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PREFACE

Thv exhibition, “Japanese Art After
1945: Seream Against the Sky.” isan
interpretive survey of the last fifty years
of Japanese avant-garde art. It is a great
pleasure for The Japan Foundation to be
co-organizer of the American tour, which
travels to the Guggenheim Museum
SoHo, New York and the San Francisco
Museum of Modern Art in association
with the Center for the Arts at Yerba
Buena Gardens.

The Japan Foundation has worked
for many years with leading American art
institutions to introduce representative
works of Japanese culture to the United
States. We have focused on both classical
Japanese and emerging contemporary
art. An example of the former was an
exhibition of traditional Japanese art
organized by The Japan Foundation and
held at the National Gallery of Art,
Washington D.C. in 1988, entitled “The
Shaping of the Daimyd Culture 1185~
1868.” A successful example of the latter
was “Against Nature: Japanese Art in the
Eighties,” which opened in 1989 and
toured for two years to seven major U.S.
cities, including San Francisco and New
York. These exhibitions enjoyed eritical
acelaim and performed a significant
role in encouraging a deeper under-
standing of Japanese culture among
Americans today.

“Japanese Art After 1945: Scream
Against the Sky” is the first exhibition
devoted to the history of postwar Japan-
ese avant-garde culture ever presented in
the United States. Although the artists
are of different generations and their
works represent diverse styles of expres-
sion, a common element can be detected.
While clearly demonstrating a departure
from European and American mod-
ernism on one hand, these artists have
sought innovative methods of expression
that surpass the boundaries of estab-
lished art forms and which are contempo-
raneous with some of the most

experimental and radical international

art movements of the postwar period.

The opening section of this exhibi-
tion presents the work of the Gutai
group, arguably the first avant-garde
movement to emerge in Japan after
World War II. Yoshihara Jird, the lead-
ing exponent of Gutai, encouraged his
members, “Never imitate!” and “Create
what has never existed before!™ Yoshi-
hara’s words and spirit happen to extend
beyond Gutai to inform many of the
other artists” works in this exhibition,
and convey a message that is still relevant
to the contemporary art community
in Japan.

As we stand on the threshold of the
twenty-first century, the world of art
today is rapidly changing and becoming
more and more diverse. This exhibition is
therefore very timely. It offers a revision-
ist view of recent Japanese art history
and shows the passion of the artists who
have sought to break through the bound-
aries of artistic self-expression.

This provoeative exhibition was
curated by art historian Alexandra
Munroe of New York and Tokyo, who
developed this project as guest curator of
the Yokohama Museum of Art from 1991
to 1993. Under the museum’s auspices,
Ms. Munroe conducted research on post-
war and contemporary Japanese art and
subsequently presented her findings in
the exhibition, “Sengo Nihon no zen’ei
bijutsu,” held at the Yokohama Museum
of Art from February to March 1994.
The present exhibition varies only slight-
Iy from the original show, Yokohama's
project, which entailed a comprehensive
reexamination of fifty years of postwar
Japanese cultural history. had never
before been attempted in Japan. It
proved to be immensely popular and

stirred a great deal of eritical debate.




CHAPTER 12

X:
EXPERIMENTAL
FILM AND VIDEO

BARBARA
LONDON

12 1. TAKEMITSU Téru and TANIKAWA
Shuntard. X (Batsu). 19660, Film

Duriug the second half of the nine-
teenth century, in its desire to
strengthen itself and conquer new fron-
tiers, Japan swiftly absorbed industrial
and artistic practices from the West.
When photography was introduced in the
18505, the Japanese adapted a new, for-
eign technology to local conventions, A
popular saying of 1872 included pho-
tographs in the “standard paraphernalia
of civilization and enlightenment,” along
with newspapers, the postal system.
gaslights, steam engines, exhibitions, and
dirigible balloons.” Photojournalism
arose in the early 1900s when it became
possible to print photographs and type
on the same page.

Western cinema reached Japan in
the form of the Kinetoscope in 1896
and the Vitagraph in 1897, Audiences
interested in the new technology and
up-to-date Western film styles flocked to
Tokyo's special film theater which opened
in 1903. The first Japanese films resem-
bled. and used familiar stories taken
from. Kabuki. Other themes were drawn
from Shinpa (new, Western-style the-
ater). with its contemporary plots, and
Shingeki (modern drama}, which also
borrowed its texts and techniques
from the West.

Similar to Bunraku puppet theater,
early Japanese film was accompanied by
a live narrator who told the story and
commented on the images. Standing in
the theater beside the sereen, the benshi
(narrator) identified temporal and char-
acter shifts and frequently introduced a
narrative parallel to the one that was
shown. Subtitles were irrelevant. The
benshi sheltered the Japanese cinema
from the realism of Western film.

In 1923, Japan’s strong, regional
film industry was demolished by the
Kantd earthquake. New sound technolo-
gy was introduced during its reconstruc-
tion. and cinema changed dramatically.
Directors like Murata Minoru, Mizoguchi
Kenji, and Ozu Yasujird developed
detailed styles that faithfully illuminated
the reality of daily life. As equipment

proliferated. the versatile camera arts
gradually came to seem part of the fabric
of Japanese life. Filmmaking reached a
remarkable level of artistry, employing
long takes, serene moments, and non-log-
ical, intuitive editing, Atmosphere was
more inlllhrt:illl than character, and lin-
earity was not a concern,

The period that began with the
American Oceupation | 1945-1952) after
World War Il saw the progress of science
and technology, rapid economic growth,
and the modernization of culture. Setting
the tone for democracey in Japan, Occu
pation commanders prohibited the cre
ation and viewing of period Japanese
dramas that sanctioned feudal ways.
They encouraged “enlightened™ foreign
films, and viewers began to follow and
emulate American and European styles
and fashions.

In the late fifties, eight millimeter
{8-mm) home-movie technology was per-
fected. and film became a desirable and
affordable form of expression for the
general population. Artists experimented
with the medium in this new form, devel-
oping strategies that often were derived
from traditional contemplative methods
of experiencing the arts. Film time was
perfect since it slows down and makes the

moment become all-absorbing.

:"!l'IIHI-I_J\I.Iﬁ’l'-f.-lliﬁl'Rll]ﬁ't‘
AESTHETIC MOOD OF
THE FIFTIES

he decade of the fifties was a transi-
Tliunul period: everyone was catching
up. struggling to survive. The American
Oceupation ended in 1952 and left the

Japanese people Lo sort through the

many changes and new challenges to tra-

dition. Experimental film gained a toe-
hold among painters, poets. COMPOSErs,

|rhutugru|-|wr.~'. and |1|iuu|‘i+:hln'. Con-
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12.2, HOSOQE Eikd. Navel and A-Bomb.
1964, Film

12.3. TERAYAMA Shiiji. The Cage, 1962, Film
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trary to Western filmmakers, who tended
to probe psychological depths, Japanese
artists adopted the style more than the
content of Surrealism,

The eritie-poet Takiguchi Shiiza
(1905-1979), who had studied with the
poet Nishiwaki Junzaburd and the Marx-
ist theoretician Tozaka Jun, was chiefly
responsible for the wide dissemination of
information about Surrealism in Japan.
He was instrumental in the founding in
1951 of the Experimental Workshop
(Jikken Kaba). which explored new
media and staged interdisciplinary events
using photography and film in a kind of
Bauhaus revival. Participants included
composers Takemitsu Téru and Suzuki
Shin’ichi, kinetie artists such as Yama-
g_u('.hi Katsuhiro. the music eritic .-'lki)'u—
ma Kunihiro, the performer Sonoda
Takahiro, and the photographer Otsuji
Kiyoji. The group promoted equality
among members and dispensed with the
traditional hierarchical student-teacher
relationship, which requires that the stu-
dent perpetuate the teacher’s style.

Other experimental organizations
emerged, including the Democratic
Artists Association (Demokurito Bijutsu-
ka Kyﬁﬁ'ﬂi} which was composed of cre-
ative young artists and critics, Searching
for values and subject matter that corre-
sponded to their roles in a new Japan,
the Democratic artists were drawn to the
generosity and experience of the contem-
plative artist-photographer Ei-Kyti
(1911-1960).* Their 1957 exhibition,
“Eyes of 10.” challenged photography
and heralded a new, postwar era.*

Ankoku Butoh (Dance of Utter
Darkness), a new kind of dance created
by Hijikata Tatsumi, was influential in
the stylistic and methodological develop-
ment of Japanese photography and film
{Performance Plates 106 to 109), In May
1959 Hijikata held his first solo perfor-
mance in Tokyo. Based on Mishima
Yukio's novel, Forbidden Colors ( Kinjiki)
that depicts sexual relations between
men, the danee

more ambiguous than

the book—featured a male dancer, a

yvoung hoy and a live chicken. As the
piece reached its climax, Hijikata broke
the bird’s neck and splattered blood over
the stage. This innovative new dance
form arose from a search for something
authentic to be made out of Japanese
rather than Western eulture.

Butoh touched the expressive part
of life Hijikata felt had been lost in con-
temporary society since the sanitizing of
Japanese popular culture began with the
Meiji Restoration in 1868. Hijikata and
emerging alternative theater groups like
Kara Jurd’s Theater of Situations (Jakya
Gekijo), Suzuki Tadashi’'s Waseda Little
Theater (Waseda Sha-Gekija), and Satd
Shin’s Black Tent (Kuro Tento), looked
back to primitive Japanese roots, Explor-
ing the dark, obsessional, and banal.
Butoh created images of a wasteland peo-
pled by white-faced spastic beings who
existed somewhere between reality and
illusion. Hijikata and others also studied
the raucous atmosphere of popular enter-
tainment which they saw as the legitimate
heir to Kabuki. They looked at Asakusa
“opera.” a kind of musical theater that
incorporated both traditional and West-
ern influences; Misemono, a form of the-
ater that included acts comparable to
ones in a circus sideshow: and Yose the-

ater, that eentered on comic monologue,
similar to a vaudeville review.

The photographer Hosoe Eiki saw
Hijikata’s Forbidden Colors. and was
inspired by the stark, fiendish figures.
Hosoe took Hijikata and his group off the
stage and with them constructed other-
worldly dramas in film and photography.
Hosoe also worked with Mishima Yukio—
the writer was in Hijikata's studio so

often he kept his own chair there—whao

posed for Hosoe in an erotic series,
Ordeal by Roses (1963). Both Hijikata
and Hosoe were born in the northern

area of Tohoku, where the harsh winters

are long and bleak. Tohoku contains
such frightening, voleanic landscapes as
Osore Mountain, where people go annu-
ally to commune with the dead through
the blind mystics that live there. In keep-
ing with the Japanese |H'UE)]("H reverence
for the area where their ancestors lived,
this remote environment permeated both
Hosoe and Hijikata’s work.

Commercial cinema was experienc-
ing a ferment as well. Oshima Nagisa was
a noviee when the commercial film stu-
dio, Shachiku, asked him to direct Town
of Love and Hope (1959). This and
Oshima’s subsequent narratives dealt
with such gritty subjects as young peo-
ple’s nihilistic questioning of the ways of
their parents, and the plight of Koreans
living in the slums of Japan. Oshima was
active in urging his colleagues to over-
throw the conventions of traditional cine-
ma in order to create a new, ilIl]l'[l'l"mf!'llt

art form.

THE NEO-DADAIST
PERIOD

hotographers and filmmakers were

central figures in the Japanese
neo-Dadaist movement. Like the original
European movement of the 1920s from
which it was derived, neo-Dadaism freed
art from tradition by challenging old
structures. Although it came at a time
when leftist activity was disintegrating
through political oppression, the move-
ment was sustained ||:.' students who had
been encouraged after the war to be
unconventional by their progressive
teachers. Artists used everyday, industri-
al objects and materials and such tech-
nigques as collage and assemblage which,
unlike Japan's traditional arts and
orthodox modern painting and sculpture,
did not require years of training with

a4 master,

It was a fertile time for Anti-Art.
There existed a strong, anarchistic
underground fueled by lively interdisei-
plinary exchange, and unusually forth-
right artistie dialogue. Rules were up for
grabs. In October 1960, Hijikata, the
poet-director Terayama Shuji. and the
photographers Hosoe and Tomatsu
Shomei ereated the Jazz Film Laboratory
(Jazzu Eiga Jikken-shitsu), which
embraced music, dance, film, and light-
ing. Anti-tradition, anti-authority. and
up'm:it:(l to Social Realism, ll‘ll'}' and their
peers deliberately rejected common
sense, as well as the conventions of a
rigid society. Proceeding without estab-
lished formulas, every means was possi-
ble—from the ludicrous to the political,
from the derisive to the violent—and
they produced artistic work that was exu-
berantly expressive.

Navel and A-Bomb (1960, figure
12.2), Hosoe's short black-and-white
film, reflects the anguish of the period.
The film mocks tradition with its nude
male performers who stand in ritualistic
poses on an empty beach beside a placid
cow. The performers fight over an apple,
and then a fllapping chicken with its head
cut off dies (reminiscent of the chicken in
Forbidden Colors). The film concludes
with an aerial shot of ten naked little
boys scampering and crawling over the

heach. They run in a circle, fall down,
and pile up in a heap, their penises cov-
ered with sand. A man comes out of the
ocean and draws a long rope from one
boy’s navel, which was marked by a large
X. The concluding image is of an atomie
bomb majestically exploding over the
screen: this horrific shape is the sublimi-
nal leitmotif of the film.

Another well-known neo-Dadaist
film. X (Batsu) (1960, figure 12.1),
follows the progress of an everyman
through an urban wasteland. It was made
by the celebrated poet Tanikawa
Shuntard, who is a master of commaon
language and wrote many film seripts and
texts for photography books. with a
soundtrack (subsequently lost) by the

composer Takemitsu Toru. This every-

man marks evervthing he encounters
with an X, from l(']t'phunv !llllt's to fruit
and books he fondles in markets to a
woman he pursues who lies on the
|_r,ruu|u|.. first clothed, then unclothed. As
]ll’ CATERSeS Ill'r l]l‘ll'k. lll‘ I}IIEH xJ‘H [ll(l“g
il("r HIli"l'. IJH!I'T.. \‘\'Ill'l'l hl" lll'il“'ﬁ an \ on
a storefront, he is beaten and iil'ilg;_’l‘ll of f
by businessmen. The allegorical batsu
can ht‘ l‘i"‘“"l' consentl or rl’jl"('liﬂ]l. or Il'll"
mark of individualism, putting an identi-
fying (or accepting) mark on the world.
Teravama Shiji (1935-1983) was a
central figure in Tokyo's underground,
was widely published even during his
teens, and revered as one of Japan’s
finest poets.* Out of his own Tohoku
childhood and his close rapport with
Hijikata, Terayama joined innocence
with the erotic and the grotesque. He
looked to the Japanese popular culture of
rural folk festivals and street theater for
inspiration. He worked on the ambiguous
edge between reality and fietion.

In 1967, Terayama founded the
Tokyo Tenja Sajiki Theater with designer
Yokoo Tadanori and theater director
Higashi Yutaka. He worked there with
young performers, creating theater
pieces for them and casting them in a
variety of his films. Tenjo Sajiki attracted
many artists from different disciplines
and the group frequently toured America
and Europe. Terayama's eccentric vision,
reflected in his books, street perfor-
manees, and films had a strong impact on
younger artists, as did his encouragement
and generosity of spirit.

In The Cage (1962, figure 12.3),
Terayama transformed an ordinary pas-
toral scene into an enchanted garden.
This magical film depicts a collection of
solitary eharacters who come and go

about their ohscure business. It opens
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2.4. TESHIGAHARA Hiroshi. Woman of the

Dunes. 1964. Film

12.6. Donald RICHIE. Boy with Cat.

1966, Film

12.5. Takahiko HMURA. On Eyve Raft. 1962, Film

with a naked figure who runs up and
peers through an ornate door, trying to
gel in (or out), Two men exercise and flex
their museles, then a woman holding a
goat runs past. An older woman in a How-
ered print dress appears with a large
pendulum clock, which is later cast aside,

as if murdered.

Despite the existence of places like
Tenjo Sajiki and the intense creativity of
this |_u'|"||u]_ the held rlfi'“rl‘r'ilui'll!ali film
was threatened by various outside forces,
The influence of television expanded
exponentially after many househaolds
hought television sets to watch the live
hroadeast of the Crown Prince Akihito’s
wedding in 1959, Film audiences were
dropping in number, so many film com-
panies invested in television stations.
Filmmakers, seduced by broadcasters’
need to fill up air time, began to make
television movies. documentaries,
and commercials.

Struggling to portray their own
vision, avant-garde filmmakers turned to
the example of the West, They presented
their work in basement cafes and such
unlikely places as Naiqua Gallery, which
was housed in a former medical clinie in
the Shinbashi section of Tokyo and pre-
sented the experimental film of Takahiko
limura and Obayashi Nobuhiko in 1963,
The most active alternative site was the
Siogetsu Art Center, established by the
celebrated sculptor and ikebana master
leshigahara Sofii. and run by Nara
Yoshimi and Igawa Kaezo, with Sofu’s
son, Teshigahara Hiroshi as director.”
Sigetsu subsidized loecal performance
artists and filmmakers by donating pro-
duction funds and exhibition space. The
venter quickly became the foeal point for
avant-garde activities, from interdiscipli-
nary events staged around Hijikata’s
dance to screenings of the films of D.W.
Griffith and Sergei Eisenstein, as well as
American underground and French New

Wave cinema. The inauguration of the

Cine Club Research Group gave artists
direct access to foreign films. A wide
range of artists were active at the Sogetsu
Art Center, including the musician-com-
poser Takemitsu Toru (who, like
Ichivanagi Toshi and Takahashi Yiji.
was trying every imaginable way of mak-
ing new music), the architect lsozaki
Arata, and the sculptor Miki Tomio.

sidered

Teshigahara Hiroshi is cor
an authentic “auteur” director, represen-
tative of the New Wave in Japan. His
accomplishment was fueled by the inter-
national stimulus provided by the Soge-
tsu Art Center. Initially a painter,
Teshigahara shifted to film and made his
first documentary in 1953 on the late-
cighteenth-century artist Katsushika
Hokusai. In the late fifties he worked as
an assistant to Kamei Fumio, the leftist
documentary filmmaker who had gradu-
ated from the Leningrad Motion Picture
Institute and brought Russian Socialist-
Realist filmmaking techniques to Japan.
After making several anti-war films dur-
ing the war (financed by the army),
Kamei was persecuted by the Japanese
police. He directed the provocative {and
!'l'z'lﬂll:llll\ censored) |1m'mm-uIar} The
Japanese Tragedy in 1946, Teshigahara
was impressed by the older director’s
techniques as well as by the humanistic
message of Japan's Communist Party. Yet
he was more interested in psychology and
atmosphere than in politics. In his dra-
matic films, he turned to the novelist Abe
Kaba, fascinated by the writer’s
barogue. psychological symbolism. He
set his probing camera to reveal micro-
scopic detail and to make emotions feel
tangible. Westerners found Woman in the
Dunes (1964, figure 12.4) wildly sensual
and mysteriously beauntiful. The Japan-
ese felt the artistry was too obvious.

Also active at the Sogetsu Art Cen-
ter was the American expatriate writer
and filmmaker Donald Richie, who had a
catalytie effect on experimental filmmak-
ing in Japan. After receiving a degree in
film from Columbia University on the GI
Bill, he returned to Tokyo where he had

been stationed. His 8-mm films from the

mid-fifties inspired many artists with his
personal approach to cinema, broad
experience, and direct response to other
artists” experiments. He shot Human
Sacrifice (1959) in an abandoned factory
in Tokyo’s Shinagawa area with Hijikata
and his dancers, and recorded one scene
of A Couple (1963) at the Sogetsu Art
Center. Richie’s films were included
with the Japanese entries at the “3rd
Experimental Film Festival” in Brussels
in 1964,

The role of documentary and art
films was discussed in the many film jour-
nals that appeared at this time." as well as
in the art magazine Bijutsu techa. The
Sogetsu Art Center’s FILM quarterly,

among other publications, devoted pages

to the meaning of “independent produe-
tion,” “independent” exhibition, and the
“Old Left™ notion of “independence.” It
encouraged film artists to move away
from the restriction of rllzlkin;,r Fllllllil'-
relations films, which for many years had
been their source of livelihood.

Takahiko limura’s low-budget films
followed extemporaneous methods. For
one project he took found footage of an
American sex education film, seratched
the emulsion and reedited the film, call-
ing it On Eye Raft (1962, figure 12.5).
Another work, Onon (1963), which is
accompanied by a music score by

Yasunao Tone, turned film into an inter

active medium: he played the projector
like a musical instrument, going back-
ward and forward, stopping and freezing
frames. The result was a lively kind
of junk art, the everyday given an
other context.

More iconoclastic young filmmakers
banded together in groups. Adachi
Masao, then studying film at Nihon Uni

versily (said to have lu[t-l'jnilwll the
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Palestine Liberation Organization)
founded the Nichidai Group with Waka-
matsu Kaji, Hirano Kanbara, and
Jonouchi Motoharu. The name is an
abbreviation of Nihon Daigaku (Nihon
University). Adachi’s expressionist film
Closed Vagina (Suin, 1962) was his
metaphor for the political situation in
Japan. Jonouchi made “abstract™ docu-
mentaries by using a fish-eye lens to film
student protests. His impressionistic film,
Hi Red Center’s Shelter Plan (1964,
Plate 73), scans the photographs from
this Hi Red Center absurdist perfor-
mance at Tokyo's Imperial Hotel, Often,
Nichidai audiences would be taken to a
dark room expecting to see a film, but
the room would remain pitch black—
the cinematic equivalent of John

Cage’s concerts.”

After graduating, Adachi and his
group founded the Van Film Institute and
worked out of a small studio in Shinjuku.
They combined fact and fiction in Docu-
ment June 16, a documentary about the
student movement and the death of mar-
tyr Kanba Michiko. Yasunao Tone, Yako
Ono, and Ichiyanag Toshi provided a
semi-improvised sound track.

The Korean artist-musician Nam
June Paik is closely connected to the mul-
tifarious cultures in which he has lived.
During the fifties, he completed a degree
in aesthetics at the University of Tokyo,
then studied music in Germany, where he
joined Fluxus, the international move-
ment that sought to erase the distinetion
between art and everyday life. He
returned to Tokyo in 1963 to develop a
robot with engineer Abe Shiiya. His per-
formance of the music of John Cage at
the Sogetsu Art Center was one of the
first Fluxus events in Japan. He left
Tokyo for New York, where he and the
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robot could frequently be seen together
walking down Canal Street and at
Fluxus events. In 1984, he was the first
video artist to be given a retrospective
in Japan.

