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Thinking about the Town Together | Fuminori Akiba (Aesthetician / Associate Professor, Nagoya University Department of Systems and Social Infomatics)

A cabbage releases a smell when a caterpillar starts eating them. The smell
then attracts a bee, a caterpillars' natural enemy, from afar.l'l Scientists call
this (invisible yet dynamic) exchange of information “indirect interaction.”
They also call the minimal intervention of an artificial object in nature to
activate this interaction “harnessing” (the object eventually vanishes.) | once
developed a new aesthetics based on these two key conceptsi? as | thought
that these concepts are very important to solve the issue of how humans should
live in nature. | then started thinking that we might be able to apply the idea
of harnessing in the relationship of artwork and society or various social
services if we replace an artificial object with an artwork in the theory.Pl In
these points, my aesthetics and this exhibition have an affinity. The subtitle of
PANORAMA GARDEN is Discovering Signs in an Alternative Ecosystem, and
the pamphlet of this show announces as follows: ‘Perceiving the “town” as one
ecosystem constantly in motion, this exhibition envisions artists to view the
town as though a bird and deliver their artworks as though seeds, and enter
interspaces in the town as though insects, aiming to leave unpredicted
opportunities within the ecosystem.” Therefore it seems natural that I, from my
aesthetic standing point, see the attempt of this exhibition excellent.

However, it is not only because the resonance in aesthetics that | felt this
way. It is more because it gave me an opportunity to reconsider “town” and
“port”, just as in its declaration. What would this exactly mean?

There once was an art centre called “artport” in the port town, serving as
a base for various art-related activities. Amongst them was an international
conference for the Inter-Society for the Electronic Arts (ISEA). ISEA organised
a cruise fo see the city of Nagoya from the sea, and | joined in that activity.
However, stupidly, what | was looking at was the art, not the town. To me
back then, Machi (the town) was a mere background and only the Art Practice
was a subject to pay attention to.

This time, after going around various venues, | went up to the Nagoya Port
Building observatory and looked out from there, i.e. from the sea. What | was
thinking then was about the very port and the city of Nagoya. Kido's

photographs were also contemplating port quietly by my side.’! Without
knowing each other, we were thinking about port together. Then | realised that
what | have been facing at in the venues | visited before coming to the
observatory were not the artworks but the town, its people and all things
around them. The artworks were pulling the town, the people and the things
towards me and were thinking together with me. Not to face each other but
think together. | believe that this attitude made this exhibition more

memorable.

[1] Shiojiri, 2004. Neither the cabbage nor the caterpillars of course is conscious about this.
[2] Akiba, 2011. My theory owes tremendously to Yasuhiro Suzuki. See Suzuki, 2003. for the
thorough mathematical definition.

[3] Also see the recently published catalogue “Art Obulist 2016” (Obu city).

[4] This should not be forgotten. It left me a deep impression that | met the project members from
then at the reception of this exhibition.

[5] The importance of “just being there” - | learned this from variety of people. See Yorimichi
Project Committee, 2009.
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Art Practice in Relation with the Ecosystem of the City | Nov Amenomori (Director, Breaker Project)

The first destination from Tsukijiguchi station was Minatomachi POTLUCK
BUILDING; the operation base of MAT, Nagoya, which opened after one and
a half year renovation of a former stationery store. PANORAMA GARDEN
-Discovering Signs in an Alternative Ecosystem- took place in 14 venues
utilizing vacant spaces of the port town area, beginning from this space.

Botdo Gallery is a gallery space in which artist Eiji Watanabe renovated
and is involved in its curation. Utilizing a space of a former button store, the
wide storefront with a shallow depth of approximately 3 meters already
opened in 2015 like the Minatomachi POTLUCK BUILDING. Exhibited here
was Mien Nakao’'s emaki (picture scroll). Detailed descriptions of dishes,
knives, measuring tools and other cooking equipments, were daily commodi-
ties that were left in the closeby cafeteria. Precisely depicted in Japanese
traditional reproduction techniques, the items evoked the active atmosphere of
places at the time.

