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Foreword

In 2014, the National Institutes for Cultural Heritage and the Tokyo National Museum began the “Curatorial
Exchange Program for Japanese Art Specialists in U.S. and European Museums.” With the goals of fostering a
network of Japanese art specialists from institutions in the United States, Europe, and Japan, as well as providing
opportunities for training and education, this program consists of annual symposia, workshops, specialists’

meetings, and overseas surveys of Japanese art. It was held for the fourth time this fiscal year.

For the symposium, “Reinventing Japanese Art through Museum Experiences,” curators who are planning
innovative exhibitions and other museum specialists were invited to discuss their respective images of Japanese
art and the roles they believe museums should fulfill. Although conversations on Japanese art are sometimes
hindered by preconceptions, at the symposium participants were able to explore, through presentations about recent
exhibitions and a panel discussion, the question of how museums in Japan and abroad are able to communicate the

appeal of Japanese art while breaking down stereotypes.

The workshop, which is geared for up-and-coming curators and other museum staff, was held mainly at the
Nara National Museum. It began with a session led by curators and professional handlers on how to crate Buddhist
sculpture and a visit to conservation studios that are difficult to access on an individual basis. This was followed by
visits to nearby temples, shrines, and other historic sites. Overall, the workshop was organized to take advantage
of the beauty as well as the cultural and historical significance of Nara, and was received exceedingly well by the
participants. After the workshop, curators from Japan participated in a survey of Japanese ceramics at the Asian
Art Museum of San Francisco. We hope that these kind of surveys will help Japanese artworks in museums outside

of Japan to gain more positive attention.

With the 2019 ICOM General Meeting in Kyoto and the 2020 Tokyo Olympic and Paralympic Games on the
horizon, the Curatorial Exchange Program provided an opportunity for its international group of participants to
share their respective ways of thinking about Japanese art, and to explore the question of how to effectively share

the art and culture of Japan with the world.

Lastly, we wish to note that this program was made possible through the generous financial aid of the Agency
for Cultural Affairs’ “Project to Support Art Museums and History Museums for the Local Community,” and
through the kind cooperation of numerous individuals in Japan and abroad. Here we express our heartfelt gratitude

for this support.

March, FY2017

The Organizers



EEAEHICEI it 4
FEIBER S/ 2/ TR ST W7 Ly weeeeee ettt 10
= L 96
T 7 3/ G ) T et 104
B LA HALS oo 112
N e B ) 2 198
Contents

Outline of the Program ...........ooiiiiiiiii e 4
International SYMPOSIUM  .....uiiiiiit e e e 10
Meeting of Japanese Art SpecialiSts ...........ooieiiiiiiiiiiii 96
WOk SO o e 104
Feedback SeSSI0N ...ttt 112
Overseas Survey and WeDbSIte. ... ...ovuiiitiiit i 128



TR

HEHW

AEEOHMWILZ., BAREMICHEDAI VT2 Ay 7T oEBREMEHEOHETH S, Il
FRICRBOE ARy 7 IS e BB R ED ANMER. HARENTO QAL - HAREMIFZED LD
HATWVD, TNOLDERDID, Fav—R—fFLTDAYINI—=IFK, YVRIVLRPT—IVay S,
WM BB AAREN v Iy ar ofE 2 HET 5,

FHENZ

VYRIYU LA, HMREZHE v—rvavS

<32 a0
T304ELA 12H (4) ~ LA19H (4)

Fhiti H 2
1HI2H &) EHEEY Y RYY LTI =Y 7 AT 2HAEMOEER] 1HA
CREENL AR PRks R )
13:30 FHEFHRE
13:45-15:20 HEIFZEERE
15:20-16:00 K7
16:00-17:35 HPI TR

TH13H (1) BB Y RY Y AT 2 =TI 7 AcHT 5 HAEMOBER 2HH
CRORENL AR SERk i RaE5)
10:10-11:40 Jg2R (FRif D ER)
11:40-13:00 IRFH
13:00-14:30 JgR (PR D)
14:30-15:00 NG
15:00-17:00 NINVT A Ay ay
17:30-19:00 BBl

1H14H (H) WM%&E GOSEDNL A PRiis — &)
9:30-12:00 EARP S 5

1H15H (H) ##H

1A16H (K) v—=2r¥ay71IHH | SULMRIAHEIRT RS « SUEMIRRDHE  GRIRENL DA
10:00-12:00  AVxrF—¥ar - FRENEMEE RS
12:00-13:30  Bf
13:30-16:30 UL BRAHEERRT R, ST EERIHME (A15)

wei30id 9Y3Jo dUNINO Wil & e 48t



wes301d 3Y1 40 UNINO el T Wk 4t

1H17H (K) v—2>avy72HH | =2 Ah—yav

1718H (k)

1H19H (&) HER#HE

9:00-10:20 BLE SR E R - A

10:30-11:00 WRSFrE A

11:00-11:30 HRSFRAL I

11:30-12:00 WRFIL—VT 4

12:30-13:30 B

14:00-15:20 R

15:30-17:00 JE ST

v—svay73HH | =2 Ah—vav

9:40-10:00 el oty

10:30-11:00 BB

11:30-12:30 KAfigt

13:00-14:00 Bf

14:00-14:20 VR =Ny

14:45-15:10 S=F

15:30-16:00 ¥ b Il ROREE DU o &

16:00-17:30 ¥ Mo IEREE  EAAG L S B R
(FZ R )

9:30-12:00 PR T

BN ki)

(AU A)

u— - 7L

EF=F - B

F7

7Y R)a—+ FFTL R

S
N — .
—

e

TYRULTR=—0 A

ARIE Hhid

Ty e=UhAhT s E—RA

Vr o
T—nm -
¥xr—K-

(EE1=P7A)

NRYz v b
U
74N —

TA LT T—7

WA =R -
v —
SRS GV
JUIN— B -
I)VET -

WV —XR

AR/ AVl
cT—=A3Ya

AAF

THX—=2F—
HTyT 4
o« N ) ﬁ‘j’___

Tl e A AFT
Ry ~av)

IV

EF a2z —V

Yo7y Ra - 7FUOTEMME FERE HREN X2 —F—

AhaRYEZVEMRE TYREUR - Fal—&— (AKREN)

2V—=7 S5 REMBEFTIF AR, BRFTFAF—

R—FF U REMEE T RAZUb « FaLb—&— (BARZEMN)

IRTHRYREWE ATV— « FVv T A - A=JBA - BEENFERE 777 AREM Y 4R
Yo7y Ra - TUTEME 7Y ALZUN - Fal—&— (HAXEIM)

RAREWNRE Y4VT L - TYR ALY « "YUV Z - L =T - Xal—&— (HARZEN
Vo 7N T EMEE Fal—&— (7 V7 %)

IXT RV RENM TUAREUN - Fal—&— (AAZEM)

2V =75 NEMEE Far—&— (BAREMN

KRG B ALY

Ay b7y FENITEWEE ¥ 2v—&— GREEEN)

Ay b7y FENLEWRE R SUEERR 7 o 7 R

TV - Ry TREEMRE (T XRAN) TYARST - Fav—k— (AAREM)
TAZIIT « TUR - TN MEWR RAEH ALY FTEEE
T5vy 4 LEEME (54 FY ) Fav—&— (REEERM
FINENLEME F—7 - Fav—%— (YT - 77V IEM)
7= X VL ROREE

I4 7V ENLRIEEEEE K7 Y7 avryarBiEH

75V AFESNL X ARELEMEE F—7 - Farv—%— (HERRvZV=aY)



AT Y=V
w4 -y
KB B

(B%)

W

A it
e NSE 2
REpYINS IS
i T

IR b %

(B ALt HEHE)
IR #H
R FH Tk
SR B4

NV R

RAZAE T

K7 7—y  FrAR— - E—F4— - 9475)— R7IT7H¥ER

YF 4 =8 ESREELE (922 R R T ) Fav—x— (A

R ZEdF* v —%— (HRavryay)
A —KT 7=k v AN R AR

SAEFF SCAEIR e AR SO A e
SAEFF SCALA R e/ o BRI SRR A
AS NI YN S O e =3

THETMANEE RIRE RIS R
RURB R A RPN HEBUI%

RFSCHER Ao bRd

ISTNENVAL /0 e i B
RORESLFRE FE AR MEHEER 2 k=i
FORENL RS A AR SRR

d A= FOLENEMRE AR AR EESRE 7Yy AT e —
HORESLIEYIRE F25RFZEEE A B R

AR R HORENLIERE SF2EREZEER S AE B AR
A LISTNE VAL L/ e s L B e e

W Joks RO ENL RS A ARANIZER BEMER
M3 #% RO ENL RS g ARANIER EEMER
P 15— FARESLFRRE 250 AR &

<UY YA ARSI RS BB 7YY A b7 2w —

PRk o4 AREENL R FER

BERL ARELENL R A AR

o seAst REEN WA A BEER

Kol 21T REENLEE A RS ERERR

R ARELENL R A SRR

ST A REENL R FEE AR e ARER

I FEgr REENLEYE A BEER

S Rk JUNESL R Ao b fat g

s HE

A AR

Rt

BLAEST

] R A5 A S 2 ]

JE ST

KRBTSR BUR R AR

LU

B SIS

wei30id 9Y3Jo dUNINO Wil & e 48t



wes301d 3Y1 40 UNINO el T Wk 4t

Outline of the Program

Purpose

This program seeks to promote international exchange among museum staff involved in Japanese art, the training
and education of said staff, especially up-and-coming curators, and research on Japanese art and culture outside
of Japan. These goals are being pursued through the creation of a network of curators, an annual symposium and

workshop, and surveys of Japanese art collections abroad.

Contents
International Symposium, Meeting of Japanese Art Specialists, and Workshop

Date
Friday, January 12-Friday, January 19, 2018

Schedule
Friday, January 12: International Symposium, Day 1 (Auditorium, Heiseikan, Tokyo National Museum)

“Reinventing Japanese Art through Museum Experiences”
13:30-17:45 Presentations

Saturday, January 13: International Symposium, Day 2 (Auditorium, Heiseikan, Tokyo National Museum)

“Reinventing Japanese Art through Museum Experiences”

10:10-11:40 Presentations
11:40-13:00 Lunch
13:00-14:30 Presentations
14:30-15:00 Break
15:00-17:00 Panel Discussion
17:30-19:00 Reception

Sunday, January 14: Meeting of Japanese Art Specialists (Meeting Room 1, Heiseikan, Tokyo National Museum)
9:30-12:00 Meeting of Japanese Art Specialists

Monday, January 15: Travel to Nara

Tuesday, January 16: Workshop, Day 1 (Nara National Museum)

10:00-12:00 Orientation and Viewing of the Galleries
12:00-13:30 Lunch
13:30-16:30 Visit to the Conservation Center and Handling Workshop on Sculpture

Wednesday, January 17: Workshop, Day 2

9:00-12:00 Kohfukuji Temple, National Treasure Museum, The Eastern Golden Hall
10:30-11:00 Todaiji Temple, The Great South Gate

11:00-11:30 Todaiji Temple, The Great Buddha Hall

11:30-12:30 Todaiji Museum

13:00 Lunch

14:00-15:20 Yakushiji Temple

15:30-17:00 Toshodaiji Temple




Thursday, January 18: Workshop, Day 3

9:40-10:00 Isonokami Jingu Shrine

10:30-11:00 Kurozuka Tumulus

11:30-12:30 Omiwa Shrine

13:00-14:00 Lunch

14:00-14:20 Ishibutai Tumulus

14:45-15:10 Asukadera Temple

15:30-16:00 Kitora Tumulus Mural Experiential Museum “Shijin no Yakata”
16:00-17:30 Takamatsuzuka Tumulus Conservation Center

Friday, January 19: Feedback Session (Nara National Museum)

9:30-12:00 Feedback Session

Participants

Dr. Laura Allen (Chief Curator and Curator of Japanese Art, Asian Art Museum of San Francisco)

Dr. Monika Bincsik (Assistant Curator of Japanese Art, The Metropolitan Museum of Art)

Mr. Andrew Gutierrez (Exhibition Designer, Design Department, The Cleveland Museum of Art)

Dr. Jeannie Kenmotsu (Japan Foundation Assistant Curator for Japanese Art, Portland Art Museum)

Dr. Andreas Marks (Mary Griggs Burke Curator of Japanese and Korean Art, Japanese and Korean Art Department Head,
Director of the Clark Center for Japanese Art, Minneapolis Institute of Art)

Dr. Yuki Morishima (Assistant Curator of Japanese Art, Asian Art Museum of San Francisco)

Dr. Anne Nishimura Morse (William and Helen Pounds Senior Curator of Japanese Art, Museum of Fine Arts, Boston)
Dr. Rhiannon Paget (Curator of Asian Art, John & Mable Ringling Museum of Art)

Dr. Aaron Rio (Andrew W. Mellon Assistant Curator of Japanese and Korean Art, Minneapolis Institute of Art)

Dr. Sinéad Vilbar (Curator of Japanese Art, The Cleveland Museum of Art)

Europe

Mr. Tim Clark (Head of the Japanese Section in the Department of Asia, The British Museum)

Dr. Louise Boyd (Curator, Arts of Asia, National Museum of Scotland)

Dr. Rosina Buckland (Senior Curator, East & Central Asia Section, Department of World Cultures, National Museum of Scotland)
Ms. Mirjam Denes (Assistant Curator, Japanese Collection, Ferenc Hopp Museum of Asiatic Arts, Budapest)

Dr. Rupert Faulkner (Senior Curator, Japan, Asian Department, Victoria and Albert Museum)

Ms. Silvia Gaetti (Curator, Arts of Asia, Grassi Museum of Applied Arts in Leipzig)

Dr. Marketa Hanova (Director, Collection of Asian and African Art, The National Gallery in Prague)

Ms. Anna Kamenskikh (Head of the Exhibition Department, The Pushkin State Museum of Fine Arts)

Dr. Daan Kok (Curator of East Asian Collections, National Museum of Ethnology, Leiden)

Mr. Michel Maucuer (Chief Curator, Japanese Section, in Charge of Archaeology, Sculptures and Decorative Arts, Musée
national des Arts asiatiques-Guimet)

Dr. Mary Redfern (Curator of East Asian Collections, Chester Beatty Library)

Mr. Sergei Shandyba (Curator of Japanese Art, State Museum of the History of Religion, St. Petersburg)

Dr. Akiko Yano (Mitsubishi Corporation Curator, Japanese Collections, The British Museum)

Ms. Ainura Yusupova (Senior Curator, Oriental Paintings and Prints, The Pushkin State Museum of Fine Arts)

Japan

Mr. Hiroshi Asaka (Chief Senior Cultural Properties Specialist, Fine Arts Div., Cultural Properties Dept., Agency for Cultural Affairs)
Dr. Toru Tateishi (Senior Specialist of Tumuli Murals (Conservation Science), Agency for Cultural Affairs)

Ms. Eriko Sasaki (Curator, Eisei Bunko Museum)
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Ms. Masako Tanabe (Deputy Director and Chief Curator, Chiba City Museum of Art)
Prof. Ryo Furuta (Associate Professor, The University Art Museum, Tokyo University of the Arts)
Ms. Momo Miyazaki (Assistant Curator, The Museum Yamato Bunkakan)

National Institutes for Cultural Heritage

Mr. Hiroyoshi Tazawa (Director of Curatorial Research, Tokyo National Museum)

Ms. Chiori Fujita (Senior Manager, Education Programming, Education Div., Curatorial Planning Dept., Tokyo National Museum)
Ms. Satomi Kito (Senior Manager, Public Relations and Press, Curatorial Planning Dept., Tokyo National Museum)

Mr. Milosz Wozny (Associate Fellow, International Relations, Planning Div., Curatorial Planning Dept., Tokyo National Museum)
Mr. Hideaki Kunigo (Supervisor, Collections Management Div., Curatorial Research Dept., Tokyo National Museum)

Mr. Toshihiko Suekane (Curator, Collections Management Div., Curatorial Research Dept., Tokyo National Museum)

Mr. Atsushi Imai (Supervisor, Research Div., Curatorial Research Dept., Tokyo National Museum)

Mr. Motoki Sakai (Curator, Research Div., Curatorial Research Dept., Tokyo National Museum)

Dr. Mai Sarai (Curator, Research Div., Curatorial Research Dept., Tokyo National Museum)

Mr. Shinji Ito (Chair, Department of Exhibitions and Public Relations, Kyoto National Museum)

Ms. Melissa M. Rinne (Associate Fellow, General Affairs, Kyoto National Museum)

Dr. Sakae Naito (Director and Chief Curator, Curatorial Div., Nara National Museum)

Mr. Shigeki Iwata (Special Research Chair, Curatorial Div., Nara National Museum)

Mr. Tadashi Nojiri (Curator of Calligraphy, Curatorial Div., Nara National Museum)

Mr. Toshiyuki Torigoe (Curator of Conservation, Curatorial Div., Nara National Museum)

Mr. Satoru Yoshizawa (Curator of Archaeology, Curatorial Div., Nara National Museum)

Mr. Tomoji Iwai (Curator of Sculpture, Curatorial Div., Nara National Museum)

Dr. Ryusuke Yamaguchi (Curator of Sculpture, Curatorial Div., Nara National Museum)

Dr. Norifumi Mochizuki (Assistant Curator, Curatorial Properties Div., Curatorial Board, Kyushu National Museum)

Acknowledgements
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Introduction to the Symposium

What does “Japanese Art” bring to mind? Hokusai and Mount Fuji, or perhaps Utamaro’s beauties? Some may
imagine samurai armor, or inro and netsuke, while for others, Sesshu’s ink paintings or Unkei’s Buddhist sculptures
come to mind. The images that the phrase “Japanese Art” conjures up surely depend on the individual.

Outside of Japan, however, these images are often stereotypes that may reflect a particular country’s history of
exchange with Japan or be formed on biased information. In recent years, Japan has witnessed a sudden increase in
foreign visitors, but despite greater opportunities for these visitors to experience various aspects of Japan’s culture,
and despite the promotional strategy of “Cool Japan,” the archaic, stereotypical image consisting of Mount Fuji,
geisha, and hara-kiri remains firmly entrenched.

Because of the increasing interest in Japan’s subculture overseas, there have been efforts to link this subculture,
as represented by Akihabara, with traditional culture, and examine both within the same overall context. These
efforts, however, are hardly enough. Even within Japan, many individuals, especially those among the younger
generations, feel that traditional culture is old-fashioned and difficult to comprehend. One is hard-pressed to say
that the majority of Japanese feel a closeness to the premodern arts of their country.

On the other hand, at museums visitors are often able to break down stereotypes by “rediscovering” Japanese
art. On a daily basis, curators, educators, and other museum professionals strive to find beauty and excitement in
Japanese art, share it with visitors, and clarify the importance of this art within the context of modern society. At
this symposium, we will explore the questions of what museums have accomplished so far, are able to do now,
and should pursue in the future in order to allow visitors to think beyond stereotyped images of Japanese art while
broadening their perspectives and deepening their understanding. We will discuss the strategies necessary to

communicate the appeal of Japanese art as well as the challenges underlying this important task.

Atsushi Imai
Supervisor of the Research Division
Curatorial Research Department

Tokyo National Museum
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International Symposium

“Reinventing Japanese Art through Museum Experiences”
Auditorium, Heiseikan, Tokyo National Museum

January 12, 2018

13:00-13:30 Registration

13:30-13:45 Opening Remarks

Greetings from the Organizers: Mr. Masami Zeniya (Executive Director, Tokyo National Museum)

Chairperson: Mr. Toshihiko Suekane (Curator, Collections Management Div., Curatorial Research Dept., Tokyo National Museum)

13:45-14:30 Case Study 1:
Stories to be Told: Engaging Audiences with the Arts of Japan at the Chester Beatty Library
Dr. Mary Redfern (Curator of the East Asian Collections, Chester Beatty Library)

14:35-15:20 Case Study 2:
Japanese Museums and the Recent Popularity of Japanese Swords
Mr. Motoki Sakai (Curator, Research Div., Curatorial Research Dept., Tokyo National Museum)

15:20-16:00 Break

16:00-16:45 Case Study 3:

Exhibiting Conflict

Dr. Rhiannon Paget (Assistant Curator of Asian Art, John & Mable Ringling Museum of Art)
16:50-17:35 Case Study 4:

Immersive Exhibitions: The Family Gallery, Diving into Screen Paintings: A New Way to Experience Japanese Art
Ms. Chiori Fujita (Senior Manager, Education Programming, Education Div., Curatorial Planning Dept., Tokyo National Museum)

17:45 Closing Remarks

January 13, 2018

9:30-10:00 Registration

10:00 Opening Remarks

Chairperson: Mr. Atsushi Imai (Supervisor, Research Division, Tokyo National Museum)

10:10-10:55 Presentation 1:
To Intrigue, Delight and Surprise: Exhibiting Japan at the National Museum of Scotland
Dr. Rosina Buckland (Senior Curator, East & Central Asia Section, Department of World Cultures, National Museum of Scotland)

10:55-11:40 Presentation 2:
Brave New Forms: Lacquer and Bamboo Traditions in Change
Dr. Andreas Marks (Mary Griggs Burke Curator of Japanese and Korean Art, Japanese and Korean Art
Department Head, Director of the Clark Center for Japanese Art, Minneapolis Institute of Art)

11:40-13:30 Lunch Break

13:00-13:45 Presentation 3:
Making Waves: Rediscovering the Art of Rimpa
Prof. Ryo Furuta (Associate Professor, The University Art Museum, Tokyo University of the Arts)

13:45-14:30 Presentation 4:
An Old Painting in a New Frame: Presenting Japanese Art and Material Culture in the Context of the Exhibition Cool Japan
Dr. Daan Kok (Curator of East Asia, National Museum of Ethnology, Leiden)

14:30-15:00 Break
15:00-17:00 Panel Discussion

Moderated by Mr. Hideaki Kunigo (Supervisor, Collections Management Div., Curatorial Research Dept., Tokyo National Museum)
17:00-17:15 Closing Remarks
17:30-19:00 Reception in the Lounge of the Heiseikan
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Fig. 3:  Animation workshop with Paper Panther Productions
for Damsels for Dinner, 2015
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2 Lois Kapila, ‘Brushing Up: The Tale of Oeyama by Anonymous’, Dublin Inquirer 21 July 2015

3 Roger Keyes, The Art of Surimono: privately published Japanese woodblock prints and books in the Chester Beatty Library,
Dublin, London: Philip Wilson Publishers (Sotheby), 1985.

