BRBER

[INT +—T 2 A5 H-FRBEDEIM]

HiK : 201449H14H(H)14:00-16:00 =

DRI MREEREL 7 F ¥y —F—)V

#Es: —HBEEX EmSv—FUZXH)

Y—XE—HDSEDORERTIE. V7771 vI7ERELBIT. K
BREADBBEPLITREER>TRRLNT A - VR ERBELLEE
GEEPBED. GHTHLEELRRECALLE>TVWET, £TT. &
DLIFv—ETREEADINT +—IVRAICBEZEDE T, BEED
DO BEEDREF, TADRRICHWDHEVSRILS DT 1 —
WET=0DNRELTERRREMICEFZFEDORERE. THADKRE
ERS LADELGNS, FHRBATEGVDLGLRVEKS LTEY
ER

HHTRHLBRNZETELEHEVTETHYETH. 20 #HIZICADTA
FlE. DO TERMMEVDOBEZH S —EORHFERROLELK,
ZHIEERELT ERAXBELEV S AEH LY DSHHEDORYILE
PHY LS LT, REHNSEEPHVE LZEB2ERETHLENE
BUIGRBRTH 2ICEVZABTLL D, EWVDITEZRREE. TDMHE
TIGRERIE. COMRZLEETCVHLIRRBESHEVALDBTERSANEL
ENEBEBEFLATLR, BRDT LGNS, TS5 LIEEPHVE
Lid. EMLDEFEICHH LVEHZREL TP I LITBYET,

T EZAREZRKREROBKPBARDEMICEIFHHREDY KV IE,
AEYEHERICETD EZWME>TPERVTLEL D, EXAFARIC
BV, ZOBEDEFEE LG OEDH. 1949 FH 5 1963 £ & TH
EHEHOTETEEREINL RRT7 VTNV EVEI Tl 7
AROYOVERERELRY., EMRLEOBEING
RERDBLEVSEKZRFS, EFE. £88. BREROREITAT.
19D T SV ATHRESLHDTY,

77NNV E VR SR PRIEMBR LV BEFENE
MEKICBLTOESH, EFRBTVELSH. FNTELEBICHMTE
B5YVATLTEEENE LIz, £TAD 1960 EFRICEST. ThE
TOREEFZDNSHZBESDOHRASEN. BARZTOLDEN. H
SURBARDENREREEEBL LI BBAGERENSSEIEDR
KTIRE2RDTY, TZIcdb¥HEECYVRIFREMRICE D, Bk
EMODECEEDHERDCENTESRLRVET,

Ll TOSIH)XLDBEEHRAGAS— RSN SDRFEZ B

PEAAVE DR N

30 zhrsEES

TINVEAVRBIFHIEICBVAENE LTz, BRUAEKS
FRIBEMRESE. PEHBEOHHZEEA. HENERUCELT
WHEZERBERA, TITRYA FROBRELETELSBTHE
. ZLOEMREEEHHPTAZRBE LI—BANGNT VTP
T3V ANV MERYEBEFTWCZEITEYET, ZOLS5GX
B’ NT74A—=IIVRAEVSHBIC—TEENZDIE 1970 ERKREA L
WO TEWTL& D,

LEAANT A= VAEVWSRBEI v VILHBRIZLDIF. TD&
SHHREBEORVRIITIESY EEA, 19HBICERILEUTUXLD
ERZICRBEINS L DI, EROEMIFABORE. EVBINIEERK
DRZTAEMEDE—FLLTVWRELEWVWZET, ZNEREBUE
BLVOTELIVERBVETH WEETHEBEMLLESVAZTNIE
“EOHMAARBIIIOREBMUERET SRV TCHERDOTEEVT
L&EDD. AEDERITVEIETOABOBEDL, BEDRDL LWER
ZERBEGDOOeDIFTIHL S,

ZORENOREDEDEZRABEDEFEERLEL NS NERH
ERUEHEE. PHRATNT+—IVRAIRRENZ HHRE, TARRD
KEGNY I TSIV RFERLIEEVZZDDE LNERA, BiEEAX
DEE - THARRIE. SNEREOEHMOREHEREE RS [RETM
MGENT IV ADBEZEBCBLTVWELED, PHTY 72—
RR—IVEWVSTERRMHRHNE > TWL DN, 1960 FEREFICIEE
B EB - B EMBERIY Y VIVABRBICKEUDERLAS A 2 —
ATATHRBELTONT A —IVADNRIEThTWEF LT,

