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FOREWORD

ABOUT
THIS DOCUMENT BOOK

This document book is a record of the many
performances, workshops, and other activities held by
artists during the Museum of Contemporary Art Tokyo’s
30th anniversary exhibition Choreographies of the
Everyday.

At this exhibition, four curators, through the work
of thirty artists and collectives, reconsidered through bodily
perception and spatial engagement the public sphere as it
manifests in the institutional space of the museum. Of
those thirty artists and collectives, seven held
performances or workshops that went beyond the
exhibition space, unveiling new work or restructurings of
existing work through surveys and dialogue based on this
theme. Many approaches were adopted, including
workshops sharing knowledge and experiences,
performances in which visitors themselves participated as
part of the space or circumstances, and even a tour
performance which took visitors through the streets to
reframe the urban space. Records of these activities were
displayed in the “Corridor of Choreographies,” a space
prepared at the end of the exhibition area which also
hosted talks and workshops throughout the exhibition
period.

This document book is meant as a reconsideration
of these activities from multiple perspectives, and we hope
that it will serve as an attempt to both reassess the nature
of bodily domain in the exhibition space and probe the
possibilities and challenges for further enrichment in the
future.

Note: This document book records the work of the seven artists
and collectives whose contributions centered around
performances and workshops, but other artists and collectives
also carried out a range of other activities that served as loosely
intersecting elements in the exhibition’s overall structure.
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[Notes]

-This publication accompanies the exhibition Choreographies of
the Everyday at Museum of Contemporary Art Tokyo (MOT),
August 23—-November 24, 2025.

+Authors of texts on artists and artworks are indicated by initials
at the end of each text:

KS:Kwon Sanghae
HM:Harada Mio
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Transfield Studio
Formed in 2018. Based in Tokyo, Japan.

An artist unit comprised of Yamakawa Rick and Takeda Yuko.
With the question of “How can we be together?” at the core,
they conduct fieldwork in Japan and overseas, presenting
tour-based works that utilize audio guides and maps, and
exhibitions incorporating photography, video and models. In
order to perceive the vast space and long spans of time of
the city, which greatly exceed that which can be grasped by
one person, their practice explores how collective
experiences can be articulated.

During Deposition is a tour performance that traces
landscapes shaped by reclaimed land, canals, natural
disasters, and wartime destruction in the areas surrounding
the museum. Throughout the exhibition period, visitors
explored the city in their own time using a map. During the
Tour & Talk sessions in the second half of the exhibition,
participants walked the same route together with the artists.

Through an audio guide, participants encountered
traces of “fire,” “earth,” and “water,” as well as historical
events inscribed in the land. By walking through the city
themselves, they experienced the changes brought about by
overlapping timescales and forces within the urban
landscape. Together with the artists, observations and
discoveries at each site were shared and discussed on the
spot during the walk.

After the walk, participants returned to the museum
to reflect on what they had seen and heard. Drawing on an
original “Fire Dynamics Map” that was found during the
artists’ research, they exchanged ideas and compared
differences and overlaps in their experiences. This created an
opportunity to collectively reconsider the scale of the city
and the layered accumulation of time embedded within it.

In this way, while the experience of viewing during
the exhibition period took place individually — each person
moving according to their own body and sense of time — the
event created a shared situation where participants walked
the same route together and brought their experiences and
observations into words. This publication includes, as part of
that practice, excerpts from the script of the audio guide and
a documentation of the Tour & Talk session. [KS]

Tour Performance During Deposition
August 23 — November 24, 2025

Concept, Writing, Direction, Production:

Transfield Studio (Yamakawa Rick, Takeda Yuko)

Voice Actors: humunus (Oyama Kaoruko, Kiyosuyonesuku)

Graphic Design: Suzuki Tezzo

Sound Design: Umehara Tetsu

Research Cooperation: Sekiba Rio, Fukushima Megumi (metote-lab),
Wada Natsumi (metote-lab)

Production Cooperation: Ito Yosuke (Studio Kinuko)

Transfield Studio During Deposition Tour & Talk
November 15, 2025, 15:00-18:00

Museum of Contemporary Art Tokyo,
Exhibition Gallery and its surrounding area
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Excerpt from the script of
During Deposition

OChapter 1  Museum of Contemporary Art Tokyo,
Exhibition Gallery (Choreographies of the Everyday)
7’327

This is where everything is in progress.

The deposition of soil and sand carried by rivers that formed
the vast Kanto Plain did not reach the area where Museum of
Contemporary Art Tokyo is located. This area used to be
shallow sea. The depth of this exhibition room must have
been a muddy pool at the bottom of the sea. As if continuing
the deposition that took tens of thousands of years, we have
reclaimed land since the Edo period, and now it is flat.

This is where soil comes from the northwest. Whether it is
caused by rivers or humans, soil accumulates from north to
south.

