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Venue | OSAKA CITY CENTRAL PUBLIC HALL 1st Floor

6.6 (Fri)-8 (Sun)

To Be Being Seen: Exploring Artistic Expression in

Moving Image Works from the 1960s to Today in Japan Admission Free
Program Curation: Umezu Gen (Critic and curator)

Planning Support: Ishida Katsuya (MEM)

6.7 (Sat) Symposium
To Be Being Seen: Explorations in the Field of the Moving Image 15:20-18:00

6.6 (Fri)-7 (Sat)
Special Screening: Techno Therapy Admission: ¥1,000 per screening

6.6 (Fri)
Techno Therapy Special Night: Yasumasa Morimura + Masami Tada 18:30-19:36

6.7 (Sat)

The Image of Techno Therapy 18:45-21:00
Post-Screening Talk Session: What Exactly Was Techno Therapy?
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Greeting

In conjunction with Expo 2025 Osaka, Kansai, Japan, this year Art Osaka has expanded its venue from the third floor of Osaka City
Central Public Hall, where it is usually held, to the entire building. We are also pleased to present a special Screening Program as part
of this year’s edition.

Osaka City Central Public Hall is a nationally designated Important Cultural Property that remains actively used by the public. Its Main
Hall, which seats over 1,000 people, hosts a wide range of events throughout the year, including film screenings, theater performances,
concerts, and dance. For this occasion, the historic theater will be the venue for a special program featuring selected moving image
works from the 1960s onward, as well as documentaries of a historically important art event. Presented in conjunction with the art fair,
these screenings aim to make these works more widely accessible to the public.

To Be Being Seen: Exploring Artistic Expression in Moving Image Works from the 1960s to Today in Japan is a program that showcases
postwar Japanese moving image practices, with particular attention to the history of the medium in the Kansai region. We are honored
to welcome as the program’s curator Mr. Umezu Gen, who has assembled a rich and compelling selection of works.

Special Screening: Techno Therapy features two rare and historically valuable films that document Techno Therapy: Art Bath for Mind
and Body, a large-scale interdisciplinary art event held in 1998 at Osaka City Central Public Hall-the same venue hosting this screening.

Since its completion in 1918, the Main Hall of Osaka City Central Public Hall has preserved its original exterior and interior design. In its
early years, the venue thrilled to performances by opera companies invited from abroad, and in the postwar period, it was the site of
lectures by figures such as Helen Keller, Yuri Gagarin, and Mikhail Gorbachev. We hope you will enjoy this program in a historic theater
that has borne witness to so many momentous occasions.

We would like to express our heartfelt gratitude to the participating artists, collectors, and all those who contributed in various ways
to making this screening possible. We are also deeply grateful for the generous support of the Housen Cultural Foundation to realize
Screening Program, as well as for the grants provided by the Agency for Cultural Affairs and Osaka City, and the sponsorship of our
corporate partners supporting Art Osaka as a whole.

Association for the Promotion of Contemporary Art in Japan
June 2025



(I23Z&)E(RABIE) —MIGRIMESCH 60FERHSHEAN

Mg (|EFR . Fal—4-)

BRICBVWT.EMEP T v U —CHEEREERT S
ERBLOWIETEESBYELE, LAL.BRER. FLE®,
18—y bEETRZBEL.EMEVIBRBHICHVTE
B MG EE AHFEIOTL &5 h RIEOFEEMEBRRT
3 BfTOFREM & 1R T 5 BATES Z DB EYIUEIC .
MGERDCEDFREMERDD. VEFT.COLIHEEIC
LTH2ERRITB L] [RAETREICT 28HE]. [RE%E
SFRTIAL]IEVIThThOEBICAT T, 2ESHEHA
PEINTELZENDPUET,

SIS TBR] & [RB AR DE. [BRIGRBR] VWS EE
PRIUET, [BMEERBE| LV SEE. —MWEAZBETTH,
BEF&FATHH I ET. 197T0FERH» 51980FRICH T T =&
Tl [BGERB] VI AFEBL - LBRESPEESPFRHES
NTVEU, SO, £< OERMRPBUKICIRYBA TV
CERB EMOEEICHV T HEITANZEELRBTHI LW
AETHIC.EBICHSOVTHIEL TRE S /- [BERE] 5.
BEPEEIIC B O TBMKICI Y A FEMR A5 DOR A & EHHIC
RIEELEBROBELYE L,

CO&D BEFBE. [BIKRE] EVSLEICRE ST, LBF
OMFEEIIE. RRE L SBRKICHTIRYBEZIBATL .
bBEAHAEMRICK DBEANDORY AL, EEBEICES i
BRTHELL. REEZED. L RONIHRTH Y. BZED
HEFREDEMK-BOXREED. KELBY PN ERE
TWEL o BIGOEREICOVTH, BT 1 ILLPFOLTL
P ETAPEBL . BLICETFTORES T > TH DI,
BROBETH Y. BERBICSVT.HITORBEI KX LEK
EFOTWEIEERLTVET,

T MERBEVOIREEIFTAT. HH T EMEVD
KHEOPFEMML TH D & BGOZHBLUFN IS REPEEH
EHLTWBIEPrFRSNET, IREETEIE, ERMEPER
MERBATHY BIREVWSEBFEEZ DI LT . RRICECHRE
EEZTCNET L DATEVIRENEEBZAVEE
FEVWSALSVWT. FEEMKICEIBAUSGHY. FEHEWS
HEIPSMGELSAD LIPS . G DEELREIPRATE
FT,EMEVHIRBRLFICHSVTHGEEZ L 25 REPE
HIIDWTOEEPFHTHDIEVAET,

BGICEBRBEVIEKR TR ERBEYE T 47— b EF

WETHMIAR F1L-5-)
1966 FMF/NREE ho 1991 FSERMALXLREEMTAARET

Fha8mErEEShET. COLILAFBEFEILICELT,
PAOTT v VR UDPBIEEhTLEIBELHUETHE
B BEEESEZAT.COEREICE>THESNBREF ED K
3D TH--hEBVESRIELY €A EMRHSFIME
U 7Bt RERMEXETF 7 — POXRICEVWT. EELE
BlELTBAEhEZENBEHPSTT, 2%V KRBREPE
TAT— MIBELZBEEATE L. ZDLIICHIBEI2ER
DEZDAE TR EVDTT, 25 BRERFE2ES5 X HHR
EVUT ERBEPET A7 - MEVWSAIFZNHB. EVHE
TY,

TDEIICEATHBE [RRREE L TOBREG] [ETF T —
FELTOBEG] [RREME L TOBRIK]I EVSH/APRZT
EET MEERES v VBRI TEELBRFHIDTIE
B EEBENN GBS, S  BRKICKIZRBEMBAICES 2
BLENEETY, COBRDPOSBERRAICHT 2 FH LMY
HACEEEIBSF BRICEIIRBEAPEDL S ICHRYIL->T
WBEDA.ZLT BERICE>TRAShAHRICEMES S BER
VWL EBEZEDEDL, EVWIFEENEHVIZELLEY, £
DES LFEENEBVEILI TSRS, S BRIGE. BMKRICLZR
Re MEICLIDIRFADZRE. ESAETREIHBDTY,

ART OSAKATIRMSHTE BB [BM&KETOT S L] DEE%E
RSO R ERRDOL S L BEHERE K £ U 7o EMRIH
TEL 72BRRICIZIRVB DA & ) | FIRFIC, REREIXET 47 —
FEFIEhZEMICHEKREH >TEE LA BEN . BEBHX
ROPOSEFTNDIREIMKTHD ERELBZEEHNIEI. AED
S5 HETHIRBOFEERBUBLEEHYET, L L. EE
PRUHEHICEVTERENIBRESEHUEEA ZTD
O RRES TR BGEE.RKICLIIRBEE.BRBRICEDR
ROZEE . FENELANVLPSBEVET OIS, EMRICLD
MR EBURIERICE 2BGEDOR L e RFICANATOT I L%
WMAEL

BECHRDL T EE>EH 2D E . AHEEROEER .
ZLTEHELY, EBRICBEDH BT —T « X M PEREDHLZDR
APBETNE. COTOTILEHEERTEELEATLE,
COBERI T RBSEHBLLETES BEREGMERL 24
MEZERICEVWT.RKEZRIBHERRERFIH NS,
FAPPEENRTKBIEEHFLTVET,

T X LUBEOZEMOFEEM 2 1585 128, EiiT. BH. Bk, TR ICEH ZRFPLEE PO ICRIEHEMN 458 2 B,

&£ : [DE/construct: Updating Modernism —fIAF% & < 33207 0% 7 L] NADiff modern&SuperDeluxe (2014%). [F5 2 X/ U T
—FERBHEMOFTREM] ¥+ 5 Y —a M(2016-174) . [#EOAAZ DUB/stancel The White (2024%) , HERIEREMEEFEE (1991-20215F) £ L
TOELLE (KR EEET) ([(329F L) E(RBIE) —BHMIBAKE—] (1994%5) . [FFILK-T v v N 1960-1991]1 1999%) . [T 5 X F v 7 DBF
| &7 1 2] (2000%). [DECODE/ Hi3R % & i28R — K X b TEALHMR DX (2019F) £ &,

To Be Being Seen: Exploring Artistic Expression in Moving Image Works from the

1960s to Today in Japan

Umezu Gen (Critic and curator)

In recent years, encountering moving image works in muse-
ums and galleries has become a familiar experience. But what
distinguishes these from the moving images we see in films, on
television, or online? One can cite such factors as “exploring the
potential of expression,” “expanding the possibilities of tech-
nology,” “opening up the possibilities of independent creation,”
and “deepening the experience of viewing the moving image,”
pointing to wide-ranging endeavors across multiple layers: the
act of expression (the making of works), the media that make
it possible, and the people who experience works and engage
with expression.

