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Assembridge NAGOYA 2020

Open Thursday to Sunday and Holiday
Venues | Around the Nagoya Subway NAGOYAKO (Port of Nagoya)
Station to TSUKIJIGUCHI Station area
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Greeting

| would like to express my deepest gratitude for all your support for Assembridge
NAGOYA 2020, including all related organizations, local partners, and residents.

This festival was established in 2016 with the objective of developing a vibrant
atmosphere in the Nagoya Port area as well as enhancing the enticement of the
city, and also to create opportunities for all the citizens to freely experience the
culture and art in their familiar locations, and this year marked the fifth anniver-
sary of the event.

This year, in particular, the new coronavirus has made it difficult to organize
events in what has been described as a cultural winter. While many events have
been canceled all over the country, Assemnbridge NAGOYA was able to present
a diverse program of music and contemporary art thanks to a variety of crea-
tive measures and the generous support of the people of the Nagoya Port area.
This edition of Assembridge NAGOYA also became an opportunity to show how
expressive activities can be in this new way of life in a time of a pandemic.

In terms of divisional achievements, the Music Division not only organized con-
certs but also conducted online streaming of interviews of the performers.

As for the Art Division, a contemporary art exhibition was presented under the
theme "PANORAMA GARDEN -Towards a Sub-Ecosystem-", and various exhi-
bitions and projects were held at different locations within the Nagoya Port area.
The Sound Bridge Division conducted a screening of video works which docu-
mented the artists re-encountering with the “Nagoya Port area” and performing
in the landscapes of the town, as well as a concert that put its focus on “social
distancing” in a way unique to the Nagoya Port area.

This edition of Assembridge NAGOYA was carried out as the culmination of the
past five years to look back on the activities we had conducted. Aiming to become
a “lively city of cultural art”, where the cultural power is fulfilled throughout the
town even under such current circumstances burdened by various social issues,
we will continuously strive to expand the cultural capacity through this festival.
Again, | would like to express my deepest appreciation to all.

Assembridge NAGOYA Executive Committee
Chairman, Yoshiyuki Hirukawa
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Assembridge NAGOYA

The Nagoya Port Area, Where Music and Art Would Meet

Assembridge NAGOYA is a festival set in the Nagoya Port area (Minato-
machi), showcasing music and contemporary art since 2016. “Assembridge”
is a coined term, combining “assemble” - to gather, to build - and “bridge”.
The term encompasses our aim for music and art to bridge people and the
town, create connections and eventually nurture a new culture.

For the year 2020, we explored how we could present a diverse program of
music and contemporary art from this Nagoya Port area to reach as many
people as possible, given the limited opportunities to experience culture and
art due to the new coronavirus infection. In addition to the exhibitions, per-
formances, projects, talks, workshops, and other events that have been held
in the past, we have also implemented a program of online distribution and
screening of recordings of performances by artists in the Nagoya Port area,
and the festival's approach to the current situation has seen artists, the town
and its people develop a more fulfilling relationship.

The stage was not concert halls or museums but the town itself. Music and
art blended into the everyday life of the Nagoya Port area, and the creative
spaces transformed the surrounding landscape.

Entrants / Participants
Music 1,274

Art 2,265

Sound Bridge 1,326
Volunteer 90

Total 4,955

Online views 15,707
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@ Organizer

Assembridge NAGOYA
Executive Committee
Constituent Organizations |

City of Nagoya

(Cultural Promotion Office,
Bureau of Tourism,

Culture & Exchange /

Sports & Civic Affairs Bureau,
Community Relations Division /
Nagoya Port Development
Promotion Division,

Housing & City Planning Bureau)
Joint Committee of Port Town
Nagoya Port Authority

Nagoya Philharmonic Orchestra
Nagoya City Cultural Promotion Agency

@ Subsidy

Agency for Cultural Affairs,
Government of Japan, Fiscal Year 2020
Fukutake Foundation

THE ASAHI SHIMBUN FOUNDATION

@ Sponsor

Nagoya College of Music

NAGOYA UNIVERSITY OF THE ARTS
KONISHI&NAKAMURA

@ Support
Nagoya Port Foundation

@ Cooperation
Tobishima Marine

@ Direction System

Art Program Director | Hiroyuki Hattori,

Shinya Aota, Yuri Yoshida
Music Program Director | Ayako Iwata
Coordinator | Yuko Taniguchi

Art Program Assistant |
Asaka Yamaguchi, Kazue Suzuki

Music Program Assistant |
Hisayuki Inaba, Keisuke Ryotokuji

Architect | Takashi Yonezawa

Design Direction, Design |
Yosuke Nakanishi (STUDIO PT)),
Naoko Mizota

Design |
Koharu Nezu (STUDIO PT)),
Hiroko Terawaki

Web Design | Yoshihiro Ishigaki

Public Relations |
Aiko Ooizumi, Momoko Deai

Documentary Videography |

Ryohei Tomita (Camera, Editing),
Shunnosuke Iwata (Camera, Editing),
Assembridge NAGOYA

Executive Committee Secretariat

(Camera)

Documentary Photography |
Takayuki Imai, Yuuki Shibata,
Ryohei Tomita, Masahiro Hasunuma,
Saori Matsui, Tomoya Miura,
Assembridge NAGOYA

Executive Committee Secretariat
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MUSIC
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Music that Connects the Far and Near.

BRERITS | V744U (V). TaF5(Va). Fzr(Ve). 70—t (FD.
F—HRT(0b). 25UFRyCD. 77Ty (Fg). oY T#+> (Sax). K
> (HD. F=F—F(Key). ¥#—H (Vo). n—=F(Hp). 71 L (Fiddle),
T AUy 2= (rish Harp)
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MUSIC Report

This year's music program was based on the concept of “Music that
Connects the Far and Near”, and included audio contents and pro-
grams that derived from music content articles, which was a new chal-
lenge for Assembridge NAGOYA. We delivered music in various new
styles of concerts under the coronavirus pandemic, such as concerts
under infection control, which meant concerts under social distance,
pre-booking concerts, and pop-up concerts that were announced in
a very short period of time to prevent people from gathering. In the
course of the project, there were many comments in interviews and at
actual performances that reaffirmed how important it is for performers
to share music in the same space as the audience.

The children, who had been deprived of the opportunity to present their
performances and of the memories they would have made, were able
to experience a one-day concert in the form of a workshop, in which
the children's sounds were drawn out by the music produced by the
three performers. With the applause of the audience overlapping with
the music, it became a beautiful time that connected the past and the
present, and people with people

Besides, the Residency Ensemble Project that we have been running
since 2018, in which performers stay in the Nagoya Port area, once
again re-examined to find a new way of delivering music, and make
them even closer to the people and the town. As the traditional Bon
dance festival was not held in 2020, we tried to deliver one of the
songs to various places in the area. The Residency Ensemble members
planned and performed programs to confront music in each way, from
a birthday party at the home of an elderly lady who lived alone, to a
gathering of preschool children and their parents. Even if for a brief
moment, music has the power to bring people together and adds color
to our lives.

The performers receive energy from the audience, such as tears and
expressions of emotion, and translate it into sound. The experience of
being accepted by the “people of the Nagoya Port area”, who were pre-
viously complete strangers to them, will be a source of inspiration for
the members of the Residence Ensemble in their future performances.
How can we bring music to those who need it, and how can we create
an environment where music and performers can gently approach the
daily lives of those who don't realize they need it? What we call the
“unnecessary and the non-urgent” is what sustains people's life and
the joy of living.

The number of people who have heard of the Assembridge NAGOYA
festival is steadily increasing, both in terms of audiences and perform-
ers. At a time when everyone is uncertain about the future, we hope
that the small seeds that have been sown in the Nagoya Port area will
germinate within people and gently bloom in the fields of their own
inner worlds.

Assembridge NAGOYA 2020
Music Program Director
Ayako lwata
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Music workshop for kids: Beethoven 250
“Annoying Repetition Symphony” by Makoto Nomura
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Kitaguchi cello recital collaborating with Nomura and Suzuki
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Residency Ensemble Project
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PORT BUILDING Concert
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Residency Ensemble Online Distribution
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Concert on the rooftop
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Story and music ~ from across the sea and waterside
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A story of the sea and fish
~ ReadingxString Quartet
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Irish music across the sea
~ SongsxFiddlexlrish Harp
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The Little Mermaid
~ String QuartetxStory tellerxPuppets
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What the pandemic in 2020 meant to
Nagoya philharmonic members.
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PORT BUILDING Concert
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Viole Concert
~What instruments do you like? ~
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Meion Concert @ Assembridge NAGOYA
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Minatomachi Song Project
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“PANORAMA GARDEN - Towards a Sub-Ecosystem -"




|2

0202 VAOOVN @Bpriquessy

ART FRERE

TyerIVyP SOV EEERABAN, 7R/ SER]I&AT
—RIEHEBTVTAEBRLO2DUSEICRITC. ALz MERBL T, &
LEVOIERRO—FELTZDEADRELHATEI, BEARIIL-JL
oD EEMBHOTVREITRRLIZITEZ b E T AE~(HELD
7% U GUARBARIER, 2016 E LS REICHEL, EBTOT7— TRV 2 b
HRELTEILEEVIRASZIELTES,

HEAOFIAIADEELETE5. Z( DAL ELRCTIATA/NILIZHNDZ
EDREE oI, T ATANNEEBEOEEEAZ(OATEDLIFERE
DNALDEEANERCHDIED CORRTTIZRATA/NNLDH D FBHED
MbhnTwd, —H. KEREMEBELPEBTAHAL, THALDNIBEERY
ERRBETEZT v LTy F IV T EETNETT AT A/NILDEIE
PTEARDTERLTET,

SEBELTRYINERZSE LI —ERRILHEREZEDBIADIIVESE
Al TG T2KB /25 NBBFAIELTOEBEELTHE, T—T14AHHE
ELAEICHTEADBSH B ELICEERDH S, ZOSEMT. BERADL
TORBLEBCHEORAEL TEL, W(ODFBIZBEI N, $12h 12
LEZEANDBRIBHLTVS, EEZFANDDO . INETELZT—
TAANDEAETHLICIEFIERTFHAZOUTTRAL. NIAFA
hAYTF o 2)EERTEL,

[T&B1Z BT RE(FELDOAV ] EEEELDDS. [/ F<ER]
FEBEPADELLICNALTWKEATEH S, 2FE TEMO LA
[HOANTELPHEANZZCHEEN . KFLLHRIC. bThED
DOBFEAEHIZATVSI RS TEERER EHS, Ao P—DE3—R

| — W TR, A bRV DTEAC S S —hDHE0h — RITATIC 53 2 EEO—KE)
T7—#242Y #3]. 20184, p.15

NERBAREN TS 2—ZHEALNTULAERN . AVLICRBELEDE
EEEZBEHBETS, BELORAEIITHINTLIBERISELS
D155,

BRI NS AKEEAEARTE L. BEA B> TANEL. [#—F>x
(BB &EER) ITERE FLCIBEEMRITRA T REIA—T R
HIEEBR)IBEAF—T—FIZ.ZNFNDT—TAAMDTAL 2T %
r/5<RERIELTRERLLE,

JAFBTORECHIZ> TRIEARE(T DO TE AL RoN BRI EHAT
ThE2~(TEC.BERECERATAEA LD UL, 54> TDaAa
= arhEREL ARPHDOUIEFEHAS BN RESL TV IS
W ZOBRREHIBEDBRUEN 52152 BEEHERAZIEPEDR
AZBFRABATERLLENLHS, —ARKTEEEHABLCR 25 E
TREEBR TAREIEART B ZET. (A LEPHET I EDARBNERY
BN ICIRRL. Ty Ty FOVOEEARMT AL OBERREL 12,
S5EART. BERCEBEHOBM/ERDNRESIN. T—TAAMPREY T,
RESUTATREERE . KRETER VI IFIERANTERIAEN B
FLICEBLTEL, HMENREOEY TH - 12EMEB . DL EIRF L
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ART Report

Assembridge NAGOYA counted its fifth edition this year. Under the theme
"PANORAMA GARDEN", the Art Division has responded to the changes
as part of the ecosystem by looking at the Nagoya Port area as a garden
that continuously transforms itself. In other words, it has been sympathizing
with the attitude the gardener Gilles Clément had suggested in his book Le
Jardin en Mouvement (The Garden in Movement) (Japanese translation by
Tomoki Yamauchi, 2015), that we ought to “To do as much as possible with,
as little as possible against”.

Now that the new coronavirus is widespread, it has become difficult for
many people to visit towns and festivals. The festival has been a door that
opens an extraordinary stage crowded with many people in a daily living
area, but under this circumstance, the way the festival should be is being
questioned. On the other hand, at Assembridge NAGOYA, whose main ven-
ues are small vacant houses in town and not at large museums or theaters,
we reinvestigated what scale and method the festival should be.

This year, which marks the fifth year, we thought of returning to our starting
point to begin with. That is to say, the Nagoya Port area which is a place to
“make/create”. There are several locations in this area where artists can stay
and devote themselves to their creations. Over the last five years, we have
gradually improved vacant houses and used them as bases for activities and
production. Some have already been demolished, and some have changed
shapes or have moved to different locations. While accepting changes and
as though grafting with different artists, we have carried out varied activities
in this area and have continued the small maintenance.

Although the basic idea is to “To do as much as possible with, as little as pos-
sible against”, "PANORAMA GARDEN" is also an attempt to intervene in the
lives of the town and its people. Tomoki Yamauchi, a gardener and a researcher
in aesthetics, called the state where “the presence of common flowers and
potted plants give a slight order to the ataxic world"? as a “sub-ecosystem”
and affirmed the scenes where seemingly mediocre alien species planted in

i — Tomoki Yamauchi “Why there are pansies, instead of nothing - a sectional
restoration view in Namie”, Arguments #3, 2018, p.15

planters provide a mysterious calm to the people. The situation in the Nagoya
Port area is somewhat similar to the scene depicted here.

Along with some keywords such as “open-end (never-ending process)
“crossing boundaries”, “movements and exchanges”, and “poiesis and mime-
sis (production and reproduction)”, projects by each artist were developed as
a "PANORAMA GARDEN" and intendedly created a small order in the chaos.