CZETHBHAEROXXRICBIT BN 7+ -V ADEHE, >
EleE>TBYELREDN, ZNEBE A ET1970 ERICASEILL

REREADNT + —IIVAFHERO>TWVWISLEBVET, £7
1977 ED (NT+#— VX« TifEd) B S5HhoOEL & S,

FA—1C 2T LTS REZE. HEBLDSWREE> TRV TW T
ATTRZINERLETTE RIFELTRESTER1960FERDIK
=M NT =V REE ERREDESEDELG>TWVWET, &

SE>TLITNIE. BETADZT NG, REDOHORATHEROTOL



Art Running Wild: Awazu Kiyoshi and Performance

TANFTRLTAM, Y 7 THLREENTYL
B, CLAMMNRETIZZS LT A%
ELATBLNTEOTERRWD

ZEAEEBCLLTVDS, BETAIG. TTTREORATHEROBTH
57vHrE HBATAEBAGBTEZ DTV, HBATHELDS W
BEFESCLICE2T. ZOREHGEREBARZHLVRROBISE L
TEEZRIFZDDES I,
MEEOTHSLEVSTADAERE, LHL. Z5THEHRRIC
BONZBRENGZRFEOAASE, HHEZTNS5D—Y)%E. BHDEH
HBEMEBE T LODTATHEIDNDEIIC. RETARIZIZE>TL
LDICERAET., TOEKTIE. HBATLENEITAZNLT. &
ITCRREEAIRS—E. BEOHMEPRENETUREET LVSDHE
BETEVID, REOWRICHMNESELTVBLSICERATL %,
ZDESIBENT =R VRAEVWSIRAL—DDHNELTRYIIDHDD
LhEgAD., BROEMEAMEEEDIFSE. 5 —DROBERHT
ETHhELNERA, ZOEMBAEIF. DRI & LTHMSNTIE
ERHRL—T AV DT ETT,
BEICE>TLERR. DX YFOEEPEREZAEDE—RLLIGE
REZZEMICREL. DA TIHFERICBLE S & LIEMEIAT. =5
Ma() -7 7Y)EAPEAEREASD, B/ ZREBICBEWL R
FTERZABELSGHERNMERAGLDELTHONTVE Y, BXIEY
B, BARR TG REZARTAUATREREZ®IMELZZ ZX
WeT7—FrHRE2BTLEEL, 3—OvNTEER L IEEREVEEFE S
FERELEELTVE L, TS LIEEREHRBEDICERARNTHA
SETRZEANRBELENY VISV FiKiE. B2 AOBELEEY
FRICEFFINZDERLE LIGAREZNDBNBREPAEHNBATL
feldbnsd, ThiFEMEBEFRD Y FBAD. HE V2TV
471 EVDAR—V Y IVDRITofcTED, Zo2EREELTEVE L
7,

Ric{Summer Performance 197 RE L & 5, E-BEDKEH T,
e —EDHEBTHER K BENSMBEMNT +—I Y REBDT
WET, CTIELEHED LHRAEINRFEOXATHARSNE T, %
NIEBREORBELEN, REEEESBIBT H0ME. FEUENT 5 —
RYADFEEIPERSNTVWEY, ThbE. RIFTNZELDHEY
BEICESOT. —D—DDER (R ) HPELEZEDELTRIFRSN
BT ENFHREENTVEDIFTY, EBRDICT<DD, Bk
KDH, NTA-IVADREDHELPEUERELNDS ZEITE S, B

BOGHOTZDLIICLTERSENZBEXEREGDEAELS. BM
EEDBFTANEYRINTOCDIFTY,

RETAE. ZOELOBENT =V RAUfAEZFELTWEDTL & 5D
XA TTERREEAR,. BRICETINERBEEDER EHDOTEE
Hx. BEERUGESEICLIELTRAIE I EASELSIELTW
ESICBRATHEVERA, RLTBBTLERTELEVEREADT
DESBFTADEHIT. 5—E, RELNER LD DAIREMEDIHRED L
STEDEDDHEVEWVD, BIENEAD IFHEIODLSHRN
DETNTVWEDOTIEEVD. & ZLT. TERARBRLTRA MM YD
THREENTEEL GLAMBHNGETICZS LETAZRELAT
BONFEDOTIEGEVD, &, HIHhETEEDEHE. 2RMEELOIC
FTHREEFCL. ZOARBOHEERNSRATITH > TRREREDORHE
ERO>TWHDKDIT,