In Japanese, the words eizo (moving image) and hyogen (literally
“expression,” here translated as “works”) are combined to form
eizo hyogen, which in this text is translated as “moving image
works.” While this is a general term, it has also served as a
proper noun, and various screenings and exhibitions bearing
the title Eizo hyogen were held in Kyoto in the 1970s and 1980s.
The fact that many artists during this time engaged with the
moving image can be considered a noteworthy development in
the history of art. In particular, the ongoing Eizo hyogen pro-
grams in Kyoto were a crucial platform that brought together
the works of various artists working with the moving image in
the Kansai region.

These characteristics were not limited to the Eizo hyogen
programs. During that time, the Kansai region saw more active
engagement with the moving image than the Tokyo area, but of
course artists working with the moving image were not confined
to Kansai. The phenomenon was widespread, including in Tokyo,
gaining momentum through exchange among artists based in
different locations. While film was the primary medium in the
early years, the emergence and growing use of video reflected
the broader shifts of the era, underscoring the important role
of technological advances in moving image works.

Taking moving image works as a point of reference and stepping
back to consider the broader field of artistic expression, it is
notable that printmaking and photography had already emerged
before the advent of the moving image. With their inherent
qualities of reproducibility and multiplicity, printmaking and pho-
tography offer valuable perspectives for considering the moving
image as a medium. Photography shares a natural affinity with
the moving image due to their common use of the camera as an
optical device, and viewing the moving image from the stand-
point of photography reveals many important points of inquiry.
When thinking about the moving image within the field of art,
examining it in relation to printmaking and photography offers a
particularly effective framework.

In terms of expression through the moving image, the move-
ments known as experimental film and video art draw particular

Umezu Gen (Critic and curator)

attention. While such terms risk reinforcing rigid genre classi-
fications, it is necessary to reconsider what kinds of moving
images have been placed in these categories, taking their his-
torical context into account. This is especially relevant because
moving images produced by artists have often been presented
as important examples within the frameworks of experimental
film and video art. It should also be noted that experimental film
and video art are not clearly defined categories, and the criteria
for works to which these terms are applied remain ambiguous.
That being said, experimental film and video art serve as valu-
able lenses through which to view moving image works.

Seen in this light, several lines of inquiry emerge: the moving
image as experimental film, the moving image as video art, the
moving image as contemporary art. The aim is not to categorize
moving image works by genre, but to take a cross-disciplinary
perspective that allows for a broader understanding of expres-
sion through the moving image. Adopting this perspective on
the diverse practices of moving image works brings fundamen-
tal questions to the surface: how does expression through the
moving image take place, and what kind of experience do we
undergo when we engage with a world expressed through the
moving image? It is from this fundamental questioning stance
that we must reconsider the moving image itself, expression
through the moving image, and the ways in which moving image
works are received.

The ideas outlined above immediately came to mind when | was
invited to work on the first Moving Image Program at Art Osaka.
| have long been drawn to moving images produced by artists,
while also maintaining an interest in the movements commonly
called “experimental film” and “video art.” At times these seem
to emerge as distinct modes of expression shaped by different
contexts, while at other times they reveal shared ideas and
techniques, but it is not often that both are presented within
the same framework. With this in mind, | assembled a program
that includes works by both visual artists and filmmakers, in
order to reconsider, on a fundamental level, the moving image,
expression through the moving image, and the reception of
moving image works.

This program would not have been possible without the
guidance of those who supported the research, the curatorial
collaboration of Ishida Katsuya, and above all, the efforts of
the artists and all those involved in the screenings. | would
like to express my deepest gratitude. | hope that as attend-
ees share the time and experience of viewing moving images
in this unique space rich in history and tradition, meaningful
things will emerge.

Born in Kanagawa Prefecture in 1966. Completed the Master’s Degree Program at Tama Art University in 1991. Engages in interdisciplinary
activities focused on writing and curating in the fields of visual art, photography, moving image works and music, in an exploration of the
possibilities of art from modernism onward. Major curated programs include: “DE/construct: Updating Modernism—Three Programs Concerning
Agi Yuzuru” NADIff modern & SuperDeluxe (2014), “Trans / Real: The Potential of Intangible Art” (Gallery aM, 2016-17), “Tomoyuki Higuchi DUB/
stance™ The White (2024). Curator from 1991 to 2021 at The Museum of Modern Art, Saitama, where he organized/co-organized exhibitions:
“VISUALIZATION in the end of the 20th century” (1994), “Donald Judd 1960-1991” (1999), “Plastic Age | Art & Design™ (2000), “DECODE / Events &
Materials: The Work of Art in the Age of Post-Industrial Society” (2019) and others.
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Program Structure

Experimental film and video art heralded the arrival of the moving image as an art
form. Fundamental explorations of expression have guided the use of film and video
in contemporary art, and contemporary artists continue to transcend boundaries,
engage in critiques, and return to reflexive inquiry as they search for future forms of
moving image works. In a world where we are surrounded by images, now is the time
to confront the fundamental roots of reflection through optical mechanisms and
electrical or electronic devices. This inquiry is inspired by the statement, “Inevitably,
we must address the question of what it means ‘to be being seen.”*

*Statement by Hagiwara Sakumi in KIKAIDE MIRUKOTO = Eye Machine / To See by Chance.
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6.7 (Sat) 15:20-18:00
To Be Being Seen: Explorations in the Field of the Moving Image *Japanese only

Part 1 15:20-16:30

Examining the relationship between moving image works and art in Japan since the 1960s
Speakers

Moderator: Umezu Gen (Critic and curator)

Panelist: Uematsu Keiji (Sculptor), Sakagami Shinobu (Art historian),

Tasaka Hiroko (Curator of the Tokyo Photographic Art Museum)

Part 2 16:40-18:00

International perspectives on the appeal, distinctive characteristics and potential of Japanese moving
image works

Speakers

Moderator: Tasaka Hiroko (Curator of the Tokyo Photographic Art Museum)

Panelist: Makino Takashi (Filmmaker / Artist), Sakagami Shinobu (Art historian),

Umezu Gen (Critic and curator), Ulanda Blair (Curator of Moving Image at M+),

Sing Song-Yong (Professor, Taipei National University of the Arts, Ph.D. in Cinematography)
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[A] KIKAIDE MIRUKOTO = Eye Machine / To See by Chance
—The Pioneers of Japanese Video Arts—

Director: Taki Kentaro / Produced by VIDEOART CENTER Tokyo 2012 82 min

Main artists featured in the program

Abe Shuya, Ando Kohei, limura Takahiko, Idemitsu Mako, Kawanaka Nobuhiro, Kubota Shigeko,
Michael Goldberg, Kobayashi Hakudo, Nakajima Ko, Nakaya Fujiko, Hagiwara Sakumi,
Matsumoto Toshio, Yamaguchi Katsuhiro, Yamamoto Keigo, Wada Morihiro

This documentary features interviews with pioneers of Japanese experimental film and video art. The artists them-
selves appear on screen, with introductions to their major works as well as those discussed in the interviews. (For
Wada Morihiro, who had passed away before filming, archival footage is included.) Since the completion of this film,
limura Takahiko, Kubota Shigeko, Matsumoto Toshio, and Yamaguchi Katsuhiro have died. In 2025, Yamamoto Keigo and
Nakajima Ko also left us, and this work preserving the artists’ voices has become more valuable than ever. With the
subtitle The Pioneers of Japanese Video Arts, the film is a vivid and compelling narrative of a period when experimen-
tal film, which pushed the boundaries of cinema, and video art, which emerged through inquisitive engagement with
new media, overlapped against the backdrop of evolving technology. The inclusion of contemporary artists such as
Kobayashi Hakudo and Wada Morihiro is also significant, and the film’s broad, exploratory approach is reflected in the
structure of the Moving Image Program. This is the first screening of the film in the Kansai region.
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Explanatory notes

-Data on screened works: As a rule, information on the works when they were originally screened is based on details provided by
the artists or their estates (with some revisions). Data is listed in the following order: exhibit number, artist name [birth and / or
death year], title, year of production, medium, color / B&W, sound / silent, duration, and other relevant details. Any special notes
are provided at the end.