Fluxus included many Japanese
artists, including Shiomi Mieko and Yako
Ono. In the early sixties, Ono became an
active participant in and instigator of
proto-Fluxus events, performing her dis-
tinetive style of Happenings in Tokyo,
New York. and London. She made a
series of formalist films which have been
shown in experimental cireles in the West
more often than in Japan. Interested in
the representation of the body, Ono
emphasized stylistic and abstract con-
cerns. Bottoms (1966) is a whimsical
series of close-ups of peoples’ naked pos-
teriors, recorded as they walked in place
in front of the camera.

MINIMAL ABSTRACTION

B)’ the late sixties, neo-Dadaism in
Japan had played itself out. At this
time Minimalism was starting to take hold
in America, inspired in part by a redis-
covery of Zen Buddhism and Asian art.
Many North American filmmakers were
interested in the structural possibilities of
the camera and the recording process.
Japanese artists embraced Minimalism as
a return to aesthetic issues. Despite the
fact that Minimalism came from America,
many of its tenets were familiar to Japan-
ese artists since appreciation of the tradi-
tional Japanese arts had trained them to
look at the abstract qualities of materi-
als. Exposed form was a goal.

For Minimal filmmakers, formal
considerations counted for everything.
They dealt with art’s processes—the film
emulsion as a material to be drawn on or
scratched, the frame as information to be
broken down and separated into colors,
the projected image as a landscape-like
field of color, Film was considered a pro-
gression of stills. Works emphasized a
state of being rather than an action, each

moment separate from the next.

Hagiwara Sakumi’s Mist (1971) was
recorded from one stationary camera
position. It shows a black-and-white
landscape in which, over a span of eight
minutes, the misty clouds obscuring near-
by trees gradually lift to reveal distant
mountains. Viewers become contempla-
tive as their own time slows down. in the
same way they would look at an ink
drawing of a similar landseape.

Ando Kohei sculpts with time. He
based a series of short films on the subur-
ban train that rattles past his house. In
Like a Train Passing #2 (1979), the cam-
era set on a tripod records family mem-
bers standing in front of the train that
rumbles through cherry blossoms,
autumn leaves, and snow. Gradually the
scene fades to dark red, and the camera
moves closer to the family members.

By this time, the train’s unbroken
motion and sounds have become a mech-
anized lullaby,

In Yamazaki Hiroshi’s work, time
and space belong to the same continuum.
In Heliography (1975), he recorded the
motion of the winter sun over a thirty-
day period. As a projected image, the
rays of the sunlight glimmer, twinkle.
and disappear.

A more technically-based Minimal
work is Matsumoto Toshio’s Atman
(1975, Plate 161). The title comes from
the Sanskrit word meaning self, which
the artist contrasts with Brahma, the
concept of the cosmos as described in the
Upanishad texts. Matsumoto wrote that
he “tried to focus on some kind of para-
doxical struggle between Atman and
Brahma.” He dressed his actor in tradi-
tional No costume with a devil mask. and
used Né music as the film’s score. The
film is a structural masterpiece. Matsu-
moto shot the film frame by frame,
recording from 480 camera positions
around his suhject. He alternates
between close-up views and a lateral

motion created by a zoom lens. As he cuts
between the two points of view, he simul-
taneously modifies the landscape, build-
ing in increasingly faster momentum to
the film’s crescendo.

In addition to his important contri-
butions to experimental film, Matsumoto
has produced numerous feature films,
starting with Funeral of Roses (1969).
The film is an Oedipal story that deals
with transvestism. A television-style host
poses rhetorical questions to the viewer.
An avowed disciple of Bertholt Brecht,
Matsumoto elarified the confrontation
between Japanese culture and Western
materialist theories of representation.

THE ELECTRONIC ARTS

hen the Sony Corporation intro-
Wducﬂl the first portable video
equipment in Japan in the mid-sixties,
some artists immediately began to experi-
ment with it. Japanese video art was
launched with a 1968 event called “*Say
Something Now, I"m Looking for Some-
thing to Say,” organized by the eritic
Tano Yoshiaki and former Experimen-
tal Workshop member Yamaguchi
Katsuhiro. Since the early fifties, when
he covered his paintings with lenses
whose refracted images shifted as the
viewer moved, Yamaguchi has been
involved with kinetic art and electronic
media. In his video work, he has concen-
trated on multi-monitor installations. His
elegant constructions are the embodiment
of good Japanese design. For many years
he was an influential professor at Tsuku-
ba University, and he continues to be an
effective advisor to corporate and gov-
ernment leaders.

In 1969, the “Cross Talk Intermedia
Festival™ took place at Tokyo's Yoyogi
Stadium, attracting an audience of
11,000 people over three days. American
(’lt‘l'l[‘l'lnil'_" l"‘l';ll"l'll']‘l‘sf"rs Da\"‘l{l T‘"il"" H.nl.l
Robert Ashley performed along with film-
makers Stan Vanderbeek and Matsumoto
Toshio. In the same year, Miyai Rikurd

experimented with multiple television sets

12.8. NAKAYA Fujiko. Friends of Minamata
Victims. 1972, Videotape. Photo by
Barbara London

12.7. YAMAGUCHI Katsuhiro. Las Meninas.

1974-75. Video installation

12.9. YAMAMOTO Keigo. Foot No. 3. Part 1.
1977. Videotape. Photo by Barbara London
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in an intermedia presentation, and
limura made Man and Woman. in which
the front and back of a naked couple
were shown through two video monitors.
limura’s video performances analyzed
the relationships between subject and
viewer, and between live and recorded
action. His works consisted of statements
and actions overlapping identical state-
ments and actions on a prerecorded tape.
They were lengthy and repetitive, tedious
in the same way as Andy Warhol’s film
Empire (1964).

The spirited Kyoto artist Ida
Shaichi. who is known primarily as a
printmaker, added the elements of space
and time to his large, site-specific instal-
lations of handmade paper of the late six-
ties and early seventies. He projected
film and video directly onto washi
(Japanese paper) surfaces. In Conception
(1970-1985, Plate 162) he combined
silksereen, lithography, offset, etching,
video. film, and slides. He explored the
surface as the “between,” especially as
that thing between his own life and that
of someone else,

The first international exhibition to
feature video installations was the *10th
Tokyo Biennale™ with the theme
“Between Man and Matter,” held in 1970,
Organized by the art eritic Nakahara
Yiisuke, the show examined the theories
behind contemporary experimental art
activity and presented work by many
conceptual artists from the United States
and Europe. Its special video section
included Nakaya Fujiko's Statics of an
Egg. Yamaguchi’s Las Meninas (figure
12.7). Yamamoto Keigo's star-tracing
game, Komura Masao’s junked car, and
works by Wada Morihiro, Kobayashi
Hakudo, Matsumoto Shaji, and

Shigeko Kubota,
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Vancouver videomaker Michael
Goldberg visited Tokyo in 1972 on a fact-
finding trip for his Video Exchange
Directory. He had expected to find a
thriving community of video artists, but
found little organization. He subsequent-
ly worked with Nakaya and Yamaguchi in
organizing workshops and the exhibition,
*“Yideo Communications: Do-It-Yourself
Kit™ at the Sony Building in Tokyo's
Ginza section. The same year. the Japan-
ese artists involved in the show formed
the group, Video Hiroba." Its members
came to video from various disciplines,
including graphic art, theater, cinema,
and music. Many of them were the disen-
franchised—dissident art students
and women.

The thirteen members of Video
Hiroba jointly purchased a black-and-
white portable video camera, and rented
it out to members for the equivalent of
$3.50 a day. Nakaya made Friends of
Minamata Victims (1972, figure 12.8),
which recorded the demonstration
protesting a Japanese factory’s negligent
disposal of mereury and the ensuing poi-
soning of the residents of Minamata.

The tape became part of the protest
it documented.

Fukui artist Yamamoto Keigo
approached video in a formalist manner
(figure 12.9). He used it to express the
Japanese concepts of ma (the interval or
space between people and objects) and ki
(the energy that emanates from the spir-
it). Capitalizing on video’s live aspect, he
employed feedback and visual interfer-
ence, the electric “aura”™ of video equip-
ment., and the body's spirit. In one
performance, he interacted with a prere-
corded image of his foot.

In Osaka. Nomura Hitoshi used
video and photography to make abstract
projects based on Minimalism, He econ-
centrated on ordinary actions and natur-
al phenomena, avoiding eraft. Video's
immediacy allowed him to see results
directly, as in his gestural “action™ tape,
Age:M—F (1978, figure 12.10).

Shigeko Kubota moved to New York
in 1964. She was led to her exploration of
video by her association with Fluxus and
her marriage to Nam June Paik, and she
later organized several “video exchange™
exhibitions between New York and
Tokyo. In 1970, she created a Video Self-
Portrait and by 1975 was making sardon-
ie video sculptures, (From 1974 to 1982,
she was Curator of Video at Anthology
Film Archives, New York.) Interested in
craft, she combined man-made and nat-
ural materials and the stationary object
with temporal video images. Her earliest
pieces ery with feminist anguish; others
pay homage to Marcel Duchamp, whose
work is revered in Japan. Kubota’s later
sculptures reach back to her Japanese
roots. In River (1979-1981, Plate 163).
running water and video reflections shim-
mer like the seasons.

Idemitsu Mako is an artist out of
step with convention. Born into a cul-
tured and traditional family, she studied
film at Columbia University and lived for
a while in California. She experimented
with film and video, and returned to
Japan to become a founding member of
Video Hiroba at a time when the women’s
liberation movement was active in
Japan.” Idemitsu’s early video sketches
reflect an effort to address her r'uunlr'_\"s
patriarchal society. In Another Day of a
Housewife (1978), she recorded her daily
routine in the kitchen, all the while
watched by an eye on the television set on
the counter. Her Great Mother series
(1983-1989, Plate 164) scrutinizes the
emotional interactions of mother-child
relationships, revealing the underlying
volatility of seemingly placid households.
This series took advantage of the “live”
feeling of video and the apparent candid-
ness of people talking on camera. Ide-
mitsu’s complicated seripts and use of

plot are distinctive in the context of

Japanese video. She also addresses the
constraints of social conventions and the
conflicts caused by living in a hybrid
Japanese-and-Western culture.

Traditional Japanese homes contain
a consecrated place where photographs
of ancestors are reﬂpﬂrtfui]}' sel. Tﬂ-(la)‘.
in most _]apanﬁw households, the televi-
sion fills this place, ldemitsu’s videotapes
often depict the claustrophobic rooms of
modern homes, and each interior con-
tains a television set. Her silent close-up
shots of various members of a family are
a ‘."lllll‘l[('rl:-niﬂl to the tense dramas of the
room. The television screen is a window
into the darker, often more destructive
aspeets of her characters’ minds. Her
sound tracks are based exclusively on
dialogue and ambient noise; her video-
tapes seem more like documentaries
than dramas.

Il'l.l“.\’.}ll'l'l_l-ij\'i‘ video cameras made
“'Fll\ fnr a Iitl"l"ll r'y \'ilil"(l gl'ﬂ'l'l"—ﬂn!l one
of the most lauded _Iupum-auf villﬂulaiwn,
the 1982 collaboration between the well-
IG"IIH'I'I l'llll"!'l Tanikuwa SI'II,I]'IIH,["_I al'lll
Terayama Shiiji. These longtime friends
had worked extensively with film and
other artistic means before they tried
video. In their Video Letter (figure
12.11). made with the aid of Image
Forum. they updated a venerated liter-
ary form. the collaborative renga (linked
verse). They exchanged electronic *let-
ters"—extemporaneous monologues
recorded on camera with a theatrical
sense of timing and a poetic command of
language. Each ruminative “letter”
reflected a particular moment, vet each
was connected to the preceding one.
Video Letter has a particular poignancy

because of Terayvama’s fatal illness,
which brought the project to an end.
His death is acknowledged in the last
“letter.” Completed and edited by
Tanikawa, the work became a powerful
elegy to Terayama.

In addition to Video Hiroba, other
artists collectives survived the early and
difficult experimental days. Video Earth,
founded toward the end of 1971 by film
animator Nakajima Ka (Plate 165). unit-
ed cable programmers in rural Japan
who were interested in alternative,
public-aceess television. The Video Infor-
mation Center was another grass-roots
organization that was founded in 1972 by
Tezuka Ichird and used video as a cultur-
al tool to embrace home viewers. The
group also lapﬂl Butoh pvrfurmﬂnccs
(figure 12.12) and Mono-ha's site-specific
installations for archival purposes. A
similar media center was founded in Sap-
poro by Yazaki Katsumi.

At this time American subeulture
was being introduced by the “flower
child™ experimental filmmaker Kanesaka
Kenji. He wrote the Japanese subtitles
for the film Easy Rider and introduced
the notion of an experimental film co-op.
The idea was realized in 1971 by experi-
mental filmmakers Kawanaka Nobuhiro
(figure 12.13) and Nakajima Takashi,
with organizer Tomiyama Katsue, who

founded a sereening organization called
the Underground Center. Renamed the
Underground Cinematheque, it present-
ed experimental films and then video on a
regular basis, bringing the work of such
American artists as Stan Brakhage and
Michael Snow to Japan. Renamed Image
Forum in 1977, it offered production
classes as well as sereenings. and in 1980
founded a monthly film and art magazine
of the same name. Tt holds an annual
experimental film-video festival and con-
tinues to be a foeal point and prime
mover in spreading information

internationall y-

In 1980, Nakaya founded Video
Gallery Scan in Tokyo to be a distribu-
tion service, archive, and screening stu-
dio for video. Run by a young and
energetic staff, this informal space has
promoted the medium through its
newsletter, competitions, and interna-
tional festivals. held most recently
in 1992,

RECENT DEVELOPMENTS

he most notable and innovative

theme of the last decade through
much of the world is perhaps appropria-
tion. Artists extract visuals and ideas
from many different sources, often to
make a critical statement about the mate-
rial they have borrowed. This type of
work evolved as a reaction to the daily
surfeit of mass-media images in which
data and time are fragmented.

In Japan, where appropriation in
fact has a long tradition, younger artists
tend to use this “international™ trend o
make stylistic rather than political work.
(Most are even unaware that multimedia
artists Hijikata and Terayama paved
their way during the sixties with their
methods of pastiche, freely borrowing
from modern and premodern danee and
theater technigques and elite and popular
art forms. ) The use of electronic media
has perpetuated such techniques as col-
lage and unconventional juxtapositions.
The current generation in Japan is com-
puter-literate and often works with
desktop video. Perhaps the best repre-
sentative of their time, Dumb Type is an
interdisciplinary arts collective based in
Kyoto, formed in 1984 while members
were students at Kyoto City University
of the Arts (Kyoto Shiritsu Geijutsu
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Daigaku). The group takes an irreverent
look at popular culture and society’s
rigid stratification.

Dumb Type’s performance/installa-
tion Pleasure .frp‘( (1987-1988) 15 an iron-
i, hypothetical view of the near future.
It depicts a mélange of new and old
Japan that resembles an integrated eir-
cuit suffering from urban sprawl. The
English title conjures up both the dispas-
sionate routines of daily life and the
refined culture of Kyoto's geisha houses.
The capital of Japan for a thousand
vears, Kyoto is still governed jI"b time-
honored ways and a strong sense of the
past. Dumb Type’s performances evoke
its antigquated pleasure world, where
music, poetry, conversation, and cuisine
were relished as sophisticated conven-
tions, and the electronic environment of
karaoke bars, fast-food restaurants, and
celebrity talk shows that have diluted
and transformed it.

With pH (1990-1991, Plate 168,
Jigure 14.5), Dumb Type depicted the
impersonal and repressive aspects of met-
ropolitan-city life, exposing the way elee-
tronic tools are used as status symbols.
The title is meant to imply measure-
ment—a litmus test as it were—for mod-
ern life. The performance presents
robotized actions and wistful comments
enclosed in a meechanized environment on
which are projected weather maps, cor-
porate logos, and monetary symbols, as
well as a film that seems to flow out of the
characters’ minds.

Their next work, S/N (1993-1994,
Plates 199-1 to 199-3), addressed what it
means in .Iupun to function outside the
norm, specifically examining gender

issues: the sexual identities of a gay man
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and a divorced woman—not particularly
unusual people by Western standards,
but pariahs in Japan. Although the title
conjures up such phrases as serial num-
ber, sex/neuter, somewhere/nowhere. and
signal/noise, the work coneentrates on
life’s ambiguities, It implies that by rigid-
ly classifying information in categories,
the elusive areas where creativity and
magic exist are lost,

Tsukamoto Shin'ya also addresses
the sexual realm where reality and
fantasy merge. While a student at Nihon
University, Tsukamoto founded Kaiji
Theater (Sea Creature Theater) with a
group of friends. His film, Tetsuo: The
Iron Man (1989, figure 12.14), is a black-
and-white home movie that he made
practically single-handedly: as writer,
actor, director, and cameraman, he
worked with a very small team of young
artists from other areas of experimental
theater. The film is a parody of the hor-
rific manga comic hooks, which convey
cathartic violence and frank sexuality
and are extremely popular in Japan
today. Tetsuo is a caricature of a busi-
nessman whose life goes awry. After
deserting a young man he hit with his car
(a fetishist who inserts scrap metal into a
gash on his leg, and who later becomes

the businessman’s nemesis), he finds a

metal thorn sticking out of his own cheek.

His world suddenly becomes a violent
mine field of metal. While making love to
his girlfriend, his phallus mutates into a
drill, and although he tries to run away,
eventually they reach a dismembered cli-
max after which she stabs him in the
neck. Tsukamoto ends his film with the
businessman and the fetishist merging
into a wild, two-headed monster that
stalks Tokyo’s streets. The film has
become a cult movie and still plays in

art theaters.

Fukuhara Shinji is a television pro-
ducer and director who is reaching a new
generation of Nintendd-playing viewers
by pushing the limits of broadcast televi-

sion. He hi-!nrl;_rh to the first generation

who grew up with computers, and with
Sakurai lkuko directs Ugo Ugo Lhuga
(Plate 166). Fuji Television's early-morn-
ing children’s program that blends live
computer animation with live action. The
program, whose title is gibberish, is a
[luru([_\' of the ribald adult shows that
nightly Japanese television thrives on, In
the show, two children engage in shenani-
gans with a cast of outlandish animated
characters which include a talking, moth
erly television set and a rakish, Parisian-
style artiste. Many adults watch the
show, attracted to its youthful innocence.

Technology is changing faster than
most artist-users can keep up with, and
the situation is as confused in Japan as in
North Ameriea and Europe. With the
media arts still in their infaney, artists
who use the new technology are often
incapable of taking a eritical stance to the
c'lll.lilnlm'nl and software ]ml'kugnﬁ, The
problem is compounded when corpora-
tions hire artists to show off new prod-
uets, Art becomes consumed h_v the
technological advances.

In 1990, Canon Ine. established a
creative laboratory called Art Lab, that
made available computers and pl‘mtlh
graphie, print, and copier machines to
artists interested in exploring new tech-
nologies. The company produces several
artists’ projects each year and organizes
special exhibitions. Mission Invisible is a
collaborative team from Osaka that cre-
ated an elegant installation in 1991 at Art
Lab (Plate 167). in which the artists
prl'ﬂpria'lvl] llwhrmhng'\' to |rrn|w the
philosophical differences between the
Japanese and English languages. Their
project centered around a pair of large,
tastefully designed panels that hung on
opposite walls. Each panel had separate
but overlapping texts written in the two

languages. A video camera in a metal

12.10. NOMURA Hitoshi. Age: M—F. 1978,

Videotape. Photo by Barbara London

T TR

- 12.11. TANIKAWA Shuntaris and TERAYAMA
Shiiji. Video Letter. 1982-83, Videotape

12,12, VIDEO INFORMATION CENTER. Danee
No. 7 ( Performance by Tanaka Min). 1976,

Videotape. Photo by Barbara London
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12.13. KAWANAKA Nobuhiro, Kick the World.

1976, Videotape, Photo by Barbara London

12.14. TSUKAMOTO Shin'va. Tetsuo: The Iron
Man. 1989, Film
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frame skated across the smoothly printed
surface. Viewers could control the cam-
era’s vertical and horizontal motion and
“zooms™ by using a “track ball,” the sim-
plest computer control device. Unfortu-
nately, most only scanned the typography
and stayed on the periphery of the work
rather than participating in it.

Okazaki Kenjird uses the computer
as a useful editing device. He collaborat-
ed with Tsuda Yoshinori, and as the
group Bulbous Plants they made Ran-
dom Accident Memory (1993, Plates 201
and 202). The installation combined
videotapes, photographs, and diaries
taken from the artists” families. Usually
concealed from outsiders, these confiden-
tial, ancestral stories reflect the sadness
of a less than perfect world. Viewers
roam freely through this private, digi-
tized archive and create their own mon-
tages. unleashing their own sagas,

Today, Japanese intellectuals are
pondering characteristically Asian appli-
cations of computers and the camera
arts, again looking to such iconie forms
as ink painting for local strategies and
viewpoints, Such a proposal is not a sim-
ple one, given the fact that people world-
wide use similar computers and ISDN
and fiber-optie telephone lines, and are
moving globally toward new kinds of
commercial, consumer, and artistic inter-
changes. This new global project will be
the focus of Nippon Telephone and Tele-
graph (NTT)’s art and technology muse-
um scheduled to open in Tokyo in 1995,

In Japan new technologies—espe-
cially video—have pervaded daily life.
Not only are taxis, trains, elevators, and
doctor’s waiting rooms equipped with
flat-screen televisions showing the news
and visual Muzak, but billboard-size
video projections of soft drink and fash-
ion commercials that seductively sell a

“life-style™ light up thoroughfares in

major urban shopping and nightlife dis-
tricts. Video has become as common and
disposable as wooden chopsticks.
Although Japanese artists have heen
experimenting with film and video for
over four decades, like their foreign col-
leagues, they have been constrained hy
the expense of making innovative art with
these new tools, and the difficulty of find-
ing an audience. There is little corporate
tax incentive in Japan to encourage com-
panies to support either artists or non-
profit arts organizations. and when they
do purchase art, they tend to buy an
expensive Van Gogh or a Raku tea bowl.
Until recently, Japanese government
agencies have also been conservative,
directing their monies toward “national
living treasures™ who practice traditional
crafts or established forms of theater.
The corporate giants, such as Sony, Matsu-
shita, and Sharp give only occasional free
access to hardware for younger, experi-
mental artists,

Exhibition opportunities in Japan
are far more limited than in North Amer-
ica or Europe. where experimental film
and video have a support network of
museums and alternative galleries. Com-
pared with their Western colleagues,
Japanese film and videomakers receive
little support from the Japanese culture
establishment. They operate in a twilight
zone between the fine arts and the com-
merecial world, and their work lacks the
prestige afforded conventional art
objects and mass-entertainment prod-
ucts, Still, the field is fertile with ideas,
because film and video artists have

ulil_unmntmﬁ[y found their wavy.