In organizing the event under the coronavirus pandemic, we did not want
to increase the scale of the event, but rather to develop it on an appropri-
ate scale, as carefully as possible in a limited time and place. In a situation
where online communication has become the norm and opportunities to
meet people and things face to face are diminishing, we did place impor-
tance on meeting people in person and having a visible relationship with
them, which was possible because of the appropriate scale and a fostered
relationship with the local community. By continuing to work in the For-
mer Minato Dormitory of Nagoya Custom throughout the exhibition period,
Midori Mitamura was able to quietly present the essential significance of
making and dialogue, a practice that symbolized the attitude of Assem-
bridge NAGOYA.

Over the past five years, in fall, works of art have been installed in several
locations, and the Nagoya Port area has become a landscape where a vari-
ety of people, including artists, staff, volunteers, and viewers, come and go,
although not on a large scale. It seems that the artistic activities, which at
first were alien to the town, have taken root a little. How can the practice
of the past five years be inherited in the future, and how can it create both
discomfort and calmness in the town? As a part of the sub-ecosystem, the
artistic activities will continue.

Assembridge NAGOYA 2020
Art Program Director
Hiroyuki Hattori, Shinya Aota, Yuri Yoshida
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Yaya Ueda
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BMUORAIBEANA—EAIAHL TV S,

KETE. BIHC17r BRELRIELIZFEEREK, BEb RISy oL
Tl EAPFyF TR LM T BRTEHB ORI ORH ZERE IR
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WA |8 HF ABE=ZSTR
Cooperation | Teppei Sako, Paulo Vinicius Oda

RI | BELRY ISV IELFIMAP@]
1B & & ERBIER2FIMAP@]

Ueda collects art materials and discarded objects around herself, modifies
them, and then combines them as objects in her photographic works. By
focusing on the immediate relationship between colors and shapes rather
than on its background meaning and context, she creates mystifying images
with strong superficiality.

In this exhibition, she presented new works created during a month-long res-
idency in the Nagoya Port area. At the Minatomachi POTLUCK BUILDING,
Ueda created a single photo named Docking wall which captured a scen-
ery connecting fences from prewar and postwar, a series of photographs
of objects taken on the roof of the venue, a series of silk screened works
that combined drawings from different periods of time and cut and pasted
together, and a video work she created for her first time. At the Former Minato
Dormitory of Nagoya Custom, she created drawings based on articles that
caught her interest from the Chunichi Shimbun newspaper she read as part
of her daily routine during her residency, which she then created a video work
by connecting them together like a picture diary, as well as a three-dimen-
sional work in which different photographs were pasted onto plywood.
Under the theme of “docking” and by bringing together things that normally
do not intersect with each other, such as time, materials, and images, and by
separating them from their respective contexts, she created a new landscape
while causing dissension.

tH R | Yaya Ueda

1989F ABRAFE £ . M5 RIE(E,

BIEQOAT Y 2 BELILBHEEREE L RER FO—(>F 25— a B EREVEIFLTL
BHS, F—F4Ab2=y [THE COPY TRAVELERSI O—BE L TIER & VS FEDAREM

EOVTERERA TV, TIFyFoT8R) 2020 2 [ (BES 4 FEEA—N AL TCOINRBIIN—A LR E—av I V-2 KMBETOI YR 2L, Ry gL AR KAy THE PVC, Ob. 7IYIAR, T, T—ILF<ILbGE
(BE~—>=2p.51) WEB | yayaueda.com B — KA Y FoEC I BRAFF HBEELIVTTL—A) 2020 3| (HE. TAHR KMETOTYRZIL NEREEL T BROT TV NE-RET V- FERRY IR E-Qy I T =2 AKX
Y=t Py T NAADI RAT S L=V EF Ay a JVTEVIRT (v M2 BRERCEOF VLT IL—Fy FOSEE, < P> FOY)hik& BRI LA A) 2020 4 [ (FyFJEAR) 2020
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Futoshi Miyagi

IV F (L 2016F(CHIELIZ. 5ODBICE DD B5F v RIL DMK EFTE
AHHULIER(W (> TLES 1A BDZE /The Dreams that have
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(BEEF)TEH. ThEIA HEB BANVFNICEI L. IvYFEEES
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B0 | B XN

Cooperation | Aichi Prefectural Museum of Art

2% | BEL RIS v IELBFIMAP@]
NUCO1F[MAP@]
A—tENVREE[MAPD]

(FE~—2=p.50)

Miyagi presented an installation at the Minatomachi POTLUCK BUILDING
that combined his 2016 work The Dreams that have Faded, a five-channel
video piece with accompanying music about the five oceans, its new sequel
titled Sounds, Metamorphoses (an original video work for the Aichi Arts
Center and Aichi Prefectural Museum of Art), and fragmentary smaller works
derived from these works.

In Sounds, Metamorphoses, people, events, and places were poetically con-
nected, and a dialogue between characters of artist who is possibly Miyagi
himself and a musician was woven into a video work narrated by a male nar-
rator. The story was a mixture of fact and imagination, in which commonality
and continuity were found through the solitude of the members of the Tensho
Embassy, the Italian composer Carlo Gesualdo, and others who never actually
crossed paths such as Johann Wolfgang von Goethe and Shusaku Endo.
Using locations in Venice, Ferrara, Rome, Naples, and other parts of Italy
as well as the port of Nagoya, different places, times, their boundaries, and
divides, were all reflected in the connection of “transformation”, reminding us
of the universality of things and their existence.

A series of works depicting fictional episodes related to the characters in
Ovid's Metamorphoses was also installed at NUCO and in the observation
Lounge of the NAGOYA PORT BUILDING as an extension of the installation.

I¥F 7+ | Futoshi Miyagi

1981 ERBRE E h, HRETEE,

BFHEO=2—3—J T HIEESZHRKBT 2. BIORRPERCASEV AL G, BEP AR,
TATUTFATA RIS HUTFAEVSREBILOVT BIE. ATV BE FHFRMAE Sk
FRETHERERR, SINHORECPXEF~DFRLL EMPBFUNATHEBOBRELF TV,
WEB | fmiyagi.com
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1-8 | (ZFLZ 5)Sounds, Metamorphoses 2020 4-5 | {0 %A% >TLE>72A2bDZ& /The Dreams that have Faded) 2016 6 | (—E=h5h128)A Song That was Once Forgotten 2017
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Again 2020 12-13 | {(#1#1Z>127 52 %)Arachne, Once a Spider 2020 14 | {B#E##1Z> 1247 % )Daphne, Once a Laurus Nobilis 2020
Again 2020

15 | (A== (ZR>1 445142 2)0vid, in Rome
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Maugham and NUCO
by Futoshi Miyagi
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Tatsumi Orimoto
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Orimoto has created a number of works as the Art Mama series, where he
features performances and archives of his life spent with his mother who had
dementia and he had nursed for almost 20 years. Besides, he has been con-
tinuously presenting a broad range of work including performances, draw-
ings, objects, and other varied mediums.

For Assembridge NAGOYA 2019, Orimoto held the project Grandmothers
Lunch at the Nagoya Port Garden Pier, which he has been organizing all over
the world. In the project, Orimoto invites women from local towns for lunch
as an expression of respect, gratitude, and admiration for women who, like
Orimoto’s mother, have survived through various eras.

This year, he exhibited the document archive of 26 Grandmothers Lunch in
the port town he performed last year, which showed how Orimoto enjoyed
the time spent together with the women from the Nagoya Port area, and how
he gradually built a rapport with them over lunch while they met for the first
time.

He also exhibited a video of his new performance Ghost of Art Mama, a per-
formance he gave on the streets of London last year, in which he wore a mask
of his mother who passed away in 2016.

At a time when it is not possible to meet, gather, or move around with others
as before, the possibilities of communication that straddle the boundaries of
time, place, and mutual relationships, as found in Orimoto’s creative acts, are
being re-examined.

#1583 & | Tatsumi Orimoto

1946 MR A h. AHERE,
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Nodoka Maruyama
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Maruyama creates installations of ordinary everyday scenes using plywood
and square wood. On the surface of these elaborate, almost life-size sculp-
tures, a monochromatic surface is placed, and a fictional, anime-like image
appears with a sense of non-existence in the real world.

Derived from her various visits to the Nagoya Port area, Maruyama's new
work, which focused on the characteristics of the area, with its many Chinese
restaurants and public gambling facilities, was based on a Chinese restaurant
that Maruyama herself once worked at in her student days and closed a year
ago, and a janso [Japanese mahjong parlor] that used to be on the upper floor
of the restaurant.

Tables and chairs from the Chinese restaurant were placed on the first floor of
the Former Minato Dormitory of Nagoya Custom, while mahjong tables were
placed on the second floor. Outside, a nearly full-size signboard of the res-
taurant lay on the first floor, and inside the Chinese restaurant, a monitor-like
board depicted the unmoving scene of a mahjong parlor, as if it were being
live broadcasted. Throughout the work, the colors were muted and dull, and
the sense of presence was diluted. By inserting them into the venue that was
formerly a dormitory, which was different from a white cube, the relationship
between the work and the real space became more complex, and gave the
viewer a strange illusion of a hallucination, even though the starting point
was Maruyama'’s personal memory.

HLDEH | Nodoka Maruyama

19925#FREE Fh. BHMREE,

REZVRAMLEDHMINIIAMEZRBL T SEPARERRICYIVID. ST 2ER%EH
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WEB | nodokamaruyama.com

(EEBR7 B2 (FRERIRE)) Ambiguous landscape(Chinese Restaurant) 2020
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(BERR 7 B (#35)) Ambiguous landscape(Mahjong Parlour) 2020 (BB A S (4> Y1) Ambiguous landscape(Neon Sign) 2020
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Midori Mitamura
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NETEROEVICZOLMICEABE BE(CFa—= T LHIEELT
ERZEHNICES>T. IRFRBICLVBHCBHTEL VRN (2212
EDRAAFETHLIZORD 12,

#7 | AR 4. uncellule, moobau, BB F. H EER, KANKEF. AT M ABRERF.
THE NEWSPAPERS. ZAHEA, # BT, SMAR. #8H ¥ AR EX. SRHIT. SHARE
Cooperation | Sane Aoki, uncellule, moobau, Ayako Ishiba, Chikage Inoue,
Masako Okouchi, Yuji Kinoshita, Kanako Kondo, THE NEWSPAPERS,
Masahiro Suda, Shuhei Hayashi, Taiki Furuhata, Aya Masui, Yuta Kitani,
Masayuki Miyaji, Asuka Miyata

25 | BEL RISV IEN2FIMAP@]. IB-ZHEREBRIF. 2F[MAP®]

(BE~—2=p51)

Mitamura creates improvisational installations by combining various objects
that she had collected or acquired.

In this exhibition, she presented a mix of new and old works under the key-
word “reunion”. At the Minatomachi POTLUCK BUILDING, she presented the
video work Till We Meet Again, which was a work made in 2013 that had the
title of a song about a soldier and his girlfriend who were separated during
World War I. The scene where Mitamura and her friend reunited reminds us
of how fleeting and ephemeral the intersection of life with our closest ones
could be.

Mitamura also resided at the Former Minato Dormitory of Nagoya Custom
during the exhibition. The installation, which was updated daily, was inspired
by the fact that Mitamura’s birthday coincided with the groundbreaking of
the Antarctic research vessel Fuji, which was permanently moored at Nagoya
Port and is now a museum, and the entire exhibition was composed with
pieces including photographs of the statue of Taro and Jiro (hero sled dogs
that played an important role during the Antarctic research), the sound
recorded through a field-recording, and colors and light that resemble the
vessel’s body. In one of the rooms, Mitamura became the owner of a Borrowed
Art Pieces Gallery project to introduce artists from Aichi Prefecture that she
had been involved with during her stay.

For Mitamura, who had always resided in the places she had exhibited, and
had tuned herself to each environment and created her works, the situation
of not being able to move freely due to the new coronavirus had led her to
reconsider the fundamentals of “creating”.

ZHEMAXLE | Midori Mitamura

1964F BB 4E T, BRI

TADREEAANGNBNT® | T—< (L BEOBRBPRENEF—IEFECHRMA. 7+ X
M E  ChETAEIERATATEMAEDELA 2L -2 ar iRk, $LESIHELE
TTBM AL —2av e SMENPAREELICT ISV IHOED (LTRSS At &
Breakfast] > =X % (Lo HREHTEHLEEL TV,

WEB | www.midorimitamura.com

1-2 | (Till We Meet Again) 2013 3-6 |

ABAFIECTII We Meet Again 72512812, b1z LIE2<A3)Till We Meet Again — | Shall Create, So We Can Meet 2020
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7-9 | AB#IECTIll We Meet Again 12251282, H12L(&2<{A5)Till We Meet Again — | Shall Create, So We
Meet Again E12&512H(2. b2 LIE2<(A3)Till We Meet Again — | Shall Create, So We Can Meet 2020

e’

Can Meet 2020 10 | {Z5h» W H3E$)Studio Voyage Diary 2020 11-12 | (Till We

L i fiin AR LEANEAL LA,

13-14 | (Till We Meet Again D= DY o> -1 241~ 3> )Sound installation for Till We Meet Again 2020 15-16 | B A< =7 M{EDEIE)Borrowed Art Pieces Gallery 2020
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L PACK.