+Screening format: Regardless of the medium when works were originally screened, all works in this program are converted to
digital data (MOV ProRes 422HQ) and screened by creating Blu-ray discs for each program.

+The Program Structure section and the introductions to Programs A through D were written by Umezu Gen.
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[BlBR{G DT : EERBRE., ETF 7 —b, IR EHR qora1129)

B-1 fR#TEE[1937-2022] (KF) 1962F. 74/ L (Bmm) E/ VA IR NAETH. . FE IERA
B-2 #E#ME[b.1946] (KIRI) 1972F. 740 L(16mm).E/VO B IR 9%
B-3 WiF#[1946-2017] (HELIOGRAPHY) 1979%F.74/LA(16mMmM) AZ— I K 6%

B-4 #A#AIEF [1946-2017] (CYCLE) 1969%.74/VA(8mm).HF7— FEH. 2019
HE BRCFRDOILI VM EINERREFINATOEV BASHP DL ETERIPOIFF LEBMULFREMEP BV ERDNS,

B-5 MEADET [0.1941] (H&TI) 19T1H. 74 L(BMmM) . E/ VO IR 185
B-6 BHA{=[1945-2023] (HxZ&FIHEEEERTY : A#-AR) 1972F. 74 L 16mm) . E/ 7O AL 1S

B-7 iF#F[b.1951]+#M@I[b. 19361 +#¥HMA% [b. 1959] (THE COURT X& D 7=2Z3—h)
1983%.E7 4 (U-matic) . #5—. # AL b 169238
1% 1983 EBRORMT > F /5> 5 R (RMHEHE) L TRBSNERBOA LRI~ Y fERORR.

B-8 BILIE™ [b.1947] (FEABREERE) 1980%F.74/VAL(35mm).E/VO. Y IR TH
B-9 A&BZ[b.1972] (Video Feedback Aleatoric No.1) 2011 .EF#(SD).h5— %>R, 3911P

B-10#®KEB[b.1973] (F prologue) 2004%.EF#(SDZEHDIL) HF— Y IR 65298

1963FEICFITE N -MAEARKDYD TOFREE [MGEORR] LB TW3, 1968FE N 51963FICE I, N X
EZPRNBRLAEZRAFE.SEOTOT 5 LORTRBBEVEHHOHETH 2HRFABEN(K ) EFREREFLTVS. X
BEFTA4P FLOEETHY) FHLOERTHY HLWIHREDHEEVWE S5 T [B&] & [RE] U R,

EFBKRE. FEEHBERTIHELL T EFNERBUFIC.ALPHF 5205 L] ENEBRE S5, [
EHAETHEVHIEFNETHOARE LT . RAIhINE MG HELEHLP>TL B EVWHBEICHEE
FTRETHD, 2%V [MEDFR] EVSEEIERLTVB LS Z. [BIGORR| FFAEEICE DD TH 5. [BE
DEIR]| & 24 MIVICBIF2B7O7 7 AT ERBE.ETA7— M BEEREVS ZTh ZhOEHICENT, [B
HROBRK| EVWSBEEEA TSN BEREBAT S,

DK IV RE-BEOEFET. IIERD. BPORBEED [P v 7] 2BEL MG E MERAICK
B/ARBEDPSLDERTH 5. BHIERERNES v > 77— bADOBHEIS COEREFIEL TH Y £ LB
BRICBET 2ABAHNBEIREE 2, HEMREDKIRDIZ. DX TORITEI I BEROEREL . BMEEVWSHRT
EBIPBEZOL D ICBULET, ILEEDO(HELIOGRAPHY) (3. X EBBOBY £ T ABOWAEVWEHRZMUEL. fib
DEMEEHFS BV, MAEFEERRICKIMEEBNT 2LEOFONFEED—ALD. Z0%. RADMESH Lt
ENBZERHTHY . SHABEELRE L LD, RPHTRDNREEER LT 5(CYCLE) Id. HEDMGERE LT
3BT 5> - EERL TV 3,

[0l ERENIHEADECD(H TS, BEE EPSIBRELAMETHY . X7 Y- o#HEHTL
ZARPEMNEREEMET 2, BACO(HAFEFICHEEEET : A-AR)E. 16mmM 7 1 ILLADH X FEHD
FERTITAE. TOIATHPESZATEBEIP S BIERTH 2, DA SOEGEOEFTDEVHABGEDENE L THRA,
B HADBERIKET 3. FIFBF+HE+HFHEBAEO(THE COURT X&MDE /F=ZZXI— )3, SEHEE S
hE-BELBKRTHD. 1> XL -2 a AMERPBREMRTHIHP  BEIRBICEEFE S KLVERPPERICEL S D,
MIGEBLTA XA —2a OBEANEFEDN D,

BIBETO(EDPBREFER)E. 7 1 VLADOKEREE CEKEREAALERTH S, BEIP VIR by v &
LTEEZREL.BEE. BTV IMEOE LIS, AEB2N(Video Feedback Aleatoric No.)ld. 7F+OJ & E
FAEMDT 4 — KNy VEBRELEBIETH B, 71V LICET BEROFTECEFIZIHCEIC.EFTHEVIHE
FEOADZZLDPEHZETEEEFTEIRREN S, BEKEBO(F prologue) TR EFZL TV BHRRE B S
RGP ANFRICERS NS, @R . ETTOBKESEBTRESICANTE Y - PFEASh BEROSTELLFE
Behs,
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[B] Arrival of the Moving Image: Experimental Film, Video Art,
Contemporary Art (10 works / 112 min)

B-1 limura Takahiko [1937-2022], Kuzu (Junk)
1962, film (8 mm), B&W, sound, 11 min 57 sec, music by Kosugi Takehisa

B-2 Hagiwara Sakumi [b. 1946], KIRI, 1972, film (16 mm), B&W, sound, 9 min
B-3 Yamazaki Hiroshi [1946-2017], HELIOGRAPHY, 1979, film (16 mm), color, sound, 6 min

B-4 Matsumoto Shoji [1946-2017], CYCLE, 1969, film (8 mm), color, unknown (sound or silent), 20 min 19 sec

Note: Music credits appear at the beginning, but no audio is present in the original recording. The sound was likely added later by some means.
B-5 Kashihara Etsutomu [b. 1941], Satawal, 1971, film (8 mm), B&W, sound, 18 min

B-6 Nomura Hitoshi [1945-2023], Turning the Arm with a Movie Camera: Person, Landscape
1972, film (16 mm), B&W, silent, 11 min

B-7 Nakatsuka Hiroko [b.1951] + Hayashi Go [b.1936] + Mochida Akemi [b. 1959]
THE COURT Tennyo no Niwa / Tennis court, 1983, video (U-matic), color, silent, 15 min 23 sec

Note: Documentation of an installation work with the same title, presented at the 1983 Kyoto Independent Exhibition (Kyoto City Museum of Art).
B-8 Okuyama Jun’ichi [b.1947], My Movie Melodies, 1980, film (35 mm), B&W, sound, 7 min
B-9 Kawai Masayuki [b.1972], Video Feedback Aleatoric No.1, 2011, video (SD), color, sound, 3 min 11 sec

B-10 Taki Kentaro [b.1973], prologue
2004, video (original size is SD / HD expanded), color, sound, 6 min 29 sec

Matsumoto Toshio’s first collection of critical writings, published in 1963, was titled Eizo no hakken (Discovery of the
Moving Image). The book, which compiles texts written between 1958 and 1963, dates from the same period as limura
Takahiko's Kuzu (Junk), the earliest work included in this program. It was a time when those pursuing new forms of ex-
pression “discovered” the moving image as a new medium, a new technology, and a new way of engaging with the world.