NOTES:

| would like to thank the following individuals for
their generous cooperation in my research for this
ssay: Enda Sumike, Fukada Hiteri, Peter Grilli,
Ida Shaichi, Hasegawa Roku, Kydko Hirano,
hamanaka Hitomi, Kinoshita Kydko, Kogawa
Tetsuo, Nakajima Takashi and Image Forum,
Nakamura Keiji, Nakaya Fujiko, Ralph

Samuclson, and Yasunao Tone.

I. John W. Dower. A Century of Japanese Photo-
graphy (New York: Pantheon Books, 1980), p. 9.

2. Ei-Kyii had survived considerable difficulties
during World War IT through his determined
power of ereation and his critical edge. He

wis extremely helpful and supportive of
younger artists,

Participating in the Democratic Artists
\ssacigtion were Toshiko Achara (Uchima), Ay-(),
Havakawa Yoshio, Hosoe Eiko (Eikoh), lkeda
Masuo, lzumi Shigeru, Katd Tadashi, On Kawara,
Kulo Teijird, Miki Hideo, Onosate Toshinobu,
Takiguchi Shiizd, Toneyama Kijin, and

Yamashiro Ryiichi.

3. Participants in the show were Ishimoto

Yasuhiro, Kawada Kikuji, Kawahara Shun, Sati
\kira, Tanno Akira, Tématsu Shamei, Tokiwa
Toyoko. Nakamura Masaya, Narahara Tkkd, and
Hosoe Eikd. The group that exhibited established
the photo agency VIVO, Members of VIVO were
Kawada. Satd, Narahara, Tanno, Tomatsu, and
Hosoe. VIVO held a revolutionary series of

“NON™ exhibitions from 1957 through 1962, These
participants included the six VIVO group members
and Ishimoto Yasuhiro, Imai Hisae, Hayasaki

Osamu, and Nakamura Masaya.

4. Partly raised by a great-uncle who owned a

film theater, Teravama grew up watching often

six movies a day, even sleeping behind the sereen
or in the projection booth. Winning literary prizes
sity

as a teenager, he attended Waseda Unive
before being hospitalized for three years with a
chronic kidney ailment. He then lived on the
streets and worked in Shinjuku, Tokyo's closest
equivalent to New York's Greenwich Village. When
he died in 1983, he was mourned by friends on

every continent,

5. The Sagetsu Art Center sponsored a wide range
of programs, including Wada Ben's “Images of
New TV in 1961, a performance by Merce Cun-
ningham, John Cage's concert with David Tudor,
and Nam June Paik’s Cage concert in 1964 (see
Chapter 10). “Twenty Years of American Short
Films" in 1966 was jointly held in Tokyo by Soge-
tsu with The National Museum of Modern Art and
the Asahi Auditorium. Films by Stan Vanderbeek,
Bruce Bailie, Bruce Connor, Len Lye, Paul Shar-
its, Clifford Harrington, Ed Emshwiller, Robert
Breer, Maya Deren, and Kenneth Anger were
shown for the first time. The Tokyo Film Art Festi-
val in 1968 included Jean-Lue Godard’s La Chi-

noise, Michael Snow’s Wavelength, Tony Conrad’s

Flicker. Paul Sharits’s Razor Blade, Takahiko
limura's Three Colors, and Jud Yalkut's Beetles
FElectronics. Subsequently, the Festival was closed

down by the radical student movement in the

late sixties.

6. These included Eizd geijutsu (Image Arts), the
journal of the Image Arts Society (Eizi Geijutsu no
Kai), Members were Kuroki Kazuo, Tsuchimoto
Noriaki, Noda Shinkichi, and Ogawa Shinsuke,
The group disbanded around 1968 over theoretical
differences with those who sought more avant-
garde expression. Matsumots Toshio edited anoth
er film magazine, Kiroku vige (Documentary
Film}. The short-lived Film Indépendant group
was founded with members Takahiko limura;
Obayashi Nobuhiko; Takabayashi Yaichiz
Kanesaka Kenji; Adachi Masao; and Ishizaki

Kiie
Culture Reader. The group broke up in 1965.

iro, who translated P. Adams Sitney's Film

7. In his own distinctive way, the TIIIL_\II artist Gul-
liver (Azuchi Shiizd) was making abstract films
and videotapes about light and the formal qualities
of the media. In the late sixties, he showed these at
such Tokyo discotheques as L.5.D. and Killer

Joe's, at Nikkei Hall, and on Nihon Television.

8. Members included Nakaya. Tano, and
Yamaguchi, as well as Idemitsu Mako, kawa
naka Nobuhiro, Kobayashi Hakodé, and Yamamo-

o Keigo.

9, After the student movement in the sixties, most
men slipped back into society and married their
female colleagues, who had played lesser roles.
The more outspoken women felt they needed to do
something positive against the tendency to repress
individuality. Inspired by the writings of Kate Mil-

let and Betty Friedan, such magazines as Onna

Eros were started. Instead of wanting to change all
of soeiety, women wanted to change their own
lives. They believed that if they began living by
their own principles, society would be changed.
They occasionally confronted the system directly,
opposing an abortion law in 1972, By 1975, the

movement had lost its momentum,
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Plate 161
MATSUMOTO Toshio
.*ilnu.m

1975

Film
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Plate 162
IDA Shaichi
Conception
197085
Multimedia installation
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Plate 163

Shigeko KUBOTA

River

197980

Three 17" monitors, steel trough, mirrors. and water

Photo by Peter Moore
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Plate 1o
IDEMITSU Mako
Hideo. It's Me, Mama

1983
Videotape

Photo by Kira Perov
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Plate 165
NAKAJIMA Ko
Mt. Fuji

1985

Videotape
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Plate 166
FUKUHARA Shinji
l'go Ugo f.hu*[n
199394

Television program
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Plate 167
MISSION INVISIBLE

Untitled Installation
19492

Multimedia installation
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Plate 168

DUMB TYPE

pH, performance at the Brooklyn Bridge
Anchorsge

1961

Dumb Type 1991 photo by Takatani Shiro
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activitics—intensified, and the entire nation was
thrown inte turmoil. In April, faced with certain
members’ delay tactics, the Diet extended its session,
in order to accommodate Prime Minister Kishi
Shinsuke’s pro-American policy of ratifying the
renewsl. Labor, Socialists and students expressed
their opposition through massive general strikes and
violent demonstrations. The June 15 demonstration
around the Diet was the most brutal and tragic, with
hundreds of students and riot police injured and a
twenty-year-old female student, Kanba Michiko,
killed. Despite all the protests, the renewal was auto-
matically ratified on June 19. Kishi immediately
resigned and the opposition movement, including the
“(1d Left,” lost its momentum,

At the time of the Treaty's next renewal in
1970, J.pan was serving as a base for America’s
Vietnam campaign; furthermore, it coincided with the
vehement student movement that paralyzed the
nation's universities during 1968-69. However, the
opposition to the renewal never gathered an energy
equal 1o the decade before. The Treaty's renewal was
again automatically ratified in 1970, Since then, the
Treaty has gained automatic ratification every ten
vears without significant opposition.

Yagan (Western-style painting)

Yaga, literally “Western painting,” is a form of paint-
ing created by using Western media, typically oil on
canvas, Broadly speaking, the term refers o works
ereated in Western media in Japan after the late Edo
period as well as to the entire tradition of Western
painting. In the strictest sense, ydga means oil paint-
ing, executed often in the manner of current Western
styles, in Japan after the Meiji period. Painting creat-
ed using Western materials and/or techniques (such as
modeling and perspective) from pre-Meiji Japan is
called yifiiga (literally, Western-style painting).

Western painting techniques were introduced 1o
Japan along with Christianity in the late sixteenth
century amd practiced during the Momoyama and the
early Edo periods, until Christinnity was banned and
the country entered its isolationist period in the early
seventeenth century, A second wave of interest came
with the increasing enthusiasm over Dutch studies,
particularly science, in the late eighteenth century,
when several regional schools, such as Akita, Edo
{Tokyo), and Nagasaki, emerged. Scientific perspee-
tive and modeling, both pmvr.rful tools for rendering
the subject rn-alis'll'mllly. also influenced traditional
painting schools such as Maruyama-Shija-ha and
Ukiyo-e.

After Meiji, the introduction and study of yéga
became part of the national agenda of Westernization:
The Ministry of Industry and Technology founded the
Technical Art School (Kobu Bijutsu Gakka) in 1876
and invited an Italian Barbizon painter, Antonio
Fontanesi, to teach there. However, the fervent
nationalist movement foreed the school to close in
1883, which, in turn, led Western-style painters to
found the first yiga association, Meiji Art Society
{Meiji Bijutsu-kai) in 1889, It was around this time
that the term yiga, as well as Nihonga, became firmly
imbedded in the Japanese art vocabulary.
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By 1896, Japan's yéga movement re-secured its
place in the official art establishment: The Tokyo
School of Fine Arts finally established a department of
Western-style painting, where Kuroda Seiki, the influ-
ential pleinairist, taught after be returned from
France in 1893. After several decades of adapting var-
ious Eurnpe.n styles surh as Pml-lmprrusi(-nism.
Fauvism, Cubism, and Surrealism, ydga in the post-
war period connotes “academic practice,” while con-
temporary painting (mostly abstraction) is more
commonly referred 1o as “gendai kaiga™ (contempo-
rary painting).

Yomiuri Indépendant Exhibitions
(Yomiuri andepandan-ten)

The Yomiuri Newspapers sponsored the annual no-
jury/mo-prize “independent” exhibition at the Tokyo
Metropolitan Museum of Art from 1949 to 1963.
Originally entitled “Nihon Indépendant Exhibition,”
it was informally called *“Yomiuri Indépendant”™ or
even affectionately abbreviated as “Anpan,” in order
to differentiste it from another exhibition with the
same title. Eventually, the newspaper officially appro-
priated the title of “Yomiuri Indépendant Exhibition™
in 1958,

Maodeled after the French “Salon des indépen-
dunts,” the exhibition was conceived in an attempt to
further democratize the art establishment. 1t was also
an oceasion for Yomiuri to launch a major media cam-
paign, taking advantage of its newspaper circulation.
In line with Yomiuri's publicity strategy, the first few
exhibitions showcased what may be called “all-star™
casts from the establishment. Toward the late fifties,
however, it became the hothed of emerging artists
without any affiliation: In 1957, the “Informel whirl-
wind™ hit the 9th exhibition. and the next year Anti-
Art tendencies flonded the 10th exhibition. Among
Anti-Art groups emerging from this exhibition were
Neo-Dada Organizers and Hi Red Center. The Gutai
group also exhibited in the “Indepéndant.” and many
memorable events in the late fifties and early sixties
WETEe lt.upﬂ:l here.

By 1963, the unconventional and anarchistic
Anti-Art trend became exceedingly “out of hand™ in
the eyes of the museum officials, who first removed
certain works from the 1962 exhibition and eventually
instituted museum regulations to ban unusual works.
The list of unacceptable kinds of work indicates the
extremity of Anti-Art that stormed the “Yomiuri
Indépendant™: “work that generates unpleasant or
loud noise, that uses material with a foul smell or of
perishable nature, that uses cutlery and is therefore
potentially dangerous, that gives the viewer a very
unpleasant impression and possibly violates public
sanitation ordinances, that spreads gravel or sand
directly on the floor, and that hangs from the ceiling.”

In 1964, Yomiuri announced the end of its
“Indépendant,” claiming that it achieved the initial
goal of fostering new talent. Two artist-organized exhi-
bitiong, “Indépendant "64” and “All Japan
Indépendant,” were held that year in its stead. (See
Chapter 8.)

Likei (form-creation )

Fakei is one of many foreign-derived terms, such as
bijutsu (art), that were introduced 1o Japan in the
process of Japan's Westernization after 1868, The
term “sikei geijutsu,” originally translated from the
German “bildende Kunst,” the French “art plas-
tigue,” and the English “plastic art,” serves as a
general term referring to art forms of spatial repre-
sentation (painting, sculpture, architecture, and
craft). In the 1960s, such multi-media artists as
Yamaguchi Katsuhiro chose to call themselves “zike™
artists as opposed to the more specific “painter™ or
“sculptor.”

Zakei, separated from the word “geijutie.”
came to assume a life of its own in the history of mod-
ern Japanese art discourse: With 6 signifying “10
make” and kei signifying “form,” “zikei™ generally
means “creation/making of form.” In such specific
usages as “sokei-shugi™ (zékei-ism; the emphasis on
the form-creation aspect of art) and “sdkei-sei”
{aspect/quality of form-ereation), sbkei virtually
stands for “formal.” In this context, the antonym of
sikei is “shudai” (subject matter). The importance of
the term in this sense is twofold in postwar Japanese
art. Firstly, the concept of “zkei” played a crucial
role when traditional arts such as caligraphy, ceram
jes, and ikebana were reexamined and revitalized in a
modern context. [t served as the crucial link between
these art forms and modernist abstraction. (See
Chapter 7.) Secondly, the emphasis on “sdkei” (sdkei-
shugi) increasingly became one of the establishment
attributes that avani-garde artists renounced. Anti-
zikei-ism (anti-formalism ) was one common caiise
shared by the Gutai group of the fifties, the Anti-Art
artists of the sixties (such as Neo-Dada Organizers
and Hi Red Center), and Mono-ha and Conceptual
artists in the seventies, Critic Hary@ Ichird, reflecting
on his generation's inability to recognize Gutai’s sig-
nificance when they first emerged in the mid-fifties,
wrote: “Al that time, trapped in the straitjacket of
“ziikei,” we had no concept or foundation from which

to comprehend [Gutai’s] work—as il we had met crea-

tures from Mars.™
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Fukui kokusai bideo bienndre/
Fukui International Video Biennale
Fukui Fine Arts Museum and others; 1985-present.

Gendai bijutsu no chakan-ten (A Survey of

Contemporary Art)
Caomey d nual; The National Museum of

Modern Art, Kyoto; 1972,

Gendai bijutsu no doko/Trends in Contemporary
Japanese Painting and Sculpture

Annual; The National Museum of Modern Art, Kyoto;
19631970,

Gendai Nihon bijuisu-ten/

Contemporary Art Exhibition uf_.'u;nm
Riennale | 1954—1989), annual ( 199]1-present ); orga-
nized by The Mainichi Newspapers and The Japan
International Art Promotion Association and held at
Tokyo Metropolitan Art Museum; 1954-present.

Hara anvuarw/Hara Annual
Hara Museum of Contemporary Art, Tokyo; 1980
15,

Heiki geijutsu-ten/Parallelism in Art
Annual; curated by Minemura Toshiaki and held at
the (Ohara Kaikan hall, Tokyo: 198 1-present.

Image Forum Festival
Annual: Image Forum, Tokyo; 1987—present.

Japanese sections of the Venice and Sio Paoclo
Riennales and the India Triennal

Organized by The Society for International Cultural
Relations (through 1972) and The Japan Foundation,
Tok yo 1 L'::—'IFP'MII! |

Kitakyiishi biennire/Kitakyfishii Biennale
Kitakytishii Municipal Museum of Art; 1991-present.

Konnichi no sakka-teniArtists Today
Annual; Yokohama Citizen’s Gallery: 19%4—present.

Kydto andepandan-ten!

Kyoto Indépendant Exhibition

Amnnual; Kyoto Municipal Museum of Art; 1957-
19

Kyato biennire/Kyoto Biennale
K_\..t" \'I“m'l'i'l:ll Museum of Art; 1972-1976.

Mito anyuarw/Mito Annual
Art Tower Mito Contemporary Art Gallery;
199 ] —present.

Nagova kokusai bienndre, ARTEC/
International Riennale in Nagoya-ARTEC
Organized by The Council for the International
Biennale in Nagoya, and held at Nagoya City Art
Museum and other sites; 1989—present,

Nihon kokusai h:'jursu-annn-rrm!imm!' Art
Exhibition, Japan (1952-1959) and Tokyo bien-
niirel Tokyo Biennale (1961-1990)

Biennale: organized by The Mainichi Newspapers anid
The Japan International Art Promotion Association
and held at Tokyo Metropolitan Art Museum: 1952
1 5,

Shiga anyuaru/Shiga Annwal
The Museuwm of Modern Art, Shiga; 1986—present,

Yomiuri andepandan-ten/

Yomiuri Indépendant Exhibition

Annual; organized by The Yomiuri Newspapers and
held at Tokyo Metropolitan Art Museum; 1949-1963,

2) THEMATIC EXHIBITIONS

A dagger (1) indicates an exhibition catalogue with a

r ||n|,|||1-||||1-:i |n'I||]iu;!Tl.l|lh_\ anid/or |'hrnll1||npl|.

Sengo Nihon bijutsu no tenkai: Chiishi hydgen no
tayi-ka (The Development of Postwar Japanese Art:
The Diversification of Abstraction). Tokyo: The
National Museum of Modern Art, 1973.7

Gendai bijutsu no chikan: Asu o saguru sakka-tachi
(A Survey of Contemporary Art: Artists Exploring the

Future). Kyoto: The National Museum of Muodern Art,
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1960-nendai: Gendai bijutsu no tenkan-ki/The 1960s:
A Decade of Change in Cantemporary Japanese Art
Tokyo: The National Museum of Modern Art. 1981.1
Ato nau 1970-1980 (Art Now 1970-1980). Kobe: The
Hydigo Prefectural Musenm of Modern Art, 1981,

Gendai h:‘ju!su no daka I, 1950-nendai: Sono ankoku
to kioba | Trends of Comtemporary Japanese Art 1, the
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Metropolitan Art Museum, 1981.7

Gendai Nihon no bijutsu/A Scene of Contemparary
Japanese Art. Sendai: The Miyagi Museum of Art,
1981,

Dai 1-kai gendai geijutsu-sai: Takiguchi Shilzs to
sengo hijutsu (15t Festival of Contem
Takiguchi Shiizi and Postwar Art). Toyama: The
}‘uyl-um of \’11-1‘{{‘[’” Art, 1982,

Dai 2-kai gendai geijuisu-sai: Geijutsu 1o kogaku
{2nd Festival of Cont y Art: Art and
Engineering). Toyama: The Museum of Modern Art,
1983.

G endai bijutsu ni okeru shashin: 1970-nendai no
bijutsu o chiishin to shite/Photography in
Contemporary Art (Focusing on the Seventies).
Tokyo: The National Museum of Modern Art, 1983,

Gendai Nihon no bijutsu 2: Fakei to no deai
(Japanese Contemporary Art 2: Encounter with
Landscape). Sendai: The Mivagi Museum of Art,
1983,

Gendni bijutsu no dika 2, 1960 nendai: Taya-ka ¢ no
shuppatsu/Trends of Japanese Art in the 1960s:
Departure Toward Multiplicity. Tokyo: Tokye
Metropolitan Art Museum, 19837

Gendai bijutsu no dako 3, 1970-nen iki no bijutsu:
Sono kokusai-sei to dokuji-seil Trends of
Contemporary Japanese Art 1970-1984:
Universality/Individuality. Tokyo: Tokyo
Metropolitan Art Musenm, 1984.1

Genduai bijutsu no #0-nen/40 Years of Japanese
Contemporary Art. Tokyo: Tokyo Metropolitan Art
Museum, 1985.7

Sengo Nihonga no ichi-danmen: Mosaku to kattd (An
Aspect of Postwar Nihonga Painting: Groping and
Complications), Yamaguchi: Yamaguchi Prefectural
Museum of Art, 1985

1960-nendai no kigei: Koyd-suru atarashii zkei!
Forms in Aggression: Formative Uprising of the
6. Tokyo: The National Museum of Modern Art,
1987.17

Grendai bijutsu ni natta shashin/Photographic Aspects
of Japanese Art Today, Utsunomiya: Tochig
Prefectural Museum of Fine Arts, 1987.

Kaiga 19771987/ Painting 19771987, Dsaka: The
National Museum of Art, 1987.%

. dito-ten/Arts on Computer, Tokyo: O

Nihon no (.
Art Museum, 1987,

Obuje: ltsudatsu-suru busshitsu (Objets: Matter That
Deviales). -\m:lgaaakj'_'|'-:|Lu-uil.il| Hall, 1987.
Sagetsu 60th Anniversary: Saigen—Sagetsu Ato Sentd
{ Reeonstruction—=>Sagelsu Art Center). Tu:l-.) o: The
Sogetsa-kai Foundation, 1987,

Rijutsu-shi tansaku-gaku nyimon: Bijursukan ga
horiokoshita sakka-tachi-ten {An Introduction to
Exploring Art History: An Exhibition of Artists
Unearthed by the Mugeum). Tokyo: Meguro Museum
of Art, 1988,

Anime shinka-ron: Nihon no jikken anime no genzai
Evolution of Animation: The State of Japanese
), Tokyo: O Art Museum,

srimental Animal

11-nin mo 1965-75: Nihon no shashin wa kaerareta-
ka (Eleven Photographers in Japan: 1965-75).
Yamaguchi: The Yamaguchi Prefectural Musenm af
Art, 1989,

Geendai bijutsu eno shiten: Shikisai to monokurdmu!
A Perspective on Contemporary Art: Color andior
Monaechrome. Tokyo: The National Museum of
Modern Art, 1989,

Yamamura korekushon zen-sakuhin zuroku (The
Yamamura Collection: Complete Works). Kobe:
Hydgo Prefectural Museum of Modern Ar, 1989,
Hakushii 1988-1990. Tokyvo: HakushiiNatsu Festival
Jikka linkai. 1990,

Tked-suru iméji: 1980-nendai no eizi hyigen/lmages in
Transition: Photegraphic Representation in the
Eighties. Kyoto: The National Museum of Modern
Art, 1990,

Kaiga/ Nihon: Dansi kara no shutsugen/ Painting!
Japan: Emerging Through Discontinuity. Tokyo:
Touks Museum of Contemporary Art, 1990,
Minimaru dto/Minimal Art. Osaka: The National
Musewm of Art, 1990,

Yihon no j"mm'urmrqu; Shashin o meguru 12 no shi
hyal Japanese Contemporary Photography: Twelve
Viewpoints. Tokye: Tokyo Metropolitan Museum of
Photography, 1990,

Nihon no me to kitkan; M5 hitotsu no modan
dezain/ Japanese Aesthetics and Sense af Space:
Another Aspect of Modern Japanese Design. Tokyo:
Sezon Museum of Art, 1990,

Sahd no yiigi: W-nen haru, Bijutss no genzai/ The
Game of Manners: Japanese Art in 1990, Yols. 1-2.
Mito: Art Tower Mito, 19901

Sengo shashin: Saisei to tenkail Twelve Photographers
in Japan 1945-55. Yamaguchi: The Yamaguchi
Prefectural Museum of Art, 1990,

Shashin no kako to genzai (The Past and Present of
Photography ). Tokyoe: The National Maseum of
Modern Art, 1994,

Dejitaru hyigen noe kand-seil Digital Sight. Tokyo: O
Art Museum, 1991,

Geijutsu to nichijo: Han-geijutsi, “han"-geijutsu
Japanese Anti-Are: Now and Then, Osaka: National
Museum of Art, 1991.%

Kokusai gendai tagei-ten: Henbo-suru togei/ The
International Exhibition of Contemporary Ceramics:
Metamorphosis of Contemporary Ceramics.
Shigaraki: The Museum of Contemporary Ceramic
ultural Park, 1991,
Konnichi no sékei 7: Gendai bijutsn “Nikon no koko
ro"-ten/ The 7th Art Now: Contemporary Ari,

“The Mind of Japan.” Gifu: The Museum of Fine
Arts, 1991.