TNy Y

Tty - FIAVHIEE 5722016F (2 W20FEREBERII o125
EFEN.LPACK. D7z LT BERPATL. [RERBA TR
CIUMBSMELELLCBEIN, FLOHRKHB(UCOYEL THRINTZ,
JFIEAFEBOZEL THEREL TUL72UCO (2. 2018F10B I —HDORE
BHOMOVELICEDRBEIN, BEEBEA -1, Z0HR. AN VOREREE
NZ(3. L PACK.EEBER. AT BEEAF RFESOHEICL D, 201943
BICHF RSO R(NUCOY P IRE), AT RAEPHIBD AT 2—#E
UCO»LEB#MA#E L. UCOENUCO DM ZEMMFO2MEEN RAAE N
BEICEREFTAIET NUCOD D D TIRADEE > L EL A AL T
WE, BEGEMABL T AETEZF oAV R—HFLOINTIHEEL
BHL EFLEOHTHELTHLTL S,

AETIE.L PACK. W REZF TCEhL-TELZEILEORMIIQRI—F%1B
KLU IRELTERPTFAN BEREINETOT — (T DRI
Sn SEEENHETEZ TR 2/ MR, £, COSFEMTIT-> &
EBA1RIORMBULIRD RS M~ M61To 12,
FLOERROD—EELTOKDERBELDD2HBNUCO . S HIERED
WRIZIGELBAVADLLZOFE MG T 5N BFINS,

Bh | BlEEE HFRN AREE, )INEX A R MRS
REOEVLATAL 7 N (FAEHAN B B). 751> 302, BHAE. EHEH
TOFHAVY EBR B ABEEHRERTAY 2O EHBABE. ILARZF . NUCO A /3i—
Cooperation | Nobutaka Aozaki, Kensuke Ide, Manami Kakudo, Tadao Kawamura,
Marukyo Komaki Branch, Peel off the memory (Daisuke Abe /
Takeshi Takano), Shota Terai, Motohiro Tomii, Takayoshi Hirota,
Kohji Fukunaga, Atsushi Fujio, Minatomachi Vacant - houses Project,
Asuka Miyata, Seiko Yamamoto, Members of NUCO

235 | NUCO[MAP@]

In 2016, when Assembridge NAGOYA was launched, a former sushi bar that
had been vacant for about 20 years was renovated as a project of L PACK.
with architects, carpenters, and participants of the Vacant-houses Renova-
tion School, and opened as a social space, UCO. While UCO was used as a
venue for various activities, it was demolished in October 2018 following the
demolition of the nagaya area (Japanese traditional houses connected under
a single ridge) and turned into a car park. Afterward, the vacant house across
the street was rented and renovated by L PACK., architects, carpenters, and
architecture students, and became a new base of activity named NUCO in
March 2019. The history of NUCO's former role as a knitting school is being
carried on by relocating components from UCO, such as the glass doors and
interior counters, and designing the space so that the functions of both UCO
and NUCO are woven together. Today, NUCO is open year-round as a hub for
the social circle, with a cafe run by members who have raised their hands to
join its operation.

In this exhibition, L PACK. carried out a project in which QR codes were
posted at various locations in the Nagoya Port area where they had been
involved, and made archives such as audio, text, and photographs were linked
and could be viewed by visitors. They also held a day-long event to look back
on the activities they had carried out over the past five years and condensed
itinto one day.

NUCO is slowly becoming an integral part of the city’s ecosystem, and it is
expected to continue its activities in the future as it responds to the changing
conditions of the neighborhood.

L PACK. | Z)vsiy s

NEREERIBEROLI= v,

MA—t—0&HEARIEZT—<IIT7—PeT ¥ BE REACHEEAMEML. 2322 —>3>
DFHFIFIERBHTAET S, BHEETE. HUH M) T2 F—L20138R+ INAKAYOSII %
#T(VISITOR CENTER AND STAND CAFE)%EE,

WEB | www.Ipack.jp

{(NUCO) 2019~
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Events at NUCO

LPACK.x 29 FHav
New Useful Copied Objects

(UCOXNUCOYDRId%BETF YA LTEL
THAFT—- 00 FAATIEBAHHIE, >
29 =T 2020F DF 127 NUCO DRI %
otz XaHIELTZ,

BB | 10.24(£)13:00-18:00

WBER | ZoFHavy
(FH¥4F+—,/UCO-NUCORTFH 1)

ZmE | 6%

L PACK. NUCO®1H

A day of NUCO

. (UCOXNUCO)Tl. ZOBEMT, hox kil

[ ARVIRTAT BR. V=02 avThE &
FIERBEAITHOTES, SREIEA R—EEB(C
UCO.NUCO %RV T&7FZL PACK. A R A%
DT E—ZUTRTAT  N=BALBEDA N>
MR, CNETOEBEEMBLICIBE LT,

HE | 11.14(£)7:00-21:00
2% | 123%

7:00-10:00

MT2EAE VOLEDBRGEET
BEHTE—=VIaBRTH#DETS.]
BIBTHBLLADLPACK. C&EBE—=T
ARUbh, UL FIVEFEE 6K LS E
HU7,

11:00-18:00
'New Useful Copied Objects]

LEFSERTATLIZUNIRIN =2 BfEST

NUCODEI%#T UL, AU FILNUCO ST

A% 2B T—0>avT,

e | 7oFHavY
(F¥13—,/UCO-NUCORIFH1>)

11:00-18:00
[Chap Books Club vol.061

Chap Books Club (& UCO. NUCO # #& & (=
[CIZE2HBZINECNBF)ZFIET 2057,
HTHLRECBMTERT—0 > av T 5 EHINI(C
BIEL. LT OZINEAE R LTV,

AR | )IAER
(F#4+—, Chap Books Cluby—%—)

15:00-16:00
[Gofish |[NUCO 5171

#24 BE.NUCOZ ALY FELTHERLIZIA
=Ty T4 av2(Gofish)2&b547,
NUCO THIMEL F2ZE X, A /N —EDHIRIZE
HZNUCODT—< i EXIFTL Iz,

19:00-21:00

[Cocktail Club Cola de gallo
(HoFN957 a=5-F-H#¥a)]
BEBIHETOARLD, 12NED, BANI DB
ETHERAZTAJENUCO A A 54> THilk
L.2RBEINTNTHIS T L AT LERELD
MAEBBE LA M EITo12, NUCO T
L PACK. DB IADLIEERR A& THERAS
2 TR ZOLEERAIEREC. AV FILAIT
ot

AL | ERREGEEESSR)

NUCO &HAS D iEED

TyvtrTYyd FaATOEERNL. i
TRV IMELTHI2ARLIIULE &
FIEBRARVIRIITEEETOTL
%, 2020 E (EFHB a0 F VAL ARG
FEFBHDIH. 70— HEEbH 12
PLSNS»NUCOD ¥ a—v 2 F—~
DEED/TRARE A N—hIERFEE
L. E2bDHKIBELTDFEAMIFLL,

HEE | 78RR, £B. 1B 12:00-18:00
8A-10/ M. &M, £ 11:00-17:00
108-128 M. 0. L. BK. 2B

11:00-19:00
128 KM, &M, £ 11:00-17:00
28-3A:KRB-+R 11:00-17:00

NUCO A /x— | HEM 5. MBARHER,
NEE =R GAARKEE.
HRGERH. BAY R, BiBEE.
AT SMLFIET. BB,
HAAR, WIKEEL SHARE
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Regional Aesthetics Studies

KR GTAHBEIZHDI—T =X, [Hl ] H' T
F—NREINZ G D TENRREET DD
DAERRT 5, SEIEEMEOERINEICE
BL. B OEMEDIL T 3 BECHigE
MEDFMN E DL RBERART H . EMTEER
=8, =TS RER L LICER, EfiED
aL oL 3 OIEHP. BROFNICLETFER
EEAHOZEIZES 7RI RBERHBEIC OV T
Db, $LEBIVTOT7—T1AMEEDE
JTBAL M OESE L TE LT TUL
EMEEPTHRT AL TOEMMETE. 2
TNOMBENLBRRERDTEEIIAT1,

vol.11 M D EMELEHTH_ &

HEF | 12.13(B)15:00-17:00

R | BELRYSYIELTFIMAP@]

AL | SHARE(BEHENEF=E).
BIE—R(BMRXMEYER). HETEGRE. 616
ki%HE | 36%

#AENE | Toshiharu Suzuki

BT ENBFEE

1982 BMBL Fh, R, EAHEMERHELEER
AL a2 BIVISION Part 1 (220 T / fEEHLTY
AEYTE, AETOELCEREICIRREES for better or
worse] (2017&). (75> - ~—ar | (EREITREAE
R e DR MM, 20134)., #7845 F fluttering far away)
QOI0E) wED BB, HEILTRAR—Y /7 —PI(GREH.
2020F) ' H %,

B —# | Kazuho Soeda

BHIREMEFES

1982 EMREIn. BHNREE, BMNREMEI =27
W F—TURE 2EAL I a RETAFT—ton=Y
1919-20191 %#1B Y T3, MEETOEARDEC [EHiEYE]
(QO15E) Ry VATV AL 74 FaTXA5 =7 | (&
EEME FHREEMEEOLRDE. 20126) BEHN D5,
HECT LA F DL —= 4 X OBEERBIWTHE.
20178 D' D%,

HHEFE | Chie Masuda

k. HifE

1978EHFHE T h, BMBEE, 2004FE LY THIEE(C
S, =TS TREARI(20035F -) DR ER. [TA1F 7
—h2B=2)11919-2019) (B R 1788, 20194) DRIFIR
HTEMI100ELEFH I 5, 20204 (ZfA A H AR Mthis and
that) % B#4 L. FTSTAYTUNE/DJ(20204). T4 L5 1>
— BN B OO VDD D EI(20214F) & FIFT.
WEB | tat-pub.stores.jp

IYFIr F—F14 R =2

Artist Talk by Futoshi Miyagi

BEREM X 2— BERMBEMEAV S
RIGIERTHIHI(ZEEGNDVT AT
A7 a—H— BERAERBA FErAo1,

H# | 10.24(£)15:00-16:30

2 | BEbRy Sy IELTFIMAP@]
TAb | MEASR(BMEXNEEEFES)
ki5#E | 234

M a = | Takashi Echigoya

FMEEMEEEFESR

1964 F HRHPEE . BRREE. BN L2—0
HEEREOMCE R, [FU S FIVREIER] OFIfFR EAE
L. BG&RBEOHFLVAREELREBRL TV S, [HLbEY T
F—L ] TlE, 20104, 20134, 2016F (CRIGET AT 5 LD
Fal—2—kBHiz, FEECTIVR =)L )L BB ERH
EOTRT AMQROVAE, FHEL) [TAYD - TT7oH
W L—T 420165, FRE) WEDL DB,

EHR7—F14RM =7

Artist Talk by Yaya Ueda

BELIy ARELHR>IZ ARSI SHIELL
HiEe. BENOBREERE LS SEOHRF
TN ETOES R E 12,

B8 | 10.25(8)14:00-15:00

215 | BEB KRV FvIETFIMAP@]
SkigH | 204

ALDED F—FT4 R =2

Artist Talk by Nodoka Maruyama

HEbMmBEOMEEENILESDEANLRE
BEBREOELHE( 2L —2 30 %F
DS 2N ETOERPHIE> L TEEFE 1,
BE | 10.25(H)16:00-17:00

=4 | 1B 2 HEREBEIFIMAP®]
kiHE | 254

“HRXEE F—F1RF—7

Artist Talk by Midori Mitamura

SHP OHEESEICL 0T L 1B RE R
[&ClETF—<(CLEZHEM 2L —2 gy
P INETOERPFEECOVTEEF T,

i | 12.6(H)15:00-16:00
25 | BELRY IS IEITFIMAP@]
ki5#E | 33%
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Minatomachi Vacant-houses Project
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The Cross-Disciplinary Program That Bridges
Music, Art, and the Nagoya Port Area.
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SOUND BRIDGE F#E®RE
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EHILT—TAARMPTRT S L BELERFoTEIZIED . ATAY I
AEBIVLRERBREEAS,
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ENUCOI Tl IV FDERDIBEBZBFID1 2 TH-72NUCO TFAMT % 1T
21, FATTEIVFOTAL 2N EREFE—LIOFENRI—Y DR
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SOUND BRIDGE Report

The Nagoya Port area has a unique environment where the atmosphere
of a port and daily lives are mixed together. At SOUND BRIDGE, we have
developed various approaches, using forms such as music performances,
dance performances, and matsuri (Japanese traditional festivals) in an
attempt to resonate with the expressions of the Nagoya Port area and
the artists as a cross-disciplinary project that bridges the two divisions
of music and contemporary art. However, the new coronavirus has made
it difficult for us to get together and share space and time. Under such
circumstances, we sought ways to implement programs with the focus on
the “experience” brought about by the “Nagoya Port area” as we had done
in the past editions of this program. The experience discussed here is the
shared experience among people under the conditions of being separated
from others and having different times. The perspectives and methods
acquired through the implements of our past programs highlighted events
and sceneries that we had overlooked, and created new experiences in the
Nagoya Port area.

The project, “Video Project to Meet Again at the Port Town” was formed
as an attempt to reweave the relationships built over the past years. This
project was presented as a series of three video works where the artists
who had participated in the past programs of SOUND BRIDGE revisited
the Nagoya Port area and gave performances. The first work featured the
musician Manami Kakudo and the artist/sound engineer Makoto Oshiro.
The second featured the drummer Shun Ishiwaka, the dancer Nobuyoshi
Asai, and the rapper Ryofu Karuma. Lastly, the third featured the musi-
cian Gofish, the artist Lang Lee, and the cellist Hyeji Lee. The video works
showed relationships among these artists in addition to their diverse indi-
vidualities, and each of them acquired its very own structure. The videos
actively captured every single detail of the artists’ performances, from how
they took a breath to the surrounding environment, taking advantage of
the circumstance of not having the audiences on site of the performances.
Furthermore, Ryohei Tomita, who directed this video project, had shot and

edited the digest videos of every past edition of Assembridge NAGOYA
since 2016. His gaze continuously put on artists, programs, and the Nagoya
Port area as well as how the Assembridge NAGOYA had progressed played
a crucial part upon realizing this project.

The musician, Kensuke Ide, conducted two programs. He played a role
in Futoshi Miyagi's new video work showcased at the contemporary art
exhibition (p.32). In the program “Kensuke Ide, Maugham and NUCQ", he
performed a concert at NUCO, which was one of the filming locations of
Miyagi's work. This program, where guests were served with homemade
sweets by Miyagi's project “Patisserie Maugham” during the concert, truly
bridged over music and art. In the other program “The Lonely Surfer”, the
audience listened to Ide perform on a boat on the sea from the shore. This
concert, which positively presented the distance between the performer
and the audience, became a challenging and experimental attempt.

The “Minatomachi Block Party” had been held annually while it slightly
modified its form each year. In 2020, we implemented the program at the
same time as the local shopping street event and worked closely with the
local people from its preparation. While rappers and drag queens who had
participated in this project every year gave their performances, the music
played by the DJ echoed in the town, while the stages and bazaar organ-
ized by the shopping street coexisted. Not only did the projects organized
by the festival and shopping street mingle with each other, but they also
created opportunities for the diversity of people of different ages includ-
ing the locals, artists, and visitors at the events to encounter each other
here and there. We heard some visitors say they come to the Nagoya Port
area once a year for this occasion, and on its third time, we found a sign
that this “annual” festival is finally taking root in this town and commu-
nity. The accumulation of these occasions and experiences has become
Assembridge NAGOYA itself, whose core is filled with the multidisciplinary
nature that crosses countless spheres.