4 Mary Redfern, The Art of Friendship: Japanese Surimono Prints, Dublin: Chester Beatty Library, 2017.

5 Aidan Dunne, ‘Surimono: a visually sumptuous Japanese artform’, Irish Times 21 March 2017.
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Case Study 1

Stories to Be Told: Engaging Audiences with the Arts of Japan
at the Chester Beatty Library
Dr. Mary Redfern

Curator of the East Asian Collections, Chester Beatty Library, Ireland

Profile

Mary Redfern joined the Chester Beatty Library in Dublin, Ireland, as Curator of the East Asian Collections in
October 2015. Having previously worked as assistant curator for East Asia at the National Museum of Scotland, the
Victoria and Albert Museum, and Bristol City Museum and Art Gallery, she completed her PhD on Japanese imperial
ceramics and dining at the University of East Anglia. In 2016, she curated the exhibition Hong Ling: A Retrospective
at the Chester Beatty Library, and in 2017, she curated The Art of Friendship: Japanese Surimono Prints. In addition
to catalogues prepared for these exhibitions, her publications include Tenné no dainingu horu (The Emperor’s Dining
Hall) written with Yamazaki Taisuke and Imaizumi Yoshiko (Shibunkaku, 2017) and “Minton for the Meiji Emperor”
in Britain and Japan: Biographical Portraits, vol. X, edited by Sir Hugh Cortazzi (Renaissance Books, 2016).

Presentation Summary

In considering how we might move beyond existing stereotypes of the arts of Japan and develop a broader
appreciation, the acquisition of new material—whether contemporary works, or items un-/under-represented
within the traditional confines of historic collections—is one course that might be profitably pursued. This
presentation, however, focuses on the rich potential still to be found within existing collections. In particular, I aim
to demonstrate that collections deemed ‘specialist’ can also enjoy a much broader appeal.

The case studies selected to illustrate this point are two recent exhibitions held at the Chester Beatty Library.
The first exhibition, Damsels for Dinner: Tale of Oeyama, was held at the Library from June 2015 to January 2016
and curated by Ms. Laura Muldowney, Researcher for the East Asian Collections. I curated the second exhibition,
The Art of Friendship: Japanese Surimono Prints, held from March to August 2017.

The Chester Beatty Library

The great majority of the collections of the Chester Beatty Library came from the personal library of Sir
Alfred Chester Beatty. Born in New York in 1875, Beatty made his fortune as a mining engineer and specialist,
resettling in London in the early twentieth century. As Beatty’s business interests flourished, so too did his
passion for collecting art. First known as a collector of rare Western manuscripts, Beatty sought out rare books
and manuscripts of diverse origins and forms from across Europe, the Islamic world, and Asia: the breadth of his
collections matched only by their quality.

Retiring from business in 1950, Beatty moved his collections to Ireland. He commissioned a new Library
building in the suburbs of Dublin, opened to scholars in 1953 and to the general public from 1954. On Beatty’s
death in 1968, the Library building and collections were placed in trust for the nation, with the Irish government
taking on responsibility for operational costs.

In the late 1990s, the Library’s Board of Trustees took the significant decision to relocate the Library to a
new site in the heart of the city. Facilities at the original building did not meet contemporary standards, and visitor
figures were low, with fewer than 7,000 visitors in 1998. The new site chosen was the historic Clock Tower building
of Dublin Castle. An extension was added, and the Library was formally opened on 7 February 2000 (Fig. 1).

Today this building houses two permanent galleries for display of the collections, staff offices, and a reading
room for researchers’ use, as well as a temporary exhibition gallery, lecture theatre, café, shop, conservation and
photography studios. While still a resource for scholars, the Library today functions as an art museum, its new



building offering the location and capacity for greater access, public and educational programming, and dynamic
display of the collections. Visitor figures have increased dramatically with more than 370,000 visitors in 2017, and
satisfaction is high.

Damsels for Dinner: Tale of Oeyama

In 1917, Beatty visited Japan. He began to acquire Japanese art with a fervour, especially the illustrated
narrative manuscript books and handscrolls known as Nara ehon/emaki. Archival records show that works
including the mid-16" century Tale of Musashibo Benkei, and early Edo period scrolls Tale of the Bamboo Cutter,
Debate over Sake and Rice, and Tale of Muramatsu were bought during this trip. Additional works were added
following Beatty’s return, forming a unique collection of international significance.

Now part of the permanent collections of the Chester Beatty Library, these works have drawn significant
attention from scholars, with research symposia, cataloguing and digitisation projects and numerous publications.’
They also featured prominently in international exhibitions of the Library’s Japanese collections held at the Suntory
Museum in 1988 and in the USA in 1992, but for the general public outside Japan, illustrated story scrolls and
manuscripts remain among the less familiar of Japan’s arts.

A popular legend in Japan, the Tale of Oeyama is less familiar for European visitors. It tells the drunken ogre
Shutenddji, who dined upon the maidens of Kyoto at despicable banquets before finally being defeated by the
brave hero, Raikd. The Library’s Tale of Oeyama scrolls date from the mid-seventeenth century and tell this story
across three richly illustrated handscrolls. Between 2012 and 2015, these scrolls were conserved by Restorient
conservation studio, Leiden, thanks to a generous grant from the Sumitomo Foundation.

The exhibition Damsels for Dinner marked the completion of this conservation project (Fig. 2). The scrolls
were displayed in three cases, each. 6m long, allowing about half of the complete work to be shown. In-case text
panels presented key background on the story of Oeyama, the handscroll format and the conservation project,
while smaller labels alongside the work addressed the developing narrative. A video presentation within the gallery
documented the conservation process, offering visitors a glimpse ‘behind the scenes’ while also demonstrating the
work and resources that the preservation of cultural heritage demands.

Public programming to accompany the exhibition was varied and fun. In addition to academic and informative
lectures, practical workshops were held in collaboration with artists and practitioners. Workshops in calligraphy,
stop motion animation, and mask making specifically targeted towards adults, teens and children proved very
popular and brought the stories and artistry in the scrolls to life (Fig. 3).

Damsels for Dinner was well received by visitors: a pertinent reminder that as important as the Library’s
illustrated handscrolls are to the academic community, they are also enduring stories, and highly entertaining in
themselves. While particular characters and narratives may be new to visitors, the stories are nonetheless familiar.
As one reviewer wrote, ‘On one side, a maiden-eating, blood-guzzling demon. On the other, valiant fighters. In
other words, good versus evil.’2 Such rich stories have the strongest potential to attract new audiences to Japanese
art.

The Art of Friendship: Japanese Surimono Prints

Beatty’s interests in Japanese art continued from the time of his 1917 visit to Japan, but it was only after
the founding of the Chester Beatty Library in the 1950s that he began to collect Japanese prints, engaging
print specialist Jack Hillier to develop the collection. Beatty set out with the aim of making his collection more
representative — indeed today the ukiyo-e woodblock prints of the Edo period may be the most readily recognised
of Japan’s arts — but in time his attention was caught by much less familiar privately-commissioned prints known as
SUrimono.

Printed in small and luxurious editions for Edo’s kyoka poetry circles, surimono paired the poets’ verses with
illustrations by leading artists. Rather than being commercially sold, they were exchanged within these literary
networks. Between 1954 and 1963, Beatty and Hillier amassed a collection of some 375 remarkable surimono
prints. The collection was fully catalogued by Roger Keyes in a ground-breaking publication in 1985, establishing
its importance for scholars in the field.3
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One of a number of events held by the Library to mark the 60™ anniversary of formal diplomatic relations
between Ireland and Japan, The Art of Friendship: Japanese Surimono Prints was held in 2017 (Fig. 4). The
exhibition explored the social world of surimono: the people that commissioned and made these prints, the
occasions on which they were shared, and the poems and literary knowledge they embodied.

The exhibition was thematically and spatially organised to guide the visitor into the world of Edo’s poetry
circles before exploring different aspects of surimono and the formation of the Library’s collection. 80 prints were
displayed on the walls, together with a small group of related poetry books and albums in desk cases. Individual
object labels reinforced key ideas for each theme while also highlighting specific details to encourage close
viewing. The aim throughout was to keep the text informative and accessible.

Funding from the Japan Foundation enabled publication of a fully-illustrated catalogue, which closely
following the structure of the exhibition.* As with the gallery texts, this was written for an interested reader with no
prior knowledge. The exhibition was also accompanied by a full programme of public events: lectures,
demonstrations, artist-led workshops, musical performances, and film presentations targeted towards different
visitor groups. These events highlighted different aspects of the prints, serving as a bridge to draw in new audiences
with interests in (for example) poetry, music or illustration, who might otherwise have little knowledge of Japanese
art.

The Art of Friendship was visited by more than 130,000 people: the highest attendance for an exhibition at the
Library in the last three years. Adjusting the numbers to monthly averages, it is one of only two exhibitions at the
Library to have achieved over 20,000 visitors per month in this period. To date, 800 copies of the catalogue have
been sold. The richness of these prints and the stories that they tell have entranced and inspired visitors. As the

Irish Times observed, ‘surimono require close attention, but the rewards are immense’.

Conclusions

There can be no doubt that the Chester Beatty Library’s narrative paintings and surimono prints are among the
highlights of its Japanese collections. As well-regarded as these collections are in specialist circles, they also have
the potential to captivate and inspire much wider audiences. As a museum, we can both play to our strengths and
broaden the appreciation of Japanese art.

The success of the exhibitions discussed was furthered by a combination of a solid foundation of research upon
the collections, external funding that enabled conservation and catalogue publication, and partnerships with artists,
individuals and organisations for a rich public programme. As more is done to develop new research and bring
additional resources to existing collections of Japanese art, the potential of these collections — the stories waiting to
be told — can be unlocked and presented to audiences across the world.

For example: National Institute of Japanese Literature and the Chester Beatty Library, [F T 25— « E—=F1— - 175U 1ig5
feA#REBR] [Descriptive catalogue of Japanese illustrated manuscripts and printed books in the Chester Beatty Library], Tokyo:
Bensei Publishing, 2002.

Lois Kapila, ‘Brushing Up: The Tale of Oeyama by Anonymous’, Dublin Inquirer 21 July 2015

Roger Keyes, The Art of Surimono: privately published Japanese woodblock prints and books in the Chester Beatty Library, Dublin,
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Fig. 1:  Cover page of MUSEUM, no. 671 (left); tanto sword by Fig. 2:  Tachi sword with Hyogo-gusari mounting, held
Yoshimitsu (the meibutsu sword “Okayama Toshiro”) by Niutsuhime Jinja shrine, Wakayama (left); a
(right) corresponding diagram of the ashide-e characters on

the scabbard (right)
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Appreciating Swords in Japan Fig. 4:  The catalogue for the thematic exhibition, The History

of Appreciating Swords in Japan: cover page (left),
explanations of the works (center), and essay (right)
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Case Study 2

Japanese Museums and the Recent Popularity
of Japanese Swords
Mr. Motoki Sakai

Curator, Research Division, Tokyo National Museum, Japan

Profile

Motoki Sakai conducts research on Japanese metalwork, including swords and sword fittings as well as
Buddhist applied arts, while emphasizing a holistic approach that allows for a better understanding of history. His
articles include A Study of Sculptural Decoration on Blades of Swords in the Kamakura Period and The Gilt Bronze
Openwork Reliquary Preserved by Saidaiji Temple. He has co-curated Eternal Treasures from Kasugataisha Shrine

(2017), Japanese Masterpieces from the Museum of Fine Arts, Boston (2012), and other major exhibitions.

Presentation Summary

In 2015, there was a major change regarding society’s interest in Japanese swords (henceforth referred to
simply as “swords”). A game in which the characters—all handsome young men—are personifications of historical
swords was created, and, as a result, young people have been flocking to museums to witness first-hand the swords
on which these characters are based. One could say that swords, which comprise a genre of art, were suddenly
“rediscovered” through the medium of computers. Since then, the number of visitors to sword galleries has
increased, reflecting a growing interest in this genre. Previously, it was mainly middle-aged and older men who
were interested in swords, but now, this peak in interest centers around young women. Initially, the increase in the
number of young women visiting museums (here, “museums” refers to art museums that display swords) may seem
like a welcome opportunity to pass down swords to future generations.

This newfound popularity, however, has also presented museums with a major challenge. When cultural
properties are exhibited in museums, associated information, such as interpretations of the works, is also provided.
Such information is based on the accumulation of research conducted by curators, and is also the result of their
studies on swords. In Japan, efforts to understand the formal qualities of swords have a long history dating back to
Japan’s medieval period, and research that remains within the boundaries of the highly specialized field of swords
is still actively conducted. Moreover, the level of this research is exceedingly high—our predecessors were, without
a doubt, very accomplished. But unfortunately, research on swords does not draw sufficient connections with
research on the history of other decorative arts. Therefore, very rarely do academic discussions about history lead
to lively debates on the history of swords.

Although there are various reasons for this, one reason is that the appreciation of swords requires the use of
terminology that is far divorced from our daily language, and therefore, the distinguishing features of individual
swords are difficult to comprehend. In this regard, it is extremely difficult for us to convey the appeal and historical
significance of swords by using terms such as hamon, which refers to the temper pattern along the edge, and nie,
which are the crystalline particles composing the hamon, to visitors who are viewing Japanese swords for the first
time and also to researchers in other fields.

Nevertheless, the history of the appreciation of the styles of various swordsmiths, based on the understanding
of the formal characteristics of swords through the use of this terminology, suggests that our predecessors found

tremendous aesthetic value in swords. Considering the need to understand the cultural history of Japan, it is highly



regrettable that Japanese swords are not examined within the broader context of the study of history.

For this reason, museums should focus on research. Curators should return to the fundamental task of
research, and disseminate its results. It is also necessary to understand and maintain the high standard for research
established by our predecessors, while also having a mindset that allows for one to make connections with the study
of history as a whole. The following are necessary if one is to follow this approach: (1) an objective and thorough
understanding of swords; (2) the submission of research to peer-reviewed academic journals that deal with a variety
of decorative arts (3); new points of view that incorporate research conducted in other historical studies; (4) and the
dissemination of knowledge based on the fruits of one’s research.

The first point—an objective and thorough understanding of swords—is achieved through the unique process
of conserving swords, mainly the naked blades from which the mounting has been removed. Swords are cultural
properties that must be preserved by reapplying on a regular basis a thin layer of oil that prevents the surface from
rusting. Traditionally, this process is called te’ire. The primary purpose of te’ire is to preserve the condition of the
blade. However, historically this process leads to a thorough understanding of the aforementioned terminology
through the handling and direct observation of the blade. It is an opportunity to deepen one’s knowledge of the
formal characteristics of various swords and the styles of various swordsmiths. Although fe’ire rarely leads to
fruitful research because it is a conservation activity, it allows curators to cultivate the fundamental ability to
observe and understand swords by acknowledging the act of sword appreciation, what this act consists of, and its
high level, which was increased through the ages.

With regards to the second point—the submission of research to peer-reviewed academic journals that deal
with a variety of decorative arts—it is important that the history of swords is rigorously examined within the
larger context of the study of history. Publishing one’s research through this medium (this research is based on
the sound insight and judgement cultivated through te’ire), provides one with opportunities to logically express
the methodology of sword appreciation, which has continued since premodern times, within a modern academic
setting. To give one example, in issues 643 (April 2013) and 671 (December 2017) of Museum (fig. 1), an academic
journal published by the Tokyo National Museum, I argued that a fanfo sword in the Museum’s collection is in fact
the historically-important meibutsu sword Okayama Toshiro, which was in the possession of Kobayakawa Hideaki
(1582-1602), a 16th-century warlord who ruled Okayama castle. This sword then became the property of Tokugawa
leyasu, and was later passed down within the Owari branch of the Tokugawa clan. At the end of the Edo period,
it was donated to a shrine by the same clan. My research was possible because our predecessors kept this sword
in a good state of preservation. Past critical studies, such as those conducted by the Tokugawa Museum of Art, as
well as historical records kept by the Japanese Society for the Preservation of Swords (Nihon Bijutsu Token Hozon
Kyokai) were also invaluable for my argument. Moreover, during my analysis of this zanfo and related swords, the
judgement and insight that I cultivated through the process of te’ire was of course a necessity.

The third point—new points of view that incorporate the fruits of research in other historical studies—is an
elaboration on the methodology of the second. It means that one should refer to research conducted in other genres
and present new ways of understanding history. In issue 652 (October 2014) of Museum, 1 discussed a fachi sword
with Hyogo-gusari mounting with ashide characters that is a treasure of Niutsuhime Jinja shrine in Wakayama
prefecture. I noted that on the scabbard of this sword are two imayo peoms inscribed using the ashide-e technique,
in which characters from waka and other poems are arranged irregularly within the composition (fig 2). In this
study, I made references to other critical studies in the fields of sword history, art history, the history of language,
and song. Based on the contents of the imayo poems inscribed on this fachi and on examples of how fachi swords
with similar ashide-e were worn, I noted that this sword was created with the intention of presenting a unified
message, namely, a congratulatory message. Because evidence for my argument was based on interdisciplinary
elements, I was able to examine the history of Japanese swords from a new perspective. However, because this

study extended outside of my area of expertise, my experience led me to believe that strict peer review is a
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necessity.

The fourth point—the sharing of knowledge based on the fruits of one’s research—refers to exhibitions of
Japanese swords and explanations provided to museum visitors. The activities referred to in points one and three
form the foundation of the information disseminated by museums. Moreover, objective understanding of swords, as
well as logical thought, which is nurtured through the process of writing academic papers, help one to effectively
present to the public, in an academic manner, the historical importance of swords. It goes without saying that
curators attempt to understand works of art and publish their research for the purpose of uncovering historical
facts. However, even more important is the fact that this task allows curators to acquire the ability to disseminate
information to the public with as much accuracy as possible. Therefore, it is necessary that curators accumulate
knowledge of cultural assets and that their academic studies be subject to strict peer reviews. To give an example,
the thematic exhibition, The History of Appreciating Swords in Japan, held in Room No. 14 in the Honkan of the
Tokyo National Museum from December 5, 2017, shows that throughout history, swords have been appreciated at a
very high level of expertise. This was achieved by exhibiting swords bearing inscriptions of the swordsmiths who
made them, together with swords that do not bear inscriptions but were determined to have been made by the same
swordsmiths based on a clear understanding of style (fig 3). From among the swords that I have examined closely
during the process of ze’ire, | chose ones appropriate for this exhibition. In the exhibition catalogue, I made an effort
to explain the works and the history of sword appreciation as logically and clearly as possible (fig. 4). Although the
thematic exhibition was small in scale, with only 15 swords on display, it would not have been possible without the
knowledge obtained through first-hand observation of swords, nor the valuable advice that I received during peer
reviews of my research.

