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Foreword

YOKOHAMA 2005; International Triennale of Contamporary Art" closed on
December 18, 2005 after a smoothly executed run of 82 days. Thanks to the
strenuous efforts of Artistic Director Tadashi Kawamata to complete the necaessary
preparations in a short period, the Triennale could be launched on schedule, as
planned.

Hald this time in two spacious warshousas on Yamashita Pler in Yokohama, the
Triennale saw the participation of 86 artists from 30 nations and regions around
the globe, Under a concept sel forth by the Artistic Director, "Art Circus—Jumping
from the Ordinary,” Yokohama 2005 featured not only widae-ranging displays of art
but also events of all kinds, Including performances and film showings. Visitors
regaled In the festival-like atmosphere of an art exhibition that continually changed
and offered new surprises.

The Triennale attracted some 190,000 visitors. They included not only people
active in art worlds in Japan and abroad but also young couples, entire families,
and people of all backgrounds, Yokohama 2005 furthermore recaived some 1,000
Instances of coverage In Japan's communications media and some 50 instances
in the media of other nations,

Ovar 1,200 voluntears assistad in the preparation and holding of this Triennale,
These volunteers turned out to work In support of the exhibition for a total six
menths, Including the period of preparation prior (o its opening. The volunteers,
the participating artists, and the visitors wha took time to come and enjoy the
exhibition made the Triennale the great success It was, this time.

This collection of documents brings together photos, participant comments,
and various other visual and verbal data related to all stages of Yokohama 2005
from its initial planning period to its closing. The organizers will be delighted if it
can serve as a reference for discussion and contemplation of the character of
Triennales to come and the future of international arl exhibitions in Japan.

Finally, we would like to express our deepest gratitude to the organizations,
companies, foundations, and individuals who generously gave their support and
cooperation lo the helding of Yokohama 2005. We earnestly ask their continuing
support for the Yokohama Triennale, hereafter.

February 2006

The Japan Foundation

City of Yokohama

NHE

The Asahi Shimbun

The Organizing Committes for the Yokohama Triennale
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On the Publication of This Book

The Second Yokohama Triennale, an international exhibition of contemperary art
in Japan, endad on December 18, 2005. This collaction of documents related to
Yokohama 2005 has been complled in order to preserve memory of the events
and activities undertakan from the exhibition's preparatory stage ta its closing.

Documents opens with a pictorial record by Shigeo Anzal, the official
photographic documenter of Yokohama 2005, who has sought to portray
the exhibition from the visitor's perspactive. There follows a rich variety of
Triennale data, from a transcription of the international symposium that marked
the exhibition's opening to the production schedules of each exhibiting artist
showing work and a record of all events and performances held while the
exhibition ran, plus a stalemeant of accounts issued after it ended and excerpts
from visitor questionnaires,

Documents endeavors 1o be not so much a catalogue of artworks shown as
a record of all the activities, organizational and promotional as well as artistic,
which together constituted Yokohama 2005, We offar it with the hope that it wil
sarve as a helpful reference in the planning of future Yokohama Triennales ancd
other international exhibitions.

In closing, | wauld like to extend my thanks to all participating artists, as waell
as to the many volunteers, the visitors, and all who offered their support and
cooperation,

February 2006

Tadashi Kawamata
Artistic Director
Yokohama 2005
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YOKOHAMA 2005: International Triennale of Contemporary Art

Parlocl:

September 28 — Dacember 18, 2005

Vioruas:

Yamashita Pier No. 3 and No, 4 Warehouses, Yamashita Park, Yamashita Park Rest House,
Yamashita-cho Park, Former Kanto Local Finance Bureau Bullding, Motomachi Shopping Streat,
Chinatown, lsezaki Mall, Dockyard Garden, Yokohama Minato Miral Hall, ete. In Yokohama

Organizad by:

The Japan Foundation, Clty of Yokohama, NHK, The Asahl Shimbun,
The Organizing Gommittee for the Yokohama Triennala

Lindar the Auspices af:

The Ministry of Fareign Affairs, The Agency for Gultural Affairs, Kanagawa Shimbun

Supported by;

Canadian Embassy in Japan
Embajada da Espana en Tokio
Aglan Cultural Council
Australia Gounail for the Arts

Consejo Nacional para a Cultura y las Artas, México

Flemish Miniater tor Culture, Youth, Sport and Brussels Affairs
Offica of Contamparary Art and Culture, Ministry of Gulture, Thailand

Ministry of Faraign Aftairs, Thalland
Mondriaan Stichting (Mondriaan Foundation)
Secrataria de Relaciones Extariores, México
Asahi Beer Arts Foundation

The Nomura Cultural Foundation

Sponsorad by

Kitin Browary Co,, Ltd,
Toppan Printing Co., Lid.
Mori Building Co., Ltd.
Sagami Ralway Co,, Lid,

Naoshima Fukutake Art Museurn Foundation (Chichu Art Museurm)

|-Mat Corp.

Uyano Transtech Ltd,

Shiseido Co., Ltd.

Tokyo Gas Co., Ltd.

The Tokyo Electric Power Co., Inc.

Tokyo Business Service Go,, Lid,

NYK LINE

Panasonic Mabile Communications Gao., Ltd.
Matsuo Komuten Co,, Lid,

Tha Bank of Yokahama

Educational Foundation lwasaki Gakuer
Ergotach Co., Ltd.

Kawarmnato Industries, Ltd.

Sakata Seed Corp,

Takanashi Milk Praducta Co., Lid,
Toyola Wains Group

Mabuchi Construction Ga,, Lid,

Tha Yokohama Shinkin Bank

Fancl Corp.

Royal Hall Yokoharma

The Nigshin Fire & Marine Insuranca Co., [td,
Starlanes Travel Sarvice Corp,

Arrow Yokohama

With Spacial Thanks to!

Takyu Group
East Japan Railway Co, Yokohama Branch Offica

In Cooparation with:

Technology Partner: Apple Computar Inc.
Hewlott-Packard Japan, Lid,

Kansal Pairt Co., Lid,

Takauchi Chamical Co., Ltd.
Tornffimaunyu Co,, Ltel,

National Institute of Advanced Industrial Science
and Tachnology

Japan Alrlines

Cantral Japan Ralway Co.

Yokohama Harbor Transportation Asan,

Yokaharma Arls Foundation

The Yokohama Chamber of Commarce and Industry
Yakohama Junior Ghamber Ine.

Mite Junior Charmbaer Ine,

Yokohama Chat Club LY

NPO: Yokohama Vision One Hundred Persons Committea
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YOKOHAMA 2005: International Triennale of Contemporary Art;

Opening Symposium

“Exhibitions—A Willing Space?”

Dates: Sep. 28, 29 18:00-21:00

Place: Yokohama Shimposia, 9th Floor, Sangyo Boek| Center
Number of audience: about 300 [each day]

Panel
Commentators: Shigeo Anzal and Cathering Grout
Moderator: Tadashi Kawarmata

Symposium: First Day

Kawamata: Good evening, everybody, Today, we have finally opaned Yokohama 2005,
International Triennale of Cantamporary Art. Nine months ago there was a change of
director, and | was newly appointed and | was told this is the budget and this |s where
the venue will be. Ever since, In my mission to open the Triennale by September 28th, I've

baan totally engaged in working out the practical aspacts of arganizing the exhibition,
thinking about which artists ta Invite, and how tha venuae should ba, And all the while,
as we have invited artists and installed their works, thare has been a question that |
continually think about evan now. This Is the very fundamental question of what is an
art exhibition, actually? For whom do you do what? What are the expectations of the
person who participates as an artist or who comeas to sae the exhibition as a viewer?
| think about this question also whan taking part in an exhibition as an artist, bul now
that we have opanad the Triennale and | have fulflled my responsibliity to a degrae, |
would like to discusa hera, today, what it means to hold an exhibition or else plan one,
by talking with people who have extensive experience in planning exhibitions and having

them recount for us specific examples of what they have done.

| would like fo introduce the panalists, When | was a student, | happened to sae an
articla about an exhibition called “Rooms P.S1"" in the magazine Artforum,” To learn
there was actually a place like this that allowed artists to do such artworks came to me
as quite a bombshall and motivated me to go to New York. This was parhaps also my
dramatic Introduction to what |s called the “alternative space.” And that place was P.8.1.
S0 | have asked Mas, Alanna Helss, the director and founder of P51, to be one of our

panalists today.

Then, when | looked back to past International exhibitions in Japan, In my work of
planning the Yokohama Triennala, the 1870 “Tokyo Biennala: Between Man and Mattar™™
came to mind. | only know about it from what |'ve seen in the catalogue and such, but
some extraordinary artists took part. There almost has been na greater international art
axhibltion in Japan, | balleva, and | would like Mr, Yusuke Nakahara who directed that
exhibition to tell us In dapth how It came about and how he was able (o pick up on at
such an early time, and invite, all thesa new artists whao, while famous now, were

unknowns than at tha vapguard of art,
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1) "Raoms P.81"
Title af an exhibition hald ol P51 (Public School
1) In Jun, 1876, Tha exhibillon drew considernble
nttantion with Its cancapt ol having 78 artiste

croato site-spocific artworks In a formar sghool
iince baon ranamed "F.S.1

Bullehing. The facility M
{Pr Stud
an axhibition space and 5 now affiliatad wilh tha
Musaum of Madern Art (MalA)

)" In arder 1o ramain in use as

2) Artlorum
Manthly art magazing publishad In Amaerca. Ona
of tha mast established art magazinea of tha
International art acana,

3) "Tokyo Biennale: Betwaan Man and Matisr
Titla of an axhibition (commonly known as iha
10th Intarnational Art Exhibition of Japan®)
nald In the intarior and axlerior spaces of tho
former Tokyo Matropaolitan Art Museum in Uana
in May 1870, Tha axhibition arousad strong
publia rasponaa with 1ts Innovativia congapt
of inviting numarous unknown young arliats
fram Japan and around the world, and was
much talkad abaut for many yaara thareafter
Danial Buren, who participated n Yokohama
2005, mlao partlcipatad 6 thig axhibition



Then, In ordar to do preparatory research for this Triannale and our selection of artists,
we visted a number of blennales and triennales and collected a great number of
documents, As a result of this, wa selected five artists from the Sharjah Biennial™ in the
United Arab Emirates. For this reason, | have invited Mr. Ken Lum who worked on the
curation of this blennale in the Middla East,

Tomorrow, wea'll have one additional panelist, Mr. Jonathan Watkins, who was curator of
the Serpentine Gallery™ in London and worked as commissioner for the Blennale of
Sydney, and who iz now directar of lkon Gallery" in Birmingham, We will have him talk
about some of the art avents he has organized, during the lirst hall of the symposium
lomorrow,

The reason why this symposium will last two days is because | would like everyone to
think a bit after seeing the presentations of the panalists taday, | would like all of you
to think overnight about what interested you and any questions you might want to ask,
and we will discuss everything much more deeply tomorrow, As we move forward in this
format, | will also hope to come to a fresh understanding, in my own way, of what an art
exhibition ls.

Without further ado, | would like Ms. Heiss first to speak about what P.S.1 |s and the
show she undertook In 1876, That event s not well known to many peopla, but it
Impacted me strongly in my studeant days,

The Alternative Art Space—P.5.1

Heias: | hava arganized many, many exhibitions and some of them have bean callad
blennales, There was the Paris Biennale [Blennale da Paris]” in 1885, and there were
the four Venice Blennales [Blennala di Venazla)." I've hald avery Job at the Venlce
Blennales from Amaerican commissioner to Aperto. There was the Shanghal Biennala,”
which was very recent, and there wera many others, but the Yokohama Triennale is the
ona which I've wanted to visit, so thank you for inviting me ta this show, which | find an
axtramely exciting presentation because it's quite different from maost of the exhibitions
that we see now producad undar the tithe "biennales/triennales,”

Kawamata would like me to talk aboutl an earlier show ("Roams") that was tha opaning
show for P.51, so | have some materials, very old slides, and I'll be very happy to share
some of those visual memaorles with you people tonight. [Explanation of artworks shown
in slides Is omitted.|

The artworks shown were mostly site-specific ones, and some of them are still at .51
today In 2005, Some of you who have visited P81 know that It's an old school building,
and this show was the first use of it as an art museum, Wa changad very little in the
school bullding, and we haven't changed very much in 30 years, P.S.1 has no collection,
We don't own anything at P.5.1, bacause wea don't collact, but wa have some long-tarm
prajects which wa try to keap opan,

4) Sharjah Biennial
International arl biannial hald since 1993 in
Sharjah, ona af the United Arab Emiratas.

&) Sarpentine Gallery
FPublic gallary situated in London's Kensinglon
QGardena, Localad In a lormar lea pavilion, the
gallery has hosted numarous art axhibitions

8} llkon Gallary
A gallery localed in Birmingham and registered as
an aducational charity. Sinca (18 baginnings as &
amall kiosk In Birmingham's Bull Ring shopping
diatriat, tha gallery has consistently held thought
provoking art and sducaliondl programs.

7) Paris Biannale
International exhibition (officially called “Blannale
do Paris”) that opanad in tha Paria Musaum of
Maodarn Art in 1€

B) Vanica Bisrnale
Warld's oldeat international exhibition of
contampaorary art, hald since 1885 In Vanica, ltaly
Consists of two lypes of exhibilions, exhibitions
prasanted in ndividual national pavilens and
an axhibition curaled by ona or more genaral
COMMIBEIoNors

9) Shanghai Biannale

Intarnational exhibition held biannialy al Shanghal
Art Museum, Tha Shanghal Blannala firat invited
artist particlpation from abroad tor s third
axhibition in 2000.




You'ra all asking yoursell, why did we coma lonight to sit and look at a lot of bad
photographs of an exhibition 10,000 miles away? You may have come because you have
nowhere to go; you may have come bacause you hoped you would learn something;
but you may have come bacause you wanted to hear threa people talk about why they
show art and what they show. And the reason | showed these slides at all was to glve
you a clua, in some visual represaentation, as to what an art centar like mine In New York
City doas whan we try to continue, to continue, to continue to show work and to have
audiences decide what kind of work they react to and let audiences deaide whathar this
artist is good or not. Obviously the curatars, mysel, and other people decide what wae
want to show, but we are very, very different than a museurn, and aven different from
Kawamata when he chooses who Is In a triennale, becausa we have so much room, We
have 120 rooms. When we choose artists, we try to choose a kind of international grand
presentation like a great huge Chinesa menu that has plctures, And you walk through the
bullding and you look at what you want to see, and once you see It, you decide if you want
to go further and want to ordar the food. So wa are the menu and the artists are faod,

Kawamata: Thank you very much. Ms. Helss has rushed through her slides lo giva us
a glimpse of P.5.1's 30-year history. We will question her about it more in detall, |ater,
Right now, | would like ta ask for any kind of reaction from one of our commentators,
Ms, Catharine Grout, Ms, Grout, can you comment simply on what Ms, Halss has said?

To Continually Introduce Audiences to the Art Exhibition Experience

Grout: | would like maybe to make a first remark about what Alanna Heiss sald and what
we could see also In the Yokohama Triennale, It's a relatlon that artlsts may have wilh
tha sita. And you spoke about site-specific works. | think it is also quite Important, this
relation with the history of the architecture, the history of the places, and sometimes
also with the people who ware there or activities which were at the site. It's one alemant
we could gee also in the slides, and at the same time, a very important relation to our
time., We may have bolh elemeants, and It was all tha time, you say, that you have to
continue, It's also your aim to do shows and find artists, to give tham an apportunity
o show their works to the audience, [1's also how you continue to connact this "site-
specific” with F.5.1, also with New York in a way, and on the other hand the ralationship
to our time, How do YOLU manage in order to give this kind of axparience (o the audience,
in a salaction of the artists, and how do you speak to them?

Helss: In 1976, we opened with an Installation show using 100 rooms. This was the first
blg installation show under one roof, and It was a big departure, That was 30 years ago.
So, in order to be currant, P.5.1 has found that it must show in a conventional format,
It must show the work on walls; it must show tha work mada In studios and taken
by truck to our museum. We are after all a museumn: a museum with strange rulas, a
museum with odd habits, a musaurn with no monay, a musaurn with, vou krow, pacullar
schedules and pecullar activities with big dances every Saturday and we have DJs and
50 on, but we'ra still a museaum. We have found that what was unusual in 1976 was naot
unusual In 2008, So, we are constantly looking at different ways of presenting cultural
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information, either through architecture—eaven as you know that | don't ke architects,
but through architectura, through fiims, threugh photographs, or through radio.

The new project that I'm very excited about is an old medium, radio. The Clocktowar,"
which Is another parl of my emplre In New York, |5 a blg tower near city hall in
Manhattan, and wa hava a gigantic radio broadcast station there, WRS1 s whal [t's
called, It's on the Internet, (t's art radio, it's avarywhere in the world, So in answer to
your question, wa are always looking at different kinds of platforms to be a venue, and
that's tha answer. Radio's my new retro answar.

The International Art Exhibition of Japan—Tokyo Biennale

Kawamata: In 1976, "Rooms" was held al P.5.1. Before that, in 1970, a very larga
international exhibition, the "Tokyo Biennale," was hald in Japan that drew 20,000
visitors, | have no Idea whethar 20,000 visitors was a lot or few at that time, but | would
like to ask Mr, Yusuke Nakahara to tell us about that exhibition,

Nakahara: Ms, Helss showed some slides that are pretty old, but | have been asked to
speak about a show that was held even earller, in 1970, | was thinking last night that if
there wara anothar symposium [lke this In 2040, and if Kawamata were told to talk about
Yokohama 2005, he would probably say, “Glva me a break!" That's how | feel now, but
I've been callad on ta do this, so | willintroduce that exhibition briefly.

Al the time, there ware two organizations, The Mainichl Newspapers and The Japan
Intarnational Art Fromotion Assoclation™ who co-sponsorad and held a show callad
The International Art Exhibition of Japan once avery two years, and it was around this
time the name was changed to “Tokyo Blennale." Taday, besides the one in Venice, just
how many blennales are there In the world? Singapore will start a new biennale next
yaar, and | hear a naw biennale will also start in Cairo, Egypt, so the world s
axperiencing a boom in blennales and triennales right now. Also, when they organized
Intarnational art exhibitions in those days, 10 or so art museum people and critics and
50 on would get togather to select artists. That approach, howevar, did not at all tend to
produce an exhibition of striking character, so in 1969, whan organizing the 10th
exhibition, there was a big discussion about changing the exhibition format complataly
and asking ona single paraon to do organization work, And for somae reasan, they asked
me to do It. Their decision la give the exhibition to one director was an exceadingly
difficult and momentous one, | believe. Az a result, we held the exhibition ona year late
in 1870 as the 10th Tokyo Biennale. For my part, | falt motivated to do It, and so |
accepted, and | said at the beginning, don't Impose constraints on ma and Ist's nat
have any complaints about my planning concepts and the artists | choose because of
them. So, | made varicus demands and they accepted them, and for one and a half
months, | visited America and various countries in Europa and mat with various museum
personnel and art critics and so on, telling them | was going to do this kind of exhibition,
but actually, at that time, | didn't hava any particular theme in mind, Around this time,
Marcla Tucker,"™ who had organized a wondearful axhibition antitied "Anti-llluslon:

10) Clocklower
Exhibition run by P Contamporary Art Gantor,
Officially callad "Clocklowar Gallery,” It I8 locatad
al the top of 4 bullding with a clock towar In
downtown New York

11} Tha Japan Infemational A Frometion Association
Organization that co-hostad the blonnial axhibition
"International Art Exhibition of Japan® with Tha
Mainichl Newspapars

12) Marcin Tucker
Marcia Tuckar undartook numarous exhibitions as
a curator at the Whitnay Musaum of Amarican Art
In the 60's and served for many years tharenlter
as director of New Museum of Contemporary Art,
New Yark,

13) "Ant-llusion, Procaduras/Matarials™
Titla of an exhibition held at the Whitnay Musaum
of Amarlaan Art in Naw York in 1088,

14) Whitney Musaum of Amarlaan Art
Art musaum in New York Gily knawn for (ts
unicque “Whitney Biennial." which shows Amarlcan
conlampaorary arts.
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Proceduras/Materlals"" In 1969, was the curator of the Whitney Musaum of Amarican
Art," so | spoke extensively with her, and upon returning to Japan, | chose "Between
Man and Mattar" as a theme, Although the title refers to "Man” and “Matter," it was
actually the "Between" part | thought important. Art, in other words, does not belong
entiraly to man and neither i= it simply a fabricated material but rather something In
betwean these, and the title refers somewhat Ironically fo this fact. | chose 40 artists all
together, 26 of them from overseas and 13 of them Japanese.

In connection with the considerably large theme of loday's discussion, | bagan thinking
at that time, In my own way, about this question of what an art exhibition is. First of all,
there were almost na paintings or sculptures among the works | chose. The exhibition
was held at the old Tokyo Metropaolitan Art Museum, a building that no longer exists,
and we occupied a huge space and gave each artist his own room. Tha artists who
participated all came with plans for what they wanted to do, but these were all rejectad
and they ended up having to make big changes. In short, the exhibition did not go
off smoothly at all. The artists were very unhappy as a rasult, | think, but at any rate,
EVEryone Was very, vary young.

Actually, the conventional concept of artworks as picturas lined up and sculptures set
on the floor, was changing dynamically in the 1970s. Just at this time, the famous art
director Harald Szeamann,"” who was then the director of the Kunsthalle in Bern,™ and
whao also organized Documenta 5" and the Venice Biennale, organized a very large
exhibltion, "When Attitudes Bacarme Form","™ that creatad a contraversy in the municipal
assambly, You know, "How can you spend taxpayer money on an artwork where the
artist has simply spread soma leavas on the museum floor?" He was fired for that,
which shows how dynamically the concept of what constitutes an artwork was changing
around 1970, So, when we brought such newer artworks all together at the Tokyo
Blennale, it was panned and no one came, A famous poset in Japan even ramarked, “If
that's all thera is to sea, I'd rather stay homa and take a nap.”" The problam, | think,
concarned a limitation reaachad not by museums but rather by artworks that could be
displayad In museumns. And that trend continues taday. As such, at the Yokohama
Triennale, whils it does assemble all kinds of elemants and this is not a museum but
rather warahouses, you will not see there any paintings on the wall or sculpturas on the
floor. This Is the state of art today. Wa cannot ignore this trend, so | am hoping o speak
tornarrow about what this really means and the bearing It has on art exhibitions,

Kawamata: Thank you very much, I'd like Daniel Buren, who took part in the Tokyo
Biennale, to comment on how it feels to sea photos of himself as he was 35 years ago.

Buren: This Tokyo Biennale in 1970 happened to ba, | think, in my eyas ana of the bast
group exhibitions of that period, comparad with Documenta 5, “When Attitudes Become
Form,” et cetera, And | just want to say to the people who ara maybe now familiar with
tha names that to select such a group of artists who are all cantinuing a long time of
works and who ara mora or lass wall-known in the art world today, you should just
ramambaer that all these people except one or two, evaryone at that time were totally
unknown except for among their peers. This show was really ramarkable, espacially
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16) Harald Szeamann
Froolunco ourator based In Switzerland who
worked ag o director or commissionar for
humaroua exhibitiona, including Documanta and
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160} Kunsthalla
Exhibltion facllity with no collection that malnly
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on tha axhibition conaept and salect artists
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Titim of an axhibition organized by Harald Szeamann
at Kunsthalla in Bom, Switzarland



when you see the following steps in Japanese exhibitions. As far as | know, this blennale
was never followad by anyone; it has bean complately forgotten, and also, although the
biennale should ba hald sach and every two years, it finished just after the first ane. So
| think all the particlpants at that time werea thinking one of tha next blg places to show
would be Japan, but it has been vary, very slow, Of course today, the situation is very
diffarent, but just (o ses how extraordinary comparad to the place, to the culture, and to

the time, auch & grouping of artists was far thia exhibition.
Kawamata: Now, Mr. Anzal wha captured all this In photographs.

Anzal: | was actually an artist, at that tme, and mostly doing paintings. Because these
artists ware coming to Japan, the sponsor was recruiting people who could help out:
what we would today call valunteers. | was just taking photographs, with no idea at
all that they would have such an important role 35 years later, It was just the case of a
volunteer having a camara, So, | mysalf am a little surprised that my photographs now

have such historical meaning and are proving useful here, after 35 years,

Haiss: Photography is the best record of history. | have a question for you, Mr, Nakahara,

| wonder what your budget for the Tokyo Biennale was, if you care to share it publicly?

Nakahara: | don't know (evaryone: laughter). But | do know that wa ran way over the
ariginal budget, so that Tha Mainichl Newspapers decided they wouldn't hold such
axhibitions anymora. This is why the Tokyo Blennale came to the end, without thare

balng a second one,
Haiss: | have another guestion. To Mr. Nakahara, did anyone invite you to do another show?

Nakahara: | never feel motivated to do the same thing again and again. Of coursa, it
dapends on who is daing It, but as you do the same kind of show again and again it

grows incraasingly conservative, And | don't like that, so | thaught | would just end it there,

International Art Exhibitions in the Middle East

Kawamata: Naxt, after our presentations on the 1976 R.5.1 and 1870 "Between Man
and Matter,” | would llke Mr. Ken Lum to discuss tha moast recent biennale held in tha
Middle East.

Lurn: I'm just golng to give you a preface first before introducing you to the images, Like
Kawamata, I'm also an artist, although sometimas I'm starting to wondar, given that
last night some artists said that "l didn't know that you wera an artist” to me (laughter).

And | think, like many serlous artists, thera is always some degree of dissatisfaction in

tarms of perimeters, operations, status, and functioning of art, and | perhaps have these
doubts. So as a means of trying to continue to stay within art by other means than just
the more conventional being an artist, having a show, being an artist, having another
show kind of rale, in tha last 10 years orf so | guess | started branching out, so lo speak,
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into athaer projacts. | initially started by going down to West Africa, where | gathered & lot
of Information from the national archives in West African countries, | started o write for
various Internat magazines on art and all kinds of subjects,

So, In this kind of context | met Jack Persekian, who was nominated as chiaf curator
of the seventh Sharjah Biennial. Ha wanted a perhaps less orthodox alemant invalved
In the constitution of tha show, so he asked an artist—that happenad to be me, and |
briefly accepted and such,

Tha title of the show was "Belonging,” and as tha titla indicated, it was very much about
process, procedurs, intersection—all these tarms of daetarritarialization or tarritorialization
and 8o on, very much bandiad-about terma nowadays, There wore hree issues that
wea were very interested in, the curators of Sharjah Biennlal. One was this idea of, what
does It mean to do an exhibition in the Arab world in today's context, where there's war
congragating only about ona and a half hours north In Irag, and whare there's all kinds
of questions of geopalitics, obviously questions of racism, and misunderstandings and
historical trauma, persecution, and so on. So, all these types of questions came up,
and of caurse, doing it in a very anomalous country such as the United Arab Emiratas
of Dubal, which Is a very pious emirate, one of the sevan emirates of the UAE, which
Is heavily subvented and subsidized by the royal family of Saudi Arabia, and yat at
the same tima, only a 20-minute drive east from Dubal, which |8 virtually a centar of
debauchery, quite frankly, very modarn, very much about moneay, finance, playboy
|et-sets, and so on, So, all thesa kinds of contradictory signifiers constitute this kind
of environmant whare there is a struggle with modernity or attempt to try to create a
kind of a modern path in tha Arab world, So, In this kind of cauldron of contradictions,
we thought about three Issues that we thought ware important for the exhibition,

Thae first one was the idea of “critical reglonalism.” This is actually a term by the
architectural historian, Kenneth Frampton," but one that has bean bandied about, If
you read certain critics, they say basically it's somewhat passé and so on, but | don't
nacassarily agree with this. The whola premise with critical regionalism was the (dea of
whether there were certain identifying propertias that you can draw out from the spacific
particular sets of circumstances that made up the situation In Sharjah, and of course
these would Include soclal, political, economic demands on citizens and artists and
such.