[..]

The flatness is revealed by the burnt area.

[.]

Creating, destroying, and fixing things seemed like a passing
event that we didn’t even notice.
But nothing has ended, and it has already begun.

1% Chapter 1
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OChapter 2A Shirasasa Inari Shrine
1°27”

A signboard saying ‘Shirasasa Inari Shrine’ hangs on a
rough stone Torii gate.

In the back left, there are ten red Torii gates lined up.
From around here, one of the flames in 1923 ignites.

We passed by that flame.

The flames that started near the shrine had engulfed the
museum area five hours later.

Our words, spoken upon seeing the flames, were heard,
written on the map, and turned into red arrows.

According to the arrows, no matter which direction we move
from the origin of the fire, we will overlap with the direction in
which the flames went.
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OChapter 2B The intersection of Onagi-gawa
River and Ohyoko-gawa River
359"

The rivers intersect at a cross.

Running north to south is Ohyoko-gawa River, lined with
cherry trees. Running east to west is Onagi-gawa River,
lined with pine trees.

Onagi-gawa River, which was excavated at the beginning of
the Edo period, is located close to the coastline at that
time. Just as if extending the shallow waters south of the
river, land reclamation began immediately.

All the land south of here has been reclaimed by humans.
Across the river, the work of the earth and human face each
other.

[.]

The excavation of the Onagi-gawa River and Ohyoko-gawa
River was carried out by raising smoke signals upstream and
downstream, and digging straight towards the opposite
smoke signals. When there were no buildings or anything
else on the plain, the smoke was clearly visible.

At that time, we could clearly see from below.

“Flames and burning debris rose hundreds of metres into the
air, and black smoke rose 6,000 metres into the sky. When the
plane entered the bombing zone, the entire area was as bright
as daylight. [...] We dropped our cargo at the top of the licking
flames and plunged into the cloud of smoke that rose up.”
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OChapter 2C Hirano 4-chome Park
1°44”

Hirano 4-chome Park was built by reclaiming land from a
former canal.

Reconstruction was a golden opportunity to resolve long-
standing issues. The debris from the earthquake was used to
thicken the grounds of this reclamation site. We got the
debris that recovers the amount of ground subsidence.

The piles of debris left behind by the Tokyo air raids were
used to fill in rivers and create land that could be sold,
thereby generating the funds needed to dispose of the
debris. Perhaps this was a restoration.

Even if we don’t know whether it will be better than before we
do it, if we have no choice but to do it, then--
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OChapter 2D
Kiba Shinsui Park — Outdoor Sculpture Kawanami
3'53”

The logs that Kawanami-Tobi spins with a long pole vary in
thickness and length, from thin to thick and short to long.
Cedar, cypress, hemlock... The mark is carved with the hook
at the tip of the stick.

When flames engulfed the town, some may have recalled the
waterlogged logs and plunged into the river. The flames’
momentum carried them across the narrow river.

[.]

At that time, the road ended at the sea, but now there is
ground and a canal.

The highway above extends toward the former sea.

Far to the south, rubbish and debris are being collecteqd,
and the sea is being reclaimed. The ground continues to
appeatr.

2EC Chapter 2C
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OChapter 2E  Mitsumine Shrine
1°02”

The white fog obscures the view beyond the trees.
It seems that fires are breaking out again in the south of the
plains stretching far to the southeast.
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OChapter 3 Bus stops (-Toei Bus Route “N107)
36’40

Pushing aside the barracks on the burnt-out land, the
earthquake reconstruction road appears.

Land readjustment. Urban planning can be realised by
drawing lines on land that is considered to blank space.

“They can chase away barracks men without saying a word.
The precious barracks, built at the risk of our lives, were
immediately destroyed, whether we accepted it or not.”

The road in front of us, Prefectural Road 319 and Mitsume-
dori, also appeared like this.

All of these things happened over and above what we had
done.

Even if the seabed rises again and the area becomes flat
ground without us having to fill it with soil, rivers are being
dug and soil is being carried away so that we can go there
and stay there right now.

The flames will eventually stop, but we will continue to move
forward.

But nothing has ended, and it has already begun. Right now,
this is where everything is still in progress.

Hiwa Kazuhiko
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Hiwa Kazuhiko
Born in Osaka, Japan. Based in Osaka, Japan.

Hiwa Kazuhiko uses the wheelchair, his main mode of
mobility, as a central element in his sculptures, videos,
installations, and performances, revealing the assumptions
and power dynamics that shape our social environments. In
recent years, he has undertaken the ongoing project
“walkingpractice,” which intervenes in public spaces and
institutional infrastructures such as roads and cultural
facilities, critically reassessing their structural designs and
the inequalities embedded within them.