However, the moving image shares a fundamental quality with photography, namely the encounter with a subject ap-
pearing on camera before any act of deliberate expression takes place. Before considering the act of subjectively “dis-
covering the moving image,” we must focus on the moment in which the moving image, as something to be discovered,
arrives from somewhere else. In other words, it is the arrival of the moving image that makes its discovery possible.
Program B, titled Arrival of the Moving Image, presents works that convey this moment of arrival in the respective
fields of experimental film, video art, and contemporary art.

limura’s Kuzu (Junk) features footage of garbage, driftwood, and animal remains along the coast of Harumi in Tokyo,
with the accompaniment of noise-based sound by Kosugi Takehisa. The work was produced with an awareness of junk
art as part of the “anti-art” movement in the visual arts, and reveals a sensibility that underlay both visual art and

the moving image during that era. Meanwhile, Hagiwara Sakumi’s KIRI presents real events occurring in front of the
camera as phenomena unfolding within the world of the moving image. Yamazaki Hiroshi’s HELIOGRAPHY captures a
world of light and time, devoid of human presence, with a vision that remains unparalleled. Matsumoto Shoji was a cen-
tral figure in early efforts to introduce moving image works by artists, but his own films have seldom been screened in
recent years, making this a rare opportunity to view his work. CYCLE, set at a Kyoto city bus stop, displays a striking
level of refinement for a moving image work of its time.

Kashihara Etsutomu’s Satawal, often described as a “little-seen masterpiece,” features footage of a waterfall basin
shot from above, with the water evoking magical sensations as it appears to surge from the screen. Nomura Hitoshi’s
Turning the Arm with a Movie Camera: Person, Landscape consists of the act of rotating a hand holding a 16mm film
camera, combined with the footage recorded by the camera during that motion. Variations in the way the camera is ro-
tated manifest as differences in the resulting image, rendering visible the relationship between the body and the world.
THE COURT Tennyo no Niwa / Tennis court by Nakatsuka Hiroko, Hayashi Go, and Mochida Akemi is a rare work newly
unearthed for this program. The subject of the film is an installation, but its intent evidently goes beyond straightfor-
ward documentation, beckoning the viewer into the installation’s spatiotemporal field through the moving image.

Okuyama Jur’ichi’s My Movie Melodies is a work in which images are burned directly onto the film’s optical soundtrack.
The images function as a soundtrack, producing sound and allowing the audience to hear the audio generated by the
visuals they are seeing. Kawai Masayuki’s Video Feedback Aleatoric No.1 is a moving image work created through the
use of feedback from analog video equipment. Adapting the practice of image sonification in film, the work presents
visuals and sounds produced through the internal mechanisms of the video medium. In Taki Kentaro’s prologue, the
filmed subject and the re-recorded image are layered in a nesting-doll structure. Partway through, a scene is intro-
duced in which the video signal is fed into an audio input, presenting another exploration of image sonification.
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[CIRHDOIKER  EHMKRICE MR cra-189)

C-1 #E=E8[1928-2013] -AOAEX [b. 1940] -HEME=[b.1947] (3E) (BIGDME—RBL)
1973F . EFH (FLEKZE) .E/7A(FVTFIVIEHT—) B IR 128308
% NHK#F O [ REOBE | THBEN /= USFLEHT—THH BELTVIORE/ IOREDAETHS.

C-2 §# i [b.1946]1 (M) 1967FH.74/L1BMM) . E/ VA YR 4538

C-3 EEE# [1936-2023] (BNxEZ)
1967-68%F. 71V (8mm) . E/ VO HALUM. 39240 . FOLIRE NABE

C-4 #i&E# [b.1947] (READING Session No.3)
19745 . EF 4 (U-matic) . E/70. 42K, 20%.DVDIEH 71 & FE KEB
&% A9TAEDRICLBNTA—T L AERE R BUABKIER BB UFEXR. ZEBR . MEADECH HHE) .

C-5 HMFEA[b.1951] (#HEF O V4—HIVICETFS) 1998F. VU NFvoRI-ETH AT YL 29408

C-6 FEHE[b.1960] (HEIDI 46 — brick house)
2006F. 2T NWFx>RI-ETFH (I—Fv%7:ProRes 422HQ.1920x1080. 7L—LL—b:29.97) . HF—.
#72 K (48000Hz.16bit. stereo) . 15427#13

C-7 B#%%[b.1962] (The Creative Act) 2007HE.ETFH.HT7— Y7 114368, #7:BankART 1929

C-8 EEXM#ILX[b.1950] (duet) 2021F.> >IN Frv>xI-ETFF (MPEG-4) . Hh5— Y7 F . 6311%

MNEZEB-AOEX - HREZORGOMRGE-—RD L)L . BANZERTH 2. RUOEZE. FLEADEER
BEIEIPOEIIBHLVAR, ROBXIE. COERPTFTLETHESNAZEVWIBRE, HICEAE. HPPREIC
BPrhATLEICBBGELTHBEShAEDPSZZ. TLEANOYEBNENAPBELNEZDED S, HILVWEREEBEHR
THOEMROMKE BHREZETIMGEVIBEED. MELFBELERCH S FEBIrEORELERE,

RVESREETIEMEVIHERICHSVT. FENDBIFICL > THE LU = KFH D DA & 207 (3. [BUKOBIK ]
ICE > T EMRICK K] OFTREM 2 < . [REDER| 221 MVICIBIFZCTOT I LTI [(BGICLDRE)
DEFE] & [(KREDER) D12 DMK HFZET 2BEICER L. EWMRICK 2MGOREREHB/NT 2.

AE-AO-EROBMEDOMGE—R2 Z E)FTLEANOYHBENAENAL S L. SHAEO(E)IE T 1 L LANDHIER
BRAAERT N FTIATTORPFELNAT IV LEERT I E RODEBED XL ICE > T, EEEOHAS /NI &
ICBEHRITDEICE D, BREED(BOESE) . COBFHOEMRICLIMKE L TIB UL BN EERTHY.
BOWEFSL. MENEBEEHE SEIBRELERNTH S,

#&#D(READING Session No.3) 3. AT7TOJFLICEVWTHH TEMIN B TR TNEMKTH 5, B%RER
HTBIEPERENE. IUHEX ZBRT. MEADEEH. TEERY B X EHRD . TOBFIE. RICEKEHRD
AP BREV.BAE. FE2HRCEORIUPEXRIBEL TOS, EOERICET S [XE2HECH] . BEICESHL
BO[HATEHIOBIICE>THBEISN TV, ZRFTED(FEHFOFL 7+ —FRIVICET ) E. 7+ —KILOHELS
INTARTLAY—CHRULEHFHRORE LS 2 -BETH S, FEERBICBEICAATIHAME. ITBYOE
IBERECEI > T FHEERBICMGADBNAL TV, FEThIE [HEHF ORI . [HXF7E8H O THH B
53,

WMHFEHEND(HEIDI 46 — brick house) it KIRHEE DEERL > HEBETHRE ShABGE . BIREEZIKRT
BPDEIEEENS LD, FECHVERE S LD B ZORKOBEEIE. RFDI X 2L -2 a3 Ili> THER
THBTEMENTLILICEL S h 3, BHERD(The Creative Act) iE. Tt -T2 v U ICLBRAZLDIE—
FEEH#FPHALT S50, BankART (BER) ICES> 7 —T 1 A MEFPEREREICHBET 2R TH D, ALTT—%
HH— Vo EEETE P RASEDRESEICLRAELTT 2o v VIEERERT 3015 5 h. BARBIEXD(duet)
3.1 T 718 -2 RBBEBIIRIATTESR]| T2FERTH D, BIKELT2ED [EE|FPERSI. 268OEAEIER
T2, TNEZRB. Taorv DBEHLOBESNZIEEPNFEHRBL.DF7OT I LANLEIZHMINS,
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[C] Exploration of Expression:
Film and Video by Visual Artists (8 works / 78 min)

C-1 Muraoka Saburo [1928-2013], Kawaguchi Tatsuo [b.1940] and Uematsu Keiji [b. 1947] (collaboration),

Image of Image - Seeing, 1973, video: TV broadcast, B&W (color in original), sound, 12 min 30 sec
Note: Originally broadcast on NHK Kobe’s Hyogo no jikan (Hyogo Time). The original was in color, but only black-and-white footage remains.

C-2 Imai Norio [b.1946), En (Circle), 1967, film (16 mm), B&W, sound, 4 min 3 sec

C-3 Fukuoka Michio [1936-2023], Aesthetics of a Man
1967-68, film (8 mm), B&W, silent, 3 min 24 sec, digital editor: Kotani Akihiro

C-4 Hori Kosai [b. 1947], READING Session No.3
1974, video (U-matic), B&W, sound, 20 min, DVD transfer by Kaneko Tomotaro

Note: Video documentation of a 1974 performance by Hori, featuring Hori, Yamanaka Nobuo, Misawa Keniji, and Kashihara Etsutomu.

