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Following the events of May 1968, | came to question my activities and adhere
to my time-tested abilities rather than reconciling (adapting) my work to the
Widely accepted transmissive paradigm. Jean-Francgois Lyotard, “The Tomb of the Intellectual” (1983)

1960 FREF . MK AR ZHhLELHROEFRR . FEEHFZELT AV OEE . BE BFERAL. HMLOBIAER 2170
FU FNETREMFRICEERL. BAFOREAZHRTIEDUTES BICKRICHBLTEEBEICH L TORBLEEZE
BEL HRETOENMEXEZNRENDPTRABTEICES>TRULHTEMEHROBEZRETHENTEHEELTVEL L.
ZENIAL 723V R FDEILEHRADERAD»SE S TH MR ER-SHORARDS. BRICISHSOBIRICEHEL . F7/=EHC
BEVERBREL 7=1TBZ > THIUCER ZRITF TV ZBEBXOETEBMZ . EEMRICE>T3IDDAFIV—-ICHHL TR
TLET, F BACE T FIRBROBMZHR T FmiEzHE TRRLET.

In the late 1960s, young people around the world, primarily those in the West and Japan, arrived at a set of common principles, ideas, and philosophies, and
spearheaded an intense political movement. These principles were also propagated in the art world where, in addition to the destruction of conventional
frameworks, the status quo and the past were condemned to death. People believed that by reinterpreting the world in the midst of this storm of change and
upheaval, they would be able to revitalize art and society.

In this collection exhibition, we examine this transitional period from the vantage point of today, some 50 years after the events, and introduce trends in postwar
Japanese art that resulted in a series of striking changes — some of which were in sync with social attitudes, while others were aligned with more deviant behavior.
The works, drawn from the museum’s holdings, are divided into three categories. We also present a number of works that exemplify foreign trends of the era.

E1E—RMABEADRILV—|Tricks and Vision | & [ ZREDSIRIEA

Part 1—Questioning the Act of Seeing: Tricks and Vision and From Spaces to Environments

1968 4A.[Tricks and Vision (Fh7=[R) | (RREE. FREE) S RAESIhELE. ARICESLORARBN) v 72 B> 7=(EmbHmEhELE. TDEIEM) Y
F =LA 2o ZFHEDN HIFDRARMO—DDRRNHAZS N TULE. L LESS. BEDTRRAICIL> TV /=S HRREBOEMIE. BICSHERDREHE /26D TR HYE
TATU MR, ARICHGRSNEGEREZORFET -7 SREIZFERRATIEZELTARMYENZRIE  BHFZRBELTVELE. SEIORT i
(B).CROKE) SRRIC[RAIZE IHNERLET—EL>TVET, BAKADLFENH . SALAHFZELTELHFARDICERT IRV ZHBRILLTRLELTVET.
1960 FREFNEI—DNHWELXABMELTT /00 —DERADHVEL = HULLEERRZBALEERORT IR PEPHEHSRTEMLHBICREEEERST
EDS. [IRFEEWN | EFENRTOELEFIXIE. 1966FE11A. KRR - RMEVKRET N—FTHEZNE[ZRLSREAN REHREIHER+TY M/ +HREHFROBE ]
R AFRICABESHBIXEHBOT LA T MILEREEZED. VT2 MUCHBEDICKRE. BRI . FR. TV BE. FROFHH»S3I8ANBRLELL RRIC
Hal TOZHPEXBICE RO ER(TSF— - 7—bF A-B-C)NBRFEITICEZBERRARL. GHEZZRTZRMELTORETREL. BORXKICE>TIELLED

ETHEENHIVELE. TDRAIE. PRYRBIEIADHUWREZRRLEDIETEHIENDTLE.

In April 1968, Tricks and Vision was held at Tokyo Gallery and Muramatsu Gallery. The exhibition consisted of many works premised on visual tricks. Tricky
mechanisms were common in contemporary art at the time. But Takamatsu Jiro’s works, which stood at the pinnacle of this trend, set out to be more than mere
optical illusions. For example, Chairs and the Table in Perspective, which was shown in the aforementioned exhibition, deals with the way people see
things based on the visualization of a perspective drawing. Similarly, Takamatsu’s works Wave and Pole of Wave (both included here) are concerned with the
central theme of “seeing.” These three-dimensional renderings of geometrical forms abstract shapes that we perceive visually by means of a transparent liquid.
Another notable art trend of the late ’60s was the use of technology. Artists began making use of new scientific advances to create works, which emitted light,
sound, and movements. As they exerted an influence on the entire display space, these works came to be called “Environmental art.” Take, for example,
From Space to Environment: A Synthesis of Painting, Sculpture, Photography, Design, Architecture and Music, which was held at the Matsuya Department
Store in Tokyo’s Ginza district in 1966. The exhibition functioned as a kind of pre-event to the Osaka Expo, staged four years later, and compiled 38 artists
working in each of the fields cited in the subtitle. Among these were works such as Tanaka Shintaro’s Minor Art A, B, C, a color expression made with
fluorescent light. The piece was intended to create a sense of absence through colored light rather than establishing the existence of a painting as a
two-dimensional space. These experiments were presented as new perspectives on the act of seeing.