IE

390148 ANNOS



|3

0202 VAOOVN @Bpriquassy

BEIbTHETS
&k o

Video Project to Meet Again at the Port Town
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AAEE | Manami Kakudo
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HFERENEE—LENUCO

Kensuke Ide, Maugham and NUCO
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HF#A The Lonely Surfer

Kensuke Ide
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Minatomachi Block Party meets Potluck Bazar
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MUSIC Review | #7112/ s—onEcHs 2020 —mELEEDEE— (= P.20)
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What the pandemic in 2020 meant to Nagoya philharmonic members. (=> P.20)

Necessary, Though Not Urgent | Maki Nishida (curator)

|, a contemporary art curator, would interview classical musicians on how
their lives have been during the coronavirus lockdown. When | was offered this
opportunity, it was surprising and rather puzzling as | am not a classical music
specialist. “Oh. Me? Would it be OK for the musicians and the audience? | do
like classical music but don't have any kind of professional knowledge or what-
soever.” were my thoughts. However, Ms lwata, the music program director, was
confident. “That's precisely why | ask you to do this. If the conversation were
between music professionals, we would end up talking shop. | believe an inter-
viewer from another arts and culture field would bring a unique perspective to
the conversation.” She said. | understood her intention, and accepted this unique
offer.

The four interviews were held over two months in November and December
2020, in the form of a live Internet radio program, titled “What the pandemic
in 2020 meant to Nagoya philharmonic members.” November sessions were
with the strings; Asaki Matsugai, Iris Regev, Naoko Ishibashi and Arisa Sato,
December with the woodwinds; Haruhiko Fukuda, Akito Mitsumaru, Gueorgui
Chachikov and Robert Borsos.

Every session offered many findings and surprises and aroused sympathies,
and the most memorable of all was “the power of live experience” the musicians
mentioned from various points of view. In fact, | myself experienced this before
| even talked to them. The first interview session started with a short live per-
formance by the musicians, and all of a sudden tears welled up in my eyes as
soon as | heard the live music. | got a little confused as | did not expect myself
to react in such a way, but it taught me how powerful a live experience could be.
In our conversation, | learned that Ms Sato had exactly the same experience in
a concert she attended for the first time in a long while after the first lockdown,
and her remark “it was the amount of information that made a difference” was
very convincing. Looking back his remote ensemble he held with his peers, Mr
Mitsumaru said “it was difficult as we didn't ‘breathe the same air’ as we usually
do,” and Mr Fukuda described the special moment of orchestral sound which

only comes out from the specific “vibes” created in the concert hall between the
musicians and the audience. The “air” in the space, which includes the temper-
ature, the humidity, the smell, the light, or subtle changes of facial expressions,
holds astonishing amounts of information, and through the conversation with
the musicians | felt that sharing it directly makes a significant impact on a given
experience.

As an art practitioner who works in the same arts industry as musicians
in a larger sense, | found the difficulties they had with the distancing issues in
the concerts particularly interesting. | learned that one of the most important
processes in the rehearsals is the fine adjustment of their positions on stage
for smooth eye contacting and easier hearing of each other to create the best
acoustic for the audience. This episode was impressive as our search for the
best condition exploring the fine and sensitive relationship of artworks and
space is also the key to create a good exhibition.

At the end of the conversations, the musicians described “the power of
music” in their own languages - “a food for thought directly connected to the
emotions of all humankind and their instincts,” “a universal power such as hope
and admiration for life and world, an energy for life,” “a means to communicate
all things indescribable.” Above all, a very simple yet loving message for the audi-
ence backed by full belief in music from Mr Chachikov and Mr Borsos rounded
up all the comments: “music is music, you just simply enjoy it as you like."

Arts and culture had often been said “not urgent, not necessary” in the past
months. However, it was encouraging and convincing to discuss with the musi-
cians and confirm once again that what we do “might not necessarily be urgent,
but definitely needed.”
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MUSIC Review | #m#xg#&a—+=—¢ Beethoven 250 #3 L Ta k5! (= P.12), KORBAF AU FAZLTENEBLEP  BHERANAAL THII=I5S 9 oS v XF 4> T — (= P13)
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Music workshop for kids: Beethoven 250 “Annoying Repetition Symphony” (= P.12), Kitaguchi cello recital collaborating with Nomura and Suzuki (= P.13)

A Concert That Connects People Through Music

Akiko Fujii (Senior Producer, Chief Manager of Planning and Production Group, Aichi Prefectural Art Theater)

Assembridge NAGOYA has been organizing various events that connect
music and art, and music and art connecting the town and people. This program
was one of them. A concert and a related workshop were held just before the
concert.

The concert began with a solo performance by Daisuke Kitaguchi of Bach's
Suite for Solo Cello No. 1. The venue, the PORT HOUSE, was a glass-walled
atrium filled with soft autumn sunshine, like a warm greenhouse. The site was
filled with a beautiful extended sound. The performance was a reminder that
time spent listening to music in real life, not online, was invaluable.

Next, Kitaguchi played with keyboard harmonica player and keyboardist
Jun Suzuki No more Brahms, a bossa nova he composed. This was followed by
two reggae pieces including My Reggae composed by Suzuki. As the energy of
the music filled the entire venue, Makoto Nomura ran onto the stage through the
audience and joined the performance with his keyboard harmonica, maracas,
and sasara, creating an active atmosphere. Suzuki responded by improvising
with motifs from Beethoven's music. As the title of the event “Champloo (mix-
ture)” suggested, the concert was a lively mix of music, with Nomura's talk as
Beethoven who was 250 years old, helping to break the ice. Finally they played
Beethoven 250 “Annoying Repetition Symphony” composed by Nomura. The
second half of the piece was played by 12 schoolchildren who had taken part in
the workshop on violin, cello, and double bass, and the audience joined in with
applause.

This workshop was highly intriguing. The workshop was entitled “Let's Play
Beethoven 250 'Annoying Repetition Symphony’!” and the requirement was to
bring an (unspecified) “instrument that is played in an orchestra”, but all the par-
ticipants were children, mainly in the early primary schools, who all played string
instruments. The three musicians met the children for the first time at the venue
and began by asking them to try out what kind of performance they could do
to ease their nerves. Using simple words and gestures, they asked them to play
tones. There was no sheet music, so the children tried to imagine the sound from

their words. This must have been quite a challenge for the children, who had
probably been practicing playing the notes on the sheet music. Especially when
they were called upon to “play whatever you can the fastest and messiest way
you can!”, some of the children seemed confused as to what to do. Kitaguchi and
Suzuki swiftly showed examples of what kind of tones could be played in such
circumstances, and the participating children, some still in slight confusion, tried
their best to play. Listening to the sounds that came out, and observing how the
children were doing, Nomura put together a plan for the part that they would
play together. It was decided that the children would participate in two parts of
the piece: the last part, which had a rhythm that was the ultimate simplification
of Beethoven's style, and the part where they repeated a simple phrase in five
degrees intervals. After confirming when and how to participate in the perfor-
mance, the workshop lasted only 30 minutes, leaving just the actual stage as the
next occasion to play the piece. Many of the children (and their parents) might
have been worried about what would happen, as they were even uncertain about
how the entire piece was going to be like. However, as | said at the beginning,
the stage started with a breathing spread of sound and eased its tension with a
lively and joyful performance and talk, and Beethoven 250 “Annoying Repetition
Symphony” was performed in an open atmosphere in a way that literally united
the workshop participants and the audience, and became a performance that
connected everyone.

In a time when the coronavirus circumstances could often bring oppression,
the concert became a very pleasant space and time that could free everyone's
mind.

~
~
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Sub-Ecosystems Continue to Generate

Fuminori Akiba (Aesthetician / Associate Professor, Nagoya University Graduate School of Informatics)

We frequently heard the term “new normal” being used a lot for a while.
Initially, this term was used to describe the normal state of affairs after the finan-
cial crisis of the 2000s, but it was also used to describe the new life under the
new coronavirus infection. However, when people say that this life is “new”, old
people like me would rather say that the last 30 years or so have been a series
of “new” things: the opening of Tokyo Disneyland in 1983, the opening of theme
parks all across Japan. The late 1990s saw the spread of the internet and the PC,
and the 2000s saw the emergence of camera phones, social media, and all the
other things that we now take for granted and enjoy - in other words, a new nor-
mal. In the art world, 30 years ago was the end of the boom in the construction
of public art museums, followed by the second boom in the 1990s, and the Rop-
pongi boom in the 2000s. Outdoor international art exhibitions in local regions
that had been held on a one-off basis began to take root as regional art festivals
in the 2000s, and spread nationwide in the 2010s. These are already the norm,
but they are all “new” things that did not exist when | was a student. So what was
| doing in the 1980s when | was not involved in these things? Not for the sake
of nostalgia, but to reflect on what | felt during my five years at Assembridge
NAGOYA, | would like to take a quick look back here.

In the mid-1980s | was in a live music venue that has been in existence
since 1974. At that time there were many people there: filmmakers, theatre peo-
ple, butoh dancers, fashion designers, musicians, photographers, activists, phys-
icists, philosophers, architects, cartoonists, young people, and so on. Music, of
course, but also screenings, study groups, editorial work, and much more were
happening, and it was there that | learned that every little thing in front of me is
connected to the whole world and universe. They were the kind of people who
would make it up themselves if there was nothing interesting. None of them had
any backing, and all of them were truly free. | had learned so many things from
them, yet, none of them told me to be like them?. This fact, and the message
from the live music venue that | should “know before despair”, had a profound
effect on me in the years that followed™, and my experiences in the clubs in

Kyoto in the 1990s were just an extension of this™.

When | think about what | perceived during my five years at Assembridge
NAGOYA, | realize that it was both the pre “new” smell and the scent of the live
music scene that fills in the Nagoya Port area. It's not about going on holiday
to another theme park and spending money to buy memories (although that's
important too), but about spending time with family and friends in your own
town. At the same time, it is important to meet different people from inside and
outside the city and to interact with different genres of things. In this way, we
can feel the various movements in Japan and in the world. In other words, it is
to rethink the town itself. Of course, the meaning of Assembridge NAGOYA in
2020 will not be the same as that of the live music venues in the 1980s, however,
we saw in the time of coronavirus pandemic that what is important for people
and town is not so easily changed by the shouts of the new normal.

In this sense, what | felt was the most important of this edition's Assem-
bridge NAGOYA was the “Renovation Ecosystem Map”. It was a clear indica-
tion of what the Minatomachi Vacant - houses Project had built up over the five
years of Assembridge NAGOYA. There are many intersecting lines between the
architecture of “old XX" or “vacant XX" and the schools, researches, and events
related to them. In the process of extending one line and connecting to another,
many people have met and collaborated to connect them to a new world, while
retaining the pre “‘new” smell of the Nagoya Port area. Therefore, the map where
these lines intersect could be called a “sub-ecosystem map” in accordance with
the theme of this exhibition.

Each artist’'s work was created in the same way, related to the Nagoya Port
area. | was particularly impressed by Yaya Ueda’s work, which was inspired by
a Docking wall that connected the pre-war and post-war walls located in the
Nagoya Port area and was a symbol of sub-ecosystem in itself. It seemed to me
that words like “new/old", "figure/ground”, “inside/outside”, “front/back”, “begin-
ning/end”, and “hand/machine” no longer had any meanings. Nodoka Maruy-
ama's work, too, anonymized a specific place, and by creating an endless loop of

a nested “here/somewhere/here”, it detached the place from such distinctions.
In addition, Maruyama’s work seemed to show the alternation of the sense of
perspective (big/small) of the remembered objects within the passage of time.
The works of Midori Mitamura and Futoshi Miyagi showed more concretely the
connection between the town and various places, as well as the gaze that flows
from there back to the town.

In the spring of 2020, the first State of Emergency was declared and peo-
ple started to work online. The distinction between weekdays and weekends
disappeared. Once that had happened, it could not be reversed even though the
declaration was lifted. Physical work such as face-to-face teaching was added
to this. In autumn, conferences and other events that were postponed in early
spring started being held in various locations, taking me away from Nagoya.
In the meantime, my online work continued. As a result, | couldn’t even go to
nearby events, while | stayed connected to the people far away through face-
to-face occasions and through Zoom. Such was my situation during the fifth
Assembridge NAGOYA. Previously, | had written as follows™: “Assembridge
NAGOYA 2016 made my eyes focus towards the ‘area’. Assembridge NAGOYA
2017 taught me that there were various scales of time that the area was living
in. Then, in 2018, | was privileged to experience the condensed time the area
had lived through”. In 2019, | “reconfirmed the origin", and in 2020, the corona-
virus pandemic made me realize the importance of the real/physical place, the
Nagoya Port area, and Assembridge NAGOYA, that | had been able to visit for
the past four years.

How will the memory of the new coronavirus infection (for who knows how
long) be preserved in the ever-changing garden of the Nagoya Port area? And
what will be the significance of this period for Assembridge NAGOYA if it will
continue in some way? No one knows for sure, but what is known is that the
sub-ecosystem will continue to grow. I'd like to express my gratitude to all those
who had been involved.

i— This means that you should “have your own ideas”, not that you should just be who
you are without any effort.

ii— It is not permissible to wax nostalgic about the ongoing changes to this live music venue.
If you are interested, be sure to check out the following website. | was only there for a very
short period of time: www.pepperland.net

iii— This time, in the music section, | saw the workshops of Makoto Nomura, Jun Suzuki, and
Daisuke Kitaguchi. He must not remember this, but Nomura once taught me music theory,
more than 30 years ago. As for Suzuki, | don't think | ever spoke to him directly, as there was
no interaction between the graduate and undergraduate schools at that time, but we must
have come from the same laboratory. | hope to see each of them again someday.

iv— Fuminori Akiba, Assembridge NAGOYA Document, 2016-2019
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An Expression of "JUSt, Being, Here” | Fumiko Nakamura (Curator, Aichi Prefectural Museum of Art)

“Art cannot change the town,” but there are times when “the town changes,
and then changes art”. This is the conclusion | have drawn for now from my
fifth visit to Assembridge NAGOYA, and it took me five years to understand this
obvious fact.

“The town changes, and then changes art” also means that both sides are
in the process of changing, and the fact that certain things are in certain places,
or certain people are in certain places, is extremely fragile and easily lost. This is
because places, things, and people who gather there can change very quickly.
| may have started with a strange and emotional notion. But in fact, many of the
works in the exhibition seemed to shed light on ephemeral encounters.

