funds. With support from the Terra Foundation for American
Art, we also held lectures and other educational activities.
Several companies also provided materials and equipment
for the exhibits. The insurance costs were also lowered

Fig. 4: Exhibition 2 - Rediscovering Japan through Substantially thanks to the national indemnity program run by
Duchamp the Agency for Cultural Affairs.

This independence meant we could also try several new
initiatives. For example, as both exhibitions only featured exhibits from our respective collections,
we could permit photography throughout the entire venue, which resulted in numerous visitors
posting about the exhibitions on social media. We also set up a bespoke website and Twitter account
and produced exhibition mascots and goods, for example, and we posted videos featuring
contemporary artists and creators up on SNS. Furthermore, rather than our usual audio guides, we
tried to make the exhibits more enjoyable through our experimental ‘Duchamp Ogiri’ guide. As a
result of these initiatives, we managed to attract many 20- to 30-year-olds, a demographic who were
perhaps not particularly aware of Duchamp. As such, the exhibitions were very significant in terms
of promoting an understanding of Duchamp’s art in Japan. The exhibitions were also very well
received among artists deeply influenced by Duchamp.

Over 80,000 people visited in the end, with the exhibitions providing a rare chance to encounter
the voluminous Duchamp collection outside the grounds of the Philadelphia Museum of Art. By
comparing these works to Japanese art, the exhibitions also encouraged people to ‘think about’
rather than just ‘look at’ art. | believe they served a valuable role in rousing the intellectual curiosity
of many people.
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Panel Discussion

Creating Diverse Narratives: The Arts of Japan in Museum Exhibitions
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Mr. Stephen Salel (Robert F. Lange Foundation Curator of Japanese Art, Honolulu Museum of Art)
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Since 1998, Ms. Kito has been worked at the Tokyo National Museum as
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international relations, she is working on international exchange
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outside Japan. She is also conducting research on exhibitions of
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Admired from Afar: Masterworks of Japanese Paintings from the

Cleveland Museum of Art (2014) and Marcel Duchamp and Japanese Art
(2018.)

Abridged Transcript

Kito: We will now begin our discussion about today’s theme: ‘Creating Diverse Narratives: The Arts of Japan
in Museum Exhibitions.
Dr. Yoshida gave the keynote speech ‘Narratives of Japanese Art in European and North American Museums.’

| would like to hear your questions or comments about this.

Salel: Firstly, | wanted to say | really appreciated your explanation about the introduction of the language
that we use in discussing art in Japan, and the way that the roles of museums have evolved and splintered
in various ways. In 1927, the institution where | worked was called the Honolulu Academy of Arts, and in
2012, we changed our name to the Honolulu Museum of Art. The practical reason for that name change was
rather amusing. Apparently, visitors weren't coming to the museum very much because when they got on
Google and typed in “Honolulu” and “Museum”, our rival institutions would pop up immediately. But
because the name of our institution didn't include the word “Museum,” we appeared far down in the list of

hits. So the change in our organization’s name was a reaction to the kind of technological evolution in our



society. However, more than that, the idea of a museum as being an academy—that is, a place of learning
and self-growth—seems to have changed to something more connected to visual spectacle and ideas of fine
art that perhaps didn't exist in the 1920's. Therefore, | really appreciated the way that Dr. Yoshida discussed
that range of concepts that we now refer to with the overarching term “museum.” Do you still see those

sorts of changes occurring in the terminology that we use to discuss art or in the way that we think of art?

Yoshida: Even though there is no actual term directly equal to art in a sense that is not existing in a community.
For example, in some African communities, even now, they don't have an actual term equivalent to art. If we
consider art as creative activities or the results of that activities — if we call them art, | do believe art exists in
any part of the world. But in Japan, art history even now or up to now didn't cover the art in the world. So,
art history covers only Western art, and perhaps Oriental art and African art haven't been included in the
discussions of art so far. But now the situation has been changing — it is more of the world art history or
universal art history. To change art into image, some art historians now are using the term Anthropology of

Images. Now the scope of art is expanding, so | do think that the concept of art is now changing.

Feltens: | have a very easy or also very difficult question for Dr. Yoshida. Because you've studied Japanese art
exhibitions abroad so extensively, | was wondering if you think of any very outstanding examples that are

presenting Japan in a very compelling way, and/or if there are those that you found very problematic?

Yoshida: Problematic exhibition? My exhibitions are only good ones. So, the first one was the Images of
Other Cultures which we created at the ethnographic gallery of the British Museum around 1910, and that
was too, as | said. Today, | just introduced the first gallery, but the whole exhibition was divided into four.
The first of those was “The Regression of the British Museum’s Gallery”, that showed how the West saw
Japan, Africa and Oceania. The second exhibition gallery was entitled "The West seen by Africa, Oceania, and
Japan." We introduced a lot of hybrid objects which so far were not included in the collection of museums.
That meant we introduced a lot of Western elements into the objects. Of course our dress changed from
kimono into this type of dress at the time of the Meiji restoration, and the signal change occurred even in
Africa and Oceania. But as | said Japanese saw Japan as a part of the West, and they inherited the images of
other cultures, images of Africa and images Oceania from the West. So, in the third room, we followed the
change of Japanese view of Africa and Oceania. And the last gallery was called “Border-crossing Cultures
Today” which showed a lot of hybrid objects created by artists in Africa, Oceania, Europe, and Japan. It was
quite a challenging exhibition. It really changed the view of Japan or Japanese art. That is why | still treasure
that exhibition. And so far, | haven't seen such a challenging exhibition even in Europe and North America.
Perhaps | have a bit to add that evolution was a sort of the answer to the exhibition held at MoMA, The
Museum of Modern Art in 1984, the exhibition called Primitivism in 20th Century Art. They exhibited western
modern art, masks, and sculptures from Africa, Oceania, and America. It was strongly criticized and started
a heat of discussion. Some exhibitions were the answer to that. Magiciens de la Terre exhibition at Pompidou
in 1989 was a sort of the answer to that exhibition by Jean-Hubert Martin. And the Images of Other Cultures
of mine was also a sort of the answer to that exhibition — the answer to the question was created by that

exhibition.

Matsushima: Regarding Dr. Yoshida’s Images of Other Cultures, there are regional differences when it comes

to the way Japanese culture is presented overseas. It is the same within America and Europe, too.



| wanted to touch on this when | discussed the Duchamp exhibition, but there have already been many
people within Japan who also regard Japanese culture as a different culture. Since everyone here today is
very literate and you can think for yourselves, that exhibition was not for you. When | talk to elementary or
junior-high school students, | realize there are some Japanese people or people residing in Japan who have
never lived among folding screens and sliding doors. Indeed, some people have never even heard of these
words. When | think about this, | worry about how Tokyo National Museum is going to explain cultural
properties and other exhibits to people 50 years from now. | would like to ask Dr. Yoshida your impressions

about whether people in Japan regard Japanese culture with “images of other cultures.”

Yoshida: Our perspectives of different cultures or even our own culture differ according to factors like our
age, gender, education and so on. For example, | think people living in Japan have many different ways of
perceiving Japan, Japanese culture or Japanese aesthetics. In this sense, the problems involved in exhibiting
Japanese culture in Japan are no different from the problems involved in exhibiting other cultures. As such,
when we hold exhibitions of our own culture, it seems we are just substituting inter-cultural challenges for
intra-cultural ones, for instance, or substituting challenges involved with external cultures for challenges
presented by our own culture. We are always presented with the same problems when holding exhibitions.
At the same time, tokonoma alcoves and tatami mats are disappearing from houses in Japan, for example.
This is not an issue unique to Japan — cultures are shifting all over the world on the spread of globalization.
However, | am fairly optimistic myself. This optimism springs in part from observing the activities of
indigenous peoples across the world. As globalization advances, they have seen their cultures becoming
completely westernized, with traditional cultures disappearing entirely. This ultimately raises questions
about identity. Indigenous people have realized that their identity lies in the culture inherited from their
ancestors. This has led to movements aimed at cultural revitalization. A glance at the history of humankind
shows cultures constantly changing. In other words, people have always been complaining about ‘young

people nowadays.’

Kito: Moving on to the next topic, Dr. Feltens talked about the Freer Gallery of Art in the capital Washington,
D.C. and how its establishment was partly down to political reasons Roosevelt, who was then the president,
had. | believe your institution also acts as a window to Asia in the capital. Have you encountered any

limitations or difficulties when introducing Japanese art in your galleries?

Feltens: | think the most difficult things to display for us are shunga. As part of Smithsonian, the museum
should be open to everyone no matter whether you are 2 years old or 62 years old. For that reason, we are
discouraged from displaying what one could consider pornographic. And if we display them, which we did,
it has to be displayed in special rooms where there would be disclaimer outside. You should not enter to the
room if you are under 18. We always call our officer of legal counsel first to make sure that the institution is
not being sued, and that happens quite frequently. Difficulties in terms of display are connected to materials.
| mean prints are allowed to be only displayed for 3 months and then tucked away for 5 years whereas

paintings stay out for 6 months and then sleep for another 5 years.

Trinh: How about displaying contemporary art? Is that something that you can do at the Freer Gallery of Art,

or is it stipulated in your charter that you can’t do that?