My pursuits, which I outlined above, are very commonplace—they are what one would expect from museums,
the fundamental tasks of which are research and exhibition. For researchers who put those activities into practice,
a great deal of time and steady effort are also required. However, I believe that the research methodology discussed
above is the most effective and foolproof method for showing the historical importance of Japanese swords, which
are difficult to understand even by historians in other fields yet have a long history of being studied and appreciated.
Moreover, I believe that the dissemination of information based on academic understanding is an approach that will

allow us to move beyond temporary trends and encourage society to pass down swords to future generations.
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Case Study 3

Exhibiting Conflict
Dr. Rhiannon Paget

Curator of Asian Art, John & Mabel Ringling Museum of Art, USA

Profile

Rhiannon Paget is the Curator for Asian Art at the John & Mable Ringling Museum of Art. Between 2015 and
2017 she was the A.W. Mellon Fellow for Japanese Art at Saint Louis Art Museum, where she co-curated Conflicts
of Interest: Art and War in Modern Japan and curated A Century of Japanese Prints. She has published research on

ukiyo-e, textiles, sugoroku, and literati-style painting in modern Japan.

Presentation Summary

Curating exhibitions of objects outside the art-historical canon can present opportunities to tackle seldom-
explored aspects of a culture, to question ingrained assumptions, and explore relationships between art, ideology,
historical events, and the experiences of the people by whom and for whom such objects were made. In 2015, I was
hired by Saint Louis Art Museum to work with the curator of Asian art, Philip Hu, on the major exhibition Conflicts
of Interest: Art and War in Modern Japan, comprising almost 200 objects relating to Japan’s emergence as a
military power and its military exploits, especially the first Sino-Japanese War (1894—-1895) and the Russo-Japanese
War (1904-1905). The exhibits encompassed prints, paintings, textiles, books, and articles of ephemera from a gift
of 1,400 objects, which made Saint Louis Art Museum one of the largest public repositories of materials related to
Japan’s modern wars.

The collection was assembled and donated by St. Louis natives and long-time supporters of the Museum,
Charles and Rosalyn Lowenhaupt. They began collecting in 1983, focusing on material connected to the first Sino-
Japanese War and the Russo-Japanese War. As their collection grew, they expanded its scope into the decades
bracketing the Meiji Restoration in 1868, the interwar years, and the Fifteen Years War (1931-1945).

The exhibition comprised almost 200 objects that were organized chronologically into five sections:

Section 1: Prelude: From the mid-1860s to the early 1890s

Section 2: First Sino-Japanese War, 1894—1895

Section 3: Interwar period: The aftermath of the first Sino-Japanese War, the Boxer Rebellion, and other
military events

Section 4: Russo-Japanese War, 1904—1905

Section 5: Epilogue: The aftermath of the Russo-Japanese War until the bombing of Pearl Harbour in 1941

The exhibition was accompanied by a 238 page, fully illustrated catalogue presenting new research in the
form of detailed text entries and six essays by the curators and four outside scholars. The catalogue was shortlisted
for the Alice Award and received an honourable mention in the International Fine Print Dealers Association Book
Award.

The exhibition presented various challenges in terms of reaching the museum’s audience. We expected that for
most visitors, the material and themes would be unfamiliar. Those accustomed to “traditional” Japanese art, images
of modern Japan, especially military subjects, can be jarring, and images of violence can be unsettling for anyone.

Furthermore, visitors, especially younger people, may have known little about the geopolitical background to the
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objects.

We were convinced that once people encountered the objects they would find them historically and
aesthetically compelling. In order to assist visitors in making sense of the exhibits, we provided short text panels
at the beginning of the exhibition and in each section to explain concisely and neutrally the relevant historical
background. We also provided maps in each gallery space showing the theatres of war, the combatants and battle
lines, and the territories of the various Western and Asian empires.

Another concern we had was that these wars remain highly sensitive topics, particularly for people of Chinese
and Korean heritage. Most of the objects in the show were produced in Japan for a Japanese audience and were
propagandistic in nature. Some of them are racist or otherwise brutal in their depiction of the enemy. We displayed
a sign acknowledging that some of the material was confronting and explaining that the museum was showing
the works for educational reasons and that they themselves did not represent the museum’s political or ideological
position on these historical events.

In one case, however, we did omit a racially-charged image of violence, [llustration of the Decapitation of
Violent Chinese Soldiers (1894) by Utagawa Kokunimasa (1874—1944). This woodblock print shows Japanese
soldiers executing Chinese soldiers accused of attacking a Red Cross hospital.

In 2006, this image was the subject of the so-called “MIT Visualizing Cultures Incident.” Visualizing Cultures
is a series of online essays directed by Professors John Dower and Shigeru Miyagawa at MIT. One of the essays,
“Throwing off Asia,” provided a link to this print by Kokunimasa. Although Dower’s description of the image was
highly critical of Japanese militarism, for some visitors to the website its inclusion represented a celebration of the
violence depicted. Protests by the members of the Chinese Students and Scholars Association forced the editors to
take down the site temporarily.

In the case of MIT, the professors were able to hold a meeting with the Chinese students to discuss their
concerns, and the website was soon restored. But a public museum is accountable to its community in a way that a
private institution may not be, and museum visitors are not students that curators can call to a meeting.

At the time of planning the exhibition, we felt that there were other images through which we could address
the role of racism in those wars without causing a controversy that might distract from the objects and irreparably
damage our relationship with the community. In retrospect, I think we may have been too cautious. Showing the
image may have sparked greater discussion about the brutality of war, propaganda, censorship, and how we should
respond to material that we might find personally disagreeable.

The response to the exhibition was overwhelmingly positive. Visitor feedback indicated that they appreciated
the objects in terms of their aesthetic properties, the processes by which they were made, and their content and
historical value. At the exit to the exhibition we placed a notebook in which visitors were invited to record their
responses. Their comments revealed that they felt that they had gained a better understanding of Japan’s culture and
its emergence as a world power, and were able to glimpse the events leading to the Second World War from Japan’s
perspective. Most gratifyingly for me, several comments reflected upon the similarities between militarism and

propaganda in Imperial Japan and contemporary America.
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Case Study 4

Immersive Exhibitions: The Family Gallery, Diving into Screen
Paintings: A New Way to Experience Japanese Art
Ms. Chiori Fujita

Senior Manager, Education Programming, Tokyo National Museum, Japan

Profile

Chiori Fujita received her Master’s in Museum Education at the Bank Street College of Education in New York.
After working at the National Museum of Western Art, she came to the Tokyo National Museum in 2005, where
she has held the position of Senior Manager of Education Programming since 2017. She is involved in the planning
and execution of various activities and programs, including school visits (School Program), content creation for
the museum app (TohakuNavi), family-oriented workshops and exhibitions, and guided tours. She has planned a
number of thematic exhibitions, including ones from the Family Gallery series, such as Jakuchu and Edo-period
Painting from the Price Collection: How Would You Look at Japanese Art? (2006), Unlocking the Secrets of Art
(2016), and Diving into Screen Paintings: A New Way to Experience Japanese Art (2017).

Presentation Summary

The Tokyo National Museum (TNM) organized an experience-based exhibition titled The Family Gallery,
Diving into Screen Paintings: A New Way to Experience Japanese Art in the Honkan, which was held from July 4
to September 3, 2017. At the International Symposium “Reinventing Japanese Art through Museum Experiences,”
I discussed this new type of exhibition, which combined a high-resolution reproduction of Hasegawa Tohaku’s Pine
Trees with video imagery, along with background information about the mission of TNM’s Education Department
and the past programs that prompted this project.

Mission

The Family Gallery is the name of an experience-based exhibition series in which educators in TNM’s
Education Department take the lead in planning. The department’s mission is to use our collection of cultural
properties, which numbers over 117,000 items, to inform visitors about the cultures of Japan and other Asian
countries through experience-based programs, to deepen their understanding of these cultures, and to emphasize
the cultural diversity of each country.

Thematic Exhibitions: The “Family Gallery” Series

To fulfil the aforementioned mission, TNM’s Education Department provides a wide array of educational
programming targeting the general public; families; primary, junior, and high school students; individuals with
disabilities; as well as undergraduate and graduate students. The presentation I gave focused on one of these
programs: a series of educational exhibitions called “Family Galleries.”

The Family Gallery series consists of thematic exhibitions held biannually at TNM. When planning the content
of each Family Gallery, our museum educators take the lead, and receive the cooperation of curators who specialize
in the relevant genres to write the labels and carry out the installations. Features of this series include: targeting a
wide audience, from children to adults, introducing new ways of enjoying the arts, providing labels that are concise
and easy to understand, and utilizing experience-based exhibitions that can be enjoyed intuitively.
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The Family Gallery aims to communicate how art can be enjoyed from various perspectives, and proposes new
methods of viewing art—methods that visitors can utilize for different occasions in the future. It is an educational
exhibition that sheds light on the museum’s art from entirely new perspectives in terms of themes and exhibition
methods. As an extension of such educational exhibitions, The Family Gallery: Diving into Screen Paintings: A
New Way to Experience Japanese Art, was organized for the summer of 2017.

Another Catalyst: The Workshop, Experiencing Folding Screens

The idea for Diving into Screen Paintings was also inspired by workshops utilizing reproductions of paintings.
These workshops have been held at TNM for the past several years. The reproductions were made as part of
the “Tsuzuri Project,” which is being conducted through collaboration between Canon Inc. and the nonprofit
organization, Kyoto Culture Association, for the benefit of society. This project produced a high-resolution
reproduction of Hasegawa Tohaku’s Pine Trees, a National Treasure held by TNM, which the Museum has used
once or twice a year since 2011 for the Experiencing Folding Screens workshop. Inviting 10 families each time, we
allowed them to experience folding screens, which used to be part of everyday life, just as people in the past did.

In each workshop, participants first look at the screens in the galleries while being given brief explanations
of their functions, roles, and forms. Then they proceed to the Okyokan in the Museum Garden, which is a
teahouse and an example of traditional Japanese architecture. In a room with tatami mats, the children look at the
reproduction of Tohaku’s Pine Trees in a completely exposed state, with no glass or railings, and then plan how they
would like the screens to be positioned. Professional handlers then position the screens according to the children’s
plans.

After the children experience how this pair of folding screens can alter the space and change its atmosphere,
for the second half of the workshop they view the screens with regard to the theme of “light.” After turning off
the fluorescent lights and viewing the screens under natural light, the shutters are closed to simulate the sunlight
dimming as night draws closer. Finally, the participants view the screens with artificial lighting that simulates
candlelight.

We aimed to allow participants to deepen their understanding of the context in which screens were used and
appreciated. Moreover, in these workshops, which we have organized over the past six years, appreciating art
without glass cases, with various types of lighting, and in different positions, would not have been possible with
the original artworks. Through this experience we also realized that this method of art appreciation is effective for
gaining an intimate understanding of folding screens.

The Family Gallery: Diving into Screen Paintings

When planning the 2017 Family Gallery, we aimed to turn the experience described above into an exhibition.
As a result, Diving into Screen Paintings, in which a high-definition reproduction was combined with video
imagery, was planned as a two-month Thematic Exhibition, from July to September 2017. This exhibition was
organized with Canon, which is involved in the Tsuzuri Project.

Educators, painting specialists, and exhibition designers joined the project team, and contributed knowledge
from a range of fields. Video imagery also played a significant role in this exhibition, with specialists who make
video imagery and interactive contents contributing to the project. The artworks on which this exhibition focused
were Hasegawa Tohaku’s Pine Trees from TNM’s collection, and Ogata Korin’s Cranes, from the collection of
the Freer Gallery of Art in Washington D.C. High-definition reproductions of the two artworks, which were made
through the Tsuzuri Project, were displayed in two separate exhibition rooms.

Diving into Screen Paintings was planned with the following aims in mind:

1. Allowing visitors to experience the screens as was originally intended.

2. Allowing visitors to experience the world conjured up by these works on a deeper level.

3. Deepening understanding of these works and the experience of appreciating them through methods other

than just exhibition.

4. Nurturing visitors’ abilities to appreciate art on their own.



Two exhibition rooms were used. In the first room, which was titled “Strolling in a Pine Forest,” we displayed
the reproduction of Pine Trees. The first part consisted of a curving corridor in which partially-translucent curtains
were hung. Video imagery of a pine forest was projected onto these curtains, while aroma oils were used to create a
fragrant smell reminiscent of a pine forest.

After passing through this corridor, visitors were greeted with a stage covered with tatami mats, about 11
meters wide and six meters deep. The reproduction of Pine Trees was displayed at the far end of this stage in an
exposed state. This stage was partially encircled by a concave screen five meters tall and 15 meters in diameter.
Visitors took off their shoes and climbed onto the stage to enjoy the art in a relaxed manner.

What was projected onto this screen was video imagery inspired by Eight Views of the Xiao and the Xiang
Rivers by Tohaku, which is also held by TNM. The imagery showed an expansive landscape, with changing
seasons, similar to what may have surrounded the scene depicted in Pine Trees. Although Eight Views of the Xiao
and the Xiang Rivers is subject matter that originated in China, we decided to use it here as one of the landscapes
in the artistic world created by Tohaku. The video imagery suggested that the original ink painting shows the cycle
of the four seasons from right to left, beginning with spring, and also included crows, which often feature in the
Tohaku’s paintings, allowing visitors to witness his landscapes freely from a bird’s-eye view. As the crows glide
through the air, visitors feel a breeze that further immerses them in the imagery.

The six-minute video imagery was followed by a four-minute period of time for appreciating the screens,
allowing visitors to use their imaginations to freely explore the scene depicted in Pine Trees. The lighting then
became gradually dimmer, causing the screens to fade from view in a sight one cannot experience in a regular
gallery.

The second room, titled Playing with the Cranes, displayed a reproduction of the aforementioned Cranes
screens. On these screens, nearly identical cranes are arranged rhythmically. These cranes, which usually appear
as static motifs, seemed to move slightly due to gradual changes in lighting that caused the gold leaf of the screens
to shimmer and reflect the light in different ways. On the wall to the left of the screens, video imagery of cranes
swooping down onto a gold ground and then taking off created a connection with the screens. Four sensors
installed in front of this wall caused the cranes to swoop down or take off in response to visitors coming in and
out of the room. Moreover, moving close to the cranes caused them to fly away. Children who noticed this, became
memorized by the video imagery, and tried to scare the cranes into flying away over and over again. After three
minutes, the video would dim, and the cranes would walk into the adjacent screens. Visitors then had two minutes
to appreciate the screens. This room allowed visitors to play with the cranes while imagining how they may have
looked before and after the moment that is captured in the screens.

In this room we also provided labels about the folding screen format, a model showing how a folding screen
is constructed, and other information. There was also a hands-on corner, where a model showed visitors how the
paper hinges of folding screens work, and where miniature models of various screens could be played with and
arranged on a miniature floor with tatami mats. In addition, we distributed “Design Your Own Folding Screen”
worksheets, on which visitors wrote and drew pictures to create original designs for folding screens.

During this exhibition, the screens on display in other galleries for TNM’s permanent exhibition were
presented as a related exhibit, Enjoying Screen Paintings, and visitors were guided to them. These screens, in
addition to the usual labels, featured explanations in plain Japanese that shared the educators’ points of view with
visitors. This allowed the approach to art appreciation that was employed in the Family Gallery to be introduced
in other galleries within the regular exhibition. We did not want the discoveries that people made in the Family
Gallery to be limited only to this gallery. Rather, we wanted visitors to be able to utilize what they learned when
appreciating art in other situations.

Furthermore, we also incorporated a dance performance into this exhibition. We had a dancer, Ms. Yukina
Sakai, give a performance of about 20 minutes that responded to the space, artwork, and video imagery of the
exhibition. About 1,200 visitors attended the six performances. Her choreography helped the audience to gain a
deeper understanding of Pine Trees and the associated video imagery, enhancing the visitor experience.

This exhibition attempted a new approach to art appreciation, in which visitors “dived” into the scenes shown
in the artworks, and in which these scenes were expanded beyond the confines of their compositional spaces. We
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were able to provide an experience that not only let visitors freely view the works, but also appreciate them with
regard to the circumstances of their creation and the interpretation of their contents because of cooperation with
curators who specialize in painting. Also, because visitors were able to see this new type of exhibition together with
the more orthodox exhibitions at our museum, the deeper significance of presenting a variety of ways in which one
can appreciate art was brought to light. I hope to create more educational programming that will shed new light on
Japanese art and the ways in which it may be appreciated.
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Presentation 1

To Intrigue, Delight and Surprise: Exhibiting Japan at the
National Museum of Scotland
Dr. Rosina Buckland

Senior Curator, East & Central Asia Section, Department of World Cultures, National Museum of Scotland, UK

Profile

Rosina Buckland is curator of the Japanese collections at the National Museum of Scotland. She read Japanese
Studies at the University of Cambridge and after graduation worked in Japan as a translator. She received a PhD
in Art History from the Institute of Fine Arts (New York University) and worked at the British Museum for
several years. Her research area is Japanese pictorial art of the 18th and 19th centuries. Her publications include
Shunga: Erotic Art in Japan (British Museum Press, 2010) and Painting Nature for the Nation: Taki Katei and the
Challenges to Sinophile Culture in Meiji Japan (Brill, 2013). She is currently planning the Museum’s new East Asia

permanent gallery.

Presentation Summary

In my presentation I explored how “the reinvention of Japanese art through museum activities” relates to
the National Museum of Scotland across three sections: a) examining the historical achievements, by way of
introduction to the museum and its collection (for those audience members unfamiliar with the institution); b)
introducing current activities; and c¢) explaining what is coming in future years.

The National Museum of Scotland is a multi-disciplinary museum, holding more than 12 million items
stretching from natural history, through science and technology, to art and culture from across the world. The one
area not covered by the Museum is ‘fine art’, i.e. Western painting and sculpture. The Museum holds the largest
Japanese collection in Scotland, and within the UK the largest outside London, comprising some 12,000 objects.
Important areas are woodblock prints, ceramics, arms & armour, miniature art (inré and netsuke), archaeological

material, Ainu culture and contemporary studio crafts.

Past

The Museum was founded in 1854, as part of a larger movement within Britain to promote understanding of
science, improve industrial design and increase commercial gain. Construction of the building began in 1861 and
took nearly twenty years to complete.

The founders’ intention was to provide a comprehensive sampling of the world’s industrial and applied arts
products, and this of course included Japan. As well as purchases, there were significant donations from Scots
who travelled to Japan as doctors, traders or missionaries. The woodblock prints were acquired in 1886 as a joint
purchase with the Victoria & Albert Museum; more than 2,000 items were donated in 1908—14 by the doctor Neil
Gordon Munro (who excavated in Yokohama and moved to Nibutani, Hokkaido). As well as important ceramics
donated in 1956 by the daughters of the banker William Cleverly Alexander, in 2015 a group of 330 works was
given via the Art Fund by David & Anne Hyatt King.

From 1996 to 2014, a gallery funded by the Hong Kong businessman, Sir Gordon Wu, displayed works from
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China, Japan and Korea, and there were a number of loan exhibitions of Japanese art and design. Nevertheless,

there was little attention given to the permanent collection and there was no curator with Japanese-language ability.

Present

National Museums Scotland states its mission as being “to preserve, interpret and make accessible for all the
past and present of Scotland, other nations and cultures, and the natural world.” Accessibility and engagement are
the key concepts that underpin all the displays created and activities undertaken. Since 2004 the Museum has been
carrying out a Masterplan, totalling £64 million, to renovate the original mid-19th century building and renew
all 28 permanent galleries. To achieve this, the main building was closed for three years. Stage 1 was the physical
remodelling of the building, with measures to improve accessibility through street-level access and to promote
circulation by installing two elevators and an escalator all the way to the top floor. Stage 2 was the renovation of
sixteen galleries for Natural World and World Cultures. Stage 3 was the delivery in 2016 of ten new galleries for
Art, Design & Fashion and for Science & Technology. The World Cultures galleries are based on themes, and
Japanese objects are included in three of them: Living Lands, Performance & Lives and Artistic Legacies.

As the first Japan curator at the National Museum of Scotland with specialist training, there has been plenty
of scope for me to investigate the collection and bring it alive. Since my appointment I have created two medium-
sized special exhibitions: Kabuki: Japanese Theatre Prints (drawing on the collection strength in 19th-century

yakusha-e) and Masters of Japanese Porcelain (presenting works by four Imperial Household Artists).

Future

The final stage of the Museum’s Masterplan, which concludes the project in early 2019, will be the last two
galleries for World Cultures, which are Ancient Egypt and East Asia. The East Asia gallery is unique within the
UK, and probably much further afield, as a space that brings together China, Japan and Korea. The gallery will
explore aspects of the shared cultural inheritance of East Asia, but also present the distinct developments of each
culture.

The gallery will contain a zone each for China, Japan and Korea, and then explorations of the common
heritage will punctuate the displays: 1) a large audio-visual screen displaying an introductory film; 2) a display
case exploring the origins of ceramic-making and bronze-working; 3) a large interactive display on East Asian
script and calligraphy; and 4) three digital lecterns, exploring silk, lacquer and porcelain as materials shared across,
and characteristic of, the region. Neither space nor the collection allow for a chronological approach, so instead
we play to the strengths of the collection to convey core messages. Thus, the displays are structured according to
four themes that repeat in each section: Fine Living, Exports and Encounters, Technology and Production, and
Contemporary Cultural Expressions.

