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How a contemporary art museum is made possible
the future, as questioned by Takayuki Yamamoto

It is probably not a coincidence that the spread of the concept of ‘contemporary art” and the
development of education divisions in museums occurred around the same time. After the 1990s,
when the term ‘modern art’ replaced the term ‘contemporary’ (con - together + -temporary -
time) and a ‘contemporary art museum’ became a universal label, museums began to emphasize
the pursuit of ‘actuality’ in the current flow of time, rather than just the preservation of history.
In 2006, October magazine conducted an extensive survey — “Questionnaire on The

3%

Contemporary’”. The results show that museums had become places for presenting ‘new art’
rather than ‘contemporaneous art’, and note the numerous post-historical situations created by
this new transitional period of time.[*1] The survey results also point out that the rise of
temporary ‘art projects’ and art festivals is an effect of the pursuit of actuality. To sum up, the
museum’s focus has shifted from ‘object’ to ‘audience’, and the importance of museum education

has been increasingly addressed within these transitions.

At the same time, these shifts have brought new challenges for museums, including the question
of how to bridge the gap between the ‘contemporariness’ and the historical timeline represented
by museums. Furthermore, contemporary art is quintessentially expansive in terms of its pursuit
of the unknown. How should its territory, oscillating in the tension between the past, the present
and the future, be controlled? These questions are also relevant to education as the territory of
how to design the future, so to speak. As a contributor to a framework of people’s thoughts that
ensure social pluralism, art education, in particular, has been considered a gateway to

acknowledging ‘unknowable’ situations, where there are no right answers, as well as to under-

standing others. This is the reason why Tate, and other museums in the UK, introduced the
concept of ‘learning’, in which people mutually learn together, rather than ‘education’, which
provides one-way communication. This concept has spread worldwide. In art education,
educators should not aim to build a teaching or ‘being-taught’ relationship, but become a
medium who can question the formality and, without fear of transforming themselves, encourage

learners to take independent action in line with the times.

Takayuki Yamamoto is an artist who has a career as a primary school art teacher and has also
presented works with art education as a motif. He has been focusing on the overlap between the
concepts of contemporary art and art education in an attempt to grasp the unknown, as
described above. For this exhibition, Yamamoto has set the theme of examining the near-future
vision of art museums, while remembering the setting of AKIRA, the manga series: Neo Tokyo,
one year before the 2020 Tokyo Olympics. The theme emerged because, as Yamamoto explains,
“thinking about learning programs at museums is synonymous with thinking about the society
of the future. Education is a reflection of the shape of an ideal future society for adults.” [*2]
Amidst a line-up of works that, at first glance, appear to be an extension of play, what he
questions on the theme of ‘learning’ is whether the museums that uphold ‘learning’ are really
prepared to confront the unknown without fear of their own transformation. The fact that
surfing was chosen as one of the exhibition motifs is suggestive of this situation. A wave born at
a spatially and temporally distant point appears in front of your eyes. Although I have no
experience of surfing, I imagine that the act of throwing yourself out by anticipating the right
moment of the wave might be like catching a point where the past, the present and the future
overlap. As mentioned above, this action could be a metaphor for the situation that the field of

contemporary art and the framework of contemporary art museums have to face.

It is probably Yamamoto’s intention to have the curators of Arts Maebashi experience surfing
and encourage their physical transformation. On the other hand, for an art museum — which has
been seen as a permanent organization responsible for chronicling history — transformation or an
encounter with an uncertain present means constantly facing unpredictable risks. More and more
cases of tension, including censorship, between artists and art institutions such as museums and
art festivals, have been recently reported from around the world. This fact is certainly linked to
the new proposition: pursuit of ‘contemporariness’. When publishing a record of this exhibition,
it has been reported that payment was made to the artist for Maebashi City’s breach of contract.
[*3] As far as I could understand from the city’s investigation report, provided to me by the artist,
it is clear that the museum, with the exception of the editors of the archive, had disregarded
communication with the artist. This might be an unconscious rejection of the ‘learning’ presented
by Yamamoto. Including these consequences, the implications of this exhibition for museums and
the field of contemporary art are heavy. We must continue to discuss whether the museum of the

future can be reformed as a place for true encounters with the unknowable and unpredictable.

T o m o k o Y a b um a e

Curator, Tokyo Metropolitan Art Museum

*1 “Questionnaire on ‘The Contemporary’”, October, No. 130 (Fall 2009), MIT Press, pp. 3-124.
*2 Refer to page 8 of this catalogue

*3 “Arts i fails to pay ission fees to artist. Maebashi City intends to compensate artist with 800,000 yen”
Jomo Shinbun, November 17, 2022, and others.
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These are the questions that I used to start this exhibition. Thinking about the museum’s learning

programs is the same as thinking about our future society. Education reflects the shape of the ideal
future society for adults. In this sense, thinking about education also means thinking about adults at
the time. I have reached this idea as I, myself, have been involved in teaching in schools and running
educational activities in various museums. As an artist, this is how I develop education as one of my

themes.

So, what does ‘teaching and learning art’ mean?

Speaking of art and education (or art education), in most cases, many people picture activities that
are almost unrelated to ‘art, such as formalized workshops in which participants take souvenirs
home, and presentations designed for participants to understand the intention of artists and the
‘real meaning’ behind their works. In fact, those activities are happening here and there. In the

meantime, schools have been covering such subjects as ‘art and craft’ or ‘visual arts’, but, again, i

hard to consider those as ‘art’. For children who are living constantly in a series of encounters

broad range of aspects in life. However, it is impossible to recognize this complicated world
knowledge only from a single subject. Knowledge and experiences must be combined to do so;
example, “in order to understand a certain situation, the knowledge that I need is 30% histd
30% social sciences, 20% arithmetic, and 20% reading comprehension ability obtained in Japa
class,” or “T could express my current feeling with the movements I learned in PE and the mus
learned recently in music class”. It is art that can help you develop the ability to connect the sk
acquired from all the different subjects, and I believe that art is the only thing that makes this

possible. Art is continually updating our view of the world, and constantly providing us with new
perspectives we have never been aware of. That is how our world expands. When we are trying a
new way that we have never noticed before, we cannot judge it to be good or bad with our existing

values. First of all, we will not get anywhere unless we experience it.

Now, I am presenting this unique exhibition in collaboration with Arts Maebashi. In the
exhibition, in order to think about the future of Arts Maebashi and its learning programs,
we assume that ‘Beyond 20XX', a near-future science-fiction movie, is the collection of the
whole activities that were realized or not realized inside or outside the museum. As mentioned
above, if education reflects the future of the world, thinking about it equates to unleashing
your science-fiction creativity in your brain. The future is built on past accumulation. Thus, I
proposed that the curatorial team of Arts Maebashi should take a moment to stop and re-examine
the past of the organization to which they belong in the context of their own perspectives. The
first chapter, ‘Beautiful harmony’, is the embodiment of reflections from each of the curators.
Instead of pursuing the future in a way to chase after the social trend as if to change shoes one
after another, we've realized this approach in order to reaffirm that we are the ones to make
an independent decision for our future direction by our own will. That means that they will
re-evaluate their basic resources, such as ‘collection’, ‘citizen” and ‘curator’, upon which Arts
Maebashi has built. In the second chapter, the curatorial team leaves the museum and even goes

off the shore. In Chapter 3, the videos and works I produced with young and old are displayed.

