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The works of Dumb Type and Hito Steyerl are screened at the following times.

10:05-10:35 Ebead1TI(GT)—TRLT)
Hito Steyerl, Lovely Andrea
10:40-1e:15 5 LT T(S/N)CORY
Dumb Type, S/N and OR
12:20-13:35 5 L7147 {pHYCOR)
Dumb Type, pH and OR
13:40-14:10 Ebe>ad1TIILGT)—-TRLT)
Hito Steyerl, Lovely Andrea
14:15-15:50 5 LT T(S/N)SORY
Dumb Type, S/N and OR
15:95-17:10 5 L5147 {pHYCOR)
Dumb Type, pH and OR
17:15-17:45 Ebe>ad1TILGT)—-TRLT)
Hito Steyerl, Lovely Andrea
17:50-138:25° 5 LT T(S/N)SOR)
Dumb Type, S/N and OR
19:25-19:55"° Ebe>ad1TILGT)—-TRLT)
Hito Steyerl, Lovely Andrea
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Screenings marked with an asterisk are only shown on Fridays and Saturdays.
Hito Steyerl's work includes sexual expressions.
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Prologue

In the 1980s, as Japan's rapid postwar growth culminated in an economic bubble, its
international profile rose. The country's heightened international presence extended
to the cultural and artistic spheres, and numerous artists from abroad began to visit
Japan. Interest in art from regions outside the West was growing, and a number of
exhibitions featuring avant-garde art from Japan were held in Europe, expanding
awareness of and interest in Japanese art.

Japanese artists also began to participate more actively in major international
exhibitions, including Documenta in Kassel, Germany, and the Aperto section of the
Venice Biennale in Italy, which served as a springboard for emerging artists.

A driving force behind the integration of Japanese art into the international
sphere was the emergence of new spaces for artistic activity, particularly alternative
venues. These spaces challenged the previously Western-dominated framework by
promoting Japanese artists, offering opportunities for presentation and
experimentation, and supporting those who were increasingly traveling abroad. This
section looks back on the early internationalization of Japan's contemporary art
scene, with a focus on images from the ANZAi Photo Archive.
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Introduction: A Critical Turn

The year 1989 was a time of major social change in Japan and around the world,
marking a turning point in the advance of globalization. In Japan, this period saw a
wave of artistic expression marked by bold experimentation and a keen critical edge.
Artists sought to incorporate their lived realities and the social environment into their
work, using everyday materials and mass-produced items that had not previously been
considered artistic media. They also referenced elements of the popular culture
surrounding them, producing diverse works that reflected the spirit of the time.

These works reflected the challenges of an increasingly urbanized and
information-driven society and the shared concerns of viewers, critics, and curators in
Japan and abroad. Exhibitions featuring a new generation of Japanese contemporary
artists, including Against Nature: Japanese Art in the Eighties [1989-91) and A Primal
Spirit: Ten Contemporary Japanese Sculptors (1990-91), were organized and toured multiple
venues in the United States. In the works featured in these shows, artists built on the
legacy of the previous generation by attempting to break away from Eurocentric
currents in art and exploring new, independent modes of practice.
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Lensl: The Past is a Phantom

The years between 1989 and 2010 were rife with historic moments, prompting
self-reckoning around the world. Japan experienced its own share of flashpoints,
including the bursting of its bubble economy, the Great Hanshin-Awaji earthquake, and
the Tokyo subway sarin gas attack. These current events like ghosts of the past,
artists sought to tackle issues ranging from rising nationalism, human impact on the
environment to nuclear disasters.

some artists utilize pop culture and create fantastical images to address
unresolved traumas of war, while others create installations, videos, and photographs
to contest the idea of a singular history through more pluralistic approaches. These
artists employ history to raise questions about deeply ingrained cultural myths in
Japan and contest long-ingrained historical narratives.
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Lens2: Self and Others

The acceleration of globalism in the 1990s and 2000s fueled a dramatically increased
movement of people, goods, and information around the world. Along with that,
reassertions of ethnic and national identities also gained strength. The artists in this
section confront questions of identity that emerged at the conclusion of the Cold War,
through the intertwined gazes of self and other.

In this section are works about gender and sexuality, cultural identity, and the
clash between public and private spheres. The artists begin with their own lived
experiences before taking on weighty social questions. But while rooted in
individuality, their works avoid elevation of the self, and while their works are made in
or about Japan, they reject Japanese cultural exceptionalism, foregrounding more
universal and enduring concerns.
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Lens3: A Promise of Community

In the 1990s, artists around the world began rethinking human relations and the social
contexts they operate in. In Japan, this emergent artistic practice often took place
outside the museum, with self-initiated and community-based projects that introduced
contemporary art to the general public. Later, ambitious exhibitions brought together
international and Japanese artists, resulting in the formation of expansive networks
and the transformation of regional communities.

Artists formed transnational collectives and organized guerrilla interventions
in public space as a vehicle for critically [and playfully) exposing the myths of
contemporary society and the nation-state. At the same time, many artists
incorporated community engagement into their process. Taken together, these
approaches showed how upholding connection as a value can lead to new possibilities
for artistic expression and break down hierarchical relations in small yet significant
ways.