Next to there was a former sushi restaurant named Ushio Zushi, which had
been a vacant space for over 20 years. The venue resurged itself as a place
for people to gather after a half year program titled Akiya Saisei School
(Vacant-houses Renovating School). Video works by Gordon Matta-Clark—the
only deceased artist within the exhibition—were shown here. Splitting (1974)
was a documentation of a house being splitted into half, where the immigrant
worker had to move out from eviction in a suburb in New Jersey; and FOOD
(1972) documented the artist and his friends operating a diner. These works,
which had a criticising atfitude towards the homogenizing capitalist society
through redevelopments caused by transitions of the economy, seemed to
share the fundamental concept with PANORAMA GARDEN.

Proceeding further towards the port, the Former Minato Dormitory of
Nagoya customs makes its appearance. This building, which terminated its
duty as a dormitory, regenerated itself as a creation hub exploiting its original
features. New works of upcoming artists including Hyslom, Takuro
Tamayama, and others were exhibited here. A herb garden was newly
cultivated within its property, which must have came from foreseeing its future

usages. Further expectations sprout towards its future utilization. Then, Yuya
Suzuki’s drawings appear when walking through other spaces scattered out in
the town. Compositions in which he distilled from landscapes he met through
researches of the town, become converted and reinstalled back as simple
shapes.

Finally reaching the port, the observation room inspired from a white
sailing boat would appear. One side shows the ocean continuing from the Port
of Nagoya to Ise Bay, and the other side shows the port town which viewers
had walked through. Releasing the view and prospecting the 360 degrees
angle, images from the past to the future all become mixed together and
expand in one’s mind. Tamotsu Kido's photographs calmly confronting such
situation from a microscopic point of view exhibited details such as profiles of
vessels anchored at the Port of Nagoya; load lines appearing at the edge of
the water surface, and resulted in an expression of an astonishing perspective.

PANORAMA GARDEN was an art festival which incorporated the format of
art festivals recently seen in several places of Japan; featuring a particular
region (town) and putting together an exhibition consisted of several venues
converted from vacant facilities. This festival however marked a clear
distinction from others in the quality of works, the methods of how they created
the field, and the selection of artists; and resulted in indicating a new phase
of how art could relate to a town. Noteworthy factors seen in the background
are that MAT, Nagoya was already launched and had started its activities,
fostering fields where art could be created in the town over time. One example
of such activity were projects utilizing the town’s resources such as vacant
houses, which contributed in bridging connections with the region through
daily activities under a long term view. It is necessary to understand that this
project was forged as an extension of all these factors. How can art interact
with a town’s ecosystem which continues to evolve. One of the reasons why
this exhibition connoted such vital energy must have been because of the
continuous attitude of related parties exploring this matter through their
practices, and each artists challenging their newest expressions.
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Standing Outside of the Ecosystem | Shinichi Kawakatsu (Director, RAD / Architectural Researcher)

The way of being of a region as a unique existence, or a regional resource
rediscovered from an external point of view. Interest towards suchlike regional
matters have been accelerated as a reaction against globalization which
seeks to replace the world with a unified system, while at the same time, has
been engaged with movements which attempt to distribute every possible
matters as products. Simplifying a region’s way of being and their resources
into symbols, and converting them into a consumable format. This makes the
aforesaid images become fixated and idealized, enforcing a symbolized
perspective of a region which no longer reflects the reality. Suchlike
conditions are now being created all over Japan, which we have to describe
as “theme parks” when thinking of its future.

On the other hand, the expression of “ecosystem” indicates a further

organic and flexible relationship with the region, and draws a clear line from
symbolized regionalities. Either speaking of the natural environment or the
social system, it is now difficult to stand completely outside of an ecosystem
when thinking on a sustainable point of view. We should not forget that our
lives themselves are positioned inside the ecosystem as well. An ecosystem
essentially does not connote a humanic sense of value of good or bad. Thus,
the ecosystem of today where we can easily connect with others, could be
enhancing in ways which it never did before.
Now, when we say “Discovering Signs in an Alternative Ecosystem,” what
exactly were the things that were discovered. What | felt from walking around
the Port of Nagoya area and confronting each artworks were that the works
were functioning as a cleavage, which temporarily detached ourselves from
the closed ecosystem and allowed us to step outside.