&5  {ERE /Artist ERE fEf% I Title BIfEE  Year #5 {ER4/Artist HiRE fEf% I Title BIEE | Year
1-1  E{EARR/Shintaro TANAKA  1940-2019 ¥4 F—F—bhA-B-C/MinorartA,B,C 1968 I-5  @#RREE /Jiro TAKAMATSU 1936-98 B /Wave 1968

1-2  #LUBAA/Tadaaki KUWAYAMA  1932- Untitled / Untitled 1968 -6  E#IRER /Jiro TAKAMATSU iHD# /The Pole of Wave 1968

1-3  #®LBEA/Tadaaki KUWAYAMA ARV = E» 7.4 10~/ Metalic Silver, Pink and Yellow 1970 I-7  [E#{E;&EB /Shinjiro OKAMOTO 1933-2020 7')AM%E /Cheshire Cat 1969

1-4  PBi4R{ksE/Nobuo SEKINE 1942-2019 {ii#d No.5/Phase No.5 1968 :I-S =X Ei# /Tomio MIKI 1937-78 EAR/Ear c.1967

F25—KANRIE—[7U1/EIGUN]
Part 2—Group Logic: THE PLAY and GUN

196058 BAEAZICHIFNLRNER S BRI O>TUVLERLEGEE. CORROMAHES . FRPICIRIETIRESH KM THRESATOET. fIAIE. 20125
11AIGUN—FBICHIE (/S FvIVR) Hidho7-=ta] A B RILGEARFEET. 2015F10A [ AMRE] HERTHhREHEET.FL T 20165E10A [THE PLAY since
1967 FERBDANDEAN] ZHETHELEL.

TUALD(RERMORNNIE. YRFELERBELHRME R ARAFO-NZAVTEREBOA DI ZEY) . REHO[FR) (BOB) KVENNEZETER)I (RZEBRR ¥
TIRTITBTLETHERLELED . #HSEFD B—RT LI RIFERAI—ICRBULEINT Z VT ZRAVBNREPELNERA . (INTZ VT EVWDVFTIFDEVTS
EEMBRBRELTRIICAV=DIZ1959FIC =1 —T— I DEBT(6DND/NN—DPSLB18DNT V) eRELI=T752 - h70-TTH. 7L1B3EhEZKEAT. 2
HUEDNHIFADPN/-BATRELEZEICEDHAELHYVET .

1967E10AICHBTIREI N[ HBRAXMAREKLE GUNZ. i DS LDRMRRKEEFRIC. TN T O ERIFBEALRRERRTIDLESTRELELVE LYILES
S5 FARFIC[FICARLRER/S |EVDTATFPE#HELTHOTVLELAE.1969F12A . ERRPK NI +HHAIZ BN . @#SOTA FF MBI LI LT ENERICHIT
TORRH—RUICKRRICHIT TBHEHUA970F2A ICEFDIN/MIBITENELE. COSRICHEPHLEEBEZRUL AN/ M HOSHE—DEKBICES5EmEL /=D TT.
The 1960s saw a surge of avant-garde art activities throughout Japan. In recent years, the period has become a focus of renewed research, and it has also
been the subject of a number of exhibitions based on thorough studies. These include GUN: Niigata Contemporary Artist Group and Its Era, held at the
Niigata Prefectural Museum of Modern Art in November 2012; Revisiting Group Kyushu-ha, held at the Fukuoka Art Museum in October 2015; and THE
PLAY since 1967: beyond unknown currents, held here at the National Museum of Art, Osaka, in October 2016.

In the work CURRENT OF CONTEMPORARY ART, THE PLAY created an arrow-shaped raft out of Styrofoam, an important new material at the time, and staged
an action in which the group’s members floated from Tonojima, along in the Ujikawa River in Kyoto, to the east bank of Nakanoshima, along the Dojimagawa
River in Osaka, via the Yodogawa River. Although the work has been documented as an action, it might be more accurate to call it a “happening,” as that was
the word the group used in a poster for the 1st PLAY Exhibition.