C-5 Morimura Yasumasa [b. 1951], Me Holding a Gun: For Andy Warhol
1998, single-channel video, color, silent, 2 min 40 sec

C-6 Matsui Chie [b.1960], HEIDI 46 — brick house
2006, single-channel video (codec: ProRes 422HQ, 1920 x 1080, frame rate: 29.97), color,
sound (48000 Hz, 16-bit, stereo), 15 min 27 sec 13

C-7 Shirai Mio [b.1962], The Creative Act, 2007, video, color, sound, 11 min 35 sec, support: BankART 1929

C-8 Fujimoto Yukio [b.1950], duet, 2021, single-channel video (MPEG-4), color, sound, 6 min 11 sec

Image of Image-Seeing, a collaboration between Muraoka Saburo, Kawaguchi Tatsuo, and Uematsu Keiji, is an astonish-
ing work. The first surprise is the work’s intensity, as if unleashing a burst of fury toward television, and the second is
the fact that it was actually broadcast on television. Paradoxically, it was precisely the work’s conception as a moving
image to appear on TV screens in homes and public spaces that led to a direct physical intervention in the medium.
This peculiar event emerged from the friction - rife with inconsistencies, contradictions, and tensions - between the
artists’ drive to explore new forms of expression and the monolithic, era-defining medium of the moving image.

Within the long arc of art history, photography emerged as an optical and mechanical mode of expression and led

to the arrival of the moving image, which opened up new possibilities for works created by visual artists. Program C,
titled Exploration of Expression, focuses on junctures where two approaches intersect - the exploration of expres-
sion through the moving image, and the moving image as a means of exploring expression itself - showcasing moving
image practices by artists engaged in these investigations.

While Image of Image-Seeing, the collaborative work by Muraoka, Kawaguchi, and Uematsu, represents a physical in-
tervention in television, Imai Norio’s En (Circle) physically intervenes in film. The frame-by-frame perforation of the film
with a hole punch produces a circle that shifts subtly on screen as a result of slight variations in hole position.
Fukuoka Michio’s Aesthetics of a Man is unusual for a moving image work by an artist of this period in that it adopts a
narrative structure, and while brief, it is a valuable example of a work that evokes the structure of cinema.

Hori Kosai’s READING Session No. 3 is a noteworthy moving image work receiving its first screening in this program.
Conceived as an attempt to dismantle meaning, the work features Hori, Yamanaka Nobuo, Misawa Kenji, and Kashihara
Etsutomu reading books as rapidly as possible. Each reader is filmed by the next, with Hori, for example, filmed by Ya-
manaka. In Hori’s work, “me reading a book” is filmed by “me holding a camera,” who remains offscreen. Morimura Ya-
sumasa’s Me Holding a Gun: For Andy Warhol features the artist dressed as Elvis Presley in Warhol’s depiction. Known
for using photography as a means of intervening in painting, Morimura here extends that intervention to the moving
image in a stop-motion-style work. In that sense, “me holding a gun” is also a stand-in for “me holding a camera.”

Matsui Chie’s HEIDI 46 — brick house combines footage shot at the Chikko Red Brick Warehouse near Osaka Port with
sound that seems to extend the spatial depth of the image. The film’s evocation of time and space, with a sense of
quiet reflection on the past, seems to parallel the temporal and spatial dimensions manifested in Matsui’s installations.
Shirai Mio’s The Creative Act features artists gathered at BankART in Yokohama, who appear with their works as Shi-
rai reads aloud Marcel Duchamp’s speech of the same name. Might Duchamp, too, make his presence felt in the Main
Hall of the Osaka City Central Public Hall, where Helen Keller, Yuri Gagarin and others once gave speeches?

Fujimoto Yukio’s duet is a performance piece in which a typewriter is treated as a keyboard instrument. Two perfor-
mances are layered within the moving image, creating a duet between two typewriters. Their resonant sounds echo
the words and text evoked by Duchamp’s speech, and that energy is carried into Program D.
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D-1 #1%R[b.1986] (#UoHBZHFE) (BAEIR)
2023F.DCP . #Z— H IR . 8MTH . FOHE HMBEE. HH  Za—FT 17—

D-2 #$AT=[b.1944] (#HHEHIT43 [CAHIERS | BE])
2001F.ET# (CD-ROM) . A5 —. 7> K. 84 25%. [#FEX{L|2001£6 A5 DCD-ROMICHRER

D-3 /M2i&EF[b.1969] (RABRERR) 2019%F.74/VA(Bmm) E/7O. AL UM TH308
D-4 £#1&[b.1964]1 (Topless Beaver Drive) 2019%.ETH . AF— IR NF}ATH
D-5 ARAM[b.1959] (MRi%.) 2022F.>>FNWFx>RI-EFH(MPEG-4) . H5— YR, 23368

D-6 EIEE—[b.1978]1++HJIIE[b.1980] {No experience necessary #1)
2022%F . EFTH (4K UHD) . HZ—. HAL b 8B V—T1ER

D-7 Z=##(b.1975] (Seascape(Suzu)2) 2024, T NFxrZIV-EFF . E/7O. AL NP NV—T1ER

D-8 %% &[b.1978] (The Low Storm)
20095 . 71 L (35MM&BMM) ZEF A AF— Y IR 16 . B O—-L R A2FUya

D-9 #EL#i[b.1987] (FFHROFHVAE)
2016 V2T NF v -ETH (DVI4—< v TiRE.1920%1080) . AF7— AT LAY IR N34

197T0FICHIITENhTEREDYO TOTEEI [RI-BZNZEEDADIC] LI TS, FliTH 5 F iU E
PRBULBRE[REBNZEEIELTD[EEIDEYHEBETINIHHEIFRL VWS, £5F. 207F0
T—ELTRDESICWVADED I BB EBL TELBURIE. [REZDINEERE] ELTO MK TH o7 [R
FBNEEE|E[REDNEEE| VERNREMRE RS, REBZNEREIANDREDIEE S,

RAHEED(C VL TEERT 320707 7 L BILEO(FFBOBVBE)ICL>TEEZHAL %, #HO
FOPNSERTHERESNEBKEE TV vy FRET AN/ AXICEERRDIIEBIEIERAD/ 1 XEEEMLT
(KPINEERT B, [REDNEMGERF] 224 MVICIEBT2D 70T 5 LTI, SFEME. #HEFME. BREICEEL.
FRIEMA A IRORE BN T 5.

C7OJ7L0RBIIBESNA-EEPNZE . MER(ALDHEFEANLEHKEINZ, 7oU-323-10&3
F&EDI Yy 12 EF—TILXFHFTZA—2 a2 LEhTWVD, AT ZOMERIT 43 [CAHIERS | EEI)E.
BADHENC L BEEERTHRETIRKTH S, XKEH. TRENE. BELHR . BRIRE L TOEREHRRT 2RE
LR, MAEFO(RERBRF) . AGDI L REL -2 a2 BERETHRIETH 5, HIEROZICHITIAS
£ BBEHPRREICEBAEZ . H TELHREVET . BT BEOBREBY L ZMGEEERL. ZZICHFNR
PMOTWBEI RBRICREDN S,

£FHED(Topless Beaver Drive)lf. W hH v bOERICL ZREFBN 2GS  HOBEE2EH ML AF
BILE-> T #HDEREMLET ., BERAEEHS ST IRRBOFELREN BB EHEER)ET. ARKHEOD
(RIBF )G FICHONASERT LS EETB3NATEFITREVIEOHEEE BT LT ShEHDAS
PRETIRKICE > TRLUET . BIBE—+IIIEAD(No experience necessary #)d. Hx F LV S HIEE R
(HEETIMIETH D, AFIVEBEZHFBRIUEBESh . BEEFSNIBROBMANTF Y. HEHEE L TOREDKTF
HEBEIBREINDI XY - OREMEEEL.EATNEBRGE LTS E 3,

ZEBHD(Seascape (Suzu) 2) I3 BT S LEAHEELELDRSERU S LMK TH S, 7+ M T T LEBNEIC
LiELS B BEAREL ZRKIE. RI2EORREEBERGES L. MEEVIHRORRSERTT 5. HFEND(The
Low Storm)id. 74 WA ETF T AVDERICE > T . M&H  BE2BALAEETHRADIMREARTH I LEHK
A2T<N3, TOURTE. [(BORE) OBK] X [(BEORE) ORH] & LTRBREINDZZELS S BLEDO(FF
BROFBUE) B FICRFROBEARNTVWEZLERUL M ELS NEFREZELAZEOEROLSICHRZ TS 3,
BMURICL > THAPRBEINZIOTRES K EEHRZOHEDED L,
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[D] For Moving Image Works to Come:
Interdisciplinarity, Criticality, Reflexivity (o works / 87 min)

D-1 Orikasa Ryo [b.1986], Miserable Miracle (Japanese dub ver.)
2023, DCP, color, sound, 8 min 17 sec, voice: Machida Kou, Support: NEW DEER

D-2 Suzuki Ryoji [b.1944], EXPERIENCE IN MATERIAL NO.43 CAHIERS
2001, video (CD-ROM), color, sound, 8 min 25 sec, Included on a CD-ROM in the June 2001 issue of
Kenchiku Bunka magazine.