For example, the logs in which Hyslom cut down and carried from the
upstreams of Shonai River did not only indicate that the location was a partial
of a large scale geography of connecting the sea and the mountains, but also
succeeded in simply expressing that the site was previously a part of the
ocean, by placing the floating log inside a hole dug on the earth and filled

with water.

Seiko Yamamoto's installation more directly featured the “uncertainty” of
the earth, making viewers easily resemble the earth being reborn from the
steam arising along with the collapsing land. On top of this, further elements
such geological time and human beings living in uncertainty were overlaid.

The forms embedded into the town by Yuya Suzuki were first extracted as
partials of the town, which then became detached from the context, and then
were returned back into the town as a “cleavage” themselves. Such purely
detached forms paradoxically allowed viewers to explore their thoughts
towards background and origins of why those forms were born.

Mien Nakao’s makimono documented items left in a former cafeteria which
closed down despite many voices of reluctances, and allowed distances
between each items to paradoxically exemplify by depicting each items as
accurate as possible. Viewers affirmed the implicit certainty and existence of
various items by experiencing these distances, which were composed outside
of our daily life and consciousness.

These “discoveries” are different from regional aspects that position fading
connections and memories as a certain way-of-being of a reinforced
regionality. Instead, they stand behind the surficial reality and exhibit the
fundamental conditions that allow the place to exist as is, or indicate the
genuine textures of existences. This accredited all individuals to respectively
rediscover the fields we currently stand on and see the ecosystem we live in
from the outside, and allow reinterpretations of the conditions of the places we
each are living. It is only from here that each respective minds could accumu-
late decisions and practices, and allow an ecosystem to dynamically start
accepting abundant diversities.

06 07



ZDHAHLEEBAT | PNEF (BANREMEFEE)

COREBRPEZSHVTKIDIFELL, £2RGHAFEATENSERIC

OFRFCHICTIHBOARLIHICELOND, BREOTLEREIL.
EOFHER IR OKRBMELRBESOLL B - MERLEERIEAD
ZEDBVWEPRBEROSNZDEEACEORMKTSH S,

UE BEHCELIZHELLEIZAT, 83D LEESDT7L—LAITDL
TEZEDZL,

COREBATH. AEEBMEASTROEF—7LEMOFEEBAE
HELERPEENZ WEIREZEF/ZD, O TARABEBER->TLES A,
HKONGlEDHIFBE ALK CEDEIM, HTOEBR+A XX -3
V) HAER (BTROUEY R/ ERRE), REERE (BB
T —HAT /1B RENBITFOND, o ARICIM T B RP TE
HEiTd, SRLAPOEBEOREBORASEREEYVHL, B - FRAEERE
TR RDIBANEEZLPACK. O 7 APz b ZDMERORICRED I
bMd, IHIT, YavEVY I E— L EHCGERERADOKEY. HIZTED
HrABNICKEBET 2EEEBROAVRZL—Yarvd O—hLEX{LEE
MOFEDHEAAEDLEDTFUTVREEITEEHEI M LA L,

HREROFHOEKEED DI IS LERICHL, ZTTRAMUWIZ LD IE,
ZOTHEFEEDOLDEEMOEA B LV EZEBAEDEIEAAD, BFICE
HBEDFEFREASLWLWIZL—LAIZELWTIThhTLWAWL., EVWIATH S,
MEOHEAELEERIEIER. TEINDIHDOTIHEWVL, ZNAKINT B H
EINIIERRETHD, LH L, COMAEDLENRIELRLICEESLEWVD
TL—LOBRTEFINTWEIALIE, PLEBIPBHET,
LzaotEERIE. BONBVWET—T4RMSBMELr /AN EF—7
EROFELTERLETZILZ, — BOBEOLSICHEFELTILEVLADLT
BB, £ AFRICHEBERTOEREAMEAADIE. ZOHBMEIFEE. Kok

WELNBEBINEREZHE. RRTZ2EVREDAZESS, REICEADHSD
DOARAINSD B EREIMICKRIILAWVE, REMNRGFREHLELH TEME
WA TBEEFREIBRT IEREA>TLES, COREBMEE—TEDEE
HRICEZRDIET, BEAVPRBERESGINTLIRICEEZDR>TEWLIS
BWTEAS,