Nihon no shashin, 1970-nendai: Taketsu sareta
“toki"” no kiokulJapanese Photography in the 1970s.
Memaories Frozen in Time. Tokyo: Tokyo Metropolitan
Museum of I'lllll{lgl’l“lh_‘b. 1991,

Art, Shigaraki Ceram

Sengo Nihon no disei: Rittai zdkei-tenlA Current of
Contemporary Art in Japan: Sculpture. Tovama: The
Museum of Modern Art, 1991,

Shashin no 1955-1965: Jiritsu-shita eizd-gun/FPhoto
graphs in Japan 1955-65. Yamaguchi: The
Yamaguchi Prefectural Museum of Art, 1991,

Shawa no kaiga dai 3 bu: Sengo bijursu, sono saisei
to tenkai/ Paintings from the Showa Era (1926-
1989}, Part 3: 1945 and After. Sendai: The Miyvagi
Museuwm of Art, 1991.1

Anémari-ten/Anomaly. Tokyo: Rintogen Kunst
Institut von Katsuya Ikenchi Galerie AG, 1992,

Chikoku no enshin-ryoku: Kono [0-nen no tenkail
Centrifugal Sculpture: An Aspect of Japanese
Seulpture in the Last Decacde, Osaka: The National
Musewm of Art, 1992,

G endai bijutsu eno shiten: Keishd no hazama ni/

A Perspective on Contemporary Art: Among the
Figures. Tokyo: The National Museum of Modern
Art, 1992,

Haikyo to shiteno waga-ya: Toshi to gendai
bijutsu/My Home Sweet Home in Ruins: The Urban
Environment and Art in Japan. Tokvao: Setagava Art
Museum, 1992,

Boranya-ten kikoku kinen: 70-nendai Nihon no
sen'ei—kasi kara wehi naru katté elAvanguardie
(Ciapponesi degli Anni 70, Tokvo: Setagaya Art
Musewm, 1993,

Eccentric Surface: Denshi-teki himaku, mizu no tate

mono! Liguid Structure. Tokyo: O Art Museum, 1993.
Grendai j"“:gfl no ichi nmen: \iﬁrrrrluu "o

koete/Bevond the “Nihonga™: An Aspect of

Contemporary Jupanese Paintings. Tokyo: Tokyo
'i'irtrupulihln Art Museam, 1993,

f\} wrdtidzu ai 93N Curators }.'_1.'r' w3, Tuk_\l:l: Callery
NW Houwse, 1993,

Saiseisaku to invi-ten Reconstructed and 'Jﬂflfll!l:l"'l_

1, 1993,

Tokyo: Itubashi Art Mus

C. MAGAZINES

1) ART MAGAZINES

{ Listed alphabetically )

For vrgans of the important artists groups, see
Glossary. In addition to the following magazines,
many Japanese museums publish newsletters: The
muost notable include Gendai no me (Contemporary
Eve: The National Museum of Modern Art, Tokyo)
andl Miru (To See; The National Museum of Modern
'I,rl, H\. o], L |ﬂi~_|.- n1hl'rwis-¢' noted, all magazEines

listed here arefwere published in Tokyo.,

trt Vivant, 1980-1989,

Vtorie (Atelier), 1924—present.

Bijutsu hihyd (Art Criticism), 1952-1957,
Bijutsu janari (Art Journal), 19591267,

Bijutsu shihyi (History and Criticism of Art),
19711972 {15t pr':rinlll and 1972-1978 {2Znd Iit'l‘llllll.

Bijursu rechd i Art Notebook), 1948-present,

Bijursu techs nenkan { Bijutsu techd Annual): pub-
lished as supplementary issues of Bijutsu techd.

Contemporary Ariisis Review, 199]—present.
Dezain hihyd (Design Criticism), 1966-1970,
Geijutsu hydron, 1983-present.

Geijutsu kurabu (Art Club), 1973-1974,

Geijuisue seikatsy (Artistic Life), 1962-1980.
Geijursu Shineha (New Tremds in Art), 1950-present

Gekkan im@jiforamu (Image Forum Monthly),
1 980-present.

frendai bijutsy (Contemporary Art), 19651967,

Gendai chikoku (Contemporary Sculpture), 1972
R

Hi (Non): published in Tovama, 1988-present.

Kilean (Ohrgan); originally published as Keishd (Form)
mwntil 1963; 1958-present.

Kikan gedjutsu (Art Quarterly ). 1967-197%,

Kizd ( Structure ), 1981-present.

Me | Eve): newsletter of I_J_lilu:lm l:'-]“l'l':\. 7 ']"u!vnl.u_
1 65— 1908,

Hizue { Watercolor), 1905=1992,

Nihon bijutsu nenkan (Japan Art Annual); pub-
lished by Department of Fine Arts, Tokyo National
Institute of Cultural Properties, 1936-present.

Ragan | Naked |‘:_\1' |5 JIIJ|||i-||I1'l| in Aichi Pre
1980—present.
Sansai { Three Colors), 19461993,

Satd Gard geppd (Monthly Newsletter of Satd Gallery,
'|'1|L_l o). 1955-1968.

Sogetsu, 1970-present.

2) SPECIAL ISSUES/FEATURES

ely carry special fea-
mes or individual

Art magazines in Japan rout
tures {fokoshii) on specific tk
essays. The following

artists, as well as serializ
selection attempls to give American readers a sense of
art discourse in Japan: Many special features includ-
el here reflect eritical and journalistie interest of the
time. Those marked with o dagger (T) are of particular
-, giving a good general overview of postwar
- avant-garde art. Unless otherwise noted,

importar
la

entries are all “special features.”

AT

“Nihon bijutsa no 10-nen” (A Decade of Japanese
Art). Sansai. no. 104 (September 1958).F

“Gendai bijutsu no baken™ {Adventure of
Contemporary Art). Special supplementary issue.
Rijuisu techi, no. 172 (April 1960).

“Gendai kaiga to machiéru™ (Contemporary Painting
and Matiére ), Bijutsu techo, no, 193 [September
1961).

“Cendai Nihon no lliju[-u ni li-'ir:\|'|n (Undercurrents

llr(:nllll'HI'lul'nr.\. _lup.‘lr
cial features, Bijutsu jdnaru, nos. 31-39 (July 1962-
November 1966). T

s Art). 29-part series of spe-

“Anforu

e i.!{n no Nilhon no |r|jll[-ll‘- [_IIIIHI]IF'.\-I" rt
After Informel). Special supplementary issue. Bijutsu
techd, no, 227 (October 1963). 7

“Andepandan-ten no 15-nen to sono yukue™ (Fifteen
Years of the “Yomiuri Indépendant Exhibition™ and
Its Future). Bijutsu techd, no. 234 { April 1964).
“Densetsu sengo bijutsu no 127 {Twelve Legends of
Postwar Art). Bijutsu techd, no. 240 (August 1964).

*Zen” " (Avant-Garde Film). Hon no techa
{December 1064),

les of Postwar
Art). Sansai, no. 18] (January 1965).7

"Hijlll-n‘. .‘"\l'rlgo 2-nen” (Two Decs

“Geijutsu no chika enerugi: Nihon no andagoeraundo™
{Underground Energy of Art: Japan's Underground).
Bijutsu techd, no. 289 (November 1967).

“Chihd no zen’ei” (Regional Avant-Gardes). Bijuisu
techii, no. 296 (April 1968).

chi: Nihon no gendai bijutsu”™ (The Way
to the World: Japanese Contemporary Art). Bijutse
techd, no, 300 |"‘1~|||r'|1'||u-1' 1968).

“Happening.” Bijutsu techd, no. 301 (August 1968).

v hiskai™ (The Collapse of the Art

*Gadan

Establishment), Bijutsu techa, no. 304 (November
1 hni .

bijutsu to ningen no im@ji” (Images of
in Beings in Contemporary Art), Bijutsu rechi,
no. 305 (December 1968).

"1;|~iju|,-.'|| no henbi” { Transformations of Art).
Bijutsu techa, no. 307 (January 1969).

“Mi hitotsu nanika: Sabu-karucha no jokyd”
[Hu:m—l!' mg More: The State of Subculiure). Héjuurr
5 (March 1970).

'l'f'if“. Ll
“Nikuts
and Emotion: Dancers in Transformation ). Bijutsu
techi, no. 328 (June 1970),

to janen: Henhd suru butika-tachi”™ (Body

“Kore ga naze geijutsu ka: “Dai 10-kai Tokyd bien-
nire’ o ki ni” (Why Is This Art?: On the Oceasion of
the Oth Tokvo Biennale™). Bijutsu techd, no. 329
{July 1970).

“Rensai zemindru: lma eiga ni nani ga hitsuyi-ka™
(Serialized Seminars: What Does Film Need Now?).
Parts 1-3. Eiga hihyd, nos. 1=3 (October—December
1970).

“Henkaku no ninaite-tachi” (Artists Who Lead
Efforis for a Change), Bijutsu tech, no. 337 (January
1971).

“Grendai bijutsu aruga-mama: *Dai 10-kai gendai
Nihon bijuts ' o kangaeru” (Contemporary Art
As It Is: Om the “10th Contemporary Art Exhibition
of Japan™). Bijutsu techd, no. 344 (July 1971).

“Shiidan no nami, undi no nami: G0-nendai bijutsu
wa (i ugoita-ka” (Waves of Groups, Waves of
Movements: The Development of Sixties Art), Bijutsn
techd, no. 347 (Ovtober 1971).7

fll-nendai bijutsu wa di ugeita-ka™
wations: The Development of Sixties
mber 1971).F

“Hydgen, jikyd
(Expression,
Art). Bijutsu techd, no. 349 Ik

“Atarashii hihyd no tame ni: 60-nendai no chibei
kara™ (For New Criticism: From the Sixties’
Viewpaoint). Bijutsu techd, no. 350 (January 1972).7
“Nenpy: Gendai bijutsu no 50-nen, 1916-1960"
(Chronology: Five Decades of Contemporary Art,
1916-1960). 2-part chronolegy comp. by Yasunao
Tone, Hikosaka Naoyoshi, and Akatsuka Yukio
35455 (April-May 1972

Bijutsu techi, nos

“Shashin to kiroku: Im#ji sdsa no kizd™

i |)||nlngru!|h3 .'|m‘i Hl'l'llril.‘ Siructures of llrliu.'l-
Maniy ation ). Bijutsu tech (July 1972
“Firumu to video™ Im and Yiden). Bijutsu techa,
no. 361 (December 19727,

» b, b

“(zendai Nihon bijutsu no kitei o saguru™ (Examining
the Foundations of Contemporary Japanese Art),
Bijutsu techd, no. 370 { August 1973).

“Gzenidai chikoku to kitkan™ { Contempaorary
Seulpture and Space). Mizue, no. 823 (November
1973).

“Gendai bijutsu "73" (Contemporary Art '73). Bijursu
techd, no. 375 (December 1973).

*Gendai bijutsu to chikoku no gainen: “Yomiuri ande-
||'=|||1|.| n |r'n' tgll” Il.nll1'|'|_|l- ol f‘||'I||pll1r1' !
Contemporary Art: After the *“Yomiuri Indépendant™
Exhibitions). Bijutsu techd, no. 376 (January 1974).
“Purintingu ito” (Printing Art), Biyjutsa techi, no.
378 (February 1974),

“Kaojin ciga” (Independent Film), Geijutsu kurabu,
no. % June 1974).

“Gendai chikoku to 1\|||1k_~.||" I(:Ilrlll'lllllill‘ul.\ Art and
Environments), Bijursu techd, no. 388 ( December
1974).

**Kokusai hanga biennire” no genja”™ (The Preseat
State of the “International Biennial Exhibition of
Prints in Tokyo™). Bijutsu techd, no, 389 (January
1975).

lai Nihon bij
des of the

no 20-n

(Document: Two | ‘Contemporary

Art Exhibition of Japan™). Hijutsu techa, no. 396
1_I|I|.\ 1975).

“Asu eno 10-nen: Nihon gendai bijutsu no shin-sedai™
{(Ten Years from Now: A New Generation of
Contemporary Japanese Art). Bijutsu techi, no. 400
{November 1975),

“Kauiga no heimen to heimen no kal
Surfa and Surface on Painti
419 (April 1977).

amiung on

" Rijutsu techd, no.,

“endai bijutsu no keishiki to keitai™ (Formats and
Forms of Contemporary Art). Bijutsu techd, no. 425
{(Detober 1977),

“Raiga to heimen no sikokn™ {Tensions Between

). Bijutsu techd, no. 430

Painting and Sur
(February 1978).
“Mosakn kara tenkai e: Gendai bijutsa no jikyi o
koera 9-nin no shigote™ (From Groping to

nts: Works by 9 Artists Who Go Beyond
the Present State of Cont
techo, no. 433 (May 1978).

Drewelopa
mporary Art). Hijursu

“Nihon no gendai bijutsu 30-nen” (Three Decades of
l.urllmrl'ﬂr!‘al'_\ ,I.u|u|n|--r- Art). H|||'ri;.|| -up|-|--m--!|l:|.-r}
issue. Bijutsu techi, no. 436 { July 1978).%

"_‘-'\..-ngqu (1] f\|!'|n||l|_'u“ {Postwar Nithonga). Shiikan
{\sahi hyakka: Sekai no bijutsu (Weekly Asahi
Encyclopedia of World Art), no. 136 (2 November
1980). 1

“Sengo no yoga, chikoku, hanga™ (Postwar Yiga,
Seulpture, Prints). Shiikan Asahi hyakka: Sekai no
bijutsu, no. 137 (9 November 1980).1

“Kin-
Contemporary Crafts, Design, Architecture). Shitkan
Asahi hyalka: Sekai no bijutsu, no. 138 (16 Novem
ber 1980).%

“Gendai Nihon no bijutsu” (Contemporary Japanese
Art). Shiikan Asahi hyakka: Sekai no bijutsu, no. 139
(23 November 1980).1

“80-nendai bijutsu: Ugoki-dasu nyil uéhu™ (Eig
Art: New Waves Emerging). Bijutsu techd. no. 475
{January 1981).

dai no kdgei, dezain, kenchiku™ (Modern and

“1950-nendai bijutsu™ (Fifties Art). Mizue, no, 920
(November 1981).1

“ 100 nend ai !Iijl]l'-'l]h (Sixties Art). Mizue, no, 921
(December 1981).7

“Takiguchi Shiizé to sengo bijutsu” (Takiguchi Shiizd
and Postwar Art), Bijutsu techd, no, 501 {September
1982).
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“Gendai bijutsu no shin-sedai to nyQ sutairu” (The
New Generation and New Styles of Contemporary
Art). Bijutsu techd, no. 509 {March 1983).

“Nyii uébu no kishu-tachi” {Artists of the New Wave),
Bijutsu techd, no, 520 (January 1984).

“Nyii iméji no teian” (Proposals for the New Images).
Bijutsu techd, no. 528 (July 1984).

“Insutaréshon” (Installation Art). Bijutsu techd, no.
5448 (August 1985).

“Gendai kaiga no biken™ (Adventures of
Contemporary Painting). Bijutsu techa, no.
{(November 1985).

“(;endai chikoku no hatsugen™ (Messages of
Contemporary Sculpture), Bijursu techd, no. 563
{Jumne 1986).

“Ponpidi no *Zen’ei geijutsu no Nihon: 1910-1970""
(“Japon des avant-gardes: 1910-1970" at Centre
Georges Pompidou). Bijutsu techd, no. 577 (April
1987).

“Ki ni narn Nihon no itisuto, pitoe 1: Purakutisu no
fukken/Dictionary of Japanese Artists, Part 17
(Revival of “Practice”). Bijutsu techs, no. 628
(September 1949H0)).

“Dai hakken! Sengo bijutsu-ghi™ (Great Discoveries in
the History of Postwar Art). Geijutsu Shinchd, no.
501 (September 1991).

“Ki ni naru Nihon no itisuto, pito 2: Kaiga no gen-
zai” (Notable Japanese Artists, Part 2; The State of
Painting). Bijutsu techd, no. 645 (October 1991).

25l

“Tikyi ito gaido "92" (A Guide to Art in Tokye "92).
Bijutsu techd, no. 655 (June 1992).

“Gendai bijutsu jiten/A Manual of Contemporary
Art.” Bijutsu techi, no, 664 (January 1993).
“Saishin Nihon-jin tisuto meikan/A Directory of
Japanese Artists Now,” Bijutsu techa, no. 66
(Janmary 1993 ).

“Gendai Nihon ftisuto meikan/A Who's Who of 360
Contemporary Artists.” Bijutsu techa, no. 682
(January 1994),

3. ARTISTS AND GROUPS

AKASEGAWA Genpei

Born in Yokohama, 1937; lives in Machida.

“Mokei sen-en satsu jiken kihan kiroku” (The Record
of the One-Thousand-Yen-Note Trial). Bijucsu techa,
no. 274 (November 1966), pp. 137-68.

Akasegawa Genpei, (buge o motta musan-sha (A
Propertyless Man with Objets). Tokyo: Gendai Shisi-
sha. 1970,

. Sakura gahd taizen (The Complete Sakura
gaha). Tokyo: Seido-sha, 1977.

. Tikya roga tanken-ki { Exploration of the
Streets in Tokya). Tokyo: Shinchi-sha, 1986,

. Chis-geijutsn Tomason (Ultra-Art Tomason).
Tokyo: Chikuma Bunko, 1987,

— . Geijutsu genron (The Principles of Art).
Tokyo: lwanami Shoten, 1988.

Akasegawa Genpei: Tomason Mokushiroku—dai 8-
kai omiju Tokiguehi Shizo-ten/Tomason
Apocalypse—The Bth Exhibition Homage to Shiiza
Takiguchi. Exh. cat. Tokyo: Satani Gallery, 1988,
Akasegawa Genpei. Shatai fumei (Identity Unknown).
Tokyo: Tokyo Shoseki, 1993.

See also General References in Japanese (Books),
Neo-Dada Organizers, and Hi Red Center.

ARAKAWA, Shiisaku

Born in Nagoya, 1936; lives in New York.
Arakawa, Shiisaku, and Gins, Madeline H. The
Mechanism of Meaning: Work in Progress {1963~
1971, 1978). Based on the Method of Arakawa. Ind
ed. New York: Harry N, Abrams, 1979,
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Sweite, Armin. Arakawa. Exh. cat. Munich:
Sgidtische Galerie im Lebnachhans, 1981.
Arakawa: Matrix 72. Exh. cat. Hartford, Conn.:
Wadsworth Atheneum, 1982,

Lyotard, Jean-Frangois. Arakawa. Exh. cat. Milan:
Padiglione d°Arte Contemporanea, 1984,

Arakawa Shiisaku—dai 6-kai omaju Takiguchi
Shizi-ten/Shiisaku Arakawa: The Desire of the
Diagrami—The 6th Exhibition Homage to Shiizo
Takiguchi. Exh. cat. Tokyo: Satani Gallery, 1986,
Arakawa Shisaku-ten: Imi no mekanizumu (Shiisaku
Arakawa Exhibition: The Mechanism of Meaning).
Exh. cat. Tokyo: Sezon Museum of Art, 1988,
Arakamwa. Exh. cat. Berlin: daadgalerie, 19%),
Arakawa Shisaku: Miyakaswa Atsushi e-ten/The
Exhibition of Shisaku Arakawa: To Miyakawa
Atsushi. Exh. cat. Tokyo: Touko Museum of
Contemporary Art, 1990,

Arakawa Shiisaku no jikken-ten: Miru mono ga
tsukurareru ba/ Constructing the Perceiver—
ARAKAWA: Experimental Works, Tokyo: The
National Museum of Modern Art, 1991,

Arakawa, Shiisaku, and Gins, Madeline. Architecture
Reversible Sites, Reversible Destiny (Architectural
Experiments After Auschwitz-Hiroshima ). London:
Academy Edition, [ 1994, fortheoming].

ASAOKA Keiko (Kay-ko)

Born in Nobeoka, 1945; lives in Iharaki Prefecture.
Asaoka Kay-ko. “Kaigai nyfisu: ‘Kabe” no uchi to
goto” (Overseas News: Inside and Outside the “Wall™).
Bijutsu techd, no. 528 (July 1984), pp. 176-79.

The Ear No. 1001: Asaoka Keiko + Miki Tomio/Kay-
ko Asaoka and Tomio Miki. Exh. eat. Osaka: The
National Museum of Art, 1992,

Asaoka Keiko-ten: “Tama™ to “ALAYA™ to/Kay-ko
Asaoka (*Jewel” and “Alaya™). Exh. cat. Tokyo:
Bunbiéds Gallery, 1994,

AY-0

Born in Ibaraki Prefecture, 1931; lives in Kiyose and
New York.