In this exhibition, the museum as an institutional
space served as the stage for a series of practical
experiments in which the artist and participants used
wheelchairs together to examine flow line and modes of
behavior within the museum. The program consisted of four
components. First, through a lecture by Hiwa, the
background and critical concerns that led to this practice
were shared with participants. This was followed by a “role-
playing” exercise conducted in the museum’s free-admission
areas. By riding in or pushing the wheelchairs, participants
experientially reconsidered movement and behavior of
visitors. The program then moved into the galleries where a
program titled “performance” examined bodily presence and
exhibition flow line during the act of viewing artworks. Finally,
participants engaged in a session of reflection and
discussion. Through this sequence of activities, the norms of
public space that people have unconsciously internalized
were brought to the surface.

In addition, in order to reconsider accessibility in the
process of exhibition making, the museum invited Hiwa to
serve as an accessibility consultant. Together, aspects such
as the width of passageways, the placement of captions, and
methods of viewing the artworks were reviewed. In a talk
held toward the end of the exhibition, both the outcomes of
these efforts and the issues that still remain were
discussed—not only from the conventional perspectives of
the museum and its visitors, but also from the standpoint of
the participating artists. Through these practices, Hiwa
presents the wheelchair as a bodily medium that reorganizes
relationships between space and others, fundamentally
questioning the publicness within the museum. [HM]

Performance

walkingpractice™: Experimenting with the
Choreography of Wheelchairs at MOT
August 30 and 31, 2025, 13:00-17:00 each day

Museum of Contemporary Art Tokyo, Public spaces, and Exhibition
Gallery (Choreographies of the Everyday)

Artist Talk

Museum Accessibility from the Perspectives of
Audiences, Artists, and Museum Staff

November 23, 2025, 15:00-16:30

Museum of Contemporary Art Tokyo, Corridor of Choreographies,

Exhibition Gallery (Choreographies of the Everyday)
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Performance by Hiwa Kazuhiko
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walkingpractice™: Experimenting with the Choreography of Wheelchairs at MOT
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Lecture

Referring to Article 25 of the Constitution of Japan, which
guarantees the right to a minimum standard of living, as well
as to the Convention on the Rights of Persons with
Disabilities and the revised Act for Eliminating Discrimination
against Persons with Disabilities, which came into effect in
April 2024, the lecture began by establishing a shared
premise: that everyone must be able to use cultural
institutions such as museums safely and on an equal basis.
Building on this premise, the discussion examined how cities
and infrastructure have historically been designed around the
“healthy adult” as the standard model, and considered the
forms of exclusion and bias that have resulted from this
assumption. Based on these discussions, participants were
invited to reflect on the possibilities that performance might
hold within the museum, understood as a particular kind of
space in which social experiments can be conducted in
relative safety.

Role-Playing @ Free Admission Area

In the museum’s free admission area, thirty-five wheelchairs
painted entirely white were used as part of a role-playing
exercise. Through actions such as riding in or pushing the
wheelchairs, participants examined different modes of
movement and behavior. Prior to the exercise, participants
were asked to list the series of actions typically performed
after arriving at the museum and before entering the
exhibition galleries. By retracing these actions in
wheelchairs—activities that are ordinarily routine and often
unconsciously chosen by “healthy adults”—participants
began to recognize the assumptions and behavioral norms
embedded within the space.
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Reflection

During the reflection session following the performance,
participants and the artist shared observations about
accessibility issues in both the museum’s free-access areas
and the exhibition galleries. Various imbalances that had
often gone unnoticed were brought to light, including
problems related to exhibition circulation and insufficient
facilities, the psychological burden produced by the gaze of
others, and the difficulty of navigating the viewing
environment and signage. At the same time, by making these
imbalances visible, the session provided a starting point for
participants and for the museum as an institution to
reconsider what future viewing experiences might look like.

Performance @ Exhibition Galleries

In the exhibition galleries, a program titled “Performance”
invited participants to reconsider bodily presence and
exhibition circulation through the use of wheelchairs while
viewing the works. In this context, participants did not remain
merely spectators; rather, through their interactions with
other participants, with visitors who happened to be present,
and with the institutional framework of the museum itself,
they generated new phenomena. In other words, they acted
as performers. The program was conceived so that the
participants’ bodily movements and their collective
navigation of the space would themselves emerge as a form
of performance that questions the museum as an institutional
space. This performance did not involve reproducing
predetermined choreography. Instead, it began from each
participant’s own observations and realizations, leading them
to identify and propose concrete improvements while
simultaneously generating new events within the space.
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Interview with Hiwa Kazuhiko
On Accessibility
and Beauty

Interview conducted on
January 28, 2026
Interviewer: Harada Mio

—1In this interview, I'd like to look back
on the great variety of work you've
done. I'd also like to consider the
activities you have planned for the
future how we can learn as a museum
from your participation on this
occasion.

| see the year 2025, during which | was
involved in Choreographies of the
Everyday, as a year in which my actual
situation was quite far from the
impression | gave externally. However,
although | was in poor mental and
physical condition for an extended
period from the start of the year, 2025
was also the year in which my
consciousness as an artist—my
determination to complete the work
entrusted to me in full, to professionally
overcome difficulties—soared to its
highest level yet.