STARBANEFEEZDLEZS, HREROPICIIAREZRT RO LORIR
R7BYzy b BEMEICECHICEELDH I 2HH P L DOIER. L PACK.
DERMBEHELZEINDIEDLH -7z, TNED, BEREEZIRYIR
L HEEROEBELHAZOLMOESL, b, BR%EEZR->TVWDICHED
53 ZAEEBRAUHBOSBHAENVEVLEAVELN>TIAWVWENRER
7z EIOFIC, LYHEEZRUEY TIF2R 80, Bud i unal@ms
LELRBTRANHNILERD,

ZLTREMIC, P RBBAZKL-DIEIT—FY vy &=0F7—/ DR
B1E &R (Splitting) TH 2, £LBIDOER, HBAIHSOFH->TIONTERTHS
MNERIEEEF->TVWENHLIZ LPACK. OOV b 2SR LY

YhUTAT=2avIitoWTHERIE S, TLTRAILYVEKREV DI, A1E
FTCI—FY -2y R=07—0 N RZUMT I2HRLAELIZALBbEIRDZE VLT,
ZNIEIIRBAESETHY . BRENLARBITEES, H5I% Ikah
ROBREDHLELADKIC, FFzBIEBHTREA-TLEIDLESS,

[N ZofoicEL, bW EIERBRYIEO— 7:»&3(1!5 B, RICRELTWS, £/, BR
EMOFEEEBN T/ A—NALERBTERI RV ICHERNTREI KV, ABTEESN
FFRTRBEGEILTHIC, CEMIOLILEEAE LY RREEEIZLVEBNICKE
B2 TWVWBHLDTH S,

Beyond the Locality | Fumiko Nakamura (Curator, Aichi Prefectural Museum of Art)

It is fun to wander through this exhibition. All the venues are within a half-day
walking distance, and the scenery of the port town serves as a nice and fresh
background. A canteen | stumbled upon was great in both the atmosphere and
the value, and the real pleasure of this festival is to get an access to exclusive
places like the former Customs Residence, where no public entry is permitted
otherwise.

Making this fun aspect of walking around in the local area clear, we
proceed to look into the framework of the exhibition.

In this exhibition, | had an impression that many works combine the method-
ology of art and motifs unique to the Port of Nagoya.l'l For example, OLTA
(reclaimed land of the Port of Nagoya / local Judo Therapy practice + installa-
tion), Yuya Suzuki (Found objects in the port town + abstract / representa-
tional painting), Mien Nakao (cafe in the port town + archive / picture scroll),
to name a few. Tamotsu Kido and Motoyuki Shitamichi, whose typical method
of work is to research the local landscape, created their works using the
scenery of the port town, and L PACK.’s project to renovate a former sushi bar
into a new place for interaction also resides within this category of approach.
Furthermore, Toshiharu Endo’s paintings of shopping malls and organic
installation of old ornaments by Michiro Tokushige could also be considered
as variants of such combination, a mixture of the local culture and artistic
methodology.

Almost half of the participating artists in the festival have this tendency, and
what | question here is the criticality of this approach. Isn't this attempt made
somewhat unconsciously within the framework of an exhibition, the combining
of the uniqueness of the locality and the form and technique of art? The
combination itself is of course not to be dismissed, and whether it is successful
or not simply depends on the artwork. However, we need to be a little careful if
this combination is deployed without any consideration in such circumstances.

Organisers of exhibitions, including myself as a curator, tend to expect the
artists we invite to find a motif near the venue and make it into an artwork. It
is as if we expect it as a kind of gift. Also, the act of incorporating a local

element into an artwork can sometimes be an excuse to invite someone who
does not have any direct connection to the place to produce and exhibit their
artworks there. Exhibition organisers should consider this point critically, as
otherwise the superficial uniqueness of a place acts as a security for the
project and the artwork. We should also not to forget that this uniqueness
functions as a subject of consumption and can extend the validity of
exhibitions and artistic expressions.

Back to the exhibition. There were some intriguing works such as a dynamic
project by Hyslom to float a log down, Yui Usui‘s quiet protest against the
issues of labour, or the spatial design by L PACK.. However, looking back the
whole picture, despite half of the artists deal with the local history, culture and
scenery, the locality of the Port of Nagoya did not quite emanate. It would
have been good to have a perspective to dig the area deeper or an
unexpected viewpoint to approach the locality.