Feltens: We are allowed to display contemporary art. Because Freer gave his collection with all the
regulations that | mentioned earlier, contemporary material usually gets displayed in the Sackler Gallery
which is the adjacent museum. The collection of contemporary art is also only housed in the Sackler, and so
far is part of only that collection. That decision was made very consciously early on to keep those two
collections separate. The Smithsonian is barred from endorsing private collections and/or contemporary
artists if there is any potential of a value increase through our exhibitions. If we are displaying such works,
we are looked at as if we were endorsing that person’s career or sales. This is a no-go. But there is
contemporary art and there are loan exhibitions of contemporary art in the Sackler, so there is a way of

doing this without flat-out endorsing artists and collections.

Matsushima: As a national institute, | think Tokyo National Museum also has some things that could be
described as proscribed or prohibited matters. | don’t think there is anything set down in stone when it
comes to restrictions on exhibits at Tokyo National Museum. There were originally guidelines from the
relevant ministries with regards to exhibits, but now that Tokyo National Museum has become an
Independent Administrative Institution, | believe we are allowed to think and act independently in a sense.
Of course | am not talking about a command hierarchy, but from a curatorial perspective too, we are now
able to make comprehensive decisions that reflect modern-day social conditions. There are many different
social circumstances and political problems.

When we talk about contemporary artists, we often mean living artists, not deceased, who remain active to
this day. There are a number of reasons Tokyo National Museum would display works by living artists. So
there are no prohibitions or regulations preventing us from holding a shunga exhibition, for example. We
consider various implications and positions, such as our position as a museum, our curatorial and academic
policy, and our way of thinking about our visitors.

I think everyone’s museum is the same, but we made a decision based on considerations of whether if would
be ok to suddenly show shunga to elementary school children, or whether we should place restrictions on
who could view the exhibition. We received an offer from the British Museum to hold their shunga exhibition,
but we turned it down, probably because it was adjudged the exhibition would not be suitable for Tokyo
National Museum at that moment in time. Personally speaking, | think a shunga exhibition could be possible
in the future.

| have a question. Many Japanese galleries display handscrolls illustrated with battle scenes of samurai
fighting in times past. Some of these have scenes of beheadings with blood spurting out, for example. In the

US, are there any restrictions on showing bloody scenes like this?

Feltens: Let’s talk about the blood first. In the past, we had a Shuten-doji Emaki exhibition which is very
graphic in that sense. So the exhibition was preceded with the disclaimer saying that you would encounter
a graphic material so that is your own risk basically or at your own. But it is not necessarily intended to stop
anybody from entering because it's less graphic than if you saw a horror movie. The Freer is also quasi-
national institution like Tokyo National Museum, so there is not any influence from the US government or
from congress in the exhibition making. However, the Smithsonian has to be careful because it reports back
to the government every year. If the senators say something negative about what you have done, that’s not

a good thing.



Kito: We have just been talking about exhibits that were difficult to display at the Smithsonian. Mr. Salel
gave several examples like those during his presentation. Shunga or other themes of a sexual nature can be
quite hard to handle, but | would like to ask you about your presentation. | tend to associate the Honolulu
Academy with ancient artworks or ukiyo-e, for example, but | was struck by what you said about shunga,

and photographs and by that Hokusai and Utamaro were your last choice when it came to woodblock prints.

Salel: | would like to follow-up about a comment that | previously made about avoiding the most famous
ukiyo-e artists. We are currently installing Hokusai’s Thirty-six View of Mount Fuji in our Japanese gallery.
For reasons of conservation and as a kind of experiment to focus the viewers’ attention on individual prints,
we will be displaying only one of the prints from that series at a time in a gallery with lots of information
about the entire series throughout the rest of the gallery. And every 2 weeks, we will be rotating the prints.
We will continue this series of rotations for the next 12 months. People who love these artists can see them.
In addition, during my presentation, | showed slides of an exhibition on Hiroshige that was relatively recent.
There are certain works in our collection, certain highlights that we are obligated to display on a regular basis,
and we are interested in loaning to other museums within and outside the United States. We are very active
in that. However, | want to talk about some activities at our museum for which we are not so well-known
but which are equally important— exhibitions and other activities that offer a wide range of views about

Japanese art beyond the artists who we know so well.

Yoshida: It was a striking contrast for me to think about whether we are curators or window decorators.

To begin with, curators are receivers, so if asked to choose between trying to meet the expectations of
visitors and taking a more challenging approach, | think we should choose the latter. The exhibitions
introduced here are examples of this challenging spirit. If | were asked to do ordinary thing, | would rather

leave it to someone else. | always want to take a challenging approach, so | agree strongly with your feelings.

Kito: | wondered how many tourists would go to a museum while visiting Hawaii, a resort island, but it seems
that many of the Honolulu Art Museum’s visitors are regular tourists. | think it must be difficult to plan
challenging exhibitions if you want to pander directly to the demands of visitors. Museums with many tourist
visitors need to consider the demands of these tourists too.

| think Tokyo National Museum places considerable emphasis on how to cater to tourists, including those
from overseas, but it is not enough to just show the same things, the same highlights again and again. | think
we need to strike a balance, but how does Tokyo National Museum do this? Mr. Matsushima, you have a lot

of experience with exhibitions here. How do you go about striking the right balance?

Matsushima: Speaking personally, | don’t think there is not much of a challenging spirit on the whole. It is
hard to place value on things, including, those designated national treasures and important cultural
properties. We can exhibit wonderful cultural properties and artworks then let the visitors decide what they
think. However, when we conducted surveys on people from all different age groups and areas, the results
revealed that most visitors want explanations. Before we turn to ‘challenging’ exhibits, we need to realize
that many visitors are not even able to understand simple facts about objects.

For example, there is a black dial-type telephone placed by the window facing the garden on the north side
of our museum. We generally don’t see this type of telephone anymore. Elementary and junior-high school
students probably have no idea what it is. We have to explain that it is a telephone. Listening to why the

shape is so great or why the telephone is so appealing probably counts as a ‘challenging’ experience for these



children.

Tokyo National Museum gets visitors from many different age groups and regions. We try to cater to all
groups. Many of our visitors are indeed elderly people living in Japan, but we also need to serve people
visiting from overseas either. People visit from various areas of the world. This means we have to cater for
a wide variety of needs. As a result, there is a lot of discussion about our aims.

Furthermore, many special exhibitions are co-sponsored exhibitions, where the funding comes from outside
of museum’s budgets. This leads to arrangements aimed at pleasing the greatest number of visitors or

exhibiting items that will attract many people.

Yoshida: | don’t believe every exhibition, gallery and museum always has to be challenging. Each exhibition
and each institution has its own unique mission.

I mentioned that we aim to create museums that act like forums. This was a quote. In 1972, the art historian
Duncan Cameron said museums had two choices - they could serve as forums or as temples. Over 20 years
later, in 1994, | introduced this idea at a symposium. ‘Temple’ museums are places where people come to
see objects and artworks that they know are valuable. ‘Forum’ museums are places where people gather so
start discussions and challenge themselves. In this sense, | believe Tokyo National Museum is a temple and
has to fulfil this role accordingly. Not all museums have to be forums.

However, since the adoption of the UNESCO Convention for the Safeguarding of the Intangible Cultural
Heritage in 2003, museums and galleries have been expected to fulfil new roles. It was once believed that
museums were institutions that collected, preserved and exhibited tangible cultural properties and heritage,
but amid a growing awareness of the importance of intangible cultural heritage, ‘people’ have now become
the theme of museums. This has led to a strong sense that museums need to attract many people and then
act as a space where for mutual enlightenment and exchanges, where people can inherit the literally
intangible cultural heritage of their ancestors, be it knowledge, experiences or memories.

A glance across the world shows more museums adopting the forum role. | feel this way when | look at Tokyo
National Museum’s activities as well.

In this sense, museums are now also expected to pass down intangible cultural heritage and build new
heritage. Depending on the circumstances, it seems each institution will be required to act as a forum in its

own way. | don’t think all museums need to act as forums.

Kito: Different museums are expected to play different roles. Dr. Trinh, in the third presentation you
mentioned that each museum needs to adapt its approach to the same contents and themes in order to
respond the particular environment it finds itself in and the particular types of visitor it has. Could | ask you
again about a question Mr. Kajiyama from Nakanoshima Kosetsu Museum of Art asked during your
presentation?

The Rosetsu exhibition was aimed at Swiss people with a certain understanding of Japanese art. How would

you change your approach if the same exhibition was held in Sydney, Australia? Do you have any ideas?

Trinh: | think in Sydney, | would have a harder time to sell the Rosetsu exhibition to start with. It is mostly
because Rosetsu's works are mostly monochrome paintings and this is not something that | could pass the
exhibition committee easily. Even in Switzerland, when | start talking about the exhibition to the marketing
manager, she said we should use certain words to explain these paintings because they are monochrome.

She said that they look like drawings and hence are less valued. We can’t market an exhibition like that



because we can’t say it is high art and so on and so forth. | think for Sydney if the exhibition is going to take
place, we will probably have to modify the whole approach. We would not only show Rosetsu but would
have to do what | don’t like to do, which is to show him as one of the eccentrics. We would sell it under the
aspect of eccentricisism, and this is what we have tried to get away from doing in Switzerland. But for the
audience, if it is not familiar with or it is not accustomed to see monochrome paintings, first they would think
this is Chinese art. How can you explain the difference for a normal audience? That is already not easy, so

what you have to do is probably to sell it under another aspect.

Feltens: After the success of Rosetsu do you think your future project have become easier to sell to your

leadership at the museum and also to your audience in Zurich?