By understanding the disparity between the ‘workshop’ or ‘art’ in theory and various actions put
in practice through this project, I believe that Arts Maebashi could offer the opportunity to start
a discussion through observing the preparations and the process of their various activities, and
viewing exhibitions as final outcomes of the project. Learning is something which changes the
way the world looks after you experience it. Children are very open to learning because it is a
daily affair for them. What about adults? To live is to learn and change constantly. No learning

opportunity comes to those who are afraid of change.

Many kinds of people involved in this museum, including the administrative staff, appreciated the
intention of this project and made every effort to realize it. Their performance was also one of the
highlights of ‘Beyond 20XX'. I hope this exhibition provides the chance for viewers to think about
not only the future of Arts Macbashi but also what kind of world they want to live in.

Time goes by, regardless of whether Tokyo hosts the Olympic Games or not. It is up to us to shape
the world beyond 2020, and it is up to us to decide how we will continue to live on.
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independently look back at the museum’s history from their own perspective. This may
include the aims of running various p! y the development of relationships with locals
or artists living around Maebashi City in the past six years, the management of residency
programs, the operation of the museun’s supporter/navigator. system, correlation :
between the number of staff and the proport f projects, good results and bad resulits,
as well as any thoughts about whaticould have done to improve. As an individual person
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who is serious about facing the future of art and human beings, rather than merely as a
member of an organization known as ‘museum’, each curator contemplates those above
based on their experience and thoughts. The resulting exhibits may show not only their
‘individuality but also the current state of the. museum.in society. The assemblage of each:

__project or exhibit will enable us, as we move forward to the future, to hear a ‘beautiful
harmony’ through the musicalinstrument called Arts Maebashi.



TEXT: BEWHKREEE (L)

ABRBHNOEIY3Y [Ea—F 4 7 - N—F=—/ Beautiful Harmony] Tlk, 77—Vl
BOBEEZ (DL IYay] WEBT7—FT0Vzo ] [HREDHE) EVIRADSIRY
Bofeo AEIVaVIR, 52DN—FASHYIL>TWS, MEREOF v S U —ASHTIC
H<T0Lr—F (OEROBRER) CBRIN/IEN—FOABR, 7—VHEIBOREES
5N FTNhThERL 1.

FZDPYN— T, BIBHIIL IV a VIREBEERB L UBICRESI N/ ER 12
RKREBRLE, CoN—tOBHE, HRAVRIY EFTELILIYIVYOL—YERY., %
DHEHPAEEZBERBELT [RRKDIAL IV a3 V] 2V THIZBKTEZETH- 1. &fF
ROFrTVavIilE, TRhENPPRBICESBBIBAIATVS, £ SBICRTFE
LI ERBELATRIOMGRERRS N, FELLICR, HIPABFRORELRKRL
TEHELV, TORBERBMALTTRRLTE S > /o0 WABROTAFTIHISEENIZD
BRI, KA— F OBEELYPENOBL AP T EA BB ERL L.




FAC 2

Another part, organized by curator Jun Igarashi, included a video digest and related materials
from the Umaya No Mokuba Festival (The Wooden Horse Festival of Umaya), initiated by artist
Yoshio Shirakawa in September 2011. The intention of this part was to look back at the
progress of the Community Art Projects (Community AP) that Museum had been working on
since before its opening. Community AP is one of Museum'’s core projects and is a general
term referring to all activities in which a citizen and an artist, or groups of citizens cooperate
and learn from each other. It includes a wide range of activities, such as artist residencies,
support for cultural projects carried out in the town center, and the implementation of planned
projects and workshops throughout exhibitions. Spanning over a decade, starting in 2008 with
the preparation for Museum’s opening to this exhibition in 2019, the activities must have
involved so many artists and citizens, who brought differing knowledge, skills and thoughts to
the process. In order to examine one achievement of the Community AP, the documentation
from the Umaya no Mokuba Festival was showcased here.

FAC3

Curator Mizuki Tsuji, managed the Arts Navigator Project, which was featured as part of
Museum’s volunteer supporter activities. In 2013, Museum introduced a supporter’'s
programme for the first time. In 2017, they started recruiting Arts Navigators (volunteers who
make works of art accessible through dialogue with Museum visitors). The Arts Navigators
were expected to study exhibitions in advance and act as facilitators at the interactive viewing
events, ‘Oshaberi (Conversation)’ Art Days, held during exhibition periods. The project aimed
to help citizens learn together and share their ideas and thoughts. Here, museum visitors
could get to know the project through displayed panels illustrating the activities of Arts
Navigators, as well as through Oshaberi (Conversation) Art Days, which were held for this
exhibition.




FAC 4

Curator Tomo Imai’s part introduced a workshop conducted by artist, Yuta Nakajima and
children from Nankitsu Danchi, a local housing complex. The workshop, ‘What is Museum?”,
was held on the 7th and 18th of July 2019 as a part of the Forest of Expression project that had
been running since 2016. Five children participated in the workshop. They toured Museum'’s
storage and exhibition rooms, and discussed the selection of one work of art to be displayed
from the collection. As a result, Kiyoo Tamura’s Momonoki-gawa Toukei (Winter Scene on
Momonoki River) was chosen by majority vote. Moreover, one participant’s idea led to
exhibiting another work of art - the one they all disliked the most. With Nakajima's facilitation,
the children chose Yoshio Kondo’s Ashio Fukei (Landscape of Ashio). A video documentation
of the workshop was screened in the space, along with the two chosen works.
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FACS5

Curator Emi Yoshida’s part offered video presentations of activities by Museum'’s supporters.
Volunteer citizens are usually committed solely to being ‘supporters’, and are behind-
the-scenes of every project. They are rarely in the public eye. However, in the videos, the
supporters are seen explaining their daily activities in their own words. This way, museum
visitors could learn and see for themselves how Museum collaborates with citizens.
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Learning toward un-learning

in Arts Maebhashi
from panel discassion Arts and Crafts and Moral Education

Ak ik o G uon ji

Art Education Course, Gunma University

A battle has kicked off this summer. On the 25th of August 2019, the panel discussion on
‘Arts and Crafts and Moral Education’ took place as part of an events program related to the
‘Takayuki Yamamoto x Arts Maebashi Beyond 20XX’ exhibition. Many audiences were holding
their breath and expecting a fierce battle between Arts and Crafts and Moral Education, as
if they were watching Yamamoto’s work, ‘Battle between snake and centipede’. The studio in
Arts Maebashi was filled with tension ... but once it started, it turned out to be peaceful, with
the room sometimes filled with laughter. As if gradually clearing away a dark cloud, the panel
developed its theme toward a mutual understanding: every school subject is useful to structure

a society where children themselves could create meaning and values, and tolerate diversity.

As a person engaged in regional art education, I have been closely watching Arts Maebashi
since its preparation for its opening in 2013 until now. At the pre-opening symposium, I clearly
remember Lars Nittve, former Director of Tate Modern, describing the role of museums as “Look
again, think again”. While taking this kind of spirit as an underlying presumption, Arts Maebashi
has worked on diverse cultural and educational projects, based on its local community, under
three concepts: ‘be creative’, share with everyone’, and ‘open to a dialogue’. Then, in 2018, the
educational aspect of its activities was renamed ‘learning’, which, I heard, resulted in inviting

artist, Takayuki Yamamoto, so Arts Maebashi could trace back its history and look to the future.