The challenge is to convey to visitors a number of key messages about Japanese art and culture in a limited
space: its long history stretching back millennia, the deep connexion with the Asian mainland, the diversity
across Japan, the social structure during the Tokugawa period, the changes wrought during the Meiji era, and the
continuation of creative endeavours today.

In addition, under the banner of a ‘National Programme’, we are working with local, regional and university
museums across Scotland holding East Asian collections but with no relevant specialist. We will help three venues
to create a display highlighting some of their material, as well as providing skills workshops and establishing an

online forum to promote knowledge transfer.



I am currently developing the first-ever large special exhibition developed within the National Museum of
Scotland on Japanese art and culture. The working title is Samurai: Between Myth and Reality, and it is scheduled
for the summer of 2021.

Ever since 1613, when Tokugawa Hidetada sent a suit of armour to King James of Scotland and England,
the image of the samurai has represented Japan far beyond its shores. Still today, samurai are pervasive in global
popular culture, inspiring manga, video games and even the iconic Star Wars film franchise. In reality, samurai
were different things in different periods and were much more than the stereotype prevalent in the West of self-
sacrificing, loyal warriors. The exhibition will explore the historical shifts in the samurai and consider the
continuing relevance of the concept today, both in Japan and outside. The theme of samurai has been taken up in
exhibitions before, but these have concentrated on art, including swords and armour. I believe this exhibition will
be unique in questioning the samurai myth and its associated stereotypes.

The exhibition will have five themes: Samurai as Warriors, Samurai as Rulers, Samurai as Ideal, Samurai as

Consumers/Patrons, Samurai as Fiction.

I concluded my presentation by thanking the Japan Foundation, which is funding a three-year Assistant Curator
post under their Increasing Specialized Staff programme. This expanded staff resource is essential to deliver all the
activities described, and many more.

We find in Edinburgh that, rather than losing relevance, museums’ unique selling point is to offer an alternative
to the two-dimensional tedium of the digital, offering an encounter with authentic and powerful objects from
the past and present. Through research and the creation of displays and interpretation, we are reawakening and

reinventing the Japanese collection in Edinburgh, and taking it to wider audiences through activities and events.
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Presentation 2

Brave New Forms: Lacquer and Bamboo Traditions in Change
Dr. Andreas Marks

Mary Griggs Burke Curator of Japanese and Korean Art, Japanese and Korean Art Department Head,
Director of the Clark Center for Japanese Art
Minneapolis Institute of Art, USA

Profile

Dr. Andreas Marks is the Head of the Japanese and Korean Art Department at the Minneapolis Institute of
Art. From 2008 to 2013 he was the Director and Chief Curator of the Clark Center for Japanese Art and Culture
in California. He has a Ph.D. from Leiden University in the Netherlands and a master’s degree in East Asian Art
History from the University of Bonn. A specialist of Japanese woodblock prints, he is the author of 14 books. His
first book, “Japanese Woodblock Prints: Artists, Publishers and Masterworks 1680—1900,” is held at almost 900
libraries worldwide. His “Publishers of Japanese Prints: A Compendium,” is the first comprehensive reference work
in any language on Japanese print publishers. In 2014 he received an award from the International Ukiyo-e Society
in Japan for his research. He has curated exhibitions in a variety of media from pre-modern to contemporary art
and visual culture at 25 museums including the Minneapolis Institute of Art, Birmingham Museum of Art, Detroit

Institute of Arts, Honolulu Museum of Art, and the San Antonio Museum of Art.

Presentation Summary

Many areas of what is considered traditional Japanese art originated abroad, but after being introduced to
Japan were developed independently among skilled artists and artisans to a level of sophistication unsurpassed by
other cultural groups. Such examples include bamboo basketry and lacquerware, the subjects of two exhibitions I
have curated in recent years.

In the 1980s, interest in Japanese bamboo art, encompassing not only functional objects such as baskets for
flowers, but especially non-utilitarian, sculptural objects began to spread through the United States. Born and
raised in Europe, I moved to the U.S. in 2008 and my university studies in Japanese art had not prepared me for
what I would encounter in American collections. Contemporary bamboo art was, and remains, virtually unknown
in Europe, and my first encounter with Japanese bamboo baskets was one of complete astonishment. Bamboo, like
many art forms considered to be “craft,” tend not to be included in university curricula in Europe or the U.S. In
Japan, the fascination for bamboo is yet to catch on, and public exhibitions are mostly staged at smaller institutions
in rural areas, far away from the cultural metropolises of Tokyo and Kyoto.

The exhibition 77O L ZE—I 3513 5 &BH (Modern Bamboo Craff) at the National Museum of Modern Art,
Tokyo, in 1985, was a pioneering effort but seems to have had little effect on other venues, even on the National
Museum of Modern Art itself, where bamboo art has since been shown only in survey exhibitions of modern craft.
Since 2004, museums located in Tochigi and Oita prefectures, which have strong historical connections to bamboo
art, have been the only ones mounting exhibitions in Japan.

With the collection of Willard Clark at its core, I curated the exhibition, “Modern Twist: Contemporary
Japanese Bamboo Art,” to explore the evocative, sensual, and sculptural power of contemporary bamboo art and to

present how a traditional craft has been redefined as a modern art form. It presented 38 works by 17 artists that date
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from the mid-1960s to 2010 with a strong emphasis on the last ten years.

Between 2011 and 2017 the exhibition was shown at 14 venues in 9 states (California, Florida, Hawalii,
Louisiana, Michigan, New Jersey, Tennessee, Texas, and Washington). Bamboo art has proven to be a medium
that fascinates audiences outside the metropolitan hubs of the U.S., even in regions that receive little exposure to
Japanese art. The venues were allowed to modify the installation according to their needs, which resulted in very
different displays. Originally the works were grouped into four areas: Living National Treasures, artists from
Eastern, Western, and Southern Japan. Some venues disregarded this structure and instead aligned the works
aesthetically and within the limits of their available space. Some integrated the artworks’ storage boxes into their
displays, because American visitors in general are unfamiliar with this concept. The Grace Hudson Museum & Sun
House added Pomo Indian baskets from around 1900 in order to draw a connection between Japanese bamboo and

their local constituents.

My current exhibition “Hard Bodies: Contemporary Japanese Lacquer Sculpture,” presenting 34 works by
16 artists, opened in October at the Minneapolis Institute of Art. Until the modern period, lacquer was principally
used for articles for daily or ceremonial use and presentation, such as wine vessels and document cases. In the early
1950s, artists revolutionized this utilitarian tradition by creating the first sculptures made from lacquer. A small
but enterprising circle of artists, all born since 1959, has pushed the medium in entirely new directions by creating
conceptually innovative, large-scale works that superbly exploit the natural characteristics of this medium. My
exhibition shows how these artists have catapulted lacquer into the 21st century, once again, on a level rarely seen
even in Japan. Eight of the artists flew in from Japan to attend the exhibition opening; a ninth artist has visited since.
As with bamboo art, in Japan preferences for traditional styles and function over experimental forms prevail, and

there remains skepticism towards this new movement in lacquer art.
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Presentation 3

Making Waves: Rediscovering the Art of Rimpa
Prof. Ryo Furuta

Associate Professor, The University Art Museum, Tokyo University of the Arts, Japan

Profile

Ryo Furuta is Associate Professor at the University Art Museum, Tokyo University of the Arts. He specializes
in the art history of modern Japan, and has curated a number of exhibitions including World’s Columbian
Exposition of 1893 Revisited: 19th-century Japanese Art Shown in Chicago, U.S.A. (1997), Rimpa (2004), the
award-winning MODERN ART IN WANDERINGS: In Between the Japanese- and Western-style Paintings (20006),
Natsume Soseki and Arts (2013), Sotatsu: Making Waves (2015-2016), and Double Impact: The Art of Meiji Japan
(2015). His books include the award-winning Tawaraya Sotatsu (Heibonsha Shinsho), as well as Takahashi Yuichi
(Chuko Shinsho), Bijutsu Shin Ron (Heibonsha), Shikaku no Nihon Bijutsushi (Mineruva Shobo), and Tokko:
Natsume Sosoki no Bijutsu Sekai (Iwanami Shoten). He is co-author and co-editor of Yokoyama Taikan (Heibonsha
Bessatsu Taiyo), Kindai Nihon no Gakatachi (Heibonsha Bessatsu Taiyo), Nihon Chokoku no Kindai (Tankosha),
and Nihon Kingendai Bijutsushi Jiten (Tokyo Shoseki).

Presentation Summary

Foreword

To start with, I would like to introduce one example of this symposium’s theme, “Reinventing Japanese Art
through Museum Experiences,” through an exhibition of objects from the Tokyo University of the Arts Collection.
In this exhibition, titled Pandora’s Box: Finding the Wondrous in the Geidai Collection, works were exhibited in
pairs for comparison under the theme of “learning through imitation and comparison.” For example, an excellent
piece by Uragami Gyokudo was exhibited side by side with a piece that, according to studies on this artist, is not by
his hand. Needless to say, my intention was to have museum visitors realize the importance and enjoyment of truly
examining works of art with their own eyes.

It is obvious that the role of a museum is to exhibit its collection of established authenticity in a beautiful
manner with easy-to-understand labels. At the same time, as a curator, I believe that the most important point is to
appreciate works by “searching” on one’s own, rather than being told how to appreciate them.

“Pandora’s Box” is used to indicate a treasure box of collections possessed by individual galleries and
museums. Therefore, the values of the pieces in the collections are unknown. The value of a piece of art cannot
be determined by the value set by researchers alone. I would like to take this precious opportunity to discuss how
much the value of Japanese art has been entrusted to the “eyes” of viewers. Based on that notion, I would like to

further discuss how we curators should show such works of art to viewers and what we need to “rediscover.”

1. The Exhibition Rimpa in 2004

No other category in Japanese art history has been associated with “rediscovery” as much as Rimpa. 1 would
like to talk about this by taking the Rimpa exhibition as an example. This exhibition was planned by myself and
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held at the National Museum of Modern Art, Tokyo in 2004. First of all, why did a museum of modern art deal
with premodern art? My intention was very clear. It was because the concept of Rimpa was “created” in the modern
period. In Japan, both the concept of “premodern art” and “art history” were created in the modern period. Every
textbook today states that Rimpa was started by Tawaraya Sotatsu and Hon’ami Koetsu in the Momoyama Period.
However, unlike the Kano School, there was neither a school nor a group called Rimpa before the modern period.
Because of the rise of Japonisme in the Meiji Period, Ogata Korin was the first Japanese artist to receive recognition
overseas, which resulted in the birth of the “Korin School.” Then, works by Sotatsu and Koetsu, who were adored
by Korin, came to attention, and the concept of the “Sotatsu-Korin School” was created. It was after World War 11
that the generic name Rimpa (lit. “Rin School”) was established, and it included Edo Rimpa led by Sakai Hoitsu
and other artists. At the exhibition in 2004, the exhibited pieces were shown in the order of rediscovery. In other
words, Korin, Sotatsu, and Hoitsu were exhibited in this order.

The biggest risk taken during this exhibition was to write “W#Jk” (Rimpa) as “RIMPA” using Roman letters,
rather than the usual Chinese characters. This served as a trigger by which Rimpa was emancipated from the
context of Japanese art history and by which active and positive moods were created among us for working on
rediscovering Rimpa elements that must have been dispersed in the world and in modern art. Since our attempt,
exhibition titles using Roman characters have become frequent. It seems that the time has come for such a
perspective to be accepted.

At the 2004 exhibition, works by Korin and Gustav Klimt were exhibited side by side at the very start of the
gallery. It was because we thought that the decorative nature of Klimt’s art strongly characterizes the RIMPA-style

element and, specifically speaking, indicates the Korin-style tradition or the Japonisme-style tradition.

2. Publication of Tawaraya Sotatsu

Motivated by the 2004 exhibition, I wrote a book entitled Tawaraya Sotatsu: The Truth about the Founder
of Rimpa (published by Heibonsha Shinsho) in 2010. The perspective I described in this book is as follows: From
the above-mentioned standpoint, with regard to Sotatsu, the patriarch of Rimpa, considering that “Rimpa” is a
category created in the art history of the modern period, the importance of Sotatsu’s work may exist elsewhere. My
motivation for writing this book lies in my impression, when [ was involved in the 2004 exhibition, that Sotatsu
seems to be “exceedingly special” compared to other artists. In other words, I myself rediscovered Sotatsu.

What I emphasized in this book was that Tawaraya Sotatsu was an extraordinary painter whose works had a
touch of the 20th century. For that reason, he also became a painter who had established a close relationship with
the Japanese art history of the 20th century.

The rediscovery of Sotatsu started at the Sotatsu exhibition held in 1913. Up to that time, for 45 years during
the Meiji Period, there had been an overwhelming tendency to praise and even deify Ogata Korin. The outpouring
of interest in Korin from Westerners started with their immense appreciation of decorative and design-oriented
aspects of Korin’s art. At that point, Sotatsu, whose biography was unknown, had merely been recognized as a
painter whom Korin adored and had remained behind the shadow of Korin. Then, on the occasion of an exhibition
in 1913, a magnificent catalogue of Sotatsu’s art included in this exhibition was published. Together, the exhibition
and the publication of this book (Sotatsu Gashu) contributed to dramatically raising people’s interest in Sotatsu.

Whereas Korin became highly regarded through the Western “lenses” of Japonisme and Art Nouveau during
the Meiji Period, Sotatsu came to attention as a consequence of Western trends in artistic thought that were
introduced through the magazine “SHIRAKABA” and imported catalogues of painting. It can be said that Sotatsu
was discovered thanks to the new artistic view that respected “self,” “life,” “freedom,” “creation of form,” etc.

It must not be forgotten that the art of Sotatsu was rediscovered only because there was a particular trend of

artistic thought in the Taisho Period, or the early twentieth century.



3. Sotatsu: Making Waves Exhibition at the Freer|Sackler

A plan was put forth to hold a Rimpa-related exhibition at the Freer|Sackler in Washington D.C. in 2015 and I
was assigned to curate the exhibition while coordinating closely with Dr. James Ulak of the Freer|Sackler and the
Japan Foundation as the organizer from the Japanese side.

This exhibition was basically planned within the framework of the Rimpa exhibition of 2004, but further
attempts were made to communicate to the world the appeal of Sotatsu’s art, which I discussed in my book. In other
words, Rimpa can probably be said to have evolved into the Sotatsu exhibition. The English title, SOTATSU, written
in Roman characters, was chosen together with the subtitle, Making Waves.

The fact that this exhibition was held in the Freer|Sackler had great significance. It was because Charles Freer’s
collection of Japanese works of art includes Waves of Matsushima and Dragons and Clouds, which are screen
paintings famous as the outstanding works of Sotatsu. Nevertheless, because Freer, as a condition of his gift to the
museum, prohibited the lending of his works to other institutions, this valuable collection had never been exhibited
before together with other pieces.

Our attempt to view Sotatsu’s art from a global perspective through this exhibition must have been meaningful.

It aimed to focus on one unique aspect of Japanese culture in this rapidly-globalizing world.

4. Re-evaluation of Sotatsu’s Art in a Contemporary Context

If today there were a principle on which Sotatsu could be re-evaluated, what would it be? One critique
written by the American art critic Clement Greenberg in the 1960s offered me a hint. In his Modernist Painting,
Greenberg, first of all, stressed “flatness” as an important element of Modernist paintings. Flatness was opposite to
the task of creating a three-dimensional space on a canvas, which had long been the basis of Western art since the
Renaissance. Flatness has become a norm that formed the basis of Art Nouveau and decisively changed painting
styles that followed.

However, what is considered more important here is that, as Greenberg points out in his critique, not only
flatness but also framing, finishing, texture, value, and color contrast are the norm of Modernism in 20th-century
paintings. This can be regarded as an important guideline when we think of the circular relationship of Western
Modernism and Sotatsu, as well as Sotatsu and 20th-century painting in Japan.

Furthermore, Greenberg, in his After Abstract Expressionism, insisted on the importance of the term “painterly”
when discussing American contemporary art that arose during and after the 1940s. The painting style of “loose,
rapid handling, or the look of it” that he referred to in his critique brings up the image of Scroll with Underpaintings
of Deer by Sotatsu. Further, “blotted and fused instead of shapes that stayed distinct” and “uneven saturations
or densities of paint” remind us of Dragons and Clouds, whereas “large and conspicuous rhythms; broken color”
calls up Waves of Matsushima. It can also be said that all the special features of abstract expressionism are the
characteristics of Sotatsu paintings.

Led by these words of Greenberg, when I recognize the core characteristics of Sotatsu’s “painterliness” as
existing in the “liveliness” that emerges from within the boundary between flatness and profundity, I am confident
to say that Sotatsu who created such painterliness forms the backbone of my image of him. Sotatsu exhibited
individuality by way of simplification and decoration. In other words, it can be said that Sotatsu was a painter who

expressed “painterliness” from the point of view of the 20th century, or the context of Modernism.

Conclusion

So, let me pose the same question again: Why was Sotatsu rediscovered in the 20th century and why has he

come under the spotlight in the international arena in the 21st century? What is more, why has he become one of
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the most prestigious painters in Japanese art history?

The reason I believe is that, in addition to the high academic evaluation from art historians, there was a high
regard from painters in and after the 20th century, and that has played an important role. Furthermore, an important
contribution also came from various exhibitions that provided the opportunity to motivate such painters. Soon after
the end of the war, in 1951, a Sotatsu-Korin School exhibition was held at the Tokyo National Museum concurrently
with a Matisse exhibition. Sotatsu came to be more deeply understood thanks to the Mattisse exhibition.

The Sotatsu-Korin School exhibition and the Mattisse exhibition were held at the same time simply because
the National Museum of Western Art was yet to be built. However, that coincidence brought about a very high
synergetic effect. Both Yasuda Yukihiko and Kayama Matazo enthusiastically talked about their impressions of
these two exhibitions.

Needless to say, our mission as exhibition planners is not just about motivating expert researchers and painters.
I believe it extremely important to keep providing opportunities in which general viewers of broad age groups can
come to realize the importance and enjoyment of seeing works of art with their own eyes, and are encouraged to

“rediscover” something on their own.
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Presentation 4

An Old Painting in a New Frame: Presenting Japanese Art and
Material Culture in the Context of the Exhibition Cool Japan

Dr. Daan Kok

Curator of East Asian Collections, National Museum of Ethnology, Leiden, The Netherlands

Profile

Daan Kok (Amsterdam, 1978) is curator for the East Asia collections at the National Museum of World
Cultures in The Netherlands. This museum comprises four ethnological museums, one of which is the National
Museum of Ethnology in Leiden, which houses famous historic Japan-collections such as the Siebold collection.
Kok recently defended his PhD thesis on kyoka surimono and kyoka books at Leiden University. Prior to his current
position, he taught several courses on Japanese art history and book history at Leiden University, while working
as a freelance consultant on Japanese art. Before that, he was a curator of the Japanese, Chinese, and Korean

collections at the Royal Museums of Art and History in Brussels, Belgium.

Presentation Summary

Curators should not be limited or bound by the inherent nature of the Japan collections under their care. Even
when Japan collections have been formed under a clear influence from, for instance, Japonisme in the second half
of the nineteenth century, there are ways to interpret their contents in ways that do not reiterate tired stereotypes.
This requires an alternative, non-traditional approach to displaying objects. In practical terms, such displays require
perhaps more contextualization than usual. But the result can be a break away from perceived limitations of a
Japan collection, and a break away from outdated exoticising narratives about Japanese culture. For visitors, such
an approach can refresh their views of Japan, and challenge them to rethink their image of Japan and the ways in
which this image had formed.

This presentation introduces the concept and thought process behind the temporary exhibition Cool Japan:
Worldwide Fascination in Focus, through three case studies related to the questions dealt with in this symposium.
Our exhibition Cool Japan was shown at the National Museum of Ethnology in Leiden, The Netherlands, between
April and October of 2017 and will be on display again, in adapted form, in Amsterdam from September 2018.

The Cool Japan exhibition project is not related to the Japanese government’s “Cool Japan Strategy,” but
focuses on the phenomenon of global appeal of Japanese popular culture, designated by the term Cool Japan. The
project offered an opportunity to present Japanese art and material culture in an uncommon way, focusing on
historic counterparts to aspects of contemporary Japanese popular culture that are currently consumed across the
globe, rather than on, for instance, art historic lineage. This way, an ‘old painting’ can be placed in a ‘new frame’,
aiming to encourage our visitors to view these objects in new ways, and question and overcome any stereotypes
that they may have harbored prior to visiting the exhibition.