D-3 Komatsu Hiroko [b.1969], Internal Impregnation, 2019, film (8 mm), B&W, silent, 7 min 30 sec
D-4 Kanemura Osamu [b. 1964], Topless Beaver Drive, 2019, video, color, sound, 11 min 47 sec
D-5 lIshihara Tomoaki [b.1959], Eye Throw, 2022, single-channel video (MPEG-4), color, sound, 2 min 36 sec

D-6 Takashima Shinichi [b.1978] + Nakagawa Shu [b.1980], No experience necessary #1
2022, video (4K / UHD), color, silent, 8 min 1 sec, looped

D-7 Miyake Saori [b.1975], Seascape (Suzu) 2, 2024, single-channel video, B&W, silent, 11 min, looped

D-8 Makino Takashi [b.1978], The Low Storm
2009, film (35 mm & 8 mm) — video, color, sound, 15 min, music: Lawrence English

D-9 Hayama Rei [b.1987], The knot of meridian
2015, single-channel video (Filming in DV format, 1920 x 1080), color, stereo sound, 11 min 4 sec

Nakahira Takuma'’s first photobook, published in 1970, was titled For a Language to Come. Now, more than half a
century since its publication, it may be time to reconsider the nature of photography as a “language to come.” Here
we might make an analogy: the moving images we have witnessed were, in fact, a form of “photography to come.”
When “a language to come” and “photography to come” enter into a layered relationship, the acceleration toward the
“moving image to come” begins.

The three programs (B, C, and D) that began with limura Takahiko’s Kuzu (Junk) conclude with Hayama Rei's The knot
of meridian. Immersed in footage shot in a small urban grove and glitch-like digital noise, we are drawn back to Kuzu
(Junk) through the noise-based sound by Kosugi Takehisa that accompanied that film. Program D, titled For Moving
Image Works to Come, showcases cross-disciplinary moving image practices, with particular attention to interdisciplin-
arity, criticality, and reflexivity.

The words and letters evoked toward the end of Program C flow into Orikasa Ryo’s Miserable Miracle. Drawing on
Henri Michaux’s essay of the same title, the work animates written characters. Suzuki Ryoji’'s EXPERIENCE IN MATERI-
AL NO.43 CAHIERS enters on a residence he designed himself, offering an intense, immersive experience of architec-
ture as moving image through light and shadow, emptiness and matter, thought and body. Komatsu Hiroko’s Internal
Impregnation is a moving image work featuring footage of her installation of the same name. The picture wavers
unsteadily, as if venturing into a forest of photographic paper and continuing to wander without a clear destination.
At times there are encounters with footage of past exhibitions, accompanied by the uncanny feeling that one’s own
image might appear within it.

Kanemura Osamu’s Topless Beaver Drive depicts the reality and unreality of the city through a rapid succession of
short cuts and sound that modulates and amplifies urban noise. The insubstantial desires of capitalist society surface
and vanish in a continuous cycle. Ishihara Tomoaki’s Eye Throw captures a sequence of actions - throwing a hand-
held camera into the air and catching it - in footage recorded by the airborne camera itself. Takashima Shinichi and
Nakagawa Shu’s No experience necessary #1 is a work that powerfully calls attention to the mechanism of the camera
itself. Stillness and motion alternate as fine particles of swirling dust move between the horizontality of the ground as
subject and the verticality of the projection screen, producing a detached, impersonal image.

Miyake Saori’s Seascape (Suzu) 2 evokes a quiet of stillness, restraint, and unfathomable depth. The image, with light
and dark inverted like a photogram in motion, reverses the viewer’s visual and mental orientation and reveals the pro-
found depth of the moving image as a world unto itself. Makino Takashi’s The Low Storm, through the interplay between
film and digital media, reveals that the moving image is equivalent to a world perceptible even with eyes closed. In that
world, “images of birds in flight” might be experienced as “the flight of the images themselves.” Hayama Rei’s The knot
of meridian illuminates the unique flow of time in a forest, which comes to resemble a world that persists after humani-
ty has vanished. Here, the world is not represented by the moving image. The moving image is the world itself.
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Techno Therapy: Art Bath for Mind and Body, produced by Morimura Yasumasa

Ishida Katsuya (MEM)

Osaka City Central Public Hall is a historic Neo-Renaissance
building completed in 1918 and designated as a National Import-
ant Cultural Property.

Beginning in 1999, it underwent three and a half years of
major conservation and restoration work, including seismic
reinforcement. In 1998, the year before the renovations began,
the Asahi Shimbun newspaper company organized an art event
utilizing the entire building, which still preserves the atmosphere
of the Taisho era (1912-1926) when it was built, to commemorate
both the hall’s 80th anniversary and the 120th anniversary of
the newspaper’s founding. Morimura Yasumasa was selected
as the overall producer for the project. From spring through fall
of that same year, Morimura’s solo exhibition Self-Portrait as
Art History, co-organized by Asahi and the respective venues,
toured the Museum of Contemporary Art Tokyo; the National
Museum of Modern Art, Kyoto; and the Marugame Genichiro-In-
okuma Museum of Contemporary Art.

At each location, interactive features were included to
engage visitors, such as custom photo booths called Morikura (a
play on words combining Morimura and purikura, photo booths
that instantly printed users’ photos on stickers and were highly
popular at the time) where attendees could insert themselves in
the artworks, and the exhibition catalogue was designed in the
style of a makeup pouch.

Asahi gave Morimura full creative control for the project, and
he conceived an immersive art space with the title Techno
Therapy and the tagline “Art Bath for Mind and Body.” It was
an ambitious plan themed around the liberation of the mind and
body through art, integrating an exhibition, an amusement park,
workshops, and live performances. To realize this comprehensive
vision, Morimura called on fellow artists, and the participants
were Akasaki Mima, lkegami Keiichi, Endo Yumiko, Tada Masami,
Nakatsuka Hiroko, Nakahashi Katsushige, Matsui Chie, Yan-

agi Miwa, Yanobe Kenji, Rogues’ Gallery (Nakase Yukihisa and
Hamachi Yasuhiko), and BuBu (BuBu de la Madeleine).

In addition, graphic designers, copywriters, illustrators, manage-
ment staff, and prop coordinators from the Kansai art scene
were assembled to form Team Morimura. | was responsible for
overseeing the production and operation of the project. The
concept that sprang from Morimura’s mind was shared among
the team members, and ideas for each element were developed
through dialogue with the participating artists. These ideas
were then translated into specific logistical processes in collab-
oration with specialized contractors. Ultimately,

the team expanded to include staff from Asahi’s business divi-
sion, along with stage directors, set designers, an event man-
agement firm, and exhibition production specialists, resulting in
a sprawling organization. The interior design contractor Fushimi
Kogei was in charge of venue production, handling everything
from large structures and video equipment to stage setup. With
only a limited window for installation, the entire setup was com-
pleted in a rapid, all-out effort.

| recall that the entire production period, including preparation,
lasted roughly six months, with the project beginning in earnest
in spring 1998. A large number of volunteer staff were mobi-
lized. In accordance with Morimura’s instructions, the atmo-
sphere was thoroughly immersive, with all staff assisting visitors
in healing their minds and bodies through art wearing white
medical uniforms that made them look exactly like doctors and
nurses. The staff were referred to as Therapy Mates.

Discussing this extraordinary project, Morimura stated:

[Techno Therapy] was named that because it’s a process
that awakens both body and mind into a different state, like
bathing in a natural hot spring. It’s not just about calming
the mind, it’s a more intense kind of hot spring that sets
your heart racing and makes you bubble with excitement.
This event at Osaka City Central Public Hall is completely

unlike anything that’s been done before. One thing about

it is that you experience the artworks with your whole
body. It’s a return to the origins of art, which is essentially
something that moves you or makes you think. | call this
approach “absolute experiential art.” [...] Please don’t come
expecting a conventional exhibition. What we’re doing here
is something that can’t be named. Techno Therapy is my
dream and my illusion. It’s like The Wizard of Oz, taking

the form of an adventure story where various experiences
unfold while you’re dreaming. Once you step through the
entrance, the adventure begins. You fly, wander through

a maze, enter a world of wonder. [...] When the adventure
ends and you return to the real world, something from that
dream world will linger in your mind and body.

