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Mori Art Museum x Hyundai Tate Research Centre: Transnational
International Symposium

From Alexandria to Tokyo:

Art, Colonialism and Entangled Histories?

2020.12.3 [Thu] - 12.4 [Fri]
Abstract — DAY 2
Online event, YouTube

The symposium aims to decenter present-day debates on art and colonialism. While European colonialism and
imperialism have become important themes in contemporary museum, academic discourse and exhibition
practice, artistic perspectives on non-European colonialism and experiences of domination remain relatively
understudied. This is so despite the complex creations and legacies these experiences have and continue to
generate. Moreover, little comparative analysis has been done in this regard, especially as pertaining to art. The
symposium therefore aims to shed light on the multiplicity of colonialism spanning from North Africa to East Asia
and their roles in the constitution of the modern world. In particular, it seeks to explore art- and artist-focused case
studies that examine undisciplined histories, memory building and the conflicting, multivalent narratives these
have generated.

The pressures of postwar and post-independence reconstructions and nation-building have long concealed the
complex and contested relationships between artistic connections or exchanges, and the workings of domination
and inequality. The symposium will thus question whether the formation of avant-garde artistic networks
connected at an international level can be separated from the hierarchical conditions under which colonial
connections were formed. Second, it will assess how the reevaluation of colonialism raises a challenge as much
to Eurocentric art histories as to nationalist ones, which have arguably contributed in drawing new separatist and
exclusionary lines.

The outbreak of the new coronavirus has further exposed the socio-economic inequalities that are felt along
various aspects around the world. By engaging critically with the histories of colonialism, which have undoubtedly
impacted the current development, we hope that this symposium will lead us to a better understanding of the
challenges we collectively face today.

Convenors:

Kataoka Mami (Director, Mori Art Museum), Sook-Kyung Lee (Senior Curator, International Art, Hyundai Tate
Research Centre: Transnational, Tate), Devika Singh (Curator, International Art, Tate), Hayashi Michio (Professor,
Sophia University), Christian Kravagna (Professor, Academy of Fine Arts Vienna)

This event is organized by Mori Art Museum and Hyundai Tate Research Centre: Transnational in partnership with
Institute of Comparative Culture, Sophia University.



DAY 2: Friday, December 4, 2020

18:00 - 18:05 (Tokyo) / 9:00 - 8:05 (London)
Opening Remarks
Sook Kyung Lee (Senior Curator, International Art, Hyundai Tate Research Centre: Transnational, Tate)

Panel 3: Multiplicity of the Postcolonial
18:05 - 19:30 (Tokyo) / 9:05 - 10:30 (London)

Moderator:
Hayashi Michio (Professor, Sophia University)

Dictionaries and Aporias - Some Notes on Southeast Asia and Japan
Ho Tzu Nyen (Artist)

Since 2012, Ho Tzu Nyen has been working on The Critical Dictionary of Southeast Asia (CDOSEA), an ongoing
project driven by the heterogeneity of the region known as “Southeast Asia”. CDOSEA consists of an algorithmically
edited Abécédaire of the region, made up of video materials appropriated from online sources and recombined in
endless variations. It can be said that CDOSEA has been born out of a basic (formal) question: what constitutes
the unity of a region that has never been unified by language, religion or political power? Since 2017, Ho Tzu Nyen
has been researching the wartime thoughts and activities of the Kyoto School of philosophers, using it as a lens
to understand Japanese history from the 1930s to the 1940s. So far, this has resulted in two projects. The first
was an untitled live concert/workshop/reading at the Gwangju Biennale 2018, done in collaboration with the
musical group FEN and South Korean singer Park Minhee. The second was the installation Hotel Aporia (2019). In
this talk, Ho Tzu Nyen attempts to think through the historical and formal inter-connections between these two
lines of research that seem to have nothing in common.

Tomiyama Taeko as “Returnees’ Art”: Is East Asian Postcolonial Art History Possible?
Yamamoto Hiroki (Assistant Professor at Graduate School of Global Arts, Tokyo University of the Arts, Part-
time Lecturer at the Department of Arts and Crafts, Kyoto University of Art and Design)