Trinh: | don’t have a bonus now to do whatever exhibition | want to do. My next exhibition is completely
different. It will be about narrative arts. Again this is something that is not well-known and therefore | would
like to show in in Switzerland. Rosetsu was so successful because Swiss people are so enthusiastic about Zen.
Everything that has something to do with Zen is fine. So the exhibition has garnered a lot of interest. The
next challenge for me is how to sell narrative arts. It’s something that people don’t associate with Japanese
art until now. That would be the next challenge. It’s not easy. It doesn’t get easier. Each project has a
completely different set of challenges, and every time you have to find a way how to make it palatable, first

for the museum leadership and then for the audience.

Kito: You talked about the difficulties of selling the idea of a Rosetsu exhibition in Sydney, but if you get it
accepted, then one key point would be how the marketing people would promote such an exhibition. We
talked earlier about the expectations we face and how we should deal with challenging materials, but | would
like to hear about your experiences of trying to reach agreements with people in marketing or sales who

have different opinions.

Matsushima: A few years ago we held a Choju Giga (handscroll paintings of Frolicking Animals) exhibition.
At the time, marketing people wanted to sell the Frolicking Animals as ‘the forerunner of manga.” This
catchphrase had been used by the British Museum, but in the end we agreed to construct the exhibition
based on the conviction that Choju Giga was not ‘the forerunner of manga.” The co-organizers of the
exhibition accepted our opinion. | am looking forward to seeing how Choju Giga will be handled next time

around.
Kito: You will see. Does anyone have any comments?

Feltens: Let me give you some comments from my recent experience about pitching difficult exhibitions to
the leadership, thinking about the PR and the marketability of exhibition. The Tomioka Tessai exhibition that
opens in two months was a very hard pitch to my colleagues and also to the museum’s leadership, the
marketing, design team and everybody else. First of all, the team didn’t quite get what Tessai was about,
which I'm not still sure if they do, but it is all work in progress. | think the pitch started working when they
actually saw the pictures of Tessai. They realized that he was a strange individual and a critic guy, and then
they connected such his personality to his paintings. When we decided to give them more leeway in design
so that the designers could basically do not go crazy but go out a little more than we usually want them to,

everybody was happy. We’ll see what the show is going to look like.



Salel: Regarding Mr. Matsushima's comment about the Choju-Giga Emaki, | was really interested in what he
said. It's something that I’'m thinking about nowadays in planning our upcoming manga exhibition, because
this is actually the first time for us in Honolulu to present a manga exhibition in a large scale and to look at
different aspects of the medium. In some ways, the show is very focused. It's talking about manga created
for and about women, and it has a certain social and political layer to it. At the same time, however, we’ve
decided to have other galleries throughout the museum that show other aspects of what we call manga. And
we actually will have one gallery where we show a Choju-Giga Emaki, Hokusai’s sketchbooks, and the prints
of artists like Kuniyoshi who occasionally worked in a Toba-e style. In doing that, we are not trying to show
a lineage per se, because that would be a kind of fool’s errand, but to show how, in some works of
traditional Japanese art, there is a kind of sensibility that is connected to modern and contemporary manga.
Now does that connection validate contemporary manga as fine art? No, not necessarily. However, it’s
interesting to look at these works from different time periods and see connections between them. And
without offering any concrete explanations of how they're related, it’s a good way to get people talking and

asking questions about those connections.

Kito: Dr. Yoshida talked about Tokyo National Museum’s role as a treasure house, but Mr. Matsushima, you
also spoke about planning the very challenging Marcel Duchamp and Japanese Art exhibition in your
presentation. When you planned the exhibition, you had an idea that the way of viewing art does depend

on the person. Is there anything you would like to add here?

Matsushima: | understood that it was a challenging and, to a certain extent, risky exhibition. The whole
museum also understood that. Otherwise, we would not be able to spend so much money to make the
exhibition happen. Tokyo National Museum has a really important mission, which is to be a national museum
as a treasure house. As a person in charge of regular exhibitions, | make seasonal selections of artworks,
objects and cultural properties and display them based on traditional values. As the days passed, | thought
it would be all right to also plan some different exhibitions from time to time, be it annually or once every
ten years. This was based on what Dr. Yoshida told me was a groundless fear, namely about whether we
would be able to continue attracting young people like elementary, junior-high and high school students to
our museum and engender in them a curiosity about Japanese cultural heritage. Our special exhibitions are
actually free for children up to junior-high-school age. So if they turn up, they can just enter. But they don’t
come. Even though it is free, they still don’t come.

Hundreds thousands of people come to our co-organized exhibitions, and we are one of the busiest
museums in Japan. When you include our regular exhibitions, we attract around two million people a year.
Around a third of these come from outside Japan. The ratio of visitors to our special exhibitions and regular
exhibitions has also stood at around one-to-one recently. Ten years ago, our special exhibitions attracted far
more visitors. A few hundreds thousands of people still visited the regular exhibitions, but as a museum we
thought about how to advertise and plan the regular exhibitions better. We also held a variety of events,
with the result that our regular exhibitions now attract one million people too.

However, Tokyo National Museum still attracts only a fraction of the visitors received by the British Museum,
the Forbidden City in Beijing, the National Palace Museum in Taipei, the Louvre, or the Musée d’Orsay. This
is despite being situated in a metropolitan area with a population of around 40 million people. To put it
another way, only 2 million people out of a total Japanese population of 120 million visit our museum. We

need to attract more new visitors. This is not about earning more revenue but rather about fostering an



interest among the next generation. | am always thinking about how to present things in order to foster this
interest. This is where the idea for the Duchamp exhibition came from. | tried my hardest to ram this point

home during internal presentations within the museum.
Kito: Does anyone have any questions or comments about this?

Yoshida: When | heard about these experiments, | realized there are people who think like me at Tokyo
National Museum, perhaps including you, Ms. Kito. | felt a kind of comradeship.

| talked today about 1997’s Images of Other Cultures, but after this, | saw the emergence of a number of
other challenging exhibitions that transcended the boundaries between museums and art galleries.

One of these was an exhibition of the National Museum of Modern Art’s collection, held at Tokyo National
Museum’s Hyokeikan in 1999. | just heard this was partly connected to renovation work at the National
Museum of Modern Art, but you wouldn’t know this from the outside. It was an extremely groundbreaking
exhibition and probably gave courage to many curators across Japan.

Nowadays, we often see museums experimenting by placing archaeological collections alongside works by
modern artists. | think we have seen more experiments that transcend the traditional frameworks of
museums and art galleries. When Tokyo National Museum does this, it has far more of an impact than other

institutions, so | would be delighted to support your efforts. As | listened, | really felt a sense of kindred spirits.

Kito: Does anyone have other comments?

Feltens: | have a question about TNM’s exhibition planning strategy. If TNM has an exhibition that you know
is going to draw a substantial amount of visitors, will you pair that exhibition with something that is less
popular in order to channel people from the more popular exhibition to the less popular exhibition? | am
asking this question because | am doing this right now at the museum. One of the reasons for showing
Hokusai is to channel people into Tessai because everybody knows Hokusai, but nobody knows Tessai. So

the math is very easy. I’'m just wondering if there is any secret to TNM'’s strategy as well there.

Kito: I'll put this question to Mr. Matsushima first.

Matsushima: | know of one art museum that had an exhibition of ukiyo-e paintings and woodblock prints .
They only had one piece by Utamaro and many pieces by other artists, but they still named the exhibition
“Utamaro and Ukiyo-e Artists of His Era.”

| think Tokyo National Museum does the opposite. We never employ this kind of strategy. It is more about

not wanting to trick our visitors than not wanting to pander to co-organizers.

Kito: Mr. Tazawa Hiroyoshi, head of the Curatorial Research Department, is joining us today. Mr. Tazawa,

could you talk about the kind of strategies you employ in this area?

Tazawa: If we are talking about strategies to entice people to view objects they perhaps would not otherwise
look at, we always adopt a positive approach when it comes to exhibiting things we would like to people to
see. The Japanese Gallery was made to take visitors on a tour of all aspects of Japanese culture. We
simultaneously hold several smaller exhibitions, without trying to guide our visitors to any one final

destination.



However, some of the museum’s buildings are popular while others are not so much. The Gallery of Horyuji
Treasures has many things worth seeing, but not many people visit it. However, if there is something in the
gallery that is relevant to other exhibitions, we will try to guide them there. Furthermore, many people think
Tokyo National Museum is a place for Japanese art, so the Asian Gallery has relatively few visitors. If there is
some relevant to Japanese art exhibits there, we will prompt people to visit. We adopt a strategy of guiding
people there when we exhibit a number of masterpieces or famous works in less popular buildings. Rather
than trying to entice people to visit places that usually attract few visitors, | ask our staff to constantly devise
seasonal exhibits that everyone can enjoy at any time. Perhaps our curators agree with that and do their job

as | request. In this sense, perhaps we are not so strategic.

Kito: We talked earlier about communicating with the next generation. Do you have any examples of tools
installed in exhibition rooms for younger people to use, for example, or tools that make it easier for young
people to take about their own stories? Or do you have any tools that you think could appeal to young
people? Recently, we have seen a number of museums installing tablets or touchscreen monitors in their

exhibition rooms, for instance.