Midori Mitamura’s video work Till We Meet Again, as the title directly sug-
gests, concretely depicted the moment of reunion between people, but with a
very short period of time. Till We Meet Again — | Shall Create, So We Can Meet
was created in the format of a work-in-progress, which also brought to light the
feelings of people towards their encounters.

Mitamura's gaze on the preciousness of encounters directly overlapped
with Futoshi Miyagi's gaze. Miyagi extended the encounter between individu-
als to an encounter between different cultures, and to an encounter that tran-
scended time.

Yaya Ueda’s work, which used the combination and joining of objects as
a motif, had nothing to do with sentimentality but focused on the plasticity of
neighboring objects and their coincidental interest, which was in line with the
theme of chance encounters.

The value of being together was most strongly emphasized in the “Video
project to meet again at the port town”, which was produced and presented
during the spread of the new coronavirus infection. In previous years, Assem-
bridge NAGOYA has organized several live music performances in a section
called SOUND BRIDGE. This year's project was more than a mere recording
of live performances, and was a video exhibition of sessions by artists who had
previously performed at the SOUND BRIDGE.

Moreover, the project seemed to reiterate the value and significance of
multiple artists being there together, rather than creating an entirely new
value through their collaboration. As | sat in the dim and chilly exhibition space
watching the video, | was simply moved by the phenomenon of multiple people
appearing on the screen, and their voices and breaths at times overlapping.

This attitude of finding meanings in simply being there, and being able to
be there, rather than in creating new values or meanings, was similar to the work
of Nodoka Maruyama, who created the largest sculptures. She re-presented
existing spaces such as shops but did not suggest any invisible facts or large
histories by doing so. She just pointed again to the fact that such spaces existed.

By the way, in the document archive of the first Assembridge NAGOYA in
2016, | wrote “It would have been good to have a perspective to dig the area
deeper [rather than just focusing on the history and landscape of the area], or
an unexpected viewpoint to approach the locality””. | suppose in 2016, | was
hoping for a leap from scooping up latent memories and depicting the features
of a place, to digging deeper and taking things to a whole new level. This irri-
tated view in 2016 seems to be somewhat different from the feeling in 2020, of
respect for the scarcity of things to be simply there, or a certain person to be
there with another person. Of course, | cannot deny that my own feelings might
have changed as the infectious disease spread around the world. But even tak-
ing this into account, it may seem as if my criteria for judging an exhibition had
changed. But, of course, this is not the case. | would like to make a diversion here
into the difference between therapy and care, in order to deepen my thoughts on
these two seemingly conflicting orientations.

I'd like to refer to Irunoha tsuraiyo kea to serapii ni tsuiteno oboegaki (It's
hard to be there: A memorandum on care and therapy) by Kaito Tohata. The
book is mainly about the author’s experiences as a clinical psychologist working
in a psychiatric daycare, but the description of care and therapy in this book
seems to be effective as a metaphor for organizing the way expressions should

be in a city. According to the book, therapy and care provided in daycare have
contrasting characteristics. Therapy confronts the wound, intervenes in it, and
changes the needs that originate from it. Care, on the other hand, responds to
the needs and tries to support the person without hurting them. Therapy, there-
fore, seeks to get to the root of the problem and improve the situation, even if this
involves suffering, whereas “in daycare, (care is more prevalent, and) a high value
is placed on “staying the same”. (...) In daycare, they spend a “day” in order to be
able to spend a “day”. Here, the means itself becomes the end™”.

| would like to carefully apply this definition of therapy and care to the rela-
tionship between people and people, and the relationship between people and
their surroundings™. When this is applied to the framework of the relationship
between a town and its art, we can say the following. There are expressions that
are keenly concerned with the challenges that the town faces and the problems
that it considers invisible, and that strongly insists on confronting these chal-
lenges even if they may reveal an “antagonistic” relationship. On the other hand,
there are expressions that do not dare to take up these issues and problems
but simply depicts the scenery of the town and the people who gather there in
a positive way. Was it not the latter expression that | received at Assembridge
NAGOYA 20207?

In the book, Tohata himself confesses that he initially misunderstood ther-
apy as being more important than care. In 2016, | might also have expected
a “therapy” type of expression that sharply depicts the issues of the town and
aims for a change, to be better than a “care” type of expression that takes the
town and its people as they are. However, there was no superiority or inferiority
between the two.

In contrast to therapy, which aims for improvement and growth, the afore-
mentioned book goes on to say that “there is a 'being’ that is only possible when
we affirm ‘just, being, here'. | think that is what lies at the heart of the work
of caring.”” It could be said that what was being attempted at Assembridge
NAGOYA 2020 was also an affirmation of “just, being, here”.

| was hoping somewhere in the back of my mind that Assembridge
NAGOYA 2016 would focus on the town'’s challenges and change the viewers'
impression of the town, and even the town itself. But the reality was that more
than the artworks transformed the town, the town itself had been transformed,
each for its own specific reasons and principles.

One of the main enchantments of Assembridge NAGOYA, a place where
people could gather and interact with each other, had to be reconsidered in the
context of countermeasures of the infectious disease since 2020.

In the midst of such inescapable demands for change, art can of course
change the town, but then, it also does not have to. A momentary encounter, and
a temporary coexistence - “just, being, here” in the town - has a meaning of its
own. And, it could be simply affirmed as is, and drawn as is. | feel that such a way
of expression was shown.

i— Fumiko Nakamura, “Beyond the Locality”, Assembridge NAGOYA 2016 Document Reviews,
pp-8-9

ii— Kaito Tohata, Irunoha tsuraiyo kea to serapii ni tuiteno oboegaki (It's hard to be here: A
memorandum on care and therapy), Igaku-Shoin, 2019, p.188

iii— | am trying to apply the explanation of care and therapy in Irunoha tsruraiyo (It's hard to be
here) in order to organize the two orientations of expression in the town, and | do not mention
here the relationship between expression or art and care or therapy.

iv— Tohata, p.318
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In the Town with a Port | Aiko Kurahara (Chief of Secretariat, Higashiyama Artists Placements Srevice)

| ' went up to the observation room of the NAGOYA PORT BUILDING and
looked at the surrounding seascape that opened up along with the artwork.
Linking the letters carved in the mirror of Futoshi Miyagi's work and the reflected
seascape, | imagined what lay beyond the view.

| clearly felt | had come to a “town with a port.”
The view of the sea, together with the feeling of intimacy as | walked from one
venue to the next, became a physical memory that | could recall later when |
think back to the works | had seen through the contemporary art exhibition
“PANORAMA GARDEN - Towards a Sub-Ecosystem -".

It could be possible that Miyagi's video work, Sounds, Metamorphoses,
exhibited at the Minatomachi POTLUCK BUILDING had guided this, with its
images of water and the sea and the Nagoya Port immersing in the screen.
Sounds, Metamorphoses, was a new work that nested within another Miyagi’s
work titled The Dreams that have Faded from 2016.

Narrated by a musician, a series of anecdotes from different times and
places, such as the Tenshd Embassy, an artist reminiscent of the artist himself,
Carlo Gesualdo, and Shusaku Endo, were connected by imaginary threads and
were superimposed along with their differences. Traveling, experiences in for-
eign lands, personal conflicts, thoughts of other places and people at a distance.
Ovid's Metamorphoses was also interwoven as a thread, showing that the phys-
ical journey was also a journey of spiritual transformation. Images of water, sea,
and rain, filled the screen and connected the narrative of the images shot in Italy
including Venice with its impressive tidal surge, Ferrara, Rome, Naples, and the
Nagoya Port.

The ambiguity of the sea was a boundary that both separated, and, con-
nected.

It also drew attention to the nature of the “port” as a place that receives
what is brought through the sea. The sea brings movement of people and things,
in and out, the diverse, the unknown, and the remembrance of another land.

The port is a point of connection for physical traffic, where diverse things
gather, stay for a time, and then disperse. Traffic in the spirit would also emerge
in such places too.

Artists resided and worked in a port town that had been open to the outside
world and has had a history of accepting the different. The conditions and prem-
ises for an artists’ residency made perfect sense.

Each of the works created for this exhibition respectively confronted the
idea of being created here, in this place.

Midori Mitamura’s installation Till We Meet Again — | Shall Create, So We
Can Meet, created in the Former Minato Dormitory of Nagoya Custom using the
Antarctic research vessel Fuji moored at the Port of Nagoya as its motif, shared
a common theme with her other video work Till We Meet Again (2013) that was
shown in the Minatomachi POTLUCK BUILDING. Encounters were connected
through creation. The act of production was superimposed on the process of the
voyage, and the themes and elements related to life (daily life onboard), move-
ment (motifs and topographical images related to the Fuji and Antarctica), and
reunion (Taro, Jiro), developed along with songs. The Studio Voyage Diary, writ-
ten during the production process, frankly conveyed the introspective process of
facing the work. The Borrowed Art Pieces Gallery project, which introduced the
artists involved during her residency, was also an ongoing demonstration of how
creation could lead to encounter and reunion.

Nodoka Maruyama and Yaya Ueda confronted the landscape and objects of
the city in their own ways, and their discoveries evolved into works of art.

In Maruyama’s Ambiguous landscape, the pale-colored sculptures traced
the landscape of her memory, superimposing and abstracting her own expe-
rience of the Nagoya Port area. In its abstraction, it also allowed the viewer to
superimpose their own memories.

Conceived from the Docking wall she discovered in the town, Ueda used
a collage-like technique to create an encounter between different elements.

The artist’s vivid creation, which crossed mediums from three-dimensional to
two-dimensional to animation, transformed the way we look at the town.

Looking at the area itself, the “Minatomachi Vacant-houses Project” exhi-
bition presented a “Renovation Ecosystem Map” of the five years that Assem-
bridge NAGOYA had been involved with vacant houses in the Nagoya Port Area
and had turned them into spaces to exhibit and create. The spread of the project
showed how the festival had been steadily building up relationships with the
people involved in vacant houses of the area. On one hand, there were positive
interventions, while on the other hand, there were irresistible changes. Just as
how its vegetation naturally changed, the landscape of the area also changed
little by little. But at the same time, the memory of the land became accumulated
while the activities continued. The town we see now is sometimes accompanied
by its lost landscapes, and memories of the things that had been created here
(such as the radiant 26 Grandmothers Lunch in the port town by Tatsumi Ori-
moto), which sometimes lead to creations anew. In this context, the reincarnated
NUCO became a new stage for artworks, a place where workshops and events
would be held, and where people would come and go. Like a harbor within a port,
NUCO became a nexus of the Nagoya Port area, and even if you visited there to
see the exhibition, you could get a glimpse of the accumulation of everyday time
that would not be limited to the festival.

The exhibition stated that it wanted to start by returning back to the initial
origin of the Nagoya Port area as “a place to make/create”.

In the year 2020, when the new coronavirus infection had swept the world,
we thought more than ever about issues of distance and movement/immobility.
In this context, the area’s inherent character as a “port town” had a lot of evoca-
tive power. The town must have looked differently, depending on how the viewer
had been related to the area. Nevertheless, as a visitor, | was struck by the fresh-
ness of its character as a “town with a port”, which was probably its first origin.

To be a port open to the outside world, where artists temporarily stay and

create. In the long term, what is created is opened up to communication beyond
time and place, and is connected to another encounter. (For example, as in
Miyagi's work, where the music of Gesualdo composed in the 16th century was
played on guitar by a contemporary musician. Or, as in Mitamura’s work, where
she simply stated “I Shall Create, So We Can Meet")

What was expressed in the project’s aim, using the word “sub-ecosystem”,
was a trust in the changes produced by creation. The “small order” created by
the involvement of artists through their “grafting” and “small maintenance” is
probably not a static state without disturbance, but instead, a situation where
its balance is renewed and discovered each time. The town, or the way we see
it, accumulates its memories, and its creation and changes gradually spread out
without boundaries.

The port is open to the things yet to be seen, and after five years, | look
forward to what the future will bring.
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The Fixed-Point Observation of “Panorama Garden” | Aya Yamagishi (Architect / Director, CYCLE ARCHITECTS)

As soon as | took off my shoes and walked up to the first floor of the Former
Minato Dormitory of Nagoya Custom, my eyes became agitated. What, on earth,
is this scene?

The tables and chairs of Nodoka Maruyama's Ambiguous landscape (Chi-
nese Restaurant) were three-dimensional, full-size, but they had an intensity that
made the space seem abstracted and still, like a painting. And, were in tranquil-
ity. In architecture, we sometimes make 1/1 scale drawings or mock-ups, but this
was a completely opposite vector to those. The instantly recognizable colors
of the red of the Chinese restaurant and the green of the mahjong table were
bleached pink and emerald green and seemingly gentle, but they made you feel
strangely more aware of the real, making the distinct colors of the block wall
and the neighboring apartment outside the window more stand out, along with
the fact that they moved. The hall on the first floor, which was too cramped to
be a restaurant seating area, and the small room on the second floor, which was
full of mahjong tables, were completely incorporated into the non-existent, even
though they were not the same size and the walls and floor had hardly been
modified, which meant they were not allowed to mimic the place indicated by its
title.

As someone who works in architectural design and has somehow managed
to transform spaces by renovating floors, walls, and ceilings, | found it hard to
believe that, without touching them, Maruyama could create with her hands a
space that shook the world in front of me by only placing furniture (although of
course, furniture is a major element).

This space is like this! | sighed, and then suddenly realized that what | knew
as “this space” were the intense exhibitions created by Masaya Chiba, Yasuko
Toyoshima, and Nobuya Hoki, which | had seen so far, which overlapped my own
body like layers. Of course, there are times when | am reminded of works | had
seen in museums. But in the first place, museums are basically neutral vessels
dedicated to exhibitions, and a place where the works are changed in each exhi-
bition. When places other than museums are used for art festivals, for example,
the Aichi Triennale, the same places in its cities/towns are rarely used in succes-

sion. In the case of the vacant houses of the Echigo-Tsumari Art Triennale and
the Setouchi Triennale, many of the artworks were left as they were when the
same venus are used in succession, not making much change in the space.

Therefore, it was a rare thing for me, at least, to be able to experience “every
year” and “in completely different ways" the transformation of this space by art-
ists in Assembridge NAGOYA. Moreover, this was because the old dormitory
was never renovated to be “more likely it" nor “easier to use”, but rather had been
left in its original assertive style (which is also a bit of a shock to my profes-
sion.) There may be some conditions for restoration, but if you don't “subtract”
from the existing, you “add” (for example, sometimes forcibly inserting exhibi-
tion walls), and each time an exhibition was held, the works and the space were
tightly knit together.

