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List of Acronyms

TUA: Tokyo University of the Arts

GAP: Global Art Practice, Graduate School of Fine Arts, Tokyo University of the Arts
BAP: Ecole nationale supérieure des beaux-arts de Paris / Beaux-Arts de Paris
CSM: Central Saint Martins, University of the Arts London
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GAP

a place for sharing,
experimentation,
interdisciplinary and
transcultural practice
with multiple perspectives
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International Joint Project

granted by the Japanese Ministry of Education, Culture, Sports, Science
and Technology (MEXT) through its Program for Enforcing the Function of
National Universities
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GAP

a place for sharing, experimentation,
interdisciplinary and transcultural practice
with multiple perspectives

Established in April 2016 as part of the Graduate School of Fine Arts at Tokyo University of the Arts,
GAP has pursued activities with a global focus that transcend issues of nation and
culture in contemporary society, aiming to become a site of practice beyond a narrow sense of value where
people with diverse perspectives come together, while simultaneously providing a
place for experimentation and mutual learning. Entering its fourth year in 2019, GAP is working to
create an environment for deeper practical training and learning based on experiences.

What is emerging from the knowledge accumulated through collaborations with BAP and CSM,
which, including the preparatory phase, will enter their fifth year, are larger platforms for exchange.
2019 was also a year that brought significant results and learning.

What follows is an introduction to these achievements.
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SARIS

The Paris Unit of the Global Art Joint
Project was realized in 2019 under the
theme ‘ART AS EXPERIMENT: Body and
Sound.” The purpose of this project was to
invite students to consider their own as
well as their counterparts’ school as a place
for experimentation. They were provided
with classroom experiences incorporating
experiments in dance, performance, sound
and installation through which their artwork
came into fruition.

Prior to the project, theoretical classes
by Professor Pierre Alferi introducing the
concepts of ‘body’ and ‘sound’ as well
as experimental music classes by dj sniff
were held, while time was also allocated
for discussion about the theme before
commencement of the project. Joint
classes were held during the Tokyo
session (July 2-22) at the Toride and Ueno
campuses of TUA, as well as off campus at
the former Denchu Hirakushi House and
Atelier and BUoY in Kitasenju. The Paris
session (September 22-October 11) was
held at BAP in France, and also involved
participation in an extracurricular class at the
French National Dance Center. In the final
presentation held at the BAP campus, the
students were able to successfully present
the results of the project, mobilizing 80 to
100 spectators despite a 40-minute parade-
style performance.
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Paris Unit Project Theme

ART AS EXPERIMENT:
Body and Sound

Details

Project Period: April-October
2019

Place: TUA campus, BAP campus,
Denchu Hirakushi House and
Atelier, BUoOY, National Dance
Center

Final Presentation: 10 October
2019 at BAP

Support: Asian meeting festival
2019, LUPICIA, Bourjois
Participating students:

TUA

Na Ying Ching, Sepideh Hashemi,
Tomohiro Ishii, Mika Jang, Motoyo
Kawamura, Clementine Nuttall,
Sofia Mirai Totoki, Ryo Yamaguchi,
Masaki Yoshida

BAP

Carmen Alves, Béryl Coulombié,
Yannik Denizart, Nicolas Keroulas,
Cham Lavant, Eun Sol Lee, Sacha
Rey, Kobas Verschuren

Project Supervision:

Nobuyuki Fujiwara (Professor, GAP,
TUA)

Yusaku Imamura (Professor, GAP,
TUA)

Gwendoline Allain (International
Relations, Department of Studies,
BAP)

Faculty:

TUA

Yuko Mohri(Lecturer, GAP)
Natsumi Araki (Associate Professor,
GAP)

BAP

Emmanuelle Huynh (Professor,
Dance Studio)

Pierre Alferi (Professor, Literature)
Cynthia Lefebvre (Distinguished
Assistant Professor)

Mao Tao (Distinguished Assistant
Professor)

Félix Touzalin (Project assistant)
Jocelyn Cottencin (Film Director)
Guest Lecturers:

Akira Kasai (Dancer, Choreographer)
David Horvitz (Visual Artist)
Rully Shabara (A Member of
SENYAWA, Musician)

dj sniff (Takuro Mizuta)(DJ, Curator)
Valérie Joly (Mezzo Soprano,
Composer)

Didier Semin (Art Historian)

Details

Project Period: April-October
2019

Place: CSM campus, Suffolk, TUA
campus

Final Presentation: 17 September
2019 at Toride Campus, TUA
Support: NPO GASWORKS
Participating students:

TUA

Mayuko Kikuchi, Wu Yiting, Xun
Meng, Sayoko Suwabe, Naoto John
Tanaka, Cho Hyunjoo, Fan Jiemin
CSM

Siyan Zhang, Konstantinos Chaldaios,
Violeta Valcheva, Giorgio Lleuw-

on, Helena Adalsteindottir, Laura
Isabella, Winifred Pritchett
Project Supervision:

Nobuyuki Fujiwara (Professor,
GAP, TUA)

Yusaku Imamura (Professor, GAP,
TUA)

Paul Haywood (Dean of Academic
Programmes, CSM)

Faculty:

TUA

Mina Lee (Associate Professor,
GAP)

Taro Shinoda (Associate Professor,
GAP)

CsM

Alison Green (Course Leader, MA
Culture, Criticism and Curation)
Fred Meller (Programme Director,
Drama and Performance)

Michiko Oki (Distinguished Assistant
Professor)

Joe Craig(Project Assistant)
Guest Lecturers:

Takashi Takeda (Professor, Faculty
of Music Department of Traditional
Japanese Music, TUA)

Taku Irisawa (Research Assistant,
Wood Workshop, TUA)

Kaz Oshiro (Artist)

Pio Abad (Artist)

London Unit Project Theme

To Bring Nothing
to the Table

TUAxCSM

Global Art Joint Project

2019

The London Unit of the Global Art Joint Project
was realized in 2019 under the theme ‘To
Bring Nothing to the Table." ‘Nothing’ poses the
fundamental question of what to look forand
how to proceed when given nothing. Based
on this theme, the project was conceived
as a social application of contemporary art
in which, through multifaceted dialogue
and collaborative work, the participants
encountered the commonalities and
differences between each other’s cultures,
gained insight into their own identities
and, while building experiences of mutual
understanding and individual conflict,
learned about the possibilities of a
multicultural platform for collaboration.
Inthe London session held at CSM (July 8-29),
following a lodging field trip to a suburb of
Suffolk, the students engaged in activities
while discussing how to develop two events—
an ‘Exchange’and an ‘Occasion’—that they
had been assigned as ‘an empty table.” In the
Tokyo session (September 2-19), the
participants collaborated in the university
festival Geisai while comparing London to
Tokyo, and focused on individual production
in the workshops at Toride campus, where
Suffolk County was replaced with Toride City.
The final presentation—the ‘Occasion’—
clearly delineated the critical questioning and
empathy that the students had developed while
mutually sharing respective cultural backgrounds,
leading to complex mutual understanding.
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ART AS EXPERIMENT: Body and Sound

This year we decided to explore the concept
of body as sound, and sound as body. When
John Cage said: ‘the problem with sound
is music’, he freed sound of its musical and
academic dimensions. This opened up the
possibility of considering sound as its own
entity, created by the body itself, nature,
or artificially. In September 2019, students
performed Cage’s Musicircus (1967) at the
Centre National de la Danse in Pantin, where
they played music or created sounds all at
once.

Following on from the previous year, we (the
teaching staff from both schools, led by Yuko
Mohri, and myself) put together a laboratory
of sorts, composed of various elements
which each student could draw from and
create with, to their hearts’ content. Theorists
Natsumi Araki, Pierre Alferi, and Didier Semin,
performer & choreographer Maria Ribot,
musician Rully Shabara, and singer Valérie
Joly all brought their expertise to the table.

Two workshops proved key to unlocking
students’ potential and breaking out of the
confines of their respective disciplines.
Turntablist Takuro Mizuta, aka dj sniff, made
us experiment with the material quality of
sound and the simplicity with which it can be
emitted, using the most rudimentary means:
a needle and a paper cone fashioned into an
amp.

Butoh dancer and choreographer Akira
Kasai’s lecture was of particular importance.
He spoke on the role of the voice and the body
from a Butoh perspective, a contemporary
dance created by Tatsumi Hijikata and Kazuo
Ohno in post-WW!II Japan. He brought in
elements of theory and reflection to Eurythmy
displays, a movement art combining voice
and body that dates back to 1912, created by
Austrian-born alternative teaching pioneer
Rudolf Steiner (1861-1925). Kasai reminded
us that in Japan, the voice and the body exist
together (Noh & Kabuki). European ballet
has expelled the voice from the stage and
in doing so deprived the body of that dark,
deep-sitting energy Kasai calls ‘morbid energy’”.

| ran workshops combining vocalization,
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laughter, and writing with body movements,
something that sat just within the realm of
my regular dance and choreography work.
During a summer spent in San Francisco with
Anna Halprin, American choreographer Trisha
Brown made a suggestion that would later
serve as a starting point for the workshops:
long-form improvisation where all present in
the space had two everyday objects. By not
using the objects in the way they were designed,
we challenged ourselves to find novel or
unusual uses for them. Any reservations the
group may have had quickly disappeared.
This concept also appears in Halprin’s famous
piece Parades and Changes (1955).

In Toride, we tried our hands at Simone Forti’s
Logomotion , where one transcribes their
stream of consciousness uninterrupted for 15
minutes onto a sheet of paper, with the pencil
staying continuously on the page. It was then
read aloud.

These sessions were organized, shared and
experimented with to serve as a source of
creative nourishment, to open up new lines
of thought, to serve as a springboard into the
unknown, and even greater heights.

We wanted to offer students the possibility
to step out of their molds, to disassociate
themselves from the familiar, in the hope
of finding a greater precision and freedom
that they could feed back into their original
disciplines.

Another purpose of this exchange was to break
free of the passivity of the teacher/student
dynamic that at times makes for, explicitly
or implicitly, the former being dominant
over the latter. The exchange served as an
experimental laboratory bringing together
two different cultures, schools, teaching
philosophies, and methods.

The notion of ‘Parade’ added a ‘travelling’
dimension, making us consider how the facilities
of the two schools could be incorporated into
the performance. A few of the students made
discoveries of great use to their own work.

As with all experimentation, there was bound

Emmanuelle Huynh

Emmanuelle Huynh, dancer, choreographer and teacher, studied dance and philosophy. Her
work explores the relationship between dance and literature, music, light, ikebana (Japanese
floral art) and architecture. Signature pieces include Mua (1995), A Vida Enorme (2002),
Cribles (2009), Shinbai, le Vol de I’dme (2009), TOZAI I... (2014), and in collaboration with
Jocelyn Cottencin, A taxi driver, an architect and the High Line (2016) and portraits projects
in Saint Nazaire (2017-2019) and Sao Paulo (2019 and 2020) and with visual artist Nicolas
Floc'h, a four dancer’s piece inspired by the autobiographical work of Pierre Guyotat (2017).
Huynh is also very much involved in education, as the director of the Centre National de
Danse Contemporaine (CNDC) in Angers (2004 to 2012), Assistant Professor at the National

to be setbacks. This year, these were mostly
due to the difficulty some students had with
grasping the demands of a group dynamic:
punctuality, consistency, and continuous
engagement. There was also the duty of
bringing not only one’s own, but also others’
ideas to fruition. Visual artists habitually work
alone, and as such never get to experience
the sense of community that brings the best out
of the individual, the way only the intensity of
agroup can.

At the heart of this exchange, | continue to share
my dancer/choreographer approach, in which
the group is not seen as a hindrance, but as a
necessity and an opportunity.

*Anna Halprin (1920-), dancer and choreographer, widely
considered to be the mother of postmodern dance. She
still teaches to this day at the site her architect husband
Lawrence Halprin (1916-2009) built to pursue her research,
tucked away on the outskirts of San Francisco. Musicians,
artists, dancers (including Simone Forti and Trisha Brown),
and poets have taken part in her workshops. The Judson
Church’ (1962-1964), an experimental New York laboratory,
continued to develop her ideas. An innovative teacher who
paid particular attention to individual emancipation, she
developed a dance therapy after her cancer diagnosis in
1990.

*Trisha Brown (1936-2017), American dancer and choreographer,
collaborated with numerous visual artists, and composers.
She began her choreography work in the parks, galleries, and on
the roofs of New York, before taking her work into a theatre,
where she would go on to question the limitations of said
space. A supremely talented dancer, she passed away in 2017,
her dance company continues to perform her cult pieces
(Set and Reset in collaboration with Rauschenberg, Newark
with Donald Judd) and Early Works . After 1998, she turned
her attention to her newfound passion for baroque, classical
and jazz musical structure, which she would choreograph.

*Simone Forti (1935-), American artist, postmodern dancer,
and author of Italian descent. She improvises by mixing
text with movement, producing body sculptures (Dance
Constructions, 1961). She also has a keen interest in animal
motion, produces landscape portraits in dance form, as well
as drawing from current affairs for herimprovisations.

*The Japanese ‘Gutai’ (1954-1972) avant-garde movement
without doubt influenced performance in Europe and the
United States. The body of the artist plays a key role init,
as do the materials used (paint, paper, liquids, gas, sounds,
electricity). It presents Art as action, is performed in forests,
ruins, on stage, hangars, and more. Founder Jiro Yoshihara
wrote: “l am a teacher with nothing to teach, but | will form an
environment most conducive to creating”.

BAP professor and one of the core leaders of the
Paris Unit, Emmanuelle Huynh (contemporary
dancer, choreographer) has contributed a text
about the Paris Unitin 2019.
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School of Architecture in Nantes (2014 to 2016), and since September 2016, she is the Head
of the dance, choreography, performance workshop at the Beaux-Arts de Paris.

Alison Green

Alison Greenis a Course Leader of MA Culture,

Criticism and Curation. Sheis an art historian,

critic and curator with a strong history of publications,
public talks, exhibitions and conference participation.
She teaches the history of art and photography,
modernism, critical theory, theories of history,

and the history and practices of curating and art criticism.

CSM lecturer and one of the core leaders of the
London Unit, Alison Green (Course Leader, MA
Culture, Criticism and Curation) has contributed
atextabout the London Unitin 2019.
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For this project we proposed to work together
within a framework instead of around a theme.
The ‘we’ here was made up of academics
from the MFA Global Art Practice at Tokyo
University of the Arts and Programmes in
Performance and Culture & Enterprise at
Central Saint Martins, University of the Arts
London. Several ideas underpinned this: one
was a commitment to review and change our
relationship to things, quickly and radically,
inspired in part by working in the context of an
environmental crisis. The other was a desire to
focus on the habits, relationships, attitudes
and activities of creative research rather than
its products. This seemed important given that
the students were coming from different
practices: curating, art, performance, design.
The act of proposing remained embedded
in the title of the project To Bring Nothing to
the Table, as if each time the title is repeated,
the question is raised once again, ‘what is it
to..?’