Art festivals, the Expo, art fairs,
and the Choreographies of the Everyday
exhibition: As a result of this constant
effort, toward the end of the year | had a
moment of sudden understanding. Now,
while enjoying ways of seeing and
experiencing that differ from before, |
am consciously reexamining what is
comfortable for me and what is not.

Perhaps something broke, but
if so, it was not in a negative way, and |
will surely look back on this as a
necessary process in my life.

——Can you give examples of the sorts
of things you felt “uncomfortable” and
“comfortable”?

What was uncomfortable for me was, in
a word, unreasonableness. As projects
grow larger and the number of people

involved increases, things that | would
have accepted and endured by myself
in the past also unavoidably affect those
other participants. With the realistic
stakes backstage just barely visible, |
had no choice but to think about my
position and actions and ask myself
why and for whom | was making each
move.

| dove into this world drawn to
the idealistic side of art, and | have
sought a way to give back to society
through art, if only a little, but | continue
to run into walls, partly due to my own
limitations.

In that context, it sounded interesting to
me to speak in a museum with
“contemporary” in its name about
accessibility today, which still lacks firm
answers. And so, alongside the
museum staff, | planned a program of
events in the form of performance.

On the other hand, | found
comfort in moments focused on
creation. Also, the feeling of fulfillment
and satisfaction gained from embracing
challenges while sharing goals and
objectives as a team rather than an
individual. Of course, even work is hard
in some ways, and | always take things
seriously. Even so, maximizing my
efforts to ensure that those involved
have fun brings me joy, and also leads
to better work. That is exactly why | feel
such fury at the art scene, in which
excessive self-sacrifice and unhealthy
structures are all too common.

To return to a slightly earlier
topic, because of my condition early in
the year, | ended up with no choice but
to hand over to someone else a role |
had until then performed by myself. The
unplanned emergence of something like
a team amid the work of continuing a
project in altered form, and coming to
think that | might now be able to go
further than | had before—these were
major changes that occurred last year.

——You mentioned “idealism.” Was
there a particular incident in which you
felt a mismatch between ideal and
reality?

This might be a story about deciding on
ideals and objectives, rather than a
mismatch between ideal and reality, but
... At a certain venue, it was decided
that | would perform a project with
citizens to design, create, and install
ramps in response to differences in level
preventing wheelchair access. Through
the process of searching for a solution
while sharing awareness of the issues
with people who actually lived in that

region, | sought a kind of beauty in the
possibility of recognizing and claiming
responsibility for opportunities for
improvement in one’s immediate
surroundings. But because |
overemphasized the process, the
project ended without installing ramps
in all the necessary places, and caused
a deep rift within me: on one side was
myself as the artist who planned the
project on one side, and on the other
myself as someone who uses a
wheelchair in daily life and feels that
necessity keenly. This antinomy
between “aesthetic value” as an art
project and, on the other hand, the
fundamental objective of “usability” was
a conflict that arose within the
restrictions of reality. It was a painful
event, but in the sense that it clarified
the challenges, | feel this too was a
necessary experience.

This is a personal opinion, but
it seems to me that the process itself
tends to be overvalued in art projects,
while verification of the concrete results
is neglected. The business world has a
concept called the “PDCA cycle,” and in
that context, many art projects shuttle
back and forth between “P=Plan” and
“D=Do,” without all that much thought
given to the “C=Check” and “A=Action”
steps. It seems to me that is precisely in
the question of how to rise to the
challenge of mismatches uncovered
during close examination that a
project’s development and motive force
lies. However, that ambiguity can also
be seen as one of art’s positive
qualities, so the more one contemplates
it, the more difficult it becomes.

——That’s quite a moving story. It
makes me reconsider whether I've been
looking back properly as well.

When you spoke about the ramp
project, your use of the word “beauty”
made an impression on me. That feels
like a conversation connected with
standards of criticism, when thought
through fully.

Up until now, | was speaking
of beauty in the domain of relationships
and communication. Moving on to a
discussion of visual beauty—for
example, I’'m sure you’ve seen power
cord covers painted the same color as
the floor at venues for exhibitions and
other events. Wiring is not a constituent
of the works; it arises from the
relationship with the source of
electricity, so most people would
doubtless find camouflaging it more
“beautiful.” However, in some cases,

Hiwa Kazuhiko

this could increase the risk of tripping or
accidents. Intentionally making the
power cord stand out might be less
beautiful to the eye. But there is beauty
to be found in the intent to protect
someone’s safety. Which leads to a
discussion of what beauty is.