Akiyama Kuniharu [interviewer]. “Diardgu 21: Ai-5"
{Dialogue, No. 21: Ay-0). Mizue, no. 801 (October
1971), pp. 42=55.

Ai-d-ten (Ay-0 Exhibition). Exh. cat. Tokyo: Minami
Gallery, 1974,

Ai-d-ten: Hannva shingyd arufabettolippitsu-gaki
{Ay-0 Exhibition: The Lotus Sutra Alphabet/One-
Stroke Drawing). Exh. eat. Tokyo: Fuji Television
CGallery, 1982,

Ay-0, “Niji no kanata ni” (Over the Rainbow). Parts
1-21. Bijutsu techi, nos. 567, 569-70, 575-17, 579,
581, 58489, 591-95 (September 1986-June 1987,
.-\I|gunl 1987 -June 1988).

See also Fluxus.,

BOKUJIN-KAI

Founded in Kyoto, 1952,

Bokugin 40-nen (Four Decades of Bokujin-kai). Gifu:
Bokujin-kai, 1991

Morita Shiryi io “Bokubi”™ (Morita Shiryll and
Bokubi). Kobe: The Hydgo Prefectural Museum of
Modern Art, 1992

Sho to kalga no atsuki jidai, 1945-1969% Calligraphy
and Painting, the Passionate Age: 1945-1969, Exh.
cat, Tokyo: O Art Museum, 1992,

BRANDON, Reiko Mochinaga

Born in Tokyo, 195

“Portfolio: Reiko Mochinaga Brandon.” American
Craft 46, no. 5 (October/November 1986), pp. 52-53.

ves in Honolulu,

“Reiko Mochinaga Brandon: Bridging Two Cultures.”
Fiberarts (November/December 1986), pp. 16-17.
Japanese-American Craft Invitational. Boca Raton:
Boca Raton Museum of Art, 1987, unpaged.

BULBOUS PLANTS

Founded by Okazaki Kenjird and Tsuda Yoshinori in
Tokyo, 1991,

Sawaragi Noi. “Kikai 2: Tsuisuto gému ne jovo kachi”
{Machine 2: A 5ur|||||.- Value of the Twist Game).
Studio Voice, no. 198 (June 1992), pp. 102-3.

Ato rabo dai 1-kai dpun koraboréshon-ten:
Saikosuk&pu, dto kara no seishin kansokw/ArtLab Ist
Open Collaboration: Psychoscape, Mind Observation
Through Art—Bulbous Plants, DTI [Digital Therapy
Institute |, Moteki Hideaki. Exh. cat. Tokyo: Artlab,
1993,

Nonomura Fumihire, “Bijutsu to gémun no sida ni:
Bulbous Plants *Random Accident Memory” o yomu™
(Between Art and the Game: Reading Random
Accident Memory by Bulbous Plants). Studio Voice,
no. 212 (August 1993), p. 50.

DEGUCHI Onisabura

Born in Kameoka, 1871; died in Kameoka, 1948,

Deguchi Onisaburi Raku chawan meihin: Yawan
(Yawan: Raku Bowls by Deguchi Onisabura). Tokye:
Kiadangha, 1971,

Franck, Frederick. An Encounter with Qemaoto: The
Great Origin, West Nyack, N.Y.: Cross Currents
Paperbacks, 1975,

The Art of Onisaburd Deguchi (1871-1948) and His
School: Ceramics, Paintings, Calligraphy and
Textiles. Exh. cat. New York: The Cathedral Church
of St. John the Divine, et al., 1985.

Deguchi Onisabura-ten: Hatenkd no shigoi—yiwan
to shoga (Deguchi Onisaburd Ex on: His
Unprecedented Life—Ceramies, Calligraphy and
Painting). Exh, cat. Osaka: The Yomiuri Shimbun,
1985,

DOMOTO Hisao

Born in Kyoto, 1928; lives in Tokye.

Inui Yoshiaki [interviewer]. “Dinrdgu 39: Dimoto
Hisao™ (Dialogue, No. 39: Domoto Hisao). Mizue, no
B21 {August 1973), pp. 45-61.

Hisao Domoto. Exh. cat. Paris: Musée d"Art Moderne
de la Ville de Paris, 1979.

Démote Hisae 30-nen {Three Decades of Dimoto
Hisao). Exh. cat. Tokyo: The Seibu Museum of Art,
1987,

DUME TYPE

Founded in Kyota, 1984,

“File: ‘Dumb Type’ no shintai kikai™ (File: Dumb
Type's Body Machine). Bijutsu techd, no. 598 (Angust
|'H‘]HJ. ||}|. l'-:.'- 15.

Ishii Yamu. “Tenrankai: Dumb Type ‘pH," Maltiplex
13" (Exhibition: Dumb Type's “pH,” Maltiplex 13).
Bijutsu techi, no. 629 (October 1993), pp. 13442,
“Shintai geijutsu shinka-ron kasetsu B: Shintai wa
kairo de aru, shintai wa toshi ni naru. . " (A
Hypothesis on the Evolution of Body Art, Part B: The
Body Is a Circuil, the Body Becomes a City. . .).
Bijutsu techi, no. 649 (January 1992), pp. 58-61.
London, Barbara. “Dumb Type: Posuto hisutorikaru
na Nihon-sei no mirai-zé"" (The Posthistorical Imagery
of ,Inpum—ar Made Future). Trans. IJ.\' Awano Yasuka-
gu, Bijutsu techs, no. 649 (January 1992), pp. 62-63.
Dumb Type, ed. pHases. Tokyo: Wacoal Art Center,
1993,

ENDO Toshikatsu

Born in Takayama, 1950; lives in Sayama.

“Sakka himon: Endd Toshikatsu—tachi noboru hi
keitai” (Visiting an Artist: Endd Toshikatsu—
Emerging Non-Form). Bijutsu techa, no. 569 (October
1986}, pp. 126-33.

Earth, Air, Fire, Water: The Seulpiure u_fT'l:shi'ersu
Enda. Llandudno, Wales: Orel Mostyn et al., 1991.
Enda Toshikatsu: Enkan—kasoku suru kiids

ted Void). Exh. cat, 'I'u’i:vu: Toukeo
Museum of Contemporary Art, 1991,

(Circle—Accele

Tani Arata. “Gendai o ninau sakka-tachi V: Endd
Toshikatsu—kani-sei to shite no “enkan* {(Leading
Contemporary Artists, No. 5: Endd Toshikatsu
“Circle™ as a Possibility). Bijutsa techd, no. 636
(April 19491 ). pp. 118-31.

End Toshikatsu. Epitaph. Tokyo: Goryi Shoin,
lijli- 4

Endé Toshikatsu-ten/Toshikatsu Enda 1992, Exh. cat.
Nagoya: Gallery Takagi, 1992,

FLUXUS

Founded 19%]1; active in West f;vrll!;lllll' and

New York,

Hendricks, Jon, ed. Flisus ete. /Addenda I: The
Grilbert and Lila Silverman Collection. New York: Ink
&, 1983,

@i, Fluxus ete./Addenda II; The Gilbert and
Lila Silverman Collection. Exh. cat. Pasadena:
Baxter Art Gallery, California Institute of Technology,
1983.

, edl. Fluxas Codex. Detroit: The Gilbert and

Lila Silverman Fluxus Collection, in association with
Harry N. Abrams, New York, 1988,

Phillpot, Clive, and Hendricks, Jon. Fluxus:
Selections from the Gilbert and Lila Silverman Fluxus
Collection. Exh. cat. New York: The Museum of
Muodern Art, 1968,

Nannueei, Maurigio, ed, Flereus Anthology: A
Collection of Music and Sound Events. LP record
album. Florenee: Zona Archives and Recordings,
14,

Milman, Estera, ed. Flusus: A Conceptual Country.
Exh. cat, New York: Franklin Furnace et al., 1992,
[Spe issue of Visible Language 26, no. 12
{Winter/Spring i‘-m:!:l.]

Armstrong, Elizabeth, and Rothfuss, Joan, eds. In
the Spirit of Fluxus. Exh. cat. Minneapolis: Walker
\rt Center, 1993,

GUTAI ART ASSOCIATION

Active in Osaka, 19541972,

Gutei bijutsa ne 18-nen (18 Years of Gutai Art), Exh.
cat, Osaka: Osaka Fumin Center, 1976.

Yoshihara Jird to Gutai no sono golJird Yoshihara
and Todays Aspects of the Gutai. Exh. cat. Kobe:

The Hyigo Prefectural Museum of Modern Art, 1979.

Kaiga no Arashi, 1950-nendai/Action et f‘:'nmll':m.
Peintures des années 50: Informel, Gurai, COBRA,
Exh. cat. Osaka: The National Museum of Art, 1985,
Yoshihara Jird to “Guiai™ 19541972 Jiré Yoshihara
and Gutai 1954-1972. Exh. cat. Ashiya; Civic
Gallery, 1985.

Grupo Gutai: Pintura y Accion, Exh. cat. Madrid:
Museo Espaiiol de Arte Contemporanes, 1985,
Gutai: Kbi to kaiga/Action and Painting. Exh. cat.
Kobe: The Hyogo Prefectural Museum of Modern Art,
I iy,

“Gutai”: Mikan no zen'ei shiidan—Hyigo Kindai
Rijutsukan shozt sakuhin o chiishin ni/The
Unfinished Avant-Garde Group (Focusing on the
Collection of the Hydgo Prefectural Museum of
Madern Art. Kobe ). Tokyo: The Shitd Museum of
Art, 194D,

Bertozzi, Barbara, and Wolbert, Klaus. Gutai;
Japanische Avantgarde/ Japanese Avant-Garde 1954-
1965, Exh, cat, Darmstadt: Mathildenhihe
Darmstadt, 1991,

f;utai-ten (Gutai Exhibition). Exh. cat. in 3 parts. 1:
1954-1958; 2: 1959-1965; 3: 1965-1972, Ashiya:
Ashiva City Museum of Art and History, 1992-93.

Ashiva City Museum of Art and History, ed. Gutai
shiryvi-shii/Document Guiai, 1954-1972. Ashiva:
Ashiva City Culture Foundation, 1993

Geurai 1955/56: Nihon gendeai bijutsa no risatito
chiten/A Restarting Point of Japanese Contemporary
Are. Tlrl\_\'n! Penrose hn-llTIllt- of I'.nll1r*l'tillul'ur_\

Arts, 1993,

HAGIWARA Sakumi

Born in Tokyo, 1946; lives in Tokye,

Hagiwara Sakumi. Jikan o ikedoru: Hagiwara
Sakumi no mibingu ai (Catching Time Alive:
Hagiwara Sakumi's Moving Eve). Tokyo: Firumuito-
sha, 1976.

Tanikawa Shuntard and Hagiwara Sakumi. “Bideo
retii o megutte” (Concerning Video Letter). Gekkan
Iméjifsramu, no. 36 (September 1983), pp. 64-72.

Hagiwara Sakumi. “Forum Gallery: Mai furému—dai
6-kai, Hagiwara Sakumi™ (My Frame, No. 6—
Hagiwara Sakumi). Gekkan Iméjifiramu, no. 52
(January 1985), pp. 104-7.

HI REI} CENTER

Active in Tokyo, 19631964,

Kubota, Shigeko, ed. Hi Red Center. Poster.
Tokyo/New York: Fluxus, ¢. 1965,

Ishiko Junzd. “Hai reddo senti ni miru bijutsu no
‘genzai’ " (The “Present™ in the Case of Hi Red
Center). Bijutsu techd, no. 345 (February 1971),

pp- 18499

,-\knhl-gu,nn Grenpei. Tu.'.':ru mikisd keikaku: Hai redde
sennd chokusetsu kods no kiroku (Tokyoe Mixer Plans:
ntg of Hi Red Center’s Direct /
PARCO Co., 1984,

HUJIKATA Tatsumi

Born in Akita Prefecture, 1928; died in Tokyo, 1986,
“Bijutsu no Hijikata Tatsumi: Jikan ni egaku nikotai™
(Hijikata Tatsumi as Art: Depicting with the Body in
Time). Special feature. Bijutsu techs, no. 561 (May
19846:).

Hijikata Tatsumi. Bibd no aozora (Blue Sky of
Beauty). Tokyo: Chikuma Shabd, 1987.

Hijikata Tatsumi buti shashin-shia: Kiki ni tatsu
nikutai/ Body on the Edge of Crisis. Tokyo: PARCO
Co., 1987,

Klein, Susan Blakeley. Ankoku Butd: The Premodern
and Postmodern Influences on the Dance of Utter
Darkness, Ithaca, N.Y.: Cornell University East Asia
Program, 1988,

Hijikata Tatsumi to sono shithen-ten: Yami to hikari
no ikonoroji/ Exhibition: Works of Tatsumi Hijikata
and People Influenced by Him—In Search of the
Expression of Butoh and Art. Exh. cat. Yokohama:
Yokohama Citizen's Gallery, 1989,

Motofuji Akike. Hijikata Tatsumi to tomao ni (My Life
with Hijikata Tatsumi). Tokyo: Chikuma Shobd,
1944,

Hijikata Tatsumi-ten: Kaze no metamorufoze
(hen'ya) (Hijikata Tatsumi Exhibition:
Metamorphosis of the Wind). Exh. cat. Akit: Akita
Senshii Museum of Art, 1991,

Hijikata Tatsumi butd taikan: Kasabuta to
kyaramerw/Hijikata Tatsumi: Three Decades of
Butoh Experiment. Tokyo: Yiishi-sha, 1993,

HIKOSAKA Naoyoshi

Born in Tokvo, 1946; lives in Kamakura.
Hikosaka _‘uu,‘nuhi. Hanpuku: Shinkd geijutsa no isé
{Repetition: Phases of New Arts). Tokyo: Tabata
Shoten, 1972,

Tani Arata. “Himakuo kara no kutsugaeshi™
(Subversion from Beneath the Coating). Bijutsu
techd, no. 433 I,\'lal\' 1978), eover, pp. H#H=-55.
Nakahara Yiisuke. Art Today "79: Ki to no
taiwa/Wood Works by Three Artists—Koshimizu
Susumu, Hikosaka Naoyoshi, Mogami Hisayuki.
Exh. cat. Tokyo: The Seibu Museum of Art, 1979,

(RATH YA Tnk_‘.u'_

Hikosaka Naoyoshi and Havami Akira [ discussion].
“Gendai tono taiwa 13: Fukugi kaiga no seisei ni

tsuite” { Dialogue with Contemporary Artists, No. 13:

Formation of “Complex-Painting™). Mizue, no. 891

(June 1979), pp. 72

Hikosaka Naoyoshi koten: Watashi ga naka ni iru
hifu/Naoyoshi E. Hikosaka: Skin I'm In. Exh. cat

Tokyo: Gallery Te, 1989

Hikosaka \.rul_l.'u:lh:'.f"l‘uu_wulu' E. Hikosaka: 199
Asia, Exh. cat. Tnkj-u: “n"l-r‘_\ Te and Tokvo “a”rl'}.
155,

See also General References in Japonese { Mogazines ).

TCHIYANAGI Toshi

Born in Hyigo Prefecture, 1933; lives in Tokyo.

Akivama Kuniharu. “Ichiyanag Toshi no sakuhin
happyi-kai: Kibishii ki no ongaku™ (Ichiyanagi
Toshi's Recitul: Musie of Austere Actions ). Bijurse
techd, no., :[HHI"e']hruHr} 1962, Pp- T1-T2.
Tomioka Taeko. “Tehiy
pusu—opera ‘Yokoo Tadanori® o utau lehiyanagi
Toshi™ (An Avant-Garde Apocalypse: Iehiyanagi Toshi

wagi Toshi: Zen’ei no apokan

Singing the Opera “Yokoo Tadanori™). Bijutsu techd,
no. 303 (October 1968), pp. 132-38.

Matsumoto Toshio [with Ichiyanagi’s comment |.
“Ichivanagi Toshi: Zukei g ka™ ((On
Diagrammed Score), Mizue, no. B45 (Angust 1975),
pp. 102-7.

Ichiyanagi Toshil Toshi lehiyanagi: An Index of His
Waorks Appearing in the Catalogues of Schott Japan
Company Ltd., Tokyo. Tokyo: Schott Japan
Company, 1991,

See also Fluxus.

IDA Shdichi

Born in h}lllll, 1941 lives in '\.\'nlu.

Castile, Rand. Tkeda & Ida: Twe New Japanese
Printmakers. Exh. cat. New York: Japan Society,
1974.

Ida Shaichi kaiko-ten 1970-1985 (1da Shbichi
Retrospective). Exh. cat. Tokyo: Haria Museum of
Comemporary Art, 1985,

Konnichi no sakka 6: lda Shoichi (Today’s Artisis,
No, 6: Ida Shaichi). Exh. eat. Kyoto: Kyoto Municipal
Museum of Art Museum, 1987

Ida Shiichi Paper Works: Surface in the Between
Descended Level—Retween Vertical and Horizon
Exh. eat., 2 vols. Tokyo: Ueda Culture Projects,
1982- 1988,

IDEMITSU Mako

Born in Tokyo, 1940; lives in Tokyo.
Yonemoto, Bruce, and Yonemoto, Norman,
“Criticisms of Japaness Reality.” Artweek (18
December 1983), " 12.

MeGee, Micki, “Domestic Disharmony,”™ The
Independents %, no. 3 (April 1986), pp. 16-19,

From Geisha to Samurai. Fxh. cat. Honolulu:
Honolulu Academy of Arts, 19885,

“llrtni::.'ﬁ; Idemitsu Mako—hbideo de kokoro no naka
no jihi o wsutaeru™ {Interview with Idemitsu Mako:
Communicating ldeas in the Mind by Vides). Gelckan
Iméjifsramu, no, 152 (September 1992, pp. 5+-61.

NMURA, Takahiko

Born in Tokyo, 1937; lives in Tokyo and New York.
limura, Takahiko, Geijutse to hi-geijutsu no sida
(Between Art and Non-Art). Tokyo: San"ichi Shobd,
1970,

. limura Takahiko pépi firumu ( Takahiko
limura’s Paper Films). Tokyo: Haga Shoten, 1970.

. Eiga nikki: Paris-Tokyo (Film Diary: Paris-
Tokyo). Tokyo: Shoshi Kaze-no-bara, 1985.
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. Eizé jikken no tameni: Tekusuto, konseputo,
pafdmansu (For the Experiment in Film and Video:
Texts, Concepts, Performances). Tokyo: Seido-sha,
1986,

Takahiko limura: Film and Video. Exh. cat. New
York: Anthology Film Archives, 1990.

limura Takahike no media warudo: Eizé seisaku 30-
shiinen kinen koten/Media World of limura Takahiko
(Sola Exhibition: Thirty Years of Film- and Video-
making). Exh. cat. Tokyo: Sezon Museum of Art,
1991.

IMAI Norio

Born in Osaka, 1946; lives in Osaka.

Imai Norio: Bideo tépu, pafomansu/Norio Imai: Video
Tape, Performance. Exh. cat. Tokyo: Video Gallery
SCAN, 1981.

Imai Norio. Ato-suru machikado (Doing Art on the
Streets). Osaka: Burén Sentd, 1987,

. Toshi no dto-sukipu (Urban Art-Scapes).
Dsaka: Burén Sentd, 1990,

See also Gutai Art Association,

INOUE Yaichi (YU-ICHI)

Born in Tokyo, 1916; died in Tokyo, 1985.

Inour Yiichi. Hibi no zeppitsu: Inowe Yaichi zen-bun-
shii ( Last Calligraphy Every Day: Complete Writings
by Inoue Yaichi). Ed. by Unagami Masaomi. Tokyo:
Geijutsu Shinbun-sha, 1969,

Okina Inoue Yiichi-ten/Yii-Ichi Works 1955-85.
Kyoto: The National Museum of Modern Art, 1989,

ISHIUCHI Miyako

Born in Gunma Prefecture, 1947; lives in Tokye.
Ishiuchi Mivako. Apartment. Tokyo: Shashin
Tstishin-sha, 1978.

. Zesshi Yokosuka stiri/Yokosuka Story.
Tokyo: Shashin Tsiishin-sha, 1989,

. Ren’ya no machi/Endless Night, Tokyo:
Asahi Sonorama, 1981,

. Suidtbashi Takyd Shika Daigaku/Tokyo
Dental College. Tokyo: lssei Shuppan, 1981,
 Is9s g7, Tokyo: Inter Press Corporation,

1990.

JONOUCHI Motoharu

Born in Ibaraki Prefecture, 1935; died in Tokyo,
1946,

Nakajima Takashi, “5526 no kyoten, vol. 2: Gakusei
eiga no haji.mari—"ﬂichidlj Eiken,” Janouchi
Motoharu™ (Creative Bases, Vol. 2: The Beginning of
Student Film—*Nichidai Eiken” and Jénouchi
Motoharu). Gekkan Iméjiforamu, no. 73 (October
1986), pp. 14449,

KANAYAMA Akira

Born in Osaka, 1924; lives in Asuka-mura, Nara.

Kanayama Akira dai I-kai koten/Akira Kanayama.
Exh. broch. Osaka: Kuranuki Gallery, 1992,

Yamamoto Atsuo. “Kanayama Akira ni okeru dtoma-
tizumu” (Kanayama Akira's Automatism). Are
Critique (Kyoto), no. 21 (December 1992), p. 5.

Kanayama Akira dai I-kai-ten, 1950/1992/Akira
Kanayama: The 1st Individual Exhibition 1950/1992.
Exh. hroch. Nagoya: Gallery Takagi, 1993.

See also Gutai Art Association.

KAWABATA, Minoru

Born in Tokyo, 1911; lives in New York.

Kawabata Minoru-ten (Kawabata Minoru
Exhibition). Exh. cat, Kamakura: The Museum of
Modern Art, 1975,

Munroe, Alexandra. Minoru Kewabara. Exh. cat.
New York: Jack Tilton Gallery, 1988,
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Kawabata Minoru-ten: Zai-Bei 35-nen, kokd no kise-
Ki/Minoru Kawabata (Thirty-Five Years in the United
States, His Lonesome Career). Exh. cat. Kyoto: The
National Museum of Modern Art, 1992,

Nyiiyoku no Kawabata Minoru/Kawabata in New
York. Tokyo: Kiji Honpo, 1992,

KAWAGUCHI Tatsuo

Born in Kabe, 1940; lives in Tsukuba.