Salel: In Honolulu, we have been thinking about this for the past couple of years. | accompanied a group of
donors and trustees from the museum to Japan, and we visited various museums. One of the highlights of
the trip was teamLab here in Tokyo, and it seems like people were very impressed by this sort of interactive
exhibition. If there’s anybody here who's not so familiar with teamLab, they use electronic technology to
create digital projections in rooms, and when you touch or move in front of a particular image, then the
image will react and become animated and transform. This seems to be becoming quite popular not only
here in Japan and is giving a lot of ideas to curators and museum people around the world. Financially
speaking, it’s a very big investment, | think, and some people have a question about whether that use of
technology is something that helps us to appreciate the fine art that we normally have on view, whether this
technology is fine art in and of itself, or whether this technology is distracting people or giving them
expectations of museums that might not be beneficial for the museum in the future. That being said, if you
have a lot to say about a painting, putting that text on an iPad, where people can scroll as long as they want,
or where they can see supplemental images that help them to better appreciate the artwork on display—that
is a lot more convenient than a regular, printed label on the wall. | can see advantages and disadvantages in

that way.

Trinh: New technology will play a bigger role in our display and in our exhibitions in the future in any case. It
is actually a well-known fact that you need to entice them with something if you want to attract a younger
audience. If you just put a painting on the wall, they are not going to look at it. But if there are moving images,
they might look at it. This is a fact. We also have to think about how we can wisely use this technology. We
are talking about this issue for the next exhibition on narrative arts. There will be many, many long hand
scrolls in the show, and there is no way that we can display them in their entirety over a long stretch of time.
So we have to think about methods how to display these works so that the audience can experience the
entire work, not only one section of it.

Another thing with Japanese art or Asian art in general in the western world, is that there are so many

unknown things and unknown objects represented in the artworks that needs a bit more of explanation, and



using technology instead of having the labels or the wall texts, which are kind of old-fashioned now, work
better. We know no one wants to read long texts. | think what Frank said, 75 words for a caption, is perfect.
No one wants to spend time on reading long wall texts anymore. As he says, if you have a caption, they read
the caption and spend one second to look at the artwork. That doesn’t work either. Using technology is
certainly a big help for us and for our work in the future. It is always on the edge how much we use them and
what is the right way to do, and | think to find a balance to use technology is the challenge that we encounter
now.

We are thinking now of rearranging our permanent collections and want to include a lot more multimedia.
For example, if we have a noh mask and a costume, that’s not enough. We would like to show like an excerpt
of a noh play so people who have never seen a noh play before know how the masks are used, what it is
related to a play —it is not just an object or an art object in a showcase. | think that we need to include more

multimedia and more technology in the exhibition, and that is the future of museums.

Kito: | would like to ask Andreas Marks of the Minneapolis Institute of Art, to say a few words.

Marks: Talking about digital, | have a bit different experience. | am working on a Japanese textile exhibition
that is supposed to open in October, and had the idea of using an iPad so that visitors can look up and
understand technical terms, like shibori. It’s the education department that is absolutely opposing to this
idea because we have found out that our visitors don’t look at digital. So, it’s not digital that brings people
in; we tend to think that, and it seems like it’s a nice idea. But at the end, we are complaining that visitors
are spending such a short period of time, looking at the work of art, but are giving them digitals so what does
it mean? They are going to look less at the work of art? | personally is against digital. | have iPads in my
galleries. | wish | could get rid of them, but in the end, | don’t need to get rid of them because anybody never

looks at them, so it’s okay that can be there.

Kito: Today we are also joined by Timothy Clark, who curated the Shunga exhibition at the British Museum

among other things. Timothy, could you add a few words?

Clerk: We started talking about how technology will impinge on our work. | think it’s us; we are curators of
public collections. Our first and burning duty is to put our collections online. Today, we’ve been talking about
how we mediate our collections to the outside world, which is fine. We'll continue to do that, but we should
also give people the opportunity to mediate our collections for themselves. Who are creating the diverse
narratives that we are talking about today? We should absolutely make a burning priority to give people the

digital tools to do their own curation as well as listen to us.

Kito: We have received a lot of questions from the audience, but unfortunately we only have time for one.
“The words ‘dialogue’ and ‘conversation” were featured often in today’s presentations. Exhibits that will
prompt dialogues and conversations will be those that prompt active rather than passive responses from the
viewer. | believe there is an unwritten rule in Japanese museums that you must be quiet. When | went to the
Manga exhibition at the British Museum, | was surprised to see that visitors could take photos and move
around the exhibition freely. | was also struck by how much people seemed to be enjoying themselves. | think
the silent Japanese way of appreciating objects must pose challenges to make the visitors enjoy exhibitions

in Japan. What does everyone think about this?”



Matsushima: Before answering the question, Let me talk a little about digital matters. As the personin charge
of planning at the National Center for the Promotion of Cultural Properties, | actually engage with digital
technology. We produce high-resolution reproductions using high-definition video. We then use these
reproductions to make movies and so on. We have used digital technology to create high-resolution images
showcasing the Illustrated Biography of Prince Shotoku, for example.

Regarding the question of whether this impedes displays, | think the evolution of technology will provide a
solution to this problem. Even if a display has no explanations, | think technology will be able to relay this
information to people somehow, even without the use of iPads or glasses. Perhaps you don’t understand
what | am talking about, but | think we will see these technologies soon. On this point, the National Center
for the Promotion of Cultural Properties is pursuing various initiatives aimed at introducing cultural
properties and artworks to people in a visual, non-verbal way.

To answer the question about silence and keeping quiet in the galleries, when the National Center for the
Promotion of Cultural Properties ran a program about Hokusai’s Great Wave last summer, we got the visitors
to shout ‘Mount Fuji!” We could here their voices even in the backyard. They were then shown Hokusai’s
ukiyo-e in the next room. These shouting children also looked at Hokusai’s Great Wave in the exhibition room,

so | think we established some kind of connection.

Feltens: | don’t believe that a museum should be a reflection of what you encounter on the street, so | do
believe that an exhibition space should have a certain kind of solemnity and quietude. But in our museum,
we are giving our guards a tour of the exhibition when an exhibition opens. | always tell them not to shush
kids when they are in the galleries because that is one thing that makes people afraid of a museum. It creates
a temple- or church-like atmosphere that you absolutely do not want from kids growing up. Because if they
feel comfortable in a museum they will come back when they are older, so they will continue to come back.

That’s the noise | want to hear in the gallery, if you even want to call that noise.

Yoshida: Maybe this is something unique to ethnology museums, but when we see visitors talking about an
exhibit, this is surest sign for us that the exhibit has been a success. | want to create a space where exhibitions
prompt people to start conversations with their families or partners. Of course, we never tell people to be
quiet.

Moreover, we have four symbolic displays on stages in front of our regular exhibitions. These all ask questions,
with the replies written below. The first question is, “‘What are these?’ This is followed by, ‘Do they look the
same or do they look different?” We then ask the reverse question, ‘Do they look the different or do they
look the same?’ Finally we ask, ‘Are they tools or art?’ These questions are all posed to our visitors. These
guestions represent the way the National Museum of Ethnology or cultural anthropology in general thinks
about objects. The first thing we do is foster curiosity in things by asking, ‘What is it?’ We then ask people to
consider cultural differences and similarities. That is the reason behind the question, ‘Do they look the same
or do they look different?’ Finally, we get people to relativize their own way of looking at things. That is why
we place a Mackintosh chair next to a chair made by Africa’s Robi people, for example.

We ask questions about all the objects in this way, so by the time visitors enter the exhibition rooms, they
have already begun a conversation that will continue as they walk through the rooms. | think ethnology
museums in particular should take this kind of approach.

As for the question about digital technology, | would like to engage in a bit of publicity. | highly qualify the
teamlLab’s works. They do a lot of groundbreaking work. They transcend the boundaries between a watcher



and watched, between onlookers and artworks. They transcend the frames of a picture, with the pictures
actually set in motion. They also transcend the framework of the exhibition room. They have the same
characters walking through the exhibition rooms with you, for example. | admire their work very much.

We organized an exhibition of teamLab at the Himeji City Museum of Art recently. This was my first time to
organize an exhibition at a venue other than my own museum then asked to contribute to a book about
teamLab, accompanying the exhibition. Later, | received an amazing letter from their representative director
Inoko Toshiyuki, in which he wrote “I’'m glad | am alive.” This was the first time for me to receive a letter of
thanks like this, but from the very beginning | recognized the fantastic, transcendent nature of teamlLab’s
work.

| don’t think every museum should introduce this kind of technology. | think this is an activity that focuses
on the visual aspect of artworks to dispel the various conventions contained within our way of seeing things.
Museums have placed too much emphasis on visual aspects, though, with touch and other senses relegated
to second place. The National Museum of Ethnology has a ‘Let’s Try Touching!’ corner at the end of our
exhibition rooms. This autumn, we are going to hold a special exhibition called ‘The Universal Museum.’ The
exhibition’s executive committee is chaired by our researcher Hirose Kojiro, who is visually impaired. The
exhibition has already roused the interest of several modern sculptors, and | imagine they will be vying with
each other to see who can create the best exhibit. | imagine sculptors want people to touch their works, but
museums forbid this. People will be able to touch the displays at this exhibition, with a number of sculptors
already agreeing to participate. This is also a challenging project, but | think there are many ways to adopt
challenging approaches.

On March 3, the National Museum of Ethnology will introduce a totally new system of display guides and
video talks that visitors will be able to use by downloading an application to their smartphones. When they
point their cameras at an exhibit, an AR (Augmented Reality) explanation will activate. Incidentally, when we
first discussed this, some people worried it would distract from the actual exhibits. To get around this, we
have made sure the application also leads people to look at the actual exhibit through comments like ‘please
look at the object.” Also, if they turn away from the display, the program finishes automatically. In this way,
visitors cannot use their smartphones while doing other things. They have to stop and point their camera at
a display before the explanation begins. These explanations are stored on our system, so visitors can also go
the videotheque booths located around the museum to select videos of exhibits they have seen from a list
that automatically appears. Furthermore, we have also introduced a program that will let people check
information on their smartphones or PCs after they have returned home. This is all recorded, so when they
next visit the museum, they will be presented with choices of other exhibits they may not have seen yet.