——Accessibility can be measured by
standards and quantification, but beauty
is a question of degree, and does not
seem to have been clearly verbalized.
The question of what is beautiful is, in
most cases, simply shared as a custom,
and one side of the museum as an
institutional space is this tacit
cementing of the code of beauty and
judging whether works conform to it.

Partly because art history has been led
by visual art, visual beauty is often a
shared tacit assumption. But |
understand the thing we call beauty as
always political, defined by the power
balance in society and such matters.
The vital question is whose subjectivity
this is. The standards of beauty are a
mirror held up to society, and one image
it reflects, | would argue, is the
choreography of the everyday—our
daily behavior.

While accessibility is still being
implemented throughout society, a
certain degree of standards and
quantification is necessary, but in
essential terms | don't feel that creating
standards is possible. Every subject is
different, and even for the same
individual, things that were possible
yesterday can become difficult today
due to injury or poor condition.
Accessibility must always be grasped as
a variable. But | wish to focus on the
aspect of where the guidelines should
be set, and this seems to me to share
the problems of “beauty” as mentioned
earlier.

The venue for a major event
held last year had a number of toilets
designed by a competition-winning
architect. | suspect that the project
passed through the hands of many
people with specialist knowledge
throughout the entire process from
planning to final decision and
implementation. However, the
meticulously crafted stylish design and
signage were not sufficiently functional
for the diverse crowd who attended the
event, and as the event went on,
virtually all of the toilet doors were
augmented with laminated paper signs
to improve visibility. This is a fascinating
example of the actuality of the
movements of visitors to the space

toppling the “beauty” exchanged in
highly specialist domains. As | looked at
those handmade laminated signs
attached to the toilet doors, | wondered
if, since ease of use and conveying a
message were the greatest raison d’étre
for signage, to achieve that alone was
beauty.

As a remedy for this conflict, |
cannot help but hope that the
perception of accessibility as beautiful
will become shared more widely, as a
new aesthetic other than
“consideration.” If | were to abstract the
most frustrating part of my experiences
at the many venues | have visited, |
believe the result would be this problem
of choices around beauty.

——Given that you are both an artist
and an accessibility consultant, that is
highly meaningful.

As one human being with a physical
disability, | come face-to-face with
accessibility in my daily life, but | am not
an expert in that domain. At the same
time, | am also a human being who has
doubtless internalized art’s value
system and aesthetics as a player in
contemporary art. | share my opinions
from that standpoint when | have the
opportunity to do so, but | do not claim
to have the right answer or an optimal
solution.

However, for precisely that
reason, | do think that | am in a position
to discuss, based on an understanding
of the intent of the works and the code
of the exhibition, how to make a space
more open without compromising
safety. It is not a matter of completing
checklists, but of updating definitions of
beauty themselves. That, perhaps, is the
role | can play.

| intend to continue my
explorations, using a variety of outputs
to encourage discussion of accessibility
not as an added-on consideration or
exception handling but as part of
beauty. My work may not change
society immediately. But my hope is that
its accumulation can form some
companion, however modest, to the
history of accessibility, and one day
become a foundation stone. In that
sense, as bearers of the weight of
history, museums are important sources
of information with which | believe the
future can be considered together.
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Karel van Laere

Born in 1988 in The Hague, Netherlands.
Based in The Hague, Netherlands.

Karel van Laere explores the relationship between the body
and technology through works that fuse performance and
video. His work concerns the theme of how one’s own
senses and physicality change through means of machines
or other people. Through active creative process
incorporating research and audience dialogue, he transforms
extreme ideas into reality through the form of expression.

Contact is a participatory performance structured
around the sharing of gestures of participants within the
exhibition space. Each session welcomed 20 participants
and lasted approximately 15 minutes, with the performance
presented a total of six times. Participants were seated on
chairs arranged in a circle, while a camera placed at the
center recorded their hands. The live video feed was
simultaneously displayed on multiple monitors throughout
the venue, allowing subtle gestures and responses that
emerged from participants’ co-presence in a public space to
be collectively shared.

During the development of the performance,
additional scripts were incorporated based on sensations
and experiences van Laere encountered during his stay in
Japan. The video material used in the performance was
produced in advance as part of his residency, filmed with a
group of participants different from those involved in the live
sessions.

The script narration was performed live by artist
Mayuko Inui; through repeated dialogue, the two artists
adjusted the rhythm of the voice and the pacing of the
narration, confirming a structure that reflects the conditions
of each session. Rather than fixing the work into a final form,
these exchanges functioned as a process of calibrating the
conditions of the work toward its realization on site.