The second issue was, like many other biennales, to also emphasize nomadism, but
nomadism had a very particular resonance in the Middle East, because Arab culture
tradlitionally is a culture of nomadiam. So, there was a kind of natural parallel in tarms
of that term, nat In just a kind of mataphaoric sense but In a real concrate sense of
identifying with those terms. And moreover, nemadism in the United Arab Emirates had
a particularly poignant resonance bacause the undarbelly of tha United Arab Emiratas is
that It's a vary waalthy, patrolaum-wealthy country in which about 70% of the populatian
of the UAE are actually transitory workers, So, thase would ba the workers wha ars
hired on contract from India, Pakistan, Sri Lanka, Philippines and so on, and they would
be mobllized labor in this kind of glabal economy. And so we thought that, in a way, that

19) Kannath Frampton
Pralessor, Graduate School of Architeciura and
Flanning at Columbia University, New York, who
15 wall known for his writings on twantiath-cantury
architaotura
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was a kind of slightly feudal relationship because the Emirateas had this kind of vary
scarified soclety whereby these people from South Asia and so on would be daing all
the work, and than the administrators and managars would be generally Europeans
and such, And so, we thought that there was this parallel between the nomadism of the
artlsts, which s a more privileged position of mobility and such, and trying to ask artists
to somehow meditate on the mobilized labor at a much more lower level, much poorar
level, much more abject level and so on,

And then the third issue we wera Interested In, which Is somewhat akin to tha second
paint, & this idea of the convergance of specificity and mobility. That is, can you make
works that somehow embody both, given that the soclety is very, very moblle, and yet at
the same time tha conditions of the mability have a very particular specificity? So thosa
wara the three terma which wae trlad to come up with, in terms of identifying a theme for the
show.

Tha show took place in two venues, One was at the expo center or basically the
convantion center of Sharjah. And we, the curatars, debated this idea of hiring these
local architects to design all these pavilons—these walls were about four and a half
metars high—and tried 1o have It so that not very much work was actually visible
in terme of this huge space. We did that because we thought that that reflected an
important elemant of Arab architecture, which Is that the outsides don't have windows,
the outsides are very concealed, and you ara not actually able to peer through private
homes, So we kind of neutralized the sltuation of traditional Arab architecture in a more
abstract form, in tarms of the architecture of the show itself, In a typical kind of walk-
thraugh, you would go upstalrs, and the whole place was mattad and white with these
huge walls and so on, and there would be an art areund the corner and so on. But
the art would always ba something which you kind of stumbled across rather than an
endless saries of works which was Just apparent and there, and always present.

The second venue for the exhibition was the Sharjah Art Museumn,” where works were 20) Sharjah Art Mugaum

much more convantianally lald out and open to all eves, But punctuated within thesa J:;L:'ﬁ”::‘::; ?:‘;glfzf;ilgllﬁ:; :T;::T;_""“'m""
large spaces were four or five very large works which were outside on view and such.

Wa had a lot of projections as well, and thesa projactions were a serias of projactions [that

continued on in other rooms], So, the question of geopolitics, the quastion of trying to

find one's place (n terms of ona's salf-identity in the madaern world vis-a-vis art was vary,

very important in tarms of the schematlc of the show,

Wa ware very conscious in terms of trying to include several artists from the reglon,
including Indians and so an, because of the guest warkers' prasence and such. About
40% of the artists ware from the Arablan Peninsula including Iran and such.

The Sharjah Art Museum is very much based on a traditional kind of a souk-like
architecture, a traditional kind of Arab shopping mall kind of architacture, and the rooms
waran't very blg, the cellings weran't very high and always three sided without a fourth
wall. We had a lot of discussions about whether to reconfigure the architecture to make
it more conslstent with contemporary art demands, but after much delibaration we
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decided to try to keap that to a minimum and to take this as a kind of given and the
artists would have to work around this given context rather than try to have the museum
cater to the wishes of the artists, Basides, the artists who wanted to be in a more high
profila, Documanta-style type of modern exhibition space, type of pavilion, would have
that choice avallable to them at the expo center. Than, for instance, there was a work
installed In the alleyway linking the two pavillons, and obviously such a work would
be about a Kind of displacemant and about a kind of a diachronle Identification of twa
different locales, or two differant cultures, kind of merged in Sharjah. | think I'll just end it
right thera,

Heiss: | have a question. Could you tell me how many artists wera in this exhibition, and
Just very approximately whether you had a good budget for this or whether you had no
budget at all?

Lum: Well, there were about 70 artists, and it was under the sponsorship of the shaikh
of Sharjah and so thaoretically the budget was bottomiess, But that wasn't really the
case. There was a lot of workers, right? | have to say, even as one of the curators,
there was a lot of, | wouldn't say tanslon but a kind of a soul searching on my part
because there weare lots of peopla who all were constantly working for you and who
lived very precariously In the sociaty, whare avery day in the newspapers there would
be pholographs of guest workers, and it would say so-and-so violated the terms of the
contract, and they would be expelled and go back to the south of India and such and
8o on, and they were always vary, very narvous. And thase workers who worked In the
museum installing the show always would be calling me and saying "How are you, sir?”
And s0, In some points, it was a little bit difficult, | found, But the budgat obviously was

guaranteed by the shelkh, so that was not really a problam.

Grout: | have another question also about how to construct this kind of exhibition with
s0 many artists you have to select and also to think about nowadays, Because you
select the artists but you never know what will be at the end, | mean, with the whala but
also when tha artists are doing a new work,

Lum: Certainly | welcome that and | hope that that element of unpredictability is part
and parcel of tha exhibition, That said, | think that set of criteria | listed earlier at the
beginning of my talk Is vary, very important. And that would require, 1o some degrea,
soma mathematical calculations In terms of the distribution of artists, coming from
various regions and so on. | think you have to take all types of things Into conaidaration
without being a computer about it, without being mechanical about it, and then step
back and say is this right or will this make an Interesting show and so on. And in fact we
had many, many clashes, and for exampla | Invited a conceptual artist, and he turned
out to be a paln in the butt, and so on, and othar works | thought wald be vary, vary
strong turned out to be not so strong, to put it mildly, and o on. So you can't really
predict, but | think whal you try o do is o at least create a kind of a construction that,
even for all its faults, people trust and people understand what your alm s, people
undarstand what is actually trying to be sald collectively and so on, | think that, based
on the allowance of unpradictability, the trust factor is much more Important, In a way,
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than a kind of overly determined calculation for the show,

Anzal: Wa have at the Yokohama Triennale several artists who wara invited from the
Sharjah Blennlal, but Yokohama [s completely different In character from Sharjah.
| would like to ask Mr. Lum, how do their artwarks look to you in the context of the
warahouses, this tima? Have you felt something Interesting in terms of a relationship
with the place, or else have those artists taken the atmosphera of the place Into
advantage and achiaved artistic expressian that is striking in somea way? What are your

Impresslons?

Lum: To mae, the gquestion that would interast me is not whather it's located in
a warehouse or In a museum and such, Wall, the immediate specificity such as
architecture locale, like a warehousa and so on, they're important, but | think they can
also be distracting to the more interesting question of what does it mean to do a work in
the site of Yokchama, or in the site of Japan, or in the site of East Asia taday and so on,
And so, | would kind of reapond that way,

The Artist as Curator

Healss: | have more guestions. | would like to ask you some guestions to think about,
kawamata, One of the questions is that because you're an artist and acting as a curator,
as Mr. Lum explained it—that he was more often an artist-curator—whan you salected
the artlsts, did you avold asking artists that you knew would ba difficult to work with?
Did you avoid artists who you thought might be a problam for you politically? Did you
look at the budgel for the different artists from different viawpolnts? Baecause you are
an artist who always works with an installation architecturally driven, did you try to make
artists not like yourself in the show, did yau make a big effart?

And | guess the last guestion Is; do you think that there is a new version of curator who
is an artist-curator like you who has a point of view about the world that they want to
expross sort of through tha waorks of other artists? Thasa ara for, maybe not tonight, but
maybe things you could be willing to talk about tomorrow,

Kawamata: Yes, but | think I'l answer that tomorrow. Mr. Lum, you are an artist; what
are your thoughts? (laughter)

Lurn: Do | have a choice to ignore... (laughtar) | would only respond by saying that I'm
gcmlmg a lot of headache and heartache from artists in the art world, the mare
conventionally defined art world (laughter) in terms of, well, you can't be a true artist I
you are doing these othar things at the same time, And I'm losing this battle of trying
to make the argument that, well, all these other activities are actually an extension of
my artistic practice. And | think that's too bad, because artists need to understand that
they should have a stronger sense of thair own powar and so on, and that everything
else s actually secondary. And so, | try to do this as a kind of an example, but maybe
that misperception of my extracurricular activitles |s actually a measure of art world
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constraints that keep rearlng up In terms of the definition of the artist.

Nakahara: | sense that thare will ba more and more occasions for artists to work In the
curation of International exhibitions, There are still few examples of such endeavors now,
but they will begin to produce something distinctive, | fael,

Kawamata: | think everyone already has many questions they want to talk about. The
question of curation and direction by artists is ona that will naturally come up, | balieva.
The organizing of an exhibltion and the inviting of artists to create artworks there; that
thera are people who come to see it and people who don't come to see It and then
also, what they will sae thare. If those who ara organizing the exhibition are doing so with
a message or thema, what doas this mean really? Need a theme actually be created?
What actually is a theme, and what actually is a messaga? There s a kind of message
just in the selecting of artists, Thare is a kind of massage just in the selacting of a placa
for the exhibition. Or alse, there is a kind of massage just in the holding of an axhibition
and saying here's the Second Yokohama Triennale, That message will likely have
bearing on the creation and exprassion of the artwarks, | believe. The making of tha
exhibition, itsalf, may become the creation of an artwork. Still, the thought doesn't exist
for me of using the works of some 80 artists in creating an artwork of my own, | naturally
did not want to borrow and Usa somaeone alse's words; | wanted to use words that came

from my own very parsonal experience of creating art over the past several decades,

Heiss: | have a questian for Danial becausa he's leaving tomarrow. Whan we saw tha
slidas from the Tokyo Biennale, everyone looked very, very serlous. And at today's
Kawamata's Yokohama Triennale exhibition, it looked ke a lot of the artists were having
a very, very good time. s this just a question of Anzal's pholographs? Or did you also
faal that the Yokohama Triennale |s a little mora about fun?

Buren: First of all, | think tha photos being In black and white, they look more sarlous
(laughtar). And then today we can see the Trennale in color, and | think that changes a
lot of aspects, But It's like looking at an old film where we have the feeling it's 100 years
ago, when in fact it's only 25 or 30 years ago. It's an interesting question, but | think as
much as | remember, It was again this possibility to work with very diffarent artists all
together, and this amblance was really very strong and warm, and also | think joyful.
| think this s one of the vary good aspects of big group shows, whara many paople and
artists are Invited to work, not together becausae a group show s often a fight show,
but to be In enough contact to have discussion and to have an oppartunity to know a
little bit better what the othars are doing, and | think this is one of the qualities which
has racantly bean a little lost in the group show, and | think It's also becausa the work
maybe changad, and now we can more often request the work already done which
I installed in the place instead of work which is done with or against, whatsoever, tha
place. When it was more or less like in 1970, every artist was invited and every artist
was there at the same time 1o make the exhibition. Of course, It was an automatism of
contact, discussion, connaction, and fight too, but they ara part of the full thing. | think
whan there are just works to be Installed and the artist just comes to visit the show with
the visltors at the opening, It Immediately opens a vary different ambiance. But | think
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this show, the Yokohama Trlennale, |s a work really in progress. There are works still on
the process, right now, and thay will be continued during the full triennale, At least, this
Is the spirit of Tadashi, as a circus and as something In progress, and | persanally found

that extremaely lively and Interesting, and the show looks very lively for me.

And just 1o say one word, because unfortunately | won't be hare tamarrow, but, [ think If it's
a thamae or nat a theme, | think the message of such an axhibition, as wall as of work from
Ken and a faw different other people is the change in the art waorld whare | think artists
bacoma enough credible to take responsibility of thair own passibilities, which | think has
baan mora or less Impossible on the very last, let's say 60 years, So, this is not to say avary
artist is daing that or even say everyone will accept such a thing, because it is a big, big task
and riak for an artist to take such a rasponsibility, but the message is the fact that some
artists are requested and they accept to do something of this big scala like the Triennala. |
thirik tha message |s artists bacome to be a little more respansible of thelr dastiny,

Heiss: Wa can look forward to maybe Danlel Buren organizing an exhibition?

Buren: | did many small things, But not of that big scale. Because this is whare things
change compared to what you can do with friends or a small group exhibition, Because
that was also, nol forgetting, not a tradition but many, many artists in the past did

organize exhibitions, Marcel Duchamp®' is nat tha last one to be mantionad.

Kawamata: Whan | first asked Danial Buren to participate in the Yokohama Triennale
this time, he told me, “You know, | would never have accepted the job of baing director,”

But he did agree o do an artwork and gave me tramendous support and cooparation,

I am thinking that | want to make a second catalogue that will include the contant of this
symposium, This is because | think such documentation Is extremaly important, and at
any rate, | wanl to have recorded evarything that we did.

Anzal; To record art means of course to leave record of the artworks created by the
artists and what they did, but at the same time, there are the peripheral phanomena
that lend support to their work, and all the various people who come into involvement,
and | accepted the Job this time In order to glve thought to t all, including the social
implications of all this. It has been my simple wish to document properly In photographs
what it is that wa actually did this time, and | will be daing this, hereafter. But it's
incradibly hard work,

Kawamata: Mr. Anzal photographed the 1970 exhibition "Betwean Man and Matter,” and
now this time Yokohama 2005, 1870 was the year of an axpo In Japan, and there is in fact
an expo again in Japan this year. The 1970 expo, furthermore, was led by Mr. Arata
|sozakl." Due to various circumstances, Mr, Isozaki resigned from the directarship of the
Triennale this time, but all these things seem o have a deeper connectlon in various ways.

21) Marcal Duchamp
Reprasantalive madar Fronch artist of the 20th
cantury wha halpad define the direction of maodom
arl including PDada and Surreallsm by axhibiting
"roady-mada” objocts such as a bicycla or a urinal

22) Arata laozak|
Influantial Japanese architect, After accepting (he
post of Yokohama 2006 director, [sozaki conflicted
with the arganizers ovar his axhibition proposal
and subsaquantly reaignad in Decembar 2004
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Symposium: Second Day

Kawamata: Today, I'd like to get Into some real depth in our discussion, as we respond
to the many written impressions and questions we received al the and of our first day,
vesterday, and start taking questions and comments from the audience,

Befora that, however, some of you who have come today wara not hera yasterday, |
think, and actually wa have a panelist who Is also with us today for the first time. Please
welcome Mr. Jonathan Watkins, whe will begin for us with a visual presentation of his
current activities

Offsite Program

Walkins: Okay, il's going to be a brief presentation with lots of pictures and an account
or articulation of the propositions or the sense of valuas that Inform programming at
|kon Gallary. Rather than talking about exhibitions Inside of the gallery building, | want to
talk more about the activities we coordinate outdoors, what is referrad to as our Offsite
Frogram,”™ Wa have both an exhibitions programsa and an aducation program as well,
and equally important to us is the Offsite Program, Ikon Gallery has been In operation
naw for over 40 years, but It's since my arrlval there in 1988 that we have developed this
offsite activity. And briefly the reasons why are these: that we don't think that. .. this |s
almost like the creed of Ikon Gallery, one of our few commandments, but we don't think
that arl 15 Intrinsically differant from anything else in the world, Thera Ia nothing inherant
in art that makes It different and we don’t think that artists are in somea way a different
spacies, Thare are artists who can delinitely make art but it needn't to be very
interesting, and thera are, on the other hand, a lot of people who aren't artists who are
extremaly creative, And we are interestad ta acknowladge that in our wark., Thara is a
continuity between art and life that we want to stress, and we don't feel that audiences
should necessarily make a pilgrimage to this place dedicated to art. There is a blurring
of the lines betweaean the various conventional compartmeants in this institution of art: the
line drawn between art and everything else, the line drawn between art and Its
audience, We are interestad to blur these lines, | don't know if we want to abalish tha
idea of art, but to see it for all of its arbitrariness, and the ralativity that definas this area,
Theara is the line that one would draw conventionally between the art process and the
finishad work and we are Interested to blur that, | mean it's evident in tha Yokohama
Triennale, as it has bean [n 8o many large exhibitionsa racantly and so many programs,
What about the line drawn batwean the artist and the curator, you know? Similarly why
not blur thal, whan we're In the business of blurring evarything elsa?

And there's a guestion of the context for art, a context which not only determines the
maaning of the work of art but also very often the |dentification of the work of art. It
helps to have a bullding Ilke this because you approach It with an expectation; you're

going to see art In there. Take that frame away, that defining context, and then things
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gat mora canfusing, but arguably lots mora interasting, and by definition, our Offsita
Program, a program of art outside the dedicated art space, is an exhibilion program
of art without that institutional frame. The location of art, the locality of art In this case
for us is tha city of Birmingham, So, we don't have the blank page of the white cuba
on which to write, We've got tha city, which I8 tull of bulldings and peopla of a vary
particular nature. Wa've got the history of Birmingham: it's an industrial place, now It's
dedicated more to service industry and retail, it has a very diverse population, it's
going to be one of the first cltles In the UK shortly to have a majority minority
population—that is to say, thara will be more people of non-British origin living In
Birmingham than people of British origin like me. It's a kind of fascinating place to
be, all these kind of networks there, If you like the hard drive of the city, But then
thera Is all the other atuff: thare is the media, thera is the signags, thera's how things
are communicated, and now | want to touch on those, as wa run through the sequence of
slides, fo glve you a vaery quick survey, the range of things we can do at lkon [Gallery|.

It's very Important to strass how our Offsite Program essentially consists of lemporary
projects, We're not so Interested In leaving a permanent lumpy object, | mean, we
axhibit a pretty lumpy objact sameatimes, but it's not permanent, by no means,

| sort of like the idea that people trip over art projects, not expecting them (laughter)
and, | mean, how sort of engaging they are, and you can see the public reaction, We're
talking about audiences and the significance of them, | mean, there is a whole Idea, tha
aguation that the audience makes up in the othar half of the equation artistically.

And this takes me to the final gesture, the way I'm going to redeem myself for having
arrived a day later. (Mr. Watkins describes a conceptual art project In which wallats
wara dalibarately "lost” in the city of Birmingham. The projact unexpectedly caught tha
attention of major TV/radia programs.) As a project, it was like Chinese Whispers, It was
lilke an urban myth, It was disseminated word-of-mouth, and then it was disseminated
ag infarmation by tha media, and arguably it was ane of the most successful projects
that lkon has aver done, in that the audience literally was millions, if one takes it as the
conceptual work of art that It was. We are obsessed In the subsidized art world with
audiance numbers, and our art councils say to us, how can you justify public expendltures
an such a thing, How literal it can be, because one is only counting who walks in through
the doors of that bullding that | first showed you, | mean this project reachad many, many
mare times through the media, through even this talk tonight, and maybe you'll talk about
it to friends et cetera. If you don't sea things quite so literally, then how succasstul it was,

and how successful In a way that we could naver have predictad,

Anzai: Having sean thae Yokohama Triannale, what ara your imprassions, | wonder, of
Tadashl Kawamata as a director and how the elemant of his charactar as an artist has
found play in the exhibition?

Watking: Yes, | can say | think [t's an Insplred cholce, but you know, he s sitting next
lo ma (laughter). Having workad with Tadashi, | mean to work with somebody whose
practice is assentially cooperative and involvas the blurring of lines batween these
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various aspects of conventional art practice or art experlence, [t just seams it could
not be more timely, and actually in apirit too with an ethos that informs contemparary
Japanese art ar arguably art in this part of the world, In Narthern and South-East Asia
particularly, | have only sean a part of the exhibition, but | think this exhibition Is up my
straet,

When Artists Do Curation

Kawamata: Predominant among the questlons we recelved yesterday were those
concerning artists who curate, organize, or diract a show. Mr. Ken Lum ia an artiat like
me, and he spoke yasterday about artists daoing curation, so | wadld like him to repeat
his thoughts once more, and then | too will respond,

Lum: Wall, first of all, I'm really an artist who somatimes performs curatorial tasks and
50 on. | don't see curating as somehow a substitute for what | do as an art/st, but as
one more supplement or extension of my artistic activity, Not to say that curating is my
art work—that's cartainly not the case, but I'm just saying that | think of being an artist
as a total life decision and cholce, so whatever | do within it s always In respect to that
question of why that Impulse | had whan | first decided to become an artist. As artists
picking aut artists, | think artists, for one thing, have a kind of advantage over non-artists,
such as non-artist curators, art administrators, art historians or art ritics, and it's a kind
of advantage which is oftan under regarded. That s that artists, | think, have a differanl
undarstanding of the art systam, and their own implication within tha art systam, simply
because they have a different relationship to the soclal economy of that world in which
thay have to constantly negotiate. That social economy aften puts them at odds with the

institutional system operative within It.

Kawamata: | don't plan an exhibition thinking, well, if we invite this artiat and da
it like this, it might be interesting, Rather, | feel | must look at the fundamaental
reasons behind the planning and holding of the exhibition, | look not at what
might be possible if you cast such and such an artist but rather at why | want to
cast thase particular artists, Bafora evan thinking abaut particular namas, | find
myself thinking about what It Is wa are attempting to do, what It Is we will construct
as an organization, and what we want to presant to pecple. Coming back to the
question, | don't think thera |s all that great a differance betwaan an arlist and
a director or a curator In terms of your approach to the work, Not only mysealf
but really many artists these days are working within varjous relationships. If
thara are arlists who paint quiatly ar create sculplures in thair own studios, thara
ara also many artists who set up architectural office- or thealrical group-type
organizations, or who organize such group endeavors, In this sense, artists will be
finding mora and mora opportunities to be in a position to curate or alse direct, | think,
and It may becoma something gulte ordinary, or maybe It's ordinary already.

Watkins: Depanding on what kind of a curator you are, but if you're equally comfortable
with artlsts as you are other Institutional types, vou get good Ideas about the selaction




for an exhibition fram other artists, You know, this artist you like tells you about an artist
they like. These are not formal interrelationships. It's just, you know, the development of
a normal convarsational process. | mean, that's cartainly... when it comea to making a
group exhibition, | hava to start out with maybe a small list of who | like. So, who do you
like, and then work out maybe why you like them, and then, in the conversations that
you have, whera does that lead you? Somawhera that you could naver imagine having
gone before, | really ke that openness,

Kawamata: The issues, in other words, are the artist in the role of curator and the
standards he uses in selecting artists. In the Triennale, for instance, | simply invited
artista that | liked. | didn't choosa them by mysalf, however, There wera threa othar
curators and |, plus the varleus stalf members and advisors. Each person would mantion
an artist they liked and we would discuss together why they wanted (o invile that artist
and why thal artist should be Invited to Yokohama, and we wauld reach a concluslon
aboul the select|on, Basically, unless you like the artist or his artwork, .. and by “liking"
I don't mean simply liking or disliking him but rather to feel an interest in that artist or a
sansa that he is doing really interaating warlk, the kind of work that you, yoursalf, would
naver have coma up with, or else something complately outrageous and unexpected,
Through this process, then, we were able to decide that we wanted to prasent these
particular artists in the show, At the same tima, however, wa were clearly under time
constraints and couldn't think about bringing In artists who might possibly becoma
troublemakers. | do, In fact, think it good to bring in such artists, and If we had, the
exhibition might have turnad out quite differantly. We did have this choice. But, if we had
done so, the exhibition would not have comea off in an organized way. Now, arguably
the exhibition does not need to come off in an organized way. But still, in order o set
something up and make It happen you need to have guidelines and you need a direction
o a cartain extent, I somea obstructive element causes the axhibition to go Irravocably
off track before we can enjoy such a thing, then no one will ba happy, will they?

Grout: Also in the process of thinking for the Triennale, | remember a few months ago,
when you told me about the site, you spoke about Yokohama, you spoke already
about the audience. And at that time also you presented your wish to have this work
in progress or something to begin before and not averything finish at tha time of tha
opening, and to continue maybe after the opening, Also you mentioned the fact that all
the pleces are not to be only in the warehouses but also the outside, so Yamashita Park

and Chinatown. So, can you say something about that?

Kawamata: | was thinking today, actually, that it might be good to have some artworks
started now far tha next Triennale, instead of finishing everything within tha time frame
of this exhibition, | mean, we could get some works started now that would develop
an through a number of Triennales and reach completion several exhibitions later, This
could be ona thing that gives maaning to this Triennale, couldn't it? Or they could ba
works that go on being created endlassly, This |s possible, | belleve, If wa don't think
antiraly within the frameworks of axhibition period, budgeat practicalities, or dates, In a
sanse all artists do go on endlassly craating the same artwork. | am always throwing
out to people this idea of the “work-In-progress” becausa | think that this s somahow




the real essence of art creation or else of the way an artwork is presented, Considering
tha character of Yokohama as a place, | think "site-specific” has tarrific meaning hara,
When undertaking an exhibition or the planning of seme avent, you have this element of
locality In such an undertaking, just as Birmingham figures in as a locality in the Offsite
Program Mr. Watkins mentioned just now, and this element is something quite important
in the creation of an artwork. Ms. Helss, for example, came upon Public School One in
Queans, after [t had been abandonad, and decided to hold exhibitions there, and shea
went on then to create the organization P.S.1. Whal gave her occasion to do so s also
somathing having strongly to do with locallty, | think.