There were two metaphors, if you like. One
was about ‘bringing nothing’—travelling
lightly, arriving somewhere, ready to work,
without all the devices that ordinarily
facilitate our practices. When this was
proposed, | thought: a pencil and paper. Keys
and wallet in your pocket to get you home
again. Arriving and seeing what'’s there to work
with. Reaching out for what you need, through
discovery. The purpose was, however, not
to be ‘free’ but to find out how to work with
others. The other metaphor was the ‘table’—
a location or a space for an occasion, an
invitation, a gathering, a presentation. Come to
the table, join us, pull up a chair. This opened
discussions—more metaphors, here considerably
stretched—around how big it is, what makes
it stand up, what’s on it, can an exhibition or
performance be a table, etc. And of course:
eating, drinking and socialising.

There were four distinct places where we
tried out this proposal for working together.
In the Suffolk countryside we walked, talked,
made food, rode bicycles, dressed up in costumes

and made/performed a number of artworks.
In London we were faced with a pile of other
peoples’ cast-offs and had a white-box room
to perform and share experiences. In Tokyo there
was heat, a busy—even chaotic—student
festival, Noh theatre, a thrumming city to
explore and a Category 3 typhoon. In Toride
we made and ate food, cycled or walked the
landscape, and worked in wood and glass
studios with people who have deep technical
knowledge.

Late in the project | wrote up some notes on
nothing. These were short reflections on
what | thought we had discovered having
worked together for around five weeks. They
imply meanings that can be seen as social,
natural, technological, political and poetical.

Nothing is what is overlooked. What you
can’t see because you are taught to not
value it.

Nothing is what is invisible. What you
can’t see because it is embedded in or
occluded by its environment. It could be
camouflaged, or it could be intentionally
hidden from view.

Nothing is what once was useful, beautiful,
valued, etc., but now is considered waste.

Nothing has an uncertain status. Nothing
is relative to something.

Nothing can be contested. In other words,
one person thinks ‘it’s nothing, no big deal.
But to another, ‘it’s not nothing. It is an
important thing'.

Nothing is the space in between other
things.

Another meaning for nothing would be
philosophical, which by definition needs
more time for reflection, critique and
understanding. There is potential, here only
gestured towards, to explore the project’s

experience of nothing in relation to some
quite famous philosophical debates about
the nature of reality and our access to
understanding the world around us. Jean-
Paul Sartre’s argument with Immanuel Kant
about there being no essence to reality,
only many versions, would pertain. Sartre, in
his book Being and Nothingness, explores
the idea that if we have no access to an
essential reality, we continually make and
re-make it. Sartre thought that individuals
ascribe meaning to themselves, and to
others, with reference to stable and things,
ideas, etc., but these are each unknowable
in themselves, and we are unknowable to
ourselves. However, the encounter with
other people and things is precisely where
this process happens. The ethics implied by
Sartre’s philosophical project was to bring
forward awareness of this ‘lack’ or emptiness
and a recognition of the fugitive nature of—and
our inability to possess—reality. Consciousness
is difference and negation.

As a project to learn something about creative
practice—and how to teach it—through
transcultural research, To Bring Nothing
to the Table proposed and tested the
possibilities of integrating teaching, learning,
making and socialising. We researched
together and shared it along the way. Here
| refer to many more ‘we’s’ than we started
with: fifteen MA students; artist Pio Abad;
translators (many informally but in the UK
it was Michiko Oki); assistants Joe, Monica,
Yoshi, Hayato; glass artist and TUA professor
Nobuyuki Fujiwara—amongst many others.
We did this within a framework of challenges
that came from being a large group of people
who began mostly as strangers, people who
come from different countries and who
differently consider their creative practices
and positions. This connected up identity,
practice-habit, interest and obligation, as
we hosted and guested and travelled and
studied together.

To Bring Nothing to the Table



In the first half of the Tokyo session,
the students had already attended
numerous lectures and workshops, and so
an interim presentation was held in the
form of an open studio to consolidate
perspectives. The program was put
together through discussion between
students and teachers about how to
adapt previously acquired expressive
methods to presentations taking the
form of performance art.
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During the Paris session at BAP in the
latter half, a body workshop by Professor
Emmanuelle Huynh took place almost
every morning. The purpose of the
workshop was not to nurture dancers,
but rather emphasize the consideration
of physical movement amidst the
relations between the other and space.
For students who had no experience of
physical expression, the content was
arranged in such a way that they could
consider the body as an element of their
expressive range.
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Looking Back

Inheriting from the previous year the theme
‘Art is experimentation, and the most
effective place for experiments is the school,
the framework of experimentation expanded
this year to include not only ‘body’ but also
‘sound.” In addition, the workshop was not
confined to the school but also involved
active participation in events that comprise
actual manifestations of experimental art,
such as the Asian Meeting Festival held at
BUoY in Kitasenju and John Cage’s musical
work, Musicircus, performed at the National
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Dance Center in France. The sheer amount
of information appeared to overwhelm the
students, but | feel that being given the
chance to participate in art history and sites
of activity through direct experience was
very significant for them.

With various activities taking place, the final
presentation began in a rather guerrilla-
like manner, but the students delivered a
powerful performance despite the presence
of alarge audience.
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ART AS EXPERIMENT:

Body and Sound |

Yuko Mohri Paris Unit Project Leader

on the Project

Adopting ‘Nothing’ as the central pillar, this
year’s program was a challenge both for the
students and teachers. The students had to
think and act for themselves throughout,
from initially identifying a theme to deciding
what to do. ‘Nothing’ does not mean anything.
What is ‘Nothing’? How can ‘Nothing’ become
something conceivable? The question
becomes philosophical, and there was much
confusion among the students who had to
apply it to their actual practice. Meanwhile,
the teachers had to provide offhand
guidance and indicate a framework. Paying
attention to their use of language in order
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to give focused support, teachers used the
word ‘Exchange’ to refer to meetings and
‘Occasion’ to refer to presentations and, while
trying not to guide in any single direction,
they prepared a simple ‘table with nothing
on it"in available spaces on and off campus,
and kept persistent watch over the things
that transpired. The challenge continued
while moving among the four sites of Suffolk,
London CSM campus, and the TUA Ueno
and Toride campuses.

Nothing on the table, but you can put anything
to the table. Allis up to you.
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Nothing on the table, but you can put anything
to the table. Allis up to you.

To Bring Nothing

to the Table

Mina Lee London Unit Project Leader

A week spent in a former farm in the
center of a wheat field in Suffolk on the
outskirts of London. Daily life would
involve the necessity of cycling for 30
minutes to buy a carton of milk. Among
other events, the students mutually
shared things found during walks in
the ‘Exchange’, and baked original pies
which they then ate together at the
‘Occasion.
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The Toride campus has workshops that
can accommodate a variety of materials
and techniques. Collaborative activities
had occupied the majority of what had
occurred in the three locations before
moving to Toride, but the students
digested the experiences and encounters
they had gained and were able to connect
them to their own expressive forms by
using the workshops at Toride. At the
‘Occasion’ on the final day at Toride,
students made a toast using their own
handmade glassware.
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INTERVIEWEE:
Masaki Yoshida
Ryo Yamaguchi
Tomohiro Ishii

Interviewed by :
Cho Hyunjoo, Sayoko Suwabe, Xun Meng

"We started from the basics.
Yuko from TUA and Emma from BAP began the program
by teaching us ways to stretch. We tried yoga and specific ways to breathe, slowly
getting ready to move our bodies. Even after some time into the program, instead of
learning sophisticated formula of choreography, we were encouraged to focus on
simply being aware of our bodies and imagining new scenes we can make with them.

For most of us, it was the first time trying to perform using our bodies,
which made the program even more challenging. Communication was not easy either.
Almost every student had a different nationality and cultural background.
We had to spend much more time deciding each step of creation
than when we were working as individual artists.

But ironically, we felt more freedom.
Our performance became bolder as days went by.
Masaki, for instance, once performed being completely naked.
We inspired each other within and outside of the atelier. We taught students from Paris
how to make Japanese origami, while they took us to local restaurants and told us
episodes from French history in return. A handful of students who were bilingual in
French and Japanese bridged our communication as a group.

Through the Paris unit program, we were able to rediscover many things.
We are now conscious of our bodies in a different way even in daily contexts.
We have proven ourselves their potential.
And we realized how bodily performance is not limited by its category;
it existsin all categories of art. For instance, when one paints, one moves one’s arm
and body to use the brush; when one shoots a video, one’s body moves according to
the camera’s angle. We are constantly aware of our movement now,
which makes us want to apply it to our own art practice.

Follow your attraction to new things.

Enjoy them, and take them in from their basics until you find them inside of you.
Paris has taught us todo so."

Reflections by students

> ART AS
EXPERIMENT:
Body and Sound

To Bring
Nothing
to the Table

INTERVIEWEE:
Cho Hyunjoo
Sayoko Suwabe
Xun Meng

Interviewed by :
Masaki Yoshida, Ryo Yamaguchi, Tomohiro Ishii

"We started from nothing.
Our unit’s theme: ‘To Bring nothing to the table’, was all that was given to us.
At the first meeting of our session in London, we were “teleported’ to Suffolk,
the most rural town one could imagine several hours northeast from London.
At the farm we stayed, we were not given any structured schedule, agenda, or
real instructions, but instead were expected to do something, anything, and yet nothing.

For most of us—no, all of us—it was the first time trying to do something
while aiming at nothing. For the first few days we were often confused
and even frustrated, spending much of the time chatting and doodling on grassfields.
We had never been told to be unproductive as such a cross-cultural artist group.

But soon, we taught ourselves how to propel.

On long walks along the Suffolk wheat fields, biking for an hour to go into town and
buy groceries, baking pies for a group dinner without having any previous experience
with the cuisine, we felt an internal shift that made us turn toward one another
and pay attention to a dozen faces of difference that inspired us.

Even as completely different minds, we were on the same page.

Through the London unit program, we opened ourselves to perspectives,
in which we learned how to sustain and power our own creativity.

The absence of a solid theme made us bond with what we had in our hands:
ourideas, tools, materials, and new friends, and focus on things that were already
unfolding in front of us. This dense focus on actual activities fruited within us as our
own guidelines, new works, and an overall atmosphere of deep human connection.
At first, nothing we were doing seemed to be connected to art practice, and we simply
felt lost. In the end, however, we were presenting videos and photographs, mask made
from a solid block of wood in Toride workshop, glassware; we were reciting satirical
pieces and performing our own interpretations of the experience at the final occasion.
We celebrated how everything we experience eventually lingerin our art.

Pace yourself to brace yourself, and look around.
Even ‘nothing’ requires your creativity."

Among those who had participated in =~ /Y=y h ORI 2y MIEMUL
the Paris and London Units, three GAP  GAPZ4EDMSH 5 ZhFh3AT O BEL

students from each un.it interv.iewed T 2 2E 12— LA, L=y MERVIRY
one another about their experiences -

throughout the program.

Studentinterviews compiled and edited by Cho Hyunjoo



ARTAS
EXPERIMENT:
Body and Sound

@Group photo before final presentation in Paris @Emma’s workshop in
Tokyo @John Cage Musicircus performance at CND, Paris @Rehearsal at
BAP, Paris @Feedback session at BAP, Paris @Preparation and making
tools for final presentation at BAP, Paris @ORIGAMI mask workshop at
BAP, Paris @Check out the venue for final presentation at BAP, Paris
@Planning the time schedule at BAP, Paris @Costume design at BAP, Paris
*1taken by Sepideh Hashemi, 2 taken by Mao Tao, 3 to 10 taken by Ryo
Yamaguchi

To Bring
Nothing
to the Table

©@Kostas' mask made in Toride workshop  @Final Occasion work in London
by Gio, Helena, Winnie @Sayoko drawing a portrait of Hyunjoo in
Suffolk @Kostas and Helena with the mask @Final Occasion work in
London by Kostas & Vio @Helena on grass in Suffolk  @Final Occasion
work in London by Momo  @Final Occasion work in London by Mayu
OFinal Occasion preparation in London ®Field across from student
lodging in Suffolk

* All photos taken by Cho Hyunjoo
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Global Vision and Activities of GAP Faculty

Yu ko M o h ri Lecturer, GAP

The experience of
beauty always comes
suddenly.

“Our perception is visceral"—these
are words architect Peter Zumthor
used when responding to the
question of whether beauty has a
form. He says that the intensity of
a brief experience, the feeling of
being suspended in time as if there
is no longer past nor future... these
are among the sensations that occur
when touching upon beauty. In
my work as an artist, | have come
to wonder whether being an artist
is about always waiting for such
moments.

My work involves the creation of site-
specific installations. Rather than
being based in a studio and working
from there everyday, this could be
described as the activity of visiting
various sites—such as Aomori and
Shodoshima, London and Paris,
Taipei and Sharjah— and searching
forwork that | could undertake, using
the inspiration found there as fuel.

In this kind of work, the experience of
beauty always comes to me suddenly.
For example, | visited Cuba early
last year. | was at a big concert hall,
with Cuban music flowing and | was
feeling at ease after having a bit to
drink, when | saw the chair where
a guard was sitting. It must have
originally been a folding chair, but
had been broken. It had somehow
been restored to use as a chair with
whatever was at hand: bits of wood,
plastic bags, and rope. The bricolage
was so extraordinarily beautiful
that the instant | saw this chair,
which had collapsed and then had
magnificent life breathed back into
it, the music and the air both stopped
and | was visited by a sensation

Installation works by Yuko Mohri

akin to having all of my previous
troubles blown away. This image has
remained strong in me. It seems to
me that Zumthor’s words about our
perception being visceral, quoted at
the outset, refer to such inspiration.
[tis not only in thingsand environments
one encounters while traveling that
one has perceptions that leave an
impression.

The Global Art Practice is a place
with an intense flow of people always
coming and going. In addition to
being exclusively a graduate school,
this department also has exchange
programs with universities in other
countries, making the flow of
students and staff, both in and out,
overwhelmingly higher than that
of other educational spaces. The
environment has ultimately led to a
variety of new encounters, including
students, that | would not have had
working creatively by myself.

Even in the familiar Ueno and Toride
facilities, the environment is
transformed through the knowledge
and experience brought in by people
newly encountered. There is even
more of a transformation if members
come together with completely
different prior backgroundsin terms of
lifestyle. In other words, encounters
with people are also a spring of
inspiration that would not have been
obtained working alone.

Does engaging in a global practice
simply mean travelling around the
world while one works? In recent
years, my attitude has changed since
becoming involved in education. It
is about perceiving something from
a certain fixed time, in a society and
era characterized by fluid change.
Couldn’t this also be described as
a global practice? | also wonder
whether that ‘attitude of passive
activity”is the work of an artist.

1/ Moré Moré (Leaky): Variations,
‘Sensory Agents’ (2018).
Photo: Len Lye Centre, New Plymouth

2 [/ You Locked Me Upin a Grave,
You Owe Me at Least the Peace of a Grave(2018).
Photo: Kuniya Oyamada

Encounters with others are also

a spring of inspiration.