Konnichi no sakka-tachi/Today s Artists I11-"90:
Kawaguchi Tatsuo, Exh. cat. Kamakura: The
Museum of Modern Art, 1990,

Kawaguchi Tatsuo sakuhin-shii {Works by Kawaguchi
Tatsuo). Tokyo: Gendaikikakushitsu Publishers,
1992,

KAWAMATA Tadashi

Born in Hokkaidd, 1953; lives in Tokyo.
Kawamata: Project. Exh., cat. Tokyo: Kaneko Art
Gallery et al., 1986,

Kawamata: Kaji-chii (Under Construction ). Tokyo:
Gendaikikakushitsu Publishers, 1987,

Tadashi Kawamata!/Project 1980-1990. Exh. cat.
London: Annely Juda Fine Art, 1994,
Kawamata: Begijnhof kortrijk. Tokyo:
Gendaikikakushitsu Publishers and Kortrijk,
Belgium: Kunststichting Kanaal Art Foundation,
1991,

Kawamata: Project on Roosevelt Islund. Tokyo:
Gendaikikakushitso Publishers, 1993,

KAWANAKA Nobuhiro

Born in Tokyo, 1941; lives in Tokyo.

Goldberg, Michael, and Kawanaka Nobuhiro.

[ Discussion |. Gekkan lméjifdramu, no. 11
(September 1981), pp. 102-11.

See also General References in Japanese (Books) and
Terayama Shiyji.

KIKUHATA Mokuma

Born in Nagasaki, 1935; lives in Fukuoka.
Kikuhata Mokuma-ten/Kikuhata Mokuma
Exhibition. Exh. cat. Kitakyfishii: Kitakytishi
Municipal Museum of Art, 1988,

See also General References in Japanese (Books) and

Kyaishii-ha.
KOBAYASHI Hakudd

Born in Miyag Prefecture, 1944; lives in Hachidji.

Kobayashi Hakudé, “Try Cateh Video Than a Home
Run!™ Kikan eizé, no. 5 (1977), pp. 24-35.

. “Laps Communication.” Kikan eizd, no. 6
(1977), pp. 17-18.

Kobayashi Hakudi-ten 1990: Bideo janguru
{Kobayashi Hakudi Exhibition 1990: Video Jungle).
Exh. cat. Osaka: Kirin Plaza, 1990,

Kobayashi Hakudd, “How to Play Video
Communication.” Seian Zakei Tanki Daitaku
Toshokan-ha, no. 290 (1993}, pp. 1-17.

KOSHIMIZU Susumu

Born in Uwajima, 1944; lives in Tkeda.

Inui Yoshiaki. “Koshimizu Susumu: Busshitsu to ka-
tachi no hazama no dkan™ (Between the Matter and
the Form). Bijutsu techd, no. 394 (May 1975),

pp. 102-19, 125-27.

Koshimizu Susumu. *“*Nihon-jin no dojin™™
(“Japanese Barbarians™). Bijutsu techd, no. 394 (May
1975), pp. 128-33.

Okada Takahiko [interviewer ]. “Koshimizu Susumu
to kataru: Sozai tono taezaro kakawari o toshite”
{Conversation with Koshimizu Susumu: Through
Constant Engagements with the Being), Mizue, no.
B78 (May 1978), pp. %0-100.

Konnichi no zokei #: Koshimizu Susumu-ten—
chikoku, gendai, fiido/ The Tth Art Now: Susumu
Kaoshimizu—Sculptor of Today, of a Seulpture. Gifu:
The Museum of Fine Arts, 1992,

See also Mono-ha,

KOSUGH Takehisa

Born in Tokyo, 1938; lives in Nara.

The Taj Mahal Travelers. LP record. CBS Sony.
1972,

“Kosugi Takehisa to ‘Tiji Maharu ryoki-dan™"
(Kosugi Takehisa and “Taj Mahal Travellers").
Special feature, Bijutsu techd, no. 368 (June 1973).
Kaosugi Takehisa, Catch Wave. LP record. CBS Sony,
1975.

Fukuda Takayuki. “Kosugi Takehiza: Midara no
gukuri™ (Music Theory of Ohscenity). Bijutsu techa,
o, 395 (June 1975), pp. 187-211.

Korugi Takehisa. Violin Improvisations. CD, New
York: Lovely Music, 1989,

. Ongaku no pikunikku (Music Pienic). Tokyo:
Shoshi Kaze-no-hara, 1991,

See also Fluxus.

KUBOTA, Shigeko

Born in Niigata Prefecture, 1937; lives in New York.

Kubata, Shigeko. “Maruseru Dushan: Bannen no
Dushan to chesu gému™ (Mareel Duchamp: His Last
Years and Chess Game), Bijutsu techd, no. 319
{November 1969). pp. 80-89.

Felix, Zdenik, ed. Shigeko Kubata: Video Sculprures.
Exh. cat. Berlin: daadgalerie, Essen: Museum
Folkwang, and Ziirich: Kunsthaus Ziirich, 1982.
Mellinger, Jeanine, and Bean, D.L. [interviewers].
“Shigeko Kubota.” Profile (Video Data Bank) 3, no. 6
(Movember 1983},

Shigeko Kubota: Vides Sculpture. Exh. cat. Astoria,
N.Y.: American Moseum of the Moving Image, 1991

See also Fluxus,

KUDO Tetsumi

Born in Aomori Prefecture, 1935; died in Tokyo,
1990,

Hary@i Ichird [interviewer], “Diaragu 30: Kuda
Tetsumi” (Dialogue, No. 30: Kudd Tetsumi). Mizue,
no. §14 (December 1972}, pp. 54-70,

Jouffroy, Alain. “Rejisutansu: Kuds Tetsumi no,
Kuda Tetsumi e no” (Resistance: On Kudi Tetsumi,
to Kudd Tetsumi). Bijutsu techd, no. 381 (May
1974}, pp. 250-58.

Nakahara Yiisuke, “Kudd Tetsumi no sakuhin
chiishaku™ (Explanatory Notes on Works by Kuda
Tetsumi). Bijutsu techd, no. 381 (May 1974),

pp- 22149,

Kuds Tetsumi-ten 1981 (Kuda Tetsumi Exhibition
1981). Exh. cat. Tokyo: The Sigetsu Art Museum,
1981.

Kuds Tetsumi kaiko-ten (Kudd Tetsumi
Retrospective). Exh. cat. Osaka: The National
Museum of Art, [fortheoming |.

KUSAMA Yayoi

Born in Matsumoto, 1929; lives in Tokyo.

Kusama Yayoi. Manhattan jisatsu misui jashii-han
{Manhattan Suicide Addict). Tokyo: Kisaku-sha,
1978.

. Kurisuinfda danshikutsu (Christopher Gay
Brothel). Tokyo: Kadokawa Shoten, 1984,

. Sento Marukusu kyékai enja (The Burning of
St. Mark’s Church). Tokyo: PARCO Co., 1985.
Kusama Yayoi: Driving Image. Tokyo: PARCO Co.,
1986,

Kusama Yayoi-ten (Kusama Yayoi Exhibition). Exh.
ecat. Kitakyiishii: Kitakyfish@i Municipal Museum of
Art, 1987,

karia. Bhupendra, ed. Yayoi Kusama: A
Retrospective, Exh. cat. New York: Center for
International Contemporary Arts, 1989,

Kusama Yayoi-ten: Hajikera wchii (An Exploding
Universe), Exh. cat. Tokyo: The Sdgetsu Art Museum,
1992,

“husama Yayoi: Obusesshonaru dte no shutsuji to
tenkai™ {Ohrigins and Development of Ohsessional
Art). Special feature, Bijutsu techd, no. 671 (June
1993),

Yayor Kusame: l‘,';'uppnnp—.'ﬂ V Biennale di Venezsia,
1993, Exh. cat. Tokyo: The Japan Foundation, 1993,

KUWAYAMA, Tadaaki

Born in NMagoya, 1932; lives in New York.

Fujieda Teruo. “Sakka shikai: Kuwayama Tadaaki—
grijutsi no koto, sakuhin no koto™ { Introducing an
Artist: Kuwayama Tadaaki—On Art, on Works) and
“Kuwayvama Tadaaki no *genkaku-sa’” (Kuwayama's
Austerity ). Bijutsu techd, no. 372 (October 1973),
ppe. 1RE-205 and 206-T7.

- “Ruwayama Tadaaki: *Jibutsu’ no It.a'lpll“
(Painting as “Object”™). Bijutsu techd, no, 407 (May
1976), pp. 154=67, 173=77.

Ruwayama, Tadaaki, “Shikaku-teki na rikai™
(Understanding Visually). Bijutsu techd, no. 407 (May
1976), pp. 178-79,

Kuwayama Tadeaki/Tadaaki Kuwayama: A
Retrospective 1960-1985. Exh. cat. Kitakyiishii:
Kitakviishii Municipal Museum of Art, 1985,

Taki Kaji. “Kuwavama Tadaaki: “Men" no shikd”

( Thinking on the “Surface™), Mizue, no, 960 (Fall
1991}, pp. 105-13.

Uno Masaharu. Kumwvayama Tadaaki no kaiga/
Tadaak Kuwayama. Kiirin-sha no _guahﬁ (Karin-
sha’s Picture Book), no. 6. Tokyo: Kirin-sha Press,
1991.

KYUSHU-HA

Active in Fukuoka and Tokye, 1957-1962,

Kikuhata Mokuma. Han-geijutsu kidan (A Strange
Tale of Anti-Art). Fukooka: Kaichd-sha, 1986,
Kyiishii-ha-ten: Hen-geijutsu purojekuto/Group
Kyiishii-ha { Anti-Art Project). Exh. cat. Fukuoka:
Fukuoka Art Museum, 1988,

LEE U Fan

Born in Kyongnam District, Korea, 1936; lives in
Ramakura.

Fujieda Terus and Lee U Fan [discussion]. “Sakka no
shisei to sonritsu ao kiban™ (The Basis of an Artist’s
Attitude and Existence). Bijutsu techd, no. 358
{August/September, 1972), pp. 54-73.

Nakahara Yisuke. “Lee U Fan to go: Zettai-teki na
keiken no ba to shite no kaiga seisaku™ (Lee U Fan
and Words: Painting as the Site of Absolute
Experience). Mizue, no. B75 (February 1978),

PR GR—107.

“Lee Ul Fan.” Special feature. Mizue, no. 909

( December 19680).

Lee U Fan. Tokyo: Bijutsu Shuppan-sha, 1986.

Lee [/ Fan: Kanji to ronri no kiseki/ Traces of
Sensibility and Logie. Exh. eat. Gifu: The Museum of
Fine Arts, 1988,

Lee U Fan. Toki ne furue (Tremors of Time). Tokyo:
Ozawa Shoten, 1990,

Lee U Fan-ten/Lee U Fan. Exh. cat, Shibukawa: Hara
Museum Are, 1991,

Mita Haruo, “Gendai o ninau sakka-tachi VII: Lee U
Fan—hyagen no shi, hybgen no reido™ (Leading
Contemporary Artists VII: Lee U Fan—Death of
Expression, Zeeo-Degree of Expression). Bijutsu
techd, no. 638 (June 1991), pp. 13649,

Lee [ Fan. Tokyo: Toshi Shuppan, 1993.

Lee ! Fan-ten/Lee U Fan. Exh. cat. Kamakura: The
M seum of Maidern Art, Kamakura, 1993,

See also Mono-ha and Tekamatsu Jird.

MATSUMOTO Toshio
Born in Aichi Prefecture, 1932; lives in Koganei.

“Filmretrospektiv Toshio Matsumoto.” In European
Media Art Festival Osnabriick: Film, Video,
Performance, Multimedia Installation Aussiellung.
Program. Osnabriick, 1990,

Mizuyoshi Akira, “Matsumote Toshio rongu intabyi”™
{An Interview with Matsumoto Toshio). Eizd jikken-
shi Fs. no. | (May 1992), pp. 2-13.

Kati ltaru. *Jikken eiga jihyd: Matsumoto Toshio no
kaiko-ten” { Experimental Film Reivew: Matomoto
Toshio’s Retrospective). Gekkan im#jifdramu, no. 162
(July 1993}, pp. 36-39.

“Matsumoto Toshio kaike-ten™ (A Retrospective of
Matsumoto Toshio). In Image Forum Festival 1993,
program. Tokyo: Image Forum, 1993,

See also General References in Western Languages
and Japanese (Books ).

MATSUMOTO Yako

Born in Tokyo, 1936; lives in Koganei.

Matsumoto Yako and Hayami Akira [discussion].
“Gendai tono taiwa B: Kaiga no shizen-sei ni tsuite™
{Dialogue with Contemporary Artists, No. 8: Nature
in Painting). Mizue, no, 886 ( January 1979),

pp. 66-75.

“Sukka himon: Matsumoto Yoko—shikaku to iu tego-
tae™ (Visiting an Artist: Matsumoto Yiko—Responsive
Squares). Bijutsu techd, no. 548 (August 1985),

pp- 174-81.

Mutsumoto Yoko-ten {Matsumoto Yiko Exhibition ).
Exh. cat. Tokyo: Kamakura Gallery, 1988,

Matsumote Yako. Exh. eat. Fukwi: Art Site, 1990,

Kinsaku-ten &: Matsumoto Yoko! Recent Works 8:
Yako Matsumoto, Exh, cat. Osaka: The National
Museum of Art, 1991,

Yiko Matsumoio, Exh. cat. Tokyo: Akira Ikeda
Gallery, 1992,

MIKI Tomio

Born in Tokyo, 1938; died in Kyouo, 1978,

Fujieda Teruo [interviewer]. “ Atorie himon: Miki
Tomio” (Visiting a Studio: Miki Tomio). Bijutsu techi,
no. 285 Uuly 1967). PP 9297,

Okada Takahiko [interviewer . “Miki Tomio to
kataru: Naze mimi nanoka™ (A Conversation with
Miki Tomio: Why Ear?), Mizue, no. 851 (February
1976), pp. T

Tanaka Shintard, “Tsuiti. mimi no shiien: Miki Tomio
(1937-1978)" (In Memory of Miki Tomio [ 1937-1978]:
The End of Ear). Bijutsu techs, no. 433 (May 1978),
pp. 20-21.

Akita Yoshitoshi. “Miki Tomio no metamorufoze:
Kz to “seido’ to jiga o megutie”™ (Miki Tomio's
Metamorphosis: Coneerning Structure, “System,” and
Self). Bijutsu techs, no. 539 (February 1985),

pp. 17181,

Miki Tomio. Exh. cat. Tokyo: Galerie Tokoro, 1988,
The Ear No., 100]: Asaoka Keiko + Miki Tomio/Kay-
ko Asaoka and Tomio Miki. Exh. cat. Osaka: The
National Museum of Art, 1992,

Tokubetsu-ten: Miki Tomio/Tomio Miki. Exh. cat.
Tokyo: The Shiti Museum of Art, 1992

MIYAJIMA Tatsuo

Born in Tokyo, 1957; lives in Iharaki Prefecture,
“All That Art 59: Miyajima Tatsuo—kikai-teki teien™
{Miyajima Tatsuo—The Mechanical Garden). Bijutsu
techd, no. 560 (April 1986), pp. 13638,

Nagoya-shi Bijutsukan josetsu kikalku-ten: Miyajima
Tatsuo—jikan no rydiki’ yori” (Special Exhibition of
the Permanent Caolleetion, Nagoya City Musenm:
Miyajima Tatsuo—From “Region of Time™). Exh. cat.
Nagoya: Nagoyva City Art Museum, 1991,

Miyajpma Tatsuo: 133651 no sekai (The Waorld of
133651). Exh. cat. Iwaki: Iwaki City Art Museam,
1992.

Cooke, Lynne, and Poodt, Jos. Tatsuo Miyvajima.
Exh. cat. s Hertogenbosch: Musenm Het Kruithuis
and Berlin: daadgalerie, 1991,

Tatsun Miyvajima: Opposite Circle. Exh. cat. Nagova:
Gallery Takagi, 1992.

MIYAWAKI Aiko

Born in Tokyo, 1929; lives in Tokyo.

Mivawaki AikolAike Miyawaki 1960-1980. Exh. cat.
Nagoya: Gallery Takagi, 1980.

Miyawaki Aiko DokyumentolAiko Mivawaki
Documents: A Pictorial Autobiography. Tokyo:
Bijutsu Shuppan-sha, 1992,

Aike Miyawaki: Escultura. Exh. cat. Barcelona:
Fundaeit Joan Mird, 1991,

Gendai sakka sirizu: Mivawaki Aiko-ten
{Contemporary Artists Series: Mivawaki Aiko
Exhibition). Exh, cat. Yokohama: Kanugawa
Prefectural Gallery, 1987,

Inui Yoshiaki. “Mugen eno tishi: Miyowaki Aiko no
kinsaku ni tsuite” (Seeing Through Infinity: Miyawaki
Aiko's Recent Works), Bijutsu techi, no. 479 (April
1981), pp. 14047

MONO-HA
Active in Tokyo, 1968—carly 19705,

“Hatsugen suru shinjin-tachi: Hi-geijutsu no chihei
kara” (New Faces Speaking Up: From the Horizon of
Non-Art). Special feature. Bijutsu techd, no. 324
{February 1970). Including: Lee U Fan, “Deai o
motamete” (Searching for Encounter), pp. 14235
Suga Kishio, “Jatai o koete aru” {Being Beyond the
Situation), pp. 24-33; and Koshimizn Susumu, Sekine
" v, Suga Kishio, Narita Katsuhiko, Yoshida
Katsurd, and Lee U Fan [ roundtable discussion ].
“Mono® ga hiraku atarashii sekai™ (A New World
Revealed by “Mono™), pp. 34-55.

Lee U Fan and Love, Joseph. Ba, 58, ji—pea (Site,
Phase, Time—Open). [ Tokyo]: [ Privately published |,
1970,

Minemura Toshiaki, ed. Mano-ha, Exh. eat. Tokyo
Kamakura Gallery, 1986,

Mono-ha to posuto mono-ha: 196%-nen ika no Nihon
o fuju“ull'_-'pfunu ha and Post Mono-ha: Art in Japan
Since 1969, Exh. cat. Tokyo: The Seibu Museum of
Art, 1987,

Monoha: La Scuola delle cose. Exh. cat. Rome:
Museo Laboratorio di Arte Contemporanea, 1988,
Minemura Toshiaki and Washimi Akihiko [discus
siom ], “*Mono-ha" no keisei 0 megutte” (Cn the
Formation of Mono-ha). Parts 1-2. Bijutsu techi,
nos. 672-73 (July-August 1993).

MORIMURA Yasumasa

Born in Osaka, 1951; lives in (Osaka.

Shinohara Motoaki. “Morimura Yasumasa: Jikan o
tabi-suru shintai™ (The Body That Travels in Time).
Bijutsu techa, no. 613 (August 1989), pp. 114-21.

. *“Gendai o ninau sakka-tachi VII: Morimura
Yasumasa— watashi’ no sens kikai” (Leading
Contemporary Artists, No. 7: Morimura Yasumasa—
“My™ War Machine). Bijutsu techa, no. 547
{December 1991), pp. 118-31.

Jodidio, Philip. “Docteur Jekyll et Mr. Morimura.”
Connaissance des Arts, no. 493 (March 1993},

pp. 1047,

Omoto Akira. “Morimora Yasumasa: Eizd ni yoru
atarashii hydgen™ (New Expression of Photography).
Rijutsu techs, no. 672 (July 1993), pp. 271-72.
Morimura Yasumasa, Kisekae ningen dai 1-gb
{Human Mannequin, No. 1), Tokye: Shagakukan,
1994,
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MORITA Shiryi

Born in Toyooka, Hydgo Prefecture, 1912; lives in
Ky oo

Morita Shiryii. Sho: lkikata no katachi (Calligraphy:
The Form of Ways of Life). Tokyo: Nihon Hasd
Kydkai, 1968,

. *Sho to chiishd kaiga™ (Calligraphy and
Abstract Painting). In Geijutsu (Art), ed. by
Kuwabara Takeo and Katd Shilichi, Iwanami kiza
tetsugaku (Iwanami Philosophy Series), vol. 14.
Tokyo: lwanami Shoten, 1969.

— . Sho to bokusha (Calligraphy and Ink
Imagery). Kindai no bijutsu (Modern Art), no. 28.
Tokyo: Shibundd, 1975,

Konnichi no sakka 3: Morita Shiryi (Today's Artists,
No. 3: Morita Shiryi). Kyoto: Kyoto Municipal
Museum of Art, 1986,

See also Bokujin-kai,

MOTONAGA Sadamasa

Born in Ueno, Mie Prefecture, 1922; lives in Ueno,
Mie Prefecture.

Haga Taru. “Motonaga Sadamasa: Kono karei-na chi
to niku no senretsu-sa!” (How Fresh This Bright
Blood and Flesh Is!). Rijutsu techs, no. 196
{November 1961), pp. 28-35.

Sasaki Yutaka. “Gihi hakken 4: Motonaga Sadamasa-
shi to—toryd no majutsu™ (A Discovery of Technigue,
No. 4: Motonaga Sadamasa’s Magic of Paint). Bijutsu
techd, no. 265 (April 1966), pp. 70-79.

Hotonaga Sadamasa sakuhin-shii/Sadamasa
Hatonaga Works/Oeuvres de Motonaga 1955-1969.
Kyoto: Aravel Co,, 1983,

Hotenaga Sadamase Sadamasa Motonoga
19461990, Niigata: Hakushinda, 1991,

Motonaga Sadamasa-ten/Sadamasa Motonaga. Exh.
cat. Tau: Mie Prefectural Art Museum, 1991,

See also Gutai Art Association.

MURAKAMI Sabura

Born in Kobe, 1925 lives in Nishinomiva.
Miurakami, Exh, cat, Osaka: Gutai Pinacotheca,
1963,

See also Gutai Art Association.

MURAOKA Sabura

Born in Osaka, 1928; lives in Kyoto,

Inui Yoshiaki [interviewer]. “Dialogu 35: Muraoka
Sabura” (Dialogue, No. 35: Muraoka Saburd ). Mizue,
no. 817 (April 1973), pp. 60-T1.

“Sakka hamon: Muraoka Saburd—~fukakutei-hi

de. . .7 (Visiting an Artist: Muraoka Saburd—In an
Indefinite “.:u:v, e Hr'juf.m techd, no. 523 (March
1984), pp. 13441,

Tatehata Akira, ed. Muraoka Saburd sakuhin
shi/Saburd Muracka, Osaka: Kasahara Gallery,
1991.