A painter born in Kobe in 1921, Tomiyama Taeko has created works interrogating Japan’s war responsibility. Her
father was sent by the British company Dunlop to Darien and Halbin, both of which were under Japanese rule at
the time, where the artist spent her youth. Tomiyama has repeatedly said that this experience informed her identity
as an artist (e.g., Tomiyama 2009). She also visited Korea, which was a colony of Imperial Japan, and witnessed
“the violent treatment of a young Korean by Japanese soldiers [which] left a strong impression on her” (Rebecca
Jennison 2003: 187). At the same time, Tomiyama found that “the behaviors of the Japanese toward Koreans and
the Chinese were quite similar to those of the British toward the Japanese workers working at her father’s company”
(Manabe Yuko and Kaneko Takeshi 2017: 109). Here, “an ambivalent status” (Miyamoto Yuki 2010: 72)
characterizing Japanese colonialism, which Tomiyama astutely detected, appears. This status, it can be argued, is
polarized and stems from the duality of the Empire of Japan: on the one hand it possesses an inerasable inferiority
complex that the nation feels toward Euro-American counterparts as a late-comer imperial power, and on the other
an arrogant discriminatory sentiment that it has toward other East Asian countries as the sole ‘modern nation’ in
Asia. Park Yu-ha (2016) pointed out that there are very few studies on the literature of the Japanese who returned
from the occupied territories and the colonies after Japan lost, and, by exploring this ‘blank,” challenged the
‘mainland’-centrism and the ‘settler’-centrism in the history of modern Japanese literature. This paper, employing
Park’s concept of ‘returnees’ literature,’” reconsiders the artistic activity of Tomiyama Taeko from the perspective
of ‘returnees’ art’. Otherwise put, it discusses the artworks of Tomiyama, who acquired the multi-layered eyes and
the acute sensitivity she cultivated through the cross-border migration between the mainland and the colony (or
among plural colonies), re-positioning them in the context of the postcoloniality of East Asia, which is related to
but different from that of Euro-America. This paper, in doing so, aims to contribute to the construction of a
postcolonial art history, specific to East Asia, transcending the binary between ‘the art of the colonizer’ and ‘the
art of the colonized.



Many Voices
Ma Jung-Yeon (Senior Assistant Professor at Meiji University, Visiting Scholar at Tama Art University, and Toyo
Correspondent of Wolganmisool, Korea)

The year 2019 marked the 100th anniversary of the March 1st Movement for the Korean independence from
Japan. Commissioned by Seoul Museum of Art, the Japanese artist Fujii Hikaru presented 2.8 Declaration of
Independence | Reading in Japanese, which centered on the declaration of independence by Korean students in
Tokyo. Keeping a critical distance from the nationalism of the colonized country, Fujii reflected on and articulated
the history of imperialism of his country through the language of contemporary art. At the Korean Pavilion of the
58th Venice Biennale, the Korean artist Hwayeon Nam presented Dancer from the Peninsula (2019), which
focused on the history of the dancer Choi Seung-hee (Sai Shoki in Japanese pronunciation, 1911-1969) who was
born in the Korean peninsula and debuted in Tokyo. llluminating Choi’'s art and life along with her artistic vision of
East Asian dance Nam presented her imagination into history. Focusing on the multiplicity of the voices of different
bodies, this paper analyzes these two works that explore the collective and cultural memories of Korea and Japan.

Why Sculptures are Erased: "The Other Tokyo Tribunal" as a Clue
Odawara Nodoka (Artist, Critic)

Incidents involving the removal of monuments have been widely reported in connection with Black Lives Matter.
Why are sculptures being destroyed? In this presentation, | would like to address this question by looking at the
role and significance of sculptures in society, with reference to several past instances when sculptures were
removed or destroyed in Japan. The Council that oversaw the removal of statues in Japan under the American
occupation after World War Il has been referred to as the other Tokyo Tribunal. At that time, several statues that
exalted the prestige of soldiers came to be removed for “inciting hostility.” In a complete turnaround of events,
Tokyo came to be embellished with nude statues called “Peace.” In 1972, these sculptural monuments were blown
up by the East Asian Anti-Japan Armed Front. What exactly led to the bombing of these statues? | will discuss this
question in connection with the problems of postwar Japan.

Panel 4: Against the Neo-Colonial

20:00 - 21:30 (Tokyo) / 11:00 - 12:30 (London)

Moderator:

Ming Tiampo (Professor of Art History and Director of the Institute of Comparative Studies in Literature Art and
Culture, Carleton University)

From my Mouth Alone: Specters of Communication and the Materialization of Postcolonial Voices in Vietham
Pamela Corey (Lecturer in South East Asian Art at SOAS, University of London)

It could be said that postcoloniality exists in multiple states in contemporary Vietnam. The narrative of resistance
to foreign occupation continues to shape the socialist telos of sovereignty and national identity, eliding the
complexities of the geobody’s construction. These include its formation as a Chinese frontier province from 111
BCE-939 CE, its territorial partitioning as part of French Indochina, Japanese occupation in WWII, followed by what
is domestically referred to as the War of Resistance against America. Yet the more uncomfortable entanglements
that challenge this postcolonial narrative’s territorial and teleological integrity have been forgotten or
historiographically suppressed. Such subjects include human legacies found in the African corners of the former
French empire, and the duality of Vietham’s postcolonial self, as colonized and as colonizer, in the case of the
historical annexation of Champa. These are the respective subjects of contemporary moving image works by two
artists based in Vietnam. Tuan Andrew Nguyen’s four-channel video installation The Specter of Ancestors



Becoming (2019) uses the acts of letter writing and reading to channel the recovered or imagined memories of
Viethamese- Senegalese descendants whose fathers fought for the French in the First Indochina War (1946-1954),
and whose Vietnamese wives accompanied them back to Senegal. Nguyen Trinh Thi's film Letters from
Panduranga (2015) eschews ethnography in favor of the essay film to probe the representational contours of
authorship and community among the remaining Cham population in Vietnam, subjects of an ongoing condition
of erasure by the Vietnamese state. Both artists stage spoken epistolary communication as a means through
which writing and voice bridge time and space to imagine troubled intimacies, allegorize the postcolonial subject’s
relationship to the state, and reflect on the authorial function of the artist him/herself.