From education to learning, what has Yamamoto brought to Arts Maebashi? In this essay,
I would like to revisit the panel discussion, ‘Arts and Crafts and Moral Education’, which
should be considered the backbone of the exhibition, and track down the ‘learning’ discussed

in the session.

In general, ‘education’ often refers to teaching or guidance from a supervisor, and ‘learning’ refers
to a learner’s volitional study. In other words, each has a different subject. When you use the
term ‘learning’, it indicates that all those who are involved in the museum activities, including the
audience, become central players. Here, one challenge for ‘learning’ is establishing relationships
and a system for mutual learning. In addition, you could try to reassess the ‘learning’ by looking
at it from another point of view — ‘unlearning: unbinding what had been learned. To ‘unlearn’
means to unravel entrenched values and give something new interpretations. Yutaka Saeki says,
“to unlearn is to return to the origin of human beings”, and “to recapture your events visually, like
you capture a drawing”.[*1] What is ‘thinking visually’? In other words, what is learning through
art? I believe that I have myself arrived at a satisfactory ‘answer’ to this question by attending this
panel discussion. So now, in the next sections, I will describe the content of the panel, followed by

the introduction of Yamamoto, who planned the event.

Yamamoto himself has experience as a teacher. He has been working on artistic activities, which
are based on his canny sensibility that is unique to artists, while he pays special attention to
schools, children and, most of all, art education. Yamamoto mentioned that, “education reflects
the shape of the ideal future society for adults”, and organized the event because he had a serious
sense of crisis, derived from the antagonism between the ‘learning’ role assumed by the newly
established subjects: ‘arts and crafts’ and ‘moral education’. In other words, he had a concern that
was raised by the authoritative educational systematization of ‘moral education’. To me, having
been involved in school education for a long time, the methodology of general moral education
gives a strong impression that a teacher educates children about a list of virtues. I often witnessed
situations where children were not given an opportunity to discuss a topic against the absolute
value, and assimilated themselves to prepared answers (with the idea of ‘must be’ or ‘should be’)
without thinking. On the other hand, the core of ‘learning’ through ‘art’ in an arts and crafts
class or a fine art class is children touching the object (world) and creating ‘answers’ (meanings
or values) with genuine feeling. Therefore, the session was planned to question the relationship
between Arts and Crafts and Moral Education.

Four experts participated in the session. Takahiro Maejima (a teacher supervisor from Gunma
Prefecture) explained the Prefectural Board of Education’s policy on moral education, and
showed the significance of a ‘moral education class with thinking and discussion’. Then,
Masahito Higashira (Educational Supervising Officer, Elementary and Secondary Education
Bureau, Ministry of Education, Culture, Sports and Science and Technology) emphasized that
learning in an art class offers students the opportunity to express their own value, and this could
overlap with the moral classes at the point where students also recognize and respect the values
of others. Next, Yasutaka Okada (Ochanomizu University Elementary School teacher), who
works on Tetsugaku (philosophy) which may be thought of as a connecting agent between Arts
and Crafts and Moral Education, gave examples of the classroom where the confrontation of
different values provoked conflict and discussion, and proposed a moral education to question
our normality. Finally, based on his experience in schools, Nobuyuki Kubo (a specialist
in charge of moral education courses at the Department of Teacher Training in the Faculty of
Education, Gunma University), introduced the practice of moral education with children’s or

students’ commentaries and opinions under the theme of ‘greeting’.



Everyone spoke sincerely and listened attentively, and the enthusiasm bubbled up in the studio
space. The audience made modest but quintessential remarks on the topic. One person said that
they understood the ‘good’ about virtues in moral education, yet they “sometimes things do not
go as we expect” — pointing out how hard it is to survive - or to breathe, so to say - in ‘school’.
This was a truly ‘honest’ voice, raised against pressures from school culture or society. This is
only possible when they sincerely faced the complexities and subtleties of their minds. At the
time, it can’t have just been me who sensed a change of mood in the venue, where participants
were experiencing a confrontation of different values and thoughts. This was a perspective to
challenge the presumption that virtue is always the right thing to do, and this also makes you
aware that there are various aspects in each individual at any given time. ‘Change of mood” and
‘questioning’ may be the source of the new ‘learning’. Take a fresh look at the existing stereotype,
stop and think; in other words, this is a “Look again, think again” situation. It should be called

‘unlearning: unbinding what has been learned.

Unlearning, mentioned previously, ‘thinking visually’ means, according to Saeki, putting emphasis
on an overall image, consideration, interest, and harmony, and fosters multi-dimensional values
with intersubjectivity, allowing negotiation between one subjectivity and the other. This overlaps
with the function of museums that have been visualizing ‘visual thinking’ for people.[*2] Here, you
could see the possibility of irregular and multi-dimensional learning brought about by ‘learning’
and ‘unlearning’ in the museum. Furthermore, Saeki explains that ‘caring’ is to judge individual
actions by looking out over the surrounding situation like a ‘visual image’, and it is the foundation
of morality.[*3] Here, you could again see both ‘Arts and Crafts and Moral Education’, the panel
theme, sharing their philosophies.

Higashira referred to art museums that invite audiences to the ‘(unbinding) learning’ through
talks and exhibitions as “a place with a quality of intelligent entertainment as an amusement
park for adults”. During the panel discussion, we were right in the midst of the excitement and
‘play/learning: unlearning’, which allowed us to reform our own thoughts and values. This may
be symbolized by Kubo’s statement about “the value of exploring dynamic possibilities and

continuous learning” at the end of the session as a message to the future of education.

What did Takayuki Yamamoto bring to Arts Maebashi as a result? To nurture the minds of ‘look
again, think again’ by themselves, that is to say, to question Arts Maebashi (and its related cultural
projects) themselves, I believe he has planted ‘seeds of unbinding learning’. I regard these seeds as

a thrilling gift for those of us involved in education and culture in this region.

*1&2 Yutaka Saeki, Lecture “Questioning again, what is education? -from the perspective of human education-"
lecture at the Soka University Education Society, on November 25, 2017

*3 Yutaka Saeki, Lecture “Reforming ‘Learning’ from Art Education” at Aoyama Gakuin University, on August 10, 2007

Speakers’ affiliations and other details are current as of 2019.
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Tmai: I was super fun!
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I Imai: A message from Kumiko Oda, “Good luck surfing!” . \\ ayama: Every single movement is making me feel like an old man.
I e N NHAE T SADDIERA v £ — Y0 E & F L7z 3 v’)’i)of&éET\.W%QLW)}:&é%')MTtéo
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Ik WER KR S b & 72 Ko Jﬁ‘é/uézroon‘f:h 7;:[: z‘a

Imai: I also got a message from Director Sumitomo yesterday, and it B

T RS AL AR o AT & 705 4 775 A : FU T BRI Y Cilo T B ey BTl D

Tsuji: Mr. Summmm is rhg type of person \\h(\ wants to go if he has to_isn't he? ayama: But when it comes right in front of you, you'll be amazed.
SRR AT TR ABER
W JI(J'\'JHH I hJ\ en't been to the beach for ... how many years? ‘Tsuji: [ was told to catch the next wave, and I was like, “What, what, wha
== - pas
BRI AT 5 7201 ? S (ﬁ})%o”?of
\oshld! When was the 1\5[ time you went? [m ai: I was like, where is the wa

L8, H13? 1&)@%9’6%’0“?’073‘7;9'(@\0'(6&
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\ . Yoshida: Didn't ynu even gnLo see rhc‘hcmh? You were in Kan: L Wakayama: Yeah, yeah. When the wave comes from behind. if you're not at speed, the wave will leave you behind.
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Wakayama: The horizon is beautiful.