. “Muracaka Saburd: Fukaku nemuranu hito
yo' (To Muraoka Saburd Who Never Sleeps Deeply).
Rijuisu techd, no, 637 (May 1991}, pp. 116-29

Sugawara . “Muraoka Saburd: Shitu e no
shiten” (A Viewpoint on the Matter ). Bijutsu techi,
no. 673 (August 1993}, pp. 182- 85.

NAKAGAWA, Naoto

Born in Kobe, 1944; lives in New York.

Aikd Kenji. “Konmei no naka no seishin-na joji:
Nyiiyoku no wakai Nikon-jin gaka” (Fresh Lyricism in
the Chaos: A Young Japanese Artist in New York).
Bijutsu techd, no. 295 (March 1968), pp. 162-65.
“Nakagawa Naoto: Chiishi o ishiki surn chi-gusha”
{An Interview with Naoto Nakagawa: An Ultra-Realist
Whao Knows Abstraction). Bijucss techd, no. 507
(January 1983), pp. 14049,
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Munroe, Alexandra, ed. Contemporary Japanese Art
in America ([): Arita, Nakagawa, Sugimoto. New
York: Japan Seciety, 1987,

Naoto Nakagawa-ten/ Naoto Nakagawa: Recent
Paintings 1985-91, Exh, cat. Tokyo: Fuji Television
Gallery, 1991.

NAKAHARA Kadai

Born in Kurashiki, 1961; lives in Nagaokakyd.
Kidai Nakahara. Exh. cat. Tokyo: Hill Side Gallery,
1990,
Ato rabo dai 1-kai kikaku-ten: Konpuresso purasu
tike, Nakahara Kédai, Fukuda Miran/ArtLab First
Exhibition: Complesso Plastico, Kodai Nakahara,
Miran Fukuda. Exh. cat. Tokyo: ArtLab, 1991,
Ueda Takahiro, “Nosutarujia/han-nosutarujia:
Nakahara Kidai no shinsaku ni okeru hihyd no hen-
rei” (Nostalgia/Anti-Nostalgia: Critical Responses to
Makahara Kidai's Recent Work). Bijutsu rechd, no.
23 (May 1990), pp. 180-89.
Kobayashi Yasuo, [shihara Tomoaki, Sekiguchi
Atsuhito, Nakahara Kodai, and Harsguchi Noriyuki

[roundtable discussion]. “*Farukoman 90" o megutte”™

(Coneerning “Falcoman 90°7°). Mizue, no, 955
{Summer 1990}, pp. 66-87.

Nakahara Kddai, Murakami Takashi, and Yanobe
Kenji [roundtable discussion]. “Posuto hobi dto

Japnn“ (Post-Hohby-Art in Japan). Bijutsu techi, no.

651 (March 1992), pp. 61-81.

Kiha Mikito. “*Wakaran-chan® raisan: *Otako-koku’
kara no hisha™ (In Admiration of the “Wakaran-
chan”; Flying Away from the “Otaku” Country). Art
Critique, no. 21 (December 1992), pp. 18-19.

NAKAJIMA Ka

Born in Kumamoto Prefecture, 1941; lives in Tokyo.
K Nakajima: Lime du bois. Exh. cat. Paris: Zekou
Art Gallery, 1991,

Esprits de sel. Exh, cat. Montpellier, France: FRAC
Languedoe-Roussillon, 1993,

Nakajima Ka. “Posuto tekunoroji to atomizumu™
||’||,-|-'|‘(u'|n|u|up.h and Atomism ). New Media
(November 1993), pp. 74-77.

NAKAMURA Kazumi

Born in Chiba Prefecture, 1956; lives in Kawagoe,
Nakamura Kazumi-ten/Kazumi Nakamura 1990
Exh. cat. Tokyo: Nantenshi Gallery, 1988,

Shimizu Tetsurd. “Nakamura Kazumi: Zenkin-jé no
shashu, sai no shatei” (A Marksman on an Asymptote,
Within the Range of Difference). Bijutsu techd, no.
G (March 1989), pp. 94-101.

Nakamura Kazumi/Kazumi Nakam: Tempest
(New Y+ C Opened ), Exh. cat. Tokyo: The
Contemporary Art Gallery, 1991.

Kazumi Nakamura 1993, Exh. cat. Tokyo: Nantenshi
Gallery Siko, 1993,

NAKANISHI Natsuyuki

Barn in Tokyo, 1935; lives in Tokyo.

Tanikawa Kaichi. “Keijijo-gaku to kaiga: Nakanishi
Natsuyuki-ron™ (Metaphysics and Painting: On
Nakanishi Natsuyuki). Bijutsu techa, no. 369 (July
1973}, pp- 152-57.

Hirai Rydichi. “Setten to shiteno kaiga: Nakanishi
Natsuyuki no shinsaku™ (Painting as a Point of
Contact: New Works of Nakanishi Nats ). Bijutsu
techa, no. 458 (December 1979), pp. 198-211.
Hijikata Tatsumi and Nakanishi Natsuyuki |
sion]. “Shiroi téhuru kurosu ga hurete” ( Touching the
White Tablecloth). Bijutsu tech, no. 511 {June 19835),
pp. 182-95.

Hirai Rydi “Gafuw/gamen/kaiga: Nakanishi
Matsuvuki ni furenagara™ (Canvas/Surface/ Painting:
C rining Nakanishi Natsuyuki). Bijutsu tech, no.
552 (November 1985), pp. 161-T1.

diseus-

Nakanishi Natsuyuki-ten: Shamen no e yuruyaka n
hirakareyuku toki/Nakanishi, Natsuyuki {When the
Painting of Frontality Slowly Reveals liself). Exh. cat
Tokyo: The Seibu Museum of Art, 1989,

Nakanishi Natsuyuki ndte/The Notes of Nakanishi,
Natsuyuki. Tokyo: The Seibu Museum of Art, 1989

Nakanishi Natsuyoki. Dai-kakko: Yaruyaka ni m
tsumern tame ni itsumademao tatazumu, sbehi
{Braces: Devices That Forever Stand Still in Order 1o
Caze ].ing«-ringly e Tnl\.yu: Chikuma Shaba, 1989,

See also Hi Red Center,

NAKAYA Fujiko

Born in Hokkaidi, 1938; lives in Tokyo.

Nakaya Fujiko. *“Making of ‘Fog" or Low-Hanging
Stratus Cloud.” In Pavilion fl} L‘J’H‘rl‘m.‘*n!_l in Ari
and Technology, ed. by Billy Kliiver, Julie Martin,
and Barbara Rose. New York: E.P. Datton, 1972

Morioka \.ﬁji, “Kiri no chikoku: \'IILJ_\'II ]"ujilu- (]
sakuhin/Fog Seulpture: Works by Fujike Nakaya
1970-1993." Trans. by Bert Winther, Japan
Landscape, no. 28 (November 1993), pp. T0-81.

NARITA Katsuhiko

Born in Pusan, Korea, 1944; died in Tokyo, 1992

See Mono-ha.

NEO-DADA ORGANIZERS

Aetive in 'I‘Ilhlll.i_ 1060 1 9.
5 ohara Ushio. Zen'ri no michi (The Avant-Garde
Road). Tokyo: Bijutsu Shuppan-sha, 1968,

Ryiido-suru bijutsu 111 Neo-Dada no shashin/Art in
Flux [11: Neo-Dada Witnessed, Photo Documents.
Exh, cat. Fukuoka: Fukooka Art Museum, 1993

NOGUCHI, Isammu

Born in Los Angeles, 1904 died in New York, 1988
Gaordon, John. Isamu Noguchi. Exh, car. New York:
Whitney Museum of American Art, 1968

Noguchi, Isamu. A Sealptor’s World. New York:
Harper & Row, 1968,

Friedman, Martin. Noguchi's Imaginary Landscapes
Exh. cat. Minneapolis: Walker Art Center, 1978,

The Isamu Noguchi Garden Museum. New York:
Harry N. Abrams, 197,

Ashiton, Dare. Noguchi: East and West, New York:
Alfred A. Knopf, 1992.

Isamu Noguchi-ten/lsamu Noguchi Retrospective
1992, Exh. cat. Tokyo: The National Museum of
Modern Art, 1992,

Winther, Bert, “lsamu Noguchi: Conflicts of Japanes
Culture in the Early Postwar Years.” Ph.D. diss.,
New York University, 1992,

OBAYASHI Nobuhiko

Born in Hiroshima Prefecture, 1938; lives in Tokyo

limura, Takahiko: Obayashi nobuhiko; and
Takabayshi Yaichi [roundtable discussion]. *Taita
hitori no kankyaku o motomete™ (Searching for That
One Audience), Gekkan Iméjigiramu, no. 2

{ December 1980), pp. 86-99,

Obayashi Nobuhiko. Eiga: Ii hito bakari {Cinema:
Everyvhody’s Nice). Tokyo: Adoribu, 1993,

OKADA, Kenzi

Born in Yokohama, 192; died in Tokyo, 1982,
Kenzd Okada Paintings 1931-1965. Exh. cat,
Buffalo: Albright-Knox Art Gallery, 1965,

Okada Kenzi gnshiVKenzd Okada, Tokyo: The Asahi
Shimbun, 1982,

Meada Kenza-ten/Kenzd Okada. Exh. cat. Tokyo:
The Seibu Museum of Art, 1982,

(Mkada Kenzd-ten'Kensd Okada Exhibition. Exh. cat.
Toyama: The Museum of Modern Art, 1989

OKAZAKI Kazuo

Born in Okayama, 1930; lives in Machida.
Hiroshi. Exh. cat. Tokyo: Yokota Shigeru Gallery,
1989,

(Okazak: Kazuo: Mono hoi |”i|jﬂ'. a Sup,
Exh. cat. Tokyo: Galerie Mukai, 1991.

OKAZAKI kenjiri

Born in Tokyo, 1955; lives in Tokyo.

Minemura Toshiaki. “Okazaki Kenjird: Kikan o nuu
dessan”™ (Drawing space). Gendai chakoku, no. 83
(May 1984), pp. 14-21.

Usami Keiji and Okazaki Kenjird [discussion ].

“Suriringu-na ima o tsukuri tsuzukers tame-ni” (In
Order to Keep the Present Moment Thrilling). Acryle
Are, vol. 9 (1 Aprl 1989).

laksshima Naoyuki. “Okazaki Kenjird: Kaiha-kei ¢
mukau stchi™ (A Device Toward an Open System),
Bijutsu techa, no. 610 (June 1989), pp. 93-102,

Tani Arata. * “Mieru® shikumi: Dkazaki Kenjird no
shikumi ni tsuite” (The Mechanism of “Secing™: On
Okazaki Kenjird's Work), Atorie, no. 749 (July 1989),
8-53.

Kenjird Okazaki 1992, Exh, cat. Tokyo: Nauntenshi
Gallery Soko, 1992,

See also Bulbous Plants.

NGO, Yoko

Born in .T‘tlln}il, 1933: lives in New York.
Ono, Yoko. Grapefruit: A Book of Instructions +
Drawings by Yake Ono. Intro. by John Lennon.
E \.Jh‘lfll{l'd edition of the 1964 Iill'l"r_}ih:ll limited edition
1500} published by the Wunternaum Press, Tokyo.
New York: Simon and Schuster, 1971,
Yako (dno: This Is Not Here, Exh. cat. Syracuse:
Everson Museum of Art, 1971.
“Fumie”™ Ono Yoko-ten/Yoko Ono: “Fumie.” Exh. cat.
Tokve: The Stgetsu-kai Foundation, 1990,
Hendricks, Jon, ed. Yake Ono: To See the Skies. Exh.
cat. Milan: Fondazione Mudima, 1994,
Haskell, Barbara, and Hanhardt, John G. Yake Ono:
Arias and {HJJ:'{"J'.L Saht Lake City: (Gibhs Smith,
Publisher, 1991,
Les films de Yako Ono 19661982, Exh. cat. Geneva:
Centre d"Art Contemporain, 1991.
Onobox, Set of 6 CIVs, Salem, Mass.: Rykodise, 1992,
Hendricks., Jon, ed. Insiruciions .for Paintings h_\’
Yako (no: May 24, 1962, Exh. cat. Budapest: Galeria
afy, 1993,

— . ed. Paintings & Drawings by Yoko Ono. Exh.
cat. Budapest: Galeria 56, 1993,

See also Fluxus.

RICHIE. Donald

Born in Lima, Ohio, 1924; lives in Tokyo.

Donarudo Richi-shi no eizé koten (Mr. Donald
Hichie's Film Exhibition). Tokyo: Sogetsu
Cinematheque, 1989,

Richie, Donald. *Jikken eiga no rekishi” (The History
of Experimental Film), Trans. by Akiko limora.
Rijutsu techd, no. 334 (November 1970), pp. 24-43.

en, vol. 4: Kaojin
" (Creative Bases,

\_q'k;ljim:j Takashi. “Sizd no |l}r|
riga no joriku—Donarudo Ric
Vol. 4: Independent Film Came to Japan—Donald
Richie). Gekkan Iméjiféramu, no. 77 (January 1987),
rp 127-31.

s Greneral References in Western Languages
{ Books, Exhibition Catalogues).

S

SAITO, Takako

Born in Iwate Prefecture, 1929; lives in Diisseldorf.
Takako Saité: Objekte. Exh. cat. Diisseldorf:
Stadtmuseum Diisseldorf, 1988,

Takake Saité: Schachspiele, Spielkdsten und Biicher
Exh. cat. Wieshaden: Harlekin Art, 1989,

Saitd Takako-ten: Asobi, pafomansw/ Takako Saitd
(Play and Performance). Exh. eat. Fokui: Dimanche
Hall, 1991.

Takake Saita, Exh. cat. Milan: La Fondazione
Mudima, 1993,

See also Fluxmns.

SAITO Yoshishige

Born in Tokyo, 1904 lives in Yokohama.

Saitd Yoshishige. Tokyo: Bijutsu Shuppan-sha, 1964,
Nikahara Yisuke. “Saitd Yoshishige: “Yokei-mono”
no anbibarentsa™ (An Outsider’s Ambivalence)
Mizue, no. 685 (April 1962), pp. 48-57.

Saitd Yoshishige 1936-1973. Tokyo: Tokyo Gallery,
1973.

Saitd Yoshishige-ten/Saitd Yoshishige Exhibition 1978,

Exh. cat. 'ruk_\u; The National Museum of Muodern
Art, 1978,

Saitd Yoshishige-ten/Saitd Yoshishige Exhibition 1984,

Exh. cat. Tokyo: Tokyo Metropolitan Art Museum et
al., 1984.

Saitd Yoshishige kinsaku-ten: Shishifosu/Yoshishige
Saits: Sisyphus. Exh. cat. Tokyo: Yiiraku-chi Asahi
Gallery, 1986.

Saitd Yoshishige ni yoru Saité Yoshishige-ten: Jikii no
kil Yoshishige Saiti: Time, Space, Wood. Exh. cal.
Yokohama: Yokohama Museum of Art and Toku
shima: The Tokushima Modern Art Mugenm, 1993,

SEKINE Nobuo

Born in Saitama, 1942; lives in Tokyo.

Sekine Nobuo, Han-jiden: Bijutsu o tashi to esorago
tol Half-Autobiography: Art and Urban and Pictural
Fiction. Tokyo: PARCO Co,, 1985.

Selcine Nobuo: Isé kaiga/Nobuo Sekine: Phase
Conception, Tokyo: Environment Art Studio, 1987,

Sekine Nobuo: Isa kaiga [I/Nobuo Sekine: Phase

Conception I, Tokyo: Environment Art Studio, 1989.

See also Mono-ha

SHIMAMOTO Shaza

Born in Osaka, 1928; lives in Nishinomiya.

All, nos, 1=125 (1976—ongoing).

o Shizd. Jibun mo slll'rru:uljih”n o @ C“}
Pictures That Even | Did Not Know). Nishinomiya:
Art Space, 1977.

Gutai and AL, Nishinomiva: Art Space, 1982,

Shima

Shiozd Shimamoto Networking. Nishinomiya: Art
Space, 199,

Shimamoto Shazds, Geijutsu towa hito o odorokasu
kota de aru (Art Is to Surprise People). Tokyo: The
Mainichi Shimbun, 1994,

See also Gurai Art Association,

SHINODA Toko

Born in Dalien, Manchuria, 1913; lives in Tokya.
Shinoda Taka. I-ro-ha 48-maoji (The 48 Characters

of the ,Iupunrq- -“'r'l.'llu'”. 'rllkl\'ll: 'l.al.'i Shoba,
1976.

jo. 1978,

Shinoda Taka: Toki to katachi/Taka Shinoda
Retrospective (The Forms of Time). Exh. cat. Gifu:
The Museum of Fine Arts, 1992,

. Sumi iro (Ink Color). Kyoto: PHP Kenkyii-

SHINOHARA, Ushio

Born in Tokyo, 1932; lives in New York.

Shinohara. Ushio. *Jikken-shitsu: Fukusei kaiga no
kokoromi™ (1
Paintings). fﬁjur.\rr techd, no, 232 | Fr'hl'll:lr} 1944 ),

.uhllruln:'.\: 'l,,n |'-\F||'r|||||-lll af |rml4lli|m

pp. 62- 67,

Rand, Castile I Tono, Yoshiaki. Shinohara, Exh.
cat. New York: Japan Society, 1982,

“Sakka himon: Shinohara Ushio—havaku, ntsuku-
shiku, rizumikaru-ni” ( Visiting an Artist: Shinohara
Ushio—Swifily, Beantifully, Rliythmically). Bijutsu
techd, no. 533 (October 1984), pp. 88-97
Shinohara, Ushio. Ny@iviku no Jirochd ( Jirochs in
New York). Tokyvo: Kodansha, 1985

. Nyilydku wa kyi mo tathen-da! (New York Is
Womnderful as Usual!). Tokyvo: Kodansha, 1985,
Nakamura Keiji. “Koshi-suru zen'ei; Shinohara
Ushio san e (An Avant-Garde Artist Laughing
Loudly: To Mr. Ushio Shinohara). Bijutsu techd, no
658 (September 1992), pp. 12838,
Shinohara Ushio-ten/Ushio Shinohara, Exh. cat
Hiroshima: Hiroshima City Museum of Contemporary
Art et al., 1992,

See also Neo-Dada Organizers.

SHIOMI Mieko (Chicko)

Born in Okayama, 1938; lives in Minoo

“Micko Shiomi.” Art and Artises (October 1973),
pp. 42-45.

Shiomi, Mieko. Spatial Poem. A riist’s book, Osaka:
[ Privately published |, 1976

Hirabayashi Kyiko. “RKonpyiita to korabord
mydmi; Shiomi Mieko ‘Furukus

{Appreciating Coallaboration with the Computer
Shiomi Mieko’s “La
Rijutsu techid, no. 658 (September 1992), pp

Afternoon with Fluxus™)

Shiomi, Micko. Fluzus Balance. Artist’s book. Osaka:
| Privately published ], 1993,

—. Shadow Event No. Y. Cologne: Edition
Hundertmark, 1993,

See also Fluxus

SHIRAGA Fujika

Born in Osaka, 1928; lives in Amagasaki.
See Gutai Art Association.

SHIRAGA Kazuo

Born in Amagasaki, 1924; lives in Amagasaki

Shiraga Kazue, “Kidi no yaji™ (A Beast of Action)
Rijutsu techd, no. 219 (April 1963), pp- 6568

. “Riken no kiroku: Episado de tsuzura Gutai
gurfipu no 12-nen” (The Document of Adventure:
Twelve Years of the Gutai Group ). Parts 1-6. Bijutsu
techid, nos. 285-89, 291 (July—December 1967)

Shiraga Kazuo no sekai-ten (The World of Shiraga
Kazuo). Exh. cat. Kvoto: Gallery Be-Art, 1985

Ugoki to kai no kiseki: Shiraga Kazuo, 1960-ten
(Movement and Action: Shiraga Kazuo, 1960). Exh
cat. Tokyo: The Contemporary Art Gallery, 1985.

Shiraga Kazuo-ten/Kazuo Shiraga Exh. cat,
Amagasaki: Amagasaki Cultural Center, 1989.

See also Gutal Art Association.
SUGA Kishio

Born in Iwate Prefecture, 1944; lives in I1d.
Minemura Toshiaki. “Suga Kishio: “Gei” no fukken,
zoku-sei no fiin 1o kaifa” (Reinstatement of
“Artistry"—Sealing and Breaking the Profane).
Ht'jhr.iu techi, no. 386 (October 1974), pp- 134-61.
Hirano Shigemitsu [interviewer]. “Suga Kishio: Mono
to kotoba ni yoseru kyojitsu himaku no omoi”
{Contemplating the Language and the { Ihjects
Between the Real and the Void). Bijutsu techa, no.
386 (October 1974), pp. 162-75
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Suga Kishio-ten (Suga Kishio Exhibition). Exh. cal.
Tokvo: Tokyo Gallery, 1941,

Suga Kishio/Kishio Sugn 1968-1988. Tokyo: Kaneko
Art Gallery, 1988,

Suga Kishio-ten: Kei no hairitsu (Suga Kishio
Exhibition: Contradicting Landscapes). Exh.
Tokyo: Kamakura Gallery, 198%.

Suga Kishio: Manazashi no shithen/Kishio Sugn:
Peripheral Field. Exh. cat. Tokyo: Touko Musenm of
Contemporary Ari, 19

Motoe Kunio. “Gendai o ninan sakka-tachi 111: Suga
Kishio—kakuretaru basho o sugi. . .” (Leading
Contemporary Artists, No, 3: Suga Kishio—Passing
Through the Hidden Place), Bijutsu techd, no. 634
{Feb. 1991), pp- 115-29,

See also Mono-ha.

SUGIMOTO, Hiroshi

Born in Tokyo, 1948; lives in Tokyo and New York.
Yau, John. “Hiroshi Sugimoto: Mo Such Thing As
Time.™ -h'iﬁrrum | \|rl'i| 1984}, 48-52.

Photographs by Hiroshi Sugimotoe: Dioramas,
Theaters, Seascapes. New York: Sonnabend Gallery
and Tokyo: Sagachi Exhibit Space, 1988,

Nakamura Keiji. “Gendai o ninau sakka-tachi X111
Sugimoto Hiroshi—eizi no zettai rei-do” (Leading
mporary Artists, No. 13: Sugimoto Hiroshi—
Absolute Zero of Photographic Imagery). Bijuisu
techd. no. 649 (January 1992), pp. 144-57.