Case 1. Historical Perspective for a Contemporary Phenomenon: Fan Culture

Fan culture has frequently been linked to urban popular culture of the Edo period. In a way, the large majority
of ukiyo-e woodblock prints falls into the category of fan culture products. More than half of all ukiyo-e depict
actors, and the next largest category is that of bijinga, images of beautiful women, who were also idols in the urban

popular culture of the Edo period. Displaying ukiyo-e because of the visual documentation that they provide then



places less demands on the state of conservation, fame of the artist, and rareness of the print. As a result, this makes
it possible to show more prints from the collections than only the ‘best of the best’ and thus more objects can leave
the storage and actually be put on display.

One of the contemporary objects we linked to fandom in the exhibition is the glowstick. This object is known
worldwide as a typical Japanese attribute for fans of idols. To contextualize the glowstick, we show video clips of

AKB48, along with explanatory texts of course, addressing notions of fandom then and now.

Case 2. Questioning a Stereotype: Samurai and How an Image is Formed

One theme we addressed in the exhibition is that of the warrior. Stories of warriors have always formed part
of Japanese culture. What is more important in this case, is that such warrior stories have also reached global
audiences. The warrior and combat are also often associated with Japanese pop culture. So, we could present
Miyamoto Musashi as well as Naruto, Tomoe Gozen as well as Sailor Moon.

In many museums, the traditional way of displaying a suit of armor from Japan is in a rather static pose.
However, the image that people nowadays have of ‘the samurai’ is filled with action. In the exhibition, I wanted to
display an original suit of armor in an active pose, as is the image that most people have of “the samurai.” At the
same time, | wanted to invite people to think about how their image of ‘the samurai’ had formed. Therefore, we
added context through images of Miyamoto Musashi and various other samurai warriors as they appear in manga
and cinema, displayed in print and on a separate screen.

“The samurai” was not the only theme where we tried to invite people to question a stereotype. We did the
same with Japanese design, for instance, where we deliberately mixed old and new Japanese and non-Japanese
objects that had similar characteristics in material and design language. These and other matters where we invited

people to reconsider certain stereotypes actually resulted in some of the exhibition texts ending in question marks.

Case 3. Using Japanese Drawings, Prints and Paintings for their Content, not Their Appearance

There is much debate about whether manga as they are known today have roots in Japanese art and visual
culture of the last millennium. To give some examples, it deals with the origin of drawing outlines filled with blocks
of solid color, the origin of speech bubbles, the origin of certain aspects of narration, the origin of the word manga
itself, who was the first to draw very big eyes, etcetera. Many times, the question is posed of whether an aspect is
“originally Japanese” or imported from abroad.

In the exhibition, we try not to take a stand, but instead provide visual materials for people to make their
own decisions. We were fortunate to get an original drawing by Tezuka Osamu on loan for the exhibition. Now,
our museum is proud to keep a large collection of some 2,000 sketches and drawings (including hanshita) by
artists such as Hokusai, Kuniyoshi, and Kawanabe Kyosai. These are now considered valuable research material
for the study of ukiyo-e. In many years’ time, collections of sketches by manga and anime artists such as Tezuka,
Miyazaki, Tatsumi, etcetera, will be equally valued as research material to help understand manga and anime.

Another example of historic illustrations and visual artwork we incorporated into the exhibition was related to
Japanese tattoos. These are very much considered part of “Cool Japan” by many people outside Japan. We showed
an ukiyo-e of an actor with tattoos, designed by Kunisada. It is only one leaf of a triptych. The museum does not
have the other two leaves. In other exhibitions, this print would have never been shown because it is incomplete.
But in this case, it serves as an illustration that helps explain historic tattoo culture. A present-day set of skin-toned
stickers to hide your tattoos when going to an onsen provides a nice illustration of how tattoos are now regarded in
Japan.

We also displayed a painting of a dragon in the clouds by Yiijo Kanko, a female painter active in the early
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19th century. The painting was collected by Von Siebold, likely on his journey to the shogun’s court in 1826. The
painting expresses the relation with water through the sprays of small ink spots applied around the head and body
of the dragon. In the accompanying texts, we explain how firefighters of Edo favoured tattoos with iconography
related to water—water protecting them in their job of course. The painting by Yujo Kankd is perhaps not a
masterpiece for which we will receive many loan requests from now on. However, it is a powerful painting in itself,
and it carries much visual and cultural information in it that allows us to strengthen our display and give better

explanation to visitors. This way, we place an old painting in a new frame.

In Conclusion

The three cases I have presented give an insight into the use of collections and loans in exhibition displays
that aim to go beyond stereotypes. This use of objects for explanations hopefully not only gives visitors a better
understanding of the material shown, but also a better understanding of how their own image of Japan was formed.
This way, people not only learn about another country, but also about themselves. If, with this approach, an ‘old

painting in a new frame’ becomes a little bit of a mirror, then the goal of the exhibition was reached.
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Panel Discussion

Reinventing Japanese Art through Museum Experiences

Panelists

Dr. Rosina Buckland (Senior Curator, East & Central Asia Section, Department of World Cultures, National
Museum of Scotland)

Prof. Ryo Furuta (Associate Professor, The University Art Museum, Tokyo University of the Ars)

Dr. Daan Kok (Curator of East Asian Collections, National Museum of Ethnology, Leiden, the Netherlands)

Mr. Hideaki Kunigo (Supervisor, Collections Management, Tokyo National Museum)

Dr. Andreas Marks (Mary Griggs Burke Curator of Japanese and Korean Art, Japanese and Korean Art Department
Head, Director of the Clark Center for Japanese Art, Minneapolis Institute of Art)

Moderator

Mr. Hideaki Kunigo

Born in Tokyo in 1962, Hideaki Kunigo earned his MA in Art History from the Graduate School of
Humanities at Tokyo University. At the Tokyo National Museum he worked in the Painting Division and the
Exhibition Planning Division before becoming a curator in the Regular Exhibitions Division. He then served as
Senior Manager of Special Exhibitions, Senior Manager of Conservation, and Senior Manager of Registration
before his promotion to Supervisor of Collections Management.

Specializing in medieval Japanese painting, he has curated “Sesshu: Master of Ink and Brush” (2002),
“Kamakura: The Art of Zen Buddhism” (2003), “Treasures of a Great Zen Temple, the Nanzenji: Commemorating
the 700th Memorial Year of Emperor Kameyama” (2004), “Zen Treasures from the Kyoto Gozan Temples” (2007),
“Masterpieces of Zen Culture from Myoshinji: Commemorating the 650th Memorial Year of the Founder, Muso
Daishi” (2009), “Japanese Masterpieces from the Museum of Fine Arts, Boston” (2012), and “The Art of ZEN:
From Mind to Form” (2016). His publications include “Tao Yuanming and Su Shi in Medieval Japanese Painting”
(Proceedings of the Tokyo National Museum, Vol. 38; March 2003).

Abridged Transcript

Moderator: I am the moderator for the panel discussion, Kunigo, from Tokyo National Museum. First, I would
like to show you some slides. This is a list of popular tourist spots in Japan based on a website called TripAdvisor.
Number one is Fushimi Inari Taisha shrine in Kyoto, followed by Akiba Fukuro, an owl cafe in Akihabara. In
third place is the Hiroshima Peace Memorial Museum. An art museum first appears in the ninth place—the
Hakone Open-Air Museum. Number 15 is the Samurai Kembu Theater, and number 20 is the Edo-Tokyo Museum.
Unfortunately, no national museum is included. National museums have to put more effort into attracting foreign
visitors and making their facilities more attractive.

During the presentations earlier today, there was no time for questions and answers. So to begin, we would
like to take some comments and questions from the audience about the presentations, then move on to having a
discussion. As the first presenter, Dr. Buckland gave us a presentation in which she mentioned a plan for a special

exhibition scheduled to open in 2022 at the renovated National Museum of Scotland. She explained that she wants



to create something that is not typical, an exhibition that breaks down stereotypes. Are there any questions about

this presentation?

Vilbar: My name is Vilbar from the Cleveland Museum of Art. Dr. Buckland, my questions are: How long are the
exhibition periods for the rotated materials? And do you plan to be able to lend material from the collection, and are

you trying to build that into your rotation structure?

Buckland: We are looking towards six-month rotations for the prints and for the paintings, and then yearly
rotations for textiles. It is what we have discussed as being the ideal situation with our conservators. For lacquer,
one year would probably be ideal but realistically, around two years. Like other institutions, we have insufficient
conservation resources and there is a lot of pressure particularly for special exhibition projects, but those are
certainly our ideals.

We would certainly be willing to lend items if they were not already committed for anything, and I think it
should be flexible enough. We have not set items aside for coming rotations, necessarily, but some have been set
aside as potentially needing conservation work. However, it is not fixed when they will be going out and so there
will be flexibility there. The other aspect of flexibility is the physical display of the objects and that is something
that we have been talking about with the designers. The design company we are working with has a fair amount of
museum experience in design projects and renewal projects for museums, but very little experience with East Asian
material. I think it is the first time they have ever worked with East Asian material. We have had to introduce them
to new formats. They have not worked before with hanging scrolls and it has been one of the challenges trying to
get them to design a system that will allow us to show hanging scrolls of different widths and different lengths, and
ensuring that the case is big enough to take them all, and that we have some kind of support system to adjust the
height of them. I have been looking at display techniques in Tokyo National Museum and seeing what they do when

the hanging scrolls are just a bit too big for the case.

Kenmotsu: My name is Kenmotsu from the Portland Art Museum. I was wondering if you could explain a little bit
more about how you are working through the process of making the layout of the galleries easy to understand for

visitors regarding their orientation?

Buckland: We had an idea at one point of floor color, so that would be an obvious, very clear, easily understandable
way for people to orientate themselves, but that was put aside ultimately after discussions. We have had the design
sessions on almost a monthly basis with various stakeholders within the museum and ideas have been pitched
forward and then ultimately accepted or taken away. The main approach, the main method for conveying that
information for orientating visitors is going to be through the interpretation within the cases. There is a hierarchy
among panels. Primary panels that introduce each section of the gallery, secondary panels within the cases, and
then story panels that introduce particular objects and give a little more information about those highlight objects,
and then finally the label rails. So, there are those four levels of interpretation, and those will be color coded for
the three countries, namely China, Japan, or Korea. On each of the primary panels we had suggested having a
map—so that is going to be implemented—that shows East Asia and highlights the country that they are standing
in and the silhouette of the country will be highlighted. Possibly as well on the secondary panels that map for each
country could be repeated. That was my ideal approach. Then it would drill down to more specific geographical
explanations that can talk about kiln sites or Edo or Kyoto. We have not decided those colors yet. One of my favorite
comments during the design process is that color is a long journey. We will be working towards deciding our colors,

but it will definitely be determined by color, and also the three costume figures that I explained will be signposts, so

P NE RN AN NGNS 3 |

Z AVQ wnisodwAs jeuoiieulaiu|

82



mmN GV FEH

Z AVQ wnisodwAs jeuoiieulalu|

83

to speak, for each of the zones. Therefore, behind each of those cases and those figures will be the cases relevant to

their source cultures.

Allen: My name is Allen from the Asian Art Museum in San Francisco. We have had a lot of debate in our museum
about the necessity or lack of need for certain kinds of rudimentary information in the digital age. For instance,
the use of maps is very common in introductory panels for particular geographical regions. How much do you feel
about the need to provide basic historical or contextual information, and what might be the focus of those panels—

is it going to be on the art, the culture, the history, or chronology?

Buckland: We hope that we can cultivate an audience that is more knowledgeable about the type of material
that we present and create that appetite for more, but it is essential to provide that basic information because we
are assuming no knowledge on the part of our visitors. The focus within the panels is likely to be more cultural
and historical but less chronological because I said it is not a chronological presentation within the gallery. Our
collections do not allow for that kind of approach and the space does not really allow for it. It is rather playing to
the strength of the collection, which is the early modern period, the Edo period. Therefore, there is less need for
the historical scene setting as in that sense, we are already in the Edo period for the majority of the cases. Then it is
speaking to some of those core messages about how a society is structured in the Edo period, who is able to possess
what kind of items, sketching out that structure and then moving on to the cultural background for why certain

works were produced, how they were produced, and what were the factors driving their makers.

Allen: It is always difficult to explain all of this within 200 words.

Buckland: Exactly, yes.

Rinne: My name is Melissa Rinne from the Kyoto National Museum. You mentioned that you will have rotations
maybe every six months or maybe every year if you are lucky. But at the Tokyo National Museum for example,
I know that the rotations are every month or every two months. Can you talk about why the rotation periods are

sometimes so long in museums in the West, and what is your perspective on that as a curator?

Buckland: Thank you. I think possibly there is a misunderstanding here when I say rotation because this would be
one or two objects within the gallery. The main structure of the gallery will stay for 20 years, potentially, and the
works that are in more robust materials, such as metalwork and ceramics—we may be able to change those further
down the line, but fundamentally that arrangement of the gallery will stay for a long time. It is the light sensitive
objects, such as prints and paintings and textiles, that we change regularly. There simply are not enough resources
within the museum to do a wider scale rotation within the galleries, even if we might like to. I think we look with
envy on our colleagues in Japan, who are able to produce these kind of rotations, but it’s a very different context
within the museum. Obviously, the focus here is Japanese art, whereas we are just one part of one gallery within
many galleries. So, we rotate where it’s necessary for the protection of the art work, but, other than that the overall
structure of the gallery will stay the same. So, it takes a tremendous amount of forethought and concentration to get

to a point that we feel comfortable with for such a long time period.

Rinne: May I play the devil’s advocate? So, if you are the curator and you have the keys to the cases, why can’t you

just change things yourself?



Buckland: The labels are one of the main aspects. In practical terms, yes, if conservation resources are available to
prepare an object for display then that is possible, but preparing new labels is a little bit less immediate. We talked
about various systems for delivering the information in a physical way, and ultimately there is a requirement for
consistency with the rest of the galleries and a resources question. Therefore, we plan so that certain areas are going
to be high-frequency rotation areas, and then other ones will be low-frequency, so that we can focus resources
on the areas that do need changing on a more frequent basis. There are the physical, practical, and budgetary

constraints that make it difficult.

Moderator: Thank you. Now, I would like to begin another discussion. Specialists at museums in Japan often get
requests to hold samurai-themed exhibitions overseas. A couple of years ago in Russia there was a samurai-themed
exhibition of objects from the collection of the Tokyo National Museum. In general, the themes popular outside
of Japan are not only samurai, but also daimyo and ukiyo-e. However, some believe that we must move beyond
these stereotypical themes in order to broaden and deepen understanding of Japanese art. On the other hand, there
are overseas exhibitions with themes that are not very well known in Japan. Examples include the exhibitions of
modern lacquer and bamboo art curated by Dr. Marks, and also the war prints exhibition curated by Dr. Paget,
which would be difficult to hold in Japan because of how visceral it is. Mr. Furuta, is there anything you would like

to say?

Furuta: There are many woodblock prints from the Meiji era that take the the Sino-Japanese War or Russo-
Japanese War as their subject matter. Even in Japan they are given attention as a type of media that reflects a
particular historical period. When I was working for the National Museum of Modern Art, for a certain period of
time I was in charge of taking care of 153 documentary war images, which were on loan for an indefinite period
of time from the United States. At the time, the consensus among the staff in our museum was that if we exhibited
these materials by themselves, people would misinterpret our intentions and the exhibition would take on a different
meaning. This was more than a decade ago. Over 80 years have passed since the end of the war, and as time goes
by, the strong emotions that people have about such events gradually fade, and more research on such materials is
published that examines them for their artistic value. So, considering how non-Japanese people have been looking
at war paintings and prints, perhaps Japanese people will also begin to look at them. However, one task that we

have as the Japanese people is to accept this as our own issue.

Moderator: Any more comments on war paintings and prints?

Vilbar: Several years ago, when [ was a staff member at the Princeton University Art Museum, I put together an
exhibition on Meiji prints in which we did include both the Sino- and Russo-Japanese wars, and exhibited war
prints. In addition, to provide some more context, we included Samuel Smiles’ Self-Help and images of Japanese
print representations of either foreigners or Japanese people costumed as foreigners, such as the reenactment of the
Korean embassy visit that was part of, I suppose, the festival before the castle in Chiyoda. It was trying to provide
greater context for those war prints by using other prints from the same period that also touched upon how to depict
foreigners or how they were depicted, how people performed being foreign, and then finally how people were
engaging with Western philosophies of being modern and what that meant. I think it maybe also speaks to Tim

Clark’s question yesterday, which was about telling different sides of a story.

Clark: I am struck by a big irony here, which is that everybody seems to want to talk about samurai in a period of

peace and nobody wants to talk about Japanese soldiers in a period of war.
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Paget: I spoke about the war exhibition yesterday. I see the omission of discussions of Japan’s modern wars as
opposed to samurai culture as being part of the broader shyness that curators have about bringing or acknowledging
the political realities and discussions that underpin a lot of visual culture of modern Japan. My dissertation was
on Nihonga and how Nihonga was used for geopolitical purposes in the Taisho and Showa periods. I am still
dismayed sometimes when I see exhibitions of Nihonga and nobody talks about esthetic nationalism. There was
a big retrospective of Yokoyama Taikan a few years ago at the Yokohama Museum of Art and nobody mentioned
the fact that Yokohama Taikan spoke to address the Hitler youth in the 1930s. We have these kinds of exhibitions
of Nihonga quite regularly and they tend to be sponsored by certain governmental bodies and I suppose that is an
inhibition. However, I think that we need to engage with these realities, to be intellectually honest and also to go
beyond just the proverbial chrysanthemum screen. We need to do better as curators and it does not necessarily
mean that we have to show Meiji battle prints. There are many ways of doing this but I would like to see us delving

deeper into the social and political and economic realities that underpin the art that we have in our collections.

Marks: I think it is not only about the shyness of curators. I think it is much more about the danger or the fear of
museum directors receiving bad press. I think that goes back to some incidents that happened in the USA, such
as the uproar when the Asian Art Museum in San Francisco had the samurai exhibition. Yesterday, Dr. Paget
mentioned MIT and the Chinese students. You might also remember as well what happened with the kimono event
at the Museum of Fine Arts, Boston. I think this may be the main reason, not only the shyness of the curators, but
in a way, directors who are aware of these things are very cautious about what they do.

I curated an exhibition of samurai, called Lethal Beauty. My focus for that show was the really dangerous aspect,
mainly the weaponry. It toured to Honolulu, Birmingham, and then to Detroit. However, in Detroit, it was decided
to change the title of the show, because the local sponsor and the local honorary consul of Japan found the term
“lethal” not good. And the director of Detroit Institute of Arts went along with that and they decided to change the
title.

Buckland: I think, if we are proposing this exhibition in our institution, talking about a fighting force and the
myth of the warrior, we absolutely have to cover the first half of the 20th century and the 15-year war, the period
of militarization and nationalism leading up to the actual years of conflict. It cannot be omitted. There is a fear of
negative press and an anxiety amongst the embassy consulate staff about supporting this kind of exhibition. That
is why I was emphasizing that we need to do a lot more scouting out of opinions and audience research to find the

most appropriate, considerate, and sensitive way of doing this.

Kok: I would like to make a small addition, which goes back to the comment by Mr. Clark. Even when we are
talking about samurai and samurai exhibitions, I notice that in many cases everybody always speaks about
Tokugawa peace and the idea that after 1615 then no more fighting and that all weaponry was basically no longer
lethal. I, however, think that this is a little bit of a misconception and that it is necessary to realize that during the
Edo period, even though there were not very many battles, there was still a lot of oppression in society and a lot of
conflicts occurred even though they were not fought out in battles.

And another thing is that if we address conflict, regardless of the period, for the past few decades we have been
living in a very odd time, at least in Japan, where wars are often fought quite far away from where most of us
usually are, which is very uncommon historically. There is however a danger of pointing the finger to whomever
or whatever nation and not including the nation where the institution is. If we look at the Netherlands, for instance,
where I come from, there are a lot of issues with our collections, which are often based on the colonial period, when

the Netherlands itself had colonies all over the world. These issues of political conflict are very complicated to deal



with, but I completely agree that we should not avoid them. I realize that art is always connected to a society. When
a society is at war or an occurrence such as nationalism prevails, then art follows or goes ahead of it, or reflects it,
or art reacts to it. In one sense, that is what makes art so fascinating.

Some time ago, there was a show about Japanese war kimonos in New York, called Wearing Propaganda. They
are fascinating but there is a danger of showing only Japanese war kimonos and not engaging in the things that
were going on elsewhere—of isolating one type of object and sometimes isolating one nation by not telling the

complete story.

Morse: Yesterday, there was a question about whether the points of view of other countries like Korea and China
were presented within these Japanese materials. Our museum did a show in 2005 based on the collection established
by collector Fred Sharf, who had given us this material. He was very keen on, for instance, the Russo-Japanese
war, and tried to collect Russian materials, and, for the Sino-Japanese war, Chinese materials. The scary truth of it,
however, is that because these prints were so remarkably well done by the Japanese and because they made them in
such great numbers, even though Fred tried to collect Russian materials, he could not find anything that really had
the same visual power. We had a few of them in the show but they really paled compared to the Japanese materials
because the Japanese really had the visual imagery and the vocabulary that really spoke to the moment, which made

them so effective. That is why they were terrific propaganda.