- g
Bl BEAEER 72 b A LT ) £

Wakayama: Gunma residents! Rejoice!
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Tsuji: It's l)ccn a l()n: time since I've :\pcncmcd this kind of emotion.
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Wakayama: I'm simply touched by the sea,
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Someone who can only engage in rational discourse is not necessarily rational. A genuinely
rational person would probably be ashamed to ignore not only ethos and pathos, but also vast
horizons that lie outside of them, and would naturally feel humbled. If, perhaps, one is unable
to do so, and only pursues Daddy called Logos, you may be regarded by others as someone
with a pitiful and timid heart. As you know, this is not just limited to ‘discourse’. Everywhere
in society and throughout the world, you can see people who rely on easy-to-understand props,
or rather, who mistakenly believe that doing so is their only mission in life. Of course, I should
always be aware of the fact that I myself may also unknowingly possess such a mindset. Even
if you believe that it’s not an easy task, if you can successfully avoid such criticisms of your
mindset, there is a chance to obtain something that is genuinely rational. However, there is no
easy way to reset something that has pervaded society or the world. But, can we expect to find
a clue in a certain practice field of someone who does not always only seek results? Isn’t art a

practice field like that in the first place?



Most experiments based on a practice field will not be successful. There is no intention to fail,
but many will end in failure. But, that is when we need to remember what it is that we indulge
in, accept without criticism, and base our world on. That thing is science, or the ethos of science.
Science seeks to unravel the mechanisms of the world in a rigorous and objective way. Many
people may object to this notion, but it is surely difficult, even for them, to deny all scientific
analysis and call it meaningless. Here, it is important for us to remind ourselves that, on a daily
basis, many experiments conducted in the practice field of science have failed. They hardly
produce results to prove their hypothesis. Science consists of countless experiment failures. The
real nature of human activity in the name of science should lay not in a miraculous result or
an experiment that led to concrete achievements, but in the failures that have piled up behind
the scenes. This means that experiments that are supposed to be conducted in the practice field

should rarely fall into place.

An initial step might be questioning the existing framework in order to get out of the state of
unconscious reliance. Such frameworks include: society, community, rationality, democracy,
freedom ... and education and art. If you focus on education, it may include knowledge, practice,
experience, understanding, and creativity. In the case of art, it may be broken down to include
senses, creation, empathy, expression, and so on. You will also find segments, such as artists,
museums, governments that manage museums, museum directors and audiences, scattered around
each framework. For example, what if one practitioner proposes a hypothesis like, “Artists are
not artists, and a museum is not a museum. The government cannot manage it, its director is just
like the naked king in The Emperor’s New Clothes, and its audiences are core producers inside
the museum”? You can not step out of a given framework without fear. The action needs to be

triggered, and moreover, it needs courage. And if you try to simulate this courage...

It is, for example, like paddling out through the waves to surf. There is no one to help you. Before
you know it, you are in a world where every sound is washed out by the burbling, gurgling and
bubbling of the waves that engulf you. You start to feel sad, wondering why you are doing such a
thing. You think to yourself that you don’t have the courage; you cannot remove the various doxa
that are entrenched within you, and you become caught up in your miserable feelings, all while
swallowing a lot of seawater. You repeat this many times. However, after being swallowed by the
waves over and over again, and you’re almost feeling like giving up, you notice a subtle change
within yourself, right at the moment when you try to lift your head out of the water, against the
water pressure. Amazingly, the negative thoughts you had, just a moment ago, disappear, and
somehow, a clear or even magical confidence starts to grow. It doesn’t matter whether your surfing
skills are improving or not. Even the slightest sense of pride is starting to emerge, and you are free

from the constraints of any doxa.

Of course, some may hesitate to go surfing. That cannot be helped because Daddy will not get on
the surfboard with you. It is so scary. But, never accuse anyone of not doing it. Those who have
already experienced the waves hope that they will pluck up the courage someday, since they know

that it is one of places where freedom begins, and where the future begins.

(2019.07.03)
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Part of Chapter 3, ‘Beyond 2020: Morality and Art’ exhibited at the Basement Gallery.

Created as a ‘banner produced by a children’s resi: ization called Arts
Co-production: Chiaki Yamamoto
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In 20XX AD, in a Far Eastern Island country, a new government came to power with the support of an alliance

of new religious groups and other groups with vested interests. The government took advantage of the
chaotic state of the nation after the devastation from earthquakes, tsunamis, and the meltdown of nuclear
power plants, as well as of the people who have suffered from the chronic recession that has continued since
the last century. Gradually, they changed the nation’s social structure in accordance with their doctrine.
Without a doubt, this ‘restructuring’ extended to education because nurturing people who accept the existing
national system is essential for a country to maintain its power. A children’s resistance movement against this
closed society that was slowly killing itself had begun with the momentum of the 2020 Tokyo Olympics. A
group of young activists, who called themselves ‘Arts’, grew rapidly through the use of SNS and opened more
and more branches. As Arts stood up against the adults who had made this world, and in order not to become
like these adults, they developed original educational methods based on ART: a concept imported from the

West. It was easy for digital natives who, as children, were familiar with using mobile devices such as tablets

to learn global languages, history, philosophy, and technologies. The ‘Arts’ used ART as a concept to integrate
their knowledge. Since critical viewpoints, imagination and love for others and the world, all inherent in ART,
helped them confront and change the given situation, they found ART useful to select the most effective and
efficient actions from their considerable knowledge. The experience gained from each activist’s actions was
shared with everyone through a newly-developed device. In addition, as part of their biology research, they
were studying methods of the interchange of dialogue without the use of languages. Meanwhile, some adults
slowly but surely started to agree with Arts’ activities. Arts’ action guideline was narrowed down to a word
with only four vowels: o-ha-shi-mo. Ohashimo was an acronym for an evacuation procedure that was
originally taught by adults in case of emergencies such as earthquakes, fires, and school intruders. The
slogan was created by connecting the first syllable of each of four instructions: osanai (do not push),
hashiranai (do not run), shizukani (be quiet), and modoranai (do not return). In the process of carving a
stone sculpture (which unfortunately collapsed and was lost during an earthquake) with this acronym, the
little known artist is said to have created a full-scale cardboard model that is securely stored in the basement
of Arts Maebashi, one of the Arts’ branches, in Maebashi City, Gunma Prefecture.
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In response to Arts Maebashi’s request to ‘thinl
this was the first work created by Takayuki Yal
Is it for brainwashing? Or is it for undoing brail
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Co-production: Chiaki Yamamoto
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The personal surfboard of Takayuki Yamamoto.

The ‘Bonzer’ was developed in southern California in the 1970s.

In addition to a single fin at its center, it has two side runners: Bonzer fins.