Please visit if you get the chance.

Kito: Thank you for your comments. | feel we could talk for a lot longer, but | am afraid we will have to wrap
up the panel discussion here. We will hold a gathering after the discussion, so please feel free to join and talk
directly with all our panelists today.

| believe our talk today has taught us about the diversity of Japanese art, about the ways each museum
responds to various social demands, and about how curators work hard to create their own narratives for a
wide range of visitors. We have talked various matters about today’s theme, ‘Creating Diverse Narratives:
The Arts of Japan in Museum Exhibitions.” | hope museum exhibitions of Japanese art will enrich everyone’s

lives a little. Thank you very much.
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Meeting of Japanese Art Specialists

February 2, 2020
Meeting Room 1, Heiseikan, Tokyo National Museum




February 2, 2020: Meeting of Japanese Art Specialists

Purpose: Announcements, discussion and information exchange regarding operational problems faced by
Japanese art curators and staff in other related museum departments in North America, Europe and Japan.
Venue: Meeting Room 1, Heiseikan, Tokyo National Museum

Chairman and Facilitator: Kawano Kazutaka, Head of the Research Division, Curatorial

Participants from North America

Laura Allen (Asian Art Museum of San Francisco)
Rosina Buckland (Royal Ontario Museum)

Frank Feltens (Freer Gallery of Art)

Andreas Marks (Minneapolis Institute of Art)
Anne Nishimura Morse (Museum of Fine Arts, Boston)
Rhiannon Paget (The Ringling Museum of Art)
Aaron Rio (The Metropolitan Museum of Art)
Stephen Salel (Honolulu Museum of Art)

Shinoda Yayoi (Nelson-Atkins Museum of Art)
Sinéad Vilbar (Cleveland Museum of Art)

Participants from Europe

Karwin Cheung (National Museum of Scotland)

Timothy Clark (The British Museum)

Rupert Faulkner (Victoria and Albert Museum)

Menno Fitski (Rijksmuseum Amsterdam)

Gregory Irvine (Victoria and Albert Museum)

Daan Kok (National Museum of Ethnology, Leiden)

Nadejda Maykova (Peter the Great Museum of Anthropology and Ethnography [the Kunstkamera] )
Manuela Moscatiello (Musée Cernuschi)

Kate Newnham (Bristol Museum & Art Gallery)

Mary Redfern (Chester Beatty)

Wibke Schrape (Museum fir Kunst und Gewerbe Hamburg)
Alban von Stockhausen (Bern Historical Museum)

Khanh Trinh (Museum Rietberg Zirich)

Elizaveta Vaneian (The Pushkin State Museum of Fine Arts)
Bas Verberk (Museum for East-Asian Arts, Kdln)

Cora Wirmell (Staatliche Kunstsammlungen Dresden)
Ainura Yusupova (The Pushkin State Museum of Fine Arts)

Participants from Japan
Kajiyama Hiroshi (Nakanoshima Kosetsu Museum of Art) 6
Furukawa Shoichi (The Museum Yamato Bunkakan)



Yasukouchi Yukie (Suntory Museum of Art)
Ito Chihiro (Eisei Bunko Museum)

Participants from National Institutes for Cultural Heritage

Kawano Kazutaka (Tokyo National Museum)

Imai Atsushi (Tokyo National Museum)

Kito Satomi (Tokyo National Museum)

Kurihara Yuji (Kyoto National Museum)

Tetsuo Furiya (Kyoto National Museum)

Melissa M. Rinne (Kyoto National Museum)

Fabienne Helfenberger (Kyoto National Museum)

Mary Lewine (Nara National Museum)

Kuwabara Yuzuko (Kyushu National Museum)

Yamanashi Emiko (Tokyo National Research Institute for Cultural Properties)
Emura Tomoko (Tokyo National Research Institute for Cultural Properties)
Maisawa Rei (Tokyo National Research Institute for Cultural Properties)

Summary

The Chair explained that the overall purpose of the meeting was not to produce one overarching conclusion
or statement but rather to discuss various problems, build networks, and forge links between participants.

He then asked if anyone had any comments or questions about the previous day’s symposium. With
regards to the keynote speech, participants talked about how interesting they found the idea that the ideal
museum would be one that fused the Tokyo National Museum with the National Museum of Ethnology and
the National Museum of Japanese History. They also agreed that it was not a good thing that Japanese art
was always spoken about in quotation marks and not treated the same as other fields of art. The organizers
of the symposium talked about presenting the diversity of Japanese art to the general public and how the
concept of Japanese art differed according to country, region, museum and curator. They added that it was
probably better to speak about Japanese art within the context of various exchanges rather than as something
restricted to within Japan’s borders. Given this, and following on from the previous year’s theme of “Beyond
Orientalism and Occidentalism,” the organizers said they had tried to show how the general public had many
different views and ways of approaching ‘Japanese art,” just as they had many different ways of viewing
‘Japan.’ They raised three points that had been discussed at the symposium: (1) The problem of what curators
should exhibit (for example, should they prepare exhibits that visitors want to see or exhibits that challenge
visitors?); (2) how to strike a balance between preserving curatorial integrity and financial success when
staging exhibitions; (3) how to integrate technology into museum displays.

Participants discussed the phrase ‘Japanese Art’ and how it was better to discuss the ‘Japanese Arts’ in
plural given out their museums exhibited fine arts like painting and sculpture alongside applied arts, modern
artworks and photography, for example. They also said curators needed a purpose when deciding what to
exhibit. They also expressed doubts about the idea of curators passing down explanations to the public in a
one-sided manner. When it came to using technology, participants also said museums should prepare
technology that allows visitors to make their own choices.

With regards to the presentation in the symposium about the Duchamp exhibition, A participant spoke about



the approach of using Asian rather than Western artworks. Another also spoke about how Japanese art is
presented nowadays within the context of world art rather than as the product of just one country. There were
introductions of several innovative ways museums had prepared thematic displays that mixed objects from
their collections with cultural artifacts from various countries and regions. However, some participants
expressed concerns that these kinds of activities could threaten the raison d'étre of specialists. There was
also a lively exchange of opinions about educational activities and the importance of approaching children in
particular; the merits of using technology aimed at young people; and the necessity of educating people about
how to appreciate Japanese art.

There were three 5-minute presentations around the break, followed by a discussions about the
presentation themes.

Discussion 1: Japanese Collections for Creativity and Wellbeing

Presenter: Kate Newnham (Visual Arts, Bristol Museum & Art Gallery, UK)

Presentation overview
Japanese woodblock prints and graphic art such as manga have become part of popular culture in Western
countries, a Bristol example being graffiti referencing Hokusai’s work in Hillgrove Street, Bristol by M13 Crew and
Phlegm (2009).
Bristol Museum & Art Gallery cares for 2,000 Japanese items including 500 woodblock prints. In 2018-19, we held
a series of three free print exhibitions from our collections. We drew on the success of the British Museum’s
Hokusai exhibition (2017) by starting with Hokusai and Hiroshige landscapes. Secondly, we presented life in Edo-
period cities and, thirdly, prints focused on nature and the changing seasons.
The exhibitions were presented in a small gallery, each with 60 prints. Their popularity exceeded our expectations,
as they attracted over 127,000 visits: 31% of all visitors to the museum. 2,000 visitors completed an audience
survey, which proved that the woodblock prints attracted a younger, more ethnically diverse audience than usual
and also drew in visitors from a wider geographical area.
Visitors were very inspired by the prints and the techniques used to create them.
“Beautiful, dreamy, ethereal, thank you.”

“Been thinking about doing some wood cut printing and it's been inspiring to see how the process has been
completed.”
We have anecdotal evidence that the prints prompted visitors ranging from school students to staff at a local digital
games company (Meteor Pixel) to create their own work.
In a project with poetry consultancy Call of the Page we encouraged people to write haiku responding to the online
versions of our exhibitions. Poets from 30 countries submitted 800 haiku based on Bristol’s prints.
Public events such as a family activity day and an ‘Ultra-Japan’ evening for adults celebrating both traditional and
contemporary aspects of Japanese culture drew capacity audiences. Adults as well as children were keen to play,
for example by trying on anime costumes and kimono.
Visitor responses to Bristol’'s program suggest that Japanese collections have a powerful potential for stimulating
creativity, social visits and good mental health. This seems to be due to a number of factors. People respond to
the high levels of craftsmanship in Japanese art, its links with popular culture and what it reveals about Japanese

faiths and beliefs, especially Buddhism. Finally as it has done in the past, Japanese art gives Western viewers the



opportunity to enter a different world.

After the presentation, an intriguing research outcome recently featured in the British Medical Journal was
introduced by the presenter: people over fifty who go to museums and art galleries have a lower risk of
premature death. The presenter added that her own medical doctor actually goes to galleries to see Japanese
art in pursuit of healing. A participant pointed out that there are art-related programs designed to comfort

former servicepersons.