1,4/ An installation inspired by the water leaks seen inside train stations in Tokyo. The work was constructed as a means to prevent actual water leaks that were
created on site. The work reached completion when the leaks had been dealt with safely and the circulation of the water had been achieved. It is a piece that captures
previously overlooked features of the city with a humorous and critical gaze. 2/ The angled spiral stairs suggests the anticipation of a perpetual ascending/descending
movement. A work whose reciprocation evokes the notion of eternity. The speakers were inspired by the Leslie speaker. The sound of two piano wires made to vibrate
using an EBow, generating several different sounds through their sympathetic resonance that reverberated throughout the venue. Rotation, spirals and revolution—
an acoustic sculpture installation that considers the energy arising from rotation. In addition, the title is derived from the words of Luis Auguste Blanqui, a French
revolutionary in the 19th century who could not stand the noise of Fort du Taureau where he had been imprisoned. 3/ A work which captures and orchestrates the
natural light, gravity and magnetic force in the space. The score generated by the goldfish swimming in the water tank is an homage to John Cage’s Variations VIl (1966).
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3/ flutter at Voluta (2018), Camden Arts Centre.

4 [ Moré Moré (Leaky): cabinet at summer rains
(2019), SCAITHE BATHHOUSE.
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Collaboration Project

At our overseas partner schools BAP and CSM, attempts are being made to develop educational environments

that transcend countries and continents, expanding new exchanges and collaborations between universities that differ
from international exchanges to date. Included here is a contribution from the Dean of Academic Programmes at CSM
and from the Dean of the Faculty of Fine Arts at TUA. In addition, a short unit by Emmanuelle Huynh was held

in 2019 for all students of the Department of Fine Arts with the aim of sharing what is being learned in GAP.

The progress of this unit is introduced on pages 16 to 17.
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Since its establishment in 2016, GAP has
collaborated with CSM and BAP on what
is called the Global Art Joint Project.
Encompassing an initial year of preparation,
its five-year history as of 2019, has involved
overcoming many barriers including
differences in culture and educational
systems to develop a new educational
program that institutions of higher education
seek in a globalized age. The reason we
have been able to continue on this difficult
journey is a desire for serious re-examination
of the current state of higher education
by this university and our collaborators,
and a shared feeling of urgency about the
importance and necessity of devising new
methods. There is much anticipation next
year, the sixth in the history of GAP, for the
unprecedented transcultural initiatives
Shared Campus by CSM, and the tentatively
titled SCHOOLS, a new platform by BAP.
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(Text by Yusaku Imamura)

TUA's Vision

People are born on the earth, and live their lives while connected to nature,
society, and to one another. Through these relations we become conscious of
ourselves and of the age we live in, and this leads each of us to the realization
that we are alive. | consider art to function as a medium through which people
can form relationships with nature, with other people, and with society. And |
believe that having an interest in art means to have an interest in relationships.
There are various countries, regions and peoples on the earth. | believe that
artists possess the means to consider the condition and significance of such
relationships, fostering people with the feeling of being alive while providing
vitality to the inhabitants of the earth.

Developed by TUA in collaboration with universities and other organizations
based overseas, the art project TURN engages artists in social issues in different
regions with the aim of altering awareness of such issues. In addition, DOOR is a
program that strives to nurture human resources to that aim.

And GAP was newly established in an era in which the social role of art is
changing dramatically. Attracting students with diverse backgrounds and
perspectives, | hope GAP will bring about the creation of new art forms in
society through the application and pursuit of various relationships.
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Katsuhiko Hibino

Artist, Dean of the Faculty of Fine Arts and Professor at
Inter-Media Art Department, Tokyo University of the Arts

CSM's Vision

Why is it necessary to have a graduate program

on transcultural practice and collaboration in our time;
what is the object of our hope and ambition?

There is nothing. We don't hope. We have no ambition. There is no particular point.

Negative and reductive phrases that are immediately demotivating and undermining of cultural aspiration. Either that, or words
presented out of context.

Tokyo University of the Arts and UAL: Central Saint Martins are two educational institutions specialising in Art and Design that
are each recognised for their global influence, the excellence of their legacy, and the depth of their impact on contemporary
cultural landscapes. We have chosen to work in consort, to affect distinctiveness in the area of international partnership and
collaboration. We have elected to forefront student agency and co-operation as a means of seeding change (cultural and social).
We have initiated a long-term commitment to mutual recognition as a route to a genuine exchange of values and perspectives.
We are actively and strategically connecting to a much wider network of specialist Universities in the interest of a future facing
Shared Campus that harvests wisdom from experience.

We are doing all of this for nothing, with no particular hope and no fixed ambition.

It is way past the time when we should start to actively doubt orthodox positions and dominant cultural voices that have no
basis in diversity or a range of insights. It’s time to want nothing, because we need to imagine everything. It is the moment to
capture hope in the processing of positive actions. The next generation, our students, can work without ambition because there
is an immediacy; their efforts and discourses are meaningful in the now. There is no particular point, because there are multiple
perspectives and multiple solutions that demand a fairer environmental and social ecology and a more equitable distribution of
positive outcomes.

Itis not necessary to grow transcultural collaborations, it’s essential. If we believe in humanity, there are no national borders. If we
need global solutions, we need international communities. If our future is to be assured, it is vital that our individuals can connect
theirrealities. And, if we aspire to education, we have to start to learn from outside of our own priorities.
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Short Unit ‘Body as a Stage’

Emmanuelle Huynh is the first professor of
performance at BAP. Her class is a place where
embodied knowledge within formative arts
education, and an awareness of space and
the world through the body can be gained,
namely a place for learning knowledge beyond
language. Huynh restores education, a field
that tends to be a place for learning techniques
and methods, to the primordial site of the body
and brings us to reconsider its existence.
Over the past two years, she has been conducting
joint classes with GAP, and in order to allow
more students the opportunity of experiencing
educational methods that have had significant
results, a three-day intensive class was held as
a short unit for students of the Department
of Fine Arts and Graduates School of Fine
Arts including Oil Painting, Sculpture, Crafts
and Inter-Media Artat TUA.

While arousing physical sensations in the
individual, her classes also heighten
awareness of relations with others as well as
one’s position within a collective. Movements
are not made with a preconceived image,
but rather arise organically so as to cause
relations between ‘I’ and ‘the other,” and
allow the body and space to respond to one
another. By moving slowly while sensing
what is happening in the moment, the
participants move to form a landscape.
Continuing from morning to evening,
this three-day intensive workshop was
a substantial learning opportunity and
led to significant realizations among
participants. At a time when performance
occupies an important position even within
contemporary art, it is vital to vigorously
incorporate embodied knowledge and
learning through performance into art
education. It is my intention to continue and
further develop this class next year.

Details
Instructor: Emmanuelle Huynh (Professor, Dance Studio, BAP)
Course period:July 29 - 31,2019
Venue: Ueno campus
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(Text by Yusaku Imamura)

Collaboration Project in TUA

Student voices

*RBEMOFEF, 2019F7RREDIERTT,
*Students’ year of study is current as of July 2019.

Oil Painting Undergraduate Year 2
Mika Kasai

| usually make drawings. Since | normally only use my eyes and hands when making
work, | had never really been aware of my physical sensations. Through participation in
this short unit, | became acutely aware of the physical sensations throughout my body
that would usually go unnoticed. | feel like my field of vision has expanded. In addition,
since my practice has mainly focused on thinking with my head, it was refreshing to
experience thinking through the actual use of my body as a means of production. It was
a shame it only took place over three days. | would certainly like to participate in future
classes of this kind.
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Inter-Media Art Doctoral Program Year1
Sachi Tanihara

| was truly fortunate to be able to attend this class. It was the first time | had learned
about creative and experimental physical performance, and it led to a string of
discoveries. | was very impressed by the way | was guided throughout the class to
create organic movements that | had never experienced before despite having no prior
encounters with creative dance. Having experienced the reawakening of sensations
deep within me over three days, | feel this class will have a lasting impact on my research
in the future. It was so compelling that | thought how wonderful it would be if it became a
full-year course at TUA. | will never forget the class, and | am sure to use the experience
in the future.

SEEEMRE #BH1E AR &8

COIREEZHETETC AYICFAIEE T UL, RIEN TERINEBH/INT A —< X%
NI=DIEHTT. BEOERE T U BFZ L XRBRIIFEAELLTH, BELELTS
FTRERLI-CEDBEVBZEBRICIE TWWIDLIBNTL2E o722 &, a1
TVET, BADRICHIBEHNFFUEFE N 2ZBRHP AL, BAOMEICSHEKRE
LEBESZBRELEBUE U, BAIOBEDREL L THo/-0FRES LLWDIZER A
B<BVEBEL, SRR D LI BIFE T UL, ZORBREMBHISRITEN LTVEET,

Oil Painting Undergraduate Year1

Miyu Mori

| am a first year undergraduate in the Department of Oil Painting, but | had been
interested in the physical expression classes run by GAP from the beginning. However,
since GAP is only for graduate students and there is also a language barrier, it felt very
distant. With such obstacles removed, | feel very fortunate to have been able to join
this short unit and make use of this valuable opportunity. The words ‘diversity” and
‘global” advocated by TUA are closely related to the body, in the sense of opening and
expanding things that were closed, respecting differences between oneself and others,
and removing preconceptions and habits. | hope such a place of learning will continue to
be offered.
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Glass Master’s Program Year1
Chang Rachel Rugian

This three-day workshop was a first-time experience for me, and truly refreshing.
Until now, | had been accustomed to shaping and decorating things with my hands
and working from a rough concept in mind beforehand, from which | would develop
an image and then produce the work while thinking and adjusting as | progressed. In
this workshop, instead of prioritizing the mind in physical movements, we focused on
our own bodies, and were led to a heightened sensitivity of our skin, voice and other
aspects. Humans encounter the world through the body. My over-reliance on sight had
gradually led me to ignore the body, occasionally causing a feeling of being burdened.
By changing one’s perspective, the way one looks at things can change dramatically.
| believe this workshop will be useful not only for future research but also in daily life.
These three days have been truly enjoyable.
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Sculpture Master’s Program Year1

Anri lkeda

This workshop led me to experience indistinct ideas unrealizable in sculptural form
that | nevertheless felt could be given tangible form. The body sharing activity we
conducted in pairs on the first day involved a process of gradually synchronizing bodies
while sensing the body temperature and breathing of the other through the senses
of hearing, smell and touch that are usually hindered by vision, rendering an image of
mutually stepping into one another’s body and consciousness. Outside on the third day,
we synchronized our bodies with the ground, leading me to imagine being connected
to Mother Earth. In the stage workshop, which involved stopping the performance
with the word “end” to create a pictorial still image, | learned about the relationship
between time and the body. From such experiences, | understood that the sharing and
embodiment of images is born out of the relationship between the self and others, while
the images that emerged out of this workshop created a narrative in space. In the future,
| want to deepen my understanding of the body in my own sculptural practice, and
create works that utilize the body.
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Diverse Perspective

GAP also places importance on exchanges and collaborations with Asian countries.

GAP organizes a class called ‘Social Practice’ led by internationally active artists
who have a cultural background in Asia, which is becoming a place to gain deeperinsight and learn new methodologies.
In addition, the overseas research program ASAP has also been implemented since 2018,

resulting in visits to various cities across Southeast Asia. The invited lecturers for 2019, Ong Keng Sen and ruangrupa,

are introduced here together with ASAP.
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In a globalized age and for a globalized
art practice, it isimportant to be able
to recognize, discern and empathize
with the diverse perspectives that
existin the world.

Until now, humans have been trapped
in a narrow world with a fixed sense of
values and ideals shaped by hegemony.
As stated by the French philosopher
Jean-Francois Lyotard, there is no
need to be fooled by big narratives
that construct and justify certain ideas.
A single perspective constitutes a
world defined by a single focus,
comparable to the use of one-point
perspective in visual representation.
Diverse perspectives can be found
not in grand narratives or in culture,
but in individuals. It is important to
listen to these small voices.
Contemporary art provides a means
of confronting the diverse values
of the world beyond geographical
conditions and national values.
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(Text by Yusaku Imamura)

Ong Keng Sen has been involved
in numerous performing arts and
theater productions as Artistic
Director of TheatreWorks, and in
recent years as Director of Singapore’s
leading performing arts festival.
From 1994 to 2013, he organized The
Flying Circus Project, a sharing
platform and cross-cultural exchange
workshop that transcended eras,
nations and genres, leading him to
make a significant contribution as a
pioneerin Asian art and artist networks.
Keng Senis an old friend whose ideas
and criticism have always inspired
me, while for several years he also
gave intellectual support to Tokyo
Wonder Site as international advisor.
| invited him to GAP for two reasons:
One is his ability to read and criticize

creations with penetrating acuity, a
skill which is needed in transcultural
places of learning such as GAP; the
other is his work in platforms like
Flying Circus, which are still vital
today and should be discussed in
greater depth.

The GAP workshop involved learning
about the process of how personal
interests and preferences shared at
the beginning could be transformed

through fiction, developed into
stories, and presented at the end
in the form of a museum. It was a
workshop that encapsulates the
essence of the creative process
in a short space of time, greatly
stimulating students through
Keng Sen’s astute criticism of their
respective works.

GAP Social Practice Seminar o

Special Lecture: CREATING NOTHING - Intercultural Performance
and The Flying Circus Project 1996-2013

Ong Keng Sen

Lecturer: Ong Keng Sen
Course period: May 29 - June 3, 2019
Venue: Ueno campus, Toride campus
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Ong Keng Sen
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(Text by Yusaku Imamura)

@_ ONG KENG SEN, artistic director of TheatreWorks and the artspace 72-13 in Singapore, founded the Arts Network Asia, a micro-grant
Ei' peer organization and the international Curators Academy focused on the synergy between contexts and curation in Asia. His seminal
work is the nomadic artist residency, The Flying Circus Project which brings together international artists traveling through Asia, sharing
their contexts amongst themselves and young people in the local sites. He is a Fulbright Scholar and was awarded the prestigious Fukuoka
Asian Arts and Culture Prize in 2010 for his creations in Asian contemporary performance. His directions have been presented to much
acclaim all over the world including Lincoln Center in New York City, Thééatre de la Ville in Paris, Edinburgh International Festival, Theater
der Welt in Berlin, Shakespeare Festival at Hamlet’s Castle in Denmark, Tanzquarter Vienna, Rotterdam Schouwburg, Roma Europa

Photo: JeannieHo

Festival, Cocoon Theater in Tokyo, Idans Festival in Istanbul, Panorama Festival in Rio de Janeiro and Adelaide Festival in Australia. He

holds a Masters in Performance Studies (Intercultural Performance) from Tisch School of the Arts, New York University and was also an
Adjunct Professor with the National University of Singapore, where he started the theatre studies programme in 1992. Ong is the Founding
Festival Director of the all-new Singapore International Festival of Arts (SIFA). He directed four editions of SIFA from 2014 to 2017. He is
the first Singapore artist to have received both the National Arts Council Young Artist Award (1992) and the Cultural Medallion (2003).
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“Our dialogue is inefficient. Probably
all of you here at the university are
seeking something efficient...(laughs)”
These are the words of Ade Darmawan,
representative of ruangrupa, spoken
at arecentinternational forum.