The word “happening” was first used as an artistic expression to describe an unscripted action by Allan Kaprow — namely, 18 Happenings in 6 Parts, a work
he presented at a New York gallery in 1959. But THE PLAY’s work is unique in the sense that the action was performed by a group in an open public space.
Like many art groups, the Niigata Contemporary Art Collective GUN, formed in Niigata in October 1967, was launched to enable individual members to explore
unique forms of expression. However, the members were also united in their desire to “paint a picture in the snow.” In December 1969, the photographer Hanaga
Mitsutoshi visited Tokamachi, Niigata Prefecture, and after learning of the group’s desire, he and the group headed for a snowy field and immediately set out to
realize the idea, which was presented as an event in February 1970. The event, which made use of brilliant colors in the snow, was GUN’s only group work.

#/%  {ERE/Artist iR fEd&/ Title BIfEE | Year #5 {EW4 Artist IRSE fEdhE  Title WI{ESE | Year
-1 7L /THE PLAY MEEWDF N /CURRENT OF CONTEMPORARY ART 1969-2012 -8 IWM¥EEB/Tetsumi KUDO IHEE MHEHEICESRA (VAR5 FavEERT)) 1970
-2 TIFEE/Tetsumi KUDO 1935-90  [RiB |DEEES /Souvenir of 'Moult' 1967 Tetsumi Kudo; Cultivation by Radioactivity (Kunstverein
- - - fiir die Rheinlande und Westfalen, Diisseldorf)
I-3 IHEE/Tetsumi KUDO BHREICSIRM(NELRE ALY R/ 1968
Cultivation by Radioactivity (Small Hothouse, Orange, Green) -9 #@N#e% / Michio HORIKAWA 1946- The Shinano River Plan 11/The Shinano River Plan 11 1969
-4 TREE/Tetsumi KUDO KMOR D7D /Your Portrait in The Aquarium  1970-80 11110 % Jb—7 GUN/GUN group :I_g]fl «I“m—’)g?;f’j ;Q';o#:zﬂ AEASE) 1970/2009
I-5 THFEE/Tetsumi KUDO B Im‘”ﬁan B& 1969/ . 1969 Event to Change the Image of Snow (Snow Happening
Film "Monument of Metamorphosis" Japon, 1969 at the Shinano River 1970, Feb. 11/15)
-6 IM#E/Tetsumi KUDO NF =29 (FaveNEIVT) 19705 / Happening, Diisseldorf, 1970 1970 I-11 HEiHESF /AkirakoTAHATA  1940-69 {E5 / Work 1967-68
-7 IHEE/Tetsumi KUDO NTZT [BEORER] 72ARTI T4/ (V) 19705/ 1970

Happening "Souvenir of Moult" Kunstverein, Cologne, 1970
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Part 3—The Deconstruction of Art: Land Art and Supports/Surfaces

1960 FREE. FRAVUNTIEI7ANE— T -IVP . 15NV N F—= F_R-FINVNA L. FLTAN—=bM RAZY ) 2EWHEUR=BH . BRI RICHEA<SERBEOS
MU XXM ZHD TP RAELTAREBLERICRABDET N =3 XN THICHIRBDHEZ T IV RF—F—THREILTRZA57X =P, B9 X—M,
FE15A—PMVOEARGBZHREBCELE(FTN-RTTT17)1969-71). £/ AZY /18T L—MI VM IIDILRDEIC 6,000 D RELICE ST . EDS
REEHEVICHICEP VDR EA57X— DV, IE 4.6 X — MV DREKORIZZ(EY EFELE (RINAFN- P29 T 1)1970) FDEDLKMICRFERT ZEICESTT
EEEMRBIR.[FUF - 7—=P[7—=R- 7=V EHTHULERHR ELTRHONDIEIICLYET,

FAVAICRIT B KW EEALRRRAMEALTEOLBZRE. ABHICRIIE. EROLEROHVHICHTIREBALLTTLE FNDESLEIEIZ.TF7AT19705F(C
BRENETIN=T 22— 22NV TF7RANERDBIENTEET . WMOMEMIE. T—TRICEDBVET SIS Fr /N REVDIT/E(CaR—N) & [R7)—=0D
REHSFRE (2N T7R) DIREA | BITEEIIETHRIALEL . BT BICINERILE. KROKLHEHEBZRAVEVLCE. R NffiEZSHLEVLCE(RBICRELEhE
BYRTHE) . BANEY A X TLENORADYVEELRAZEATIE . EV> - GEOEENLEREAZRE TS . ENFMEEIERAEISEHHEhELL.