TONT = VA BLEESHEVVEBRERAGHERELOHEOA
DEFRHAWVEEOD., HLHSRERLEMNET, ZhHTAICNT S
RETABEORMBMRLGE ST BUFICBORUREEDLSTL B,
BoblicZzniE. 1960 ERD TR=EMI N7+ —I VR EFE—REE
LTWT. BEPITALVSEDOHNEERRORMPAT A 7ICBHEYE
B5LEVDHEENE. FEHFEEMURFELTCNBZDLDLDTY, £H
STZRETADNT+—IVRIE a2V v VILELTORER
R TARBRORHCELEEST. —TORERKRD R L LTDZE
NTEHOREBATHEVEEA, BIDEVAZTNF . EEEAICES
TINT =R VREE BOLELHEWIT ST v VRBOBW LI ELEE
BT, DOEBNICETOLTVEOTIREVTL L 3D,

31



SANDA Haruo Lecture: “AWAZU Kiyoshi’s Art from the Perspective of his Performances”

Date and Time: Sunday 14 September 2014 14:00-16:00

Venue: Lecture Hall, 21st Century Museum of
Contemporary Art Kanazawa

Lecturer : SANDA Haruo (Art Journalist)

One important feature of the current exhibition, the first in a series,
along with Awazu Kiyoshi's graphic works, is the display of valuable
photographs and films documenting art performances by Awazu using
his own body and actions. In this lecture, | will therefore focus on
Awazu's performances and develop some thoughts as to the question
of why he moved into physical expression and action art. While doing
so, | will refer to the field of contemporary physical expression and
action art, a subject to which | have devoted fieldwork.

In the 20th century, needless to say, humanity experienced two great
wars marked by a level of slaughter never before witnessed. These
experiences of suffering and hardship almost without precedent
in human history ultimately led to profound skepticism and doubt
concerning modern civilization and the kind of society humanity had
achieved. Especially after World War Il, people felt a need to reconcile
the harsh, painful experience of war in their minds, and the skepticism
and doubt they struggled with eventually transfigured every aspect of
art culture as well.

Nothing speaks more eloquently of these circumstances than the
turbulent change marking art fields in the West and Japan after World
War Il. In Japan, a stage for that turbulence appeared in the Yomiuri
Independent Exhibition held annually under the sponsorship of The
Yomiuri Shimbun from 1949 to 1963. The “independent exhibition,”
unlike a public exhibition, was a venue where artists could show their
work on their own terms. A free-entry exhibition without judging or
screening, such exhibitions has first appeared in France in the 19th
century.

The Yomiuri Independent Exhibition also operated under a system
allowing anyone to freely exhibit, whether or not they belonged to
such official art salons as “Nika-kai” (the Second Section Association)
or “Dokuritsu Bijutsu Kyokai” (the Independent Art Association). By
around 1960, however, the conventional exhibition format centered
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on paintings and sculptures had collapsed, and extremely radical
artworks filled the venue, many of them displaying everyday
commodities or accumulations of waste articles little different from
junk. In this, we see an example of the radical self-negation that
Japanese art underwent, following its experience of war.

As might be expected, however, this storm of radicalism drew strong
protests from society in general, and the Yomiuri Independent
Exhibition was forced to close. Avant-garde artists, having lost their
venue for showing, had to return to ordinary city spaces and to the
streets. Naturally, they could not easily display their works in such
places, so many artists began holding one-time happenings, actions,
and events employing their own bodies and actions as their art media.
It was in the late 1970s that such activities became unified under the
term, “performance.”

Of course, it was not only due to the above circumstances that
performance took form as an art genre. The aesthetics of Realism and
other art movements of the modern era in the 19th century took human
visual perception, that is, the act of viewing a subject, as its principal
value. That valuation can be considered a kind of visual supremacy,
| think, and to put it simply, the two world wars demolished that visual
supremacy. The human eye which, it was thought, could see and
understand anything, was unable to foresee the folly wrought by war.
This distrust of the visual sense after World War Il engendered a trend
that can be called a return to physicality, which thereafter formed the
background to the rise of performances featuring physical expression
and action art. Initially, in the post-war years, works of physical
expression and action art in Japan were strongly colored by “anti-
art” performances that broke away from the existing art framework.
With time, however, theaters, halls, and other facilities for their
presentation became available, and in the late 1960s, performance
was established as an inter-media art form closely integrating all
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genres: dance, drama, music, and art.