Power and Authority in the Selection of Artists

Haiss: My concern with the derelict nature of the building is always that it has toe much
affact on the arts, So, when we renovated the building in 1997, we put a serles of white
cubes within the old building so that one would axpearience bath things: tha highly
psaudo-Gothic Tudor derelict building and the white cube at the same timea.

| was actually listening so carefully to the commeants of thae last three speakars
because you ware covering a social aspact to the axhibitions that is rarely
discussed, primarily in my experience because most curators want to present
themselves as intallectuals and every exhibition has an intallectual format, so it
would be very unusual to hear a curator discuss tha social reasons for inviting
artists, and you've |ust done so, and ['ve never heard of this before in my life,

| always would say that | have certain roles which | try to follow. | have sald many times
publicly that | wouldn't Invite an artist that | wouldn't have dinner with. This Is a very
primary rule, and if you observa it you're usually okay bacause dinner is a tima that has
a soclal interchange. But if you can't stand lo aat with someone, you don't have any
darmn right to be showing that person's work, because that person's work s their blood
and thelr body. It sounds llke a joke but it's a pratty good rule for showing art, but it's
not an intellectual rule and consequently it's not respectable. So, what you'va done is
you've exposed that situation, Kawamata, You're not belng respectable if you choose
who you like; that's a soclal reasan,

Anather thing: I'm sorry to tell you that you can be a good artist If you are a bad persen,
Many of us know Intimate parsonal detalls about artists which prove they'ra bad people,
like thay lsave thair wives and small childran and don't pay any monay for their support
or they run away, and they promise an exhibltion to a museum and they take a blgger
museum, You know, things like this happen, and many of them are very good artists,
But if we could have another discussion and talk about morality in art In an Interesting
way, | think that truly bad people can't make truly good art, This is my only concesslon
ta that (everyona: laughtear).

So, we've talked about morality and choice, and we haven't talked about meney of
carears or ambition, and I'm aure you'll gat to those becauaa | think they're on your
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list of subjects, ..
Watking: Can | just comment on Alanna's point? Because | don't think choosing an artist
bacausa you like thelr work is a soclal reason, | mean, you may not even know the artist.

You |ust like their wark., There are many artiats | have wanted to show who | never met,

Helss: But you're an intellectual, so that's different. | thought the three of you were
discussing cholce issues than,

Watkins: No, | think | was belng grouped with Tadashl. Well, | think we were talking
mostly about the work that you like,

Kawamata: Well, | said that | invited artists that | liked,

Halss: We sald dinner. | mean, another basic question is whether you can live with an

artist whose work you don't ke,

Watkins: | think probably a lot of curators know artists whose work you don't want to
show but you llke tham a lot. And then the difficulty is, you know, you've nevar gotten
around to asking tham to do that retrospective survey (everyona: laughter).

The other thing | was geing to say is that the dinner party analogy s really interesting
because in tarms of the selecting of artists and what it is that makes you put togather a
program tha way you do, or make soma kind of statement through an axhibition, is a bit
like a dinner party conversation, That is to say, you want to devalop the convarsation,
You don't want to repeat somathing that someabody else has already said, so, you dan't
want to maka an exhibition that is just basically the same gasture made by somabody
alse's exhibition. You want to keep the conversation going, and it seams to me that that's
essentially what wa're doing in the art world. You don't want to say something which
I completely Incongruous or doasn't have any bearing or isn't really adding. | mean,
you may want to make a statement that contradicts somebody or that develops what
somebody already sald. And you have a senae of a kind of dynamic there. Earlier, we
wara talking about overlaps, you know; you sea cartain pattarns emarging and you
reallza that you're not such an Idiosyncratic mad person, Thare s someathing In the
air, therae Is a kind of a gist that you get, but you're not objective, and you skew it in a
particular way bacause of your own way of thinking. That also seems to me to be a very
good analogy for the nature, for the way In which selactions ara made, either In terms
of tha artists or the work you choose to show or the kind of biennale that you make,
Somabody has done somathing in Sharjah, semebaody has done semething in Venice,
and we are all kind of awara of that, aware of these. Thay are like statements being

madea in a dinnar party convarsation, it seams to me,

Hels

group shows, which are hanging, in most casas, many worka In one room, you also

: Tha dinnar party analogy goes much ...could go very far, If you are used to doing

ara probably vary familiar with the idea of seating people at a dinner party. So, you put
parsonalities at one table, and they talk across and down tha table, becausa works of
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art talk to each other all the tima in a show, and you have to have a pretty good sense of
the conversation going on between the works of art. And | know that It sounds very sllly
to talk about seating peapla at dinner, but for any person who works at a museum, food
is one of your big jobs, because when the sponsors have a dinner party, then they want
you to do the leeding, and you have to figure out how far you can go in putting artists
and sponsors together, and dealers and all this. And when you deal with dinner party
seating, you deal with a very sub-genre of an exhibition-organizing situation,

Kawamata: When selacting artists, there is a very political approach that you need,
as wall as a sense of creativity, lsn't there? Selecting artists is almost like exerclsing
authority, | think. Any comment, Mr, Lum?

Lum: | have a couple of commants with regard to the metaphor of the dinner party. The
first one would be related to what | mentioned earller, about the artists operating In a
really different social economy with respect to the curator and so on, generally who s
much more affiliated In proximity to nstitutions and so on, and that is that maybe the
curator could have a kind of cholce In terms of, well, | choose not to have dinnar with
this person because | don't like that person or whataver. Whereas for artists, that cholce
might be much more limited, right? Because for an arlist, depending on your status
and so on, If the curator says, “Wall, you know, come and have dinner,” the artist Is not
going to say "l don't like that guy. I'm not gaing to hava dinner with him." So, the artist
might say, "I don't like that guy, but maybe I'l get a show out of It." I'm just saying thera
is a slightly different economy to that, I'm net suggesting that artists should be craven to
personalities and so on. I'm just saying it is a different aconomy,

Nakahara: What everyone is saying |s very interasting, | think, but there Is ona issue no
one has touched on yat, This is that . ., | have workad in curating numerous exhibitions,
and naturally If you aren't interested in that artist's work you will not choose him, but |
was commissionar for the Japan Pavillon at the Venice Blennale twice, and during one
of those times | had opportunity to choose two artists, | chose them because | was
tremandously intarested in both of these artists' artworks, but my, how these two artists
didn't get along (everyone: laughter). When you select artists, you don't know about
this aspect, At any rate, they had complately different tastas In fooed, One of them liked
to drink and other didn't, and the ane who didn't also didn't like the fact that the first
ane drank. When [t cames to artists, there are always these kinds of complications, so
curating an exhibition Is very difficult,

Another thing in a more serious veln, Kawamata talked about artists undertaking the
direction or else curating and planning and artist selection of largae exhibitions like
this one, | think such cases will grow more common, In his introductory text for the
Triennale catalogue, he mentions that, from his Involvermeant In organizing this exhibition,
“collaboration” sort of comes across as a distinguishing feature of such an endeavor.
Whan an artist holds an exhibition like this one, he said just now, he doasn't look at
names but rather thinks first about what it s he will show. In other words, he organizas
the overall elements of the International exhibition, including the works by the salectad
artists, as a kind of collaborative affart. This 15 not my approach. | ehoosa the artists one
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by one and then let them do what they want. This, | have a fealing, may be a small but
considerably important difference between how an artist undertakes an International
axhibition like this one and how a non-artist would do it

Anzai: As Kawamata just mentionad, about working as a cooperative team, you have for
axample the movie production team, where staff and people of all generations take part
in & supporting role so that everything maoves forward as a unified effort. When it comes
to this collaborative style of working in a group, | have bean watching Kawamata's
way of producing an artwork lor somae years and am quite familiar with (t. When, like this
time, there is limited budget or perlod and you're dealing with a site like that one, he vary
smaoothly applies his experience in handling all these differant elements, and | think this
collaborative approach warks vary wall,

Comments from Participating Artists
Kawamata: I'd like to ask somea of our participating artists about that,

Toshihiro Yashiro™ ; | dellberately did not partition off a space or set boundaries, this
time, and tried to work my performances into various locations, because | wanted to
work In collaboration with the other artists, And | really had fun taking part in this way,

Ingrid Mwangi® : | have a few things to say concerning the debate, picking up on
Jonathan Watkins' presentation about Offsite and locality, which | found very intaresting.
And just one comment on that, that | do like many of the Ideas thal you were proposing,
but on the other hand, as an artist, | think a lot of us artists think about our audlence
and who we do work for and hava the conflict of, for example, some of our works being
shown in very closed spaces where not a lot of, well not perhaps the audience that we
would prefer comes and so forth, Parsonally, | think that the idea of a dedicated art
space |s vary iImportant in the sense of having a protected space. | think that both your
ideas of bringing art out Into the public but really the idea also of having a protacted
space for some more quiet and reflective zone for the art is something which s of great
impartance. And then also for the viewer, | think the aspect of giving him a sense of
security about what to expect Is not necessarily a bad thing, as opposed to, for
axample, surprising the viewar on the street, | think we ara living in a time of great
complaxity, and wa're actually floodad with constant infarmation, and it's one solution
as an artist to try and break that space and try to fit in within that flood of information.
But it's also another point of view to try and create a blt of security for the viewer,
because wa all are forcad to, In our daily ife, constantly sort cut what we find Is
Important. | was talking today to the assistant of Shaun Gladwell,*™ and ha did this
project walking through the subway with the dancer and then the whole camara team,
and there wera many people who were Just not looking at them, | wasn't surprised, This
is a phanomenon that you see vary often, that peopla have learned 1o try and protect
themsalves from this flood of information. So, this is somathing | find s the limitation in
tha Offsite Program, yes, where | would see that it's very, very justified to create very safe
places. Although | do think that these kind of actions are good In creating awarenass for
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people about art and then inviting them to come Into safe spaces, Hopefully that would
be a result of this kind of work: that they bacome from passive viewers to aclive viewers
looking to go to those safer spaces. And that leads me to the Triennala, which is a safe
space and which is clearly defined and which is an exhibition, and within that safe space
it's very lively: that's my impression of the Triennale, | really like the concept and | find it's
waorking very wall. The playfulness comes out there, and the working in the moment and
the work In process, but within this spaca that we have dedicated to the work.,

Kawamata: Certainly, as you say, things of aggressive character or things that appear
unexpectedly before you have a frightening aspect, so a space of sacurity Is necessary.
Today, we've had many remarks about offsite works, but this Is not simply because we
are interested In offsite works but rather we are taking them as one reaction In looking at
what Is possible when you do an exhibition, in terms of getting away from the so-called
art museum and the securlty of the art museum as a system or box, Including this
guestion of what It means to work offsite. Of course, we also thought about how to
bring In works such as Ma, Mwangi's, far | falt it was possible 1o have a Triennale that
included such spaces too, Your remarks are very precious, thank you,

Nari Ward®” | One thing that | do want to say, in my first exhibition in Asia, is the regard
for the artists that I've gotten from the valunteers, and | think it has been an Incredibla
axperience for me to work with all these young people and old people who have sort of
come |ust to help. | remember the first time | did the visit, Kawamata was doing a
prasentation for these voluntears, and | was quite curious as to what that meant and |
was aven cynical, "Volunteers? What the heck is that?” because In New York there are
not many people who voluntaer ta work with artists. So | ramamber going 1o this and
seeing all thesa people, and that they were curlous about what we were doing, and | still
didn't get it, still couldn't understand why they wera hare in the room, why thay wanted to
ba around artists, | think for me, the experience of working with these individuals, and to
use Alanna's sorl of model of the dinner table, it's really acknowledging the people who
are serving the food, who are helping with the dinner to make it run smoothly. That's &
key elamant, And | sea thase individuals also as a kind of future in tarms of laying down
seads for othear triennales, and their experiences and thelr memories being really an
important aspect in daveloping this notion of what an art exhibition can ba. It's been a
real pleasure and learning experience to participate in this particular dialogue with those

voluntaars.

Organizing and Operating Exhibitions

Kawamata: Let's open up the discussion and take somea quaslians fram the floor,
Audience 1; When an artist curates, might he see the exhibition itself as an artwork of his?
Kawamata: | think the question is for Mr, Lum and myself, and | will answer first, Yes, | do

regard It as an artwork of mine, but as a collaborative artwork, as Mr. Nakahara sald. So

this I= not In the sense of manipulating other artists in creating my own work, Tha direetor
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of course is not a dictator and must operata within various relationships with others,
s0 | do not declde everything myself. The director should not hold absolute power, but
rather he s In a position to shara it with others. This is the aspact | am interastad in.
So yas, you might say it's my artwork, but it's also everyone's artwork, and the artists
can also think of It as thelr artwork, This is the kind of exhibition | have tried to create,

Lum: | guess | would have a different opinlon than Kawamata. | don't consider what | did
in Sharjah or the "Shanghal Modern” show | curated as works of art of mine, but rather
that it's just one mare activity in the life of an artist, | think that's important. | think that
when | do make art, | say this is art that's showing in a museum or outside or In whatever
kind of context, but the intention is always driven by the idea of making art. But when |
curate a show or write an article as I'm daing right now, | der't consider that a work of art.
But | do consider it as a parl, as just one mora aspect of choosing to be an artist, which |s
that all activities bacome relevant to you as an artist, but not necessarily as a work of art.

Kawamata: | look at what we call a “job" and craating an artwork as more or less the
same thing, so | answered as | did, thinking that creating artwork Is the job | do, and |
think an exhibltion toa is an act of personal expression. But this is not to say that it is a
personal artwork of mine, in the narrow sense; rather Il s one of my activities,

Lum: One more thing. | think what | did in Sharjah is a kind of reflection or expression
of my tasta, If you will, in terms of what | like or not llke and 5o on, and hopelfully it adds
an element in tarms of how one looks at me as an artist. Because | think when you're
an artist, it's not just about looking at your works to try to understand the theory and
language vou may have about art, because | think that the whole basis of why you warnt
to be an artist Is to try to theorize what you want to say about being in this world, And
a0, doing this show in Sharjah would add or maybe complexify one mare aspact in that
undarstanding of what you mean, In terms of who you are in respect to art.

Haiss: | think thera's a big confusion of vocabulary here. Because making an exhibition
is differant than running an exhibltion space. Some of us up here have day jobs, we run
the space, we make sure the guards come, we open the bullding. It's our business to
maka sure that the exhibition is sean by people, and it's a warking job. Then, tha making
of an exhibition in that space is a second greal opportunity or job, And Kawamata (s not
going to start running a museum because he doesn't want to do it, That's called "work”
and that's called a "day job," and he doesn't have to do that, ses? Most of us have fo run
a place in order to do axhibitions, and we have to keep It opan. That's true for some of
us, but Ken doesn't want to da that day |ob either, so, these are the same words used for
vary, vary diffarent purposes. And ancther big confusion is that the Yokohama Triennale
is a great big show. It's complicated, there ara logistics, there |s travel, there's transport:
there Is all this stuff that's completely differant from when we do a retrospective or a
amall show or a wark outsida the museurn. Thesa are diffarent considerations. The siza
alone is different, the budgets are different, the considerations ara different, and tha job s
different.

Watkins: You could be an artist and decide that your axhibition was a work of art that




involved |ots of ather artista. |t's not as if anybody's got a formula or definition of art that
concludas that. | mean, art Is 50 open now, which makes [t so interesting. You couldn't
prescriptively say, | mean, it's up to Ken to say he doesn’t regard It as his work of art,
and Tadashi could say the opposite. | mean that the two points of view are not so
parallel, But art s so open now that an artist could say that this triennale, from my paint
of view, ia a work of art, It doesn't make it any better, because we all know that just

baing a waork of art doasn't make anything any bettar.

Lum: | guess | would just contest that slightly, in the sense that by declaring your
exhibition s a work of art, which | raspact—obviausly you can do that—then you place
emphasis or put a demand out that says this exhibition which consists a work of art can
be exagetically analyzed, in the same way as all my other works | show museaums or In
public. And so that emphasis, | guass, s what | was mora cautious about, and that's
why | don't conslder what | do, In terms of exhibition practices, a work of art but just an
extension of the artist's (ifa, That's how | would qualify it,

Interaction with Viewers

Audience 2: Regarding the message character of a space, do you think that basides
the message presented by the artist or curator there Is also a message coming from the
viewar, in terms of his imprassions or intarpretations? This would be something arising
from within the viewer and diracted toward himsall, so 's hard to grasp from outside
and not someathing expressed outwardly, but...

Kawamata: | parsonally do think so, Wanting to draw that out somehow, | have tried
doing workshops for example and other participatory activities, thinking that there might
be some mathod by which people could come and then express what they feel in some
form, there at the site. And | hava tried to bring these things Into the current axhibition. An
axhibltion that also brings the reaction of the audience into its scope—this could be done
at tha next Triennale, for example, and | don't know just what form It would take, but what
do you think in this case. Mr, Watkins? Can we bring something like this into the exhibition?

Watking: | maan, wa do. Again, curatorial practice has changed so much to raspond
to the way Lhe artists want to work, and the right kind of museumn or gallary is going to
change accordingly. We all have to change and reflect how the artists are thinking now.
It's interesting in relation 1o the question earlier aboul the quiet space and raflacting on
context, And of coursa the audlence is the most immediate context, in many ways, and
It's the conlext that's there with the expectation that defines the work of art or gives It its
|dentity,

Just going back to the question, | mean, we have an exhibltion program going on at
Ikan Gallary at the same tima, and | find that sort of counterbalance a very dynamic
and Interasting thing. I'm not intending to close the doors of the building. The Offsite
Program though does kind of raise very interesting guestions that are not being
considerad by people, with the mare conventional idea of the function that art plays. In
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the same way, the idea of audlence participation Is a very literal manifestation of what
you want to ba happening all the time. Even with an old master painting, you want
that Imaginative participation and undarstanding that it is open to you to sort of take
it wharever you like. It doasn't mean you don't have to touch it. | mean, the workshop
sltuation |s the literal manifestation of what one would like to be happening with the
audience all the time, You don't want that just to be happening in art; you want this
engagement In all other aspects in life, You want that kind of dynamic interaction
betwean whatever's going on, In a political sense, that people don't just feal that they're
being given something and they have to take it, and art epitomizes somathing that you
want to happen throughout the society. In the same way that you don't want just quiet
spaces for art, you want guiet spaces for a whole range of other human activities, some
kind of spaca to reflact, to meditate without an dea of art, as wall, Let's fight for it in art,
but let's hope It happens in all other areas of life,

Kawamata: The term “interaction” s maybe a clue for us. To create exhibitions or
spacas in which interaction is pessible—this s one possibility the exhibition has, | think,

Audience 3: Concerning the word "space,” which s in your subtitle for this symposium,
this is something | am perscnally interested in, but what is your interpretation of this
word, "space”?

Kawamata: The word "space” of our subltitle, "A Wllling Space," means the space
of a box or of a certaln place and how we are to look at such a place and attitudes
toward it. In other words, how you want the place to be, how it calls people into it
the qualities it radlates, or alse the attitudes of those who use the place for a certain
activity, “Willing," on the ather hand, means what you will do there. These are things
| have been thinking about this time. | have worked these past nine months with all
this preparation constantly ahead ol me and a sense of being pressed from behind,
and yestarday we finally got the exhibition opaen. And all during that time | was asking
myself, what is an exhibition really, anyway? Naturally, | have invited artists | like and in
making the exhibition we have arranged for various things to ocour in the way we like,
but at the bottom of all this, this |s the question I've baan asking mysall, [t concerms how
many people organize a place togather and what we might call the artists’ expression
of a creative "will" toward that place, and | have set up this symposium wondering if wa
couldn't give verbal exprassion 1o all this,

Audience 2: So you don't mean a concreta space, like the white cube, but something
maote abstract that includes the Idea of people gathering, a place whare people meat?

Kawamata: Yes, with that sense included.

Audlence 4: | would like to ask about what lles ahead. When we consider that this
characteristic of “intar-raflectivity” Kawamala talks about is the main point of developing
something continuously, then, this is a Triennale, so how the next three years are used
Is very Impaortant, | think, First, your dialogue this time has centered on "site-specific” In
talking about spaces or place, but the main venue this time was actually chosen before

117



Kawamata became director and you also had very little time when it came to artists, |
hear, This is probably ganarally true of exhibitions organized in Japan, | think. So, whan
you compare this with F.5.1 and how that functions as an exhibition place, something
Ms. Heiss spoke of yestarday, what will be possible heraaflar with regard to site-
specific expression? Then, somaewhat In connection with "will," concerning this issue of
Information that also came up at the end of Mr. Watkins's speach, | think that when you
are aiming at [person-to-person] communication of human scale, or what Kawamata
calls moving from “artful” [having the qualities expected of art] to “artless” [attaining
freedom from preconceptions about art] then you're talking about a kind of infermation
you cannot communicate through the media. For this reason, Kawamata has been
making these appeals about “coming to the site” and “working continuously." But I'd like
to ask, also In connaection with this point, If Kawamata will be taking the reigns of the next

Triennale, as well?

Kawamata: I'm not going to do this anymore (everyone: laughter), Also, | don't think that
"site-apacific” davelopmant moves along the same track as "tima." Than, concarning
this issuae of "will," certainly, you can very easily communicate Information through the
masa media If you use an advertising agency, for example, But, the method we have
chosen, in order not to do thal, is to do the Triennale School ™ for example, and racruit
participants from the genaral public there and Introduca to therm each time the situation
of what I8 happening at the Trlannale and what the artista are doing, this baing an
extramealy raliable grass-roots movemant kind of mathod. Now, you might also ask
whether we should really be doing such a thing, when we ara organizing such a large
exhibition as this, espacially under such time constraints, but I'm not doing it just for the
Triannale, this tima. Rather, | sea it as a fundamental elemant of supporl for tha next
Triennale and other international exhibitions in Japan, Scme 60 participants attend sach
time, and from among these people we're getting volunteers and "Supporters” who are
actively coming to take part. And the real reason is the artists themselvas earnestly
desire this support. They are saying, *| need some workers tomorrow, Haelp me out!"
The artists themselves explain the kind of help they need and their concepts and what
I8 necessary, In thisa way, as Narl Ward also said, we can cammunicate to peopla who
are willing to communicate and come to take part in the work. So, I'm doing this, not
just for the Triennale this time but rather with the idea that it will be good to foster this
kind of engagement with people as a basa for fulure intarnational axhibitions in Japan.

Who Judges Art?

Audience 5: | have two questlons, You are talking about the exhibition or collaboration
or galng out of the building, and thase are all issues of methad, | think, but what is the
potantial of this new mathodology you have developed these ten years or mere? That Is
one guestion, Then the other; who judges art? If it's a corporation, the market judges it
In politics, you hava alections. In art, you hava the critics, directors, and evan the artists
themselves, but who Is there to judge the ovarall thing?

Kawamata: The firat question concerns the Triennala, | think, but this ig strictly a highly
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parsonal mathodology that has emarged from my working in the art world these thirty
years and thinking about and experiencing various things, and they are things | feel
| want to do. Concarning the second, the judgmeant of art, I'd like to ask the other

panalists,
Haiss: | jJudge tha art. That's my job.
MNakahara; The people who come to sea this exhibition judge it.

Lum: | would say that | would hope that [t's not mandarin opinion, mandarins within
the art world that fully determines the succass of a show, though to a large degree it
prabably will ba, But that it's a combination of that plus the response In tarms of the
exhibition's affact In terms of local constituencies and sa on, And | think that's always
a kind of key, that if the exhibition i successful, then it kind of bridges between artists,
critics, and paople in the art world who like the show for certain reasons. Because the
axhibition had this measurable affect in terms of public appreciation of the show,

Watkins: As far as about judging the art is concerned, I'm with Alanna. Wall, I'm with
avarybody. But you know, we have to be transparent about It, | mean If you do, you do,
and don't hida the machaniam, that's important. | mean, how many exhibitions are put
togather through the salection of ane person? That's exciling, and thal's the way the
world works, just as long as It's made clear, | think.

Tha other thing, going back fo tha guastion about eollaboration and things happening
outsidae, arguably, this was all happaning long bafora there was an Institutional art world,
Long before the white cube spaces, there was work outside that was integrated with the
bullt anvironmant: thare wara cave paintings in caves, and caves ara, wall, insida but |
mean that's outside of museums. And thinking of the time when the word art didn't exist,
It's interasting to have this conversation here in Japan., Befora the 18th century, peopla
didn't think of it; samehow there wasn't a naad for it. Arguably there wasn't art, thera
wasn't an artist, and probably creative efforts were more collaborative, and the idea of
the single, individual artist who makas things for a space that's dedicated for it Is such a

recant one.

Lum: | think that's a vary good point Jonathan just raised. I'm going to resart to an
anecdaote of mine. Even the ward art, in the sanse of contemparary art, is really kind of
a recant word In terms of Chinase lexicon. Mot art In the traditional watercolor sense
but in tarms of the way we mean it In terms of contemporary art. And | remember at
the first Shanghal Biennala, which was only in tha year 2000, going inta this video
work by a quote-unguote Wastern artlst, There was no translation, it was completely
in English and so on. And there was an old guy in there who must have been about 80
yaars old, wearing a tattered Mao jacket and so on, and he sat through the entire film.
And as he walked out | was fascinated and wanted to ask him why would he sit there
for 45 minutes, because abviously the whola thing wasa about this scenario of dialogue
and completely In English, and he said in Chinase, "Interesting.” And | thought that
relnvigorated me In terms of the kind of doubts I've had about art, or at least as maybe
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described in the real American world. And | think that's a kind of key In terms of what's
really giving sustenance to art today, is this appearance of art in a context whera it's
really quite new, or it's In a context of societies in flux, in societies where conditions are
perhaps difficult, whether it's political or It's economic or otherwise, and it's in those

kinds of areas that | think is really animating art again.

Nakahara; | was a litile toa brusque when | sald that those who come to see the exhibition
are the onas who judga (1. Actually, the exprassion "contempaorary art” came Up just now
Ir Mr. Lum's eommaent, and tha judgment of art these days s growing exceadingly difficult,
| believe. This is not because there are more and more incomprehensible artworks but
rather, If you take, for example, the Chinese group project Long March ™ in this Triennale,
which concerns the Long March made by the Chinese communist party under chairman
Mao Ze-dong,™ it is probably understood differently by Japanese and Chinesa peopla,
While Japanasa may not be so interastad in the Long March, for Chinese it was a heroic
struggle, So, If you're not aware of that, you will look at the work In an entirely diffarent
way. This cancarna not only China. To put it in extreme terms, it means the art of Europa
that came to Japan as modern art, and then the extremaly close look Japanesa gave to
Amerlcan paintings and sculpture after the war, This Yokohama Trlennale is a typlcal
example too, for truly, artiats have been selectad from regions throughout the entire world,
And yat, no onae really knows very much about the history, customs, ways of lifa, or alaa
culture of these natiens around the world, Any judgmant you make of artworks without
knowing that background will be superficial, So, as the range of artista’ activities bacome
more global, in other words, it accordingly bacomes vary difficult to judge everything in a
simple way using the same standard. To ba truthiul, | don't think | myself can do It. Take
Kaorean art, for example, or the other day | want to see the Beljing International Art
Biennale,"" but | don't know in detall about Chinase art, espacially considering that it's
such a large country. The art worlds of Shanghal and Beljing are thamselves vary
differant, and the same differences are found In Africa or the Middle East, When It comas
to art In lsraal, yvou might say | knaw nothing at all. So, you perhaps mantionad judging in
a broad sense, bul very concretely thera |s a need for us to think about this question of
how best to Judge contemporary works of art In international exhibitions.