Moderator: Now, I would like to move on to the next topic. Similar to the case of the war prints and paintings,
Japanese museums do not usually deal with shunga. Last year, however, there was an exhibition on shunga at
the Eisei Bunko Museum and also the Hosomi Museum. Mr. Clark from the British Museum, do you have any

comments regarding shunga?

Clark: What would you like me to say about the shunga exhibition at the British Museum?

Kok: May I make a suggestion? Did not you do a fantastic survey about the reactions to the exhibition?

Clark: We did it and it was generally extremely positive. I would just like to make a couple of points. Some people
have tried to suggest that the shunga exhibition at the British Museum was yet another example of the “black ship
phenomenon,” where people from outside managed to persuade Japan to do something they do not want to do. That
is partly true but it is much more complicated than that, because the shunga exhibition was an international project.
It had been a research project for four years before the exhibition was held. It was not at all a foreign project but
was an international collaboration. Also, there was a certain amount of nervousness within the British Museum
about doing an exhibition on this subject. So, we did some pre-testing as Rosina is going to do with her samurai
exhibition. I think that’s probably what I want to say. Dr. Morse, you have a great collection of shunga at the

Museum of Fine Arts, Boston. How about this?

Morse: [ was the first female keeper of the shunga collection. We actually had the key. I think one of the questions
that has always puzzled me about Japan is that shunga has been such a hot topic, and people think about whether
they should display it or not, but on the other hand, at an institution here in Tokyo there was a Nobuyoshi Araki
exhibition, where there were in his pictures female figures who were actually alive. In contrast, in shunga real
people were not depicted. So, it has always been very puzzling to me that with the contemporary world, there aren’t

those kind of restrictions or hesitation, but there is much more hesitation for historical material.
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Buckland: May | mention that we have somebody in the audience who did her Ph.D. on the reception of Shunga.

Dr. Boyd, do you have any comments about the audience survey? I know you did work on that.

Boyd: It goes back to the question for Mr. Clark regarding the audience survey. He was kind enough to let me
go and talk to people as they were coming out of the exhibition and to see what their reactions were. It was

99 <c

overwhelmingly positive. People kept saying “oh, we just love this,” “we have been wanting to see something like

this for years,” and “it is incredibly relevant to our lives and our experiences.”

Kok: In Leiden we do some visitor surveys but it was rather limited. I recall that I read an article you wrote
based on that visitor survey, and I was so jealous of the enormous exactitude of the survey, the way in which it
was divided into age groups. We went two years ago with this program to the Hosomi Museum, just days before
the shunga exhibition opened there, and as a matter of fact, I had also seen it at Eisei Bunko just a couple of
months before. So, I have seen both shunga exhibitions, and that was after it came from the British Museum. I do
understand to a certain extent the “black ship phenomenon.” I really like that term. I think it was Mr. Shugo Asano
who called it shunga gan’nen, two years ago, because it was the first year in which shunga exhibitions become
possible in Japan. I also understood that at both locations, the popularity there was mainly among young women,
which is also the case for the new style sword exhibitions, as we heard yesterday in Mr. Sakai’s presentation. |
guess the only conclusion we can draw is that young Japanese women are at the forefront of the appreciation of
exhibitions in Japan. To go back to the question that Dr. Morse has raised about how showing material with non-
identifiable people from the past is a problem, I think there is actually a logical reason. I think it comes down to a
general veneration for things that are old, and the general feeling of not wanting to defame things that have been
created so many years ago. Everything that is from now is less of a problem in that sense because the fame is not

yet established. I think that is the reason behind why Edo-period shunga exhibitions are so troublesome in Japan.

Boyd: I think it is an interesting point you are making, and I can see what you are saying about venerating older
time periods. I also found that during my research, the opposite was true, because the past was so distant, and so it
was acceptable for people to look at this because they are older materials from the past. I think that maybe this is
also why it has been easier to hold these exhibitions in another place, because in that case you have cultural distance
as well. It happened over there, which is maybe the opposite of what you are saying, but I think both things can play
into that.

Kok: I do agree that physical distance might be in some way equated to temporal distance. If it’s from a long time

ago, then it is relatively easy to accept.

Yusupova: | will talk about the situation in Russia concerning shunga. The same year that the shunga exhibition
was planned at the British Museum, the State Museum of Oriental Art also decided to organize an exhibition of
shunga from a private collection. Shunga is very popular in Russia and most Russian private collectors collect
shunga and swords. Recently the Russian Orthodox Church has become very powerful, and they control everything,
and therefore when the exhibition committee was still in the planning stage of the exhibition, they decided not to
organize it, and instead the exhibition was opened last year in a private gallery for about one week, probably by

appointments.

Kok: I recently found that in Leiden we have shunga that are from the Blomhoff collection. Blomhoff was in Japan

around 1820 and all the objects in the Blomhoff collection were carefully numbered and catalogued apart from



these objects. He bought them but he did not put them in his catalogue at that time.

Moderator: Now I would like to take some questions about Dr. Marks’ presentation.

Bincsik: Last June we opened Japanese Bamboo Art: The Abbey Collection at the MET, which was the very first
bamboo exhibition in the museum. One of the pleasant surprises we had is that the exhibition attracted lots of
young people.

My first question is about your experience with the visitors attending your bamboo exhibitions and if it attracted
new audiences or not. The other question is, as you mentioned that these type of objects are not really shown in
Japan, what kind of feedback did you get from Japan for both of these exhibitions? Finally, the third one is, although
working with contemporary living artists can be very complex for curators, what do you think about how these

exhibitions influenced the contemporary art market?

Marks: Regarding visitors’ age groups, I have not heard anything from anyone, but I have heard that the exhibitions
were successful and well-visited. Some of these venues never had anything Japanese on display and probably will
not have anything for a long time, so it might have been a new experience for the local people living there, for
example in Tennessee, and so. In regards to the feedback from Japan, what I have received for both exhibitions
from Japan was mostly from those who love bamboo and lacquer sculpture and also especially from artists. For the
artists, both exhibitions were a very big deal because they want to get more opinions from the public, but it has been
actually very tough. With success in the US, they are hoping that there is going to be some kind of a ripple effect so
that it is going to come over to Japan as well. In regards to bamboo, it seems that there is now a growing awareness
in Europe as well. Hamburg did an exhibition and one in Paris is going to be opened later this year. Hopefully,
eventually, there will be a wider, larger, and stronger platform for bamboo art in Japan as well.

As for these exhibitions’ influence on the contemporary art market, I think it is an issue because you have to
ask who the buyers are. In regards to lacquer sculpture, you have not had a change yet as you had with bamboo
art. The popularity of bamboo art in the USA caused a change in Japan. In Japan the market for bamboo art used
to be only about flower baskets, but with the newly-established market in the USA, there is suddenly a chance for
artists who create bamboo sculptures. There is no lacquer sculpture market in the USA yet, although you see some
at some art markets. There have been some exhibitions, such as Nobuyuki Tanaka’s solo show held at a gallery in
New York, but that is a single artist. No one is really collecting other than what we have done. So there really is
no market for lacquer art yet, which is contrary to contemporary ceramics, which have a huge market in America.
Those of us who work for a museum are sometimes invited to Japanese art collectors in many different cities, and
then wherever you go, you always find works of the same artists, contemporary Japanese ceramics, but there is no
lacquer art yet. The artists who create lacquer art in Japan have an issue because there is no strong market here,
either, and therefore almost all of these artists basically support themselves by their teaching jobs at universities,
which financially allow them to create artwork. I think lacquer art has the potential to get a large market, which

means that if you are interested, this is the time to buy. They are still affordable. It is like stocks.

Tanabe: Recently in the Western world, ceramic and lacquerware works are often shown, so we are able to see
many such artworks, especially of relatively unknown artists. However, in the case of municipal museums in Japan,
like our museum, when we purchase some artworks for our collection, it is easier to buy something that has already
received acclaim, for example, by being included in a catalogue or by having won a prize, rather than something
that is still not widely known among the public. Could you tell us a bit more about how you are able to collect

objects? Do you have any specific and objective criteria that you use to decide whether to buy or not, or do you
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have the right to decide as a curator? Also, in general, what do you think about the situation in Japanese museums

regarding collection?

Marks: Preparing the lacquer show, in particular, was a very different experience for me because the way of
collecting the pieces was something that a contemporary art curator in the contemporary art department is more
familiar with, namely going out and trying to figure out who is hot, who has potential. It was very new to me, as
Japanese art curators we are usually not meant to do that. We actually have a kind of separation of objects. As long
as it is craft and contemporary, it belongs to the Japanese art department, while contemporary Japanese artwork,
such as Takashi Murakami’s and Nara Yoshitomo’s paintings, are taken care of in the contemporary art department.
Therefore, when I was in the situation of being able to collect in the way I was not used to, there was no previous
research. I did not collect only works done by those who have already established their reputations. Maybe I have
collected pieces by artists who no one will talk about again for several decades, but I think it was a great experience
for me. Why is craft separated out of this? I do not see any necessity for a strong separation between contemporary

fine art and crafts.

Faulkner: The Victoria and Albert Museum has been continuously collecting Japanese art till now, but the period
when I was collecting most actively for the Museum in the field of Japanese crafts was from about 1988 through
to 1994. There are lots of catalogues and reference materials published in Japan going right back in time and those
materials are extremely useful. They are not easy to obtain outside of Japan but if you come to Japan, you end
up with them. We began primarily with ceramics. It was probably before America became the big collector of
ceramics. | knew fairly early on that I wanted to collect more broadly in the field of studio craft. Ceramics was one
thing, and lacquer, not so much basketry, but a little bit of metalwork, lacquer woodwork, glass, and textiles.

The curators from the Crafts Gallery at the National Museum of Modern Art were extremely helpful and in
some cases, | was taking advice from them. In most cases, the prices of works done by those people who are Living
National Treasures were very high, but we were able to acquire some pieces at such a level. Then I ended up doing
what Dr. Marks was doing, namely going out there and having to make up my mind. With regards to certain people
who were of interest, | would actually approach them directly, which was quite an unusual way of collecting. I think
what was fortunate was that the then director of the V&A, to whom I proposed this idea that we should start this
collecting program with a view to some exhibition coming up, which I did in 1995, did actually agree that I should
have a blank check. It was £50,000 a year for five years. We only achieved partially what we wanted to achieve but
it did build up this solid body of the collection which we have continued to build on over the last 20 years. I think
curators in the UK actually have conceptual freedom in terms of signing the document saying that we are going to
buy, which might not always be the case outside the UK. I have heard that in Japan, in many cases, committees are

involved in the purchases of works.

Furuta: This goes back to what Ms. Tanabe from the Chiba City Museum of Art mentioned earlier. I am one of the
board members of this museum, which houses a wide range of collections, including contemporary art pieces. On
the other hand, the Tokyo National Museum, for example, does not generally purchase contemporary art, so it is
something they are not familiar with. However, outside of Japan, when specialists in an art field refer to “Japanese
art,” they are probably dealing with not only pieces from the past, but also contemporary art. Therefore, when
Japanese and non-Japanese specialists have a conversation about these kind of issues, sometimes the conversation
doesn’t quite click. When talking about how to reinvent Japanese art, or about the way in which we can show
Japanese art, there are roughly to different ways: showing Japanese art in a historical context, as is done at the

Tokyo National Museum, for example, or presenting Japanese art while focusing more on what it means in a



contemporary context, and on viewers’ reactions to it. I think we have to discuss this topic with these two different

ways of presenting Japanese art in mind.

Moderator: The Louvre is commissioning manga from contemporary manga artists for its collection. I was
wondering if we could do something similar at Tokyo National Museum, to add some contemporary art to our
collections in the future. But I do not think it could happen soon. There is no specialist in contemporary art at our

museum, so it is still difficult to collect contemporary art.

Audience Member One: I would like to ask Mr. Marks about these two points. As for lacquerware, some of the
pieces are huge and they require a lot of lacquer to be made. I have heard that in Japan we do not have enough
lacquer. Do you think that we are going to face the problem of a shortage of lacquer for artworks? Also, you said

your exhibitions were packaged and sent to other museum. How did you actually pack these artworks?

Marks: In regards to the lacquer, I explained that there are several layers of lacquer. For example, a two-meter
piece might have 20 layers of lacquer, and the Japanese artists would use Chinese lacquer for the lower layers. Let
us say, maybe the first 15 or 16 layers would be done with Chinese lacquer, and then Japanese lacquer would be
used for the visible top layers. This is because Japanese handmade lacquer is very expensive and if a large-sized
piece is created with only Japanese material, it costs a lot. Therefore lacquer artists use cheaper material for the
lower layers, which are not visible anyhow. Talking about packaging, all of the objects were packed professionally
for the touring exhibition and the challenge was to pack them so that they could be repeatedly packed and opened,
then packed again and sent to the next venue. This was repeated for more than a dozen places. At museums we do
this kind of packing of art all the time, including for international transportation, and it is always done in a way that
protects the works. You might find it to be too much, possibly. There are specialist companies that pack art pieces,

and actually there are fantastic companies like these in Japan.

Moderator: Let’s proceed to Mr. Furuta’s presenation. He organized several Rimpa exhibitions, aiming at making
the exhibition a place where people can look at the works in new ways and find new value in them. Does anyone

have any question or comment about this presentation?

Audience Member Two: Recently there are many art projects in Japan, exhibitions of contemporary art combined
with traditional architecture, such as the Triennale, which is very popular nowadays. It was said, however, that it
would be difficult for public museums in Japan to deal with contemporary art. These museums deal mainly with art
from the past, and it seems that they are choosing a path different from contemporary trends, as represented by the

Triennale. What kind of path do you think these museums will pursue from now on?

Furuta: Thank you for this difficult question. Basically, the world of contemporary art is a world of competition.
If we chose one artist from among the competitors, it may give the impression that a public organization is
favoring one artist over the others, which is problematic. With regard to giving consideration to contemporary
art, reexamining Japanese art as a whole, and looking to make developments, all institutions, such as national,
prefectural, and educational institutions such as ours, have their own boundaries and challenges. So it is difficult to
give just one, general answer.

The important thing is to first understand the tradition of Japanese art, and then have a grand vision of how we
can create something new. This is not just a contemporary challenge, it goes back to the Meiji era. As the modern

era becomes more distant and becomes a part of history, the question of what Japanese tradition is will also become
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more distant. Studying this will become more difficult, and Japanese people will know less and less about their art
and history. Under these circumstances, when Japanese artists try to create works abroad with which they want
to draw people’s attention, you are faced with the question of whether it is “traditional” for these artists to add
Japanese elements to their works simply because they are Japanese.

As I mentioned in my presentation, going beyond tradition is a real challenge, because you have to really
understand what the tradition is. Only by doing so, can you go beyond it. It requires steady effort. It actually
happened with the Rimpa school, through close connections over hundreds years, from Sotatsu to Korin, then from

Korin to Hoitsu. That is something I wanted to refer to in my presentation.

Imai: It has been 31 years since I started working for a museum and from my experience, I would say that there
is a tendency that an exhibition presenting a new perspective may struggle in achieving commercial success, yet
one that echoes visitors’ preconceived ideas may attract more visitors. What about your experience with the Rimpa

exhibitions?

Furuta: The exhibition received many visitors and we did not cause any trouble for our sponsor, Tokyo Shimbun,
which was good. It was held at the National Museum of Modern Art, Tokyo, so the contents fit the kind of audience
that visits this museum. If it had been held at the Tokyo National Museum, you would probably have had a very
difficult time in terms of the number of visitors.

If I may talk about something very fundamental—TNM is a place that provides a stable foundation for Japanese
art, presenting its value and historical significance to visitors. However, I think it might also be important for your

institution to undertake some challenging projects with regard to special exhibitions.

Tazawa: I would like to ask Mr. Futura about the Sotatsu exhibition held in the USA. I believe you said that you
were worried if this exhibition, with the title of just Sotatsu, might not be commercially successful, right? Yet you
organized and held this exhibition. I guess you expected that it would be ok in terms of commercial success, and
also you believed in the importance of holding this exhibition in the USA, even though there was the risk of low

visitor numbers. I imagine that you had these two thoughts.

Furuta: Since Sotatsu is not widely known in the USA, I imagined that promoting this exhibition would be
difficult. However, we received many visitors, although I cannot state the exact number now since I was not
involved in the management. | was very much aware of the significance of holding this exhibition, as I knew that it
was very important to present the fact that the Freer|Sackler has two masterpieces by Sotatsu, Waves at Matsushima

and Dragons and Clouds, in their collection, both of which are very important pieces in Japanese art history.

Tazawa: I thought that the success of your Sotatsu exhibition at the National Museum of Modern Art, Tokyo, was
a result of your clever curation, in which you presented art pieces of the modern period and connected them with
traditional art and artists. You wisely utilized this as a support for conveying your message to visitors.

I would like to do the same here, at the Tokyo National Museum, to show something fresh to visitors. As well as
commercial success, it is important for special exhibitions to allow visitors to rediscover the value of something.
Of course, it is important that the foundation of TNM, namely presenting the value and historical meaning of art, is
not done away with. What supports this is the research conducted by curators, who have inherited the achievements
of their predecessors. Building on this, special exhibitions need to present something new or reinvent or rediscover

something, otherwise there is no point in holding them.



Furuta: May I go back to the topic of shunga? At the Tokyo University of the Arts, there have been two proposals
to hold a shunga exhibition from Japanese newspaper companies. We declined the first offer and put the second
on hold. The reason, although this is my personal view, is that there still isn’t enough research on shunga at our
museum. If I were to curate a shunga exhibition, I think it would take me 10 years to get ready. If I did enough
preliminary research and got some idea of what I would like to show in the exhibition, then I will be happy to curate
a shunga exhibition at our museum, but we still haven’t reached that state. If we decided to hold a shunga exhibition
at our museum now, it might turn out to be another “black ship phenomenon,” which Mr. Clark mentioned.

This might also be the case for the Tokyo National Museum. When we plan a special exhibition at a museum,
we need to have thorough discussions among colleagues and conduct research on the subject in advance. Then we

install the exhibition and present it to the visitors—this is how you hold a good special exhibition.

Tazawa: I have also received a proposal for a shunga exhibition from an individual. Actually, this individual was
Mr. Clark from the British Museum, and what I said to him first was that I don’t know much about shunga. When
I was a student, shunga was not included among the topics that we studied, and there weren’t even any books on
shunga. 1 did not think that a shunga exhibition at our museum would meet our standard for special exhibitions.
Also, curators alone cannot decide what kind of exhibition to hold, and at the Tokyo National Museum, we would
also have to take laws into consideration, so we would have to take a different approach. I imagine things are a
little different at private museums. Our situation might change in the future, but this opportunity for change will, I
imagine, involve society as a whole. But this is why Mr. Clark insisted that it should be the Tokyo National Museum
that holds a shunga exhibition.

After that, the British Museum held the shunga exhibition and I really enjoyed it. I realized that this is something
we can enjoy, which was a very pleasant surprise for me. I came across a five- or six-year-old girl taking a picture
of the poster of the shunga exhibition and her parents seemed fine with that. I actually took a photograph of them.
I think that visitors were enjoying the spirit portrayed in shunga rather than the act itself. After this exhibition, my
thinking about shunga changed. It was a great experience.

At one time shunga became extremely popular in Japan but things have calmed down since. I imagine that the

way in which society thinks about shunga will change again in the future and move to another level.

Moderator: It seems that we may have to wait a little longer before we can show shunga at the Tokyo National
Museum. Now I would like to talk about Mr. Kok’s presentation. He curated a “Cool Japan” exhibition, focusing on

fan culture and the samurai, and showed objects for their content rather than their appearance.

Rinne: [ was fortunate to have the opportunity to see the exhibition in Leiden while it was on, and it was such
a new way to present such a wide variety of material. It was eye-opening and I learned a lot. I took a lot of
photographs at the exhibition. I also had the opportunity afterwards to talk with several Dutch children who had
gone to the exhibition and they loved Japan. So, I think the goal of reinventing Japanese art through museum

experience was actualized through the exhibition. My congratulations for that.

Kok: Thank you very much. It is fascinating to hear that you talked to Dutch kids who loved the exhibition. It
got good reactions from the visitors and recorded the highest visitor number ever, of all the exhibitions at the
Volkenkunde since it was established. We tried not to make Cool Japan into just a celebration of Japanese pop
culture, but also tried to be a little bit critical here and there, and we are trying to sharpen that up a little bit for
the exhibition when it moves to Amsterdam. Let me give you one example. We had a 15-year old for a one-week

internship program in the curatorial department, and for one day she was under my care, when we were preparing
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for Cool Japan. I said to her, “I have an assignment for you. Take this piece of paper and write down everything
that you think of when you hear the words “Cool Japan.” It was a trick on my part so that I would have some time
to sort out my emails. She made a wonderful mind map. I still keep it in a file because it was very useful for me in
preparing the exhibition and thinking about its concept. Then I said to her, “Please write everything down that you
think is uncool about Japan.” Within minutes, the whole paper was filled with things that are uncool about Japan.
Through this, we can realize—and it is actually not so far from the story of war prints or shunga—that it is not
bad to have a little bit of conflict in exhibitions. Of course, we like it if people are satisfied with the exhibition, but

we hope that people sometimes see some things that they disagree with or they do not like.