The values that ruangrupa offers
are diverse and reflect tolerance,
placing importance on the process of
continuing the dialogue itself rather
than the premise of confronting the
listener with conclusions. There is a
historical and cultural background
to such thinking. In the late 1990s
at a time when the dictatorship had
continued for more than 30 years,
Indonesia suffered from the Asian
Financial Crisis, leading to rising
inflation, unemployment and social
unrest. It was an era in which you
would be arrested if five or more
people gathered without asking prior
permission. Sensing that the social
system is not simply something

provided, but must be built by the
people themselves, students took
action. The activities of ruangrupa
also began at that time. Indonesia is
a diverse country, consisting of more
than 13,000 islands on which more
than 500 languages are spoken. That
is why it is important to talk while
admitting differences.

ruangrupa first secured a space of
their own, and started by creating
a ‘living room.” Initially, the size was
approximately that of 4.5 tatami mats
(‘ruangrupa’ means ‘the shape of a
room’in Indonesian). The conversation

has continued since then. Appointed
as Artistic Director of Documenta 15
in 2022, ruangrupa are not planning
anything special and will instead
transfer their activities to Kassel
unchanged. ‘Lumbung’ (rice barn)
expresses their idea of sharing. This
will surely have a profound effect
on the creation of societies in the
coming era. Even though they are
attracting attention from around the
world and fully occupied with work,
they agreed to hold a weeklong
workshop here at GAP. How will this
seed grow?

GAP Social Practice Seminar 2"

Special Lecture: Artist Collective-Space as a form and place where
we take partin distributing knowledge and experience

ruangrupa

Lecturer:ruangrupa
Course period: October 17 - 21,2019
Venue: Ueno campus, Toride campus
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Iswanto Hartono Reza Afisina
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(Text by Yusaku Imamura)

ruangrupa - always written using lowercase letters and without spaces - is a contemporary art organization
and artist collective founded in 2000 by a group of artists based in Jakarta, Indonesia. This collective started
as a contemporary art ecosystem that was developed from a nonprofit work model. As an NPO lead and
founded by creatives, ruangrupa is involved in wide-ranging initiatives including operating the art space that
they use as their headquarters, holding exhibitions and workshops, conducting research as well as directing

international exhibitions.

In 2019, ruangrupa worked together with 2 artist collectives: Serrum and Huru Hara to initiate Gudskul:
Contemporary Art Collective and Ecosystem Studies. This is an educational platform aimed at maximizing
learning opportunities surrounding the arts in the forms of collaboration and sharing.

Another facet of their art ecosystem is the ArtLab which is a program that examines art projects and perform
creative collaborations. These usually deal with urban issues and the media. ArtLab aims to be a space for
individual artists or interdisciplinary groups from within and outside Indonesia to interact and work together.

Since last year, together with Professor
Tsuyoshi Ozawa of the Department
of Inter-Media Art of TUA, we have
organized trips to encounter Asia
in the form of ASAP. Last year we
visited Ho Chi Minh (Vietnam) and
Bangkok (Thailand), and this year
we visited Bangkok, Jakarta and
Yogyakarta (Indonesia).

Since last year, we have held workshops
in Bangkok with our international
exchange partner Silpakorn
University, and this year we visited
Indonesia Institute of the Arts,
Yogyakarta, which is a candidate
for a new international exchange
partnership. Art and culture around
the world is becoming increasingly
diverse and multipolar. With its
remarkable economic growth and
a flourishing of the arts and cultural
activities, Southeast Asia has been
attracting worldwide attention in
particular. This region offers the
possibility to discern a variety of

values and worldviews that differ
from those prevalent mainly in
Western Europe. Every year, we also
visit art biennales held in various
parts of Asia, providing opportunities
to learn about the unique challenges
faced by different cities as well as
issues shared across the world.

The most important aspect of the
program is the opportunity for
students to learn through encounters
with internationally active Asian
artists, visiting their ateliers and
gaining direct exposure to their
methods and ideas. Artists’ ateliers
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visited so far include Dinh Q. L&, Wit
Pimkanchanapong, Heri Dono and
Entang Wiharso. In Indonesia, where
the activities of artist collectives
are flourishing, we visited several
collectives including ruangrupa, the
most representative of them all.

In ASAP, we value the importance of
learning about diverse worldviews
through firsthand experiences in
other countries, and it is our hope
to further develop the program to
include respective parts of Asia in
the future.

Asia Study Trip

Arts Study Abroad
Program (ASAP)

Details

Instructors: Yusaku Imamura (Professor, GAP),
Tsuyoshi Ozawa (Professor, Inter-Media Art)
Course Period: November 11 - 21,2019

Cities Visited: Bangkok (Thailand),

Jakarta and Yogyakarta (Indonesia)
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(Text by Yusaku Imamura)

ASAP Credits

Suwanna Kongsakpaisal, Surain Thapanakul
(Luean Rit Community)

Jakapan Vilasineekul, Veerawat Sirivesmas
(Silpakorn University)

Wit Pimkanchanapong (Artist)

Melani Setiawan (Art Collector)

Rudy Akili (Akili Museum of Art)

Irwan Ahmett and Tita Salina (Artist)

Mia Maria (Pasar Seni Ancol)

Jun Tirtadji (ROH)

Ade Darmawan, Iswanto Hartono, Reza Afisina
(ruangrupa)

MG Pringgotono, Marcellina Dwi Kencana Putri
(GUDSKUL)

Bayu Genia Krishbie (National Gallery of Indonesia)
Aaron Seeto (Museum MACAN)

Yustina Neni (Kedai Kebun Forum)

Agnesia Linda (Cemeti)

Ucup Baik (Taring Padi)

Alia Swastika (Yogyakarta Biennale)

Heri Dono (Artist)

Suastiwi Triatmodjo (ISI Yogyakarta)
Yulriawan Dafri (IS| Yogyakarta)

Wimo Ambala Bayang (Ruang MES56)
Brigitta Isabella (KUNCI Cultural Studies
Center)

Entang Wiharso (Artist)

OeiHong Djien (OHD Museum)

Mami Kato (Studio Mendut)

Natasha Sidharta (IndoArtNow)



Global Vision and Activities of GAP Faculty

Yusaku |

As a new platform for
creation to actualize
connections in the
world, GAP is working
on global issues in our
contemporary society.

| read 'Global Art Practice' as 'art
practice in a globalized world and
era,'and believe that this department
is a space to think about and put such
an approach into practice. The world
can be understood and narrated
through a range of perspectives.
There are a variety of historical,
geographical, cultural, and personal
perspectives. Living in the modern
world, it could be said that we
need the sensitivity to listen to
those perspectives, touching them
directly with our bare skin, or feeling
as if we are. This is because we are
inseparable from this world in which
we live, and it is precisely this world
and our connections to it that make
us who we are—as Kitaro Nishida
said, “l am topos.”

| have came to explore connections
to the world through architecture.

m a m u ra Professor, GAP

It is from such a starting point that |
have engaged with activities varying
from curation to cultural policy.
These may appear to have different
functions, but they do not seem so
different to me. This is because |
think of architecture as the philosophy
of existence and space, and as the
technology that constructs (techniques
that generate) the world. Architects
actualize the latent power of space
according to how they view the world,
and how they insert new connections
into it. Looked at from such a point
of view, architecture, works of art,
and cultural policy are all things that
actualize connectionsin the world.

| established an art center called
Tokyo Wonder Site as a new platform
for creation in Tokyo and had been
running it as director around 17 years.
At the same time, | was also working
on a new cultural policy of the Tokyo
Metropolitan Government. It was an
attempt to connect cultural policy
and urban policy to create a place for
the freedom of art and culture and
a place for nurturing new talents.
The challenge was how to create
open spaces where anyone could be
creative. It was a place where people
could share ideas and activities and

a place for experimentation where
one can learn even from failures.
Against the trends of result-oriented
evaluation, | focused on the outcome,
going beyond the output and process
itself. | think this focus is relevant and
important for GAP.

| would like to develop GAP to be an
experimental laboratory to tackle
global issues in our contemporary
society, while working with our
international partners. It would
work on the development of new
educational methods, international
collaboration research, art projects,
artist-in-residence, and cultural policy
research from an interdisciplinary and
multi-perspectives. CSM, a partner
of global art collaboration projects,
is working on Shared Campus, a new
international university collaboration
platform, while BAP is building a new
platform called SCHOOLS (tentative).
In Asia, GAP is also working with
Silpakorn University to create a Social
Art Lab working on contemporary
socialissues. | hope that GAP will move
towards a new platform for education
and research by collaborating with
these new global attempts.
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Tokyo Independent, exhibition
worked on as supervisor. April 2019.
Photo: Kenshu Shintsubo

Zuni HK Belt-Road Cultural Exchange
Conference 2019, September 2019.
FATHEIN —F—BICHTS
ERMAERROLRERE T IRFECSM

3rd INTERNATIONAL SYMPOSIUM ON ART, CRAFTAND
DESIGN (ARCADE) 2019 ‘Establishing Society Establishing Humanity’,
Silpakorn University, Thailand, June 2019.

FADYFNIA-> KETRESNAEREAT VT DEMAZEHERSHICSM

Talk at Bangkok Design Week,
February 2019.

NATTHACI— I TDER

Beyond Wonder-Perspectives of Utopia,
Nagoya University of the Arts, October 2018.
[easr-72 94—

RRAT(RTh2019 —SFLELI-PETADREL  F2L—V3>
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Life in GAP

GAP s located in the rich natural environment of the

Toride campus. It comprises the Studio 401 that is used
exclusively by GAP, a space with commanding views

on the 4th floor of the Senmon Building, functioning

as a shared atelier for first and second year students

where they can pursue individual production. In this space
with high ceilings and good sunlight, each student works
diligently on their own creations.

Characteristic of the Toride campus is the specialized
common workshops. These facilities, which are available

to students of all departments of the Faculty of Fine Arts,
have instructors with advanced expertise and skills

in each workshop, who are able to support students’
self-expression and spirit of inquiry.

In addition, several other spaces are provided: the Senmon
Building Studio 104, which is used as a base for unit programs
conducted at Toride and as a classroom and exhibition

space for critiques; the University Museum in Toride campus,
which is used for exhibitions and critiques, and the GAP Room,
which is the base for lectures when held at the Ueno campus.
Another attraction of the Toride campus is GEIDAI SHOKUDO,
a canteen where you can enjoy warm and nutritious meals
thatis also frequented by many visitors from off campus.

GAPEHOHLEIS, BRHINBREODICHIMFERMTT,

BESLOVWWEMBBEROABEICAIE TS [401X27%] ($GAPEAD
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Workshops
at Toride
RFHEIRE

/

Metalwork Machinery
Workshop

Supports the production of diverse
expressive forms, offering precision
work using various machine tools to
a wide range of manual processing
methods including welding and
melting.

EITRF ETHEE
EHETIEHERIC S AT H SiEtE - R
EEDLFEICSBEEOITET, #2
BRBOR RIS K~ b

Metalwork Molding and
Casting Workshop

Melting and casting in bronze, brass,
aluminum, stainless steel, iron and
other metals are accommodated, in
addition to molding in plaster, silicon
and wax.

ETITR -HEE

JOVX, Bk TIVIZIL, ZFULX, S
L EDTERR - &I LBEHEDIZD, BEPY
Yz 7y 7 XL TR

Metalwork Enameling
Workshop

Facilities offering various kinds of
treatments and coloring for metal
surfaces. Among cloisonné enameling
techniques in particular, an original
glaze called ‘Geidai Yu' is being
prepared and refined here.

EITRF ERREUIEE
SERAOEEINT - HEEEIT R 5
ICEERAE. [EAHM] EFEEha Yo+
IVREDRE TS,

Wood Workshop

Possessing various woodworking
machines and hand tools, support is
given in selecting the best means from
numerous processing techniques to
achieve advanced sculptural forms in
wood.

AEMIRE
HRAGARTHMEFEREEE L. ZARGINT
FiE SRR FEEEIRL T REFRMIC
SEEEMENRRE/NN I TV T,
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Paint Workshop

Accommodates a diverse range of
expressive forms, including the use of
synthetic resin paints such as urethane
and lacquer as well as natural resin
paints such as Urushi lacquer and
cashew nut.

BREMIRE

YL Ty h— G EDARMIEEROIE
P B HYa— VSRR A A
THTOH L. SHTREAR ST

Photo: Miho Onodera

Studio 104, Senmon Building
EFHEHF104

o

Stone Workshop

Supports a variety of creative approaches
such as sculpture, mosaic, relief work,
works on pedestal, and stone. Fully
equipped with heavy machinery and
tools, dust extractor and outdoor
workspaces.

aMIE

B B0, LY T (FROBELE. R
PR SR RIS, AT
PR, B, R,

GAP Room (Ueno)
GAPJV—L (L5 #%ih)

/

There is also
a delicious
canteen!
BULLBED
HUET!

Glass Workshop

Fully equipped with facilities for hotwork,
kiln work, framework and coldwork.
Provides an environment facilitating
the exploration of glass as well as its
relation to other materials.

HIZAEMRIE

Ky NT=T FIWT—=7 TL—LT—7,
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Interviews with Students

Clementine Sarah Nuttall MFA GAP, Year1

“There is value in imperfection” —
This, Clementine explains, is what
she gained from extensively studying
the technique of kintsugi, and what
now forms the basis of her thinking.

Having studied conservation and
restoration of wooden sculpture and
architecture in the UK, Clementine
had an interest in traditional Japanese
techniques, and after staying in Japan
on two previous occasions, she
returned three years ago as a research
student in the Department of Crafts
at TUA. But why did she choose GAP
instead of continuing her studies in
the Department of Crafts? “| gave it
a lot of consideration, but | thought
GAP could offer more possibilities for

~

If you are curious,
open minded and
hardworking, GAP
has the potential
to be arewarding
experience for you!

N

Clementine Sarah Nuttall

Age: 36
Country of origin: UK
Year enrolled: 2019
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me to further expand the direction |
was taking as an artist.” So what did
she think after actually enrolling?

“It exceeded my expectations.
There were professors from various
backgrounds and with wide-ranging
careers, and | could consult with
them regardless of the problem.
| was free to experiment, while a
system of support was there to help
me achieve what | wanted to.”
Having learned to consider the
background of her work in more depth
after entering GAP, what Clementine
works on now is ‘the use of traditional
techniques to make new things'—the
fusion of tradition and contemporary
art. Here, one can sense the strong

I

conviction in her words at the
beginning.

“| think the beauty of imperfection
should not be limited to the field of
craft, but can be applied by everyone
to address problems facing society.
Thatis because wherever you turn to
in the world, you will not find perfection.
It is precisely for this reason, however,
that | want to discover value in
imperfection and share it with the
world, while it is my hope, in a sense,
to continue to transmit that value.”
There is much anticipation for the
future activities of Clementine, who
has already taken the first steps in
her careeras an artist.