In the late ’60s, the American sculptors Walter De Maria, Michael Heizer, Dennis Oppenheim, and Robert Smithson set themselves the daunting task of making
large-scale works using vast expanses of land as their canvas. These efforts were intended to express the artists’ opposition to the increasingly commercial
direction that galleries had taken. In Double Negative (1969-71), Heizer used a bulldozer to carve out a huge trench (measuring 1,500 feet in length, 30 feet in width,
and 50 feet in depth) between the cliffs of a canyon in Nevada. Meanwhile, in Spiral Jetty (1970), Smithson used 6,000 tons of rock and earth to create the titular
form (measuring 1,500 feet in length, and 15 feet in width), which extended counterclockwise from the northeastern shore of the Great Salt Lake in Utah. These
works, in which the artists left traces on the earth, came to be known as Land art or Earthworks, indicating their recognition as a new current in art.

When seen in perspective, the American trend of approaching the earth as a huge material for expression can be seen as a protest against traditional artistic
conventions. A similar tendency can be seen in the work of Supports/Surfaces, a group formed in France in 1970. As the group’s name suggests, the artists
set out to shift the canvas support medium from screen to surface. In other words, the movement emerged from a theoretical dispute related to deconstructing

the historical framework of painting. This involved avoiding forms such as a wooden frame, eschewing the enhancement of color (by limiting themselves to
primary colors and repeating the same methods), and using exceptionally large surfaces to hamper the overall comprehension of a work.

#5 {ER%&/Artist 'z fEqus i Title BI{ESE / Year B85 {ER4& /Artist HIRE 1Ef% I Title BI{ESE /Year
W1 B/S—h-A32°J/Robert SMITHSON ~ 1938-73 2 v— - #7F/Glue Pour 1969 -6 RHES /Shigeo ANZAI HYA 197045 A 88 ®H /Christo, May 8, 1970, Tokyo  1970/98
-2 y0—F-J4P3F/Claude VIALLAT _ 1936- #BRR /Sans titre 1979 -7 RFEES /Shigeo ANZAI HZIN-Ealy 197055A108 WK/ 1970/98
-3 JbA-H—3X /Louis CANE 1943- #57H /Sans titre 1979 Daniel Buren, May 10, 1970, Tokyo

W-4 44N -IN1H—/Michael HEIZER  1944- ULFIC A ($E38)/ Offering (Scraper) 1988 -8 RAES /Shigeo ANZAI 52X 1970558 RE/ 1970/ 98
N5 RHEES /Shigeo ANZAI 1939-2020 YF+—FK-+£5 1970%5A88 ®H/ 1970/98 Klaus Rinke, May, 1970, Tokyo

Richard Serra, May 8, 1970, Tokyo

FATE—— 31— NFF1L—[ENK|BHRE
Part 4—The New Paradigm: Mono-ha Reconsidered

1968F10A. AR AEMELAETHEZ N BARIARERSELT. AZRZETLTRALLVLMAEREREXS . FALERNICKEMRETEIFEDICLEO>TIVES
FieRDOHL. AREORICEHEL TRERST OEXLZARKOLREZET S LI L >THEBE N EMm (G- X)) ZFELEL . FfFRIBRERRICRVOTRLE
BLXWAHEN—DOTHB 6NDRINDERELHIEETN . FONERERIFRVLEVEMS TEREIC. XMMAREICISISHIRSERSNTEEL.

BHThIE. [HDRIER. BROHSPZIRBEAZLTEL. [ED IHFREMICMATVEIEZ. TOEFEREIIENTEDLILAFMNEBRULERREBICED
KETL BEAERFRBIT . RERARTREVHELRBOBBEHZRFLTOELD. BREXOGIH- K EHESIZEILSH>T . HLLAZM LV 2ERTSIC
V) GERIEE AR EXBLEMEZEBICE ST EDRIVARRELIEEENTUVET.

20055 ICENEIFREMEE TRELZEEDR-BE RIS TOEIGARLEBEERIEMICERTIFRELTAESAELL LYPLES S BMIICHEREZATVE
EBHEBEROEMDPBDEP 2 /2EV > ERBZEARTIELTS. [HOIR I DEEH(HH -Ki) THAHAEVLIBRROXIHRICH L TR ZERATAHSRMLTY
ECEN. AREENDEBADRRATLAE. SENIAL7»aROBRETR6NDRIOFEEREREDAN X L% . HST-HTIRLT HHEIRER)THLDE1968
FAEOEMERIRL. CICRRLELE.