Grout: One thing Is that you said a lot about "attitude,” and | think It's very Important and
| think we can really feel it with this exhibition, And it can also go to answer for how we
can judga, | think wa can faal on many diffarent lavals, depending who wa are. And an
exhibition can be a gift, and | think it's what we have now,

Anzai: Tha Munstar Sculpture Project,™ for instance, happeans only once avery 10
yoars, This exhibitlon, on the other hand, had less than a year of preparation. Still, from
my own experience In looking at artwark these 35 years, when it comes to who judges
arl it may be the people who sea art that do, but persenally | think it comas down to
whether they want to see It a second time. In simple lerms, there is a sense of pleasure
wa get in the experlence of art, 50 whether or not we can get energy from this, Whan
paopla want to go thara and saa |t ona more tima, then that's a pratty favorabla
}UC'QI‘ITOHI, Wa can say. As such, If viewers don't feel thay want to see thatl axhibition
again, it means the exhibition has not livad up to expectations, | have a fealing. So, t's

289) Long March
Arl project undartakan by Chinesa froslanca
curator, Lu Jie since 1889, Lu and numarous
othar young artists ro-visited the vilages Mao Ze-
dong visited during his Long Marah 1o launch
community-based activitles, auch as croating ane
axhibiting artwarls togather with the villagers.

30) Mao Ze-dong
Firal chairman of tha Chiness Communist Parly,
Mao antared Beijing with the Peopla's Libara-
tion Army In 1948 and eatablished the Peopla's
Republic of Chipa. From 1866, ha organized the
Greal Cultural Revelution and saughl to modaermize
China

31) Baijing International Art Biennale

Internallonal axhibitlan of comemparary arl 1
Baljing, China, first hald in October 2003,

32) Munater Sculptura Projact
Intarnational axhibition hald evary 10 yeara in
Munster, Garmany. Exhibillon-goers tour the
ity by bicyole with mapt in thair hands to gon
artworks inatalled in tha art musaum and varlous
placas around tha alty,



not the numbers but rather a kind of personal sense of pleasure or else having gone
thare you want to go again, and naturally numbers and quality are factors too, But in
Japan, you still have this thing where, when the “Mona Lisa" comaes, people turn out in
droves. Because it's understood from the beginning that the Maona Lisa |s good, in other
waords,

Heiss: If you put the "Starry Night” anywhere, people will come, It's a walrd thing.

Audlence 5: I'd lIke to taka my guestion a little deaper. It's in the nature of art that one
judges It on a personal level, and to fael moved and want to sea somathing again Is
perhaps a part of this. In hearing what Mr. Nakahara said, | was struck afresh by how
truly difficult it Is to judge art, It's great f yvou can feel that you, yoursalf, judge the ar, but
just what raally is the soclal context or else the values we use? It's fine that the market
Judges the corporations and that politicians are judged in elections, but with art, It's
probably better that such a judgment Is more narrow and personal, in the sense of

onasealf, or the ragion, of the general public,

Kawamata: This may be a somewhat hackneyed way of expressing It, but It makes you
feael richar insida. And that's all. Coming into contact with art, you feel better somehow;
you get a feeling of exciternent, Whenever | meet an artist, it really enargizes me to know
there are guys who go on daoing this crazy nonsense, day after day. In some far corner
of the world, samea guy without a visible meana of support s managing fo live at doing
auch a thing and, surprisingly, evan managing to get athers to help him do it, And | think
this world is amazing that way, and this is the one thing | always think, No matter how
I 'may talk about "artless,” | really get energy from art. There are guys who have these
vary differant values; guys doing the vary same thing | am always thinking and daing but
in an entirely different way so that It is projected back to me, and so, ves, It really makes
you feel richer, Or alse, it gives you a reason to go on living, just as Gauguin felt better in
looking at Van Gogh because he knew there was somaone more miserable than him, It's
not that I'm talking about miserable people, though. ..

Nakahara: Let's all ook at Kawamala and get energized {evaryone: laughter).
Kawamata: So, with thesa concluding words, I'd like to end our symposium. Thank you

for your participation these two days.

Simultanaous Interpratation: Kazue Kobata, Rei Kawagishi, Hiroko Suzulk|
Photo: the Organizing Committea for tha Yokohama Triennale




Alanna Helss
Diractor, P51 Gc

In 1878, lounded PE

tamporary Art Contar/USA
| Contempaorary Arl Gantar (which becama an afliliate of New York MoMA in 1887)

iaflad with conventional exhibition facilites and formats

and has since worked as F.51 director, Digs,
has worked to convert abandoned city bulldings 1o contars for art and promotad the exploration of new
wrvad Ba & commissionar at Vanice Biannala,

art tarritorias, aspecially in the gonre of installation art, Has ¢

Shanghal Blennale, and numercus othar prominent international axhibitiona, and has workad to bring ha
g

Amarican contamporary art world closer to art warlds in third world nationa, nations of tho formar Soviot
blog, Asly, and Europe. Has baan highly influantial nternationally ag a curator and organizer who (s resolute

ninitiating innovative, axperimantal projects

Ken Lum

Artiat, founding aditor af Yishu Jourhal of Contamparary Chinesa Art/Canacda

From Vancouver, Canada, Has baen active intermmationally these pasl lwo decades as an artist, aditor, crifle,
and curetor, Foundad Or Gallary In Vancouver, o gallary oparatad by artists, Sarvad a8 projact manager
for tha axhibition "The Short Century: Independence and Liberation Movements in Africn 1945-1884 " Cao
auratad *Shanghal Modarn—Art and Folitice in Shanghai 1819-1845" (Muaeum Villa Stuck, Munich) and
*7th Sharjnh Bionnial® (UAE). Board mambar of tha NFO Arts Initiative Tokyo, Profesacr, Unlversity of British

Columbia.

Jonathan Watkins
Diractor, lkon Gallary, Birmingam/UK
Long active (n Lendon as tha curator of Serpenting Gallary and directar of Chisenbale Gallery, bafore working

as artistic diractor for 1ha 1998 Sydnay Blennale, Attained prasent post in 1989, Has broad exparlenca as o

auest curator far numerous internaticnal exhibitions and prominent arl ashows, Including La Triannale di Milan
1890-2000, the 2001 "Facts of Lile: Japansss Conteinporary Art” (Hayward Gallary, London) and the 2003

Tate Triennale,

Yusuka Nakahara

Art aritic/dapan

Awnrdad tho Art Criticlsm Nowcomaor Award lor his 1856 "Critleism for tha Saka of the Imagination.” Has
written numerous hooks, including "Nansonas Art Theory," *Cantamparary Sculpture,” "Myth of Seseing,"
‘Bolwasn Man and Mal “Chriato: Myth of Art without Myth,” "Broncusl,” "16830' Maxico," and *Why Da
Paoplo Maka Picture o Paulo Biennale, and Vonica

Blannalg, and sarved on the Seoul Olymipic Art Exhibition Commitlea. Advisor, 2000 Echigo-Taumari Arl

Has worked as a commissioner for Paris Biennala,

Triannial. Profesaor ameariius, Kyoto Solka Univarsity,

Catherine Grout
Ph.0. of Art Histary and Assthatios, Lesturar, Lille Schoal of Architectura/Francea
3 in Franoo, aly, Japan, and Taiwan. Served

as commissionar for the 2004 Blannale d'art contamporain d'Enghin-les-Baina. Hag written many works

Has worked @

in indapandont gurator for ouldoor projoc

conaarning contamporary art, urban spaca, public art, and landscape, Including "LArt @n millau urbain,” "Pour

v resalitd publioua de 'art'," and "Rediscovering the Landscape: A Crucial Urban Actuality”

Shigeo Anzal

Arl decumantar, phalographar/Japan
Aotlv
Batwaan Man and Mattar® in 18970,
tha world. Resided in Maw York, 1078=78, In 2000 held a solo axhibition sxamining the art frends of the past

s an artiat in the 18608, Began using a camars in documanting arl during the "10th Tokyoe Biennale:

e photographed many major exhibitions in Japa

#, at Tha National Mugaum of Art, Osaka. Official pholographic documenter for Yokohama 2008,

Tadashi Kawarmata
Viaual artist/Japan

Sinoa fiest axhibiting e work n 1877, has participated in and undartaken many projects nnd axhibitions in

Japan nnd abroad, including the 40th Vanice Blannals, Decumanta 8, 18th SAo Paulo Blennale, Documanta
13 Valencia Bie
From 1999-2005 sarvad as a profassor In tha Departmant of Imor Madia Arl, the Faculty of Fine Arts, Tokyo

nala,

4, 2nd Lyon Blennale, 3rd Mungter Sculpturs Project, 11th Sydnay Biannale, and 20

Mational University of Fine Arta and Music, Artistie Director of Yokohama 2008, Books authored Include

‘Artlass
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fERNUIYF+—L 2005« 27 Y 1—-)l | Yokohama 2005 Schedule

AFITU—#IE Catogorios

itk Offielal Events

FIRMIMAER)  Activities of Artlats

f#MPT~4 - On-site Events

i A2k OH-site Events

FUT =94 Triennale School
HR—7—MMED  Activities of Supporters
DY, L2 Fr—% Symposiums, Lectures, etc,
Ffth Othar

LU NE O - ]

2004
® 1213 JIMREME T« L-2¥—CHRE /Tadashi Kawamata chosen to be Artistic Directar

® 1220 JIRIEMS 7« -2 ¥—(CHM{E /Tadashi Kawamata assumes post of Artistic Director

2005

@ 1.28 ¥ 1EIE#HFA /st Press Conferance

@ 219 fiERJIF—LERER /Yokohama Triennale strategy maeting
® 316 HMFLF—2ir52> /Sapporo Presentation

® 329 dEm7LYrF—i32 /Beijing Presentation

® 331 LE#R7LYrF—irn/Shanghal Presentation

A 45  RUT—LAE I (£320 1210FT)/

Triennale School opens (held 32 times; final class 12,10)
49  KBEFLYrF—irgx/0saka Presentation
416 M7 L2 F—az /Hirosakl Presentation
417 i 7 Lt »F—2/ 32 /Fukuoka Presentation
4,29 A Zq vl 27 LI /Official Website goes online
4.29 Fw@ A7 T2k /Kick Off Event
429 wd  Fll— (NN 2) BT/
Construction of Luc Deleu's " Speybank” completed
5.1 7 A 25 =23 /Hiroshima Presentation
515 HHWT LT —23> /Nagoya Presentation
517  W—o—B @MY% /Supporter recruitment begins
522 LZFvr— FA-=TILPE WERITYF—L FP—k - H—hZ; £d; /
Lecture, Demeter School, "On Yokahama 2005—Art Cireus”
623 AR—#FVILME (1219 &7 )/Hello Dial opans (until 12,19)
527 ¥ 2[EE#EER /2nd Prass Conference
530 BIETLY¥T=i32 /Taipei Presentation
6.2 LeanPoh TEZE U v OMRE SR, /
Symposium, "Inhariting and Promating the Yokohama Spirit"
69 IrxxFF - ZLtrT—2232 (611 £7T )/Vanice Prasentation (until 6.11)
689  BankART School TARRULHT< L (280 7.28 7T )/
BankART School "March of HAMATORII" (8 times total; final class 7.28)
613 =¥ - FLAHrF—23 (6.20 &7 )/Basel Presentation (until 6,20)
616 Lo#Fvr—TaitEF—F —fERUT Y=L 2006 DERMS%EWBRT /
Lecture, "Public and Art—with Yokohama 2005 Update”
B.26 wRPon TMbnichoiifinEss LT, /
Symposium, “Toward Nodes of Open Culture”
630 ZUF O—Fu(TUvdT= FOPk WK W/
Maria Roosen's "Marine Tower Project Yokahama® plan abandoned
® 7.2  BankART school '8 2 E#E YT 2+ —LACiid Ty /
BankART school: "Towards Yokohama 2005
® 713 LoFe— EARRENS—MERITY =L FLEYT=202 /
Lecture, “Yokohama 2005 Presentation: Creating an International Art Exhibition”

59 =9 000 000 00009
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714
714
718
718
723
128
8.1
82
a3
8.5
a7
81z
815

a19
822

823
8,25
8.31
2.1

9.3

8.7
9.17

819

9.22

8,23

8.27

8.27

8.27

9.27

8,27

9.28

8.28
9,28

k=22 w7 /Banner flags Installed

o Fv— TR T F—1- 2005 &£ 7 /Lecture, "What is Yokohama 20057"

34 % R E T WML /Repairs begin on Nos. 3, 4 warehouses

= —fhels (£4 0 723&T)/

Pre-opening orlentation for Supporters (4 times total, final session 7.23)

LR TH— e K- AF—2 3> - YO Val. 2 /

Public Recording, "Portside Station Salon Val, 2°

Lo F = T = UL O = LW < BB — THFFO Ny &G fzshic) /

Lecture, “Networking to Join Global and Local: Utilizing the Power of 'Place™

348 ERIMBTRME /Venue construction begins in Nos, 3, 4 warehouses

UL F—=L% 4 W82 A Z—F /Triennale Schoal's second term begins

7 L2 RS EE /Exhibition venue press tour

Yl - F ¥y F—3 3 /Seoul Presentation

Wil=# =& BR2E (1)/Exhibition venue observational tour for Supporters (1)
PSRRI IR 1E RN /Installation of artworks begins at venue

graf media gm: YOKOHAMA #A—22 (1231 &¢)/

graf media gm: YOKOHAMA opens (untll 12,31)

FUXwd=L ZF=2a> =72 (12,18 £7T )/Triennale Station opens (closes 12.18)
3. 4 55 RO IR ET WG /

Work to pravent rainwater leakage in Nos, 3, 4 warahouses begins

BEFRY =2 D=22avZ (1)(£8E 830FT)/

Shintal Hyougen circle, workshops (1) (8 times total/final workshop 8.30)

ZAIM A—T =24 [ZAIM opens

k=2t yiias TP—RHBLNSEE TN, /Talk Session, "Artful Town Development”

TR O - AR AT R MG T (9.14 T )/

Tie-up advertising campaign with Tokyu Toyoko Line and Den-an-toshi Line: all advertising
spaces in train cars occupied by Triennale ads (until 9.14)

AL TR SR o MM IR B S 1) /Symposium, "Countdown to Yokohama 2005
Opening; The International Contemparary Art Exhlbition!”

ol UT =L (£ 2H 018 £T)/Kim Sora, workshops (2 times total/until 9.18)
EF AR { Sy TWAR) EREEEL T~/

Commemarative ceremony, completion of Tazro Niscine' s "Villa Kalhoutei®
Ox¥T—FAQuT¥—F « FpL+ 472 - FOV2 b)) Pr—BOXRMW (1218 %T)/
Long March “Long March Chinatown Project,” setting up questionnaire boxes (until 12.18)
BFERIAY =2l T=2 v ()60 8.27 £T)/

Shintal Hyougen circle, workshops (2) (6 times total/final workshop 9.27)

PILT ok P—vauwd (£3E0.258T)/

Alma Quinto, workshops (3 times totalMinal workshop 9.25)

AN®E, FLRYFP— A=TF-ELEZ~/

Press Preview, Press Tour, Opaning Ceremaony

IAPLAALAY VA YT = NZTPT Iy b=l (26 M 10.2%T)/

L'estacid, “Lestacid Tour Benifallet—Yokehama' (6 seasions total/final session 10.2)
#= 2 K (OPEN JAW—1T 85l dafnfe el |—) (4219 [0 1218 T )/

Tanishi K, “OPEN JAW—the destinations are up to you!” (18 times total/until 12.18)
Fasy H—hR  Thhv (Ea5y  H=HRA 36 T2k A2 /ULY) (£5@ 101 FT Y
BUREN CIRQUE cle ETOKAN, "Buren Cirgue 36 masts in pale” (5 times total/until 10.1}
PR O + RS E TRE) /ST -T2 (9.27-12.18)/

Sadaharu Horio + On=Site Art Squad {KUKI} performances (2.27-1218)

A ACE 2R oL TR B e & 3 — Rl & R — (1)/

Opening Symposium, "Exhibitions—A Willing Space?” (1)

Ak a-< /Nakaniwa Rock

THe D B/ F—Z e e i 5 Love baton FIGHTING B& MM R (£14E 12.18%T)/
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10,16
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THe GOD FaaNya & My friends, "LLove baton FIGHTING" (14 times total/untll 12.18)

A= SUFKMBMEW-r<2 R MHER T+ — 12005 A—2SUPOENP—F <2 FEBATD
Thank You Partys / "Thank You Party with Australian Participating Artists of YOKCHAMA
2005" held by the Australian Embassy at "graf media gm: YOKOHAMA®

gansomaeda "MEUSOA, (148 11.2087T)/

gansomaeda, "Yokodor| Flea Market” (14 times total/until 11,20)

Pu - NZbw {342 (2260 1218FT )/

Ann Hamiltan, "line” {26 times total/until 12.18)

FLYS(AAT  E¥—| —FroFrhlEIEe0ITRL—32) (£5@ 1216 ET)/

Kim Sora, "COSMQ VITALE In collaboration with Chanchikitornade” (5 timas total/until 12.16)
%4 L —#—7 > {SUPER(M)ART@YOKOHAMA) (& 34 @ 1211 £7)/

@uratorman Inc., ‘SUPER(M)ART@YOKOHAMA" (34 times total/until 12.11)

O R=F QT I=F « FosF900 FOY2 IR Faw a3 N72—F22 (£2[
9.29 #£7 )/Long March, "Long March Chinatown Project,” Qlu Zhijie, performances (2 times
total until 9.29)

MEMIF (=L AT F=F70Y 2R} PR 2UF)— & F=A-2/U— [l "HOUSEGUESTS,
(10,16 E7)/Erilko Momotanl, "Homestay Art Project,” Anne Cleary & Denis Connolly,
"HOUSEGUEETS" (until 10.16)

BB =2 (A2 T— —BERNY—2)LOI UM 100 ATESAE—) (210 1218
#7T }/Shintal Hyougen cirele, "Bestseller” (10 times total/untll 12.18)

RS R 2l T RS S I RICh— M W — (2)/

Opening Symposium, "Exhibitions—A Willing Space?” (2)

Fal=F—YF=(F12[E 12.16 &T )/Curators’ Tour (12 times total/until 12.16)

IIAR - Z2pwiguwiag— S WERIIF=L/

HERMES Fashion Show in Yokohama Triennale

ALk 27 (230 1118 £7T )/Omutone Lives (3 times total/until 11.18)

Vef - FOY 22| 180I-schooly (£ 66 1210%F7T)/

S0l Project, "SOI-5chool” (5 times total/untll 12. 10)

Ea~Ua (B0EEnTHhY (211 E 1217 2T )Y/

Fyuupliru, "Love Reincarnation” (11 times total/until 12.17)

B 9r—F  A—4 23 {The SINE WAVE ORCHESTRA nomadic) (£ 6B 124 £7)/
The SINE WAVE ORCHESTRA, "The SINE WAVE ORCHEETRA nomadic" (5 times total/until 12, 4)
FUT =L 3 3 MA2 = /Triennale School's third term begins
LoFy—F=FrAheF=—%FoL, EMOMBDDE, /

Lecture, "Artist and Architect, Engagement with Space"

Ay (F127Y—HATOZ IR ) 22—l AT MUF22, (REFE 1016 E£T)/
Ong Keng Sen (The Flying Circus Project), "School of Polltics” (5 times total/until 10.16)
IS DwEFvE (£ 108 1NI3ET)Y/

Motomachi Plaza/Woad Deck (10 times total/until 11.13)

Y 70X 22k TGIG grocerys /SOl Project, ‘GIG grocery”
LZFv—"MAFITF—LOWLAA (46 122FT)/

Lecture, "How to Enjoy Yokohama 2005 (4 times total/until 12.2)

=k =T« P rT—=2 52 TLounge on Board #01, /

BOAT PEOPLE Association, "Lounge on Board #01”

LR s THET HW. 22007 /Symposium, "Renaissance City, Yokahama"

FHZD FU2 NPT (EEE 1127 kT )/

Nakaniwa Dance Performance (6 times total/until 11.27)

Hil—#—2 - K—=F«— (&4 [ 1217 £ )/Supporter Parties (4 times total/until 12.17)
KOSUGET-16+ F UL« 2%+ IA00L TAR—YDI—)b, P—FDIiL—Il /

KOSUGE 1-16 + Atelier Bow-Wow + YOKOCOM, “Rules on Sport, Rules on Art”

LZFv— iR T+ — LM, /Lecture, “Flash Report on Yokahama 2005

LR TS S P—k /Symposium, "Architecture and Art"
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10.21
10.21

10,23
10.24

10.26

10.26
10.28

10.29

10.29

1.3
1.3
11.5

1.6

11.10
1.1
1nn
113

1naa

11.13

.18
11.20
11.22
11.23
11.24

11.25
11.26
11.26
1.27
.27
.27

n.27

11.27

11.29

11.29

12.2

FAZDM T O DL LM (12,18 &7 )/Nakaniwa Movie Programs bagin (until 12.18)
TP + IR A { X—2 2 POER) LML /

Makoto Nomura + Yukihiro Nomura, *“Music of Zoorasia® screenings start

Maoblab: # « v+ 7 2005/Moblab: Japan-Germany Camp 2005

WM (RUT =L Tl 2OZ2)l (1118 %T )/

Shigeo Anzal, “Triennale Photo Chronicle” (until 11.18)

Vo« 0322k TModerndoeg Acoustic Live with Noon Nom; (#2[E 10.27 £#7)/

501 Project, "Maderndeg Acoustle Live with Noon Nam® (2 times total/until 10.27)
LM {"for you"} /Tomoko Mukaiyama, “for you' concert

EIRF{R=LAT T P— AT 22 R} P 2= — JJ=2 8 "Perspectiva #7,(11.13&T)/
Eriko Momatani, "Homestay Art Project,” Anne-Marie Cornu, "Perspectiva #7° (until 11.13)
Y s F0F 27k FS0I MUSIC FESTIVAL 2006, (£ 26 10.30 %7 )/

S0l Project, “SOI MUSIC FESTIVAL 2005 (2 times total/until 10,30)

DL T R = e g S IO REE ) /

Sympaosium, *Potential of Expression in the Street”

IAONTRETHI P-4 —h2 /Yokohama Outing Art Circus

LIROL TESTLDEMER, /Symposium, *Town Development and Contemporary Art"
COUMA M i i TIL LS | In iUt =), fiBioed TCOUMA # /

COUMA, "Lat's all play table tennis at the Yokohama Triennalel,” *COUMA Table Tennis Cup”
FwX s l==%=1WF=(1)/Kid Curators' Tour (1)

RGN W HE 22 — 22 2 5w [Toshihiro Yashiro, video filming workshop

T lb@®—YT— (a3 [ 1216 7 )/Director's Tour (3 times total/until 12.16)

FN=D 2= w2 1k /Nakaniwa Music Night

(PR | e P T OV 2 PSR Rk vs RO EHENE NSRBI OL, /
Reconsideration: Art Projects in Regional Communities: Lectures and Discussions On-sita
In Nantes and at Yokohama 2005

ok B — Bl S 7o =7 22 TR — THE PIPE MAN —; "B~ 7 on B/ ) /

Keiichi lkemizu, related performance, "THE PIPE MAN." “Improvisational Steel Pipe Performance”
WA + DR SEA (P — R Y —h 2D 8) L /

Makota Nemura 4+ Yukihire Nemura, “Music of Art Circus® screenings start

HEE 10 FARMIEE ELE=~ /Ceremany Marking the 100,000th Triennale Visitor
FuLFgl—F— U F= (2)/Kid Curators’ Tour (2)

W 2 UARZE— 2wd x JIMIE [Talk, *Christopher Cook with Tadashi Kawamata®
FyZFgl=~F=YF= (3)/Kid Curators' Tour (3)

M P NERY = JIMRIE + WBIN T =T 2/

Talk, "Ann Hamilton with Tadashi Kawamata, plus a special performanca’

hF¥ « FoA—=irg« N\—F+— /Canadian Animation Party

M=bE=T) - PULT=2 52 TCafe \T1 2, /BOAT PEOPLE Association, "Café Hamainu®
HiN—&— « Prar— M (12,18 7T )/Supporter questionnaire (until 12.18)

LozeflTiea s T [HIRRARIERTAE DY /Symposium, “ls the International Exhibition Possible Now?"
LRI LTSEATMS FP=R0OHh, /Symposium, ‘Ask now: the Power of Art”
KOSUGE1-16+ 7RI - 2»+ 3004 T30 4AH v 2005, /

KOSUGE 1-16 + Atelier Bow-Wow + YOKOCOM, "YOKOKOM Cup 2006 Soccer Game”
PNFSERL { o W) WARTI D ks (1)

Tazro Niscine, "Villa Kaihoutel," Rock-paper-scissors Game for a One-night Stay (1)

W=k E—=ZL PY eI —=5 3 Bymposium on Board/ ik b 2 2 M2 9 b — W0 0 35 0
LOBI13 8y, WAk RUT¥F—LO2F U, /BOAT PEOPLE Association, "Symposium
on Board: City's Floating Assets 'L.O.B. lI-13, Post-Triennala Scenaria”

FWMFAEF =R (12,13 7T )/Visitor guestionnaire (Until 12.13)

M=k E=ZI - PYT—2a RN, (124%T)/

BOAT PEOPLE Association, "Mizu Maiso (Water Meditation)” (until 12.4)

BAROZ~ (BT )/Contemporary Poetry Evenings: Kazuko Shiraishi
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12.3
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124

125
126
126

127

12.9

1210
1210
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121
12n

121

1216
12.16

1216
1217
1217
1217
1217
1218
12.18
1218

1218
1218

M=k =7 PU2T—=2a snowl/ KEZ20 /

BOAT PEOPLE Association, "s.n.ow./Floating Lounge”
WERFUR—L AT - P— 703 22 RYEHMIEE TA day in my home celebration; (218 #7)/
Erike Momotani, "Homestay Art Project,” Shigeaki lwal, "A day in my home celebration” (until 2.18)
NAKANIWA Music Series complled by The SINE WAVE ORCHESTRA( & 3 B 12,11 £7T)/
NAKANIWA Music Serles complled by The SINE WAVE ORCHESTRA (3 times total/until 12.11)
MM &~ ()1 )/Contemporary Poetry Evenings: Yaji Arakawa