KINTSUGI I, ceramic and urushilacquer, H4Ox W40 x D 40 cm, 2019
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First and second year students currently enrolled in the MFA program as well as GAP graduates
were asked to talk about their day-to-day experiences in GAP and projects
they are currently engaged in among other topics.

MIEGAPICTEFE T BB T1HE. 24, ZUTEEEIS. GAPTOERFEICDOVWTRELAZER
REFEL TV BMERICDOVWTLE, BEERAPETHOVELE,

*Year of study and age of interviewees current as of March 2020.

*PEXERIE 2020 FIARAENHER T T,

Hikari Katsumata MFA GAP, Year2

“After entering GAP, my sense of value
came to pieces in a good way.” These
are the words of Hikari, who enrolled
in GAP after graduating from the
Inter-Media Art Department at TUA.
She explains: “l was interested in going
overseas, and | was attracted to the
richness of the program after hearing
about it from a senior GAP student.”
She also describes how busy the first
year had been, which focuses on
the London Unit. It was apparently
in the spring of the second year
at the beginning of production
on her graduation work that Hikari
truly realized just how much she had
accumulatedin the first year.

“As | interacted with overseas students,
| realized there was no such thing as
having to do something in a certain

L"il"i.' ‘_‘ - | /
= Changing the
- ’ ging
¥ language or
I environment
will bring new

4
{I discoveries!
4 - - \

Hikari Katsumata

Age: 24
Country of origin: Japan
Year enrolled: 2018
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way,” says Hikari. Such a realization
occurred through trivial challenges
such as how to proceed with the
exhibition or how to divide the
workspaces, but it led her to consider
why she had liked certain things or
thought negatively of other things
until that point. “What germinated
through working with people from
London and Hong Kong in the London
Unit was an awareness of issues.”
Tissues and cardboard were the
materials Hikari decided to use for
her final work. What appeared at first
glance to resemble the fur of a luxury
carpet was expressed using these
materials.

“Rather than using materials that
were valuable or special, or things
unique to the art world, | wanted to

use something cheap and familiar or
that we would throw away as garbage
in order to overturn the senses of
value | had originally possessed.”
After graduation, she will start working
as an art teacher in high school while
continuing activities as an artist.

“I want to give students opportunities
to learn about contemporary art. |
want to question the true meaning
of expressive freedom, in English
if possible. The reason is because |
think art can act as a bridge between
people, helping us accept one
another.”

Nourished by the experiences
gained in GAP, it will be exciting to
see what kind of classes Hikari will
develop in a new environment.

Please turn to page 35 to see details of Hikari’s final work.
BMREADETIERIE, 35—JICFHMEBBL TV ET, TOTBIEIL,
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Yusuke Muroi Alumnus graduated in 2019

Currently, Yusuke is pursuing activities
as an artist while working as a teaching
assistantin the Department of Inter -
Media Artat TUA. He has actively held
solo exhibitions and was selected for
the POCORART National Open Call
Exhibition vol.9in 2019.

Yusuke talks about the extent to
which he couldn’t speak English at the
beginning, laughing as he says, “In
fact, | felt nervous even when sitting
next to overseas students during the
entrance ceremony.” He entered GAP
after working for two years as a stage
carpenter following graduation
from university. “| was so busy that
| couldn’t do anything other than
my job, and studying by listening
to English on my way to work was
about all | could manage,” he
explains. However, the most
significant experience for him during
GAP was participating in the Paris Unit.
How did he deal with the language
barrier?

“In comparison to native English
speakers, it is easier to understand
people whose native tongue is
not English. They would teach me,

~

There is something
to gain if you have
motivation. Trying
to obtain it by your

important.

Yusuke Muroi \

Age: 29
Country of origin: Japan
Graduated year: 2019
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own means is what is

and we would all talk to each other
while using body and hand gestures.”
Acquiring English in this way through
successive communication led him
to take the initiative during a trip to
Paris. He contacted the Fondation
Jean Dubuffet to ask permission to
see the work of Jean Dubuffet, an
artist he admired.

Talking about his own practice, Yusuke
describes how trying to make his work
coexist with the space is the most
important thing for him when
creating work. He explains; “How can
one intervene and make use of the
space without violently changing
it?”During the Paris Unit, Yusuke was
apparently impressed by Saint Marie
de la Tourette, the participants’
lodging throughout the trip,
which he describes as “a beautiful
space like no other,” and this was a
sentiment he felt was reciprocated
among the collaborating students
of BAP. “They had a strong aesthetic
sense, and it was pleasurable to
create a space together.” Whether
or not this experience influenced
Yusuke, he professes, “Collaboration

is now something that interests me.”

Finally, when asked about his future
prospects, an unexpected hobby is
discovered. ‘Actually, my hobby is
collecting Kokeshi dolls..., he says
with an embarrassed grin.

“Kokeshi craftsmen continually paint
the same face over and over. At first,
they do their best to imitate their
teacher, but with lesser skill. Gradually,
they get used to it and improve, and
the face they paint becomes unique.
However, when comparing two of
their dolls, you find the latter often
shows greater mastery while the face
of the former is undoubtedly more
appealing.”

Yusuke explains: “This applies to the
experience of people engaged in
art. That is why I'm always thinking of
betraying myself and returning to the
beginning.”

Update yourself by converting what
you have gained into something
different—his tireless challenge
continues.

Hamster-Powered Night Light
(Two-person exhibition with Gakudai Kawasumi)
Period: May 25 to June 9,2019

Venue: mumei (Kiyosumi-shirakawa, Tokyo)
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KEN&Peace
Period: October 22 to November 3,2019

Venue: HIGURE 17-15 cas (Nishi-Nippori, Tokyo)
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Diversity in GAP

Where students are from
O ¥4 HEHE

Chile, China, Colombia, Democratic
Republic of the Congo, Hong
Kong, Iran, Japan, Mexico, Norway,
Philippines, Romania, South Korea,
Spain, Taiwan, Thailand, UK, USA
FU,HE, a0CE7 O OREHME. F
B AT BA ¥, Jyz— TaUE
SOV ITOEE, NS BB 21 (¥
YX TA)H

Where classes were held
O BEHFEEH

France, Hong Kong, Indonesia, Japan,
Thailand, UK, Vietnam

TR EB ARRIT B 21 1F)
PPN

Where tutors are from
O BT ANVERIOHEE

Chile, China, France, Hong Kong,
India, Indonesia, Japan, Poland,

Singapore, South Korea, UK
FUHRE TR EE AR AT,
BA, R=F2 K, o AR—I, BE, 1¥UX
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Career path after GAP =zz#0en

Artist

Continuing studies as doctoral or research students at
universities in Japan and overseas
Participation in Artist-in-Residencies overseas

(Greece, France, Iceland)

Educational institutions (teachers and teaching assistants
at educational institutions in Japan and overseas)

Art magazine

Art dealer

Art translation

Video production company
Spatial design company
Advertising company
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Global Vision and Activities of GAP Faculty

M i n a Lee Associate Professor, GAP

The reality of
many people using
many languages,
living and working
in many spaces
—everyday at GAP.

There is an artist called Yoshishige
Ando. The postcard-sized sketches
that he kept painting, just like a
diary, pulse with the clear vitality and
breath of people gathering at the
market or washing on the riverside.
Ando was born in Matsuyama but
relocated to Busan in Korea for
various reasons, painting and
interacting with local painters. A
painter called Noboru Torii painted
an old woman from the front—
her hair tied up tight, and holding
a respectful gaze. Torii was born,
studied, and taught as an art
instructorin the ‘Joseon’region (now
the Korean peninsula). The two are
both Joseon’ - ‘immigrant.

They both lived in a time when Korea
was a Japanese colony, so the
word ‘immigrant’ might not sound
quite right; They lived with Japanese
language while Korean was flying
around them, and their lives were
flavored by Japanese Takuan and
Miso as well as Korean Kimchi and
Jjigae. The reality and warmth of the
blood flowing through this life side-
by-side impresses into their work a
power quite distinct to the paintings
of Japanese master artists residing in
the sovereign state of Japan at the
same time, who portrayed the motif
of Korea as something exotic.

The two have one more thingin common.

After returning to Japan (in the case of
Torii, the repatriation to Japan in 1945
is more accurately his first visit to
the country), they both hardly spoke
Korean, and tried to live only in their
‘post-Joseon’ worlds. Or rather, they
had no option but to discard Korea
from their lives. After the war, Japan
constructed their history as if they
ignored the time and space which
Japanese people spent in Korea
and which also existed in Japanese
society. At least, in the Japanese art
history written after 1945, there is no
description about Japanese artists
lived and worked in Korea and their
works even if they wrote about the
paintings by Japanese masters who
painted Korea with an exotic gaze
and exhibited their works at the
government-sponsored exhibitions.
In other words, as a result of the
border having moved, the activity of
the Japanese artists living in Korea
lost its place - or rather, its place to
be recognized.

What do ‘international’ and
‘interaction’ refer to, and in what form?
Do they refer to people crossing
borders and engaging in some kind
of human/intellectual/material
interaction at their destination? If that
is the case, and a border has crossed
where the people are, then how
should we refer to the interaction
before such a movement?

The reality of a great deal of people
moving easily and routinely
manipulating many languages, and of
individuals moving between many
locations during their lives (which
could not yet be described as the
norm within Japan) is the everyday
for GAP. That being the case, the
example discussed above may now be

beyond consideration. However, if the
accumulation of the kinds of context
in which one discusses the daily lives
of GAP students, and how students
themselves talk about it, forms the
history of GAP as it is today, then
one day when we look back on it, the
framework of the example above
might emerge, albeit from a different
perspective. | continue steadily
digging for traces of interactions
between modern artists in Asia with
such an idea in mind, as | pass the
days with students.
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1/ Korean and Japanese Modern Artists
in the Korean Peninsula, 1890s to 1960s
Exhibition leaflet.

[BEAEMROEL S L— (8] THURY—TL v b

2/ Old woman, 1943, by Noboru Torii.
Received the Special Award, Joseon Art Exhibition.
Collection of The Museum of Modern Art, Kamakura and Hayama.

BES (BE) 19435

MEXMREFRZTEE AR RILEAEMNER

3/ Nikkan Ichiba (‘Japan and Korea market’),
1927, by Yoshishige Ando.
Collection of Matsuyama-shi Hojo Furusato-Kan.
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1/ The exhibition toured six museums in Japan between April 2015 and February 2016. Takeji Fujishima's Flower Basket (top right) was painted when he was a teacher
at Tokyo Fine Arts School, during a one-month period of research in Korea in 1913.I1n 1935, he visited Korea as a judge in the Joseon Art Exhibition.

2/ Noboru Torii, 1918-2011 Born in Korea. Taught as an art teacher after graduating from a Keijo Shihan Gakko (Keijo Normal School in colonial Korea). After
repatriating to Japan in 1945, he worked as an art teacher at Yokohama Suiran High School in Kanagawa Prefecture until his retirement, but never told students about
his time in Korea.

3/ Yoshishige Ando, 1888-1967 Born in Matsuyama, graduated from Tokyo Fine Arts School (present-day Tokyo University of the Arts). In 1927, he quit his job as a
teacher and moved to Busan, Korea to dedicate himself to painting. In Busan, he frequently interacted with local Korean painters, and this sketch is one of a series
he made as a form of a diary during his time there. He continued to send his work from Busan to the Tokyo Imperial Exhibition, but after returning to Japan in 1935 he
changed his painting style and stopped talking about his experiences in Busan.
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Graduation
Works
2019

11 students from our 3rd graduating class

exhibited their works in the 68th Tokyo University
of the Arts Graduation Works Exhibitions,

which was held from January 28th to February 2nd,
2020. Please take a look at the culmination

of their work over two years in GAP.

*Italicsindicate English titles and brackets indicate Japanese titles.

*Comments from student’s primary tutor.

2020F1A28A~2R2AICH#EE /-

35680 RREMAF FE - BTERERICSVT,
GAPEII»5I$SE3MEE LD
ETENBPHEUE L

GAPTZUBI LI 2FBNERKREZEZEL,

*PFHREREBOETERBERL. () ABAEOETIERZERLET,
KA MIBFEDIBUHESLY,

Vinn Feng
TA T
Country of origin: People's Republic of China

perpetuum vestigium (IX—~F1TL XRT4FTL)
Organza, cotton, metal, fishing line
H300xW300xD900cm

She creates work that can be understood as the
visualization of emotional traces that once existed in
people. They comprise faint and fleeting memories,
embroidered as dates on thin cloth, or crystallized into a
single teardrop. Arranged at random, and involving the
placement of tears in petri dishes in a manner reminiscent of
a science experiment, her work is difficult to understand at
first glance, but a unique sense of poetry flows throughout.
(Taro Shinoda)

BRI APFELERIBEORFERE(LT L5 G EmEHIELTL
B SEVEMICATORIRE LY, RO—EEERILE LD L%
KBVETETH B, EMEMFICHENTN, BFEOERDLIICY v—
LICREANY, —RT2EZ2DTL T MIbP WD ZZIC
R ZIRIFORD RN TS, (EHEAER)

Koshiro Shikine
AR ThEEA(LER 250 55)

Country of origin: Japan

Tuxedo La Smoking Bomber (2%Y—FK-5:XE—%>7-KonN-)
Video installation
H250xW600xD500cm

China and France where he had stayed as a student,
Tokyo where he had rented a room, Kagoshima where
his grandmother lives, the Internet—the birth and loss of
‘relationships’ discovered in various places. The world is fluid
and ephemeral. Through the medium of video, he explores
the cosmos hidden in everyday life, which becomes visible
when editing commonplace scenery. (Yuko Mohri)

HEFFRISTHFELFE, 770X, REOTHEEPHEBIECER
B E¥ B a—3y bEGE BReuiGFir 5 RET [BR] OFE
E 'Kk, HRIIREPWTEV HENEANDREERETSET
RAT 3, BRICBUTHE WERRTRET2, (EFET)

Chiaki Haibara
JRIE F& (I3LES 55H%)

Country of origin: Japan

Blow Up
Video, sound installation
H500xW500xD500cm

She creates highly poetic forms to express issues that we
face in contemporary society, such as race, culture and
politics. The use of imaginative and abstract forms makes
it possible to approach the essence of such matters.
While appearing to consist of simple elements, the work is
carefully conceived, drawing the viewer into a sophisticated
conceptual worldview. (Taro Shinoda)

WL DOIERIE. NERIL. BUA. EHA2PBERESTHRATV 3/
HrETHEMICRBLTWVW S, FHP OHMRMICRBTZ2 &1L
V. ZDEROAREICBEIENTED, VTR ZBZERTHZ
DEGRIIRELERTHESN TS Y, BEZIEOSVERI it
REUS|ZATh3, (EAKER)
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Nanaka Adachi
RiE L{E(H1b D)

Country of origin: Japan

A Worthless Journey
Old clothes of my family
H50xW800xD1cm

She created a soft tapestry using thread, cloth, textiles
and clothing used to wrap around the body. This became a
picture scroll expressing stories she herself had composed.
Based on the theme of ‘immigration’, the story questions
the meaning of changing the place one resides through
travel and movement, and the relationship between people
and land. It expresses compassion for those who are
nobody. (Nobuyuki Fujiwara)