In October 1968, the budding artist Sekine Nobuo, who had just completed a post-graduate program, took part in an outdoor sculpture exhibition held in Kobe
Suma Rikyu Park. Sekine discovered a place in the park where the earth was exposed and the ground was not level. There, Sekine created Phase — Mother
Earth, a work in which he placed an enormous cylinder of earth next to a cylindrical hole in the ground with the same shape and dimensions. The work has
come to be considered the starting point of Mono-ha, one of Japan’s most important postwar art movements. In fact, this assertion has been repeated so
many times by those in the art world that it is fair to say that no one doubts the claim.

In a nutshell, Mono-ha was a trend in which a number of artists disavowed every established form of expression, and adopted a style in which they showed
“things” in their existential and original state. The Korean-born artist Lee U-Fan had been exploring new artistic frameworks that were not derived in the West,
but after encountering Sekine’s Phase — Mother Earth he arrived at a new approach, leading to the spontaneous generation of Mono-ha. The group was made
up of Lee’s associates, who shared a common logic and methodology.

The exhibition Mono-ha Reconsidering held at the National Museum of Art, Osaka in 2005, was designed to empirically consider the recent past. The exhibition
was flawed in the sense that it failed to include some artistic precedents that are now believed to be absolutely necessary. But the exhibition’s greatest shortcoming
was its failure to carefully examine the established assumption that the origins of Mono-ha lay in Phase — Mother Earth. In this final section of the collection
exhibition, we present a selection of works from around 1968 in order to reconsider Mono-ha’s raison d’étre and the circumstances surrounding the group’s birth.

#% fEX4/Artist 223 e ITitle BHESE /Year #% {ER4A /Artist o 12 3 1E&& ITitle BHESE Year
V-1 BB{_#E /Insik QUAC 1919-88 {Eifh 62-303/Work 62-303 1962 V-10 EHHEER /Katsuro YOSHIDA Work "10'/Work 10 1970
V-2 BB{Z## /Insik QUAC HOEEFEE /Things and Words 1969 V-11 #EEHZ /Koji ENOKURA 1942-95 Fi#% (STORY-N0.46) / Interference (STORY-No0.46) 1992
V-3 RERE /Katsuhiko NARITA 1944 -92 SUMI/SUMI 1968 V-12 R#FESE /Shigeo ANZAI REEE 197055 WREPEME RE/ 1970
V-4 /B /Susumu KOSHIMIZU 1944- 48 |/ Perpendicular | 1969/2013 Katsuhiko Narita, May, 1970,
Tokyo Metropolitan Art Museum, Tokyo
V-5 /vl /Susumu KOSHIMIZU a tetrahedron—$4§#% /a tetrahedron—Cast iron 1974/92 - = — ——— —
V-6 it /U-fan LEE 1936- #&") /From Point 1975 V13 RHWS/Shigeo ANZAI ?o?:;k:l?:?ﬁ;ﬁ g‘?:?iﬁﬂ*ﬁﬁ e/ 1970
V-7 &HHE5EA /Katsuro YOSHIDA 1943-99 Cut-off No.2/ Cut-off No.2 1969/90 The National Museum of Modern Art, Kyoto
V-8 EHHE5RA /Katsuro YOSHIDA Work '8/ Work 8 1970 V-14 REES /Shigeo ANZAI ANEKH 197058A31H WH/ 1970/98
V-9  #HHERA /Katsuro YOSHIDA Work '9' /Work 9 1970 Susumu Koshimizu, August 31, 1970, Tokyo
* B HI (& OERR) IZMHARE /Insik QUAC Things and Words Private Collection
#ER{ES / Permanent Instalation
{E3R 4 /Artist RS {Ef& ITitle BI{EE Year {E3R4 /Artist $ipE 1ER% I Title BI{ESE /Year
M54 / Yoshihiro SUDA 1969- Fa—Yv7/Tulip 2006 FLYH# 8= 4—/ Alexander CALDER 1898-76 AKX /London 1962
T RRAR /Jiro TAKAMATSU ¥/ Shadow 1977 A= s—T [Henry MOORE 1898-86 F 7+ I v /Large Standing Figure: Knife Edge 1961/76
¥aF-30/Joan MIRO 1893-1983  #|IEM L1/ Innocent Laughter 1969 <Y/ -7')—=/Marino MARINI 1901-80 BF /Dancer 1949

coliection1-1968
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