The work operates through a format that combines
elements that were prepared beforehand with the practices
of the participants on the day of the performance. The
processes of production and presentation—including the
relationships formed with participants on site—are positioned
as defining characteristics of the practice underpinning this
performance. [KS]

Performance Recorded Video
Contact

September 13-15, 2025,

from 15:00-15:15 and 16:00-16:15 each day

Museum of Contemporary Art Tokyo, Auditorium

Concept and performance by: Karel van Laere

Voice narrator: Inui Mayuko

Technical support and electronic design:

Mauicio van der Maesen de Sombreff

Made possible by: het Amarte Fonds, Rijksakademie van Beeldende
Kunsten, Stichting Largo, Mondriaan Fonds, Embassy of the Kingdom
of the Netherlands in Japan and Museum of Contemporary Art Tokyo
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Moments of touch diary
(Performance script)

What is it doing with me?

It’s an insignificant thing

| always try to pet them

His hand reaching out to me

It's not a pleasant feeling
Together with 150 people

It reassured me

| immediately regret the handshake
My left leg touched the leg of

my neighbour

Both of them grab me tightly

| feel it go through my whole body
Squeezing it lightly

It clicks and we talk at length

He grabs my hand at the supermarket
He doesn’t realise that | am not

his father but a stranger

No handshakes at parting

There is dancing and shouting

| can’t keep track of how many people
| have touched

You get close

| don’t remember ever practicing this
One of the nurses had her hand on
my shoulder

Every time he needs a screw,

he takes it out of my hand

Touches me for a moment

| think she preferred not to give

a hand pressure

| completely surrender to it

It has crept into our friendship over time
| shake her hand

| undress and prepare myself

It separates my brain from my body
Kissing a man a few times
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| am overwhelmed by the feeling of
being touched for such a long time
Two handshakes and half a handshake
| sit down next to her

We shake hands and

| feel we spread germs

| am standing and talking to someone
| give my father two kisses and

my mother one kiss

We don’t actually touch

each other anymore

The amount of touching is minimal
We don’t have to shake hands anymore
| find myself becoming more alert
Preparing for physical confrontation
We love each other dearly

| briefly put my hand on her shoulder
We are attracted to each other

It was a bit longer than

a usual handshake

Not annoyingly long but it struck me
We are going to have sex right?

It has to do with public space

| was thinking about

the person to my left

He still gives me a kiss on my mouth
with full conviction

| recoil from the moment of touch

| hug them all

| give her a hug as well

| am shaking hands with many friends
| wash them carefully with soap

| stand on the curator’s foot

When we meet she always tries to
touch me

While shouting my hand is placed on
her lower back.

| was aware of it

There is not a single moment of touch
Outside the bar we kiss

It was between my legs

Along the way touching people in

the crowd

My body does not need this

Maybe | should do something with it
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Uemura Makoto
Born 1990 in Aichi, Japan. Based in Tokyo, Japan.

Uemura Makoto collaborates with artists both in Japan and
abroad to create theatrical performances and installation-
based works that invite active engagement from audiences.
Among these, his performance pieces in the form of tours are
particularly notable. Carefully constructed through extensive
research, these works lead participants through urban
spaces, prompting them to trace the hidden memories
embedded in the landscape and to find new meaning in their
surroundings through personal interpretation.

In this work Uemura explores, through performance,
the memories inscribed on the Fukagawa-Kiba area, home to
the Museum of Contemporary Art Tokyo today. The audience
leaves the museum and walks through the neighborhood,
following directions appearing on their smartphone and
guidance from characters awaiting them on the street.
Eventually a narrator from another world appears and
invokes traces of the area’s former residents through
streetscape features that still exist today, including the canals
used to transport lumber, the “recovery bridge” built after the
Great Kanto Earthquake, and the Metropolitan Expressway, a
construction project spurred by the Tokyo Olympics in 1964.
The audience then listens to narration about the Great Tokyo
Air Raid, in which many lives in the area were lost.

The title of the work is taken from a mural painted
around thirty years ago by elementary school students in
Koto Ward. Viewers are prompted to compare the “City of
Dreams” that these children imagined to be their ideal
future—a scenery characterized by large-scale urban
development and the construction of a museum—with the
present-day landscape beneath their feet. In this sense, the
word “dream” not only evokes the optimism of an era in
which children were promised a better future, but also invites
us to consider what has been lost since, and to question the
distance between that idealized vision and the reality of the
city today. [HM]

Tour Performance Recorded Video [SINgES[S)
Dream City R
[=]

October 3-5, October 10-12,
17:00-19:00 each day

Museum of Contemporary Art Tokyo and its surrounding area

Script and Direction: Uemura Makoto

Voices: Takizawa Ayane, Nakadai Yoshikazu, Ishihara Tomoka,
Kanesaka Soichi, Nishio Shizuko

Performers: Yamamoto Daisuke, Uchida Yoshinori

Sound and Technical Design: Masuda Yoshiki

Art and Lighting: Uemura Makoto Technical Support: Ito Asuna
Production: Ito Asuna, Sato Hitomi Venue Cooperation: chaabee
Recording Cooperation: SR Works
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Excerpt from the script of Dream City
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Museum of Contemporary Art Tokyo, Auditorium
Ah, ah, ah—, ah, ah, is this working? Can you hear me...? | hope so.