KOSUGE1=164 FRUL - 7x+ 3004 M TOF=REZR="Y, /

KOSUGE 1-16 + Atelier Bow-Wow + YOKOCOM, “Art and Sports at War”

PERFRAL (¢ WA TEMT W v ks (2)/

Tazro Niscino, “Villa Kaihoutei," Rock-paper-scissors Game for a One-night Stay (2)
L& F = TE R U T2k = 020 /Lecture, "About the Yokohama Triennale”

WA D&~ (518208 )/Contemparary Poetry Evenings: Shuntaro Tanikawa

R—hE=ZiL - PY2T—2a> E<OORME. ESAMALOTEN 7(Val, 2)) (1211 ET )/
BOAT PEOPLE Association, "Where do our memaries go? Vel, 2" (until 12.11)

L2 F g (7=« IR - R— iR U T — L OB S, /

Lecture, "Art, Environment, Hope: Report from Yokohama 2005”

MERI 7—ovavF (£3M129ET)/

Akihiro Kuroda, workshops (3 times total/until 12.9)

F—Fk « A—423 (1)/Art Auction (1)

LR A TR O & P— 7 R A by

Symposium, "Reglonal Development and Art Management”

Fal=d=Fu (L= F—Fo Q@ A—F32 (121BET)/

Curatorman Ine., “©uratorman Ine, @Auction” (until 12.18)

RUT b =224 ER /Triennale School Graduation Ceremony

gansomaada (@D —AZA} (12,18 £7T )/gansomaeda, "FLEA CIRCUS" (until 12.18)
KOSUGE1-16+ PRUT -2+ 3204 TATAR, RiT/

"HAMASFO" publication by KOSUGE 1-16 + Ateller Bow-Wow + YOKOCOM

FouZFg === ¥F— (4)/Kid Curators' Tour (4)

TOKYO FM 28R JIRIE = & LM ' 2T L2 Wdi®,) /Public recording of the FM radio
program entitled, Tadashi Kawamata with Takashi Murakami, "FM Geijutsu Dojo”

Fa1 l—# =7 A{SUPER(M)ART@YOKOHAMAY (& o Lo = F = 2R v LT v F T TP H LR v F)/
©uratorman |ne., "SUPER(M)ART@YOKOHAMA," "Curators Special Match," “Final Match”
M=k E=F I PULT—2gx ST 0T PH4, (121887T)/

BOAT PEOPLE Association, "Paradisasa Apodda’ (until 12,18)

M=k E=FL « 7Y I=2n2 "The Towing Voyage; 'Construction; (1218 £7 )/

BOAT PEQPLE Association, "The Towing Voyage," *Construction” (until 12.18)

F—k - A—% 232 (2)/Art Auction (2)

FouFf LRI IZiAbHonaanen,; /

Chanchikitornade, 2005 Final LIVE with THEATRE PRODECTS

COUMA Tgilgh*P—|~; /COUMA, “Table tannis is an art”

P—p - A —72332 (3)/Art Auction (3)

FIA w =7 IMUSTANG Cut Edge) /GRINDER-MAN, "MUSTANG Cut Edge”

M= =) + PV T—232 fLive on Board; /BOAT PEOPLE Association, “Live on Board"
RS M7 — 2 2 39 fToshihire Yashiro, photo shooting workshop

REEMKEE /The last day of the exhibition

SR RN < IR /Talk, Yoshitomo Nara with Tazro Niscino

KOSUGET-16+ P RUT - 22+ J004L TF00LhwTF2320, /

KOSUGE 1-16 + Ateliar Bow-Wow + YOKOCOM, "YOKOKOM Cup Classico Soccer Gama®
Yo IO o2k Thear-garden in messy rooms /S0l Project, "bear-garden In messy room”
Yo Dp—7 A= 27 {The SINE WAVE ORCHESTRA nomadic Grand Final} /

The SINE WAVE ORCHESTRA, “The SINE WAVE ORCHESTRA nomadic Grand Final”
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HRRY MM —T 2 (TROWM ~0AT—2a, /

Yuken Teruya, related performance, "Homage to 'The Song of the Bird"

Ua bz - JLs—= (v« J2R%7) /Lloreng Barber, "POCKET NAUMAQUIA"
ZrAFI - N—F— /Final Party

RN P B PN S /Removal of works and other materials starts

FEA BRI T /Removal of works and other materials ends

G /

Inspection of exhibition vanues (warehouses) before handover to the City of Yokohama
HR— & —f W RS (2)/Exhibition venue observational tour for Supporters (2)

DRV ODATP= kAN R EEET DGR T+ —LOREENE~ORE,; /Symposium, "Art
Event and Town Development: Experience from Yokohama2005 and Proposal for Fukuoka®
DR oL T, HiliEEICh T /Symposium, *“What is Art Now?"

LN TR R ) T — L 2006 OfER 3 BRSOk /

Symposium, "Remembrance of Yokohama 2005: Passing the Baton to the Third Triennale”




£18 | Main Venue

WU T =1 2006 DA B &Aoo TR 3 54 5 1 B, (L7260 GA S 4 5 2 2 e LR S B oD fe R o M Y S
S e Rst TEEEBE, CHESR, MRETSEETELRTWS ERE—FRIICERL. AACHERERTRUL. 3K, B
REBNELCEMTIEAD oS EME, WA ST ORMENR, ~HESHOREIHREZIANScHOEEMREITE 2T, B6,
RIFET#FFRERSEE R, MEEEFEMESRTLS,

The Nos, 3 and 4 warehouses constituting the main venue of Yokohama 2006 are located at the end of Yamashita Pler, by
Yamashita Park, The entire Pier Is a designated bonded area, and the warehouses—which are ordinarily used for the inspaction
ol cargo—becamea a temporary home fo the Triennale, with artwarks being displayed in both thalr Interior and exterior spacas.
As the warehouses ware unsuited far the exhibition as they were, utility work was undertaken to provide the necessary elactrical
squipment and other functions, and extra security precautions were also taken for the safety of the unspecified number of visitors
wha would attend. After Yokohama 2005 endad, the warahousas wera rastored to their original state and the inspection of cargo
rasumad in tham,

37000 2TH00 40000 ?EUD_

% |Hl ’ :“ [H{H]| ey [ AT I ~ni g WWH mjﬂ’l HHI‘ “IM W :
L e g um' B
4800 Aaou
+ +
38 R No.3 warehouse 458 R Nod warehousa
L | Elevation
R

FHETUFmEM 37,572 o

(3ELR=5447 . 4B EE=5889m. /\F/\= 4061 . €>%>=2305 . +H=7= 4,034 ni,

Aoy LT= 092 nl, ERRAL=773 0l i)

FOhF=FEozR i 700m (UTLAEMS 3A ADOET)

MY 3 F LR 1964 7 H, 4B LE 1964 £ 8H

WE . W7-12m

MEMELE: [F] v oU—k, —PAZ7LE [B)SZAv—kOLBE. —HELYLRESIELE [EH] FZATL—LABSDL
[~—ZFR ] AFILINZAEZYT

WA ERACRE R, ERE LU TR oS AR N, B % S T

BRAy 22 BREMCHADTSHROEICEYFERT, HEEMERORIFCES HERH P RS TN TR,
EWS 2 i om Ry 2 A0 RS,

ETOMDEE

FREWTHSUTAMS S -4 SLEOM, LTRE, WTAELARATA, WWTHRE. [HMREESHD, TIY 3 vEw T2k —
ko MGERH, rEYFE=/L. FyIv—FH—F 2 WRHHEEHSVR—IL. BankART %, HEHAOWL DA DBRTERR
LA fE QBRI (74 =T w2 Ay Rz h,
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SEEIE | Plan

Main Venue

Area open to admission: 37,572 m?

No, 3 warehouse: 5,447m’, No. 4 warehouse=5,880m", Hatoba=4,061n7", Sentan=2,306m’, Nakaniwa=4,034rm", Kokusal Yatai Mura (International
Food Stalls)=992n7, Tamporary toilets=773m’", etc,

Promenade length: about 700 meters (from Yamashita Park to No. 3 Warshouse antry)

Dates constructed: No, 3 warehouse: July 1964, No, 4 warehouse: August 1964

Height: about 7-12 maters

Interior materials: [Floors] concrate, partial asphalt — [Walls] lath shest coating, mortar brush finish in parts  [Callings] exposed truss framea
[Base lighting] metal halide lamps

Preparatory research and inspactions: measurement of humidity levels in the warehouses; ground survay for the display of artworks and
placement of art production tools; salely evacuation inspection.

Exhibit boxes: Two types of "exhibit boxes" were proposed for the Triennala, taking a hint from the cargo ordinarily shipped in and out of
the warshouses. One was a "crata” created by packing speciallsta, and the other a “tube and couplar box” creatad with scaffolding pipes.

Other Venues

In addition to the Nos. 3 and 4 warehouses of the main venue on Yamashita Pier, several places In tha clty of Yokoharma wera also used for
avents, performances and displays, They included: Yamashita Park, Yamashita Park Rest House, Yamashita-cho Park, the Former Kanto
Lacal Finance Bureau Bullding, Motomach| Shopping Street, Isezakl Mall, Dockyard Garden, Yokohama Minata Mirai Hall, BankART, and
Chinatown.

13



S | Design of the Exhibition Venue

EEOFWMEMMAE, V=227 —YavEPLE LTHESNERERF—L
WS+AMF A5748 - e,

MR F— LG ElaE

e T—HAF—Lay  RGMEORERITE S URBERBAOARN - EREDH, B
HEAHERM. T4 A—av, FAZY, Yavd, NRHA-F
eHhACH NNV TS - FLu, BAEdS WIRTTE - iR A o
Fry bk 72

OF UL D AU THIALT, RIA FULT REM

® HiAt ISR SBAQOF T v b T=ABLUPIAMTF - FLUMM

The Yokohama 20056 exhibition venue was designed by WS+AMF, an architect team
organized around members of WORKSTATION.

Architeet Team Divislon of Labor

® WORKSTATION: Overall design of the main Triennale venue, ag well as craating wooder
and matal exhibit boxes, framework boxas, Information counters, kiosks, shops, guardralls
al bus stops, ete. for the main venua,

® MIKAN: Arrangement of shipping contalners used in the Hatoba area, creating the ticket
booth at Motomachi-Chukagal Station on the Minatomiral Line, ete,

® Atalier Bow-Wow: Construction of Kokusai Yatal Mura, White Limousine Stall, ete.

® Sou Fujimoto Architects: Dasign of ticket booths and arrangament of shipping containars
at the Triennale entrance gate.

B 2pHl | Sign Planning

BACERF vy Z7ava@ L&, 2xFF0OT, h7—0—2. £LEHAE
o CF T A | RS = fe /N —. TOHT - hEEEIRA oS T v B TR
B, AR LT Ty F=LbT a2/

A design team led by Shingo Matsumo was in charge creating signage, Including captions
for exhibited works, logos on containers and color cones, banners in and around Triennale

sites, and wrapped pilars In Motomachi-Chukagal Station,

Y77 70Uz | SofaProject

2WMFEATHESLS, HEOKBFAIC. EMAERCY 2 r E0REL . WERNTR
WEBEOBAERT. ATz THEABBLGTNOY 2 7 E—HHAT S
eEEED. KL 80 e, BREROBRICEZSHEVNESIL. TATES L—
OfEMH. SBRCER. chayY 2?7 2B TE. SREREHZ Ly 27—
EICERE e,

Solas were placed In various places In the main venue so visitors could rest, dua (o the
verua's large size, Elghty discardad sofas destined for disposal were provided tempaorarily
on loan by the City of Yokehama's Environmental Services Bureau. The sofas were coverad
antirely in gray cloth so their presence would not distract from the artworks, After the
Trishnale ended, they were returned to a stockyard for recyeling at the Environmantal
Services Bureau,
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[53R;E® | Promotional Activities

Bl TICiT o e RER ORI, BRER EAAOVNCIADOIEHTOTLEYF=2ay wF—, MHCEIERELEER
ORECLEZ—FOIELTERFENORME, AFFEABALERI Iy F—LOA—DDIRHIC LD, R{—MICHiEDETN%TT
talt.

A record of promational activities undertaken priar to the Yokohama 20056 opaning. Broad promational announcameant of
Yokohama 2005 was undertaken by exposing the general public to the Triennale through the communications media and by
holding press confarences, presentation tours to cities in Japan and abroad, and ceremonies marking the completion of artworks

ahead of the opaning.

le#&SE® | Press Conferances

AEMEORTLEH IR OWEEENIC, WMMHEReRMRE T REUCEERE, JIEBET L 7y—MEN 1 DARD
1828 3&, MELSHMEETORMMMELS 5 A 27 HD 2 EIMMEL .

Press brielings ware hald on two occasions before the start of Yokohama 2005 to introduce the event and report on its progress.
The first briefing was held on Jan. 28, 2005, a month after Tadashi Kawamata was inaugurated as artistic director, The second
took place on May 27, 2005, the hallway polnt between Kawamata's Inauguration and opening day.

W ERSEFER | 1st Press Conference

HIF: 1 A28 E 14:00-15:30

BAF - RN A T =21 Ri=L

JETN | MERMARE. &L RIS  HWMER 1498

M BRsoRifRse, Pyl (RESI227 R METOR 72—,
B BRI X SRS, ENTEFRCESAE-F, WL

fWE V2T EaTy, YL 0T (ZAYDA), vy T — T
FLAZ WD (Fasy—AHZZbkAv), 3=FTr2U=2R7 (FFRUZ-
rpwe =R ), RUF A=y, UFp=H- D)LV, IR (1 E,
EINMESD) . FORMS. \WIFRE (WL, Fal—2-) JIRIE (& L29-).
ANl CCEIRRE S FEASE IRAR), )08 — (GRS (Es iR f) e s mi i), H L
Pig#R (WF5EIE)

Data; Jan, 28 14:00-15:30

Place: Blua Light Hall, on board the Yokohama Hikawarmard

Invited guests: news meadia, art critlcs and other art-related people

Numbat of attendances: 149

Fragram: Announcamant of Yokoharma 2005 outline, Intarim rapart (exkibition concept,
praparation schedule, artists selectad to date, efe.), Brisf spesch by participating artists,
Question and answer sesslon

Faopla who took rostrum: [Participating Artists] Danial Buren, Gilles Coudart (lestacio),
Luc Dalau, Dan Damuynck (BUREN CIRQUE cie ETOKAN), Joep Van Lieshout (Ateller
Van Lieshout), Maria Roosen, Richard Wilson and Tazro Miscino; [Guratora] Takashi
Serizawa, Shingo Yamano; [Artistic Director] Tadashi Kawamata; [Organizers] Toru
Kodaki (Executive Vice Prasidant, The Japan Foundation), Rycichi Kawaguchl (Executive
Directar, Creative Clty of Culture & Art Promotional Headquaters, City of Yokohama),

Takakuni Inoua (Managing Director of the Triennala Flanning Office, The Japan

Foundatlon)
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BZEREFEE | 2nd Press Conference

Hig: 5 A 27 B 14:00-156:30

ol AMREREEZA—2 4

HiFE  WRpRE. BLURINNMRES HmER 1705

FE: BERNEoXEMmMEaESE (ias%., ASEm. WRRE) . cpisEds (i
8 EROMMRR, SHOBAMR, A2 k27T =)L), BEF=LET, @
WERT R B2ANARIARE, ENFEF—Fs 2R CLERE—F
AT =72, WEEIGE

Bl TR V= AT, V- TV P b Ea~US, NERERA,
BERET—2)L (BLE. S#MEER) . WS + AMF (EEF— L), ZIFRRE. FRMmE.
IIEFRHE (BLE, *al—%=), JIHRE. JI|OM—, H EHEH

Date: May 27 14:00-15:30

1. The Japan Foundation Forum

Place
Invited guests: news media, art critics and other art-related people

Number of attendancas: 170

Program: Announcemeant of Yokohama 2005 outling (advance ticket, ticket prices, axhibition
hour, atc.), Interim report (progress of works underway, outdoor exhibition plan, event
schedule, ete.), Intraduction of architecture team, Announcament of exhibition venue

plan, Second updaled particlipating artists llat, Briel speech and special performances

by participating artista, Question and answer sassion
1
=] olact, |.'VI,IL|;:)|I’L,I‘ Takahlto Koganezawa, and Shintal Hyougen circle; IArt;|IiLfJ(,‘|_ Ir,_:;_un]

WS + AMF; [Curators] Taro Amana, Takashi Serizawa, and Shingo Yamano; [Artistic

Paople who took rustrum: [Participating Artisits] Ingo Glnther, Eriko Momaotani, 50|

Diractor] Tadashi Kawamata; [Organizars] Ryoichi Kawaguchi, Takakuni Inoua




Lty F—3> - ¥F— | Presentation Tour

ERANDLHOMENRE, BEREONEERAT S, HRAOSELEEPTTILEY T2 a2 Tlol,
Presentations were hald in cities in Japan and around the world with the aim of introducing tha character of the Yokohama

Triennale and obtaining Information on which to base the selection of artists for the exhibition.

EAEGRY P— | Presentation Tour; Japan

M7 L »TF—523 | Sapporo Presentation

Bif: 3816 H 19:00-21:30

Bl A S —=SOR P UIATFT 22— (ICC) 1 EEFHE
EWES 40 R

Efil ¢ S-AIR, MR- T wd =L e m

Bh:Aud—20R - 2UTSTF 7 - 22F— (ICC). PRAHA project
REUZRCIRE B E

Date: Mar. 16, 19:00-21:30

Place: Music Hall, Intercross Creative Center (ICC) 1F

Number of participants: about 40

Organizers: The Organizing Committee for the Yokoharma Triennale, S-AIR
Cooperations: Infarcross Creative Center (ICC), PRAHA project

Panalist: Tadashi Kawamata Maderator: Nao Shibata

*EFLE»F—=i+2 | Osaka Presentation

B4 A 9H 14:00-16:00

ol I TCH PR ST A

FEABE R K 50 &

Ml MR R T = LR TR HICVTREE 2 ST R

IFE U EEERER, itk M—, JIHRIE. THT®F (graf) Bl L N
Date: Apr. 9, 14:00-16:00

Place: Lectura Hall, The National Musaum of Art, Osaka

Number of participants: about 50

Organizer: The Organizing Committee for the Yokohama Triennale
Cooperation: Yoshio Kata Art Planning Room

Panslists: Taro Amana, Kalichi lkemizu, Tadashi Kawamata, Chiako Kudo (graf)

Modarator: Yoshio Kato
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W7 L¥>F—ir32 | Hirosaki Presantation

Eff 14 B 16 B 12:30-14:30

St | T L A AT

EBEH 0%

Efii  TRBRRE AN BTEAR. WERJIVF—-LENENS
U RFARE. JIMRIE, 7R Blg  AAREE—RE
Date; Apr. 16, 12:30-14:30

Place: Yoshll Brewery Brick House

Numbear of participants: about 110

Qrganizers: "Nara Yoshitorno Exhibition in Hirosaki” Committas,
The COrganizing Committee for the Yokohama Triennale

Panelists: Taro Amano, Tadashl Kawamata, Yoshitomo Nara  Maoderator: Shoichiro Tachiki

M7 LErF—2ax | Fukuoka Presentation

Hi:4 817 H 14.00-16;00

B3 L E VANV SRR U 1 R o i AW
HEEH - #9805

FfE RS =L R AR W Za=Fh 2T TAV 22k
WU R ) IHRIE. (LBFPOiE Alg . WA

Date: Apr. 17, 14:00=16:00

Place; Allbl Hall, Fukupka Aslan Art Museum 8F

Number of participants: about 80

Organizar: Thae Organizing Committea for the Yokohama Triannale
Cooperation: Museum City Project

Panelista: Tadashl Kawamata, Shingo Yamanao Moderator: Hatsune Mivamoto

ERZLEY»F=2ax | Hiroshima Presentation

Hif: 5H1H 14:30-16:30

ai  ERMESTCOHREMRT S 6 M TILFRFrFRYLA
WA 9 T75 &

Al ER) T LR EN S WA YT Y=o =L H
INFUZ R IR IE TAR BERRY—2)0 CIE k2
Data: May 1, 14:30-16:30

Placa: Multimaedia Studio, Hiroshima City Flaza for Town Development through Citlzen

Exchange 6F

Number of participants: about 75

Organlzer: The Organizing Committee for the Yokohama Triennale
Cooperation: YT Supporters Hiroshima

Panelist: Tadashi Kawamata Guest: Shintal Hyougen clrcla

Maoderator: Yoshie Okamaoto

137



E£EE7LEYF—23% | Nagoya Presentation
B 5 515 H 14,00-16:00

Il BB TEE Y= 128 P=kA=2 A
HEAME Y 95 &

i EER AT, WHEHTTEWD, MGERU T AL ARERR

IEUZ B IRE H kA3
Date: May 15, 14:00-16:00
Placa: Art Spaca A, Aichl Arts Centaer 12F

Number of participants; about 95

Organizers: Alchi Prefactural Museum of Art, Toyota Municipal Museumn of Art,

The Organizing Committea for tha Yokohama Trlennale
Panalist: Tadashl Kawamata Modarator: Bumpeai Kimoto

ALY FP— | Presentation Tour: International

ERmFLtErF—2+32 | Beljling Presentation

HE 13 H 29 H 14,00-18:00

Sl QU T—F « Art=2 FMEW B0 H

F i R — SRS Wb Qo F—F
NARUZ R IHRIE. (LIFREE

Data: Mar. 29, 14:00-18:00
Place: Long March Space

Mumber of participants: about 50

Organizar: Tha Organizing Committee for the Yokohama Trlannale

Cooperation: L.ong March

Paneliata: Tadashl Kawamata, Shingo Yamano

LiF7F Lt F—3+32 | Shanghai Presentation
HE 3 H 318 19:00-20:30

£ : Biz Art Z~—2

HME L F 30 B

Ff o ERVT - LEMERE a2 @ Biz Art
NRRUZ R CJIMRIE, WS

Date: Mar, 31, 19:00-20:30

Flace: Biz Art

[=

Space
Numbar of participants: about 30
Organizer: The Organizing Committes for the Yokoharna Triennale

Panalists: Tadashi Kawamata, Shinge Yamano
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Bit7LE»F—32 | Taipei Presentation

Hig 15 30 H 14:00-17:00

Sl ¢ U0

HRIBHY W40 5

Efl RN — LR [f50 ; BL Rl
MRUZ R CIHRIE, LSS

Date: May 30, 14:00-17:00

Place: Art Collaction Inapiration Zone

Number of participants: about 40

Organizer: The Organizing Committea for the Yokohama Triennale
Cooperation: Art Gollection Inspiration

Fanelists: Tadashi Kawamata, Shingo Yamano

DxxF7 - TL¥rF—=i32 | Venice Presentation

A 6 A 9-11 1

Bl TR FP ETvd—L LT3Rl GRTILBFI & TSR HHL).
FrpF T L —L HAMhE

E A (BRRIE A, MR T— LA ER S i O—7 B b
JEUZ R )IHRIE, FEEFAM A B

Sehedula: Jun, 8-11

Places: Recaption Hall (Hotel Monaco & Grand Canal),

Japanese Pavilion, Venice Biannale

Organizera: Tha Japan Foundation, Tha Organizing Committea for the Yokohama Triennale
Cooperation: Istitute Glapponese di Cultura (The Japan Foundation), Rome

Panelista; Tadashl Kawamata, Taro Amano

Guest: Miyako [shiuehi

K=t « 7LE»F—32 | Basel Presentation

WAR 16 A 13-20 H

1 )=t F= 7 s PRBHIE T2

Al U D — LA A = P=+Z T
Schedule: Jun, 13-20

Place: Art 36 Basel, Messeplatz

Organizer: The Organizing Committae for the Yokohama Triennale

Cooperation: Art 36 Basel
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Vil s Z0LE»F—3x» | Seoul Presentation
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Date: Aug, 5, 19:00-21:30 Place: E-Yoen Hall, The Japan Foundation, Secul

Number of participants: about 40
Organizars: Tha Organizing Committea for the Yokohama Triennale,
The Japan Foundation, Seoul

Panalists: Tadashl Kawamata, Shingo Yamano

Fyd AT ARk | Kick Off Event
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This event commemorated the completion of "Speybank"—the first work of Yokohama 2005, It was held as a “kick off event
aimed at proclaiming the exhibition to the general public.
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Data! Apr, 29 11:00-15:00

Placa: Yamashita Park

Number of visitors: about 3,000

"Spaybank” complation ceramony/greatings: Toru Kodaki (Executive Viea President,
The Japan Foundation), Tadashi Kawamata (Artistic Director), Luc Deleu (Particlpating
Artiat), Hiroshl Nakada (Mayor of Yokohama)/ribbon-cutting/stage & event: concert by
local jazz band "Reversa Tona"/FR booth: a display of a scale model of the axhibition
venue and a blg screen video prasentation Intreducing Yokohama 2005/wotkshop
booth: creatlon and sales of stuffed toys made from used clothes by Talsuke Abe,
participating artist/food festival: 6 athnic food stands/quastionnalre: about awaranass
of Yokohama 2005 and "Speybank," 300 fillad out
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Before Yokohama 2005 opened to the ganeral public, an exhibition preview and opening ceremony were hald for Japanese and
international media and art-related personnel, and numerous cther spacially invited guasts,

ME= | Press Preview

B9 A27H 10:00=17:30
] Fh0EM ¥ 1,500 #
Date: Sep, 27 10:00-17:30

Place: Main venue Guests: about 1,500

ZLA 7= | Press Tour

B :9AZ27H M1 E, 426 (M) EdEAEEmd)
WFn : EEEE ghnF K 260 %

Date: Sep. 27; ane morming tour, two aflernoon tours

(one conducted in English for the international media)

Flaca: Main vanua Participants: aboul 260

A== - LEZ— | Opening Cereamony
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Data; Sap. 27, 18:00-20:00

Flace: Osanbashi Hall, Yokohama International Pas:

sangear Terminal

Art eritics, media personnel, National Diet members, prefectural assembly

Gues
mambers, city councll membars, governmeantal peraonnel, officials and staff of foreign
ermbassias in Tokyo and foraign cultural institutions in Japan, sponsor arganization staff,
Yokohama Triennale Supporters, particlpating artists, others,

Number of visitora: about 1,500

Paople who took the rostrum: [Honorable guest] Her Imperlal Highness Princess
Takamado; [Artistlc Director] Tadashi Kawamata, [Organizers] Kazuo Ogoura (President
of The Japan Foundation), Hirashl Makada, (Mayor, City of Yokohama) Toru QOgata




(Director-General, Cultural Promotions Department, NHK), Haruhito Kiyota (Director,
Cultural Projects and Business Development Division, The Asahi Shimbun)

Opaning remarks: Hiroshi Nakada, Tadashl Kawamata/Opening (nstallation: An art
Installation created to mark the opaning of Yokohama 2005, Blua woodean blocks
(reprasenting the shipping containers used in the Triennale) were stacked one by one by
particlpating artists and related parsonnal, Har Imperial Highnass Princess Takamaco
and reprasentatives of exhibition sponsors complatad the installation at the caramaony
by placing the final piaces./Liva performances: Kim Sora Project (Music performances
by COSMO VITALE In collaboration with Chanchikitornade), lion dances by Yakohama
Chinesa School Graduatas' Association Martial Arts Troupe, Shintai Hyougen circle/Liva
broadeast of racaption venua scenas on larga screens.