Presentation 2: Sustainability and Curation

Presenter: Menno Fitski (Rijksmuseum Amsterdam):

Presentation overview

This presentation discussed how curators can contribute to sustainability during their everyday work. Mr.
Fitski talked about the problem of air conditioning in exhibition rooms. He also questioned the frequent use
of airplanes to dispatch couriers, for example, and he even questioned the idea of lending itself, suggesting
instead that museums could perhaps utilize their own collections more. He also made several proposals
about: sharing collections; re-using display cases and tools; undertaking joint enterprises though the use of
online platforms; and constructing a database of collections. Furthermore, he gave several examples where
it would be difficult to act in an environmentally responsible manner, noting how air travel was sometimes
unavoidable for geographical and climate-related reasons, for instance, and how it was unfeasible to cut back
on the use of air conditioning. Mr. Fitski also expressed the opinion that we needed to change the way we
think about marketing exhibitions. He expressed concerns about this generation’s over-use of fragile
Japanese artworks, for example, and he questioned the practice of trying to attract visitors by constantly
holding exhibitions of famous works loaned from other museums. He said museums needed to think more
about how to tackle the issue of sustainability and he called for an ongoing debate between specialists in
Japanese art with regards to what could be done and what should be done.

Presentation 3: The Courier Challenges Facing Small Museums and Galleries

Presenter: Shoichi Furukawa (Yamato Bunkakan):

Presentation overview

For small museums and art galleries like Mr. Furukawa’s Yamato Bunkakan, despite an understanding that
courier work is essential for the safe transportation of objects, there is resistance to the idea, for the three
main reasons outlined below:

@ There is uncertainty about procedures (import/export and CITES)

@ There is apprehension that springs from a lack of experience

@ There is resistance to the idea of sending curators overseas to act as couriers for a time, as this will
increase the day-to-day workload of curators who stay behind

Small museums want to cooperate as much as possible with loan requests from overseas museums and art
galleries, but the courier issue often proves an impediment. One way to solve this would be for the National
Museums and the Agency for Cultural Affairs to loan works and carry out procedures on behalf of smaller
museums. However, if a loan request is not made directly made to the National Museums or the Agency for
Cultural Affairs, the staff at these institutions cannot realistically be expected to cooperate when they are busy,
so we need to think about how to reduce workloads.

Therefore, when planning exhibitions featuring objects borrowed from within Japan, it helps to consider



various factors during the planning or conception phase, such as whether the National Museums or the
Agency for Cultural Affairs will play a coordinating role, for example, or whether this role will fall to smaller
museums, with the lending museums providing couriers. A further factor to consider is the relations between
lending museums within Japan (building an environment where curators in charge at each museum can
consult each other freely). If these factors are considered and preparations made accordingly, this will
facilitate lending by smaller museums who otherwise have little experience when it comes to couriers. At the
end of the day, the main responsibility lies with the museums holding (planning) the exhibitions. For them,
the key to a successful exhibition lies in building friendly relations with the people in charge at each institution
through dialogue and the detailed exchange of information.

After the presentation, a participant said many find it hard to understand immediately why these cooperative
relations were so important, but over time they gradually came to realize how important connections in Japan
when lending or borrowing objects. It was also pointed out that it might be more efficient from an operational
perspective to gather objects from the various owners together in one place before dispatching them
overseas, noting that this would also be a good idea from a sustainability standpoint. There was no reason
under the museum system why couriers had to be curators. They said that the practice in Japan of always
holding exhibitions of famous works was leading to more loans from overseas, adding that it would be
advisable to eliminate the paper work involved in loaning works.

This was followed by a progress report on a database for Japanese art. There was also an explanation
about how to use and register with the International Network for Japanese Art (INJA).
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WORKSHOP - Feedback Session

February 3 —February 6, 2020




Purpose: The workshop allows participants to become familiar with the conservation and handling of
Japanese cultural properties while providing opportunities for networking. This year’s workshop included a
calligraphy session at the Tokyo National Museum and a Japanese arms and armor handling session at the
Kyoto National Museum, following by an excursion to sites in Kyoto areas. Participants of this annual
workshop are museum professionals from outside Japan, including curators of East Asian art as well as
registrars, educators, designers, and others who are involved in Japanese art exhibitions at their respective

institutions.

February 3

Workshop on kimono Instructor: Kikuchi Riyo (Tokyo National Research Institute for Cultural Properties)

Viewing of the special exhibition “lzumo and Yamato: The Birth of Ancient Japan”

Instructor: Shinagawa Yoshiya (Tokyo National Museum)
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February 4

Kyoto National Museum overview Sasaki Johei (Executive Director, Kyoto National Museum)

Handling workshop on arms and armor
Instructor: Suekane Toshihiko (Kyoto National Museum), Sato Hirosuke (Tokyo National Museum)
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Oka Bokkodo Co., Ltd. Conservation Studio Instructor: Mr. Oka Iwataro

Institute for Chiso Arts and Culture Instructor: Ms Kato Yuriko
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February 5 Feedback Session

Venue: Korin Room, Hotel Keihan Kyoto Grande

Chairman and Facilitator: Kito Satomi (Tokyo National Museum)

Participants

North America

Gwen Adams (Royal Ontario Museum)

Laura Allen (Asian Art Museum of San Francisco)
Rosina Buckland (Royal Ontario Museum)

Frank Feltens (Freer Gallery of Art)

Hollis Goodall (Los Angeles County Museum of Art)
Andreas Marks (Minneapolis Institute of Art)

Anne Nishimura Morse (Museum of Fine Arts, Boston)
Rhiannon Paget (Ringling Museum of Art)

Aaron Rio (The Metropolitan Museum of Art)
Stephen Salel (Honolulu Museum of Art)

Shinoda Yayoi (Nelson-Atkins Museum of Art)
Sinéad Vilbar (The Cleveland Museum of Art)

Europe

Karwin Cheung (National Museums of Scotland)

Timothy Clark (The British Museum)

Rupert Faulkner (Victoria and Albert Museum)

Menno Fitski (Rijksmuseum Amsterdam)

Gregory Irvine (Victoria and Albert Museum)

Daan Kok (National Museum of Ethnology, LeidenEthnology Museum in Leiden)
Nadejda Maykova (Peter the Great Museum of Anthropology and Ethnography [the Kunstkamera] )
Manuela Moscatiello (Musée Cernuschi)

Kate Newnham (Bristol Museum & Art Gallery)

Mary Redfern (Chester Beatty)

Wibke Schrape (Museum fir Kunst und Gewerbe Hamburg)

Alban von Stockhausen (Museum of History Bern)

Khanh Trinh (Museum Rietberg Zdirich)

Elizaveta Vaneian (The Pushkin State Museum of Fine Arts)

Bas Verberk (Museum for East-Asian Arts, KdIn)

Mio Wakita-Elis (Museum fir Angewandte Kunst [MAK Wien])

Cora Wirmell (Staatliche Kunstsammlungen Dresden)

Ainura Yusupova (The Pushkin State Museum of Fine Arts)



Abridged Transcript

Kito: This morning, we are having in the final part of the entire program, feedback session. Tell us what you
think about the whole program or if there is any specific request on something or the overall schedule.

Let me go over the program schedule. Would share your comments on anything about the program over all?
You can comment on any points as we go along.

Firstly, the symposium. Does anyone have any comments on it?

Fitski: Ijust want to ask you what the policy was for the involvement of the audience, not us but the general
audience. | just was wondering what your ideas were about that as the organizers, because you selected
one question from the audience, but it ties in to more. What do you see as the goal of the symposium? It was
a general audience symposium, wasn't it? But it is also for us, so how is that balance?

Kito: Last year, the theme was about the things over the Orientalism and Occidentalism. Once again, we
wanted to show the people that Japanese Art cannot be mentioned from a single point of view, so we wanted
to stress that to the public. Among us, we thought that we didn’t have much chance to talk about our views
of Japanese art, so we hoped to share the views of the Japanese art specialists in America and Europe and
with the public so that the public would understand we could not really essentialize the Japanese art or art of
Japan. Sometimes we are, especially at the Tokyo National Museum, mandated to show easy images of
Japan or Japanese art. But it's tough to say “this is Japan” or “this is Japanese art.” Talking about Japan as
a whole involves multiple definitions, so we tried to let the public understand that Japan is not only based on
a single view, but there are multiple ways to view Japan.

Kawano: Japanese museums also have many foreign visitors nowadays. These include Asian and European
visitors. Our visitors are very diverse and Japanese art itself is a very abstract concept.

The question then is how museums should act. In the symposium’s pamphlet, | said the thing | wanted to say
most, namely that museums are places where a sincere dialogue between ‘history’ and the present takes place
through the medium of ‘objects.” These words point to the need for an ongoing dialogue with our visitors and with

the objects in our collections. This is the idea | had in mind when | planned this symposium.

Paget: Two years ago when | was here, we took questions from the general audience. | think that would be
quite interesting if we went back that. | know that’s hard because sometimes no one asks anything and it
would falls flat. But when you’re giving a talk, you can see the first two front rows and there are all your
colleagues who you kind of know, and then there are all these people in the dark who you don’t know. They're
the ones for whom we are all doing this. It would be nice to have them more visible and dissolve that us-
curators/them-general public that that we sometimes fall into.

Yusupova: Last year, the symposium was at the end, and it was really hard. This time, you started from the
symposium and meeting with specialists and then the trip. This order is much better and more convenient for
presenters.



Morse: Having the symposium first is preferable not only because of the enjoyment factor. Because the
presentations have already been given, it gives us a lot to talk about throughout the rest of the time we are
together.