Yau, John. “Hiroshi Sugimoto.” Galleries Mogazine,
no. 537 (December/January 1993 ), pp. 5860, 111,
Hiroshi Sugimoto. Exh. cat. Los Angeles: The
Museum of Contemporary Art, 1994,

TAKAMATSU Jird

Born in Tokyo, 1936; lives in Mitaka.

Lee U Fan, *Takamatsu Jird: II_\I_IE-hl_J—h-'H:I\i_J kara deai
no sekai ¢” (From Representation to Encounter).
BRijutsu techd, no. 320 (December 1969), pp. 140-65.

Ooka Makoto [interview |. “Diardgu 14: Takamatsu
Jira™ (Dialogue, No, 14: Takamatsu Jird), Mizue, no.
793 (February 1971), pp. #4=55.

Lee U Fan and Takamatsa Jird. 6-part discassion. 1.
Risei, rinen, jinen, ishiki” (1. Reason, Idea, Emotion,
Gengo, hydgen, nichijo-
Language, Expression, the Mundane); “3. Koten, rek
ishi, jikan"™ (3. Classicism, Hi , Time); “4. Koten,
Sesshii, Hi"pu" {4, Classicism, shii, Hr'npu School);

Consciousness |;

5. lijitsu, shinjitsu, genss”™ (5. Fact, Truth,
Fantasy); “6, Burankiishi, Porokku, Minimaru ite”
(6. Brancusi, Pollock, Minimal Art). Bijutsu techa,
nos. 364-65, 367-69, 371 (February-March, May-
July, September 1972).

Tuani Arata. “Seido-ron, sono go 1: Takamatsu Jirs no
shogen—aruiwa hyigen no kizi ni tsuite” (After

e “Imstitution,”™ Part 1: Origins of
Takamatsu Jiri—or, On the Structure of E X prression ).
Bijutsu techd, no. 375 (December 1973), pp. 105-23.
Gendai no sakka 2; Takamatsu JiralArtists Today 2:
Jird Takamatsu. Exh, cat. Osaka: The National
Museum of Art, 1980,
Takamatsu Jird-ten { Takamatsu Jirdg Exhibition ).
Exh. eat. Tokyo: Tokyo Gallery, 1982,
Takamatsu Jira: Netrail liréh Takamatsu: Tropical
Zone. Exh. cat. 'l'nli_\n: Akira Tkeda Gallery, 1992,

See also Hi Red Center.

TAKIGUCHI Shiiza

Born in Tn_\am:l. Prefecture. 1903: died in Tuli_lu.
1979.

“Takiguchi Shiizd.” Special supplementary issue.
Gendai shi techa 17, no. 10 (October 1974).

“Takiguchi Shiizd tsuiti™ (In Memory of Takiguchi
Shiizd). Misuzu, no. 233 (September/October 1979),
pp- 63-135.
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“Takiguchi Shiizi.” Special feature. Bijutsu techii,
no. 485 (August 1981,

Dai 1-kai gendai geijuisu-sai: Takiguchi Shiizé to
sengo bijutsu {The 1st Contemporary Art Festival:
Takiguchi Shiizi and Postwar Art). Exh. car.
Tovama: The Museum of Modern Art, 1982,

iguchi Shiisd: Dai 5-kai omdaju Takiguchi Shiizi-
ten!The 5th Exhibition Homage to Shiiz6 Takiguchi.
Exh. cat. Tokyoe: Satami Gallery, 1985,

Maruseru Dushan to Takiguehi Shiza: Dai 7-kai
omiju Takiguchi Shizo-tern/ Marcel .fim'flrmlp and
Shiizd Takiguchi: The Teh Exhibi Homage to
Shiizi 'ﬂrﬁ'fgm'!u'. Exh. cat. Tokyo: Satani Gallery,
1987. ;
Joan Miro to Takiguchi Shiizd: Do 10-kai omdiju
Takiguehi Shizi-ten/ Joan Mira and Takiguchi
Shiizd: The 1th Exhibition Homage to Shiizi
Takiguchi. Exh. cat, Tokye: Satani Gallery, 1990,
Jikken Kiaba to Takiguehi Shiiza: Dai 11-kai oméju
Takiguchi Shiizi-ten/ Experimental Workshop: The
11eh Exhibition Homage to Shiizd Takiguchi. Fxh.
eat, Tokyo: Satani Gallery, 1991.

Takiguchi Shiizi. Korekushon Takigichi Shizo
{Collection Takiguehi Shiiza). Vols. 1-13 and supiple-
mentary volumes. Tokyo: Misuzu Shobd, 1991-
ONEng.

“Takiguchi Shiizi no mikurokosumosu™ { Microcosmos
of Takiguchi Shiizi). Special feature. Taivé, no, 382
(April 1993),

See alan General References in Japanese { Bosaks ).

TANAKA Atsuko

Born in Osaka, 1932: lives in Asuks-mura, Nora.
Tanaka Atseko koten | Solo Exhibition of Tanaka
Atsuko). Exh, cat. Osaka: Gutai Pinacotheca, 1963
Tanaka Atsuko 1966: Ten to sen no usumaki (Tanaka
Atsuko 1960: The Vortex of Points and Lines), Exh.
cat. Tokyoe: The Contemporary Art Gallery, 1985,
Tanaka Atsuke-ten (Tanaka Atsuko Exhibition), Exh.
eat. Osaka: Gallery Kuranuki, 1991,

See also Gutai Art Association.
TANIKAWA Shontard

Born in Tokya, 1931; lives in Tokyo.

Tanikawa Shuntard and Paik, Nam June [diseussion |.
“Shi-teki shunkan o toraetai”™ (We Want to Capture a
Poetic Moment). Gekkan Iméjiforamu, no. 3
(January 1981), pp. 24-348.

Tanikawa Shuntard and Tl*l‘u.\ A :‘.lll:l.jl I||'I-|'|J-=-inr| |
“Bideo wa seiri ni chiijitsu ni jiko hyvigen dekirn
media da™ (Video Is the Me m Throough Which We
Can Express Ourselves True to Our Physical Desires),
January 1983), pp.

Gekkan Iméjiforamu, no, 27
g 10H,

Tanikawa She

tard and Hagiwara Sakomi [discus-
sion]. “Bideo retd o megutte™ {Concerning Video
Letter). Gelkkan Iméj
1983, P 6472,

iftirami, no, 36 (September

TATSUNO Tocko

Born in Okaya, 1950; lives in Tokyo,

Fujieda Terwo. “Taihi 1o tika™ (Contrast and
?‘:llll'i"-ill"i’lﬂ']- Rijutsu techid, no. 433 (May 1978),
PP To-85.

Tatsuno Toeko and Hayami Akira | discossion ).
en no kisei ni tswite”™

“Gendai tono taiwa 2: Hei
(Dialogue with Contemporary Artists, No. 2: On the
Structure of the Plane), Mizue, no. Iil!lHJlﬂ} 1978),
pp. BO-8T.

“Sakka hmon: Tatsuno Toeko—iméji no hen'yi/
teichaku™ (Visiting an Artist: Tatsuno Toeko—
Altering and Securing Imagery). Bijutsu techi. no.
596 (July 1988), pp. 136-41.

Tatsuna Toeko shinsaku-ten/Toeko Totsuno: Recent
Warks. Exh. cat. Tokve: Satani Gallery, 1989,
Tatsuno Toeko!Toeko Tatsuno. Exh. cat. Tokyo: The
Gotoh Museam, 199,

TERAOKA, Masami

Born in Onomichi, 1936 lives in Honoluls.

Link, Howard A, Exh, cat. Masami Teraoka. New
York: Whitney Museum of American Art et al., 1979
Haggerty, Gerard. Masami Teraoka. Exh. cat.
Oakland, Cal.: The Oakland Musewm, 1983

. Teracka Erotica, Exh. cat. Santa Barbara
a Barbara Contemporary Arts Forum,

Link, Howard A. Waves and Plagues: The Art of
Hasami Teraoka. Exh. cat. Honolulu: The
Contemporary Museum, 1988,

TERAYAMA Shiiji

Born in Aomori Prefecture, 1935; died in Tokyo,
1683,

Teravama Shiiji. Eisha gishi o ute (Shoot a
Projectionist). Tokyo: Shinshokan, 1973,
Sorgenfrei, Carol, “Shiiji Terayama: Avant-Garde
Dramatist of Japan.” Ph.D. diss., University of
California, Santa Barbara, 1978,

Asai Takashi, ed. Terayama Shiiji jikken viga
katarogu (Catalogue of Terayama Shiiji’s Exper-
imental Films). Tokyo: Jinriki Hikoki-sha, 1981
Terayama Shiiji. Sakasama eiga-ron (Upside-Down
Essavs on Film), Tokvo: Kadokawa Shoten, 1981,
'f'pr{r_\'f"nu '\'fm_;r no sekai (The World of Terayama
Shiji). Tokyo: Shinpyi-sha, 1983,

“Terayama Shiiji no shikaku™ (Visual Angles of
Terayama Shiiji). Special feature. Bijutsu techd, no
514 Nugust 1983).

Kawanaka Nobuhire, “Terayama Shiiji to Nihen
jikken eiga” (Terayama !\'l:lﬁji and Experimental Film
in Japan). Parts 1-4. Cekkan Imajifiramu, nos
35-38 { Augusi-November 1983).

Miura Masashi. Terayama Shiiji: Kagomi no naka no
kotoba ( Words in the Mirror). Tokyo: Shinshokan,
1987,

TESHIGAHARA Safa

Born in Osaka, 190; died in Tokvo, 1979,
Teshigahara Sifii no chakoku/Sculpture by Sofi
Teshigahara. Exh, cat. Tokyo: The Central Museum,
1948,

Teshigahara Sifii no sekai (The World of Teshigahara
Safii). Tokyo: Sigetsa Shuppan, 1978,

Teshignhara Safi. Kadensho (Secret Art of kebana
Tokyo: Ségetsu Shuppan, 1979,

Teshigahara Safii-ten: Sho to chikoku/Sofi
Teshigahara: Calligraphies and Seulptures. Exh. cat
Tokyo: The Seibu Museum of Art, 1980,

Teshigahara Sifii no me-ten: Sono sakuhin to bijuis
korekushon ( Teshigahara S6ft’s Eye: His Works and
Colleetions ). Tokyo: The Asahi Shimbun, 1981,

TOMATSU Shimei

Born in Nagoya, 1930; lives in Chiba Prefecture.
Tamatsu Shimei. Nippon. Tokyo: Shaken, 1967,
Okada Takahiko. “Tomatsu Shimei: Kiroku no kand
sei ni kake™ (Having a Stake in Documentary s
Possibilivies). Hl]larxh techd, no, 301 ( August 1968),
e 14857,

Tamatsu Shimei, [1-ji 2-fun, Nagasaki (11:02,
.\'ugil-ul-i b, Tokvo: Shaken, 1968,

. Okinawa. 'I'uk_\'u: Shaken, 19659,

e .'\-!'!Ign ha ( The Postwar School) |“-.'r'n'| na
gendai (Contemporary Photography ), vol. 5. Tokyo
Chiia Kdron-sha, 1971,

Tamartsu Shamei no sekai-ten: Ima! /What Now?!
Japan Through the Eyes of Shomei Tamatsu. Fxh.
cat. Tokyo: [ Exhibition Committee], 1981.

Shamei Tamatsu: Jupun 1952-1981. Exh. cat. Graz.
Austria: Forum Stadtpark et al., 1984,

TONE. Yasunao

Born in Tokyo, 1935; lives in New York.

kawani Hiroshi, “Murui no ansofisutikéshon:
Hohoemi tayasann Tone Yasunao™ (Unparalleled
Unsophistication: Yasunao Tone Is Always Smiling).
”r_.'uhlj techd, no, 348 (November 1971). P 19,

Palmer, th"u'l'l, "'|u-.|||1i|n Tulll' Presents |‘;'|.|'Ililllr" ol
Musical Image.”™ New York Times, 14 April 1976,

lohnson, Tom. “Pape \.il"|||.'.|l1r' and Shattered
Violin,™ la”u'gv Vaoice, 5 \ilril 1979,

Anderson, Jack. ** Roadrunners” by Merce
Cunningham.™ New York Times, 23 ,III]:. 1979,
\iroldi, Elsa. “Creograbe cinesi a due vooe in
‘Roadrunners” di Yasunao Tone.” il Giornale (Milan),
W Oetober 1980,

Tone, Yasunao. Musica lconologos. CD. New York:
Lovely Musie, 1993,

See also General References in Japanese (Books.,
Magazines ) and Fluxus

TOYA Shigeo

Born in Nagano Prefecture, 1947; lives in
lokorozawa.

Toya Shigeo 1984-1987. Exh. cat. Tokyo: Satani
Gallery, 1987,

Toya Shigeo 1979-1934. Exh. cat. Tokyo: Satani
Gallery, 1988.

Tova Shigeo shinsaku-ten (Recent Works ||_\ Tn!u'l
Shigeo). Exh. cat. 'l-nh}lr Satani l;nlirr-p. 19849,

TSUDA Yoshinori

Born in Maizuru, 1961; lives in Tokyo.

See Hulbous Plants.

YAGI Koazuo

Born in Kyvoto, 1918; died in K}'u!il. 1979,

Yagi Kazuo. Kaichil no fikei (Landscape in My
Pocket). Tokvo: Kidansha, 1976.

Yagi Kazuo Sakuhin-shii (Works by Yag Kazuo).
Takvo: Kodansha, 1980,

Yagi Kazuo-ten/Kazuo Yagi. Exh. cat, Kyoto: The
National Museum of Modern Art, 1981,

Inui Yoshiaki, ed. Yakimono no bi: Yogi Kazuo/Kazuo
Yagi. Gendai Nihon togei zenshii/A Pageant of Modern
Japanese Ceramics, vol. 14. Tokyo: Shiiei-gha, 1981,

Yag Kazuo ga deatta kodomo-tachi: Tsuchi, zikei no
genten) The Works of Kazuo Yagi and Mentally
Handic rI;J.lrl'(f Persons: Clay Formative. Exh. cat.
Shigaraki-cha: The Museum of Contemporary
Ceramic Art. Shigaraki Ceramic Cultural Park, 1993,

YAMADA Masanki

Born in Tokyo, 1930; lives in Kunitachi.
Yamada Masaaki and Hayami Akira. *(
taiwa 5: Kaiga mo jiritsu-sei ni tauite” (Dialogone with

Contemporary Artists, No. 5: Autonomy of Painting),
Wizue, no. B83 (October 1978), pp. 66 77.

Tani Arata. *Yamada Masaaki: Kaiga no kaitai, kaiga
no zentai” (Dismantling Painting—Painting As a
Whole). Bijutsu techd, no, #42 (December 1978),

pp. 170-95.

Yamada Masaaki, “*Work’ to sono shithen™ (Wark
and Related Pieces). Bijutsu techs, no. 442
December 1978), pp. 196-99,

Yamada Masaaki-ten 1957-1978/Yamada Masaaki
1957-1978. Exh. cat. Tokyo: K& Gallery, 1978.

rendai tono

Yamada Masaaki: Kaiga 1950-1980 (Painting 1950-
1980}, Tokyo: Yamada Masanki Gashi Kank

kai, 1981.

Havami Akira. “Yamada Masaaki no kéchi-na yoku-
sei-sei” | Yi da Masaaki's E weate Control).
Mizue. no. 897 (December 1979), pp. 68-69.
Yamada Masaaki sakuhin-shil/Works Yamada
Wasaaki, Tokyo: Bijutsu Shuppan-sha, 1990,

YAMAGUCHI Takeo

Born in Seoul, 1902; died in Tokyo, 1983,
Yamaguchi Takeo-ten/Exhibition of Takeo
Yamaguchi. Exh. cat. Kitakyfishi: Kitakyiishin City
Museum of Art, 1980,

Yamaguchi, Saité: Pioniers van de abstracte kunst in
Japan/Pionniers de art abstrait an Japon. Exh. cat
Brussels: Museum voor Modern Kunst, 1989,

YAMAGUCHI Katsuhiro

Born in Tokvo, 1928; lives in Tokyo

Yamaguchi Katsuhiro/Katsuhire Yamaguchi 360
Tuk_\u: “ij(u:u'l sha, 1981,

Yamaguchi Katsuhiro: Bideo supekutakurs “Mirai
teien " —dai 3-kai emaju Takiguchi Shiizi-ten/
“Future Garden” Video Spectacle—The 3rd
Exhibition Homage to Shiizd Takiguchi. Exh. cat
Tokyo: Satani Gallery, 1984,

atsuhiro. Eizd kiikan sdzd (The Creation
lation). E'rnk.nn: Hljlll-lj h"|'I|I|||i.|ll

Yamaguchi Katsuhiro: Bideo iméaji to kenchiku-ten
Video Image and Architecture. Exh, cat, Tokyo:
Satani Gallery, 1988,

See also General Hl‘!:"?’r'!ri es in Japanese | Books )
YANAGI Yukinori

e, 1959; lives in Saitama

Born in Fukvoka Prefes

i
Prefecture and New York,

Yanagi Yukinori: Taiyaki Kyiishit shinks sakusen/
Ground Fishing Project. Exh, cat. Kitakyfishii:
Gallery 21, 1988,

A Project by Yukinori Yanagi. Exh. cat New York
Storefront for Art & Architecture, 1999,

Yanagi Yukinori-ten/Yukinori Yanagi: The World Flag
Ant Farm. Exh. cat. Tokyo: Hillside Gallery, 1991
Yukinori Yanagi. Exh. cat, New York: Lehman
College Art Gallery, 1991

}fl

Television Gallery, 1992,

agi Yukinori-ten/Yukinori Yanagi. Exh. cat Fuji

Wandering Position: Yanagi Yukinori. Exh. cat.
Tamano: Benesse House Naoshima Contemporary Art
Museum, 1992,

YOKOO Tadanori

Born in Hydgo Prefeciure, 1936: lives in Tokyo
Tadanart: Yokoo. “um“llll'}_ MN.Y.: Barron's
Educational Services, 1977,

104) Posters of Tadanori Yokoo. Preface and text by
Tanikawa Kaichi. New York: Images Graphiques,
1978,

“Yokoo Tadanori.” Special feature. Bijutsu techa, no
516 (October 1983), pp. 57-77
Yokoo Tadanori: Gurafikku taizen/All About
Tadanori Yokeo and His Graphic Works. Tokyo:
Rodansha, 1989,

Tanaka Tkké and Shinoyama Kishin [ photography .
Yokoo Tadaneri: Kioku no enkin-jutsu no koto
(Perspective of Memory ), Tokyo: Kadansha, 1992

Yokoo Tadanori. Art no pawd supottol Power Spot of
Art. Tokyo: Kadokawa Shoten, 1993.

YOSHIDA Katsuri

Born in Fukaya, 1943; lives in Kamakura.

Sakai Tadayasu. “Yoshida Katsurd: Hakuchil no
shikaku™ (A Blind Spot in the Daylight). Bijutsu
techd, no. 411 (September 1976), pp. 182-99, 205-1.
1a Katsurd. “Miru koto, miern koto: Nikki-fa
‘o Look, to See: In a Diary Style). Bijutsu techi,
no. 411 (September 1976), pp. 208-11.

Nakamura Hideki. “Gendai o ninan sakka-tachi VIIL:
Yoshida Katsuré—tesaki ni mirn michi” (Leading
Contemporary Artists, No. 8: Yosh Katsuria—An
Unknown Road Seen Through the Fi ertips ). Bijutsu
techd, no, 640 {July 1991), pp. 200-213.
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Yamamaoto Masamichi, Yoshida Katsurd. Exh. cat.
Kamakura: The Museum of Modern Art, 1992,

See also Mono-ha.
YOSHIDA Toshio

Born in Kobe, 1928; lives in Kobe.

Yoshida Toshio, “Awa tono taiketsu™ {Confrontation

with Bub I Bijutsn techd, no. 305 (December
1968), p

ok reta seishin-teki isan™ {(The .‘ipllllllul
Legacy ). Bijui o, 446 (March 1979),
pp. 122
Yoshidd LT ' r.rmp (Yoshida Toshio's
Rope-Looy . i. Nishinomiya: Atelier
T o —
e i Createns A Lo

YOSHIHARA Ji

Baor 1 I liced im \hlll_\.:l, 1972

“Fer ink ki 1: Yoshihara Jird™ (The
Trae \ Spirits, Part. 1: Yoshihara

Jira). 5y 1 Mizue, no. 819 (June 1973).
Yoshiharn J Raiga no yukue (The State of

Paintir e e ture Hfjuhre techd, no.

(March 1Y

n hikara Jird-ten/Jird Yoshihara
(Two Decades After His Death). Exh, cat. Ashiya:
Ashiva City Museum of Art and History, 1992,

“Yaoshihara Jird: Henkaku-surn jiko™ (A Reforming
Self). Special feature, Bijutsu techd, no. 659 (October
19492

S alan Gutai Art Association.

YOSHIHARA Michio

Baorn in Ashia, 1933; lives in Ashiya.

Yoshihara Michio koten (Yoshihara Michio Solo
Exhibition). Exh. broch. Osaka: Gallery Haku, 1991,

Yoshikare Michio koten (Yoshihara Michio Sole
Fxhibition). Exh. broch, Osaka: Gallery Haku, 1994

See also Gutai Art Association.

YOSHIMURA Masunobu

Born in Oita, 1932; lives in Hatano

Yoshimurs Masunobin, “Hapuningn—"kiikan kara
kankyi e': Benri-na hapuningu™ (Happening—"From
Space to Environment”: Happening Is Yersatile).
}(January 1967), pp. 89-91.

Bijutsu techi, no
Yoshimura Masunobu: Transparent Ceremony. Exh.
cat. Tokyo: Tokyo Gallery, 1967,

“Sakka himon: Yoshimura Masunobu—setsujitsu m
miiry tsuki™ { Visiting an Artist: Yoshimura
Masunohu—The Moon | Solemnly Look At). Rijutsu
tochd. no. 548 (August 1985), pp. 86-93.

Yoshimura Masunobu-ten; Eitai (Yoshimura
Masanobu Exhibition: Shadow Body). Exh. cat
Tokyo: Ina Gallery, 1985

See also Neo-Dada Organizers
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