Boyd: You were saying earlier that there was a danger that visitors aren’t paying attention or reading the texts, and
that this can reinforce some of the stereotypes that you were trying to question, and I wondered, how did you try to

prevent that?

Kok: That is a very important question and it’s a real struggle for me. It is important to say, first of all, that I am not
the only one making the exhibition. The concept was already there, and I changed the concept together with a big
team. [ learned once again that the visual presentation is more important than anything. Even though you present
the text labels with extra care, you cannot expect everybody to read everything. Some want to enjoy an exhibition
visually. And we have to keep in mind that you have to try to boil down a certain point that you want to make to
a very concise point that you can convey visually. For example, for this exhibition I wanted to project some visual
images right next to the suit of armor in order to explain how the image of the samurai and the double swords has
been built up through these. However, some unexpected technical incidents happened, and therefore we had to relay
those visual images to a monitor which was not very far away but not where I had wanted it to be. Then you already
start losing the visual power of the point that you are trying to make. It is a real struggle. The visual presentation is

very powerful, so sometimes I think we could hold an exhibition without any texts.

Clark: Dr. Kok, you kindly took me around the exhibition and I must confess, I just focused on the main title of
Cool Japan, which raised certain expectations, but I hadn’t paid sufficient attention to your very important subtitle,
Worldwide Fascination in Focus. In fact, the exhibition—correct me if I am wrong—is more about the worldwide

enthusiasm for all of these aspects of Japanese culture than it is about the phenomenon itself. Is that correct?

Kok: Yes, this is correct. It was the main idea. “Fascination in Focus” is in Dutch “Fascinatie in Beeld,” which
works even better than English, because “in Beeld” means “in visual image” and also “in focus,” so it works as a

pun. I think I have showed you graphic infographics about how popular Japanese culture is worldwide.

Clark: Yes, the world map was fantastic. You said in your presentation a very interesting comment which I
have written down. It was a question: Is Japanese design limited to the borders of the Japanese nation? This is a
question I would like to throw back to our Japanese colleagues. How do you feel when you see Cool Japan being
very playfully recreated in the world around? What kind of expectations does that raise in the young visitors who
are now going to come to Japan for the Olympics and visit the Tokyo National Museum, in some ways the center
of Japanese art? How do our colleagues in Japan feel about this free-floating interpretation of something that has

originated in Japan?

Furuta: Thinking of how information can be diffused and how we acquire information in our society, I would

say that I’'m not sure whether this information it received the way we intend. In some cases, something we never



expected to become an object of interest gains immense popularity somewhere in the world. For instance, some
recommendation for places to visit in Japan become viral in some country. Based on that information, people from
that country flock to that place, even though no information was presented from the Japanese side. This has already
occurred, and I think this kind of thing is going to happen more and more.

We, as organizers of exhibitions, have to think, first of all, about how we can attract people and get them to come
to see the exhibition. In addition to carefully planning the contents of an exhibition, we have to think about how
to promote the exhibition, such as coming up with a catch phrase or subtitles or anything that will catch people’s
attention and make them want to visit.

I guess that the rage for Japanese swords might be one such example, on a large scale, of something unexpectedly
becoming the focus of attention. To put it another way, Japanese swords have become so popular despite the lack of
initiative from researchers that researchers and curators might be asked to hold an exhibition focusing on Japanese

swords, yet not play a main role in organizing the exhibition, which is likely to happen.

Kunigo: I know almost nothing about the Cool Japan. | wonder if you, Mr. Tazawa, have any comments about this?

Tazawa: Mr. Kunigo said that he knows nothing about Cool Japan, but I am older than he is and know even less.
Actually, there is another reason why I said that I know almost nothing about Cool Japan. Our museum, the Tokyo
National Museum, and the National Museum of Modern Art, Tokyo, were established by dividing one institution
into two. The Tokyo National Museum does not deal with contemporary art, which is covered by the National
Museum of Modern Art. Therefore, our museum does not have a strong connection with current events in society.
However, this situation may change with the coming of the 2020 Tokyo Olympic and Paralympic Games, with the
Japanese government trying to utilize cultural properties for promotion.

From the point of view of museum professionals abroad, the past and present are connected in Japan, and in
terms of getting visitors to become interested in Japanese culture, one big factor is how young people understand
culture. I believe that the Kyoto National Museum is utilizing contemporary things very effectively. Mr. Ito from

the Kyoto National Museum, I believe, is knowledgeable about Cool Japan. Could you talk about this?

Ito: From two years ago, I have been working at the Kyoto National Museum, but I have in the past worked at
both the Tokyo National Museum and the Kyushu National Museum. My field is Buddhist art and metalwork, and
I have been involved in many exhibitions. At KNM, the cultural properties in Kyoto are the main subject of our
work. These are premodern works and we don’t have opportunities to present contemporary objects. The National
Museum of Modern Art, Kyoto, handles contemporary art.

I was very surprised when swords became incredibly popular because of the net game we talked about. I was
at the Tokyo National Museum at this time and we didn’t plan any exhibitions that catered to this. However, at
this time Mr. Suekane, who is here today, was working at the Kyoto National Museum. He displayed the swords
that feature in this game all at once and drew huge crowds. Perhaps there is more flexibility at the Kyoto National

Museum.

Kobayashi: 'm Kobayashi from the Education Department at the Tokyo National Museum. We have talked about
the respective scopes of the Tokyo National Museum and the National Museum of Modern Art, Tokyo. But I think
that visitors may have a different point of view. Even if TNM decides its scope, visitors may look at the exhibitions
differently. So I believe there may be other ways of doing things.

Mr. Kok’s presentation was very interesting for me. I believe that the Cool Japan exhibition was geared for people

who know little about Japan’s history and culture. But I don’t think there is much difference between people outside

P NE RN AN NGNS 3 |

Z AVQ wnisodwAs jeuoiieulaiu|

94



mme SGUAVURHE

Z AVQ wnisodwAs jeuoiieulalu|

95

of Japan and the young Japanese people who visit our museum, or will visit it in the future. I think that even at the
Tokyo National Museum it may be good to use Cool Japan as an “entrance,” and then, building on that, encourage

visitors to gain a deeper understanding of cultural properties.

Kok: Thank you for your question. The education program is usually based on the input that comes from the
curatorial department, and based on that they find certain themes that they want to use in the program that
surrounds the exhibition. First, I think it’s important to realize that when you are in Japan, the odds of coming
across something that is related to Dutch culture are not very high. Maybe you will see some Gouda cheese in the
supermarket, but you will not see Dutch things on a daily basis, not on TV or in the games you play. But you have
to realize that in the Netherlands, kids play Pokemon and they know Hello Kitty, Pikotaro, and everything else, but
sometimes they don’t realize that it comes from Japan. I agree that they don’t realize what kind of history is behind
it. So, the type of public that we receive is of course completely different. There is always an educational program
for children. For Cool Japan they have kids get a ticket, and with that ticket they can go to a barcode scanner under
a small video screen, and they get a question. They have to tap the answer and when they chose the correct one,
they win a prize at the shop, etcetera. And they also have separate programs with lectures by the curator, who
prepares lots of activities on the weekends during the Cool Japan show. And we have different events: a Cool Japan
weekend and a manga weekend. But that’s not specifically geared toward children, but to visitors of all ages. There
are different educators in the education department who make the programs surrounding each exhibition, and they
receive groups of children. For one event, kids were encouraged to see the exhibition and then they made paper

carp based on the exhibition.

Moderator: We brought up many topics that deserve further discussion. I think this was a very productive panel

discussion. I wish to thank all of the speakers. Please give them a big hand.
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January 14, 2018: Meeting of Japanese Art Specialists

Purpose: This meeting was an opportunity for experienced curators of Japanese art from the United States,

Europe, and Japan to exchange information and discuss challenges pertaining to their work.
Venue: Meeting Room 1, Heiseikan, Tokyo National Museum

Chairman and Facilitator: Mr. Hiroyoshi Tazawa (Tokyo National Museum)

Participants from the United States

Dr. Laura Allen (Asian Art Museum of San Francisco)

Dr. Monika Bincsik (The Metropolitan Museum of Art)

Dr. Andreas Marks (Minneapolis Institute of Art)

Dr. Anne Nishimura Morse (Museum of Fine Arts, Boston)

Dr. Rhiannon Paget (The John & Mable Ringling Museum of Art, Florida)
Dr. Sinéad Vilbar (Cleveland Museum of Art)

Participants from Europe

Mr. Tim Clark (The British Museum)

Dr. Rosina Buckland (National Museum of Scotland)

Dr. Rupert Faulkner (Victoria and Albert Museum)

Dr. Daan Kok (National Museum of Ethnology, Leiden)

Mr. Michel Maucuer (Guimet Museum of Asian Art)

Dr. Mary Redfern (Chester Beatty Library)

Ms. Ainura Yusupova (The Pushkin State Museum of Fine Arts)

Participants from Japan

Mr. Hiroshi Asaka (Agency for Cultural Affairs)

Ms. Eriko Sasaki (Eisei Bunko Museum)

Ms. Masako Tanabe (Chiba City Museum of Art)

Prof. Ryo Furuta (The University Art Museum, Tokyo University of the Arts)
Ms. Momo Miyazaki (The Museum Yamato Bunkakan)

Participants from National Institutes for Cultural Heritage
Mr. Hiroyoshi Tazawa (Tokyo National Museum)

Mr. Atsushi Imai (Tokyo National Museum)

Mr. Hideaki Kunigo (Tokyo National Museum)

Ms. Satomi Kito (Tokyo National Museum)

Mr. Motoki Sakai (Tokyo National Museum)

Mr. Milosz Wozny (Tokyo National Museum)

Ms. Melissa M. Rinne (Kyoto National Museum)

Mr. Shinji Ito (Kyoto National Museum)

Dr. Norifumi Mochizuki (Kyushu National Museum)
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Advisors

Mr. Yoichi Inoue (Tokyo National Museum)

Mr. Jun Tomita (Tokyo National Museum)

Mr. Yuji Kurihara (Kyoto National Museum)

Mr. Hiroyuki Shimatani (Kyushu National Museum)

Summary

During the Meeting of Japanese Art Specialists, topics that were brought up during the symposium were
discussed and debated in greater depth. Drawing on the theme of Daan Kok’s presentation, “An Old Painting in
a New Frame: Presenting Japanese Art and Material Culture in the Context of the Exhibition Cool Japan,” the
discussion began with the question of how contemporary Japanese art and subculture, including anime, manga, and
street fashion, may be utilized in a museum setting. A number of participants noted the importance of connecting
premodern art with the present in order to make the former more accessible to younger audiences. Exhibitions and
galleries in which this strategy was successfully implemented include Buddha: The Story in Manga and Art (2011)
at the Tokyo National Museum, Cool Japan: Worldwide Fascination in Focus (2017) at the Museum Volkenkunde,
Takashi Murakami: Lineage of Eccentrics (2017-18) at the Boston Museum of Fine Arts, as well as the Toshiba
Gallery of Japanese Art at the Victoria and Albert Museum.

Next, in connection with Mary Redfern’s presentation, “Stories to Be Told: Engaging Audiences with the
Arts of Japan at the Chester Beatty Library,” during which she explained why admission to the Library is free,
participants were posed with the question of whether museums should charge for admission. One participant
noted a study suggesting that free admission results in repeat visitors coming more often, but does not necessarily
draw new audiences to museums. Another study, conducted in Japan, revealed that many college students do not
visit museums because they are satisfied with virtual media. A debate then ensued, with some participants from
Europe, where museum admission is often free of charge, stating that museums should serve as free “reference
libraries,” and others, mainly from the United States, arguing that museums should charge for admission. The
latter group stated that the mindset of the public in the United States, which pays high prices for Disney World or
baseball games yet has reservations about paying modest museum admission fees, needs to be changed. It was also
mentioned that some museums are faced with pressure to hold blockbuster exhibitions in order to draw visitors and
generate revenue.

After a break, participants were asked to discuss the roles of museums. Some participants noted that a
museum’s mission may change due to political and economic changes. In Moscow, for example, museums are
competing for visitors by expanding outside of their historical roles and fields of expertise. Two participants also
explained that their respective museums are required to cater to an ever-increasing number of Chinese visitors,
such as by providing Chinese labels in their Japan galleries and remaining aware of politically-sensitive issues
when organizing Japan-related exhibitions. Moreover, it was noted that museums are constantly presented with the
challenge of drawing younger audiences while not alienating the older audiences that have provided their support
over many years.

The last topic, in connection with Chiori Fujita’s presentation, “Immersive Exhibitions: The Family Gallery:
Diving into Screen Paintings: A New Way to Experience Japanese Art,” focused on the use of facsimiles in
museums. One participant argued that although facsimiles may be effective for creating an immersive experience,
museums are special because they hold and exhibit original works of art, and that visitors should be encouraged to
view the originals. Another participant explained how at a seminar for college students at her museum, she made
effective use of facsimiles by displaying them alongside original artworks in order to show the powerful presence

of the originals. It was also noted that many of the young Japanese women who play the game Token Ranbu, which



was mentioned in Motoki Sakai’s presentation, “Japanese Museums and the Recent Popularity of Japanese Swords,”
are enthusiastic about viewing the historical swords that feature in this game at institutions such as the Tokyo
National Museum and Kyoto National Museum. As shown by their posts on social media, these young women
realize the importance of examining the originals despite museums having done little to reach out to them and
encourage this kind of art appreciation.

During the final remarks, Hiroshi Asaka explained that the Agency for Cultural Affairs is reviewing
regulations for the utilization of cultural properties, such as those that set limits for exhibition periods, by
examining their scientific basis. Lastly, Yuji Kurihara suggested that the Curatorial Exchange Program be
incorporated into ICOM in order to ensure funding for years to come, with the 2019 ICOM General Meeting in

Kyoto providing an opportunity to being the application process.
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Purpose

This workshop aims to familiarize participants with the handling and conservation of Japanese cultural
properties and to foster deeper networks among the participants. Priority is given to workshop applicants who
fulfill one of the following conditions: a curator who has been responsible for Japanese art for less than five years,
a curator who is responsible for Japanese art but specializes in a different field such as Chinese or Korean art, or
another staff member, such as a registrar or educator, whose work involves Japanese art.
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Participants

United States
Dr. Laura Allen (Asian Art Museum of San Francisco)

Dr. Monika Bincsik (The Metropolitan Museum of Art)
Mr. Andrew Gutierrez (The Cleveland Museum of Art)
Dr. Jeannie Kenmotsu (Portland Art Museum)

Dr. Andreas Marks (Minneapolis Institute of Art)

Dr. Yuki Morishima (Asian Art Museum of San Francisco)

Dr. Anne Nishimura Morse (Museum of Fine Arts, Boston)

Dr. Rhiannon Paget (The John & Mable Ringling Museum of Art, Florida)

Dr. Aaron Rio (Minneapolis Institute of Art)
Dr. Sinéad Vilbar (The Cleveland Museum of Art)

Europe
Dr. Louise Boyd (National Museum of Scotland)

Dr. Rosina Buckland (National Museum of Scotland)

Ms. Mirjam Denes (Ferenc Hopp Museum of Asiatic Arts, Budapest)
Dr. Rupert Faulkner (Victoria and Albert Museum)

Ms. Silvia Gaetti (Grassi Museum of Applied Arts in Leipzig)

Dr. Marketa Hanova (The National Gallery in Prague)

Ms. Anna Kamenskikh (The Pushkin State Museum of Fine Arts)
Dr. Daan Kok (National Museum of Ethnology, Leiden)

Mr. Michel Maucuer (Musée national des Arts asiatiques-Guimet)
Dr. Mary Redfern (Chester Beatty Library)

Dr. Akiko Yano (The British Museum)

Ms. Ainura Yusupova (The Pushkin State Museum of Fine Arts)
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Workshop, Day 1: Visit to the Conservation Center; Handling Workshop on Sculpture

2018/1/16(Tue.); 10:00-16:30
ZZ R E LY EE  Nara National Museum
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Mr. Nobuyuki Matsumoto (Executive Director, Nara National Museum)

AL RSB B4 Visit to the Conservation Center

R RSB AT R R ELL )
Instructor: Mr. Toshiyuki Torigoe (Nara National Museum)
E d | € |

AL ERHE (1A4%) Handling workshop on sculpture
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Instructor: Mr. Shigeki Iwata, Mr. Tomoji Iwai, and Dr. Ryusuke Yamaguchi (Nara National Museum)
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Visit to the Conservation Center

This session, which consisted of a tour of the conservation studios at the Nara National Museum and a
PowerPoint presentation about how conservation is conducted at these studios, was led by Toshiyuki Torigoe,
Curator of Conservation at the Curatorial Division of the Museum.

The studios, which opened in 2002, conduct conservation work and related research on sculpture, lacquerware,
calligraphy, painting, and other genres. They are also certified to conserve National Treasures and Important
Cultural Properties. The Nara National Museum offers its guidance and close cooperation to the conservators in
these studios, who are employed by private companies, and also shares the fruits of their work with the public, such
as through exhibitions of recently-conserved objects. The Museum also offers, on a limited basis, public tours of
the conservation studios. The studios have glass-paned walls, allowing individuals on tours to look inside and see
the conservators on work.
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Session on the Handling of Buddhist Sculpture

This session was held in a room adjacent to the storage area for Buddhist sculptures at the Nara National
Museum under the guidance of the Museum’s three sculpture specialists. It was led by Shigeki Iwata (Special
Research Chair, Curatorial Division), who was assisted by Tomoji Iwai and Ryusuke Yamaguchi, both curators
of sculpture in the Curatorial Division, as well as two handlers from Nippon Express. A seated Dainichi Nyorai
(Nara National Museum) made of wood was crated, unpacked, and then returned to the adjacent storage area by the
handlers while Mr. Iwata provided explanations. Some of the key points are as follows:

The condition of the sculpture, including weak or damaged areas, must be thoroughly analyzed before the
sculpture is handled. When handling the sculpture, only the sturdiest parts should be touched, while parts that are
prone to damage, such as fingers or ornaments, or damaged areas, with, for example, lifting pigments or cracked
lacquer, should not be touched. Although the handlers handle the object, the curator knows the condition of the
object best and must communicate his or her knowledge to the handlers.

The material used to wrap and cushion the sculpture was usuyoshi, a soft yet durable Japanese paper. This paper
tears in straight lines and may be formed into ropes, which may be used to secure layered sheets of this paper to the
surface of the sculpture. This paper may also be bundled together into cushions. Years ago, sculptures were often
completely wrapped, or “mummified,” although now weak or damaged areas are left exposed to make it clear where
they are and prevent them from being touched accidentally.

At the end of the session, the object was returned to the adjacent storage space, which has a temperature of 20-
21°C and a humidity of 60%. The floor is base isolated, which protects the sculptures during earthquakes.
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Workshop, Day 2: Excursion

2018/1/17 (Wed.); 9:00-17:00

H KA Todaiji Temple, The Great South Gate

WK RALEBE  Todaiji Temple, The Great Buddha Hall
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Mr. Iwai Tomoji (Nara National Museum)

3EAR<F  Yakushiji Temple
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Workshop, Day 3: Excursion

2018/1/18 (Thu.); 9:40-17:30

Kpwhtt  Omiwa Shrine
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Mr. Satoru Yoshizawa (Nara National Museum)

AR Gb)T)
Dr. Toru Tateishi (Agency for Cultural Affairs)

X b EE R TR )
AEE LA Ishibutai Tumulus Kitora Tumulus Mural Experiential Museum “Shijin no Yakata”
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Dr. Aaron Rio (Minneapolis Institute of Art)

Dr. Sinéad Vilbar (The Cleveland Museum of Art)

Europe and Australia

Dr. Louise Boyd (National Museum of Scotland)

Dr. Rosina Buckland (National Museum of Scotland)

Ms. Mirjam Denes (Ferenc Hopp Museum of Asiatic Arts)

Dr. Rupert Faulkner (Victoria and Albert Museum)

Ms. Silvia Gaetti (Grassi Museum of Applied Arts in Leipzig)

Dr. Marketa Hanova (The National Gallery in Prague)

Ms. Anna Kamenskikh (The Pushkin State Museum of Fine Arts)
Dr. Daan Kok (National Museum of Ethnology, Leiden)

Mr. Michel Maucuer (Musée national des Arts asiatiques-Guimet)
Dr. Mary Redfern (Chester Beatty Library)

Mr. Sergey Shandyba (State Museum of the History of Religion, St. Petersburg)
Dr. Akiko Yano (The British Museum)

Ms. Ainura Yusupova (The Pushkin State Museum of Fine Arts)

Japan
Mr. Atsushi Imai (Tokyo National Museum)

Ms. Satomi Kito (Tokyo National Museum)
Mr. Milosz Wozny (Tokyo National Museum)
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Ms. Melissa M. Rinne (Kyoto National Museum)
Dr. Sakae Naito (Nara National Museum)

Abridged Transcript

Kito (Moderator): This is the final part of the program, the feedback session. I would like to ask for everyone’s
honest opinions about the workshop, which was held after the symposium and consisted of the handling session
and a two-day excursion. Please tell us what you think was good about the program and what you think needs

improvement.