Moscatiello: It was my first time and it was really a great experience for me. As it concerns with the
symposium, | agree with Ainura and everyone even if | was not there last year. | wonder just about the number
of speakers if it would be better to have more speakers and to teach more subjects that maybe end shorter.

Kito: Let’s talk about the specialist meeting. We largely changed the setting from the past meetings. In the
past, we noticed that there were not enough frank conversations. When | initially planned the meeting, |
hoped the curators would share the common issues among you since you are all specialists of Japanese art.
Till this year we have not included the workshop participants in the specialist meetings, but this time we
included everybody so that we could all share our views more widely with each other. We had presentations
followed by discussions about those topics. We also asked the higher- ranked managers not to attend this
meeting to create an environment where more honest conversations would take place.

Kok: I think your plan worked. It was a bit more difficult to have a discussion with people all facing in the
same direction, but | didn't think it was too much of a problem. It is better to have short presentations in the
beginning to get the discussion going rather than the other way around, but they were really good. It was nice
to have short issues then to use them for the discussions. Compliments to those presenters as well.

Kito: Thank you again for the presenters who contributed to that.

Schrape: | also like the new setting, but | think we do not need a break in between the two-hour discussion.
We discussed a lot of issues already at the symposium, so we might not have to discuss what we already
did in public again. Maybe it would be good to keep the first part really short and we can all give a brief
feedback on the symposium yesterday. | think ten minutes were enough for the individual discussion
presentations. It would be nice to have more topics discussed and no break in between. We are capable to
do a two-hour discussion without any coffee break in between.

Yusupova: | like to thank Yoshida-san for his keynote lecture. It was great. Last year there was no keynote
lecture, wasn’t it? This time it was interesting to have some very special point of view from a specialist who
is not an art historian, and it was very interesting to hear the presentations on the same subject. | think it is
important to have a keynote from a specialist.

Kito: We had a keynote speech at the second conference, then we didn't do that for a while. Do you think a
keynote speech would be nice to have or not? It was a 60-minute keynote speech. Was it too long?

Irvine: | think a shorter, sharper, and more succinct keynote lecture would be good. Make it snappy, get it
over and done very quickly, get the pertinent points through, and actually have more people. Those will also
be good things. Regarding the point about teas, we really lost momentum at that point. You need to build in
some flexibility so that obviously it needs to fit in with timing properly. But building some kind of flexibility, so
when we get a really good momentum going, we can keep it going.



Faulkner: | suspect in Japan, a keynote speaker is given a longer time than other speakers out of respect,
but that isn’t really how it works from my experience in events in Europe and maybe also in the USA. That
doesn't need to be done through a measure of time.

Vilbar: Simply because so many of us feel that there should be more and shorter presentations, but | was
on the other side of that coin. We don't often have an opportunity to hear sustained arguments these days.
The same way, we don’t get to read a long format newspaper article. It's actually something that | appreciate
to have the opportunity to have other than | conquer that being succinct and getting one's point across is to
be highly prioritized, but one can tackle a lot in if you have a longer span of time to work with. | actually do
appreciate that longer format.

Buckland: People might not go for that kind of sustained argument approach. There's a tendency to make
things much more accessible. I'd love to hear those kinds of presentations, but this might not be the place
that they should happen.

| can feel that the discussion is slowing down now. People want to throw in comments that might only take
a few seconds, but you have to wait and then you feel like it has to be worth calling the microphone to you.
In a previous specialists meeting, we all had a static microphone in front of us. We still had to remember to
turn it on, but at least it was there immediately and perhaps that would help to get a real discussion going. |
totally agree with what Greg said that it was getting really good and people were arguing about things,
some tussling. That was really a rare opportunity for all of us to come together and do that, so it's good to
sustain it if we can.

Kito: Microphones are always somehow problematic, but we need to record the conversation to make a
report. But there should be some other ways to do that. We will think about that.

Rinne: In the past, the setup of the room made us so far away from one other that | felt very distant from my
colleagues on the other side of the room. However, this year, we had more physical proximity by having
people in rows, even though we were not facing one another. Somehow it was nice that we could turn around
and someone else was right there. We felt very close to the other people in the meeting, and | think actually
that strangely worked out really well.

Kito: We did the Tokyo workshop, do you have any comments on that workshop in Tokyo? The workshops
are in principal meant to be for those people who are not too experienced or not a Japanese art historian but
for those who are dealing with Japanese artwork, or for those who are possibly handling with Japanese art
so that those people would become more familiar with materials of works created in Japan or in Japanese
art.

Wuarmell: At first, | was a bit surprised because | thought why we are doing Origami. | am taking care of
porcelain and ceramics, and it was such a lovely and hands-on approach to learn more about Kimonos. Both,
the theory and practice parts were very well-balanced and it was an enriching experience. | will actually take
that idea back home to our museum because | think it is a great way to learn more about Japanese kimonos,
especially for our visitors



Von Stockhausen: It was great to really look into these different areas, but, we were a very large group. And
generally, workshops were very short time. | didn't really get into any depth on all these subjects. What |
would suggest is to make it possible to choose from two. There can be discussion and interaction, and
workshop to be more than just looking at objects which mostly were in the end. It was great but | think it could
use much more time.

Rinne: It's always bothered me a little bit that there has been a distinction between the workshops for the
people who are supposedly “not so used to Japanese art” and the “specialist” meeting for specialists. | don't
quite like that distinction, because I think whatever kind of museum you are in, you generally have some area
you're most specialized in, and the area you're less specialized in. For example, some people are rolling and
unrolling scrolls all day long but probably are never folding kimono, and some people are folding kimono all
the time but don't handle scrolls. Everybody, even most specialists, has different things that they're doing.
Some people are used to tying the cords on the wooden boxes holding ceramics. Some museums put these
objects on the shelves without boxes but with sandbags around them, so their curators don’t have the
opportunity to practice tying cords on a regular basis, and it doesn’t matter in their institutions. There's all
different ways that museums handle this so it's always good to have review of traditional practices. Let’s take
away that distinction between people who really know and the people who don't because it's always good
practice for everyone.

Verberk: | really agree with this. Since the event is based in the Tokyo National Museum, it's a great
opportunity for us to see the knowledge from inside. The workshops and the visits yesterday were very well-
balanced. We are all connected to Japanese art but are all ever owns specialism, so there was something
for everyone to experience.

Wuarmell: | was really impressed by the handling sessions, especially about the metal workshop. It was such
a special and unique opportunity to practice with someone who is in fact creating these pieces. It's a great
way to learn about objects.

Vilbar: Every year, I've learned so much and it's been such a different set of visits. | am always amazed at
how every year and an entirely different set of things can be learned at the workshop. So it's one of the great
pleasures of my working experience to be able to attend this.

Maykova: | agree with everybody about handling workshops. You usually hear and talk during the seminars
and presentations, but you use all your other senses during the workshop. You touch things, and you learn
by touching. This is a really important thing. You never forget what you learn with your hands, | think.

Salel: I agree that the workshops were an opportunity for us to intimately learn about methods and materials.
Also, the zazen experience that we had was another great opportunity to physically learn about it. | like the
way in which we were informed ahead of time about how to dress and how to prepare for the zazen
experience. Regarding the workshops, it would be a good idea to tell us, for example, “Today we’re going to
be working with dye or ink or some messy materials, so dress very casually.” Or tell us to prepare to get your
hands dirty. Because that's part of the art making experience. As curators, we have few opportunities to really



learn in that sort of messy but very real way about making artwork, and that might be something we could do

in future events.

Schrape: | would like to come back to the initial question and ask if there is a possibility to go more into
details, especially about swords. | enjoyed the session on swords, but my problem is how to care for the
swords. | know how to display them roughly enough but do not know much about maintenance. | know that
you can use oil and powder to clean them, but | do not know how to do it. So | am rather not touching them
at all. I hoped that we would get a bit more training in how to do these kinds of things. We come here with a
lot of questions in our bag relating to the care for Japanese objects at our home institutions. Going more into
detail might also be interesting for everybody who's not having those problems because you can still get
useful information. | do not actually handle so many textiles, but last year, we had a great textile session.
Menno Fitski actually made a powerpoint presentation on the textile session that was send out to the
participants afterwards. And when | have to deal with textiles now, | have this great presentation that | can
go back to. Thus | would be interested in getting more into details about some difficult to handle objects and
on how to care for them professionally.

Irvine: Your question leads directly into what | do. | look after the swords at the V&A to best of my ability. |
clean and oil them. The question which needs addressing here is succession planning. | remember, a very
long time ago, I've been given my first sword to clean at the British Museum and being absolutely terrified.
30 years on, I'm really confident with it. I've been training more or less and have been showing junior
colleagues at the V &A how to do this. They are all absolutely terrified of handling it. So how do we pass on
the knowledge that we've acquired over the years to future generations, not just in swords, not just in metal
work, in textiles and in all of those other areas is a question, and perhaps this is something for the future
program?

Newnham: | really appreciated any opportunity to learn about techniques. Yesterday when we saw the
presentation about the Yuzen dyeing of kimono, it was absolutely fantastic. To see the different stages as
well as the process is very useful and something that we will be able to pass on to our visitors in our museums.
| can imagine it might be hard to organize, but it would be even more amazing to be able to draw some of the
lines by oneself on a little piece of silk. | know that would be a lot of organization; however, if you read about
something, you learn about it to a certain extent. If you see it, you learn about it a bit more, but if you actually
do it, it's lodged somewhere deep within you. Any opportunity to learn about techniques is enormously useful.

Kito: Let's move on to the excursion part. Overall, | felt that the schedule was a little bit tight.