.t B BEECRBOEMEE T FOLPEENRIN—%
153, 7hid. BRBEETHE-MEERTRREELY., [BR] &V
IT—REDHEIC. N HEDEDY B - IRPBEIE VS /E TS
FREEZADZEDEOBEREMUV D IIZHMEE LTV D, AIETH
BWHDEEADELADD, (ERIER)

Abraham Benjumea Ariza
FTTINLNRITAT TYH

Country of origin: Republic of Colombia

Reaching the sun, melting above (XRBICET 3. ZDLERITE)
Installation
H500xW600xD600cm

Adopting sun worship as his theme, he has continued to
use scrap and other materials to make work that can be
read both as painting and as sculpture. While hisimages are
consistently stable, his work simultaneously incorporates
elements absorbed from various phenomena. | look forward
to seeing his work develop in the future. (Taro Shinoda)

KEMEMET—SICLT RIZ9THEEPSRI LT TEBR
ZEBMN B L LIEREFIE LIRS TE 7o WD A—VIZ—ELT
FENBZENEL LA LREBFICWAVWALEREMINT 2ERZLS
. SHROEFNELATH D, (EEKXER)

Sixte Paluku Kakinda
DYPRTF IV HFXUE

Country of origin: Democratic Republic of the Congo

Intimate Moments/Monologue
Videoinstallation
H500xW1000xD1000cm

The atomic bomb Little Boy that was dropped on Hiroshima
used uranium from his native Democratic Republic (DR) of
the Congo. Feeling great sorrow because of this, he drew
aninvisible line binding himself to Japan, DR of the Congo,
the survivors, war and prayers for peace. It was as if he were
trying to bind his existence to the world. (Yusaku Imamura)

LBICHETENAFERY MVR—CICREOHETHZ I Th5
DIFPEDOITND, ZDOZEICRVELAEHEDHIE. BHE
&, BA, 220, #HRE BE ZUTEIAOR) e REEDH B LD
ICRAGWRER G HOFHELHADEL) EREEDHLOIETS
PDES, (SHEFR)

Hikari Katsumata
B2 LEN B (hDE = UhY)

Country of origin: Japan

Plane Pand solid P (F&P&IL{4P)
Cardboard
H10xW300xD200cm

Starting as a cardboard box, this becomes a forest, a
landscape, and then fur. She expresses her own unique
worldview in an impressive manner while altering the way
she uses materials. She interweaves her own images with
social structures, the climate, stories and other motifs to
construct an original world. These objects born out of
paper, which give the impression one could almost detect
their scent, have a truly beautiful appearance.

(Nobuyuki Fujiwara)

HUR—IVFEERZ— M ZhEFRICEWARICEVERICES, R
MOFEWHEEBI LS. BNBFOHABEARIICKRIRY
%, BEDAA—J & HREEPE L MELEICROLEHF S, BB
DHEFEEET 2, ICHBVWETRECZILMD SETNIIFIL. &T
HELLWRIFEE STV, (BRIESE)
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Cheng Yu
B B (£ LK)

Country of origin: People's Republic of China

Roses
Installation
Size variable

Menstruation is experienced by women every month for
decades of their lives. Focusing on this most familiar yet
taboo phenomenon that is treated almost as if it doesn’t
exist, she gathered the words of women of different regions
and ages. Through private confessions, an unspoken story
emerges in front of our eyes. (Natsumi Araki)

—EDSEDHHERICHA T LI BRERT 3R KXl
CORLHETHNEN OB THREN FELEVDL DL ITHED
hBRRICER L. 2 ISP FROLENERERVED . 7
TAN—PEEBEBLT BONBIEDLE D S1WEN BDRIICIL
58D, RAEE)

Zhuang Yingqgian
AT AF LY

Country of origin: People's Republic of China

An Average Tokyo
Photograph
H30xW120 cm, 6 pcs

Having come to Japan to pursue art after studying
architecture, he had an interest in the landscape of Japan
as a different culture. By superimposing photos taken
in succession and averaging the pixels they contain, the
figures of moving people and cars become invisible. What
can be seen in this strange tranquility wholly different
from everyday scenery? This is an attempt to capture
architecture, the city and people from a new perspective.
(Natsumi Araki)

BEEZFALBISKALTT—MER2ALERKIE. BAREVWIELIC
BUFBEARICRKRER ., ERRT L AEEEERTEH Tt
THZET BKAPEDRIR AL LB, BROFRB LIRS
BEWLHISDFHLERZTDDDIN, BE, i, ABEH
EERENSRALIETIRATH B, RAEE)

Tong Yuen Wai Vanessa
(D Eh 2 bt S5

Country of origin: Hong Kong

Vanessa Tong (57xvi- b2
Installation
H300xW300xD300cm

Memories of Childhood. Having been able to experience
anime and other aspects of Japanese culture she had
longed for by pursuing the field of art and studying overseas
in Japan, she took a step back from herself as an adult and
created a ‘self portrait” in three dimensions. Disassembling
and joining ziplocks together, she created a stuffed doll
matching the scale of her own body and stuffed it with used
clothesin an attempt to symbolize herself.

(Nobuyuki Fujiwara)

HVEADEE, T X G ETERTWAERBEDYLE, EiffEV IS
FOBZEWIPEETHREBELTEAZENY. KRLEZEDESDVWESE
DERE—HEIWEREADPS [BER] ELTAIHICRE L Oy
TOv I ERALI-RMEDLEEE DY, BABEDEEIr—IVIC
EhEl "hnCdA” B1EY, (FREBEADKRREZEDALIETSE
TOAREHEDAHRHTIEVNIHHA, (FERIESR)

Armaine Toldera Yapyuco
FIAL - MVFS 1D

Country of origin: Republic of the Philippines

Mapping the Human Consciousness (AEOE#D<vELY)
Installation
H300xW300xD300cm

With an interest in things intangible, spiritual existence
and healing, she created a space resembling a sanctuary
through a long process of trial and error. Utilizing the
Japanese tradition of ‘sumi-nagashi’ (paper marbling), she
found spiritual and physical repose through various actions
that included this creative process. Her very own private
space was opened to others, allowing many people to share
inthe experience. (Natsumi Araki)

TH, BN EFECELISOVWTRELER LR, RTiEReE
REDFSY L IF2T7)-DESHREEEY) £z BADIERT
HEERLOFEEAVLEN S ZOFIEBRREETTADHIC, U
EFEDRTEEE R U, BEZBHDHMZEREIL. ZDIGFRE &
BRTBZLDANERPNATND, GEAREE)
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Global Vision and Activities of GAP Faculty

Nobuyuki Fujiwara couseee

Global means

to know your own
birthplace and
identity.

This is where

one must return.

After becoming the course leader
of GAP (Global Art Practice), it goes
without saying that my interactions
with overseas students have become
more frequent than before.

Among the overseas students who
come from other countries to study at
this university, it is mainly those who
come to use the common workshops
and manipulate materials directly
with whom | have opportunities to
speak, and they often talk about the
educational system in their native
countries. While studios and places
where they can produce work surely
exist in the universities in their home
countries, the students seem to have
a different impression of production
through using the studio at the Toride
campus of TUA. At the common
workshops, while consulting instructors
of each workshop, overseas students
work on their own projectsin the same
fashion as the students around them.
On the other hand, in their native
country learning is centered on
devising a concept, and production
is outsourced when the time comes
to make the work. It is this difference
that they sense while studying here
at TUA.

In addition to GAP, we have also been
conducting the parallel activities
of GAC (Global Art Crossing). GAC
is a project that aims to promote
exchange with art universities from
countries in the Middle East. It offers
exchange classes for teachers and
students mainly from Mimar Sinan
Fine Arts University (MSFAU) and
Anadolu University in the Republic
of Turkey, and Bezalel Academy of
Arts and Design (BAAD) in Israel.
We are coming to the end of this

program, but it is possible to see the
considerable impact the differences
in ways of thinking and program
contents of respective countries
has had on participating students
over the past five years. However,
the students are assimilating these
experiences in a positive way, while
the program also offers them the
opportunity to consider their own
identities.

In addition, an organization called
Geidai Factory Lab exists within this
university, the activities of which are
centered on the common workshops
and respective workshops for
glassmaking, sculpture, Japanese
papermaking and dyeing. One of the
projects it has initiated involves the
cooperation of an organization called
Kando Sozo Kenkyujyo to introduce
young artists and professors from
Japan at Milano Design Week.
Next year will be the third year of this
exchange, and these activities are
likewise being developed while
considering how the everyday
activity of creative production is
seen from a European perspective
and how audiences there can be
inspired. Through this experience,
the exhibitors seem to be finding
new perspectives on their work.

Itis now becoming completely natural
for students in Japan to study
together with students from overseas
and also go abroad to study among
students of different nationalities.
When considering the global
situation amidst such developments,
| feel all the more keenly that as an
individual artist and creator, knowing
one’s birthplace and one’s identity is
fundamental to being global.

Professor, GAP

Glass frame workshop with guest lecturer from BAAD,

Israeland students from MSFAU, Turkey.

HIR-TL—LT=02 a3y TRz, MVADIT—IL - S FUEMKE
DFEEAZZTIVONY FIVIIVERTHA LT HT I —D:ER

Glass frame workshop with students from BAAD, Israel .

HIR-TL—LT—7 >3y TR,
AZZIIDNY PIVIVERTYA T HTI-DFE

Glass frame workshop with guest lecturer from BAAD,
Israeland students from TUA and MSFAU, Turkey.
HIZRTL—LT—72ay TRE,
AZZINVDONY IVIIVERTYA ST HTI-DH I XHBMEFE.
MLADII—IV - S FUETARFDFE, BEADFE

Workshop at LASALLE College of the Arts,
Singapore.

SUHR=ADIY—IEMKRFITCT—7 39 TRE

Pit-firing class at Toride campus with students
from TUA and MSFAU.

AREEIFRMIC TAEER,
MLADIT—IL - S F U EMAFZDRE, BEADFE

Students from Israel and Japan working together
at LASALLE College of the Arts, Singapore.

SUHR=ND I Y —IVEM KRR TIN-TT-%$3
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GAP Curriculum

The GAP program consists of a two-year curriculum with the objective of learning a variety of perspectives and values

in order to be able to establish one's own position in the practice of art in contemporary society.

Thefirst year of the Master’s degree (M1) is based on a Unit Program—the Global Art Joint Project—together with

overseas partner institutions. Through the practice of creating and presenting work while engaging in dialogue with people
coming from different places and cultural backgrounds, each student will ascertain their position in relation to society and art.
In the second year (M2), students will delve deeper into various research themes on the basis of their experiences

inthe first year, spending a full year researching, creating, and then presenting their final work.

Furthermore, in addition to the compulsory subjects, students are able to take practical courses, lectures, and research trips
to suit theirindividual interests, and there are also opportunities for exhibitions and presentations

with the exhibition at Chinretsukan Gallery and Toride Art Path.

Two Years at GAP

M1 Unit Program (Art Practice |*ll) 2=v+70954 7-17597421-D
First-year Paris Unit Tokyo Session
N Zwy b Unit

Master’s
Students London Unit 1=y MBS on Session

aOrRraz=yhk a>Rtwyog>

Pre-Session

Introduction to Japanese Art| B#A7—bMiRIT

GAP Seminar I~Ill GAPEZ I~II

Art Communication| 7—t332=4—->3>1

Exhibition at
Chinretsukan
Gallery
[l

M2 Introduction to Japanese Art Ill BA7— MR T

Second-year
Master’s Graduation Works & Thesis it 7%

Students

Planning and Research Graduation Works &
Thesis Interim Review

for the Graduation Works & Thesis
BTG BTHRICAI T T 52> T+ Uy —F LI RS
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GAPEH Tt BHRICHIZT7—PDOERKRICODVWTESDERHA AL T S0,

SREREPMESR L ZUORMBIEEBMEL2ERO AU X2 5L EEBRLTVET,

fEH1ER (M1) i, BAREREOTO-NILT7—- NERTOV IV NCHZ 1=y NTOTFLEEHIC. S HEVEHT
YALEENELEDIANLEMFE L LN SEREIEERRETLIEVSEEBREBL T ZNZAOH/EXT— MIMTERSBERBOTVEET,
BE2ER (M2) F AERDBREDEICELADMET —VEISIZRD NEBDP T TETHERDUS—F - #lfE- RRETHEVET,
FERBICMA. B2DRELICEHOE TEBPHEE. MRERTERIETIZENF TEBIEN,

[BRBIEERR] X [IFET—MIR] EVS BT - RROEADHHIFITVET,

*The following is an overview of the main curriculum for 2019. Because the curriculum is reviewed and
updated every year, the content of subsequent years may vary.

FTRE2019FEDEL D)X 2TLDFNTT, HUX1FLONRIBERELTEH SN0, REELEFRCABT LR EtAo

Paris Session
AURDIEIED. Independent Work

Tokyo Session BEHIE

BRty ar

Social Practice | #H&=Xi&HT
Introduction to Japanese Art Il BA7—MIRT
GAP Seminar |~Ill GAPEZE I~IL

Art Communicationll 7—t332=4—->3>1

Social Practice Il #&=&#T

GAP Kobiken Exhibition
° @ a_ Research Trip at Toride @ a
GAPHZdiF Art Path
WRZEIRAT BWEFEF— I

Introduction to Japanese Art IV BA7— MRV

Graduation Works Production / Graduation Works & Graduation Works
Thesis Writing Thesis Final Examination K Exhibition

ETESSIE BT aEE BTER-BT#HY REEER Rl - ETRRE
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Art Practice l+ll 7-r75974z 11

We consider the study of transcultural
and diverse perspectives to be
important when studying art in the
globalized modern world. Centered
on the Unit Program of the Global Art
Joint Project, this is a new program
of art education for a contemporary
world, working in collaboration with
several world-class universities.
Students form a ‘unit” with faculty
members from overseas art schools
and GAP, and implement a jointly-
developed curriculum in Japan and
overseas. From 2016 to 2019 this
program has been implemented with
BAP and CSM. Lectures, research,
workshops, creation of work,
presentations and the like were all
undertakeninrelation to a given theme.
After the Unit Program, students
choose a lab and focus on individual
work and research with a view to the
graduation exhibition.

Art Practice lll-|V

This is the core class for M2, in which
individual guidance is provided in lab
units, as well as lab seminars. Students
will take advantage of the ways of
thinking and creative techniques
learned in M1, engaging in considered
work over the year while going deeper
into their research.