In cooparation with: Yokohama Chef Club LY, Yokohama Junior Chamber Inc.,

FOMOEHEL | Other Fublic Relations Activities
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In addition to press briefings held across Japan and presentations glven around the world, other public relations activitles were
undertaken, including the creation of posters and other printed materials, and tie-up advertising campaigns with railway companies,
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Printed materials created

Pasters: B1 2 types (Printed In May and Sep,) 4,000 coples in total/B2 2 types (Printed
in Feb. and Sep.) 10,000 coples in total/B3 2 types (Printed in May and Sep.) 25,000
coples In total

Leaflets: Leaflets in Japanase 3 types (Printed in Fab., May, and Sep.) 900,000 copies in
total/Leaflets in English 3 typas {Printad In Feb., July., and Sep.) 50,000 copies in total/
Accordion-style leaflets for international media 1 type (Printed In Jun,) 5,000 copies in total
Posteards; 1 type (Printed in May) 50,000 coples in total

Railway company tie-up campaigns

Tie-up campaign activities includad printing posters and displaying them throughout
train stations, selling tickets for tha exhibition in several stations, and selling exclusively
made prepaid train passes, called "pass net" and prepald bus passes. For the Tokyu
Tayoko Line and Dan-an-toshl Line, which run batweean Yokohama and Tokyo, all
advartising spacas in train cars waere fillad with Triennale posters and other Triennale ads
for strong impact, This campaign lasted from Sep. 1 to 16, 2006, During the summer
rmonths, round uchiwa fans bearing Triennale advertisements ware produced and given
away to passers-by at all stations on the Minatomirai Line in Yokohama.,

In cooperation with: YOKOHAMA MINATOMIRAI RAILWAY COMPANY, TOKYU
CORPORATION, East Japan Railway Company, Central Japan Railway Company, Clty
of Yokohama Transportation Bureau, Keio Corporation, Sagami Rallway Co., Tokyo
Matro

Campaigns in downtown areas

Colorad cones: Blue plastic cones (of the type used to Indicate a site undar construction)
wara the symbal of Yokahama 2005, Large blue cones about 2 meters high were placed
In differant locations o gulde visltors to the exhibition venue (Yamashita Park entrance
and one exit of Motomachi-Chukagai Station on Minatomiral Line). /Vertical banners:
Hung from streat lamps in araas near the exhibition (Yamashita Park, Yamashita Park
Avenue and vicinity, Hikawamaru ship entrance, and one exit of Motomachi-Chukagai
Station). /Horizontal banners: Hung along Yamashita Park Avenue, on parts of Maring
Towar, and insida JR Sakuragicho Station./Signboard: Posted near JR Kannai Station./
Promotional films: Shown on large city-center TV screens (Shibuya Dogenzaka Vision,
Shibuya Y Vision, Yokohama Chinatown Shi Go Roku TV,)

Other

120,000 bookmark-sized cards, good for & 100-yen discount off admission, weara
printad and 100,000 of tham distributad at major bookstares (120 stores: LIBRO,
Bunkyedo, YURINDO, atc)
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FUTwF=L5E | Triennale School
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In ordar to train Yokohama 2005 Supportars and promote understanding of the exhibition amaong the general public, a weekly
lecture class—open to all for free—was provided, About 80 people took part In @ach sesslon, which started in April 2005, Classes
included lectures and workshops by participating artists,
Schedule: The first term: Apr. 5=Jul. 12 (Classes 1=14)
The second term: Aug. 2-Sep. 20 (Classes 15-22)
The third term: Qot, 4-Dee, 10 (Clasaas 28-32)
Place: Triennale Station in ZAIM (The former Kanto Local Finance Bureau Building)

WEAE | Summary of Lecture Content
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Summary of Lecture Cantent

® Class 1 Opening the Triennala School

Date: Apr. 5 Lecturer: Tadashi Kawamata

® Class 2 Intraducing participating artists and providing infarmation on pre-opaning avents
Date: Apr. 12 Lecturer: Tadashi Kawamata

@ Class 3 Introducing participating artists and discusslon of the Klek Off Event (held on Apr. 29)
Date: Apr. 19 Lecturars: Tadashi Kawamata, Takashi Serizawe

® Class 4 Artistic Director's raport on his study tour In China and discussion of the Kick
Off Evant

Date: Apr. 26 Lecturers: Tadashi Kawamata, Jun Iseda, Toshiyuki Fujima

® Class 5 Lectures by two artists (the first artists to visit the School) and evaluation of the
Kick Off Event

Data: May 10 Lecturars: Lloreng Barber, Erlke Momotanl, Tadashi Kawamata, Takashi
Sarizawa

@ Class 6 Introducing participating artists and preparing spaces in ZAIM

Date: May 17 Lecturers: Tadashl Kawamata, Takashl Serizawa, Yujl Fukul

® Class 7 Lectures by two artists, Narl Ward and Tonico Lemos Auad

Date; May 2 Lecturers: Tonico Lemos Auad, Nari Ward, Tadashi Kawamata

@ Class 8 Report on the second press confarance and explanation of architectural planning
Data; May 31 Lecturer; Takashi Serizawa

® Class 9 Report on the second press conference and Q & A session batwean Supportars
and managameant

Date: Jun. 7 Lecturer: Takashi Serizawa

® Class 10 Introducing particlpating artists and axplalning the archival reem

Date: Jun, 14 Lecturer: Takashl Serizawa

® Class 11 Lecture by Shigeak| lwal and introducing other participating artists

Date: Jun, 21 Lecturers: Shigeakl wal, Taro Amano, Takashl Serlzawa

® Class 12 Lecture about @uratorman Inc,

Date: Jun. 28 Lecturers: Navin Rawanchaikul, Tadashi Kawarmata, Shingo Yamano,
Shigeo Anzal

® Class 13 Lectures by artista Wang Te-Yu and Jun Oenaoki and discussion led by three
curators

Date: Jul, 5 Lecturers: Jun Oenokl, Wang Te-Yu, Tadashi Kawamata, Taro Amano,
Takashi Serlzawa, Shingo Yamano



® Class 14 Artist lectures
Date: Jul, 12 Lecturers: KOSUGE1-16 + YOKOCOM, Michael Sallstorfer, Tadashi
Kawarmata, Takashi Serizawa, Shigao Anzal

@ Class 156 Beginning the School's second term and recrulting production assistants
Date: Aug, 2 Lecturers; Erlko Momotani, Tadashi Kawamata, Shigeo Anzal, Jun Iseda

® Class 16 Artist lectures and recruiting production assistants

Date: Aug. 9 Lecturers: Shigeakl lwal, Jun Qenokl, Pyuupiry, Taro Amano, Takashl
Serlzawa, Shigeo Anzai,

® Class 17 Artist lectures and recruiting production assistants

Date: Aug. 16 Lecturers: Tacdashi Kawamata, Taro Amano, Shigeo Anzai, The SINE WAVE
ORCHESTRA, Sadaharu Horio, Pyuupiru

® Class 18 Discussion about production assistants and the use of ZAIM

Date: Aug. 23 Lecturers: Eriko Momotani, Shintai Hyougen circle, Toshihira Yashiro,
Tadashi Kawamata, Tara Amana

® Class 19 Workshop by Shintal Hyougen circle

Date: Aug. 30 Lecturers: Tazra Niscino, Shintai Hyougen circle, Tadashi Kawamata,
Takashi Serizawa, Hiroaki Sumiya

® Class 20 Direct recruiting of production assistant by participating artists

Date: Sep. 6 Lecturars: Akihiro Kuroda, Tonico Lamos Auad, SOI Project, Tadashi
Kawamata, Taro Amano, Shingo Yamano, Shigeo Anzal,

® Class 21 Venue construction progress report, artist lecturas, and recruiting production
assistants

Date: Sep. 13 Lecturers: Talsuke Abe, Chie Matsul, Yuken Teruya, Tomoko Yoneda,
Tadashi Kawamata, Taro Amano

® Class 22 Artist lectures and recluting production assistants; and introducing related
avents

Date: Sep, 20  Lecturers; Miguel Caldaron, Didier Courbot, Shaun Gladwell, Karin
Hanssan, Moataz Nasr, ressentiment, Robin Rhode, Michael Sailstorfer, Wolfgang Winter &
Barthold Harbelt, Tadashi Kawamata, Taro Amano

@ Class 23 Beginning the third term and discusasion an the role of Supporters
Date: Oct. 4 Lecturar: Tadashi Kawamata

® Class 24 Discussion about the visitor-voluntaer relationship after hearing Supporter
sita-work rapor

Date: Oct, 8 Lecturars: Tadashl Kawamata, Takashi Serlzawa

@ Class 25 Report on the barrier-free situation for disabled visitors and related discussion
Date: Oct, 22 Lacturars: Shigeaki lwai, Mika Najiri (Autism Sociaty Japan)

® Class 26 Discussion about the personal Initiative of Supporters and a workshap
intreduction by Toshihira Yashiro

Data: Cet. 20 Lecturers: Toshibiro Yashiro, Tadashi Kawamata, Shingo Yamana, Erika Kimura
#® Class 27  Introducing the "BankART Life" exhibition and activities of BankART

Data: Nov, 5 Lecturers: Osamu lkeda (one of the represantative of BankART1929,
representative of PH STUDIO), Erlka Momaotan|, Tadashl Kawamata
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® Class 28 Introducing the “Lee Ufan: The Art of Marging” exhibition held at Yokohama
Museurm of Art

Date: Nov, 12 Lecturers: Shino Kuraishi (Yokehama Museumn of Art curatar), Taro Amang

® Class 28 Round-table discussion on “Music of tha Zoorasia”

Date: Nov. 19 Lecturers: Kasumi Nagakura (an animal keeper at Zoorasla in the
Yokohama Zoological Gardans), Makolo Nomura + Yukihiro Nemura, Takashi Serlzawa

® Clasgs 30 Three-way conversation on "How to conclude the Triennala” and the future of
the Triennala School

Date: Nov, 26 Lecturers: Tadashl Kawamata, Takashi Serizawa, Shingo Yamano

® Class 21 Future use of the ZAIM building and organizatianal strategy In locking toward
the next Triennale

Date; Dec, 3 Lacturers: Tadashl Kawamata, Shingo Yarnano, Yokohama City Art Netwark

® Class 32 Raview of the Triennala and Triennale School graduation caremany

Date: Dac. 10 Lecturers: GRINDER-MEN, Taneo Kato (Director General, Yokohama Arts
Foundation), Tadashi Kawamata, Taro Amano, Takashi Serizawa, Shingo Yamano
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Matomachi Paletle was an offsite event of Yokohama 2005, Art perfarmancas held by artists on Motomachl Shopping Streat,
near the main venue, caught the attention of the many visitors ta this shopping street. During the same periad, 70 photographs
selected from the phote chranicle of Shigeo Anzal, the official photagraphic documenter, were displayed in several shop windows
along the street.
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Place: Motomachi Plaza/Woaod Dack

In cooparation with the Motomachi Shopping Street Association

Program

Oct, 8: Shintal Hyougan circle/Oct. 8: Shintal Hyougen circle/Oct, 15: Akjhiro Kuroda/Oct,
16: Akihiro Kureda/Oct, 22 THe GOD PaaNya & My Friends/Oct. 23: THe GOD PaaNya
& My Friends/Oct, 30; Akihiro Kuroda, Omutone/Nov. 5; THe GOD PaaNya & My Friends/
Mov. 12: Aklhiro Kuroda/Nay. 13: Akihira Kuroda, Omutone
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Places: Cooparating shops on Motomachi Shopping Street

Schedule: Oct, 24-Nov, 18

In cooperation with the Motomachi Shopping Streat Association
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FOMOER | Other Activities
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A listing of symposiums and lectures related to Yokohama 20056, The artistic director, curators, and staff involved in the Yokohama
Triennale attended the following evants.
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Other Activities (Qutside the Main Venue)

® Damater School Discourse Serles # 044 "On Yokohama 2005—Art Circus”

Date: May 22 Placa: Lecture Hall, Hokkaido Oblhiro Museum of Art

Organizer: Demeter School Lecturer: Takashi Serizawa

@ Yokohama Port 146th Anniversary Symposium "Inheriting and Promating the Yokohama Spint”
Date: Jun, 2 Place; Yokohama Port Opening Mamorial Hall  Organizar: City of Yokohama
Panalists: Tadashi Kawamata, Hiroshi Tamacki, Hirosh Nakada, Yoko Yamazak

® BankART School "March of HAMATORII"

Dates: Jun. 9, 16, 23, 30, Jul. 7, 14, 21, 28  Place: BankART NYK  Organizer: BankART
Lecturers: Tadashl Kawamata, Taro Amano, Takashi Serlzawa, Shingo Yamano, Toshiak|
Ishihara, Masanobu Ito, others

® NPO Design City Project Design Open Lecture "Puble and Art—with Yokohama 2005 Update”
Date: Jun, 16 Place: Acros Fukuoka, Kurume Unlversity Fukuoka Satallite

Organizer; NFQ Dasign City Projact Co-organizers: Kurume University Faculty of
Economics, Chikugogawa Consortium  Lecturer: Takashi Serizawsa

@ Japan Soclety for Studies of Voluntary Actlvities 2005 Congress, Urban Cooperation,
Session C "Toward Nodes of Open Culture”

Date: Jun. 26 Flace: lkebukuro Campus, Rikkyo Univarsity

Organizer: Japan Society for Studies of Voluntary Activities

Panelists: Shuhel Deguchi, Takashi Serlzawa, Kazehime, Seilchi Kitayama, Yasuo Harima

® BankArt School "Towards Yokohama 2005"
Date: Jul, 2 Place: BankART NYK  Organizer: BankART Lecturer: Tadashi Kawamata

® Special Lecture "Yokohama 2005 Presantation: Creating an Intarnational Art Exhibition”
Date: Jul, 13 Place: AV Hall, Kyoto Saga University of Arts

Organizer: Kyoto Saga University of Arts - Leclurer: Tadashi Kawamata

® [ actura "What is Yokohama 20057"

Date: Jul. 14 Place: Kyoto University of Art and Dasign

Organizer; Kyato University of Art and Design  Lecturar: Tadashi Kawamata

@ Public Recording "Portside Station Salon Vol 2"

Data; Jul, 23 Place; BankART 1929 Organizers: Yokohama City Art Netwark,

Portside Station  Panalists: Tadashl Kawamata, Masato Hazukl, Masaki Wada

® Energy Link Lecture "Networking to Join Global and Local: Utilizing the Power of ‘Place”
Date: Jul. 28 Place: Kitayama & Company  Lecturer: Takashl Serizawa




® AAF Forum Caravan Funabashi, Talk Session "Artful Town Davelopmant”
Date: Aug. 31 Place: Funabashi City Bunka Sozokan Kirara Hall
Organizar; specified nanprofit assoclation Gommunity Art Funabashi
Panalists: Kenlchl Nagata, Taneo Kato, Tadashl Kawamata

@ 19th Yokohama Financial Conference "Countdown to Yokoharma 2006 Opening; The
International Contemporary Art Exhibition!”

Date: Sep. 3 Place: 3F Lounge, Conference Center, Pacifico Yokohama

Organizer: JCI Yokoharma Panelists: Tadashi Kawamata, others

@ |acture; "Artist and Architect, Engagement with Space”
Date: Oct. 5 Place: ZAIM  Organizer: JIA Kanagawa Lecturer: Tadashi Kawamata

@ Spacial Lectura "How to Enjoy Yokohama 2005"

Dates: Oct, 14, 28, Nov, 25, Dec. 2 Place: Kaminoge Campus, Tama Art University
Organizer: Dapartmant of Intaraction Dasign, Tama Art University

Lacturers: Tadashi Kawamata, Taro Amano, Shigeo Anzal, Toshlakl Ishihara

® Symposium "Renaissance Clty, Yokohama
Date: Oct, 156  Place: BankART 1929 Panslists: Tadashi Kawamata, Taro Amano,

Makoto Murata, Riken Yamamote Moderator; Yuzo Ueda

® | ecture "Flash Report on Yokohama 2005
Date: Oct. 18 Place: The National Museum of Modarn Art, Kyoto
Organizer: Salto Inter Medium Institute Graduate School Lecturer: Tadashi Kawamata

@ Relatad Symposium "Architecture and Ar”

Date: Oct. 19 Place: Osanbashi Hall, Yokohama International Passenger Terminal
Organizer: City of Yokohama Under the Auspleces of: the Organizing Committee for the
Yokohama Triennale

Panelists: Tadao Ando, Saichiro Fukutake Guast: Tadashi Kawamata

® Symposium, "Potential of Expression in the Street,” related to both *YOKOHAMA
2005" and "X-COLOR Graffiti In Japan”

Date; Oct, 29 Place; ZAIM  Organizer; Art Tower Mito

Panglists: Tadashi Kawamata, Takashi Saerizawa, Kenji Kubota, KRESS, |seo Nosa

® Symposium organized by Town of Mikuni “Town Development and Conternporary Art”
Date: Nov, 8 Place: Mikuni Bunka Miralkan Panelists: Tadashi Kawamata,
Yuka Lemnatsu, Naokl Nishimura, Keigo Yamamoto  Maoderator: Taro Amano

@ Cross Talk "Christopher Cook with Tadashl Kawamata”
Date: Nov, 22 Place: At Gallery, Yokohama Museum of Art
Organizer: Yokohama Museurn of At Panelists: Christopher Cook, Tadashi Kawamata

& Symposium "Is the International Exhibition Possible Now?"
Date: Nov. 27 Place: The National Museum of Modern Art, Tokyo  Organizer: AICA Japan
Panalists: Akira Tatehata, Miki Okabe, Tadashi Kawamata

® 7th National Convention Sassion 2 Symposium "Ask Now: the Power of Art"

Date: Nov, 27 Place: Yokohama Red Brick Warehouse Organizer: Japan Assaciation for
Arts Management  Panalists: Nobuo Kogure, Kaiichi Shigano, Takashi Serizawa, Katsu Fujii
Coordinator: Nobuhiro Shiihara




® |ecture "About the Yokohama Triennale”
Date: Dec. 5 Place: Tokyo Zokel Universily  Organizer: student volunteer group
Lecturer: Tadashi Kawamata

® | ecture "Arl, Environment, Hope: Report from Yokohama 2005"

Date: Dec, 7 Place: Kanazawahakkel Campus, Kanto Gakuln University  Organizer: College
of Human and Environmental Studies, Kanto Gakuin University  Lecturer: Takashl Serizawa
@ “Ragional Development and Art Management”

Date: Dec, 8 Place: Gakushuin Women's College  Lecturer: Takashi Serizawa

® 5th Shimagel Study Session "Art Event and Town Development: Experienceas from
Yokohama 2005 and Proposal for Fukuoka”

Date: Jan, 16, 2006 Placa: Ajibl Hall Lecturer; Shingo Yamano Maoderator: Tsukasa Morl
@ Symposium "What Is Art Now?"

Data: Jan. 21, 2008 Place: Kanagawa Kenritsu Ongakudo

Organizer: Kanagawa Arts Foundation Panelists: Yasuo Kabayashi, Kalji Aluchi,

Fumihike Sumitoma, Toshl lehivanagi, Tadashi Kawamata

® Symposium "Remembrance of Yokehama 2005: Passing the Baton to the Third Triennala”
Date: Mar, 5, 2006 Place: Yokohama Symposia Organizer: City of Yokohama
Panalists: Tadashi Kawamata, Masumi Haishi, Kwi Soak Yoon, Mitsuhiro Yoshimoto,
Ryoichl Kawaguehi  Coordinator: Shuji Sota

H—=EZ | Hospitality
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Audio Guidance

Visitors could rent portable audio playera with headphonas to learn about the exhibition's
concapts, hear descriplions of the displayed works, and hear parsanal messages from
the Artistic Director and the thrae curators, Descriptions of each work were based on

Interviews with the artists.
Rental fee: 500 yan  Number of usars: 5,124 Presented by: ART & PART

International Food Stalls

Various cafés and dining cars offered their speclalties on a dally rotation basis, @uratorman
Ine., a participating artist group from Thalland, provided & special "©uratorman Curry,”
Total Number of dining cars: 34

Museum Shop

The Mori Arts Canter Museurn Shop operated a temporary shop at the main venue,
Exhibltion catalogues, excluslve products, Items designed by artists and publications
related to the artists were among the items sold,

Exclusive Itams of the YOKOHAMA 20086: Canned badges, plastic packaging tapa, call-
phone cleaners, minlature color cona-shaped magnats, tole bags with the triennale logo,
T-shirts with the triennale logo, tenugui cloths, multiple-use waterproof pocket warmers,
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stickars, and mug sets with muddiers./Exclusive Artists' ltems YOKOQHAMA 2005; T-shirts -
10 designs  Artists who provided designs ware; Atelier Van Lleshout, Luc Deleu, Ingo
Glnther, Karin Hanssan, Tonlco Lemos Auadl, Tazro Niscing, Pyuupiru, Marla Roosen,
Craig Walsh, and Richard Wilson/Tote Bags - 2 colors with the image of the work by Luc
Dalew/Posteards - 50 designa

Shuttle Bus Services (Yokohama municipal bus)

A ghuttle bus ran betwean the entrance gate and the main venue every 15 minutes dally.
Two shuttle buses ran batween the entrance gate and tha main venue avary 8 minutes on
Salurdays, Sundays, and national holidays.

Since the buses entered the main vanua, they used compressed natural gas, whose
emissions arg less harmful than that of regular buses. In addition, low-floor buses were
usad for the benefit of visitors in whesl chalrs,

Official Website

Going online from Apr. 29, It provided dally Information and a Director’s Diary by Tadashi
Kawamata, During the apening, the site received over 4,500,000 pageviews per day,

Hello Dial

Hello Dial is an outsource telephone service through which operators answered Inquires
about the exhibition, The Triennale used this service from May 17 to Dec. 18,
Number of inguiries received: 6,620

Event Program Leaflet

Event program leaflets were distributed to all visitors, The leaflats contained program
calendars and axhibition site maps with briaf information on some works,

Two versions ware printed: a first half (Japanese only) and latter half (Japanese and
English),  Number printed; 230,000

Barrier-free Map

Shigeaki Iwal, a participating artist, ART LAB OVA, and several Supporters (exhibition
volunteers) produced a map Indicating places disabled people needad to give special
care to, A team checked the main venue In cooperation with several disabled people and
marked spots whare floor lavels were unaven, obsatacles were located, wheel chairs could
and could not access, and congestion occurred on holidays. Visitors could obtain the map
at the information counter,

Official Sounds & Animation

An official animation with accompanying sounds and music was produced for Yokohama
20056, Tha animation was shown an & large video screen at the maln venua's infarmation
countar and on a monitor inside shuttle buses. DVDs wers sold at the shop,

Production: Shinya Akutagawa (animation), Tormoya Ageishi (sounds)
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Hik—%— | Triennale Supporters
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The Triennale was made possible by the cooperation of numerous volunteers callad "Triennale Supporters.” The volunteers were
ahle to attain a deeper level of enjoyment of the Triennale than regular visitors, as they wera actively involved In many aspacts of
the event's operations,
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Triennale Supporter Duties

Production assistants: Helped participating artists with the actual work ol producing
tha artworks./Educational program operation staff: Conducted guided tours such as
the Supportars’ Tour/Exhibition venua operation staff; Supervised displayed works and
provided visiters with information about them./Information counter staff: Providad visitor
information at the counter, made announcaments in the exhibition vanue, and Interpreted
for non-Japanase visitors,/Number of registered Supporters: 1,222

Activities of Triennala Supporters

Fab. 19; Yokohama Trignnale strategy meeting (BankART1929)/May 17: Supporter
racrultment begins/Jul. 1: Additional Supporter recruitment begins/Jul, 18-23: Pra-
opening orientation (4 times, Yokohama Fort Opening Mamorlal Hall, ZAIM)/Aug. 7:
Exhibltion venua observation gulded by Director, Tadashi Kawamata/Aug. 13: Production
assistants' activities begin/Sep, 2: Recruitment of additional exhibition venue oparation
staff bagins/Sep. 3-25: Education program oparation staff training (7 times, Yokohama
Museum of Art and the main Triennale venue)/Sep, 4-24; Exhibition venue operation and
information counter staffl training (10 times: ZAIM, the main Triennale venue)/Sep. 28«
Dac. 18: Supporters undertake education program operation activities, exhibition venue
aperation activities, information countar activities, and recelve complementary tickets
and cataloguas/Oct. 1-Dec. 18: Distribution of 50-yen discount coupons for food and
beverages /Oct. 16, Nov, 13, Dec, 4 and 17; Holding Supporter parties/Nov, 26-Dec. 18;
Supporter quastionnaire/Dec, 18; Final party held/Dec. 18-28: Removal of artworks ancl
materlals/Jar, 13, 2006; Atter rarmoval, chservation tour of the former exhibition venue on
Yamashita Pler
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PR=F—=~DF 27— Mt F—# | Questionnaira Given to Triennale Supportersa

ENEMAM 11 AZ6 H-12A18H
[EA ¥ 0 100

Sampling period: Nov. 26-Dec, 18
Number of sheets collectad: 100

Q1. R
1. WE - 20

2, %% 78
3. MES - 2

Q2. A

110 - 4
2. 2048+ 34
3,3014¢ - 29
4, 4044 - 8
5. GO 14
6. 604 3
7704 4
8, mEE - 3

1, Sex

1. Male .., 20
2, Female ... 78
3. No responsge ... 2

QR Age
1,108 .. 4
2,208 .., 34
4,308 .29
4,408 .8
5. BOs ... 14
6.605..3
7.708...4

8. No responsa .., 3

Q3. 145

. f—hm— - 43
2 YTk 26
3. HAGHS - 11
4 FRTOWE - 5
5. #0ft - 23

Q4. #mE %
1.7 Bk 17
2. 8100 - 33
3166 - 21
4. 1620 B - 15
5. 21 BRLE - 14

Q5, il (5] ~ o 20

1L@mlt - 12
2. BHLT WAL - BY
3. MRIEE - 1

Q3, Information sources

1, Official Wabsite ... 43
2. Pamphiets ... 26

3. From friends ... 11

4, From school ... 5

5, Other ... 23

Q4. Number of valunteerad days
1. Less than 7 .,. 17

2. 8010..33
3, 11016 ... 21
4, 161020 ... 15

6. Mara than 21 ... 14

05.Ware you Invelved n the pravious
Triennale?
1. Yes ... 12

2. No.. 87
8. No responsa ., 1

Q6 FERNPTE~ 02 A
|, Mg - 65

2B o 26

EfE S R

4 MEE -9

Q7. SEM A~ 00 12
1 ME - 57

2. $FM - 30

3. Fi o B

4, MEE - 8

Q8. ¥ (O o N
1ML 0 77

2 BMLEL%N - 0
3 @MTHLL - D

4, LinGELiEL o0 16

5. M - 8

6, Satislaction lavel

1, Satlsfied .., 65

2. A bit discontanted ... 25
3. Discontented ... 1

4. No response ... 9

Q7. Satisfaction with on activity
anvironment

1. Satlsfied ... 57

2. Abit discounted ... 30
3. Discontanted ... 6

4. No response .8

Q8. Willingness to particlpate In next
Triennala

1. Willing ... 77
2. Not willing ... 0
3. Notable ., 0

4, Mot sura .. 16
5. No rasponse ... 8
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{ERR - BI{EHTR—%—| Artist/Art Production Supporters
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Includad assistance with artwork display during the exhibltion and artwork removal after [ ended.