These work as thrusters, and turning gives you extra acceleration.
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A workshop was held for children to draw portraits of city councilors, whose lives are pamcularlydm ult,
compared to other occupations, for children to imagine. Through looking closely at their faces and names,
_ and then drawing them, it was expected that the participating children would have the opportunity to thlnk,
. together with their parents, about what kind of work city councilors are. domg
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e mass production of ‘paintings’. It is operated with the help of workshop participants.

for Maebashi-based primary school children was held prior to the exhibition.

s displayed on the walls were produced at that time.

ere divided into different roles in a factory-like workflow and produced 100 paintings in one hour.

ints’ movements during the workshop looked like dance or theatre.
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The giant centipede that appears in the folktale, ‘Battle Between Snake and Centipede’,
is used as a metaphor of ‘abstruse art’.
The work the joy of ing to ‘ride on the (ride on abstruse art).
Co-production: Chiaki Yamamoto
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Battle between snake and centipede, 2019
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A teaching method, Nude drawing for three-year-olds, used in German schools, 12ABHDY YA —k B73HD5IH
was inthe in ion with Seishin Ki in i City.
Cooperation: Seishin Kindergarten
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People who live in Maebashi and are of various backgrounds, different ages and nationalities,
participated in this work. Each participant shared the story of the funniest event in their life,
followed by a theatrical presentation in which each person performed without uttering a sound.
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Children living in Maebashi brought their most precious possessions and exhibited them in display cases at the museum.
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Takahito Hojo Thomas’ green Marie Takahashi Palm-sized toy monkey Aina Oshima  Chibi-Maro
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Tokayuki Yamamoto x Arts MaebBashi

BEYOND 20XX
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Pulp, “Common People”, 1995
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Arts of Takayuki Yamamoto
starting from gap, sourced from experience and knowledge
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Associate Professor of Chiba University

She came from Greece, she had a thirst for knowledge
She studied sculpture at Saint Martin’s College
That’s where | caught her eye
She told me that her dad was loaded
1 said, “In that case, I'll have rum and Coca-Cola”
She said, “Fine”

And then in thirty seconds time, she said,

“l wanna live like common people
| wanna do whatever common people do
I wanna sleep with common people like you”

Pulp, “Common People”, 1995

Once, when I was talking with Takayuki Yamamoto, a song called “Common People” by Pulp,
a band representing Britpop in the 90s, came to mind. As far as I remember, that was the time
when he completed Chelsea College of Arts and was in a similar situation to those written about
in the song’s lyrics. He told me that one phone call from his mother made him decide to return
to Aichi, Japan, to work as a primary school teacher. I wanted to open this essay with this an
anecdote because it fully explains Yamamoto’s awareness of the gap between Western Arts and

Japanese Bijutsul*1] and I believe that this gap is the starting point of his artistic activities.

After the Meiji period, Japanese Bijutsu replaced its Eastern teaching principles with Western
ones and was then developed in such a way that it always refers to the West. I think it is
understandable that we might view this development, in a self-reproaching way, as weak practice
without any foundation or essence that has been consumed and built up like a fad or a trend.
Under such circumstances, I think that the positions taken by Japanese Bijutsu specialists —

artists, creators, or researchers — roughly fall into three categories.

The first is an action in which they maintain the thoughts, techniques, and styles imported, at a
certain point in time, as one prototype, and then try to reproduce them. Koubo-dantai
(conventional artist groups and associations) and art education institutions that have been
heavily influenced by those associations are categorized here. Among many problems brought by
this position, unquestionably the biggest one is that you can hardly expect it to have ‘new
creation’ — the greatest value that Western Arts can have.[*2] You could say that this is the worst
evil in the field of art education.[*3]

The second position is to try to have a voice in the field of Japanese Bijutsu through using
newly-obtained academic comprehension as a weapon or as an infallible rule. The discourse
based on academic knowledge and academically-approved histories are very persuasive, and have

been regarded as important in public institutions, especially museums. The formalistic



orientation of production or exhibition plans by curators, based on art history, are the results of
this position. Taking into account the flow of Arss after the 20th century, where the context of
the history always gives meaning, it can be said that it is a perfectly appropriate positioning.
However, in this country with its unique Far Eastern culture and history, it is actually
questionable whether doing things like this in a fundamentalistic way is effective or not, and

what it contributes.[#4]

The third position should be referred to as a variation of the second one, in that a social context
gives meaning to art works. This position emerged after the Arts’ movement toward social
involvement in the 1960s. Here, you aim to produce a work, provide a critique, or curate an
exhibit with your activities reinforced by the practices and theories of other fields. As you can see
from the emergence of socially engaged art, this position has been popular until now, and its
growing trend is becoming even stronger than before. From my point of view, one problem
arising in the present day is that it could create a new ‘import competition’ in which people try
to reach the latest social theories and practices as fast as possible, and compete on newness or the
‘correctness’ of perspective. As a result, even if you produce works or curate in accordance with
the context of social issues, the position looks shallow from a standpoint of related parties or
experts who sincerely deal with a particular issue for a long time. It also could end up with a
narrow perspective, gained only from knowledge and experience limited to domestic or personal
domains, and it could even threaten and annoy existing sectors that are related to the issue. You
could observe this problem in the case of Aichi Triennale 2019; the word ‘] Art’ was used often
in online platforms for communication during the exhibition.[*5] Despite these kinds of
challenges, it is extremely important for us to improve the approach methods of this third
position when we consider the social value of Bijutsu. In fact, this needs to be attended to

urgently.

How should the exhibition, Takayuki Yamamoto x Arts Maebashi BEYOND 20XX, be
evaluated? One of the requirements for making the third position meaningful is that you need
practical experience of the social context of an issue as a player, and also need to have a unique
point of view. As you know, Yamamoto often focuses on education in his works. Prior to
finishing art college in England, Yamamoto graduated from Aichi University of Education, an
institution specializing in teacher training. Even if he was unwilling to do so, the fact that he
came back to Japan and worked as a primary school teacher for five years gives an extremely
important essence to his work. The ridiculous, but interesting, structure of the school and
education system, and the comical (and sometimes charming) nature of children or adults are
never described in general discourse about schools. Yamamoto, on the other hand, has been
aware of the gap between Arts and Bijutsu. He has expressed his experiences from a different

angle and allowed his expression the possibility of having new meanings.

Of course, I'm not saying that every artist must be a player in the context, nor that the players
could always be artists. Such is the case with doing profound research; not all the players can
capture the experience from a critical perspective. Needless to say, Yamamoto sometimes chooses
a subject of which he is not a central player. In such cases, he conducts thorough research and
uses interview techniques. Then, by deliberately emphasizing his biased interests as an artist,
rather objective descriptions of social sciences, he provides a perspective that is peculiar to an art

work and can be visualized only in the form of art.

Due to the limited space, I am unable to explain each work in detail, but when you understand
Yamamoto’s unique point of view and revisit his works, such as Why is this Painting here? (a
work about the museum collection), A Scene at the sea (a video in which curators try to
‘experience’ surfing), and Conveyor Belt (in which abstract images are produced in an assembly
line), you will notice overlooked meanings of each piece. I am sure you will gain totally different
meanings by stepping into the inner layer of the work, which may have given you a funny or
foolish impression at first, after looking only at the surface. The deeper layer cannot be seen from
a narrow perspective that is derived only from art/fine art, or from the superficial knowledge or
perspective of society. Whether artists or curators, those who do not understand this logic have
no choice but to keep on reproducing superficial works. This is what the exhibition pointed out.