JO—-NIHELEBRICEVWTT—FERER
BRIC. RSBV F 2 TIVTEHE L IN— AN
TT4TERRENEBLEEZE T J
O—/NV7—hEFEZ7OY 7 D=y b
IO LERGELERTOTTLIE B
BOHRAEFHAF C1HEH L TRYACRR
ICBIBF BT B TOYVILTY,
BHOEMAZEARAEROHREEFEDY
Iy bR L. ERITHRRELZAY X
FSLERAREBATERLES, 2016~
2019F(EBAP, CSMEERE, ZhZhdD
T—YDHETHER VY—F . T7—V 3y
T BRREEETHEVEL, 22y b
BEX PEIMEELEN ETEER
BABEAFIERUS —FICERLET,

=759 574AM-N

M2Deh E B BIRE T, MEEBATEA
EBEMREEDOEIVTEDAET, MIT
FAEBEEREFEEE, L. 5L
RERDEN S1FEREH T TU - KWHIEIC
)AL,

Art Communication l¢ll 7-tazaz4-vav1a

This course is aimed at cultivating the
communication skills necessary for
interaction and cooperative production
with partner schools overseas. In
addition to targeting improvement in
English language ability appropriate to
a student’s level through preparation
of anintroduction to their own portfolio
in English, taking classes in debate-
form with an emphasis on speaking,
writing exercises and the like-the
objective is for students to discover the
communication skills and respective
methods required to work as an artist
onthe global stage.

BADEHEREDIRPHREIEE TR
ICPBEAILZ7—ajAEES L
EEMELEIRETT, FEDLAILICED
YT TREBOEFNALER S TEL,
TEETOR— b7+ VA PECHBN DER.
AE-F L JICEREBEWV T AN— MY
DEE. FAT1> T BBEEETRIZE
T 7—T1AMELTHREEBISEHT
B1HICRELAI LTS3 BENER
fAr. ZhZhOHEERDI2Z %8
LED

Social Practice I«ll

This course provides opportunities
for students to deepen thinking
that forms the foundation of their
own work by confronting issues in
contemporary society and art, and
coming into direct contact with the
practice of internationally active
artists. Contemporary art now has
multiple poles, having shifted from
Europe and the United States. The
Social Practice course invites artists
from Asia, where GAP is located.
Lectures, workshops, and mentoring
sessions are held in an intensive format
over approximately one week. In the
past, the following have been invited:
ruangrupa, Ong Keng Sen, Young-
Hae Chang Heavy Industries, Song
Dong, Yin Xiuzhen, Alfredo Jaar, Gim
Hongsok, Shuddhabrata Sengupta,
Marek Bartelik, Hou Hanru, Yongwoo
Lee, and Wang Hui.

GAP Seminar |~lll

In order to implement the objective
of ‘Thinking Using Your Hands'—
part of the broader GAP education
policy ‘Discourse and Hands'—three
practical courses are provided in the
basics and application of modeling,
drawing as a way of expressing ideas,
and acquiring diverse means of
expression. In Seminar |, students learn
the cycle of ‘think, make, show, think
again,” improve their basic modeling
ability, and research the application
of materials. Seminar |l provides
lectures and workshops on the theme
of ‘drawing’ as a means of expressing
ideas, common to all creative areas
rather than just art. Seminar Il
involves practice focusing primarily
on the experience of watching and
contemplating films as a means of
learning the diverse ways of expression
in contemporary art, such as video and
sound art, and performance art.
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Introduction to Japanese Art |~V

BA7—MIRI~N

In M1, classes allow students to learn
about the position and historical origin
of Japanese art in the world from
various perspectives. Students learn
about Japan and the global art scene
through international art festivals, and
consider the history of our university
and current art from the perspective
of conservation and restoration. In M2,
students explore the structure of the
relationship between art and society in
the 20th to 21st centuries. Under the
theme of ‘Manifestos and Movements,’
the objective is for students to find
reference points for their own work in
historical manifestos, and to deepen
their consideration through classes
centered on discussion and presentations.
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GAP Kobiken Research Trip capmsaimziis

The Kobiken Research Trip to Kyoto
and Nara, with their long histories, is
a traditional part of the curriculum
at our university. Students learn
about ancient Japanese art such as
architecture and statues of Buddha
in preliminary lectures before the trip,
and then architecture and garden
tours are undertaken on-site. Students
are allowed to view inner temples
usually closed to the public. This is
a research trip that provides a high-
density experience going beyond mere
appreciation, including observations
on precise details.

Exhibition at Chinretsukan Gallery wmsin==

The exhibition at Chinretsukan Gallery
is intended as an open studio-style
introduction to the present state of
work in GAP, more than four years
since its establishment; this year
the title was GAP Open Studio@
Chinretsukan Gallery—In progress.
The GAP atelier in Toride was moved
to Ueno to simultaneously introduce
students’ work and encourage active
interaction between GAP students and
students at the Ueno campus. In the final
stage of the exhibition, workshops were
also held under the joint program with
overseas partner institution BAP, one
of the features of the GAP program.
Students from both GAP and BAP
undertook a performance at the
Chinretsukan.
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Exhibition at Toride Art Path m#7-riz

Toride Art Path combines events
including an open campus at Toride
campus, an exhibition for advancement
by the Department of Inter-Media
Art, also based in Toride, and other
students willing to participate at the
event. This year, under the theme
‘Art Path 2019 Geisai Exhibition’, M1
students in the GAP program created
their own exhibition and presented
work. As a result of participating
students doing everything from
organizing the exhibition to advertising,
presenting work that came out of one’s
individual creative practice as a group
exhibition, the process involved
students receiving feedback based on
the exposure of each work to objective
consideration. This was also an
opportunity for students to objectively
review their own work, leading to their
next creative endeavor or practice.
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GAP Faculty Members

NObqu ki Fujiwa ra [Course Leader, Professor] @& £ (&HLhd OAWX) [GAPHEIE - #i2]

Born in 1958, Fujiwara is a Professor and Vice Dean of the Faculty of Fine Arts at Tokyo University of the Arts. He graduated
with an MFA from the Graduate School of Fine Arts in the same university. After studying at Pilchuck Glass School in 1984,
he worked as a designer for Iwata Glass Co,. Ltd. until 2001. Fujiwara is also a member of Japan Glass Artcrafts Association
and a trustee of the Association for Glass Art Studies. He has participated in a number of exhibitions since 1985 including his
first solo show in 1995. Major exhibitions include 4th Koganezaki Vessels in 2008 (Koganezaki Glass Museum, Honorable
Mentions) and the International Exhibition of Glass Kanazawa 2010 (Kanazawa, Honorable Mentions). Recipient of Kyohei
Prize (Grand Prize) at the 17th Glass ‘O8 in Japan and 12th Glass ‘12 in Japan at JGAA. His works have been collected by
Alexander Tutsek-Stiftung (Munich, Germany), Contemporary Glass Arts Museum(Turkey), Koganezaki Glass Museum
(Japan), Notojima Glass Museum (Japan) and the Glass Museum of Hsinchu City (Hsinchu City, Taiwan).

1958 F 4 TN, BTE. RREMAZEMPBIIE, BIFHR. 1984F, AAFAZREMMAREHELRIZET. 74
DAEITF vy VHZART—IVEDN, BEL SERETFIEZMHASHAML. 2001FETHED B, AFH I IEHES
8. ARG IR IZFSEE, 1985 FRADERRER. RESSHFHME. AZRRLGEICOHRT 5, TLTEEIL,
2008%F [5E4EKOGANEZAKI - #0275 - RAAIRR] BRIF7YR2IVIN—U3 21— T4 (ERHE) . 2010F
[EfAZRE - £/R2010] £:R-AIIREEEHSREME (EEBIE) . 2005-2008-2012-2015 -2018%F [H
ADOAZZR] (08HEEETH BIREZH. 12BEBTE) £&,

Classin charge: GAP Seminar | E4i%%: GAPEZE |

Yusaku Imamura [Professor] $# &% (WEE5 B54<) [%i8]

Imamura was involved in the establishment of Tokyo Wonder Site, an art center supporting national and international young
creators, and promoting interdisciplinary experimental projects. He served as its founding director from 2001 to 2017. From
2001 to 2013, he also advised the governor of Tokyo on the cultural administration of the Tokyo Metropolitan Government
and created Arts Council Tokyo, helping to build a new arts and cultural foundation in the city. He played a central role in
organizing cultural programs for Tokyo’s bid to host the Olympic Games. After studying architecture, Imamura worked at
Arata Isozaki Atelier and was appointed Visiting Researcher at Columbia University School of Architecture from 1991-93.
Currently he is a special visiting professor at Nagoya University of the Arts, a part-time lecturer at Musashino Art University,
an international advisor at PMQ (Hong Kong) and a senior advisor at Kamoe Art Center (Hamamatsu City). He has also served
on the House of World Cultures (Berlin) Program Advisory Board and worked as an advisor at Tensta Konsthall (Stockholm)
and United Nations University amongst others.

EBRADEF I I—2—DAMER. EREXIERR. BEERN CERNA 7O 7 M HEET 27— e 2 —Th o/ b—F 3 -T2 4—H 1 b
DEIEEICHE DY, 2001 FEDEIEEN 5201 7F £ TRREEED 5, 2001F»52013FF TREMOILITHICOVWTHEICBS - S ETEOR
REMESEHREL. T—YH T VIIVRRERDEIEKEE LD, RROFA LM EERIE) IS BS, RRAUEY Y
BEUCHWTUEUETOT T LMERICR DB EEIE R 27, BEEZO BIRHT7 N TEFHE£E T 1991-199310>
ET7RFREFHBREMER, B BLEIMAZENEEHR. RBHFEMAFZIEEHHMOIED. PMQ &FE) 1
PR—F I T RNAY — ERTHEIL 72— 2T T RNA Y —, ShETICHEIEOR (Nv)>) 7o
G T RNAHF Y — K=K, F2RZ - ALRA ML T RINAHF— (X by 7RIV L) ERERFET KNS — 14 & & T,
Classincharge: Art Practice Ill & IV, GAP Seminar I, Social Practice | & Il, Introduction to Japanese Art 11l &IV, ASAP
U T— N TZ U714 Il & IV, GAPER |1, #=EHR | & 1l BART7— MR 111 & IV, ASAP

Mina Lee [Associate Professor] 2= 3B (V) &%) [##i2]

Mina Lee specializes in modern and contemporary art history of East Asia. She graduated from Tokyo University of the
Arts, Graduate School of Fine Arts with a major in Western Art History. She has organized and conducted exhibitions and
educational programs as a curator at Shizuoka City Museum of Art (1993-2003) and as a chief curator at the Museum of
Modern Art, Kamakura & Hayama (2003-2017). Major exhibitions include Oil Paintings in the East Asia—Its Awakening and
Development (1999), Alberto Giacomettiand Yanaihara Isaku (2005) and Korean and Japanese Modern Artists in the Korean
Peninsula, 1890s - 1960s (2015) among others.

R7IT7EHRLETHIMBAEME REREBMAFRAREMAEREFZMEERE T, BRARIXZNEFS
8 (1993-2003) . M/ EILEEMEEEF=E (2003-2017) ELTRER. HEERTAT I LEDE - £
Mo ELRERIC [R7 I T/HREDIRER — MEIOFEE ERF] (1999). [PIANIVE - D va Xty T1—RKARFEE
EHIZ](2006). [HBEREMRDE L EL— [FA8] TH< (2015) & &,

Classin charge: Art Practice | &I, Introduction to Japanese Art | &I, GAP Kobiken Research Trip, London Unit
EYIFE  T— T 774X | & I, BA7— MR | & Il GAPEEMARIRIT. A K>21=y b
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Taro Shinoda [Associate Professor] #EM XEB (LD 7-:35) [##1B]

Taro Shinoda (born 1964, Tokyo) began his career as an artist after studying landscape gardening. Shinoda’s highly acclaimed
sculptures and installations show impressive craftsmanship and address his understanding of the universe and cosmic space
as “nature evolving in coexistence with human activities.” He has participated in multiple international exhibitions including
20th Biennale of Sydney (2016), The Sun and Mt. Fuji and Steve Reich, MISA SHIN GALLERY (Tokyo, 2016), Sculpture
Garden (collaborative project) / Kaz Oshiro / Taro Shinoda, Las Cienegas Projects (Los Angeles, 2011), Sensing Nature, Mori
Art Museum (2010), the Istanbul Biennial (2007), the Busan Biennale (2006) and the Yokohama Triennale (2001).

1964FERRETh, EREFALBIMEREBEHIATS. FTHESOCHEAIRE [ NBOEBEAPHETILOLE
ILT2ERELTERTS| a7 -7l RELFEEICLBIBLAP IR 2L —2a i 4lEL. EVEHlEZ T
W3, E20EY K=—EI>F—L (2016). [The Sun and Mt.Fuji and Steve Reichl MISA SHIN GALLERY
(2016) . [SCULPTURE GARDEN (COLLABORATIVE PROJECT) /KAZ OSHIRO/ TARO SHINODA]| 5
ZDIZXAR-TATTIIN (AYCEIVZ 2011) . [RAFv— £ RE]| FEME (2010) .1 X&2>T—IL-EXL
>F—L (2007) . FUET>F—L (2006) . #ENII>F—L (2001) HEEBRICHZESML TS,

Classin charge: London Unit &R 0> r>a=y b 3

Natsumi Araki [Associate Professor] #=A EE (5% t0&) [H#HIB]

Curator. Received her BA in Literature from Keio University, and her MA in Museum Studies from Leicester University. Has
been involved in the organization of exhibitions and educational programs as a curator for the Mitaka City Arts Foundation
(1994-2002) and Mori Art Museum (2003-2018). Exhibitions she curated include Odani Motohiko: Phantom Limb, Go-
Betweens: The World Seen through Children, Dinh Q. Lé: Memory for Tomorrow, Roppongi Crossing 2016: My Body, Your
Voice. Awarded the 26th Ringa Art Encouragement Prize (Art Criticism Division) and the 10th Western Art Foundation Prize
for the Go-Betweens exhibition.