P A - 5EWDE | artist/activity namea D~ NNE | total participation days DA A M | total participants
2R AE a0 304
Talsulke Aba

FIT bk 4 33
Alma Quinto

FRULdpy =22k 87 ag
Ataliar Van Lieshout

Vg Loy o I L= 4 83
Lloreng Barbar

M=k =7 P LT~ g 14 41
BOAT PEOPLE Assoaiation

o= Pl 7 175
Danjal Buran

oS —hA - ThH 20 60
BUREN CIRQUE cie ETOKAN

E4L - BLTO 2 7
Miguel Calderon

Fr-Hiu 10 14
Chan Zhen

COUMA 10 n
Fof T s Pl 16 14
Didiar Gourbot

Nk 41 246
@uratorman Ine,

LAFLHA 11 44
Lastacia

gansomaedsa 17 24
Ay Ray— ] a
Ingo Glnther

S 4 BB GE I T a3 198
Sadaharu Horla + On-Site Art Squad (KUK}

HH AT 38 178
Shigeak| lwal

AT Ul A7 1 2
Malla Jaarama

El P - 3 44
Jiang Jia

Fho Yz 2 20
Kim Sora

F==2: LT FI2FPvE 4 9
Tonice Lemos Auad

Q¥ s=5% 5 k)l
Long March

i 5 8
Chla Matsul
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{EHE - SEBYA | artist/activity name

D~EINBY | total participation days

DASMAY | otal participants

fiEed SR 3 654
Erlko Momotani

M ILART 1 1
Tomoka Mukaiyama

PN + graf 98 277
Yashitoma Nara + graf

izt 1 103 76
Tazro Niscino

KB + DR + BACH 95 25
Jun Oenoki + Warshouse Keapars + MIKAN

Ao drutes (2205 H—h2A - TOYxok) 5 8
Ong Keng Sen (Tha Flylng Circus Projact)

F=F =2l 88 a8
Opan Gircla

Ea~UFs 33 319
Pyuupiru

TUF -O=Hy 2 20
Maria Roosen

Rt — 2L 27 207
Shintal Hyougen circle

YA DT AT A D 5} 36
Thi SINE WAVE ORCHESTRA

Ve Rz 2 & 21
501 Project

1 4 1 2
Tadasu Takamine

FZK 17 hir
Tanishi K

LR B " "
Yukan Taruya

PeFa -] -]
Wang Ta-Yu

1 —f 12 67
Marl Ward

UFgp— gl s 8 a8
Richard Wilson

)L H s D =B ARk s AL 17 33
Wollgang Winter & Berthold Horbalt

Jo SR el 14 29
Tashihiro Yashira

MR E ERA Y2 LBEE) 16 301
Site setting (paint on exhibition boxes and alc.)

FULM =L AF =208 o N 2 9
Preparation for Triennale Station

YIrFOdzak 1 8
Sola Project

it | total 1,085 3,357
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Extracts from Supporter Notes

Sep, 28: Opening day—the day |'ve been walling for| It's a shame there are so few
manu selections at the International Food Stalls. | found several pigeons |iving at 3C in
the exhibition venue./Sep. 28: | was asked quite frequently whera the lavatories wera.
Also, how visilors could get tickets to the circus event, If there were public telephones;
and whera to catch the raturn bus (bus arrival and departure points)/Sep, 30: Today has
baen a long day, It's still my second day and there are many artworks | don't know
about yat, But If | study the commentaries provided us well, 'l be able to explain these
works and that'll be Interestingl/Oct. 1: Pyuuplru talls me the mirror |s important and
needs to be cleaned as often as possible, | think it better to polish it soon after visltors
leave and bafore the next crowd comes./Oct. 3: On weakdays, there are few visitors so
it takes a long time to get enough people for an exciting soccar gama. | think f male
Supporters are there to play tha game, It will ba easer for them to joln In. When | see
visitors who are complete strangers playing the soccer game togethar, It makes me
think, *This Is involvement with place, involvement with people."/Oct. 4: My first day to
take part. | was nervous in the beginning and my heart was pounding. But | got used 1o
it with time and was abla to enjoy it. I'm glad | took part in this eventl/Oct. 5: Alma
Quinto, a particlpating artist, came by, She's small and very cheerful and friendly, She's
engaged In activities to help abused children through art therapy and making soft
sculptures, Many visitors pass her work, saying simply, "That's cute,” or, "The colors are
beautiful.” If the visitors have time, please explain to them the social situation that exists
in the Philippines,/Ocl. 8: Wa constantly need to tall viewars not to touch Toshihiro
Yashiro's digital tripods, on ona hand, but to stop and look through his analog tripods,
on the other, because people just pass by with a quick look, thinking them art objects./
Oct. 9: One older couple approached me, saying, “We can't understand the meaning of
these works, Why is there no explanation? We pald an expensive antrance fee." So |
explained the nearby works and that made them happy./Oct. 12: The Keiichi lkernizu
waork: I'm glad 1o sea bath childran and adults having fun climbing over It, But we always
nead to tell the children, "No running, please."/Oct. 13: A complataly blind person rode
on the swing wark, "Artworks we can physically experience llke this are good," the
parson accompanying him mentioned,/Oct, 16: Tanishl K performed again today, There
ware children from an English conversation club playing in SOl Projact's cushion room.
“These bad kids,” | thought, apprehensively, but when | introduced the artists' assistants
and they began to talk, the children listened attentively./Oct, 18: It's been raining heavily
since yesterday. At tha Wang Te-Yu site, visitors were asked to put on the slippers, and
many had feet wet due to the rain./Oct. 19: Some people stumble on the caption
stands, so please advise them to be caraful, Schoolchildren in groups tand to step on
tham whan thay are not watching./Oct. 20: The Pyuupiru work: alderly people are
sometimes fearful when they get near the mirror. "One thinks ane is falling into a
bottomless pit," two women were saying. So | said, "Look at the upper part; |t's
beautiful," and that calmed them down./Oct, 24; | am anxlous about the large amount of
dust collecting In the venue /Oct. 30; | was asked |f the mud that coverad the Chan
Zhen work came from a special place. But | didn't have an answaer./(Reply from the
curatorial team): For the Chen Zhan work, wa obtained various samples of mud, looking
for the right one. Chen Zhan had died in 2000, so his wife visited and worked with art
school studants here in Japan in recreating this work, and It was quite a tough job,
especlally to reproduce the color, For your information, in China mud or earth is
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considerad a substance having the powaer to purlfy, Some peopla eat it when sick./Nov, 2:
At the swing work, an elderly couple said, “Wa've been married more than 50 years, but
this is the first tima for us to get on a swing together.” That made me happy./Nov. 3; At
the artworks people can touch and hava Involvement with, it would be better to have
some regulations posted sc we don't have to directly tell them not to do something,
which gives them a bad feeling./Nov. 5: People show more Interest in the “tire" work
than | had expectad, They look closely at it, But It's hard to be here for a long time
because our throats feel a little sore, due to the smell coming from the work./Nov, 7; We
have a lot of children today, It balng a Monday makeup holiday. I'm glad if thay can feel
art is somathing 1o anjoy, from such a young aga./Nov. 9: The weather is good, today,
tha sky and sea are blue, and it faels graat. On a day like today, we can see Mount Fujil
Looking between thae bulldings of Minatomiral, we can also see distant mountains,
Mount Fuji is left of the prefectural police department and right of the custorms housa,
The light of the sunset striking the gold chalns of Tonico's work is lovely. A precious
momant, lasting ten minutes./Nov. 9: The Infarmation counter s too far back from tha
antrance and doasn't function wall when visitors coma in. We need to be able to spoak
to visitors who seam to be [ooking for halp or taka the initiative and grest them./Nov, 18
My first night shift. Just as | started to worry about the cold, we ware provided with
disposable pocket warmers. | felt glad, Thank you. Oh yes, | almost torgot:
congratulations on achieving 100,000 vistors. I'm happy to be a part of this
axhibition./Mov, 23: The Angel Detector: it makes me really happy when it lighta up
when many visitors are around. | feel a sense of togetharness with them all./Nav, 24: |
noticed some paople loaking at the gas heatara intently, as if they were art objects. An
intaresting sight./Mov. 25: The Wang Te-Yu work: since morning, | have watched |t
slowly changa in appearance. The viewers who continually coma and go change It little
by little, It's a beautiful work: somathing | nevar could have thought of by myself, | don't
know what Wang Te-Yu's intention was, but | think of it as "living art.” A little chiid of
alementary school age became absorbad In looking at it./Mov, 25; | look forward to
seeing Sadaharu Horio's performances aevery day. | really like the work entitied “From
one hand to the other” on the wall of site 4A, With something drawn using tha sanse of
touch, one's attention goes to complately different places from when it is drawn using
the eye, It looks quite “atarl-mae (ordinary),” lilke the "lkulki (air)," yet there are many
Interesting things going on there, | concluded./Dec. 1: Rabin Rhode's "Untitled/Shower"
Is quite deapl | have heard [t has three meanings, In South Africa, the arllst's home
country, the mineworkers (the oppressed black people) can't remove the sticky black oll
that gets on them while they were worklng, For Jawish peaple, "shower" has the
implication of the cultural cleansing undertaken by the Nazis. Than, he was thinking
about the black rain in Japan as a mataphar for the atomic bombings in Hireshima and
Nagasaki. (2005 marked the 60th anniversary of the bembings.)/Dec. 1: When there are
peopla waiting in line to view the Tadasu Takamine work, | give them an explanation in
Esperanto. There are several hundred thousand to a milllon Esperantists (peoplae whao
speak Esperanto) In the world./Dec. 12: More warm coats have been made avallable for
the Supporters, | appraciate the constant consideration we racelve. it made me sad 1o
sae the severe-looking fance around Tonlco's work, | wonder If we can't somehow
protact the wark withaut having to rely on fences, On the other hand, this Just means it's
d fascinating work that peopla want to get close to and touch, Only sevaral days are left
until the exhibition closes. The remalning time | have, surrounded by wonderful artworks,
I'want to spend In Involvernent with the site and the pecpla.
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Bl | Collaborative Activities with Art Entities in Surrounding Areas
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As a part of Yokohama 2005, activities were undertaken in conjunction with art-related institutions, educational institutions,
musaums, and galleries in Yokohama and neighboring regions, Tha “regional art network” thus formad for the sake of Yokohama
20086 will continue to function and is expectad to work in suppart of the next Triennale.

AFUTIY= TP=| - HF—4)L 2005, | “Stamp Rally: Art Circle 2005"
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Paopla who had cards stamped at four or more of the fallowing exhibitions in addition to
Yokohama 2005 received specially created T-shirts with a design by Wisut Ponnimit (SOl
Project), a participating Triennale artist, About 1,500 people receivad T-shirts.

® Yokohama Musaum of Art, “Lee Ufan: The Art ol Margins," Sep. 17-Dec, 23
® BankART1929, "Global Players: Contemporary German and Japanese Artists,” Sep,
17-0ct. 17; “BankART Life,” Oct, 28-Dec, 18 @ The Museurn of Modern Art, Kamalura
& Hayama, "Ushio Shinohara,” Sep. 17-Nov. 6 (Kamakura);, "Svankmaler,” Sep, 10-
Nov, 6 (Hayama)/Hara Museum of Contemporary Art, "Miwa Yanagl: The Incredible Tale
af the Innocent Old Lady and the Heartless Young Girl," Aug. 13-Nov. 6 @ Tokyo Opara
City Art Gallery, “Stephan Balkenhol: Skulpturen und Reliels," Oat, 15-Dac, 25 ® Morl Art
Museum, "Hiroshi Sugimoto: End of Time," Sep. 17-Jan. 9, 2006 @ The National Museurm
of Modern Art, Tokyo, “German Contemporary Photography” and "August Sander,” Oct,
25-Dec, 18 ® Museum of Conternporary Art, Tokyo, "lsamu Noguchi," Sep, 16-Nov, 27
® Kawamura Memarial Museurm of Art, "Gerhard Richter," Nov, 3-Jan, 22, 2006
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MEhiEHE | Tie-up Projects
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Admission discounts were offered In conjunction with the following exhibltions at
Yokohama area museums and galleries. Visitors presentad their Yokohama 2005 ticket
gtubs to recelva discounts.

® Yokohama Museum of Art, “Lee Ufan: The Art of Margins,” Sep, 17-Dec. 23 @ Yokohama
Museum of Art, Art Gallery, admission free, "Rachel Rosalen: Translocal Urbanities = love
palities,” Oot. 1-380, "Christopher Cook: Racent Exparimantal Graphite," Mov, 16-Dac, 18
® Yokohama Red Brick Warehouse No, 1, “Hideo Takeda,” Sep, 30-0Oct, 16, admission
free, "OFF WAR: Robert Capa Exhibition,” Oct, 21-Dec. 25

"BankART Life-24 BMORZAEY VT« — BRSBTHEEL LD 7,
“BankART Life: 24 Hours of Hospitality-A Room for the Night in the Exhibition Venua?”

10828 E-12R18H 1P : BankART1929 Yokohama, BankART
Studio NYK g3 EEot -2 —ofd& s LTeERSh,

Schedule; Oct, 18-Dec.18 Places: BankART 1829 Yokohama, BankART Studio NYK
Exhibit space served as accommodations for Supporters during the exhibition,

IGHRAEDE | Supporting Projects
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Supporting Projects

The fallowing are some of the events held during Yokohama 2006 as supporting projects
by Yokohama City Art Network (YCAN) and Yokohama Arts Foundation. YCAN is a
collaborative network formed with encouragement from Yokohama Arts Foundation in
conjunction with Yokohama citizens who are engaged in art activities. YCAN launched
thesa projacts bafore and during Yokehama 2005 with the alm of drumiming up interest in
the exhibition In all quarters of the community.

@ Super Pure 2005
Organizer: Super Pure Executive Committee  Schedule: Sep, 16-Nov, 6
Places: Yokohama Portside Gallery, Minatomirai Gallery, other

® 50z0 to Morl no Koe (Creation and Forest Volcas) 2005 “Forest Drearns”

Organizer; Sozo to Morl no Koe 2005 "Forest Dreams” Executive Committee

Schedule: Sep. 18, Sap. 23-25, Dac, 5-11. Places: Scheduled site for “Yokohama
Dabutsu ne Mot (zoo)", ZAIM

® Take ART EASY!!

Organizer: Take ART EASY Schedule: Sep. 28-Dec, 18

Place: FM YOKOTOR radio station booth in the main venue

® Yokohama Port and Harbor Site-spacific Action Project

Organizer: Yokohama Part and Harbor Site-specific Action Project Executive Gommittes
Dates: Oct, B, Nov, 3 Places: Several locations in Yokohama including Kotobuki-cho,
MNaka-ku

® Hand in Hand with the Triennale

Organizer; Hand In Hand with the Triennale Executive Committea

Schedula: Oct. 28-Nov. 30 Places: Museums and gallaries in Yokoharma and

other parts of Kanagawa Prefecture

@ "Footprint Art” Workshop

Qrganizer: lecturer Ishii's office at Musashine University Dates: Oct. 11, 12

Place: Main venue (promnade araa)

® Reconsideration: Art Projects in Regional Gommunities; Lectures and Discussions On-
site In Nantes and at Yokoharma 2005
Qrganizer: NPO Arts Network Japan  Date: Nov, 13 Place: BankART 1929

® YCAN Wabsite

Operator: Hamakolari "' Schedule: from Faeb, 2005

(a blog with news and avents from Aug, 2004 through Jan, 2005)

@ ‘fokohama City Art News publication (Volumes 01-07)

Organizer: Hamakoton  |ssued: Apr., May, Jul., Aug., Sep,, Oct., Dec,

Distribution: Through Yokehama museumns, galleries, and public facilities

@ Parties for Triennale Supporters

Organizers: YCAN Promotional Committes, the Organizing Commitlee for the Yokohama
Triennale Dates: Oct. 16, Nov, 13, Dec. 4 and 17 Place: ZAIM

@ Yokohama Trlennale Strategy Meating V
Organizers: YCAN Promotional Committee, Hamakotorl Date: Dec. 22 Place: ZAIM




@ Environmental preparations for Triennale Supporters Room
Organizer: Waku Waku Art Squad ¥ Schedule: Sep, 26-Dec. 18
Place: Suppaortars Room in the main venue

@ Quastionnaire survey of Triennale Supporter opinion
Organizers: Waku Waku Art Squad, the Organizing Committee for the Yokohama Triennale

Schedule: Nov. 21-Dec, 18 Place; Supportars Room in the main venua

1) Undertakings of YCAN Promotional Committea and Hamakator
Hamakaotorl |s the public relations team of YCAN,

2) Undartakings of Waku Waku Art Squad
Waku Waku Art Squad was created by lormer volunteear slalfl of the lirat Yokohama Triennala
of 2001 and othar voluntary organizations. Members offered advice based on thelr pravious
Triannale axparience and otharwise aided the Supporters,
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£ 7 o r— M EEHER | Questionnaire Survey
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From November 28 to Decembaer 13, In the final stage of the exhibltlon, a questionnalre survey of general
Triennale visitors was conducted in front of the 4A Bus Loading Zona, with 2,025 completed questionnaires

collected during a total 15 days,
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4. Sludent...28%

5, Unemployed, .. 7%

6, Othar...2%

el

1. WiE-32%
2, %t 68%

Sex [
1. Mala...32% \
2. Famala,. . B8% g

JEFERIEDWNT

1 RHIMNE--25%

2 E®iME---48%

3 EEGEEMARITY%
4, PR 5%

5. KRN 4%

Opinion of art works

1, Vary satisfiad. 25%

2. Rather satlsfiad.. 4B%
3. No opinion., . 17%

4. Rather dissatisfed. 6%
8 Vory dissatisfied, .. 4%




[ AES

MAy =220

A MARG21%
FLE: 384 10%
of 28—y b 10%
FHL 100

e 0%

B 6%

B PRDEALNE--E%
O, M0l ot 1%
10, F ol 58

e

~

Where heard about Triennale
1. Poster,..22%

2, Fnand, acquaintanca, .21%

3. TV, radio., . 10%

4, Intarnet, , 10%

5, Leaflat, .. 10% 8. School teacher. . ,.G6%

6, Magazing, 8% 9, Cama across by chanee.., 1%
7, Nawsapapor...6% 10, Other.. 5%

i D S

[ 3 et SRS
2 d66he AW

TIF <& 17%
3L LG WAL B%
4 YBEEhERAW

WM ~HTREL--1%
5, WY <& ChL2%

Future Implementation
. Bhould iImplament...74%

. Bhould maybe implamant.. . 17%
Mo opinien, 6%

Should maybe pot implemant. . 1%

BN

o

5. Should net implemant... 2%

AMEEICDWT

1. PORRIE AT L E%
2 W R - okl -57%
3 MHBICHA T 34%

Opinion of admission f
1, Inaxpenaive conalidaning
iha contant...8%
2. Appropnate considaring
tha contant.. 57%
3. Expansiva conaiderng the content...34%

HAB

1. AT I bt S0
-+ 48%

2 WM 7L ERT
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3 HEREES aehs
<805

4 FELEROGRENS
7%

B W I LR T O o 8
5%

8 Ea -+ 13%

Reason attended

1. Interestad In the contemporary arls. . 46%

2, Because of newspapors, TV, magazinas, . 21%
3, Racelved invitation licket. . 8%

4. To ses an arist's work | ika., .79

f, For business or sohool avant, 5%

6, Other., 13%

e[ o fi 485

TR & O R 5 7%
1827 1 KD

oA AL bR )L 1 8%
e4t--13%

PR - 10T 4%
O 8%

Py =

]

w

Suitable site for the
next Triennale

1. Wirshouses such as Yamashita Pler. . 57%
2. Event hall st s Pacifico Yokohama, . 18%
3. Opan-air sltes...13%

4, Muaaums and gallarias, . 4%

&, Othar,,.8%

WS|4 4 I o F1) R

1 FTicHEL 8% a2

2 FuHmLEIER
T B67%

3 AL 24%

Use of discount systems

or joint tickets with other exhibitions
1, Usod this time, 9%

2. Willing ta use next time...67%

3, Will not usa. ..24%

21



BEWPT—REDIA ()

TANELT, | BATP=F&ilcEEEM. 227 kMo (20 14 1)
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FlLfte —2—2OHSIEAHLEFLTVEOEERNEY, ELELVWTY, (201
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T|k) APREMINIE 7 B 9 AtlOAY, BARLTEMBRAZETESSES, (50
i) S22y REBUE s, EhsOifL2ELVWERETE>EL, £
CF— RO TEI OV 7 R o e B3, RN SOF = OSEEENHL
TWEY, (208 &) ASREFA =Wl oTY, £@d6o&@huAD
£WTT, (401K Zik) A FHPBLESESOMEIRIEM o/, (19 LT 24) .~
12 BEEEBWOTHSLLREBICYTHEA2E3RLWTT, (2018 &) /4D
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2006 FEOMAEEB WV, BEEVTEROEEBA IRE,. KM TREEL R NS
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Salectad Comments from Triennale Visitor Questionnaires

There were many places to sit—a place whare we could spend the whole day enjoying
art, The concept was good. (205 female)/It was smaller than last time but one could
still look at each piece in a relaxed way, Having so many artworks one can touch is
good, (30s female)/Other viewers kept saying, “This (s fun,” but for all its affort to make
art accessibla the exhibition got too far away from “art” In ts original meaning, | can't
help feeling. A more rigid display with more thought provoking content would be better,
(20s famala)/The exhibition volunteers wara graal. Thoy worked hard and were very
kind. (40s female)/The volunteers stationed here and there explained the artworks in a
candid, friendly way. This was impressive, (20s famale)/Insufficiant effort was perhaps
made to get media coverage. (20s male)/You could get close to the works, so it was a
good exhibition offaring an intimata art experience, It would ba nice to have more worls
displayed outside, though, (20s male)/Flease keep on creating an interasting, unusual
Triennale, The audio guide was good. (30s famale)/| came twice this time but got lost
in the venua both times, Pleasa make tha route clearer to follow next tima. | went to sea
the works left in place to commemarate the pravious Triennale and was saddenad to
sea they had been damaged. | hear some works might also ba left this time, but if so,
maka sure this doesn't happen again, (20s female)/It's great to use existing facilities ke
this and undertake the event In a cooperative spirit with the citizens. It was interesting
how the shuttle bus took us right down the middle of the pler. Alter walking there on
the promenade, you could enjoy different scenery on the way back. |t was also nice
how coupons were placed out in a tie-up with hotels and restaurants, | used them. (20s
femala)/It's not good to charga for avents inside the exhibition as wall, | don't know if |
waould want to come next time. (60s mala)/It takes a whole day to see an avent lika this,
50 a broader selection of lunch spots 18 necassary, | feal. (40s famale)/The cald got to
me. It was fun and interesting but all three times | came | thought about leaving because
of tha cold. (20s femala)/! joined a gulded tour, actually, but had lots of fun locking at
the artwarks, (305 mala)/A more enjoyable Triennala than | had expactad. There was
a clear sense of new art exprassion. (50s male)/It was good how the shuttle bus was
free and quite prompt and efficlent. (305 female)/The audio guide was very well done.
If It had explained the special features of each artwork, it wolild have made them easier
1o understand, though, (30s mala)/The entry fee was a little high, overall. Compared
to advanca tickats, tha Fres Pass was not especially cheap aither. (20s mala)/It's opan
until 9 pm en Friday, so | came by on my way home. It should stay opan untll a littla
later on other weekdays, as wall. (205 male)/l came without really knowing what | would
see, but as | looked around, the artworks gave me things to think about. Each artwork
has something to say, | think, | want to come again, (20s fernale)/The axhibltion should
stay open later so people can stop by after work, (20s male)/If it ware held from July to
Saptamber, the days would be longer and one could enjoy the artworks until later in the
avening. (60s famale)/lt was good the exhibition was flat In structure, without a sense
of top-down authority. A project that really gave you a sense of Involvement with art.
I look forward to seeing more such art experlences in Yokohama. (20s female)/There
was a lack of heaters today and it was vaery cald. It should be warmer in winter, (40s
female)/| was Impressed that the children had such fun, (Teenage female)/December
I& cold. | wish the exhibition could be held a little earlier. (208 femala)/It was nice to ba
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able see and climb up on the artworks while enjoying the fresh outside air. | had fun and
falt good, It's also inferesting how it changas each time you come. (40s fernale)/Tha
10-minute walk in approaching the vanue Is vary good, | think, (20s fermale)/This 2005
Triennale deserves pralse, whatever complaints or other trouble there may be. It's hard
ta hold a large-scale exhibition of good content without the support af the community
and corporations, | look forward to the Triennale taking root in Yokohama, even as it
moveas forward trial and arror, /It would be better to have lavataries in two places, (505
mala)/The Frae Pass was very conveniant. (30s malae)/It was a terrific Idea to have
artworks al the Motomachi-Chukagai Statlon ticket counter location. (20s female)/It
halped a lot having chairs and sofas and handing out blankets like that in the court
during the live performances, (20s femala)/More and more artworks became restricted
in some manner as the exhibition went along, somathing that couldn't be helped but
seamad kind of sad. Stll, it felt very fresh how the venue was always changing. | liked
the rough character of tha exhibition. (30s female)/It was nice just to relax and look
around without thinking anything and let off stress from everyday life, For people llke me,
tha weather was great and it was a good event, (308 mala)/It was fun. I'm not sure how
thiz “international exhibition” was like or unlike other exhibitions, but it enabled me jump
a bit from the ordinary routine of life. (20s female)/It's cold. It's fine if it's cold but a bit
of a warning, “Dress warmly for being outside,” would be good. (No antry)/The ralaxed
atmosphere with many families and young couples among the visitors, people seeming
to have littla to do with art, was unusual, It had a new feeling, as a space. (20s famale)/|
took part in the Kid Curators’ Tour, which Is a great pragram, | think. | made many
discoveries, looking from a child's perspective. (20s famale)/Very good idea to have free
admission far young people of jJunior-high-school age and younger. (305 male)/| want
tha Yokahama Triennale to continue, No need to imitate other exhibitions, I'm looking
forward to another fun exhibition, next time. (40s famale)/I'm looking forward to the
next Triennale, too. |t would be fun I artworks were located throughout the city, instead
of just mainly In Yamashita Park, (30s mala)/Please make tha period of discauntad
advanced ticket sales a little longer. (50a famala)/Tha first time | came, | couldn't get
back In time to use my ticket for re-antry, so | cama again to see the second hall. Tha
exhibition should stay open longer hours. (20s femala)/It was great. | bought the Free
Pass and camea by several times, In (he spirit of taking a walk. It was nice how Daniel
Buren's flags and the color of the sky came to have an entirely different exprassion as
tha sun sank. (30s female)/Because of my wheelchair, | couldn't see some of the fine
works that required going up and down stairs, a point neading improvement, Maybe
a slope could be addad. A barrier-free environment easily accessible for paopla with
disabilities is needad, (50s male)




BE% | Number of Visitors

HASREL 189,568 A

ER

FES 1500918 [BEABE] 119904 2(A7U—/(AABE 878948) [MEIABE] 391874
BEHEN (V1 SBET) (HiRFEH) 129698 &

HEBEF (R—LATF - F—h - 70Ix 7R (WTABEMMEY>3Y) (7794

AR GSBATE LT, FESBE 20BN 707 hOBBRICE ST,

Total number of visitors: 189,568

Breakdown:

Main venue visitors: 159,091

[Paying] 119,904 (includes Free Pass holders: 8,789), [Non-paying]: 39,187

Visitors to Tazro Niscino's work “Villa Kainoutei” (Chinatown, Yokohama): 28,698

Visitors to Eriko Momotani's "Homestay Art Project” (apartment near Yamashita Park): 779

Figures are given only for the main venue and two off-site projects (sites where visitor number could be
calculated).