(From Morimura Yasumasa’'s comments in a Techno Therapy
preview article, Asahi Shimbun, evening edition, October 28,
1998)

In Morimura’s words, it was not an exhibition but “something
that can’t be named.” The promotional flyer for Techno Therapy
described it as follows:

[Techno Therapy] is a wondrous world that has sudden-

ly appeared inside Osaka City Central Public Hall, like

the phantom city in One Thousand and One Nights that
rises from the sea floor for only one night every hundred
years. [...] It is a space where each person seeks “therapy”
through their own “techno” (technique or technology), in
other words, a hot spring bath of art designed to free the
rigidified mind and body from the constraints of everyday
life and conventional thinking. In this world, there is an
ocean. There are vehicles. There are blooming flowers so
gigantic you must look up to see them. Visitors journeying
through this magical space experience the extraordinary,
but the objects and events here are deeply connected to
real sensations, ways of thinking, and society. After passing
through this dream world, your everyday surroundings may
appear just a little different.

(Text by Rika Yamashita)

The A3-size folded flyer prominently featured a fantasy-style
manga by D. K. Uraji, in which a futuristic-looking man and wom-
an explore the interior of Techno Therapy. The manga depicted
the various sections of the installation, each with imaginative
names: Flying Elevator, Shower Tunnel, Sea Zone, Holy Flower,
Eternal Corridor, Mind and Body Room. The Flying Elevator was
an old manual elevator retrofitted with a sound system. Visitors,
guided from the reception at the entrance, boarded this eleva-
tor and were transported directly to the third floor while being
bombarded with noise music by Rogues’ Gallery.

In the first room, a Therapy Mate gave a video-based
orientation. Visitors then passed through the Shower Tunnel, a
giant rotating kaleidoscope designed by Akasaki Mima. Climbing
further up to an observation deck atop a tower, they entered
the Sea Zone, located in the third-floor central meeting room,
which has a ceiling height of nine meters (equivalent to the third
story of a standard building). The tower, the main structure of
the installation, was designed by Nakatsuka Hiroko and Matsui
Chie and included the kaleidoscope in its interior.

The Sea Zone alternated between day and night on an
approximately one-hour cycle. While waiting for night to fall, vis-
itors could ride in Atom Cars by Yanobe Kenji or enjoy Morikura
photo booths lined up in the surrounding corridors.

When a sound effect signaled the arrival of night, the
lighting across the venue dimmed. A video work by Morimura
was projected on a large screen mounted on a jungle-like stage
surrounded by plants, followed by Endo Yumiko’s performance
Wonderful Night, which she performed 74 times during the
event’s run. After the performance, a special room behind the
stage was opened to reveal Nakahashi Katsushige’s Holy Flower,
on view until the next daytime cycle began. Descending to the

second floor, visitors encountered the Eternal Corridor, where a
video work by Yanagi Miwa was projected across the entire wall
at the far end of the hallway, presenting a series of narratives
unfolding in the endless virtual space of the corridor. Also on
the second floor were two lecture rooms called the Mind and
Body Rooms. Ikegami Keiichi taught the Body Class and BuBu
the Sex Class, offering daily instruction on topics such as bodily
imbalances, sexually transmitted diseases, and the secrets of
the forty-eight sexual positions. In the adjacent museum shop,
Techno Therapy merchandise and Fuijifilm Utsurundesu dispos-
able film cameras were available, and the latter were especially
popular. Camera-equipped mobile phones would not hit the
market until the following year.

This proposal for an unprecedented art attraction stirred great
anticipation among those who received the flyer or saw news-
paper announcements.

Techno Therapy: Art Bath for Mind and Body was held at Osaka
City Central Public Hall from October 30 to November 8, 1998.
Each day, long lines snaked around the building from the en-
trance, and over the 10-day period, approximately 7,300 people
attended. This was an extraordinary number considering that
entry was restricted to manage crowd flow, as visitors needed
to enter from the basement, take the Flying Elevator up to the
third-floor central meeting room, and then be guided back down
via the stairs.

Numerous art professionals were invited to the preview. At

the scheduled time, the entire third-floor main venue, the Sea
Zone, filled with fog, the lights dimmed, and the Techno Therapy
theme composed by Tada Masami began to play. Suddenly,
Morimura appeared on the special stage and launched into a
performance. He screamed the lyrics to Anata no jidai (“Your
Era”), a beat-heavy arrangement of Japan’s national anthem
Kimigayo so altered it was scarcely recognizable. On the oppo-
site side of the stage, the top of the tower at the center of the
venue glowed red, and four illuminated Atom Cars circled it as if
swimming through the fog. The guests were offered no refresh-
ments, there was no press tour, and they were simply thrust
into a disorienting space that was neither an art exhibition nor
a concert. Many appeared visibly perplexed.

What was happening around them was, in every sense,
indescribable and impossible to categorize or interpret. In the
end, despite the abundance of anticipatory coverage before
the opening, Techno Therapy received scant publicity after it
closed. Aside from one scathing review written as a firsthand
account” and a feature article in Geijutsu Shincho™, there was
no media coverage or critical response from art-related publi-
cations™, and it is fair to say that the contemporary art world
pointedly ignored the project. As far as | know, to this day it has
never been referenced in subsequent discussions of Japanese
contemporary art from that time.

In conjunction with the event at Osaka City Central Public Hall,
an exhibition titled Techno Therapy Museum was held at OAP
Plaza, located in Osaka Amenity Park (OAP), a large riverside
complex along the Okawa River in Sakuranomiya. Immediate-

ly after the Public Hall event concluded, all installations and
structures were transported to OAP and reconfigured. Techno
Therapy in OAP, which featured exhibits and events throughout
the plaza and in the surrounding buildings, continued until the
end of that year.

Looking back on the energy that surrounded Techno Therapy,
it’s clear that at the time there was a genuine sense of rev-
erence for art and hope for its power to deliver extraordinary
experiences and transform how people see the world. The first
edition of the Echigo-Tsumari Art Triennial (Echigo-Tsumari Art
Field) in Niigata was held in 2000, followed by the first Yokoha-
ma Triennale in 2001.

Now, about a quarter of a century later, biennials and



triennials that integrate tourism and art experiences are held
throughout Japan, as if competing with one another. Today,
gendai ato (contemporary art; now referred to by the English
word “art” rather than its Japanese equivalent, bijutsu) is lion-
ized not only in fields such as fashion and interior design, but
also in connection with lifestyles and the business world. It is
often treated as a kind of magic potion, capable of making ev-
erything look better, more stylish, more desirable. Art has come
to be seen as a universal form of “therapy” that cures all ills.

So, was Techno Therapy, held at the end of the last century, a
forerunner of this era when art has become socially accepted
as cutting-edge and stylish? Not in the slightest. At the time, it
was largely seen as a flashy, mass-market entertainment event
commissioned by a major media outlet. In reality, however, the
performances staged each day were closer in spirit to under-
ground theater or butoh dance, and the space, packed to the
gills with audio and video equipment, resembled a high-tech
version of an old-fashioned carnival sideshow. For the ten days
of the event, the stately Osaka City Central Public Hall was
transformed into something that could have come straight out
of an old-time festival, where unsavory yet alluring tent shows
appeared seemingly out of nowhere and drew in children by the
dozens. Several acquaintances who visited told me afterward
that rather than feeling liberated in mind and body, they felt
unpleasantly dazed and overwhelmed by the manic energy and
sensory intensity. Hearing that, however, was what made me
certain that Morimura’s experiment had succeeded. The Art
Bath for Mind and Body was not intended for soothing relax-
ation, it was intended to break visitors free from the humdrum
routine of daily life and plunge them into a dizzying, dangerous
alternate reality, a form of therapy that could be painful at
times. That dimly lit sideshow, saturated with a sense of peril,
was truly exhilarating. It felt to me like the final, fleeting blos-
soming of a time when contemporary art - still bizarre, incom-

prehensible, and alien to most - could also be, for a certain kind

of person, a source of salvation or a call to revolution.

Morimura Yasumasa (Artist)

The Image of Techno Therapy is a documentary film about the
project, directed by Kishimoto Yasushi of Ufer! Art Documen-
tary. The film follows the visitor’s journey, from boarding an

old manual elevator repurposed as an audio environment in the
basement, to arriving at the main room on the third floor, then
continuing on to the Mind and Body Room on the second floor.
This is intercut with behind-the-scenes footage showing how
the project was realized.

Techno Therapy Special Night: Yasumasa Morimura + Ma-
sami Tada is a film of a live performance by the two artists,
presented in the third-floor central meeting room on the final
day of Techno Therapy. Also directed by Kishimoto Yasushi, it
documents Morimura’s collaboration with sound artist Tada
Masami, who worked with him on several projects around that
time and was also involved with the overall sound design of
Techno Therapy.