In Pulp’s lyrics, it says that Arts in Europe correlates to high-class and high-culture, and it
expresses the uneasiness felt by Jarvis Cocker, as one common person, in a humorous way. At the
teacher training college in Japan, Yamamoto became aware of the first position mentioned
earlier. He was disappointed, and flew to the UK. Yamamoto learned the second position at the
home of Arts, and recognized the gap with Japan. This means the story Yamamoto shared with
me involves a deep emotion, reflecting the difference and distance clearly with the Bijutsu of ‘a
Far Eastern Country, Japan,” and I believe that this is the starting point of his artistic journey.
That’s why Yamamoto attaches importance to his roots, visualizes the gap between Arts and
Bijutsu in his own way, and lets us confront it. Therefore, I regard him as one of the few Japanese
artists who handle the third position, not on a surface level but on a deeper level, with an
understanding of how to take in the reality and connect it to his expression.

*1 A Japanese word meaning arts. A term coined in the Meiji era.

*2 It is not a rare case in Japan that one group or iation, that was i to introduce the latest
trends from overseas, has continued to exist for a century. You could call it a unique characteristic of
Japanese culture. However, if you stick to talking about ‘creativity’, those groups have been only handing
down their patterns or styles as fixed formats.

*3 The education faculty in universities and the universities of education are historically derived from the
(Senior) School of Teacher Training, and, there, teachers related to Koubo-dantai (conventional artists’
associations) have been in charge of teaching practical skills in art i ing ‘good’ g
skills is widely understood to be a subject, but, in fact, the quality of ‘good’ depends on only the teacher’s
taste. The subjective tastes were based on the entry and evaluation of work at open call exhibitions
hosted by Koubo-dantai. This has made a considerable impact on popular education in Japan.

x4 Many people who work in the field of Bijutsu lament the i y of Bijutsu
in comparison with Western Arts. But, historically, there are no sufficient grounds for proving that it
should be treated the same as Western Arts. How many curators can fully explain the general value of
various exhibitions?

*5 ‘J Art’ seems not to have a specific definition. In resp to and ints against the After
‘Freedom of Expression?’ (one of the exhibits in the Aichi Triennale 2019), artists initiated setting up J Art
Call Center in order to address the need for dialogue and its potential. However, from the viewpoint of
those who have long worked on hate speech targeted at people from the Korean peninsula and others,
i with discrimi on an equal level could deny their counter-activities. It can be said that
naming the ward ‘J’ is treating their immaturity with ridicule because of their lack of deep understanding
about those issues and that of international sense. This attitude stems from the fact that Japanese art has
been fai y i tother icism of the late 18th century. In Japan, there is a strong tendency
to believe that creating something exactly as the heart demands is the pure form of art, and this
sometimes results in a clash with socially oriented arts.
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i for the and pr a new work,

stayed in M
2020: Morality and Art.
g ahead to the exhibition, he discussed with Arts Maebashi about ‘(mutual) learning’.
d on the ideas developed through the discussions,
et a theme, ‘a near-future sci-fi film to think about the education system’,
d collaborated with citizens of Maebashi, from children to adults.
addition, related events were or from the persp of the exhibition’s concept,
(mutual) learning’, for people to experience a ‘new form of learning’ during the exhibition period.

List of workshops

Mass-produce artworks on a factory-like conveyor belt

In order to rethink the nature of an ‘art workshop for children’, participants worked together to mass-produce
‘paintings’ through a systematic installation. They split into different production stages to simulate a
factory-like flow. In the end, the participants completed 100 paintings in one hour, which included a 15-minute
introduction.The participating children were asked to bring their most precious possessions, which were
exhibited in the museum’s display case as contrasts to the mass-produced paintings.

Date and time: Sunday, 16 June 2019, 11:00-12:00 / 14:00-15:00 / 15:00-16:00

*10 participants per session

Venue: Arts Maebashi StudioTarget group: Primary school students

Draw a portrait of a city councilor

Children drew portraits of ‘city councilors’— a position that is difficult for children to imagine among the various
occupations in their society. What does the person who is making decisions on the city’s important issues,
relevant to their everyday lives, look like? The children were asked to take a closer look at the city councilors’
portraits in order to draw them. A film set that looked like a children’s hideout was designed and each
participant was then filmed as they said aloud the name of the city councilor they had drawn.

At the end of the day, the participating children were encouraged to go home and talk to their parents about
the kind of work they thought the person in their drawing did.

& Date and time: Sunday, 23 June 2019, 10:00-15:00
z Venue: Arts Maebashi StudioTarget group: Primary school students

Nude drawing for children (up to three-years-old)

Nude drawing for three-year-olds, a teaching method used in schools in Germany, was carried out in
collaboration with Seishin Kindergarten in Maebashi City. In music, it is not unusual for children to learn
techniques at an early age as a part of their supplementary education, but in the field of art, one technique in
the early years may be drawing, which requires children to look at things carefully and perceive shapes.
1. When children were faced with a professional art model who was posing, they were asking ‘What is the
person doing?’ and saying, ‘The person doesn’t move’, sensing an unusual atmosphere where they got to
experience drawing with an easel for the first time, in a proper art education setting. This experience brought
about changes in their attitudes toward drawing, in that they spent much more time on their work than was
usual.

Date and time: Tuesday, 25 June 2019, 10:00-12:00
Venue: Hall at Seishin KindergartenTarget group: 2-year-olds, Seishin Kindergarten
Cooperation: Seishin Kindergarten

Price artworks that were mass-produced on a conveyor belt

Some participants from the ‘Conveyor belt’ workshop then joined a ‘Pricing’ workshop where artworks that

were created collaboratively in the former session were priced and sold in an auction-style format at mina, the

museum shop in Arts Maebashi.

The children interviewed gallerists, whose job is to sell artworks, about the process of pricing. They also
R experienced-a simulated auction and decided the opening bid for the paintings should be 100 yen.

Date and “Sunday, 30 June 2019, 14:00-15:00

- =*Venue: Galerie Suiran

~Target group: Interested participants of the ‘Conveyor belt’ Cooperation: Suiran Art Corporation, Ltd.
auctions weretheld from September 4 to 17. All profits from sales made were donated to an organization

Supports single-parent families in Maebashi.

‘-person  shared the funniest evem in theur life.

-~ 'Later;in the manner similar to stand-up comedy, participants walked up to the theatre stage, and presented
their episode without uttering a sound. Since the participants had heard every story during the first phase of
the workshop, the voiceless performer automatically made the audience laugh as they remembered the
stories, and they praised all performers on the stage with loud applause.

As a video work, each performance looked like ‘telepathic’ communication, but in fact communication that was
made possible only through the imagination.