IN¥RE | Statement of Accounts

R 15 %£EE | Accounts for FY2003

A | Revenues (842 [) | Unit: yen

HE TR (a) AW (b) =4 (b)-la)

lems Budgst amounts (a) Settlement of accounts (b) Balance (b)-{a)

[Eldie ik

Contribution by The Foundatian 250,000 248,900 A1,100

WETAEE 0 0 o

Cantribution by City of Yokohama

EOMRA

e 0 3650 3,650

HFELSOREE

Balance brought forward from FY2002 18,086 18088 0

ait

Total 268,086 270,636 2,550
i | Expenditures

HE FHH# (a) AW (b) 2 (a)-(b)

Items Budget amounts (a) Settlenent of accounts (b) Balance (a)-(b)

BERR

e oMot 280,000 269,800 10,200

aft

Toral 280,000 269,800 10,200
REEAOREE

B36

Balance brought forward to FY2004
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Rt 16 £/ | Accounts for FY2004

A | Revenues (8@ 2 ) | Unit: yen
lzllmEu Budget Jcﬁ.{'i'g ((: Saltlamant of ﬂﬁotuxa(g) Bai*ur‘\‘ce{?gi({aa?)
En";ﬁfgﬁ,ﬂﬁfmm — 84,751,100 34751100 A 50,000,000
gnﬁnfbﬁ&ﬂm City 6f Yokahama 15,000,000 15,000,000 0
MR 0 15,065 15,065
B brovoht o from FY2003 &30 828 0
ot 99,751 936 49767,001 A 49984835

=i | Expenditures
ﬁ:ﬂa Buiget m?oﬂr?s (K:] Settlemeant of aég:cﬁ :!a ((%)) Baﬁﬁums ?&;f (bb))
gm;{g';‘ggdmn 30,000,000 4437.443 34,562,557
gﬁbﬁiﬁjlﬁﬂgﬂ‘huﬂ "lﬂnﬂgﬁl“am. BUOD.ODD a E'DOQ'UDD
T i 5,500,000 3,165,928 2334072
gnﬁ:ﬁgﬁu‘ﬁ 'gg!md:a. ate. 500,000 a 500,000
ey 1,600,000 0 1,600,000
e e 1,000,000 493,500 506,500
ggga'tngug;:gﬂlm abroad 6.000.000 0 6,000,000
l';ﬁ;,’:;’f;;‘;;f,':m 2.400,000 0 2,400,000
L PRI 1,000,000 74,680 925,320
e i 6,300,000 20080000 A 13,760,000
i Y i £.100,000 2,869,436 5,230,564
by AN 14,064,000 5725716 8,338,284
B 0 12817681 A 12817.68]
T st 5,287,000 0 9,287,000
i 99,751,000 49,644,384 50106616

e EE L~ D i

Balance brought forward to FY2005 122617
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AL 17 8 | Accounts for FY2005

INA | Revenues

(A5 2 F) | unit: yen

Bl FHM (2] SR () R (b)-()
ltaims Budgel amounts (a) Sattlamant of accounts (b) Balanes {b)-{a)
?mﬁﬁgﬁ)?#mapun Foundation 250,000,000 2685063718 15053718
cmaﬁ%ﬁﬁn%y City of Yokohar 331,306,000 346,359,718 15083718
%cf&sﬁig 213,310,000 200962,984 512347016
aﬂ&gﬁﬁbﬁ‘éﬂgﬁmm 30,400,000 24,043,607 & 6,356,303
Gmr:ﬁg ;ngjfé?n;mﬁ ald* 65,000,000 53,243,985 211,756,015
el gty o PO 122617 122617 o
sl 890,138,617 880,786,620 /4 351,988
#ih | Expenditures
e . F W (0) (o) #4 (a)-(5)
_tams Buelget amounts (o) Solilemant of accounts (b) Balanee (a)-(b)
gﬁmﬁmﬁgg‘mc“m 270,563,000 316,051 975 M 45488875
gﬁ?rﬂﬁgﬂlvmua managerment 246,620,000 231,686,133 14,833,867
\,Qhﬁ’.usalgg;n"m, 120,000,000 122,540,939 & 2540939
gim?mhmmﬁ 72,484,000 68,368,238 4,115,761
aﬁﬁgﬁ%ﬁ,m nle, 15,200,000 18622477 & 2722477
ﬁ";ﬁ::jd‘ﬂ\"ﬂntu 24,006,000 18,846,876 5,168,125
%ﬂoﬁlﬁnﬂa}:&wm 8,000,000 4,091,030 3,008970
'?\:Dzai:r?:} il 10,760,000 8,397,179 2382821
maﬁe;;::ngrf 3‘ glumaﬁrs 8,000,000 4,606,301 3,393,659
élur:: ;m:égrg;?mlallgm‘w;;aﬁon“ 10,000,000 10,397 483 £ 397483
Ev';.?am&“;' by specialists 2,500,000 2907,068 £ 407,088
aﬂgﬂ?ﬁ;m upecialsts 1,425,000 210,880 1214120
;ﬁ?ﬁﬁw artistie dimetor, curatars 48,420,000 46,532 056 2,887 944
Fﬁﬁ;”d oxpona0s 21,831,000 16,646,971 5,284,029
g"ﬁ,”..:.nmmw 13,636,000 19,881,023 A 6,245,023
ED?I#DBHCIBB 14893617 o 14,893,617
2 - 800,138,617 889,786,620 351,988

* MRS S G 20,000,000 6 MRS S W i GBI ko THHE A,

RN fef A R

20,000,000 yen of sponsored tid was contributed through » Japan Foundation donation pragran,

** Evenl axpanses dunng (he axhibition period,

278



BELUHWNAT <7 | Media Giving Coverage to Yokohama 2005
[#EM | Japan

M (MR, 70w 2. HAIK) | Newspapers (National, block, and reglonal)

PRERSARAOE, WIEIRAI, (PR, JEURRRON. EF EW, WERM. RO SR, XREBM. BB E M. a5,
STAERAAR. AEEARTM. GESRRRA0. FUACRTM. MHAEEIEWAR0. WLECHRHE. MMM, MUSETAL. REETN. fCEOAM. L
PO PERENIML NORIHARD. (EIMEENAM. RAREEWM. TR, EBRN. RN, TREEE. PE. &
R, 7 U -k, WEEWE. WHRE. HME. (AT, SRR, fRMH. BB, SR, 8
G U1 = M R R 0 v R L2 = e o 1R W R SR TTE
MIEARAN, PREIBRYE. BRUUEIH. (LFERAM. RRTGNT. HRERYGM

M (MR, WMEE. 270 KK %) | Newspapers (Professional, journal, tabloid, etc.)

WHEISI Advance, AREZM—y, A=Y, IREMMIAG. WEZa—2 [dEntE. SIARM. oo Zot—w,
LT UL BTN, LASASRM, RAR—Vowil, WEEEM, [HME, S, Ay, W,
WY AZ, WRAM=Y, HGERENEN. BT ITRGM. Bf7 Y. BHZR—Y. BREFHm. D4
Wi, MBS, FRIZY UE M. Adver Times B, Fujl Sankel Business |

EAMFITESHM | English-language newspapers in Japan
International Herald Tribune/The Asahi Shimbun, The Daily Yomniuri, The Japan Times (Takya)

MERE | Magazines

25ans. 55 MAS@EFEMEEE. AERA, an an. Architect of Aichi. ART iT. ART fiiife. Bian 2. BOAO. BRIO,
BRUTUS. Casa BRUTUS, Caz. CG P=JLF, Chau Chou, Cinra, Calorful, COOL TRANS. DAZED&CONFUSED
JAPAN, Design, DIME. Domanl, ELLE DECO, ELLE JAPON. ENGINE. Esquire H#hk. EYESCREAM. FIGARO
Japon. focustyle. Free & Easy. GA JAPAN. Gainer. Gentry, Go! GOL.. GoodsPress. GQ JAPAN, Green
TIMES, GW & #. H. In Red. Invitation. JAPAN ECHO. kyushu eyes. LEON, L magazine. MacPower, marie
claire. memo WO, Men's Joker, MEN'S EX. Men's nonno, MM21+1, MOSTLY CLASSIC. MY 40’ 5,
Nasse Hilif +w iR, NAVI, New Words, Nile's Nile. NYLON JAPAN, oggl. Pen. pen_ates, petit Deli. R25.
relax. RIPPLE. sabra. SAVVY. Seaven Seas. sesame. SHEETMETAL & FABRICATOR. SPAL Style. SUMALUL.
tatsumaki, THE FAMILY. thle. TOWER, TV &, TV 702, UC A=F TAL3L L. UOMO. URBAN. VOGUE
NIPPON. wa sa bi. Web Design, Weekly 0F#. Werkin(LE8H), WWD BEAUTY, YES. =¥, F=k kw7,
TP 3HY o BE WOMEIIFRR. 72T 7UeSA . BT RYNLR, PHEOAS, PHEI 72U — RO,
WELE, s bLifi=k, druF=R, A, BEE, BE. KADESLY STYLING %2, RIETE TS, BN,
bt an, MENAS S RAvVED YD, MBI VS, BRE—F+2FEVRA, FrSU—0—F. RARA, SRR, 7y
LA, 22wy, REH AACSL, FU—270Z 20098 RBAM= 2, TN, ATIBKESHTE.
AFflFr3U—, ATIRH. AFIZ7 v2aMBRE AFIS>7-o,. MEE0. K. MRS, EEoshk, o
AR AL BT, MPEER=a—2 IHCSA Cafe, V= WERIALRINE E0&. 27991 F, %A,
WP A g MFEWE, EFEW. ATIERA, W T L=, R, PETR, BT, Az,
AF3, HEEl. W, WA, B, ¥ FoF, GEE, sIRLR—F, SERNTAPEFRE, MALEL Y.
ek ani, EHEMN. TTL FaEn FLALFR EEL26A, WM BR2r—0— BRALZY— W
WA RSYoL HEE, o0, ZOATHY v, BRFP=%72F27. BERECED OFF. WG, N\ FPvia,
HEF oI HIw NFRBEH—L 2005, Ko TU—m—)t— UHh YOKOHAMA &£, BilfFnl, Rilfow, 80k
AR, CrEEE, PrA MM, WMAEE, WALXWK. Se0AEEBSN, FL— FLIeR, MFLI, MHEDHE,
D=, 2R, ATl ERE, R+ —h— TANRLTF T — k22—, WETH, MERU BN MEL—/—
AFOT 2005, AINTIEMHE. MRHLEHENWT w2, B Vr—2 U=, S48, SHEE, So 57770
WATME, 2250 v, FHRT FuT2A, EHW M it

[EPASEFTEIMEE | English-language magazines In Japan

Tha Japan Journal, J SELECT, Weekender, Metropolis (free magazine), Café, Zoom, Asia-Pacific Perspective/
Japan+

TV

TYYIAL Iy VIL AR R SheiTssh
WEFLER: BE-C70. BTMIFLE
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ABC M ik L 230—I1 ABC

CX ! ART LOVER

NHE: [#&]NHK Za=2. ERETTHAFXIN. BELS88, BBy F7—=2 A8TAN=20ECAILER
[BOF] M5 - TS, WFEMAEITE  (MBR] Weekend Japanclogy., WHAT'S ON JAPAN, NHK(Z 7 & p/(x)
[BS 1] BSMTI&F+—1lMl. BSTY¥IL ¥ UFPL, Newswatch [BS 2] MFIGY TV [BS Hi] 25 %0
NTV: LS 430, To#53— I—hT ot e7—

SBC: L—/Lic#aT

TBS | s

TVK  Hil MREE, TVK —a—2

YOU FLE 1 My Youl #174. YOU L&

S | Radio

AW E=F FM : SHONAN P.M,

100368 708 =) LT 3R PR - BT T Lo

ZEAEF  FANTALU—T

FM BJL—2 FM =2

FM Wi 7 O=FwFH 27—, NZ—/{o—ma =, £—Z2 727 v7 2, KIRIN PARK CITY YOKOHAMA, THE
BREEZE. YOKOHAMA AROUND

FMFUJ Sy F - TE—2a

J-WAVE | RENDEZ-VOUS. TOKYO CONCIERGE

NHK [T (523 S 8) L UAF—=EEbiD

NHK Z¥AMi—  SELTAT 2272324, 2447

shibuya FM ! SHIBUYA VILLAGE VOICE

TOKYO FM | TZ T AKNMM, J2E - F—A0x2vR, HEHEO Beaytiful, GREMOS w22 222

JEA | International

#FM (—i%) | General newspapers

Ha[l] China; W45 Oriental Marning Post, The Economic Observer, South China Morning Post (#: Hong Kong)
Z4 2 Finland: Aamulahti

2K India: DNA

ME Korea: JoongAng Dally

#< Thailand: The Nation, The Sunday Nation, Bangkok Post

M (#70-rE) | Tablold Newspapers
A~z Spain: EXIT Express

#M (WM) | Professional Newspapers
A41U2Z UK: The Art Newspaper

MRk | Magazines

FA=2+2UF Australia; ARTLINES, Artlink Magazine, Art Monthly Australia

~JL#¥— Belgium: LEVENTAIL

thf] China: ArtChina (ZElid{%) , Art World (Zilit#50) , Asian Art News (i Hong Kong)

Z32>2 France: artpress

E« % Germany: Kunstforum International, World Sculpture News

F#U7 Italy: Flash Art International, Flash Art News: Circus and drama in Yokehama, tema celeste
W[E Korea: gong.gansarang (2, Wolganmizool (BTIMT), B¥) b8l

Z =27 Malaysia; The EDGE

A2 x— Norway: BILLEDKUNST

A Spaint LAPIZ

&8 Taiwan: ARTCO Art Today Monthly S50 , Yishu: Journal af Contemporary Chinese Art

#< Thainald: Wallpaper Thai Edition, a day, GM

THUZ UK ArtReview. Wallpaper, contemporary

FAUA USA: Art News, Art in Amarica, Art Asia Pacific, NY Arts, Frontier Magazie, HX Magazine
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TV

7322 France: ARTE
44 Thailand: Come True Studio

271+ | Websites

A=A RFUF Australia: www.artreader.com, Artkrush.com

E China: EAF# Oriental Morning Post, %% The Beijing News

47 Italy: Flash Artonline.com, designboom.com, Repubblica XL - www.xelle.it - Italy
1#%!Z UK: ResearchSEA

#BE Korea: VM Art

FAUN USA: Art Asia Pacific

[L&188 | Advertising

A4YUF ltaly: Flash Art International, Art Diary 05: 06

BH# Japan: JAPAN ECHO

FAUN USA: e-flux, Artforum International, Art Asia Pacific
IFUZ UK: frieze
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Kazuo Ogoura
Presidant, The Japan Foundation

Hirashi Nakada
Mayor, City of Yokohama

Genichi Hashimoto
Prasicant, NHIK

Kotaro Aklyama
Prassident and CEOQ, The Asahi Shimbun

Shozaburo Kimura
Professor Emeritus, University of Tolkyo

Yasuo Kamon
Honarary Directar, Museum of Contemporary Art, Tokyo

Kaji Yukiyama
Diractor, Yokohama Museum of Ar

Toru Kodakl
Executiva Viee Prasident, The Japan Foundation

Ryolchl Kawaguchi
Executive Director, Graative City of Culture & Art
Fromotion Headguartars, City of Yokohama

Toru Ogata
Direetor-Genaral, Cultural Promations Departmant, NHIK

Haruhito Klyota

Director, Cultural Projects and Business
Davelopmaent Division, The Asahi Shimbun
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Dirvctor Ganaral
In Yokohama

Yokohama Triennale Office

Diractor-General - Takakuni Inous

Managing Director of the Triennala Planning Office,
The Japan Foundation

Tashiaki |shihara
Diractar, Civic Atfairs Bureau, Clty of Yokohama

Masanabu Ito
Assistant Director, Triennale Planning Office,
The Japan Foundation

Takaetoshl Matsumura
Managar, Craativa City Prormation Division, Cranillve Clly of
Culture & Art Promotion Haaduartara, City of Yokohama

Haruna Onishi
Asaociate Director, Cultural Promotions Qopartmeint, MHK

Aklo Obigane
Sanior Projacta Oflicar, Cultural Pf:)}m:ln
Daparimant, The Agahl Shimbiin

Kazumi Inami
Tomemi Yamazaki
Naomi Koyama

Junke lzumikawa
(The Japan Foundation)

Masaharu Nakahara
Toshio Murlshi

Gakuhou Kouno
(Glty of Yakohama)

Toshikazu Kameyama
Kazuhike Shinagawa
(NHI)

Tomoe Takag|
{The Azahi Shimbun)

Jun lseda
Junichi Sekl
Hifumi Noda

Kazushi Mitsuyama
(Yokohama Arta Foundatlon)

Atsushi Sugino
Kae Shigeno
Yoshihiko Ohyama
Kuml Takahash|
Tomom| Sawada

Masami Nakashima
(Public Relations)
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YOKOHAMA 2005
Art Circus Project Team

Arlislic Qirector

Curators

Curatorlal Staff

Exhitiitian
Space Design

Exhibition
Graphic Dasign

Vidoo
Documaentation
(eooperation)

Phatographic
Documantation

Tadashi Kawarmata
[(Visual Artist)

Taro Amano

{Curator of the Yokohama Museum of Art)

Takashl Sarizawa

(Director of P3 art and environment, Takyo)

Shingo Yamano

{Committae Chalrman for the Museurn City Projact,

Fukuoka)

Shinya Akutagawa
Kenichiro Egam|
Yuji Fukui

Makiko Hara
Mayumi Hirano
Hironobu Hosokawa
Huang Shan Shan
Yu |seki

Shinabu lto

Kenzo Kasuya
Ohichiro Kawani
Yasuko Kazama
Eriko Kimura
Fakua Koedama
Kiriko Kohga
Haruka Kajin
Kelka Koshlhara
Kazuyoshi Kuge
Gien Kurihara
Masayukl Kuroda
Masanori Matsuda
Mie Miyamoto
Daisuke Mizushima
Keitetsu Murai

WS & AMF

Yuko Murata
Yuko Nagumo
Hisako Nakayama
Makoto Nasu
Takake Ogi
Marlko Olkawa
Kumi Ohiwa
Tamana Ohkawa
Tyler Russell
Chiaki Sakaguchi
Sachiyo Sakamoto
Shoko Sakamoto
Naoko Sakural

El Shiga

Erike Shigematsu
Yasuhide Shimbata
Toru Shimizu
Mikiko Tabata
Takamichi Tajima
Maki Takemota
Akio Tokunaga
Wang Jie zi

Kaoru Yamagishi
Shohal Yamaguch|

(WORKSTATION + Alelier Bow-Wow +
MIKAN + Sou Fujimoto Architects)

Shingo Matsumo (DGN)

Yutaka Matsuma
Hiroyuki Kamei
Yutaka Kobayashi

Graduata School of Film and New Madia,
Tokyo National University of Fine Arts & Music

Shigeo Anzai
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Eh{ER | Artists

01 4A

it ]
Taisuka Aba

02 3c
FIRZ Rk
Alma Quinta

03 /\k/Y | Hatoba
FhRUL pw: =2 m2k
Ataller Van Lieshout

04* N8, 2%z | Hatoba, Sentan
U 3 L2 o L=
Liorang Barbar

05%
M= E=T)L P Ty
BOAT PEOPLE Assoclation

06"
YT EaFy
Danial Buren

07 4B
EXN DR
Miguel Caldordn

08 38
Upru bk -H=—Fs78Ya-2 Eal.A- 25—
Janet Cardiff & George Buras Millar

09 3C
Fro Ly (M)
Chan Xiaoyun

10 4C
Fx-t (AL
Chen Zhan

11 4C
COUMA

12 3B
PP - -l
Didier Courbot

13 4C
Foyl=—=7
@uratorman Ine.

14"
e &« Fille=
Luc Daleu

15 4B
TAZLA
L'ostacio

16"
Eagu - #—HA Thh
BUREN GIRQUE cie ETOKAN

17 4B +H=7 | Nakaniwa
gansomaeca

18 3C
YpaF T=FILA&YeS - S FAR
Jakoh Gautel & Jason Karaindros

18 3B 4C
a—u Iyl
Shaun Gladwall

20 48
A ud - FavF—
Inga Glnther

21 3B
FrNE)Nbx
Ann Hamilton

22 3B
HUs - N\t
Karin Hanssan

FlLZrAw kIl | inalphabatical order

VA2 W AT IR O/R ST I o SR IR AT, S IDILE R # RO,

Artists marked with an astorisk (%) worked offsite,

Please refér to map on front leal for location of artwork or site of art activity.

23 3A
AT NPk
Hadi Hatlyanio

24 44

1 04 0+ T A T ML) T
Sadaharu Horlo

+ On-Site Art Squad (KUK}

25 3A
ok —
Kallchi lkemizu

26 +H=77 | Nakaniwa
EFRE
Shigeak wal

27 3C
A% UplLAT
Malla Jaarsma

28"
Dy Do (B
Jiang Jia

28 48
Fl A=y
Kimaooja

30 3C
Sl YS
Kim Sora

31 4B
A|vae iR A
Takehito Koganazawa

32 4A

KOSUGE 1-18+F UL -P+3334
KOSUGE1-16

+ Ataller Bow-Wow + YOKOCOM

33 4A
TRERETA
Akihiro Kuroda

34 3B
h==2 LEL-FIPuE
Tonico Lemos Auad

35 3C
Qx&I—F
Long March

36 38 48
A
Chla Matsul

ar*
Wl
Erlko Momaotani

ag*
E T ES
Tomako Mukalyama

39 4c
TwT Uy E-LDw¥
Ingric Mwangl

40 3C 9| Sentan
M graf
Yoshitormo Nara + graf

M 4B
LR Z-F2L
Moataz Nasr

42#
7 1 e 1
Tazro Miscino

43 +AHZ7% | Nakaniwa
TEFAST G -+ WA 00 34
Makoto Momura + Yukihire Nomura

44 an
UL R A € 3

Jun Oenok|+Warehouse Kaapers+MIKAN

48 3A

Ay (ERE)
(FSwd H=hZ TRV I
Ong Keng Sen

(The Flying Gircus Projact)

46 3A
A=T =)l
Opan Circla

47 4C
Fa~Ua
Pyuuplru

48 3C
HEAERA
rassantimeant

49 aC
O «O—F
Robin Rhode

50* +H=7 | Nakaniwa
FUP-O—t
Marin Roosen

51 3C
ENTI AR RNZ 7 —
Michaal Sallstorfor

52 3B
ApUSE
Hirakl Sawa

53*
Foadom=Al
Tino Sehgal

54 +hz=77 | Nakaniwa
ErE st =2
Shintal Hyougen circle

88% AC
Sy o=t A=A T
This SINE WAVE ORCHESTRA

56 38
Pl g = R
S0l Project

57 4C
AFRAREAU
Boeal Stroull

88 3A
e np
Jiro Takamatsu

59 4B
R
Tadasu Takamine

680 3A
LK
Tapishi K

61 3B
Hifia &0
Kaotl Tazoa

62 38
1
Yukar Taruya

83 3C
DLeAT llion
Craig Walsh

64 3B
T T (i)
Wang Tae-Yu



242 | Sentan

FERWHE | Main Venue Sites

65 ¥ |Sentan
+U.0=f
Nari Ward

66 /\k/t | Hatoba
U p—F o)Ly
Richard Wilsen

67 4B J\R/Y| Haloba
TANTHL T Tt 2 7= YL bbb LA L
Waelfgang Winter & Berthold Herbalt

88 +FHZ7 | Nakaniwa
T=UF+drliyhd
Maaria Wirkkala

69 3A 3B 3C 4A 4B
[ {C i
Teshihiro Yashire

70 3C
YA Lt Y x (fhile)
Yao Jul-Chung

71 4C

6 EEVEO T+ T 0 0 Y Y

+ RIUTAPFN—F TEEL

Tormoke Yoneda

+ Ashlya City Museurn of Art & Histary
+ Voluntear Group *Tomato"

A1V 9147 | Kokusai Yatai Mura