I’'m leaving this message for anyone who, just like me, has wandered into another world.
Yes, | believe you've crossed the boundary.

This is a museum—but not quite the one you know.

But don’t worry. If you can hear this message, then just follow my instructions.

As long as you keep moving toward a certain place,

| think—no, | believe—you can return to your original world.

...There should be instructions on your smartphone now. Once you’'ve completed them,
press the glowing button. I'll turn on the light. Head toward it.
And one more thing. Until you leave the museum, do not look back.

ABERE TIVVR

=gzl
< ZD)NIMARZERTcHDER T UL,

TeKSADRDBFNRENT EFNTVWE LD, TRIENED & REICKRDZNIR
NoRFHEDNTWER U,

RETCRMAREOEYZI—E—2ay7IiRERLEHDLTI—E—DHBATEDN
ebHLTVNBED:

Sendaibori River
---This river used to be a canal for transporting lumber.

Many logs were floated and carried along it, but as industrialization progressed, the sight
of logs drifting down the river gradually disappeared.

These days, some of the old lumberyard buildings have been renovated into coffee shops,
and people have even started calling this area a “coffee town.”

[uEEI] WA EDBERICE RcHDERTE Sfc, MAKETHBIENS, T TRG BMARDRE
ISELTEDEAZICIE THENRZY, ZEUHMARIEDRILB D RADEWEENS . KERIERIEE
BATZIRBTDESBEBED U >/DEofc&WVWS, 2015F 7 /)L—IRMLI—E—D—SENTETH
5ZDMiAIFI—E—BEKICE>TWS,

[Sendai-bori River] This canal was originally built to transport goods to the storehouses of the
Sendai Domain. Because it lies in a brackish water zone, this area—known as Kiba—was ideal for
storing lumber. There used to be many lumberyards here, including Marumasu Plywood, and the
area is known for its tall-ceilinged warehouses. These spacious warehouses turned out to be
perfect for cafés that house large roasting machines. Since the opening of Blue Bottle Coffee’s first
store here in 2015, the area has become a fierce battleground for coffee shops.

£MEELBE, FTIYRDBOET, ETHENTI R,
BAEDNESDDERWHDESIEEBITEE A

ZZEDDTHDESITHRE> TVWT BARD < SAKISEDIRSN TV LTz,
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ZDIETIF . S500AUEDADDEUVIEEDRZBWEIZTHEHMEZIED KT T
Wek5TY. BARBADEIWNWTWERLED, COERA IV ADANEH > TcdHfcWTT,
BDANEBIRSESLTWBAKSS

Kiba Park, Playground

When you exit the museum, you'll find the grounds. It's very spacious, isn’t it?
Doesn’t it somehow remind you of a lake, wide and empty?

This place used to be like a pond,

where a lot of lumber floated on the water.

Because of that, the ground was soft, and reclaiming the land was quite difficult.

During the construction, over 500 people worked every day, digging the ground out of
sight. Many people were involved, but back then, there were quite a few Iranians working
here. | wonder where they are now.

[RIB] A IR SHEICRD K S ShIGER@H SYROM S, FIcHADERZELTO®
E B> fco AMTABILBRZDEHLSEOHISTIRFRRNS ZDFFICAREZNRTWcEWS,

[Kibal Since the Edo period, Kiba has served as a logistics hub centered around a network of
canals running in all directions, primarily functioning as a lumber storage yard. To prevent fires
caused by wood, lumber was floated in this area from the Edo period onward.

B ERE R
1964FDRRAVVEY 7 ZHIccOEBEIFESNE L.

BRI ESTD NDEBEHITESNTEICH ST, HOKRFENBVWTRELLSE
BABRFETUL. RRICEERTVEBRTT,

RROEDNFSNLECDERR, BDLSBEHEIF. SHEHAZESLSICERZE
TijTb\ig-o

Metropolitan Expressway
The Metropolitan Expressway was built around the time of the Tokyo Olympics in 1964.

The Shinkansen started running, rivers were filled in to become roads, and back then, the
city was desperately trying to develop quickly. It was a time when everyone was dreaming
about the future.

This massive, dragon-like expressway, entrusted with Tokyo’s dreams, still lies overhead,
weaving through the city.

[E#fEEER] BMEIE1962F ICHBL. 1964FDRRAVVEYVICHICELES ), REYFT
ERanfo.