Looking at the other venues, there was the Minatomachi POTLUCK BUILD-
ING, which was somewhat like a white cube although each floor has its own
characteristics; NUCO, the place created by L PACK. and has continued being
“a hub for the social circle”; Super Gallery, which had taken over the character-
istics of the window from Bot&o Gallery; and Naito Garage, which was directly
connected to the town, and all these places were well-balanced and scattered
around with each different spatial quality and relationship with the town. | spe-
cifically admired the architect Takashi Yonezawa in the “Minatomachi Vacant-
houses Project”, and the exhibition committee, for their perseverance in creating
and nurturing a variety of spaces. They carefully and diligently identified what
was necessary, and even if it was troublesome, they sometimes changed the
usage of buildings or reinforced them against earthquakes (while even experi-
encing demolition of places that had been painstakingly renovated).

One more thing we cannot forget is the observation room of the NAGOYA
PORT BUILDING, which was always one of the venues of the festival. When |
walk through the town towards this place, and after | go up to the observation
room, | trace my path and memories of last year and the year before. | look first
at the windows of the observation room on the seaside, where there is no work,
and then at the windows on the town side, looking out over the port city in honor

of its title “Panorama Garden”, which had been consistent for the last five years,
and imagining the people under the roofs of the places | had just passed, even
if I cannot identify the individual roofs. When | finally reach the works and look
at them, a family follows me and peeps in, wondering what they are... | repeat
the same gesture as if it were an annual ritual. However, the telescope through
which | looked at the “conversation” described by Nobutaka Aozaki in 2019
was no longer available this year. Yes, because it was held during the corona-
virus pandemic. This place, which seemed to be the most unchanged, did also
change.

In 2020, while many exhibitions and art festivals were postponed, canceled,
or temporarily closed, | saw several attempts where video footages of exhibi-
tion sites were released. If it is a place | had been to before, | can imagine the
exhibition to some extent, but if it is an unknown place, it is a bit confusing. On
the other hand, if | can actually go to the place after seeing the video, | may feel
strange that the place actually exists, or, that | strangely know the place very well
even though it is my first time. | also heard of remote installation of artworks for
artists who cannot come to the site, sharing the space through video. Of course,
it depends on the work, but when the space is unknown to the artist, | felt a
sense of strangeness and frustration that only the audience could actually expe-
rience the space created by a video. It was a year of thinking and experiencing
the meaning of real space and the relationship between space and image.

In this Assembridge NAGOYA, the SOUND BRIDGE program “Video pro-
ject to meet again at the port town” seemed to interweave many layers of this
kind of back and forth between image and real space. All of them were collab-
orations between artists who have performed at SOUND BRIDGE in the past,
and were reunited “with” the Nagoya Port area. The fact that this was not a
live performance allowed the artists to explore what they could do with “video”,
without the limitations of an audience-friendly venue, which was something they
could pursue because they already knew very well about the town. | was able to
see program 3, where Gofish (Terai Shota) made a theme song for a restaurant

i—— Minatomachi Art Table, Nagoya [MAT, Nagoya] is an art program based in the Nagoya Port
area, organized by Joint Committee of Port Town. In the MAT, Nagoya Studio Project, artists
and designers use studios in the Nagoya Port area as a base from which to create and exhibit
their work

in the Nagoya Port area and played it while eating, and wandered around the
town with Lang Lee Lan in his smartphone and as they performed together.
Even though they were spatially separated at the moment, we could listen to
their songs, which were “reunited” through image and sounds, right next to the
place they appeared, with our bodies in a corner of the Nagoya Port area. My
stomach growled as | thought, “I saw a Chinese restaurant on that street before,
| want to eat ramen after seeing this”.

And, Tatsumi Orimoto’s 26 Grandmothers Lunch in the port town. This was
also a delicious image, despite it made me sad to think that we could be together
like this a year ago. However, the contemporary art exhibition, by continuing this
kind of involvement from before the coronavirus, and by being rather thorough in
its method of inviting artists to reside and create in the Nagoya Port area (rather
than exhibiting works transported from somewhere else), had vividly actualized
a real space with a density that was unfazed even in the year 2020. This kind of
artist involvement was made possible only because of the accumulation of five
years of gradually renovating vacant houses, linking with the studio project by
MAT, Nagoya®, and above all, the continued engagement and understandings
of the people of the town.

| have titled this essay “The Fixed-Point Observation”, but | know that it is
not appropriate for me to say this, as | only come to this town a couple of times
a year. Nevertheless, Assembridge NAGOYA has been planting perennials, little
by little, in the “garden” called the Nagoya Port area, and has continued to do so
even under these circumstances. It has led me to learn how to walk the garden’s
footpaths, which move along with its vegetation while | walk on it and smooth
it, and the experience has accumulated in my body as | look at the garden again
each time.

Finally, | have to confess that | had assumed that the festival would continue
every year, and was shocked to learn that this year was the last of a five-year
program (although, when | read back, | do see it in various places). | truly hope it
continues! Until the time when | can say with pride that | am observing from a
fixed-point of view.
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Assembrige, an Assemblage in the Nagoya Port Area

Tomoki Yamauchi (Aesthetician, Gardener / Associate professor of Kyoto University of Education)

Assembridge NAGOYA 2020, which took place in the surroundings of
Tsukiji-guchi, Nagoya Port. The title of the contemporary art exhibition of this
festival, which counted its fifth edition this year, was EXHIBITION “PANORAMA
GARDEN - Towards a Sub-Ecosystem -".

Sub-ecosystem—. This word may have puzzled some people. What is a
“Sub-ecosystem”?

The term first appeared in 2015, and was raised again in 2018 in my con-
tribution to the critical journal Arguments #3 (edited by So Kurosaki and Hifumi
Nakayama), “Why there are pansies, instead of nothing—a sectional view of
restoration in Namie”, and this was the first time that the issue gained focus.

To summarise, a sub-ecosystem is an ecosystem in a subsidiary state.
In other words, a sub-ecosystem is simply a subsidiary ecosystem, just as a
sub-tropical system is a subsidiary state of a tropical system.

In Arguments #3, this concept was applied, for example, to a collection of
weeds in an abandoned field, scraps, and pansies in a plastic planter by a fence.
In other words, the sub-ecosystem referred to an anthropogenic unconnected
assemblage?. Its constituent parts or wholes were mutually unconnected and
disconnected from the kind of totality of “system” or “chain” associated with the
word ecosystem. An ecosystem that is less than an ecosystem, or an ecosystem
that is unworth an ecosystem—.

Assembridge NAGOYA, which has reclaimed a number of vacant houses
scattered around the Nagoya Port area and turned them into exhibition spaces
and cafes, is very modest compared to the large-budget art festivals that have
sprung up all over the country. The festival does not involve the construction of
a buzzing box, nor does it bring in a number of international artists, nor does it
change the landscape of the town during its run.

The staff, the artists, the artworks, and the exhibition spaces, even includ-
ing the Minatomachi POTLUCK BUILDING, which is the center of information,
seemed to inhabit in the landscape of the town as if they have blended into the

town, living side by side with the inhabitants of the shopping street.

After getting off at the Tsukiji-guchi station, picking up a pamphlet, and
seeing the exhibition at the Minatomachi POTLUCK BUILDING, we turn onto a
small street just east of the Egawa Route, the roadway that runs above the Meiko
underground line. A number of shops are lined along the street. The exhibition
space is discreetly scattered among them, and the shops and exhibition spaces
are equally visible. As in most suburbs, of course, there are empty houses and an
aging population. However, as it was the day before the last day of the festival
that | visited, the street, where several events were being held sporadically, was
indeed slightly heated, and local people, including the elderly, were out in the
street, creating a bit of a buzz.

| am not deeply committed to this event so | do not know in detail, but
| imagine that this calm vibrancy is the result of the steady activities of Joint
Committee of Port Town, which had already been active for 14 years since 2006,
and of a number of citizens' groups that existed before that.

Emerged as a new form of urban development, the festival had now redis-
covered a number of citizens” movements that have continued tirelessly — the
struggle for childcare, which Yui Usui explored in her 2019 work, comes to mind
—, and has become more than a temporary event. Perhaps it is in the process
of becoming more than just a temporary event, and a sustained movement that
is part of, but different from them.

After passing through several venues, heading south through the feverish
shopping street, and back down to the Egawa Route, it is surprisingly easy to
find yourself at the Nagoya Port Garden Pier.

You intuite that you may have come to a different world when the landscape
changes as you cross the once reclaimed canal, which becomes confirmed,
when you pass by the guards and barricades that stand like boundary gatekeep-
ers beyond. This pier is home to the famous Port of Nagoya Public Aquarium, the
NAGOYA PORT BUILDING, the Antarctic research vessel Fuji, and many other
facilities built in the redevelopment of the port.

Itis a place where people from in and out of Aichi Prefecture come to spend
the weekend, to play, to watch, to eat, and to leave. It seems to be a closed sys-
tem in which everything is completed inside. The people who visit this closed
circuit are like myself, who visit the town for just one day and follow the route
quickly, looking at some pamphlet. The only difference is that | have crossed the
town from Tsukiji-guchi, through the shopping street, into this alien territory.

By the way, it doesn't really matter, but this was the fourth time | visited this
area. It could be a relatively large number for someone from outside Aichi Prefec-
ture. The first time was when | visited for the aquarium, the second time for Assem-
bridge NAGOYA 2019, and the third time on the way back home from the Toyota
Municipal Museum of Art. And now, here | was, at Assembridge NAGOYA 2020.

Although my only desire was to see the orcas when | first came here, like
many other tourists, | ended up wandering around the Nagoya Port Garden Pier
Park, a kind of a theme park. Depending on the time of day, we can come directly
to the car park of the Garden Pier, or the Nagoya Port Station, enter the aquar-
ium, stop by the Antarctic research vessel Fuji, the Nagoya Maritime Museum
and Observation Room in the NAGOYA PORT BUILDING, or have a meal at
JETTY, and then return to the car park or Nagoya Port Station for the journey
home. For those of us who came here for the pier, the outside looks like a com-
pletely different space.

It was on my second visit to Assembridge NAGOYA 2019 that | became a
little more familiar with the area and decided to stop here on my way back from
the Toyota Municipal Museum of Art. Ignorant of the area outside of the pier,
| walked through unfamiliar alleys, bought food in shops, looked at the town-
scape, looked at a map, and ended up at the Garden Pier, then back in the shop-
ping street for a coffee and a chat with the people there at NUCO, created by
L PACK. The accumulation of these fragments of familiarity and memory — |
am reminded of the work by Nobutaka Aozaki in 2019 and the Minatomachi
Vacant-houses Project Archive 2016-2020 in 2020 — has gradually, but surely,
changed this town into something more familiar.

If | had only remembered the orcas, | would not have stopped by that
evening. And even if | had been inhaled into the huge car park of the Garden
Pier for convenience, the path that was drawn by Assembridge NAGOYA had
brought together people who never interacted before, and neighborhoods that
had been separated by invisible borders, to be unconnectedly and accidentally
— like Futoshi Miyagi's Sounds, Metamorphoses, and like the countless objects
assembled and installed in the Former Minato Dormitory of Nagoya Custom in
2019 and 2020 — assemblaged.

On my fourth visit to the area, | once again walked across borders, from here
to there, from there to here. Assembridge NAGOYA may have invented a route
for visitors from the outside to come and go, even if only temporarily, between
these different spaces. However, a route must also be invented to allow weekend
visitors, who remain trapped in a closed system, to escape from that system.
On my way back towards the Minatomachi POTLUCK BUILDING, | saw a flower
bed beside the pavement, planted with pansies and other plants. There were
strange dolls made out of flowerpots, seven dwarfs and ducks, placed in a mis-
cellaneous arrangement. An assemblage, or, an assembridge.

i— In Japan, the word “assemblage” entered from both French and English linguistics,
both in different fields. Strangely enough, the word is pronounced differently in Japan, to
distinguish between the two fields and their meanings. The former term circulates mainly in
the context of art history as “asabla:3", a transcription from the French lexicon referring to the
technique of assembling various objects. The latter circulates in the ecological context as a
phonetic transcription of the English word “asémblid3” (itself of French origin), used in contrast
to “community” to denote an aggregation that does not presuppose interaction between
elements. The term “sub-ecosystem” takes into account the characteristics of both —
aesthetic and ecological —, and therefore, the word “assemblage” is always a double-meaning
in the original text. Furthermore, in Japanese, the coined word “assembridge” has the same
sound as “assemblage”, making the above double-meaning involved in the title of this festival
through its sound, and allowing it to even obtain a triple-meaning depending on its context.
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Video Project to Meet Again at the Port Town (= P.58)

Distance Creates Stories and Stories Bridge the Distance
Takehiro Sakai (Filmmaker / Associate Professor, Nagoya University of the Arts Department of Art)

In the autumn of 2016, | was shooting a film in the Nagoya Port area. | was
making the film Port to the Right, Peace to the Left as part of Joint Committee of
Port Town's open call for proposals with the help of many people. It was during
Assembridge NAGOYA 2016. The whole town was filled with a rich sound of
excitement. | had always been close to film as a means of expression because |
enjoy coming together to express and to watch together. Assembridge NAGOYA
gives me the same experience every time.

Thus, needless to say, the outbreak of the new coronavirus had been so
painful for me. We have to avoid getting together and getting closer. However,
visiting the port area for Assembridge NAGOYA 2020 changed my feelings pos-
itively. It was full of ingenious ways to explore new ways of expressing distance
itself while being aware of social distance. In particular, | would like to talk about
the three programs from “Video Project to Meet Again at the Port Town” by the
SOUND BRIDGE division.

The first was a collaborative film by Manami Kakudo and Makoto Oshiro.
Kakudo's voice and tones, like drops of water spilling over the city landscape,
were scooped up by Oshiro using field recordings. The closer you get to the
microphone, the louder the sound, and the further away it gets, the quieter
it gets. If you close your eyes and “listen”, you can “see” a different story. The
three-dimensional arrangement of the sounds traced the physical distances
of the real world, while at the same time it could subtly betray the distance
between the camera and the subject. Rather than letting the image follow the
sound, the individual sounds were set free within the image. It also resembled
how the two artists freely moved around the Nagoya Port area and encountered
the sounds of the town and enjoyed the session.