Irvine: The only reason why the schedule seemed so tight was the sheer number of people. Is this the largest
number you've had? Moving this enormous pack is like hoarding cats.

Kito: This year, we had a bit more luxury about the budget and we could invite more people; therefore we
didn't have to make particular distinction between the specialists and less-experienced specialists. We tried
to include everybody into the meeting then to do things together. Sometimes because of the number, we had
to split the participants into two groups. | don't know if it might be better to divide us all into groups. It is hard
to say what the best way is, or how to solve this number problem.



Schrape: The program was a great opportunities to look at temples we usually do not get to see from inside,
so | really enjoyed this year's excursion program. Sometimes | was a bit too tired, so a coffee break in between
and or just an occasion to get a coffee would have been great. About mixing up junior and senior curators
and the large number of participants, | feel very grateful to you for doing that. The first time, four years ago, |
participated as a curatorial trainee and | remember being quite shy when meeting so many senior curators
for the first time. In my experience, it takes a bit time to grow into the program. Therefore, it is great that we
have the opportunity once and again to come back, catch up and develop a sustainable network including
junior and senior curators.

Maykova: I'm really grateful to be able to get into the places we never been before, and | am even more
grateful to see the artifacts and the art objects in their natural environment. When objects go into the museum,
they are stuck and nobody actually using them. It's easy to forget how it's actually used. It's a really good
opportunity to learn about their usage, learn about how people behave around them, and how people handle
those objects in everyday life. It was a really good experience.

Kok: | was actually impressed by the words of the monk said that you were surrounded by paintings by Kano
Tan'yu, and he wanted you not to look at them because that was not what you were there for today. He
continued that if you wanted to see them you should come back some other time. That was a wonderful thing
to say to this group. That experience in general was really very profound. | say that as a very cynical person
towards religion in general. Yesterday | felt that was really very special. That is quite different for all of us who
have experience going to Ryoan-ji or something. The number of tourists makes an enormous difference, and
we understand what the actual practice of such a temple is when no tourists are looking.

Von Stockhausen: This was the first time for me to be at the program, and especially for people in my
situation where I'm elected to the whole collection. It's much larger field I'm in-charge of, and I'm not a
specialist on Japanese Art. This is really useful because it gives me the opportunity to make our collection
be more visible and to join in a network which otherwise | wouldn’t have access to. | think especially these
smaller hidden collections can gain profit a lot from programs like that.

Shinoda: As a junior curator, attending this program was an excellent opportunity to get to know curators
and researchers in and outside of Japan. Throughout the program | had opportunities to talk to professionals
with diverse interests and backgrounds, which broadened my perspective. The workshops and excursions
also helped me shape a better understanding of the arts and culture of Japan. | am grateful for the Tokyo
and Kyoto National Museums for giving me this invaluable opportunity.

Verberk: To get back to the question, if the program was too long especially in Kyoto. It was long, but it was
worth it since the time was limited. These are all very exceptional locations. The good thing was that we
visited many places but there was not a moment that we had the rush feeling. So it was very organized in
that sense. We were busy until from 9 to 6 o’clock, but it was such a great experience and interesting for all
of us. | can’'t imagine to do this in another way because there is a very good balance of different locations. It
was well-balanced. | could see that sometimes people were tired. | am so tired myself, but it was worth doing.



Kito: My question is the timing of this program. We usually have this program either at the end of January or
early February. It's partly because the budget confirmation comes sometime around July so it is impossible
to have this program in the first half of the year. Is this time of the year comfortable for your schedule?

Verberk: I think it's a perfect timing. January or beginning of February is ideal because there are not so many
tourists. Statistics say also that these are the driest months of the year in Japan. The weather was wonderful.

Buckland: Buckland: A different point | want to make about the opportunity to meet colleagues in Japan.
The Yamanaka Shokai evening was a very special event at a special place, but it was really useful to be able
to meet new colleagues. There are always new people that we can meet, and the INJA event last night was
also a really good opportunity. Perhaps as the INJA gets stronger in the future, that’s something we can co-
host with and bring that network alive each time we have this program as an actual meeting with people.

Redfern: It would be really useful to get a list of participants at the beginning of the program, maybe with just
a couple of lines about what each of us do, what we are interested in or projects we are currently working on.
If people will consent to having their pictures in that too, that would really help. Especially when the group
gets this large, we don’t get a chance to speak to everybody. So just a bit of our background information
would be really helpful to ensure we don't miss an opportunity to connect.

Maisawa: | guess I'm the only Japanese who is participating here and who doesn’t belong to the Tokyo
National Museum. The number of Japanese participants who are not organizers is too small. At the Tokyo
National Museum, there might be junior curators who might be interested in participating here to listen to the
discussions and to have the opportunity to give the opinions; however, | don’t see any. There was a reception
where you also talk with those people, but not many Japanese people are here. | think there should be more.
Since this is a very important project for the Tokyo National Museum, it would be a good opportunity for the
young curators to think about the advantage of hosting this event for their Museum and what the Museum
aims to achieve in the coming years.

Kito: This program is organized not just by the Tokyo National Museum but by the whole National Institutes
for Cultural Heritage, which includes four national museums and two research institutes. Next year, we will
definitely endeavor to include more Japanese curators, not only those who belong to the National Institutes
but curators from other private museums or some other museums in Japan.

Salel: | wanted to thank all of those who talked about INJA and the database that they’re developing. The
symposium is a great opportunity for us to make connections with one another and to be able to contact one
another regarding professional matters that we come across. When we first heard about INJA, some of us
immediately started to register for it. Then | realized that the website is still being fine-tuned, but since we
have our information here connected to this symposium, we could share that information with one another.
In addition to INJA, | think that would be wonderful.

Rio: | couldn't agree more with what Mary said about having some ability to have contact information; basic
sort of details on individuals participating in the program. But if it were not just the people who participated
this year but rather the entire group of six years patrticipants, that would be even better. Since we are all



professionals in the same field, we should have relatively immediate access to one another. | appreciate the
very thoughtful planning of the workshops and various excursions. It was extremely diverse in terms of
locations, histories and all kinds of things. If there is a way to know where we are going to go and what we
are going to do in advance, that would be extremely beneficial. For example, for the visit to the Iron Kettle
Museum, | might have done some studying on iron kettles before we showed up. If | know in advance what
we are going to be doing in a hanging scroll handling session, | would request what to cover in the workshop.
It might make the workshops even more helpful to various participants.

Adams: | was just wondering if there will be an opportunity to tour one of the storage areas of the museums
because collection care is one of the major things that | do. When we went on a tour to one of the temples,
we were able to see the way how they stored their screens and doors. It was very helpful for me to see how
that was done.

Kawano: Next year we will go down to Kyushu, and the Kyushu National Museum will be the counterpart for
this program.

Kyushu National Museum has always opened some of its repositories to the public. Furthermore, our repositories
are all made using only the core part of lumber. This is because insects tend to eat the outer section. By showing
this to people, it will help them to understand the efforts made by Japanese people to transmit our cultural

properties to the future.

Morse: If the Curatorial Exchange will take place in Kyushu, it would be great if we could talk about
transcultural display presentations because that is what the Kyushu National Museum does so well.

Schrape: To go further in this direction, we can also talk about transcultural relations in the specialist meeting.
Talking about the connections to Asian art in this circle seems to me a bit one-sided as we are mostly
Americans and Europeans meeting our Japanese colleagues. | therefore ask myself if there is any possibility,
especially when the program is in Kyushu, to invite colleagues from China, Taiwan or Korea to speak about
the diverse narratives inside Asia? East Asian beside Japan have collections of Japanese art and curators
as well, so it might be good to speak with them about their narratives as well in the transcultural context.

Another thing | would like to propose for next year's program is how to activate the collection, not only in
exhibitions but in a wider scope such as online collections. How do online collections and museum displays
complement each other? | think that is a challenge we are all facing. What are our new tasks as museums?
What are the opportunities to have digital materials and how do these digital materials complement our daily
work and exhibitions? This is also a question related to whom we are going to reach out to and what is the
purpose of our work as curators. Of course we maintain the objects and want to reach wider audiences, but
an exhibition is just one option to do this. The program is really exhibition-focused so far. | would like to open
the perspective also to include not only digital materials in exhibitions but to speak about how we are trying
to negotiate our collections beyond special exhibitions. How can we activate the collection in exhibitions or
online collections or in museum displays? Digitizing oversee collections of Japanese art is also a great
opportunity for our colleagues in Japan because they can get access to our collections online. There are
various issues which are related to this question of activating the collection, such as how to display

provenance information in databases and in exhibitions.



Another issue would be how to include educational programs not only in online collections but also in
exhibitions.

Newnham: It would be wonderful to connect with colleagues at the Asian Art Museum in Fukuoka, who are
doing such amazing work in terms of transcultural contemporary Asian art. They are leading the way in
looking at contemporary art across Asia and building a magnificent collection and wonderful triennials.

Salel: Regarding Southern Japan, one thing that | missed from the symposium was something akin to a State
of the Union address: a report about the state of affairs of Japanese art in light of the destruction of Shuri
Palace and some of the events of that sort that have affected the field within the past year. | know that, in
other Japanese art history forums, there has been a lot of discussion about Shuri Palace and how it is
affecting the plans of researchers and institutions going forward.

Kito: We will consider all the suggestions for the workshops, program structure, and the participant issue.
For next year, we will see what we can for the betterment of programming and come back to you again.
Thank you very much, and see you in Kyushu.
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