Date and time: Saturday, 6 July 2019, 11:00-16:00

Venue: Theatre 0, Maebashi Cinema House
Target group: All agesCooperation: Maebashi Cinema House



MEIANY b —K List of events related to the exhibition

for a near-future science fiction film

a scene for an imaginary film, BEYOND 2020: Morality and Art, set in the room where Yamamoto’s works, including
ere used to produce 100 drawings in one hour. Prior to the exhibition opening, a similar event was held with only
dents; however, this event was open to all ages.

aturday, 27 July 2019, 11:00-12:00 / 15:00-16:00

uki Yamamoto (artist and co-curator of the exhibition)
room in Arts MaebashiTarget group: All ages
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ectural Forest Park, guided by Takayuki Yamamot

ith Takayuki Yamamoto, tour participants strolled through the prefectural forest park, Gunma no Mori, and visited historic
as the Dynamite Monument and the Memorial to the Victims of Korean Forced Labour, a monument for commemoration,
and friendship. The participants observed the actual historical remains and sites thoroughly, and made sculptures out
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B8 : 201947 H 28 (A) 13:00~15:00 ime: Sunday, 28 July 2019, 13:00-15:00

SRD  IUABZ (7—7 1 X b ARERLE) cayuki Yamamoto (artist and co-curator of the exhibition)

5P BEOR (BBRBKTHRE 022-1) MRKS - BEH no Mori (Gunma Prefectural Forest Park) (922-1 Watanuki-cho, Takasaki, Gunma, Japan) *Start and finish from the
W& Pk rimary school students
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ecture] The world of circuit bending
‘Circuit bending’ is a way to modify one sound-emitting toy with built-in electronic circuits into a different musical instrument. In order
to consider state-of-the-art learning methods, it was picked up as the subject of two related events. Kaseo, who has been active in

(3] Tl ERORVENAD b X 45E T o _______.-—--" = Japap since the e{irly dgys of circuﬁt bending history, gave a panigipatory Ivectu're gnd Iiye performance regarding the world of circuit
. 5 R B — o bR 50 Kaseo kT £ bending whgre a single instrument is created through free exploration and inspiration with no correct answers.
HAC BRI 5 i SRS - - 3 The lecture included the demonstration of Kaseo's self-made instruments, including a Device for talking with God, and a Q & A session.

BIMBOV S F 5=, T4 T8 5 =< ¥ A% FfiE L7, Kaseo explained how circuit bending opens up new possibilities for learning through the experience of ‘creation while breaking’.
B N Kaso SIS & 2 HIFREER (41 2 06635 -0 O RS ? ) Date and time: Friday, 2 August 2019, 18:00-20:00

[HEL A5 B ] L) A SZEUNEF N7 2 Wt A S 2 L\ Lecturer: Kaseo

H#f 1 20198 2H (£) 18:00~20:00 —— B Venue: Exhibition room in Arts Maebashi

ED : Kaseo
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Gallery tour by yuki Y and Arts i curators
‘Yamamoto and Arts Maebashi curators explained the contents of the exhibition together.

Date and time: Sunday, 4 August 2019 / Saturday, 24 August 2019, 14:00-14:30 each day
Venue: Exhibition rooms in Arts Maebashi
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245 7— VIS RRE [Workshop] Gallery tour by Suiran preparatory school students

chool students, who were attending an art preparatory school established by Suiran, one of the exhibition’s cooperators,
Maebashi to see Yamamoto and developed a new workshop in the exhibition room.

gave them a task to come up with a new story, based on the works exhibited in BEYOND 2020: Morality and Art, and they
lained the stories they had come up with in a gallery tour style.

new workshop together resulted in meaningful exchanges between the artists and Maebashi-based high school students.

time: Friday 16 August 2019, 14:00-15:00
hibition rooms in Arts Maebashi
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discussion] Arts and Crafts and Moral Education

nt brought education experts together to discuss issues on the theme of ‘art and craft, and moral education’. As indicated in
‘Yamamoto’s new work, Beyond 2020: Morality and Art, Yamamoto set the theme by posing the question: “Are there any
ions in the field of compulsory education where both arts and craft, and morality are taught?” The former is characterized by
a diverse view, whereas the latter aims to teach a single code of conduct.

unji as a moderator, four speakers introduced their activities and presented arguments on the similarities and differences

™ rt and craft, and morality from the perspective of their specialty.
FBHEONT [SANELODRSERHHET S (K

= - ‘ ime: Sunday, 25 August 2019, 14:00-16:00
e N H ME BRVBOp? 4 3 . N o . . . .
B Sl e B I EE AR E iR B ] B eakers: Masahito Higashira (Educational Supervising Officer, Elementary and Secondary Education Bureau, Ministry of Education,

HHBBAKAET L =5 =& B0, 4NOGHHIZL 2 ure, Sports, Science and Technology), Akiko Gunji (Associate Professor, Faculty of Education, Gunma University), Takahiro
ZHZNOWMER A S R RIL - Sl & A I3 104 a (Supervisor, Subject Guidance Section, Compulsory Education Division, Gunma Prefectural Board of Education), Yasutaka
B8 201948 525 F (B) 14:00~16:00 (Teacher, C_)chanomizu Univgrsity Elementary Sct]ool), Nobuyuki' Kubp (Visiting Professor, Centre for Cooperative Research
THEE WA A (IHHFENEHEHER 85E). BEBEFE @ - 8 velopment in School Education, Faculty of Education, Gunma University)

FBBRHFE (ROKLTFAF FBINFEHH) . ARIET EEAEHY A Arts Maebashi Studio
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I ri(Conversation) Art Days
BLeAUT—bFLX is a program planned by trained volunteers, known as ‘Arts Navigators’. The Arts Navigator in charge selects two artworks: one
Wisx2Z IR T T4 7 [T—VFEr—5—1 7 ) the collection of Arts Maebashi and one of Yamamoto’s, and freely exchanged dialogue with the participants as they viewed the
SN &I E RISV TEREHRT T 2D $ orks together.
e . "  and time: Monday, 2 September through to Sunday 8 September 2019

~ 1 14:00~14:
Ez iolgf-?;éig) SIENED CRPERAE =i b :00-14:30 on Mon., Tue., Thu. and Fri.; 11:15-11:45 on Sat. and Sun.
Venue: Exhibition rooms in Arts Maebashi
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[Workshop] The world of circuit bending
Building on the lecture by Kaseo, Tomofumi Taniura, a synthesizer player in the band seikima3, led this workshop where the
participants experienced circuit bending using electronic chimes.
People with a wide range of interests and ages, including children, high school students, and noise music fans, took part whether or
not they had any previous experience in electronics. Many of the participants were undertaking the process of circuit bending for the
first time, and were able to share their experiences while teaching and learning from one another.

At the end of the workshop, Taniura did a live performance with 150 Game Boys he had modified.
BE¥:20194£9A16A (B - 4%) 11:00~18:00 i
SHED : AHAAX (#4287 3) > X y Date and time: Monday, 16 September 2019, 11:00-18:00
KB T VHIE X8 TF = 4 i — nstructor: Tomofumi Taniura (seikima3)

e Venue: Arts Maebashi Studio






Takayuki Yamamoto x Arts MaebBashi

BEYOND 20XX
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In the Era of Bright Dystopia

For the Future We Can Choose

K oi zumi M ot oh ir o

Associate Professor of Rikkyo University

We live in the era of bright dystopia. On a foundation of market fundamentalism and self-centred
individualism, competition among nations, cities and multinational corporations has been rising.
This short-term competition can breed an attitude of irresponsible populism, disregarding the
historical lessons, views and experiences of ‘experts’ and citizens. Cultural and social minorities
are often regarded as tools of consumption, or are treated as if they are no longer visible, useless

for making economic gains.