Fal—4— BEZBRFENFAPEE, RELAI—KFEI 21—V T L A2 T —XET, ZEH =M 3LIRE R
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i MMETER MEOHE]. [Td—-EryA—XB: ZEHBEBLTRZMER] . [Fr>-Q- LR BHEADE
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Classin charge: Paris Unit 3% :/¥U1=y b

Yuko Mohri[Lecturer] =7 &% (650 ©52) (e

Yuko Mohri (born 1980, Kanagawa) is an artist whose installations detect invisible and intangible forces such as magnetism,
gravity and light. In 2015, Mohri received a grant from the Asian Cultural Council for a residency in New York. She has
participated in a number of exhibitions both in Japan and abroad, including the 14th Biennale de Lyon 2017 (France), Kochi-
Muziris Biennale 2016 (India) and the Yokohama Triennale 2014. Mohri is the Grand Prix winner of the Nissan Art Award 2015
and is also the recipient of Culture and Future Prize at the 65th Kanagawa Cultural Award in 2016 and the New Artist Award at
the 67th Japanese Ministry of Education Award for Fine Arts in 2017. http://www.mohrizm.net/

1980FEFh, EMK. WAPEN. KEE BICRATHMAShEVWAEEL DL TTE1 R 20— a3 &R
20155 . 7IT > - HIVFaTI - HI2 2L (ACC) DT F>T1ELTEXK, [UAL-EILF—L2017] (FF72X) .
[A—F=LTYR-EI>F—L2016] (1> R). [AaNnv JILF—L2014] @=]l]) IrERAORESICZ
B, 2015EICAET— N7 T— K557, 2016 EIHZ) XL ERTHE. 20175067 EEIMBE TS
KEHAEEZE, http://www.mohrizm.net/

Classin charge: GAP Seminar Ill, Paris Unit #BZ##3: GAPER Il /XY1=y b

Photo: Naoko Maeda

Yuichiro Tamura [Adjunct Instructor] MH# K—E8 (85 ®IULE35) [FEE EhEEM]

Born 1977 in Toyama prefecture, Japan, Tamura holds a doctoral degree from the Graduate School of Film and New Media,
Tokyo University of the Arts and a Bachelor of Photography from Nihon University. He was a guest researcher of the Institut fur
Raumexperiment at Berlin University of the Arts (2013-2014). Unbound by pre-existing conventions, Tamura’s original meditations and
reflections in his artwork are directed toward creating new channels of communication with the audience. Recent exhibitions include
Milky Mountain (Govett-Brewster Art Gallery, New Zealand, 2019), Asian Art Biennial (National Taiwan Museum of Fine Arts, Taichung,
2019), Image Narratives: Literature in Japan (National Art Center, Tokyo, 2019), The Seven Lamps of the Art Museum (Hiroshima City
Museum of Contemporary Art, Hiroshima, 2019), Roppongi Crossing 2019 (Mori Art Museum, Tokyo, 2019), The Fabric of Felicity
(Garage Museum of Contemporary Art, Moscow,2018),Busan Biennale (Museum of Contemporary Art Busan, Korea, 2018), Nissan Art
Award 2017 (BankART Studio NYK, Yokohama, 2017), 2 or 3 Tigers (Haus der Kulturen der Welt, Berlin, 2017) among others in Japan and
abroad. www.damianoyurkiewich.com

1977FEINRETh, BAXRFEZMFAMBEEFLREFEE, RREMAFZAFRMFHRFHELRIREBE T, NIV M AFREERRMEMMERE (2013-
2014) o IBRDBEIHUCES DM AWRBDEEDOH X EHWERMELEL T BIREDHWVEICHRERRLSII 22/ — Y3 2EmT 5, HENDELRERIC
[Milky Mountain/Z&") D] (Govett-Brewster Art Gallery, Za2—Y—35> K, 2019), [77-7—h-EILF—L]| (ELAEEMEE.
B 2019) . [FELTVWBDIkEE?| (EHHEMEE. RR. 2019) . [EifiEEOER] (EEMRAEMEE. KB, 2019) . [RAAR/Oy 2T
2019] (FxEAiTEE. ®R. 2019) . [The Fabric of Felicity] (GARAGEIRMZEIMEE. EXV 7, 2018) . EIUET > F—L (FILIRKEME.
§E. 2018) . HE7— r77—K2017 (BankART Studio NYK. #i&. 2017) . [2 or 3 Tigers] (HKW. ~NJLY > 2017)% EERSMZEL,
www.damianoyurkiewich.com

Classin charge: GAP Seminar |l #8483 GAPEE ||

Hiraku Suzuki [Adjunct Instructor] 84 &5 (3% 05<) [FEEEHHBET]

Born in 1978, obtained his MFA at Tokyo University of the Arts in 2008 and later participated in artist residencies in Sydney, San Paulo,
London, New York, Berlin and other places. Suzuki continues to explore the relationship between drawing and language as he attempts
to expand the potential in the concept of drawing by using different approaches including two-dimensional works, sculpture, video,
photography and performance. Founded Drawing Tube in 2016, a platform for the alternative contemporary drawing research and
practice. His works have been exhibited worldwide, including 21st Century Museum of Contemporary Art (2009), Mori Art Museum
(2010), Museum of Architecture (2015), Yinchuan Museum of Contemporary Art (2016), Maison de la Culture du Japon a Paris (2015),
Arts Maebashi (2017), MOCO Panacée (2019), and Museum of Contemporary Art Tokyo (2019-2020). His publications include GENGA
(Kawade Shobo Shinsha, 2010) and SILVER MARKER (HeHe, 2020). www.hirakusuzuki.com
T—T14ZXb 1978F £ E N, 2008 FRREMAZKERIETHR. Y R=— H2XJO OX R Z2—TF—J NV HEEDESHTHESEEZTI, kO—1>7
SREOEFRMEEEIC, FEm- L - - BER- NI+ X EEDS, RO—1 L TOBEEHRT D SO LHIMEEBIZBRRAL LS, 2016
FLNBEARO—A > TDORBZERRDZDNDTZ v b7+ —L [Drawing Tubel £E%E, EHLRESICLIR21HAZEME (2009) . FHRETEE
(2010). 7OV 7EREXMEE (2015). $RIIIRKEMEE (2016). /YU AAM{LSEE (2015). 7—VHifE (2017). MOCO Panacée
(2019). RRERLEITEE (2019-2020), EEIC [GENGA] (2010, FAHEE#H ). [SILVER MARKER] (2020, HeHe) &E# %3, Mt
www.hirakusuzuki.com ¢

Classin charge: GAP Seminar || #8223 : GAPEE ||

e

Kanoko Tamura [Adjunct Instructor] E# #0z (£E5 »OZ) [IEEEHHE]

Born 1985 in Tokyo. Director of Art Translators Collective, an independent organization that specializes in translation and interpreting
in the field of art, Director of Communication Design at the Sapporo International Art Festival 2020 . Tamura tries to expand the
possibilities of translation as a creative way of expression by conducting translation, interpreting, editing, project management, and
PR. Since 2016, she has also been in charge of Art Communication course at Global Art Practice, Tokyo University of the Arts. Tamura
graduated with a BS from the Department of Civil Engineering and Architecture at Tufts University in 2008, and received a BA from the
Inter-Media Art Department at Tokyo University of the Arts in 2013.

1985FRREFh, 7— MNEPIET2ER - BIIREDEEEE [Art Translators Collective] £, ILIREBE=ME202033 22— 3> - F

YA T L T8 —o @R - BEREFDICBLEGEBLEN 5. H50BHDDRBICUIATAI—4— (FENE) £LT IUVIA 71 TLHBEROFIREMLEE

3%, GAPEII T, 2016FN 52018 F X TR EHBD b E. 7T—T 1 ANDIODAI 2=~ 3 8% [7— 2322532 #8HLT

W3, 2008F 2 7 Y ARFTHMIARRER CKE) Z#, 2013 FRREM AL EMFILIHAMRRTIZEE,

Classin charge: Art Communication | & Il #H&% : 7— 332245 -23> 1 & I

Ryusuke Kido [Project Lecturer] 7 gft (&£ Wo571) [15E8ER]

Born 1984 in Tokyo, Japan. Kido completed his MFA in Sculpture from Tokyo University of the Arts, Graduate School of Fine Arts. Main
exhibitions include; Time Remapping with Wit Pimkanchanapong (Bangkok, Thailand, 2013), Distant Observations. Fukushima in Berlin
(Berlin, Germany, 2014), When “&” Discovers New Forms of Art (Kawasaki, Japan, 2016), solo exhibition KIYOME MO/NU/MENT (Tokyo,
Japan, 2017). Awards include; First prize of Museum of Contemporary Art Tokyo Bloomberg Pavilion Project (2012), Emerald Grant
Award from Tokyo University of the Arts (2019). http://www.ryusukekido.com

1984FRFTAEE N, 2011 FRTEMAFZREFREMARRELLNELYE T, EHLEERIC. [Time Remapping with Wit Pimkanchanapong] (/Y
>37, 2013) . [Distant Observations. Fukushima in Berlin] (NJLU, 2014) o [& (Z2X42R) phaF£05<EE] (i 2016)
fBE [KIYOME MO/NU/MENT] (R=R. 2017) o EHRHEIC. RRIBLEME [T —LN=T NG )F> - TOY I MABKHE]
(2012) . RRBIMAZE [BAEMIASILRE] (2019) . http://www.ryusukekido.com

Classin charge: GAP Seminar |, ASAP EE#E3: GAPEE |. ASAP
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Hayato Fujioka [Project Assistant Professor] R EA (HLED 1$%0L) [HERIH]

Born 1990 in Ehime. Fujioka completed his MA in Culture, Criticism and Curationfrom Central Saint Martins in 2016. He widely works
in the field of art and culture as a researcher, curator and filmmaker. He is directing a documentary film 72 Sliding Doors, which was
screened at Nuovi Orientamentiin Ravenna, Italy in 2015. His recent curatorial projects include On the Verge of Fiction (Taipei, 2019), In
Search of Mokuhanga Light: Globalizing Japanese Woodblock Printmaking (Cyprus and Hawaii, 2017), and Tokyo Analogies | Richard
Nicholson (London, 2017).

1990FFEREF N, 2016 F O RoEMiAFZ L ML -2 b 7—FXKMA Culture, Criticism and Curationf& T, FiZEE. ¥1L —%2— BUKMERE LT 18
IS AEBZEICRHE LTV B, 2013FE L WEEBRAXRG 7O 17 D RKF 2 x> &) —[72 Sliding Doors] D#IfE%F A1}, Nuovi Orientamenti
(12U 7,. 2015) T, BENELEESLEICIZ[ON the Verge of Fiction] (&%, 2019). [In Search of Mokuhanga Light: Globalizing
Japanese Woodblock Printmaking| (¥ 7’AX - /\7 1, 2017). [Tokyo Analogies | Richard Nicholson] (A> K+ 2017) B EN#H B,

Classin charge: Art Practice | & II, Social Practice | &I, Introduction to Japanese Art 111 & IV

EYRE T NTT77 42 | & I (R | & Il BAT— M 111 & IV

Yoshinori Takakura [Project Assistant Professor] B& &# (:#<5 £LOW) FEBH]

Born 1981 in Tokyo. In 2011, Takakura received his doctorate in Oil Painting from Tokyo University of the Arts, Graduate School of Fine
Arts. He was selected for Overseas Study Program for Artists provided by the Agency for Cultural Affairs, and worked in Lebanon. After
returning to Japan in 2013, he began working at Tokyo University of the Arts, Department of Oil Painting. In 2016, he o —
joined Global Art Practice as a Project Assistant. He participates in group and solo shows while also planning exhibitions.
1981 FRImE F 1o 20NFR R AF AR EMMAFHEL R LRI AERE- MR MR EE T LT BSMERIEICL B RIRDFER LN/ >
FHFNE I THESIF, 2013 F IR E R R ME T IERENEM £ 50 %2016 F LR, BRP VIV —TEADHRICIATRESEEHTE Jo
Classin charge: Art Practice Il & IV, London Unit Y8 7— 577 4Z Il & IV. A F>2=y b

Hiroko Nakajima [Project Research Assistant] &8 #F (GhLUE 0AZ) [($5EENF]

Born 1980 in Tokyo. Nakajima received her BA in Contemporary Jewellery at Konstfack, University of Arts, Crafts and Design, Sweden in
2012, and MAin Fine Art (Sculpture) at Slade School of Fine Art, UK in 2016. Recent exhibitions include Kuroko at Gallery House, Leeds
(2019), Art Triangle at the Embassy of the Kingdom of the Netherlands, Tokyo (2018), Odds at Assembly Point, London (2017), PILLOW
SWALLOW HOLLOW YELLOW at ArtWall, Athens (2017). Recipient of Chelsea Arts Club Trust Award (2015).
http://hirokonakajima.tokyo/

1980FRTEE N, 2012FE XY 1 —TF U EANEMIET A > AFRA 2T 2R £33, 2016 F0> KO RF AL — FREMFERZIZ
FHELRRET. ELEERIC [Kuroko] (J—X.2019) [Art Triangle] (R%X.2018) [0dds] (B> K>, 2017) [PILLOW SWALLOW
HOLLOW YELLOW] (77 %. 2017) & &, £HZEEICChelsea Arts Club Trust Award (2015) »*% %, http://hirokonakajima.tokyo/

Classin charge: Paris Unit #3835 :/8)1=2y b

Tsukasa Doi [Project Research Assistant] 3 DH& (Euy 22%) [IFEMFE]

Born in Tokyo. Doi recieved her MFA from Inter-Media Art Department from Tokyo University of the Arts. After working at a
film design office, patent office, etc., Doi has worked in Global Art Practice as an Adjunct Education and Research Assistant o ol
since 2017. b S I i |

{  EEAl
ARG, RREMAFAERENTR EREMRRERET, WG BHH. BHEEREODH 20175 50 RH, [_es BB

Classin charge: Art Practice Il & IV, Introduction to Japanese Art | & || #BEEZR: 7— TS 7702 1l & IV, BE7— MR | & I

Claire Fujita [Adjunct Education and Research Assistant] B 7L7 (L7 <ha) [HEHEENF]

Born 1991in Beijing. Fujita received her MFA from the Inter-Media Art Department of Tokyo University of the Artsin 2018. Her work addresses
the form of communication through kinetic sculptures. Main exhibitions include; Playing in the Woods (Nagano, 2016), Cross Domain (SuZhou,
China, 2018). Awards include; Tokyo University of the Arts Purchasing Prize (2017), Metro Cultural Foundation Prize (2016).
1991 FFE, dbREEN, 2016 FRRBAMAEEMF LR SMRBTZER. AROBLRENER. 2018FIET, MEPHBNICER%E
BELENS, A2 =232 DHNAISDWTOEMEREEICHIF, ELRREIC, [HFiICHZAR] (REFR. 2016). [ZXE-] (FE FM.
2018) . FHE. RREBMAF ZEET BVETEZE (2016) . X FAXLHHEZE (2016) o

Classin charge: GAP Kobiken Research Trip, GAP Seminar lll, Paris Unit $BX#3E : GAPEEAMARZRIRIT. GAPEE 11l /X)1=y b

Monica Castillo [Adjunct Education and Research Assistant] E=#-h27 (U3 [REREHF]

Born 1990 in the Philippines, Monica E. Castillo received her BA in Animation from De La Salle-College of Saint Benilde, Philippines in
2011 and her MFA from Global Art Practice department of Tokyo University of the Arts in 2019. In 2014, Castillo held her first solo show
entitled INKED, which was followed by a group show, Tagaytay Art Beat, in 2015. In 2018, she was awarded the Grand
Prize from Asia Network Beyond Design, Seoul.

1990F 71 VEL N, TIH—IAFENZIUVTREE, 201 9FERREMARKEREMARE I/ O—1NIVT7— T 5771 XEBUET, 2014
FICHHTDERE [INKED] #BE, BE. JIL—TR [Tagaytay Art Beat] (Z&10,

Classin charge: Art Communication | & I, London Unit #3%%: 7—b332=24—>3> | & Il A R>2=Zy b

Michiyo Takahashi [GAP Assitant] &#& =F& (21U #54) [GAPPLRER]

After working at the Toride Administration Office of Tokyo University of the Arts, she worked as an assistant at the Inter-
Media Art Department. Since April of 2019, she has been working as part of the Global Art Practice Staff.

REBMAFMFRUEBEDBE. AP EREREMREMABF £ 2019F4RLWREICES,

For more information, please visit
our website and Instagram!!

website http://gap.geidai.ac.jp/
Instagram gap_geidai
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