Where is my Land?: Cambodia’s Question in the Wake of Singapore’s Neo-Colonial Endeavors -
Ana Bilbao (Lecturer in Modern and Contemporary Art at University of York)

Since its independence in 1965, Singapore has increased its land mass by 22% through land reclamation.
Together with industrialization, this has transformed the city-state’s weak economy of the colonized into that of a
colonizing ‘Asian Tiger.” Singapore’s rapid expansion enabled by sand-dredging makes it the world’s largest
importer of this natural resource, and Cambodia’s relaxed regulations relative to other Southeast Asian countries
have converted it into Singapore’s primary supplier. Singaporean reclaimed lands built with Khmer sand are today
populated by artificial beaches, high-end malls, and real estate developments thoroughly enjoyed by the locals.
Much like in traditional colonial frameworks, these spaces for amusement are constructed at the expense of the
devastation of Cambodian ecosystems and the violation of the human rights of indigenous communities living
along the riverbanks. It is no coincidence that sand has become a central medium in the work of a number of
contemporary Khmer artists, including Khvay Samnang, Tith Kanitha, and Than Sok*. This paper explores the neo-
colonial implications of sand-dredging in Cambodia through the lens of the activist artworks of Khvay Samnang.
Video-performances such as Where is my Land? (2014) and Enjoy my Sand (2013-2015) offer us a dislocated
glimpse into this conflicting narrative: through a contained yet highly sensorial choreography, the visual language
of the former work transmits the devastating consequences of sand extractivism. The playful character of the
latter invites us to share and be comfortably complicit with the colonizer’'s enjoyment of Cambodian natural
resources.

* Roger Nelson, ‘Art and Sand in Cambodia: Please Enjoy my Sand’, Artlink, vol. 33, no. 4, December 2013, pp. 55-
57.

The Artist as Interloper: Embedded ethnography and artistic agency in Fang Di's videos from the fontlines of
the ‘Belt and Road’ (2019 -)
Wenny Teo (Lecturer in Modern and Contemporary Asian Art at the Courtauld Institute of Art)

Since 2017, the Pacific island-state of Papua New Guinea (PNG) has received significant economic and
infrastructural investment from The People’s Republic of China, after becoming one of more than 70 countries to
officially join the ‘Belt and Road Initiative’ (—#—I) - China’s multi-billion dollar plan to forge an expansive
network of infrastructural connectivity, diplomatic relations and trading zones across the globe. Among the many
Chinese citizens who subsequently relocated to Papua New Guinea for work was Fang Di (F53#, b. 1987), who, in
addition to being an independent artist, is also a full-time employee of a Chinese state-owned construction
company based in the capital city of Port Moresby. This paper will focus on a series of documentary videos that he
produced in Papua New Guinea and the Autonomous Region of Bougainville in 2019, and question the extent to
which the artist succeeds in subverting the febrile visions of progress and prosperity that underlie China’s neo-
colonial ambitions, in spite of his embeddedness within the very system of power whose mechanisms he seeks to
expose.

Opening Our Ears: Listening to Japanese WWII Imperialist Histories through Contemporary Filmic Artworks
Fiona Amundsen (Senior Lecturer in Photography and Art Theory at AUT University)

Drawing on and extending Maori filmmaker Barry Barclay’s idea of the listening camera, this presentation explores



how film-based methods that employ non-imaged off-camera audio can enable intersubjective acts of ethical
listening, witnessing and remembering of WWII Japanese imperial histories*. Referencing the work of Taiwanese
artist Hsu Chia-Wei and Japanese artist Koizumi Meiro, | argue how listening to seemingly visually opaque images
can disrupt sanctioned official stories and government remembering of this history, thereby creating space for
counter decolonizing narratives to emerge. While Hsu'’s filmic methods seek to raise consciousness of obscured
Japan-occupied Taiwanese historical narratives and their present-day visual manifestation, Koizumi’'s works
function to serve as a reminder that the image of history—Japanese wartime national identity and public memory—
is a construct too. In this context, Barclay’s listening camera methodologically frames acts of looking to that of
hearing and then seeing, which establishes a decolonizing ethics of social response-ability.

* The core notion of the listening camera is based on Barclay’s statement: “I believe we might do well to further explore
how to make the camera a listener. As a Maori, you are taught how to listen, you sit at the feet and open your ears. You
have ‘no right to know’. The knowledge is gifted to you at appropriate times and appropriate places” (Barclay 1990, 17).
Barclay explored this idea and other related material in his text Our Own Image: A Story of a Maori Filmmaker (1990),
where he contemplated how Maori ways of being could become strategies for decolonizing storytelling through
documentary filmmaking.