Next was a live improvisation performance by Shun Ishiwaka, Nobuyoshi
Asai, and Ryofu Karuma. On a floating pier in the Nagoya Port, surrounded by
the sea, the three performers brought their own stories to the stage, which
seemed to be isolated narratives that passed each other but did not intersect.
However, this was also an expression of their refusal to lose their individuality,

without relying on easy sympathy or familiarity. Keeping a careful distance from
each other, Asai translated Ishiwaka's sounds into physical movements, and
Ryofu derived his lyric from Asai’'s movements. The miraculous cycle sometimes
emerged like a cypher of artists from different fields. Ishiwaka solemnly showed
the vicissitudes of his life, Asai seemed to crawl up from the bottom of the sea,
and Ryofu appeared from a crouched, backward position. The final scene on the
pier at zero (i.e., cypher) sea level, where the audience was suggested that they
would “be able to live again tomorrow,” was also highly suggestive.

Then, Gofish (Shota Terai), Lang Lee, and Hyeji Lee gave an outstanding live
performance. Terai traced his footsteps and memories in the Nagoya Port area,
closing all the distances to bring the whole project together. Here and there,
past and present, people and town, expression and life. Space, time, and psy-
chological distance were held together by the music, connecting, consolidating,
and reuniting them. The whole time | was watching it, | was reminded of a film
| once made in the Nagoya Port area. In that film, the protagonist hesitates in
the city and finally arrives at the roof of the Minatomachi POTLUCK BUILDING.
There he says: “Hey, can | come back?” Did they meet again in the Nagoya Port
area after that? We don't know. But after meeting three films at Assembridge
NAGOYA that made use of distance in their expression, | am still thinking. “Hey,
can | make a film here again?” Distance creates stories, and stories bridge the
distance. It is probably the distance that makes us talk.
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SOUND BRIDGE Review | s#=#¢eE—4&NUCO (= P.64). 3#F#. The Lonely Surfer (= P.66)
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Kensuke Ide, Maugham and NUCO (=> P.64), Kensuke Ide The Lonely Surfer (=> P.66)

The Blue Planet Seen from the Port | Futoshi Miyagi (Artist)

In my video work, Sounds, Metamorphoses released in 2020, Kensuke Ide
agreed to play the role of a musician and | filmed him in various places in the
Nagoya Port area including NUCO - the cafe that L PACK. created and now
functions as a social hub -, in the townscape, and along the waterfront. As Ide
was planning to release his new album in spring, we were also speaking with
the organizers of Assembridge NAGOYA about the possibility of having a live
performance during the festival. However, due to the declaration of the State of
Emergency and other uncertain circumstances, we thought it would be difficult
to hold a live performance even if Assembridge NAGOYA itself could be held.
But it did happen: twice, over two days, in two completely different settings.

The first day was a morning live at NUCO as “Kensuke Ide, Maugham and
NUCO". Maugham was the name | use when | serve my homemade baked
goods, derived from the English novelist William Somerset Maugham. The icing
of the sweets shining in the morning light coming into the NUCO kitchen, and
the small sound of the forks cutting the sweets and hitting the plates in the audi-
ence between the songs were impressive, and | was delighted to see the sweets
forming a part of the event. It seemed to be Ide's first live performance since the
release of his album, and the songs from the album with the glam rock taste and
the hustle and bustle were played with a fresh acoustic arrangement. Poltergeist
was played with a completely different arrangement from the album, and the
intimate interpretation highlighted the sadness of the lyrics that said, “Why can't
we touch?” In the cover of the Carpenters’ Yesterday Once More, which he wrote
the lyrics himself, there was a little laughter at the beginning of the second verse
where it said, “9000 yen is cheap for a shrink-wrapped, near mint condition US
original”, while we were moved by the earnestness of “me” who continued to
search for the magic that music could bring. The void that lied between me and
my distant days of youth overlapped with the void that had arisen since spring,
and through the music, | was reminded of the tremendousness of it.

The next day was a live performance entitled “The Lonely Surfer”, where
we watched from the shore as Ide sang on a small boat on the sea. | was very

attracted to the images of the sea and the waterfront in his lyrics, and this con-
cert was a perfect match between his world view and the scenery. The boat
sailed closest to or alongside the shore, with Ide singing on the bow. In the sec-
ond half of the show, he faced Shota Terai (Gofish), who was playing the guitar
on the shore, and they played their guitars together like an echo. The distance
between the audience and Terai, and Ide, was only a few meters, but the sea was
still the sea, and there was a disconnect that could not be crossed. The lyrics
sung on a boat just there which went “My lighthouse doesn't shine anymore /
And | can't light the way home for you” (Boku no todai [lighthouse keeper]) ech-
oed in the harbor with loneliness.

But at the end of the song, the boat stopped at the pier and Ide stepped
out onto the shore. Then, together with Terai, he sang a cover of David Bowie's
Space Oddity. It was a song about a ship. At last, we went beyond the sea and
the shore, and went out into space. Again, the lyrics were different from the orig-
inal, and the main part of the show ended as he sang, "l want to wave my hand
to you, but there is just a blue planet”. The lyrics seemed to express the distance
between myself and the world that had widened in the previous months, and
although | have never been to space, | could picture a ship drifting in the dark-
ness. The silence of the universe and the blue of the distant earth, and the music
that sang of it, seemed to erase for a moment the anxiety that had lodged in my
heart.
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Minatomachi Block Party meets Potluck Bazar (=> P.68)

My New Local Festival | Kota Abe (Designer)

I'd like to start with a personal story. | grew up in a so-called new town
where there were no festivals. The only way to participate in festivals was to
buy yakisoba from a stall and watch the mikoshi (portable shrine) from a nearby
town.

The summer before last | was lucky enough to be part of MAT, Nagoya's
Studio Project?, and spent two months in the Nagoya Port area. During that time
| met a lot of local people and people who have been involved in this town, in
order to make artwork from interviews. So for me, the Minatomachi Block Party
is more of a reunion. This year, as soon as | stepped out of the underground exit,
| made eye contact with one of the MCs from the Meiko Cypher. He replied to
my anxious greeting and went, “Oh, it's been a while! It's been a year!” And then
| went to NUCO, where there was a member who | knew manning the shop and
said, “It's nice to have something like this. It's good to see people you haven't
seen for a long time. By the way, do you have any recent hip-hop recommenda-
tions?” | had a coffee, went outside, said hello to the staff who were busy running
around, found a senior designer who is involved in the planning of this party and
patted him on the shoulder. While | was looking at the flowers in the market, the
area in front of the Tsukiji Public Market became a bit noisy and a big circle of
people started to dance. An old lady | know, dressed nicely in a kimono, spotted
me and asked “How come you're not dancing while you're here?” and pulled
me into the circle of dancers, as | managed to pull the choreography out of my
memory and danced along. The people | have met in various situations during
the Studio Project have gathered together like an all-star group in the Nagoya
Port area. And | was able to be there. It truly made me feel that | had come to the
port.

The Minatomachi Block Party seems to be the moment when the doors of
the Nagoya Port area community are opened to the maximum. The program is
diverse and defies categorization. What is most interesting is the loose cross-
over between the programs. After Cypher delivered their words to the elderly
people sitting in the front row, the rapper who was on stage earlier joined in

i— Minatomachi Art Table, Nagoya [MAT, Nagoya] is an art program
based in the Nagoya Port area, organized by Joint Committee of Port
Town. In the MAT, Nagoya Studio Project, artists and designers use
studios in the Nagoya Port area as a base to create and present their
work.

the bon dance danced by the elderly people. Behind the drag queens, smiling
and waving at the children who stare in amazement, a DJ plays a lively track. A
young man, who had been standing there watching, couldn't resist jumping out
and starting a loose dance battle between him and the drag queens. Because of
this, the party doesn't feel like a gathering of people with common interests, nor
does it feel narrow in terms of age. The uniqueness of the party is nurtured not
by the program itself, but rather by the people who gather there. That's why | can
feel that | am a part of this festival and this community, even though | am not a
performer of the program or anything.

In this way, the Minatomachi Block Party seems to be a wedge for me to
continue to be involved in this town. Of course, the other programs of Assem-
bridge NAGOYA, the other events organized by Joint Committee of Port Town
and MAT, Nagoya would also provide opportunities for me to engage with the
town. But the Minatomachi Block Party is the only event that has this kind of all-
star lineup (for me, that is). A day full of art, music, town, and people. A day where
you can meet this person and that person. This is a new local festival for me, as
| have never had my own festival. | don‘t know what will happen to Assenbridge
NAGOYA in the future, but | hope that next year, and the year after that, this kind
of day will continue to exist in the Nagoya Port area in some way.
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Music Program Director

What Lies Beyond the Concert | Ayako Iwata (Celiist)

The music played by musicians fly out of the concert hall and can be casu-
ally heard in town free of charge or at low prices.
Is this rare or unusual?

Nowadays, even concert halls organize casual concerts at low prices such
as one coin concerts, and there are quite a few lobby concerts held in cultural,
educational, and commercial facilities in cities. Technological advances have
made it possible to enjoy music from distant continents in real-time, and the
new coronavirus infection has accelerated this process. How many people are
considering music as a necessity, and are actively enjoying the benefits?

| wonder how many people had taken their next step of going to a concert
or buying a CD because they liked the performer or the music they heard since
we launched Assembridge NAGOYA in 2016.

Increasing one’s interest or involvement in things stimulates vitality, and
the coronavirus pandemic may have made many people requesting their quality
of life. At Assembridge NAGOYA, we have been trying to encourage people to
be actively involved in music. We have held concerts in local restaurants and
community spaces, and in places that are familiar to local people. Through out-
reach to day services and kindergartens, we have been able to bring the festival
to people who would otherwise not be able to visit the venue directly, and have
shared a sense of unity.

On the other hand, in some cases, the creation of a lively atmosphere by the
festival may have given the impression that people from other places were step-
ping into their town, and some people may have felt alienated because they did
not understand what was happening in their town. The “Residency Ensemble
Project” has brought four groups of 17 musicians to the town over three consec-
utive years, starting in 2018. The scenes of musicians carrying their instruments
and the sound of their rehearsals blended in with the landscape of the town, and
the people of the area were kind enough to welcome the musicians in their tem-
porary accommodation. We also planned an active approach to music, including
the Minato Strings project, in which beginners of instruments were encouraged

to try their playing in performances, and a workshop on composition and perfor-
mance for the next generation of children.

After arriving in an unknown town for the first time with the Residency
Ensemble and Minato Strings, they come to know the town by drawing a new
map within themselves through walking down the same street many times,
meeting more people, feeling the wind, and being more attached to the town
as the days of their stay increase. Usually, when they work on a new musical
performance, they face the music and their companies, read the score, and work
on transforming the sound into music. These two tasks are somewhat similar.

In the future, when they perform or listen to the songs they have performed
here again, they may link the songs with the scenery, the scent, and even the
humidity of the town, and naturally remember them. It could be said that the
shadow of the town that resides in them through their music has added color to
their lives.

Music has no words. But sometimes it is more eloquent than words. The
same music can mean different things to different people. We all have an equal
right to enjoy its benefits.

In the year 2020, when the world was struck by the threat of a virus, art was
also struck by the word “unessential”. On the 250th anniversary of Beethoven’s
birth, the indefatigable musician’s timeless message to “receive joy through sor-
row” seems to speak to us. We hope that the words without words - "“music”- will
continue to reach those who need it.
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Art Program Directer

Just the Right Balance to Be Here
Hiroyuki Hattori (Curator / Associate Professor, Akita University of Art)

The contemporary art exhibition “Panorama Garden” continued for five
years under the same title. Although its format, structure, scale, issues, and
concerns changed with the social situation and the surrounding environment,
the question of whether art could be part of a local ecosystem, alongside the
activities of people's lives, was consistently explored.

When we first conceived the project, we sympathized with Gilles Clément's
attitude of “To do as much as possible with, as little as possible against”?, and
constructed the exhibition by looking at the Nagoya Port area as a garden in
motion. Following Clément’s emphasis on rethinking the boundaries between
people and nature™, this exhibition was an effort to continue questioning the
boundaries between people and the town.

For the 2020 exhibition, we drew on the notion of “sub-ecosystem” pro-
posed by Tomoki Yamauchi, who researches on Clément as an aesthetics
researcher and also is a gardener.

Although we tend to easily set boundaries between people and things,
local and global, local people and people outside the local area, art experts and
non-experts, Yamauchi warned us of its danger through the concept of sub-eco-
system. Yamauchi’s point that “divisions such as indigenous and non-indigenous
cease to be essential”™ suggests the inherent creole and hybrid nature of eco-
systems. It is a thought that can be applied to the structure of a town, which is a
mixture of many different elements.

Over the past five years, the activities of Assembridge NAGOYA have
become firmly established as part of “multiple sub-ecosystems, sometimes
related, sometimes unrelated”™ rather than as an alien species that had sud-
denly appeared.

Here | would like to look back at this year's exhibition. At the Minatomachi
POTLUCK BUILDING, Yaya Ueda stayed for two months and presented a series
of works inspired by a situation she called a “docking landscape”, in which brick
and block walls collided, while Futoshi Miyagi used NUCO and this neighbor-
hood as a stage for a video work that connected various times and places. Both

i ——Gilles Clément, translated by Tomoki Yamauchi, The Garden in
Movement, Misuzu Shobo, Ltd. 2015

Tomoki Yamauchi “Can a New Garden be Created Without a
Human—Gardens by Gilles Clément and His Concepts—", Between/
Becoming no.2, Society of In-between Philosophy, 2012

iii,iv— Tomoki Yamauchi, “Wearing an Image —A Sub-ecosystem formed
by Collages of Plants”, vanitas no.004, Adachi Press, 2015

artists presented works that were deeply connected to the Nagoya Port area, but
did not close off and connect to the world outside.

Walking around the town, | came across the video archive of a lunch meet-
ing in the Nagoya Port area by Tatsumi Orimoto.

At NUCO, there were neighbors who came every day, or those participating
in artists in residence, or those who specifically came for an event. While each of
them freely spent their time, they sometimes mixed with each other.