Vilbar: Sinéad Vilbar of the Cleveland Museum of Art. I think that incredibly the program improves year after
year, and I didn’t think we could have something better than last year. But this year was even more organized and
more efficient and also had deep scholarly value, so it was terrific. My very short recommendation would be that
in addition to the list we receive of the foreign participants, names and affiliations, it would be lovely to receive a
list of all of the people who are presenting to us from the different national museums and anyone who was asked to

speak to us.

Kito: We made a list of participants from abroad, but we did not have a list of presenters and guides. From next
year, we will make this list. It may also be nice to include photographs. Are there any opinions about the training

sessions?

Gaetti: [ am participating for the first time. One thing that I really liked about the program, especially about the
workshop, was the idea of showing different aspects of Buddhist art. It was really interesting for me to see how
Buddhist art is displayed and presented, but also to see the ritual aspect of the works. So to go to the temples
and see how they are worshipped was extremely important because when looking at objects at a museum, you
sometimes forget how they are actually used. This is especially true when you work as a curator overseas because
you are not often able to see how the objects are worshipped. It was also a precious opportunity to see how objects
are conserved and stored. I am extremely thankful that you considered all of these aspects for us.

I think that on Sunday morning, there was a meeting of senior curators, and I thought that it would be nice to
have a parallel meeting for junior curators. This would give junior curators an opportunity to meet and also to

connect with young curators working in Japan.

Kito: For this year’s workshop, the theme of which was Buddhist art, we received the kind cooperation of Dr. Naito,
the chief curator. I am glad that the participants were able to see various aspects of Buddhist art. As suggested, it
may be beneficial to provide an opportunity for the workshop participants to meet and exchange information. We

will take this into consideration for next year.

Kok: How about having somebody put up images on the screen that are relevant to the discussion topics during the
panel? Since most of the topics being discussed were also in the presentations, I think it would be relatively easy to
have somebody follow the discussion and choose relevant images. I am not suggesting that the general public was

bored with the panel discussion, but I think it might be a little bit more appealing when there are images.

Maucuer: I am very thankful because the workshop was really magnificent. It’s the first time I participated. Last
year I didn’t go to Arita because I thought I knew Arita very well, but I regret not going because although I have

been to Nara a number of times, | saw temples that I have not visited for many decades, and also went to some



places that I have never been to, like Asukadera and Takamatsuzuka. This was really a marvelous experience for

me.

Allen: Every aspect of the workshop was both perfectly timed and really valuable for our future work in the
field, particularly yesterday’s crowning visit to the Takamatsuzuka. It was really amazing to get access to the
facility and we want to thank you all. I wanted to point specifically to the workshop that Iwata-san did on packing
Buddhist sculpture. For me, it really resonated. Many of the things that he said about the curator’s role and his or
her responsibility of preserving sculpture for the future were very profound. I wonder if there is a way that we
can get that point across to people outside of this group because what he said was, in essence, that each curator
has the responsibility to understand how their sculpture was constructed, what the sculpture’s condition problems
or issues are, and to know the sculpture from top to bottom, inside and out, and convey that to the art handlers or
conservators, who might be familiar with the condition of the object but not know in-depth how it was constructed.
I wonder if there is any thought of making an instructional video or if there is some way that we can get that

message out in a unified way to curators beyond this group.

Vilbar: If I could just add to that—a couple of years ago, when we were at the Kyoto National Museum, I asked
if there could be in the future a workshop similar to this one but geared for art handlers. I think at that time, our
representative from the Agency for Cultural Affairs said that right now they wish to focus on museum staff such
as curators, registrars, and designers. But maybe sometime in the future, they could think about a workshop for
art handlers because I think that would be the best way to get the message across. As you know, these are the
people who are working with their hands, and you learn by moving your body with the object. A video is great, but
to actually bring those individuals on site and have them in a physical space with the objects is quite a different

experience and I think they would benefit greatly.

Bincsik: I would like to add a comment to this discussion about the packing and handling of artworks because
as Sinéad mentioned, we had a discussion at the Kyoto National Museum on the same topic. At that time, I had a
conversation with curators who said that because each object and each type of object represents a very different
type of issue, it might be very misleading to have only one type of object as a focus of handling training. So it’s
very good for reference to know how this article of Buddhist sculpture was packed, but they were worried that it
might seem as a standard and that people might assume that this is how they pack every Buddhist sculpture even
though that’s not the case. So I think that was one of the reasons they wanted to be very careful about how we

discuss these issues.

Vilbar: I think that’s a valid point, which is why I would suggest that it could be not a single session but an entire
workshop of art handling. I heard, for example, that at the Philadelphia Museum of Art, Nippon Express came about
a week early, and during the acclimatization period of the crates, they did an installation training session for the
art handling staff of the Museum. So even though packing of any given object might be special to that object, the
general guidelines can be applied more broadly, and because these individuals are art handling specialists, I don’t
think they would be so incapable of abstract thought that they would imagine that one type of packing applies to
everything. I think they are capable to extrapolate from what they see to come up with solutions for objects in their

home institutions.

Kito: This workshop was originally created for museum staff other than curators, such as handlers and registrars,

who work with Japanese art but are not specialists of it.
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Boyd: I am also a first-time participant and I want to say thank you for the opportunity because it’s been a
wonderful experience. I think that Sinéad touched on this when talking about the workshop, and also Silvia, when
she talked about the experience of seeing objects in their context—you can read about and look at things, but you
don’t get the same sense of the objects compared to when you experience them and see them being used. This
whole experience has been the most useful part for me, as well as being able to ask questions, discuss with experts,
and hear everyone else’s opinions. You get different viewpoints and it makes for an experience different from
seeing these things on your own. Bringing so many experts together is actually a really wonderful thing and it’s not

something that happens for us very often. So I think that’s been really valuable and I really appreciate it.

Naito: Although I wasn’t present at the sculpture-packing workshop, I would like to share what I imagine Iwata-
san was thinking. Recently, there are many curators at museums in Japan who cannot handle or pack the objects
themselves because they leave these tasks up to companies specializing in packing artworks. However, even if
curators leave these tasks up to these companies, they are still the most knowledgeable about the construction
of the sculptures and, for example, weak or damaged areas on the surface. This applies not only to Buddhist
sculptures, but to other objects as well. I think that Iwata-san wanted to say that even with other genres, such as
decorative art or painting, it is important for curators to have the knowledge and experience necessary to do the
work of these companies. In the Museum Laws of Japan (Hakubutsukan-ho), it states that the only individuals
who handle cultural properties are curators—that as long as there are curators, everything is fine. Originally,
there were no conservators, registrars, packers, or handlers in Japan. Finally, in recent years, the number of these
kind of specialists in museums has been increasing. For many years, curators did the jobs of today’s conservators,
registrars, packers, and handlers. I think Iwata-san wanted to say that as a curator, it’s important not to forget the

things related directly to the objects.

Kito: Japanese curators have the most responsibility with regard to the objects, and this applies to handling and

understanding the conditions of the objects as well.

Paget: This is my first time and it was amazing. | was on JAWS a few years ago and this really built upon my
experiences there. I am just very grateful to Tokyo National Museum and Nara National Museum. I just wanted to
add to Silvia’s point that it would be good for us to meet more junior curators in Japan, and I wonder if there is some
way that we could do this. It’s really difficult to get a group of people together in a restaurant in Japan because they
are small. Finances are also limited but if we could invite curators of private museums, not necessarily even just
Jjunior curators, and be a bit more inclusive on the Japanese side so that there are more opportunities for exchange

amongst curators, I think that would be really wonderful.

Kito: I think it would be good if we had participants from more museums and expanded our boundaries for

exchange. Now I would like to ask participants who are not curators for their opinions about this program.

Gutierrez: First I want to thank everyone who organized this symposium. It’s been really enlightening to me as
my first visit to Japan, and also I want to thank everyone here for being so welcoming and doing the translation. In
a way, it was the case studies that were presented that helped emphasize the fact that we have a big job to do being
involved with museums as curators, and me, as a designer, and that job is sort of consistent across the board. We’ve
got to make sure that our visitors are seeing what we need them to see, and honestly being here to see the temples
and shrines firsthand will enhance the design for my future exhibitions at the museum. I guess, the question that
was posed in the symposium was really how are we reinventing the museum experience, and I don’t necessarily

have an answer to that yet. [ want to ask if you have come to any other resolutions from the symposium.



Shandyba: It’s also my first time to participate in this program and I am grateful to Tokyo National Museum
and Nara National Museum for the opportunity, and it was really a rich experience for me. I not only met with
wonderful specialists of Japanese art, but also visited sacred places of Japanese culture. I am sure that it will expand

my capability in the representation of Japanese religion and spiritual culture.

Yano: So this is my first time participating in this program and as all of us agree, it’s been wonderful and
stimulating—a fascinating experience all the way from the symposium up to yesterday’s Takamatsuzuka mural
viewings. It’s been so wonderful, I don’t really have anything to add or any questions, but what I want to say
might relate to the idea of a junior curators’ workshop. It would be nice to know how other museums plan special
exhibitions, such as how they start negotiating with the lenders and what kind of issues and difficulties they might
face in the negotiation process. I am fairly junior in the museum world, so this is something that of course I can
learn from daily work. But I can learn only so much within my institution. So I would like to know about others’

experiences. That will be really beneficial, I think.

Redfern: This is really following on from what Akiko just said and also my own experiences—just things like loan
requests with Japanese institutions and buying art from Japanese dealers as a curator without a senior curator above
you responsible for the collection. I don’t have someone in that role to give me guidance, and I think that one of the
huge benefits of this program is bringing together the senior curators and the junior curators. Taking some time to
discuss very practical things like loans or buying in the Japanese art market—things that some people may be very

experienced with but others not—would really be helpful for me in my particular position.

Yusupova: | am participating for the third time, and I have to say that this program is just perfect. It’s very
important that we can meet not only with Japanese colleagues but also with colleagues from all over the world, and
to learn about their plans, for example. For me, that was very interesting at the symposium. Also, thank you to all
of the presenters. It was so interesting to know what everyone is planning to do, such as Rosina Buckland and Daan
Kok with his samurai exhibition. It’s a new way to present Japanese art, so we have to learn from younger scholars
as well. I have to say to Tokyo National Museum and Nara National Museum that the program was perfectly
organized, including the symposium, and even the meeting of specialists was extremely interesting this time
because we were discussing hot topics. I also have to say thank you to Naito-san for his night program. Thank you

so much for the time and knowledge you shared with us.

Gaetti: [ have a question for the Japanese colleagues who were with us last week. [ was extremely thankful that we
had such knowledgeable guides, so it was not just about going to the places, but also learning so much and having
other curators guide us—it was really precious. I don’t know if for the past four years curators have always been
the guides, but I am wondering how it was for them to join a group of Japanese art specialists, and what kind of

preparations they did.

Kito: Every year, the Tokyo National Museum is the center of this program. However, the workshop portion was
held in Kyoto two years ago, in Kyushu one year ago, and this year it is being held in Nara, so we receive the
cooperation of a different national museum each year. May I ask Dr. Naito, chief curator of the Nara National

Museum, to share his thoughts?

Naito: I think the contribution of the Nara National Museum was to welcome everyone and show them the Museum
as well as the temples, shrines, and historical sites of Nara. I hope that you will further introduce Nara and Buddhist

art at your respective institutions. I am also extremely thankful that you were able to spend time, even if it was just
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during dinner, with young Japanese curators, not just people such as myself who are close to retirement. I think
that it will be of great value for us if these young curators receive your guidance when they visit your respective
institutions in the future. It is very important that we continue this kind of exchange—not just during meetings like

this one, but also in private and in between our institutions.

Rinne: Just being on the Japan side, it’s an amazing experience for those of us who participate in this program each
year. But the one thing that always makes me feel sad about this is that we never get the word out to our Japanese
colleagues early enough, or fully enough, yet here we have a gathering of curators from across the world from
many of the museums with major collections of Japanese art. To bring everybody to Japan at one time is such an
amazing and rare thing. And for our Japanese colleagues who are maybe just a short bullet train ride or maybe even
just a short regular train ride away, it’s so sad for me to think that everyone was here and yet they didn’t have the
opportunity to connect. I know there are budgetary issues, but sometimes one of the most important things is the
networking and creating personal connections. That can sometimes really happen from going out to meals together
or meeting at a reception, so maybe we could be more conscientious about trying to involve other colleagues in the
field.

Wozny: Thank you for bringing that up. I just want to mention that the symposium is open to everyone but we did
have quite a few empty seats. The reception after the symposium on the second day in the lounge of the Heiseikan
is also open to everyone. I also felt the same way—I thought we could have had more Japanese specialists come to
the symposium and also interact with everyone at the reception. If you could help us with the advertising next year,

that would be great.

Kito: One of the goals of this program is to create a close network of researchers and others who are involved
in Japanese art. Researchers must often conduct studies by themselves, of course, but with a close network, one
could more easily lend and borrow works, share ideas, and cooperate. This could even lead to plans for a travelling
exhibition. It is also wonderful to simply become friends, so I hope that we will have more exchange on these two

fronts.

Faulkner: Just picking up on what Milosz was saying—the symposium is open and the reception is open, although
for a fee, isn’t it? People are very busy and they don’t necessarily note things even when they see them, and I don’t
think all curators around Japan look at the Tokyo National Museum website on a regular basis. So they may not
know about this happening at all, and actually what you really need to do is an email shout, I think, and it will be

an extra thing to do, but I suspect it would be worth the effort.

Kito: The symposium is open to the public, and being the head of PR at Tokyo National Museum, I would like to

put more effort into advertising this program next year.

Imai: This is also my first time to participate. The goals of this program include having our participants from
abroad become more knowledgeable about Japanese art and also networking with others. But even for those of
us who were involved in the planning, this has been an extremely valuable opportunity to become aware of the
different challenges facing museums in Japan.

As you know, Japan is a small island nation. Even before the introduction of Buddhism, Japan received influence
from China and Korea on many occasions. However, Japan did not simply imitate foreign culture. In the future, if
there is an opportunity, together with all of you I would like to think about Japan from a global perspective. I hope

that there will be an opportunity for us to think about how Japan can make contributions to the world.



Kito: I have a feeling that we just received a suggestion for the theme of next year’s symposium. Let’s think about

this in the near future.

Yano: One last thing I don’t want to forget to say is of course, I am really grateful to the Tokyo National Museum
and Nara National Museum, but I am also really totally grateful to Melissa and Milosz for their excellent translation
during the excursion, and to Kitagawa-san. Many of us know how hard work it is to translate precisely what has

been said. They have done an amazing job, so I just want to mention this and thank you all three of you.

Kenmotsu: [ am extraordinarily grateful to have participated for the second time. This program provides great
experiences, although “experience” is too light of a word. It is also a chance to come together and to truly connect,
not just during the day, but even at night when you are extraordinarily tired, and have casual conversations about
how you do the lighting in your cases, and so forth. These are boring conversations for some people, but for many
of us, it’s a really valuable opportunity to share expertise. I would like to show my support for having these kind of
opportunities in the future.

Many of us who are junior curators at the moment have worked at, or will work at, a variety of museums. I am
currently at the smallest institution I have ever been at, but it is one of the major representatives for Japanese art in
the Northwest of the United States, and we are ambassadors of a kind. I don’t have the words to express the value of

this kind of program.

Kito: This workshop included ancient art that precedes the introduction of Buddhism. I hope that this opportunity

will contribute to everyone’s research. I also hope that if you will be able to participate again. Thank you. (Applause).
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Report on the Overseas Survey of Japanese Art

Imai Atsushi

Supervisor of Research
Curatorial Research Department
Tokyo National Museum

A great deal of Japanese art is now located abroad, with institutions such as the Museum of Fine Arts, Boston,
the British Museum, and the Guimet Museum of Asian Art employing curators who specialize in Japanese art
and possess extensive knowledge and experience. These curators manage the collections and conduct research,
communicating the allure of Japanese art through exhibitions and other introductions of the works to the public.
In contrast, there are also collections of Japanese art, which, because of a lack of specialist staff and the inability
to deal with a broad diversity of genres, have not been catalogued, introduced, or utilized. As the first step to
promoting the utilization of these artworks and increasing understanding of Japan abroad, we have been offering
our cooperation in identifying and sorting these underutilized collections. This fiscal year we conducted a survey of
Japanese ceramics held by the Asian Art Museum of San Francisco.

Survey Overview

Duration: January 29—February 2, 2018

Participants: Laura Allen, Yuki Morishima, and Maya Hara of the Asian Art Museum; Atsushi Imai of the Tokyo
National Museum and Sadatsugu Tokunaga of the Kyushu Ceramic Museum

Location: The Asian Art Museum of San Francisco, USA

The objects donated by Avery Brundage—who was famous as an Olympic track and field athlete, president
of the International Olympic Committee, industrialist, and collector—form the core of the Asian Art Museum’s
collection of Japanese ceramics. Consisting of 518 objects, this collection ranges from Jomon earthenware to
contemporary artworks. These objects are displayed in the galleries and are also available for viewing on the
Museum website.

Because the Museum does not have a curator who specializes in Japanese ceramics, some of these objects have
not been exhibited or utilized to their fullest potential. For this survey, we examined 112 objects consisting mainly
of Hizen ware, including porcelain and lower-fired ceramics. Although these include works of superior quality
such as an early Nabeshima-ware dish with arabesques in overglaze enamels and a pointed foliate rim (B67P6), it
is difficult to determine whether many works of Nabeshima ware with overglaze enamels and old Imari ware with
overglaze enamels and gold in the collection are authentic pieces or reproductions made during Japan’s modern
period.

Through this survey, we were able to determine that a work formerly thought to have been made in Japan—a
large blue-and-white bowl (F2003.1) —is in fact Chinese, and that a teabowl with a standing crane design (B72P17)
thought to be of Korean or Japanese origin is actually a type of Kyoto ware.

One of the highlights of this survey was the discovery of a footed bowl (used for washing sake cups) that
features designs of flowers and birds in overglaze enamels, as well as, most importantly, the signatures of Eisen
(B60P1234). The outer surface of this bowl have five vertical protrusions and a foot that flares out at the bottom.
The patterns are based on that of Zhangzhou ware, which was produced at the end of the Ming dynasty. With
rough brushwork, the outer surface is decorated with a floral pattern, while the inside center has flowers and birds
surrounded by a landscape with pavilions. An unglazed section on the underside has the inscriptions “Rikuhozan”
and “Eisen” (the latter is a stylized kao signature) in overglaze enamel, revealing that this bowl was created by
Okuda Eisen (1753—1811). “Rikuhozan” is one of Eisen’s artistic names.

Although Eisen is considered one of the most important potters of Kyoto ware, he began dabbling in pottery
as a dilettante, and never went on to turn this craft into his livelihood. For this reason, ceramic works bearing
his signature as extremely rare, and none are accompanicd by boxes that were created together with the works



(fomobako). The bowl discovered at the Asian Art Museum is a valuable “yardstick” by which other works by or
attributed to Eisen may be judged. Comparable works in the Tokyo National Museum collection include Footed
Bowl, Landscape design in underglaze blue (G-1073), which features a similar shape and clay, and Bevel-edged
Footed Tray, Flying phoenix design in overglaze enamel (G-4996), which has a similar glaze and brushed design.
Because neither of these works are signed, until now they have been displayed as works “attributed” to Eisen. The
discovery of the aforementioned bowl at the Asian Art Museum, however, acts as proof that these two works in the
Tokyo National Museum collection were indeed created by Eisen.

Tasks for the Future

Because our time in San Francisco was limited, and because Furiya Tetsuo of the Kyoto Naitonal Museum was
unable to attend, we were able to survey only a little more than 20% of the collection of Japanese ceramics at the
Asian Art Museum, focusing on works the creation dates and/or places of which are difficult to ascertain. We did,
however, also determine that the Japanese ceramics displayed in the galleries are not necessarily the most important
works in the collection. I believe it would be favorable to continue with this survey, focusing on teabowls and other
works that we did not have time to examine on this occasion.
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A website for the Curatorial Exchange Program for Japanese Art Specialists in U.S. and European Museums
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