Thus far, | have quickly traced the beginnings of performance as they
transpired in the context of post-war Japanese art. On this foundation,
I now wish to look at Awazu Kiyoshi’'s performance activities,
something he undertook in earnest from the 1970s. | will begin with
his 1977 work, Performance « Senyuki.

This involved the action of drawing a pre-prepared sketched figure
using a hard-to-control rope. Even at a glance, this work appears
quite different from the aforementioned “anti-art” performances of
the 1960s. Awazu's performance topicalizes the process, itself, of
struggling through experimentation and error to achieve expression.
Awazu intentionally used a hard-to-control rope to draw a sketch that
was, in fact, a product of his trial and error effort. By intentionally using
a rope very hard to control, we can say, he took a loss of freedom as
a magnetic field for new expression.

This means the restrictiveness of the action of drawing with a rope
and, at the same time, the interesting qualities of the accidental
expression it enables simply because it is so restrictive. Awazu
also appears to have performed this series of actions as a practice
for sharpening his own five senses. In this respect, Awazu, calling
up all his senses, intentionally undertook to sharpen his senses
and imaginative powers so as to reach the fundamental source of
creative expression. While this view, that it was a particular kind of
performance, is one viable interpretation, we can - by placing it in
the context of an important art trend of that time - make one more
interpretation. That trend was the non-formalistic movement known as
“Mono-ha.”

Expressed simply, the artists of Mono-ha sought to wipe the slate
clean of the Modernist view that the creator’s ego and subjective
perspective were pivotal to creation. To this end, they intentionally
devoted themselves to non-plastic creation. The works of LEE U-fan
and SUGA Kishio, in which objects were apparently just set down in
a place and left there, are considered representative of this trend.
Such thinking abounded, at the time, not only in Japan but also in the
USA, for example, where the Minimalist movement that stripped art
to its essentials was at its peak, and in Europe, where art employing
objects having no relation to plastic creation was in vogue. Behind
this exceedingly ascetic view of plastic creation and art expression,
we can say, lurked a powerful skepticism or distrust of the Modernist
tendency to indulge in the artist’s ego, individuality, and subjectivity. |
might also point out, while this is unrelated with art, that the television
commercial “Simple Life” was popular in Japan at the time.

Next, let us look at Summer Performance 1979. This group performance,
staged in complete darkness, is composed of light and the sound
of bottles being hit at regular intervals. Here, we again find a pre-

prepared diagrammatic score. Unlike with a 5-line music staff, a

diagrammatic score leaves the greater part of the performance to the
performers’ interpretation. In other words, the work was premised on
each performer reading the score (diagram) differently, depending on
his or her individual perceptions and sensibilities. Whether to strike
the bottle loudly or softly was left to each performer’s perceptions and
sensibilities. In a space of darkness, the participants’ physical actions
became interwoven with the tapestry of light and sounds they made in
this way.

What were Awazu's hopes for such a performance? | can only think
that, here again, he sought to evoke the possibilities of expression
and creation with the slate wiped clean and “self” absent as nearly
as possible. Amid his actions, as such, which were in no way radical
or extreme, he wanted to reach the source of what was possible
in expression and creation, one time, and discover thereby a fresh
spirit for approaching creation. Awazu, | think, who was not a seeker
or stoic person, was able to purely enjoy such actions and even
experience joy in them. By breaking down his own perceptions and
sensibilities to zero, he could start with a blank sheet and, aided by
his score, pursue a thread leading to fresh expression.

In these performances, we continually sense a kind of expectation
of encountering unforeseen events. This expectation fuels Awazu's
own sense of delight in his actions, a delight conveyed directly to
viewers. The performances, as such, differ entirely from the “anti-art”
performances of the 1960s. They seem to clearly evoke the possibility
of body and action becoming materials or media for visual expression.
For this very reason, | can only believe that Awazu's performances,
far from stopping at physical expression and action art simply as a
genre, set a “standard” for his entire range of visual art expression.
In other words, for Awazu, the art performance was intimately and,
moreover, organically a part of the character of his peerless graphic
art.
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