The Former Minato Dormitory of Nagoya Custom was a place for artists to
experiment and create new things, and a place for visitors to be surprised with
fresh amazement. Younger artists enjoyed venturous expressions, with Ueda’s
further freer and experimental work than that of the Minatomachi POTLUCK
BUILDING, and Nodoka Maruyama'’s spectacular installations of great precision
and attention to detail. The experienced artist, Midori Mitamura kept staying
and working in the Former Minato Dormitory of Nagoya Custom throughout the
exhibition, engaging in dialogue with visitors. Mitamura also created a Borrowed
Art Pieces Gallery, a space for artists to present their work based on mutual
trust, gently dislocating the public festival and creating a small liberated zone in
the venue.

At the Super Gallery, the reclamation and conversion of vacant houses
through Assembridge NAGOYA was introduced, showing the evolution of archi-
tectural intervention into the town's ecosystem.

Writing in this way, it is easy to see how different works and activities were
unobtrusively layered on top of each other in multiple locations. They sometimes
intertwined, but never overly related. Perhaps this was the right balance. Five
years ago, we were determined to make this an ongoing activity, and not a one-
time spark of firework. And now, as a sub-ecosystem, we would like to believe
that we are able to naturally be here as a matter of course.
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Art Program Directer

What Lies Beyond the “Distance” | Shinya Aota (Artist

In the wake of the new coronavirus infection, we have been hearing the term
“social distance” for about a year now, and it is amazing how much our sense
of distance can change in less than a year. On the train, in the street, in public
places, we unconsciously brace ourselves and try to keep as much distance as
possible from others.

In thinking about Assembridge NAGOYA 2020 too, it was inevitable to
question the “distance”. This was not only the physical distance that was nec-
essary to carry out the project, but also the conceptual distance in each artist’s
work. Things that transcended time and place in Yaya Ueda and Futoshi Miyagi's
works, farewells to familiar people and memories in Tatsumi Orimoto, Nodoka
Maruyama, and Midori Mitamura’'s works, the borders that couldn't be traversed
in Terai Shota, Lang Lee, and Hyeji Lee’s projects, the performance from the sea
and viewing from the shore in Kensuke Ide’s performance, and the moments
when physical contact with others was restricted at the Minatomachi Block
Party. In many of the works and projects this time, the importance of “distance”
became prominent and deeply connected to the essence of each.

When we once again rethink “distance”, we realize that it is not only a one-
way perspective nor a mere separation, but that there is always an object beyond
it. It is also possible to think about the “distance” that does not separate some-
thing from something else but connects it, and the “distance” that newly creates
a relationship.

Since Assembridge NAGOYA started in 2016, the Art Division has pre-
sented a variety of artists in the form of exhibitions under the name “Panorama
Garden”, and their works and projects have spread throughout the town. And
SOUNDBRIDGE, which launched as a division in 2017, had organized artists’
performances and projects within the town. In the last few years, both the Art
Division and SOUNDBRIDGE have created a loose connection across disci-
plines, but with an emphasis on the “here and now" of each artist, work, and pro-
ject. Though expressed in different ways, the artists and their works have used

the town as a starting point, and have also reflected the diversity of existence
that lies beyond it. Looking at people’s daily lives, reacting to the environment
and landscape, connecting to the town, thinking about things from different
places and times, and questioning the relationship with the familiar. In each of
these perspectives, there was something that existed beyond them. And in each
act, which at first glance may seem to have no object to confront, there was an
existence that confronted art and the self through the act of making. Although
the festival was held in the Nagoya Port area, many different views could be seen
from this place.

In this context, the relationship between the town and the arts might have
sometimes connected, sometimes separated, and were probably not intertwined
all the time. They did not make a clear distinction between their positions, nor
did they force themselves to appear bigger than what they were. They have been
here to share time and place, blur the boundaries, and continue each individ-
ual activity. However, when different things create a gentle flow and overlap, a
new landscape and time are created, which can sometimes be perceived as a
big movement, as is the case with the activities of UCO and NUCO, which had
continued its operation with its members and L PACK. for five years. UCO and
NUCO were not big monuments, but were the hub for the social circle, with the
aim of becoming a part of the town through continuous caring and watering.
This behavior was the very act of observing the town from a fixed point of view
through Assembridge NAGOYA.

What will be born from this place in the future, and what will be connected
to? “Distance” plays an important role in the free activities that can take place
in this place. This is not limited to the relationship between the town and the
arts. Even if we are far away from something, or even if we don't intersect with
anything, something can be born because of the “distance”. That is what | think.
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Art Program Directer

How to Accept All the Various Changes

i— Gilles Clément, translated by Tomoki Yamauchi, The Garden in
Movement, Misuzu Shobo, Ltd. 2015

Yuri Yoshida (Art Coordinator / Associate Professor, Nagoya University of the Arts)

Since the launch of the festival in 2016, six editions had been organised,
including its pre-event. As one of the few staff members who have been involved
in the festival over the whole past five years, | would like to write about the pro-
gress of the festival.

While ensuring the conditions set by the organizing committee (five con-
secutive years of continuity, combining a classical music performance and con-
temporary art exhibition in the Nagoya Port area, etc.), we have continued to go
through a trial and error process in response to various changes in the manage-
ment of the festival, such as the decrease in budget, reduction in the number of
staff members, alternation in the person in charge at Nagoya City, the organizer
of the festival, and more others.

In terms of the art exhibitions only, we have tried to expand the possibilities
of art projects every year. In the first year of the project, the artists researched the
Nagoya Port area and presented new works, while looking at the entire project
being a long-term plan, renovated vacant houses into exhibition venues. The
Former Minato Dormitory of Nagoya Custom became a unique facility as it offi-
cially changed its usage as a “museum/dormitory”, and the Former Sushi Bar
USHIO regenerated as UCO, a hub for the social circle. In 2017, we reconsidered
“site-specificity”, focusing on how artworks respond to the environment and
context of the town. The year 2018 saw the demolition of the UCO and the trans-
fer of the activities born from the site to NUCO. The year 2019 saw the creation
of new project-based works through workshops, residencies, and performances.
The year 2020 was a year of many changes due to the new coronavirus, and it
became the starting point for us to think again about the Nagoya Port area as a
“place to make/create”.

Due to the annual structure of the festival, we did not have sufficient time
to prepare the works, nor did we have an abundant budget for their production.
However, looking back on the works presented at the festival, it is clear that
one of the major achievements of the festival was that artists were able to real-

ize their ideas based on the framework we built up. It was not something that
could be done overnight but only cultivated over time. The project is based on
community development activities and building relationships between the town
and its people is of paramount importance in the implementation of the project.
On the technical side, the accumulation of shared experience with designers
and installers has allowed the artists to expand their range of new expressions.
When UCO was demolished, the energy to move to a new location was not given
up because of how the artists, architects, structural engineers, technicians,
and many students accumulated their know-how and brought their skills and
ingenuity with them. NUCO has been kept running as a hub for the social cir-
cle by more than a dozen members who raised their hands to take part in its
management, and it is this accumulation of time over the past five years that
has given rise to the new resources of this place. Many of the people who have
been involved in the project have taken their experiences and applied them to
future activities, connecting and spreading them to different situations. These
are things that are hard to quantify, but they are an important part of the festival
as a public project.

As Gilles Clément says in his words “To do as much as possible with, as lit-
tle as possible against”?, the act of watching plants grow as they want is based
on a long-term philosophy and vision for the garden. It embodies that coping
with plants with the expertise and experience to support them, with the flexibil-
ity to accept changes, is the most creative approach.

Although the festival has come to one break, we hope that it will be a long
time before we can see the answer to the question of what has been created by
this festival, and what we can see beyond the change of scenery as Assembridge
NAGOYA moves onto its new phase.
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Architect

Everyday Life Rewritten by the Festival—Reorganising Relationships Through Architecture

Takashi Yonezawa (Architect / Director, Takashi Yonezawa Architects / Assistant Professor, Daido University)

In recent years, a number of community-based music and art festivals
have been held across Japan. Because they are unusual events, they are able to
experiment with the way in which towns and buildings are used, to present new
possibilities, and to uncover latent contexts. On the other hand, it is rare to find
a festival like this one, where the position of the architect is clearly defined. The
festival was not to be a one-off, but to be a legacy, an opportunity for structural
change in the town.

The everyday life of a town is a combination of many different elements, all
existing at the same time, but maintaining equilibrium in the relationships that
have been built up over the years. In this context, music and art can become for-
eign objects. As an architect, | observed the situation closely and made changes
as necessary to improve the relationship between the two. In the course of
making the necessary changes to spaces, reinforcing the structure, updating
the facilities, planning the signage, and carrying out the legal procedures, we
involved people with the necessary expertise, held participatory workshops, set
up student groups, and collaborated with university laboratories. As we made
necessary changes to the project, the relationships between people, things,
matters, and places inevitably developed, and new circuits were built.The con-
struction of new circuits required various elements to be arranged and adapted
to the context of the town. This included daily greetings, dining out at neighbor-
ing restaurants, collaborating with local artisans, participating in festivals and
cleaning-up, architectural cooperation with the community, and holding talk
events with residents.

Architecture is, so to speak, creativity in the restructuring of relationships.
This creativity requires three different designs with different dimensions of time.
They are the design of encounter, the design of development, and the design of
continuity. In the design of encounter, the question is how to design a scene or
a story in which music, art, and the people in town come into contact with each
other, and in which the triumvirate is created. It is a design for the interaction
between the work and the place. When different contexts meet, some resonate

and reinforce each other’s values, some confront and criticize each other, and
some create new contexts through chemical reactions. The design of devel-
opment is a design that encourages new developments by adding stimuli to
existing events, or by overlapping events from different contexts. There must
be room for people, things, and matters to connect, and room for unexpected
developments to happen. In this festival, there were many cases where artists
freely discovered the possibilities of the place from their own point of view, lead-
ing to unexpected actions, and where collaboration between artists and interac-
tion with the people of the town transformed the meaning of the work and the
meaning of the place. In the design of continuity, it is necessary to make the new
situation sustainable and not transient. During the five years that the festival
had been held, the theme of the festival has shifted from experiment, implemen-
tation, derivation, deconstruction, reincarnation, and circulation. These themes
have emerged because of the continuity of the festival. For example, we revital-
ized a building that had been abandoned, and when social conditions forced us
to dismantle it, an encountering led us to transplant it to another site. This kind
of linkage has not been seen in many other events to date.

In this way, the festival, which is an extraordinary event, has become a cat-
alyst for the scattering of music and art here and there in the everyday town,
and through encounters, development, and continuity, the relationships between
people, things, matters, and places were rearranged, spinning out colorful sto-
ries to seamlessly connect to new daily scenes. In the process, the festival will
not be confined to the town but will acquire a number of circuits that connect it
to other regions and the outside world.

The festival may be over, but |, too, will be connected to the daily life of the
Nagoya Port area as one circuit and will continue to be involved in this town.
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Assembridge NAGOYA Executive Committee (Joint Committee of Port Town)

Music and Art, Townscape in Movement | Keiichi Furuhashi (Vice Manager, Joint Committee of Port Town)

Our society, which is supposed to be “a developed country full of affluence”,
has somehow become constricted and depressed. In the field of community
development, there are many projects dealing with different issues, such as
vacant houses, the declining birth rate, the aging population, the decline of the
city center, and more others. However, it is rare to find an activity that grasps
these issues as a group or challenges them across the board. Even if there are
such rare activities, for some reason, they tend to be criticized by the same pro-
fession. When | see such a situation, | feel that it is not society that needs to
change, but ourselves. Of course, people and society are inseparable, and we
need to think about how we can organically transform each other. Perhaps this
is where the hypothesis is found, of incorporating culture and arts, which have
been handed down from generation to generation as a way of uncovering the act
of people and society, into concrete measures for community regeneration

Shinichi Fukuoka, a biologist with a deep knowledge of culture and arts,
used the term “dynamic equilibrium” in his writings, referring to “the way life is
and behaves”, as “the only way to prevent it from being damaged is to constantly
destroy it"?. As lives, we are the ones who have to keep renewing ourselves.
However, the sociologist Pierre Bourdieu argued that individuals and groups
who define themselves on the basis of their differences from others find it dif-
ficult to go beyond their own boundaries™. The dilemma of self-definition and
transformation is present in the structure of relations between people and soci-
ety. On one hand, this point reveals the irrationality of people and society and the
challenges we are to face. Bourdieu's book, The Weight of the World (La misere
du monde)™, is a bestseller that listens to the voiceless suffering of people from
all classes of society, and his interviews, which suggest the diversity of human
understanding, have been turned into theatre scripts that have attracted the
attention of many people. This is an example of how culture and arts provide
a sharp collage of the various ways in which people and society relate to each
other, as well as the wisdom to deal with them.

In recent years, the Nagoya Port area has finally started to move with the
wind of music and art. The voices of the locals now reach us. Of course, there
are different expectations and criticisms, but it is important that there are two
sides to the story. The aim of the project is not only to “create a lively atmos-
phere to attract more visitors through art events”. It is to bring the lively works of
musicians and artists into the community and open it up to as many people as
possible. We thought that this might awaken the authenticity of the Nagoya Port
area, which was once opened up to the wisdom of diverse crowds. In order for
the community to regain its vitality, it is important to engage in a dialogue that
is not just about power and praise, but also about criticism and confrontation.
It may be a little too sincere, but that innocent spirit is at the essence of this
project.

About half a year before the launch of Assembridge NAGOYA, an art pro-
gram™ was launched in the Nagoya Port area. It was a challenge for me to
accept these heretics who declared that “art does not exist for the purpose of
community development” into the community development project. However,
these beloved heretics were the priests who built the bridge to culture and art in
this town. Thanks to them, the Nagoya Port area is now frequented by creators
of art and culture, playing music and making art. Their thoughts and actions are
powerful and overwhelming. Their ways of working and living, with their hungry
spirit, have inspired and influenced me a lot. Those are exactly the assets for the
future of this area.

i—— Shinichi Fukuoka Douteki heikou - Seimei ha naze sokoni yadoru noka (Dynamic Equilibrium:
Why Does Life Exist There?), KIRAKUSHA, Inc., 2009

ii— Pierre Bourdieu, translated by Yojiro Ishii, Distinction, Shinhyouron Publishing Inc., 1989

iii— Pierre Bourdieu, translated by Fumio Arai, Yoishi Sakuramoto, The Weight of the World, Fu-
jiwara-Shoten, 2019-2020

iv— Minatomachi Art Table, Nagoya http://www.mat-nagoya.jp/about
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