At the end of the day, what | felt the most attractive was Gordon
Matta-Clark'’s film Splitting. It was brought in from a completely different time
and place, but because of this difference it irradiates L PACK.’s project and
also makes us to think about the issues of gentrification. The most interesting
of all is Gordon Matta-Clark’s quiet manner of cutting the house. It is a
physical labour in solitude and no sentimental attitude can be seen. This, |
believe, is precisely why we cannot help gazing at the light coming through
the split of the house.

[1] Just to clarify, all kinds of expressions are based on local culture, history and context. Also,
considering the methodology of Contemporary Art to be universal and global is too simplistic and
narrow sighted. In this essay | opted for dichotomic approach to make a point in a limited number of
words, but in reality they are multitiered and intertwined.
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Maintaining the Garden | Futoshi Miyagi (Artist)

| could smell the sea air as | walked down the main street that leads to the Port of
Nagoya. The street was lined with screw pine trees; the giant luxury liner
Nippon-Maru was anchored at the port. The scenery of the port town was quite
different to Sakae, the area where | had stayed several times while preparing
and presenting my work at the Aichi Triennale 2016. The narrow alleys are home
to small, old-style restaurants, bars, liquor shops and old (and sometimes vacant)
buildings. The cracks in the walls and the wild plants growing between the
buildings seemed all the more fascinating after watching Gordon Matta-Clark’s
video works, Food (1972) and Splitting (1974), at UCO (formerly Ushio sushi
restaurant), the cafe-cum-exhibition space where some of the original interior
remained among what was now a temporary space for social gatherings.

Near the port, the former male-only dormitory for customs officers had been
used for art installations. Ryohei Usui made use of the large, shared bathroom.
His transparent glassworks, intricate copies of everyday objects, were dispersed
throughout the room. One work, a soap dispenser, was placed in a washbowl
with a faucet that dripped every now and then — most likely because it hadn't
been turned off properly. Yui Usui's installation consisted of works woven with
black organdy; household items such as a sewing kit and cleaning tools hung
from the ceiling alongside largerthan-ife coins bearing images of women
engaged in housework and sex acts. The works reminded me of the Manifest for
Maintenance Art issued by American artist Mierle Laderman Ukeles in 1969. She
considered the work required to maintain everyday life, for example household
chores and caring for children, to be a form of art. The manifest says: “The
sourball of every revolution: affer the revolution, who's going to pick up the
garbage on Monday morning?” and “The culture confers lousy status on
maintenance jobs = minimum wages, housewives = no pay.”

Two weeks later, | returned to the port area to participate in Maugham and
NAKAYOS! at UCO. It was a cafe event in which | served cakes that I'd baked
and NAKAYOSI (Shinya Aota and L PACK.) served their coffee. After completing
our preparations there was still some time left before the opening, so L PACK. took
me to the nearby Wakamatsu restaurant for lunch. Wakamatsu only offers one

lunch option each day. The meal is served in a square bento box and on this
particular day it was ginger pork. The box was filled with pork, cabbage, potato
salad, rice and tsukemono pickles. The restaurant’s interior and the lacquered
bento boxes were old yet well maintained. Odagiri-san and Nakajima-san from L
PACK. appeared to be Wakamatsu regulars and spoke casually with the lady
managing the shop floor on her own. He'll serve his cakes today at UCO and so
please come and try them, they said as they introduced me to the lady. Maybe
later in the affernoon, if | have a chance, the lady replied.

The lady from Wakamatsu showed up around 4pm, which surprised me a litile
as | thought she had simply been acting polite. She ordered coffee and cake,
saying that she had a little time before preparing for the night shift. | was amazed
that UCO was actually becoming a part of the community. As the lady relaxed
with her coffee and cake, | looked out the window; there was a tiny vegetable
garden in a narrow space alongside the building across the street. Two women
chatted as local residents came by and checked the garden, which may have been
their community garden. | remembered that the theme of Assembridge NAGOYA
2016 was Panorama Garden and that gardens require everyday maintenance.
Assembridge NAGOYA 2016's exhibitions were held in old buildings not
designed for that purpose and spaces that were closed or no longer in use. Upon
setting foot inside such spaces, | could sense the remains of the lives that had once
existed there. Outside, everyday life continued for the area’s residents.