The dictators of the past spoke eloquently of their own claims, no matter how absurd they were.
Adolf Hitler exclaimed. “Jews win by deception and die out on the truth. Jews are parasites”.
On the surface, however, today’s rulers espouse ideals such as ‘diversity’, ‘mutual aid’, ‘sharing’
and ‘dialogue’, smile and talk about the importance of hospitality towards others. In reality, they
coerce vulnerable citizens such as the disabled, the elderly, the poor, children, foreign workers and
some volunteers to partake in menial tasks or be trained to do so, in the name of ‘collaboration’
or ‘the dynamic engagement of all citizens’. Not only that, but at times they are even required to
act as spokespersons for the rulers themselves. Todays rulers also create ‘festivals’ and gambling
halls that fit their growth strategies and create places for citizens to relax by covertly taking from

their wallets what little money they have saved from their daily labour.

What is worse is that the citizens themselves wish for and enjoy a society as such. An authority in
this modern society is not meant to make people strictly subordinate to rules. As Foucault once
said, rulers try to intervene and manage people’s ‘lives’ themselves. Therefore, our emotions are
unconsciously directed towards a specific purpose; capitalistic interest that commercializes human
feelings. When we choose music, videos, and photos through YouTube, Instagram, Facebook,
Twitter, or TikTok, and click a “Like” button, our emotions are controlled and lead in a specific
direction. We are now living happily in a society, where oppressions, inequalities, and surveillance
reign, and which are depicted in many dystopian novels, movies, manga and animation such as
1984, Blade Runner, Matrix, and AKIRA.

In the exhibition, ‘Takayuki Yamamoto x Arts Maebashi Beyond 20XX’, Yamamoto, through
the museum’s educational dissemination programme, explores the contradictions and hypocrisies
of the art and education system - a system that is often structured on the predatory and exclusive
attitude of authority figures and market interests. In recent years, museums have tended to
emphasise relationships with various social actors outside the art world, such as local communities

and children. These museums activities are sometimes referred to as “learning” rather than

“education” and stress the importance of ‘creativity,’ ‘sharing,” ‘dialogue,” ‘exchange,” etc. Yama-

moto’s series of workshops and exhibitions are an attempt to condemn and question the structure
of ‘bright dystopia’ which has widely spread throughout modern society, while he uses the art

education field as a test paper where people should strive to be most liberated and creative.

There is more to it than that. Most importantly, Yamamoto also tries to present the possibility
of practices to transform unequal, exploitative and trivial social structures. He takes a distractive
counterbalance, so to speak, with a kind of populist language, and gestures through science fiction
films and street culture, against the dominant structure of ‘bio-power’, which directs people towards
a certain ideology ‘of their own volition’ in order to organise them towards a convenient goal. Or,
through the art of surfing, which stands between the relationship between nature and the body, he
brings in tactics that, so to speak, nullify this bio-power. These are manifestations of Yamamoto’s
belief, or at least a glimmer of hope, that we have the potential to transform dystopia through the
power of art to, as he puts it, “continually renew our view of the world and provide people with

new perspectives that they had not previously been aware of”.

However, Yamamoto’s gestures are very different from the attitude of conventional art education,
which praises children’s innocent expressions in a prepared incubator with open arms. Through
Yamamoto’s methods, the curators who ‘teach’ the established system of art are then put on the

side of ‘learning’, and their natural senses, which are embodied by the system, are shaken.

With Yamamoto’s approach, all participants thoughts, feelings, words and actions are born out
of a different perspective, which gives birth to new experiences. The fruit of these actions and
new experiences could pave the way for the overthrowing of this ‘bright dystopia’. Through
Yamamoto’s tactics, and the challenge of manifesting his new perspective, the participants
face a series of discomforts, and what manifests is actuality: the difficulty, toughness, respect,
and enjoyment of sharing this moment with the lives of others. This state of being is not easily
deceived by the falsehoods and emotional manipulations stated in the name of ‘diversity’,

‘dialogue’, and ‘sharing’ by those in power.

There is a line in Katsuhiro Otomo’s AKIRA, in which Kiyoko, a character in the story, a child
with second sight, tells of AKIRA, whose power could destroy the whole city of Tokyo. Kiyoko
states: “The power of AKIRA exists in everyone. But when that power awakens, a person has
to choose how to use it, even if the person is not ready.” The choice needs to be made because
“there is more than one direction in our future, and that means that each of us has a future to
choose.” The story AKIRA was set in the future year of 2019; as Yamamoto quoted Otomo’s
words at the exhibition, the time has “already begun”. Yamamoto has been expressing the need
for everyone to be prepared to ‘choose’, and the importance of continuous efforts to find new

possibilities through this challenge and the joy gained from it.
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Takayuki YAMAMOTO

Born in Aichi prefecture in 1974. Moved to England after completing the Graduate School of Aichi University of Education, and completed Chelsea
College of Arts of the University of the Arts London

Through his experience as a primary school teacher, ‘education’ is one of his prime themes. Yamamoto depicts the peculiarities of systems and
customs that are usually unnoticed, and the relationship between individual and society, based on creative sensitivity latent in conversation and
plays that are explored through children’s workshops. In recent years, he has been working on many projects implemented in collaboration with
local communities. In 2017, Yamamoto stayed in London as the selected artist for the Program of Overseas Study for Upcoming Artists. He was
involved as a learning curator for Aichi Triennale 2022

The main exhibitions include: ‘Go-Betweens: The World Seen through Children’ (Mori Art Museum and others, 2014-2015), and Kochi-Muziris
Biennnale (India, 2016). Recent solo exhibitions include: ‘Takayuki Yamamoto x Arts Maebashi BEYOND 20XX’ (Arts Maebashi, 2019), ‘Takayuki
Yamamoto: Children of men’ (Art Lab Aichi 2017). Recent publications include: ‘Art and Labor’ (Co-authored, edited by Yoshio Shirakawa and
Atsushi Sugita, Suiseisha, 2018)

Arts MAEBASHI

This institution is responsible for the support and promotion of artistic and cultural activities. We believe that it is important for everyone to
express ourselves and understand each other. We all work together to think about what arts and culture can create and bring to the community
At Arts Maebashi, we want to be an essential place for everyone. In order to achieve this, we would like to introduce the following three concepts
that underpin our activities: Art and culture are created not only by artists and other relevant parties, but also by the many people who enjoy the
concepts, talk about them and share them with others. We aim to reach more and more people with our activities. We really appreciate your
continued support

To be creative

The need for individuals to express their own ideas is increasing in our modern society, where people with different ideas coexist. We believe
that creatively expressing and sharing your unique feelings or thoughts with others will lead to the appreciation of not just one value, but many
different values.

To share with everyone
Everyone is a player in both the arts and culture.When a large number of people participate, the charms of culture and art are slowly refined over
time, becoming irreplaceable.Everyone, from the young to the old, from the art-loving to the art-phobic, can be cultural players of the future

To be open to dialogue
We would like this institution to be a place where people can meet and engage in dialogue as they encourage each other’s individuality. Our
belief is that this is how many new ideas are generated, and become a source of strength for everyone in life
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