Kishimoto kept his camera rolling from the very first planning
meeting through to the conclusion of the Public Hall project,
culminating in the Special Night performance. Now, with almost
no other reference materials on Techno Therapy remaining,
these two films stand as invaluable documents of this unprece-
dented and never-to-be-repeated event.

*
Hashimoto Toshiko, “What on Earth Was Techno Therapy: Art Bath for Mind and
Body?” LR11, Shoshi / Hakubutsushi, January 1999, pp. 74-79.

o
2

Otake Akiko, “Morimura Yasumasa’s Army Storms Osaka City Central Public Hall,”
Geijutsu Shincho, Shinchosha, 1998, pp. 70-77.

*3

On television, a production team from the documentary program NONFIX, which aired

late at night on Fuji TV, covered the project from the setup phase onward, and it was

broadcast on January 6 the following year with the title “Naru [Japanese for “becom-
ing,” also an abbreviation for “narcissist”] Art: Iconoclastic Artist Morimura Yasumasa.”

Morimura Yasumasa is known for his inimitable approach to reinterpretation of art history, cinema, and historical figures through photographic
self-portraiture. After graduating from Kyoto City University of Arts, he gained attention in 1985 with Portrait (Van Gogh), a photograph in which
he transformed himself into one of Vincent van Gogh’s self-portraits. This marked the beginning of his now famous series focused on art history.
His selection for Aperto 88 at the 1989 Venice Biennale was a turning point that brought international recognition. Initially focusing on art-
historical masterpieces, his practice expanded to include scenes from Hollywood films and series featuring historical subjects.

Morimura appropriates iconic works by Van Gogh, Cezanne, and Goya, as well as figures such as Marilyn Monroe, Lenin, and Mao Zedong. His
creative process involves immersing himself in historical and cultural contexts while introducing new perspectives, continuously exploring new
themes while drawing on deep insights into art history, world history, subcultures and more. Morimura has exhibited internationally at the Museum
of Contemporary Art Chicago, the Carnegie Museum of Art in Pittsburgh, Fondation Cartier pour I'art contemporain in Paris and elsewhere.

In Japan, he has held solo exhibitions at the Museum of Contemporary Art Tokyo, the National Museum of Modern Art, Kyoto, the Yokohama
Museum of Art, the Tokyo Photographic Art Museum, and the National Museum of Art, Osaka. In recognition of his contributions in Japan and
abroad, he was awarded the Minister of Education, Culture, Sports, Science and Technology’s Art Encouragement Prize in 1996, the Kyoto
Prefecture Cultural Merit Award in 2006, and the Medal with Purple Ribbon in 2011.

Photo by Kazuo Fukunaga
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Special Screening: Techno Therapy

6A6H (&) 18:30-

T9/)T77E— ARYvIVFAd HHEE+ZHIESE
(1998,66min)

BE FERE

HE BHEE SHER

- #RE FAE © Ufer! Art Documentary 1998-99

6.6 (Fri) 18:30-
Techno Therapy Special Night: Yasumasa Morimura + Masami Tada

(1998, 66 min)

Director: Kishimoto Yasushi

Featuring: Morimura Yasumasa, Tada Masami

Cinematography / Editing: Kishimoto Yasushi © Ufer! Art Documentary 1998-99

6A7TH(Lx) 18:45-
The Image of Techno Therapy

(1999,60min)

BE EAR

w-#wE FAE © Ufer! Art Documentary 1998-99

BMT—T 1A FEHE b EE— EHFEBREF . SEEE. O X¥v7)— (hBHRHEREE)  PERBF. /NSRS BuBu.
NHEBE . FHFE PLEHD. VY I/NTT

6.7 (Sat) 18:45-
The Image of Techno Therapy *Japanese version only

(1999, 60 min)

Director: Kishimoto Yasushi

Cinematography / Editing: Kishimoto Yasushi ® Ufer! Art Documentary 1998-99

Participating artists: Akasaki Mima, lkegami Keiichi, Endo Yumiko, Tada Masami,

Rogues’ Gallery (Nakase Yukihisa + Hamachi Yasuhiko), Nakatsuka Hiroko, Nakahashi Katsushige, BuBu, Matsui Chie,
Morimura Yasumasa, Yanagi Miwa, Yanobe Kenji

Lok 20:00-21:00

b=ty oav[F9/75E-3fAE>27=DH2]
HFHRER (R HR) X&FHRK AAXHF21L—5-)
EFL—4— BEEH (MEM)

Post-Screening Talk Session 20:00-21:00
What Exactly Was Techno Therapy? *Japanese version only

Morimura Yasumasa (Artist) and Kanazawa Kodama (Curator of contemporary art)
Moderator: Ishida Katuya (MEM)

ART OSAKA 2025 Screening Program
EBATIV—LAT 1 X 7HI{E $RE les contes

ART OSAKA 2025 Screening Program
Editing of Blu-ray Disc for Screening: les contes

ART OSAKA 2025 Screening Program /s»7L vk ART OSAKA 2025 Screening Program Pamphlet
FHA  HXeHt YrITH Design: sato design.
|ER:aUL 23X Translation: Colin Smith

Publication Date: June 2025
Publisher: Association for the Promotion of Contemporary Art
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3-B Nakagawa Bldg., 5-6-7 Tanimachi, Chuo-ku, Osaka
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‘BRIETEBIZEN REEFTEBEEN
No photos / No video No food or drink

EBEEE-HRICEBEHRITERLSL,

BEFRBOBRIA7ICLT N
Please switch off all electronic devices

Caution: This video contains flashing lights. Viewer discretion is advised for those sensitive to light or flickering.

6.8 (Sun)

10:30-11:52 (82 min)
Program A

12:00-13:52 (112 min)
Program B

14:00-15:18 (78 min)
Program C

15:25-16:52 (87 min)
Program D

6.6 (Fri) 6.7 (sat)
10:00
10:30-11:52 (82 min)
11:00 Program A
12:00
12:00-13:18 (78 min)
Program C
13:00
13:30-14:57 (87 min)
14:00 Program D
14:30-15:52 (82 min)
18:00 | program A
15:20-18:00 *Japanese version only
16:00 SURIY L
16:05-17:57 (112 min) [52%%  RABG—BRIGRFADEL]
Symposium
Program B To Be Being Seen:
17:00 Explorations in the Field of the Moving Image
Part1156:20-16:30
Part 2 16:40-18:00
18:00
18:30-19:36 18:45-21:00 ; ‘
- : - : apanese version only
19:00 1 gem popsr -
FIIFITE— AR HILF A 5 Eme
HHNERE+SHTFZE The Image of Techno Therapy
20:00 | xE#:1000M 18:45-19:45
: ) *EEE#:1000A
Special Screening:
Techno Therapy Special Night: Special Screening:
Yasumasa Morimura + Masami Tada The Image of Techno Therapy
21:00 *Admission: ¥1,000 *Admission: ¥1,000
20:00-21:00
b=otviaz
[F9/F7 76— mE-1-0h?)]
Post-Screening Talk Session
What Exactly Was Techno Therapy?

O(3D3ZE)E(RABIE)—RIERBEECH 60FRPOSBEAN ABEH
To Be Being Seen:
Exploring Artistic Expression in Moving Image Works from the 1960s to Today in Japan
Admission Free

A XHIFIAN—BERDOET AT - DEERES (p.7)
KIKAIDE MIRUKOTO = Eye Machine / To See by Chance —The Pioneers of Japanese Video Arts—
B BA&ODEIR: EERME. £ 747 —h B (pp.8-9)

Arrival of the Moving Image: Experimental Film, Video Art, Contemporary Art

C REOER: EHRICL 5B (op10-11)
Exploration of Expression: Film and Video by Visual Artists
D RAEBNEBESET MM . M FBY (pp12-13)

For Moving Image Works to Come: Interdisciplinarity, Criticality, Reflexivity

19:00-20:00
Expanded Party

Creative Center OSAKA
19:15-19:45

FAEBZ Kawai Masayuki
Video Live Performance

KRB VVIATATEE—KBRA RETFNIWT1r5
Venue: Studio PARTITA, located within

o777 /77— ]HA Lie &EH:&E1,000H

Special Screening: Techno Therapy
Admission: ¥1,000 per screening

FrorEARIESRS
Purchase Tickets

Ok

JP EN

JP EN

EecE| EyE REETINSEROTITVEEQLDICCHAEBROVLLET,
;: HET10&#HEREDIART OSAKAJICTBHEF!
[E5 [Bli®%| Visitor Questionnaire

Your cooperation will assist us in making valuable improvements to future ART OSAKA events.