Although temporary, Matta-Clarke's restaurant Food and UCO created a new
community space where social gatherings took place. | thought back to Ukeles’
manifesto. Maintenance work continues for the duration of our lives. Maintaining
everyday life and forming a community are two essential, yet sometimes
laborious, elements of living. The sun had set and UCO was now filled with people
enjoying a drink or two. | asked for a bottle of Sapporo myself. Even after the
festive event ended, everyday life would continue for the community, supported by
the maintenance work of its residents. It would be nice if UCO became a regular
part of this community, a fixture that would live on after the event. | imagined this
as | drank my beer among the jovial crowd enjoying their night at UCO.
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Fixed-Point Observation of PANORAMA GARDEN | Tsukasa Mori (Program Director, Project Coordination Division, Project Department, Arts Council Tokyo)

Assessment towards PANORAMA GARDEN can only be made in the next
several years at its earliest, or should even take a further doubled amount of
time if seeking for its impact assessments. If an assessment is required now,
comments that could be made is that it took place after one year of prepara-
tion, as a project which deserves a long term fixed-point observation.

Its subtitle Discovering Signs in an Alternative Ecosystem clearly exemplifies
that the project was designed as to connote time and result also in spatial
expansion. The project was penetrated with a criticising perspective and a
provoking way of beings towards single-year and short-sighted art projects.
Programs in PANORAMA GARDEN were deliberately planned and were
actualized with maximized energy. Such robust mindset fascinated me. The
director team quested for the most ideal methodologies.

Thirty years have passed since Chambres d’Amis—the exhibition where
artworks were released from museums into residencies, and nowadays
artworks engaged with social matters are drawing attention as Socially
Engaged Art. PANORAMA GARDEN advocated to create a field where high
quality art could be experienced, by simply placing artworks inside the town.
Flower shops where art could be seen; cafeterias where art could be
discussed; and other places where artists could reside, produce, and exhibit
works. Reconstructions of existing properties took place and were converted
into exhibition venues. Engagements of local residents were involved in the
process of organizing these environments. Nothing was particularly new in
the methodology itself. However, the highest quality required in every single
action completely alternated the situation. The problem awareness connoted
inside the experienced directors, resulted in distilling crucial differences in
quality.

Reflections of directors’ mindsets can be found in PANORAMA GARDEN.
Commissioned new works required to have elements mirroring events and
memories of the 1.5 square kilometer the port town area; and selected
existing works were appointed through their relationships with each venues.
The port town area flourished with the prosperity of the port, and then became

diminished along with the transition of its urban function. In such ecosystem of
the port town area, contemporary art was an alien. Outcomes of attempts of
embedding these alien species into the area seen as a “garden” is still
obscure. PANORAMA GARDEN seemed to purposely stay away from Socially
Engaged Art where art proactively intervene to solve problems, and instead
allowed alien species to moderately adapt and habitat within the region.
PANORAMA GARDEN seemed as though they originally planned this from the
beginning. Clues upon scoping futuristic transitions and overviews perhaps
could be found in Skulptur Projekte, an open-air sculpture exhibition in
Miinster which is held once a decade. This year in their fifth edition, works of
artists who have resided in the area would be exhibited. Like this open-air
exhibition adopting a format of “local production for local consumption,”
there certainly are possibilities that PANORAMA GARDEN can bring new
values to the port town area. The renewed environment and artworks would be
reduced back to the town and gradually trigger changes, and such changes
would be reflected in the artworks. We wait until such circulation reaches a
level of an ecosystem. Such unhasting attitude is the practice for assessment of
PANORAMA GARDEN. The organization consisted of MAT, Nagoya and
Hiroyuki Hattori and the director team, who succeeded in weaving a project
generating such expectations, and the construction team who made these to
actually happen. Being able to form such curatorial and directorial team
already is a remarkable accomplishment of PANORAMA GARDEN. Re-ques-
tioning the relationship between the society and art, PANORAMA GARDEN is
a remarkable case-study in how art can take action towards the society. The
aforementioned fact itself is worth an evaluation above all.
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