[Metropolitan Expressway] The Metropolitan Expressway opened in 1962 and was built at a rapid
pace to be ready for the 1964 Tokyo Olympics.
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Aburahori River
This area under the overpass used to have a river flowing through it.

It was filled in to make way for the Metropolitan Expressway, but the river that used to be
here was called the “Aburahori River” (abura means oil in Japanese) because boats
carrying oil used to pass through it.

By the way, the family home of Ozu Yasujiro was in this area, one of the most well-known
film directors in Japan, who reportedly made candles using sardine oil.
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War Disaster Victims Memorial Monument
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[War Disaster Victims Memorial Monument] When this building was newly constructed in 1990,
the Monzen-Nakacho 1-chome Neighborhood Association erected this monument to replace the
previous wooden “War Disaster Victims Memorial Monument.” The building owner,

the Tokyo Headquarters of the Zennichi Jiro Construction, Forestry, and General Labor Union,
donated the pedestal.
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HAAEDAD, 2ZTH...

Under the Overpass

“It was a terribly cold night, and the water in the fire-prevention cistern had frozen.
Looking out from the entrance of the air-raid shelter, | could see several searchlights
illuminating the pitch-black sky from nearby parks and school rooftops. Before long, a
large bomber appeared in their beams and began dropping its payload. The bombs
scattered glittering incendiary munitions through the air. For some reason, they looked as
beautiful as fireworks.”

That night, many people fled toward the river.
But the Aburahori River was shallow, and it wasn’t enough to protect them from the falling

embers.

Many lives were lost:-- here, too.
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Yamato Kaede
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Yamato Kaede
Born 1998 in Tokushima, Japan. Based in Okinawa, Japan.

Yamato Kaede explores the idea that our personal “body
techniques” (techniques du corps) are closely tied to social
norms, drawing attention to the “templates” embedded in
dances that are consumed within the context of tourism and
politics, as well as in subtle everyday gestures that are often
overlooked. By bringing these frameworks to light, she re-
examines the historical, political, and cultural structures that
the body is entangled in. She also creates sculptures and
installations that imitate the bodies depicted in archives and
records, tracing the experiences and memories of others and
exposing the multilayered relationship between the individual
and society.

In this exhibition, Yamato presented a new work
Carried and Carrying (2025), developed from Three Types of
Exclusion (2024). The work takes as its subject the protest
movement against the construction of a new military base in
Henoko, Okinawa, and consists of two elements: an
apparatus that traces the posture and weight of bodies
forcibly removed by riot police during sit-in protests, and a
horizontal drawing depicting scenes of repeated sit-ins and
removals in Henoko.

Performances and workshops were also held across
a two-day period during the exhibition. At each performance,
Yamato climbed aboard the apparatus and roamed the
exhibition space, revealing with her actual body the “form of
the body being removed” that had so far only been indicated
by her drawings.

The workshops were kept small, with just four
participants each. Their main objective was to consider the
problem of how the individual, and by extension the dignity
of the individual, was treated at Henoko sit-ins, through the
question “How can a body be safely carried?”

Yamato sat in a folding chair, representing a person
who was expressing resistance but allowing her body to be
touched, and the four participants cooperated in the process
of planning and executing a method for safely carrying her to
a different place. At the end of the workshop, the actual
methods used by the riot police to move sit-in participants
were revealed using a volunteer who climbed aboard the
apparatus.

The word carry, which appears in this work’s title,
has meanings beyond the physical; consider phrases like
“carry responsibility.” Through physical experiences shared at
the root by sculpture, performance, and workshops, Carried
and carrying asked the audience whether it is truly right for
Okinawa to carry the burden of military bases alone. [HM]

Performance & Activation Workshop
Carried and Carrying
October 25 and 26

Performance: 11:00-, 12:30-, 14:30-
Museum of Contemporary Art Tokyo, Exhibition Gallery
(Choreographies of the Everyday)

Activation Workshop: 13:00-13:45, 15:00-15:45
Museum of Contemporary Art Tokyo, Corridor of Choreographies,
Exhibition Gallery (Choreographies of the Everyday)
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Interview with Yamato Kaede

Keeping the Subject Clear

Interview conducted on January 9, 2026
Interviewer: Harada Mio

——What did you most want to convey through these
workshops?

What | wanted to share with participants was how people’s
bodies are handled, what is occurring there, and what
appears in that moment.

My impression was that the news often describes
the daily occurrences outside the gates of Henoko using
lists of facts—*On the XXth of XX, gravel was brought in"—
and abstract words like “state” and “system.” But actually,
rather than the direct operation of abstractions like the
state or the system, reality is being enacted through
physical bodies. For example, a protester has their clothing
pulled by riot police, is barraged with coercive
announcements, is dragged off the ground. | felt that these
concrete bodily situations were seldom reported. | wanted
to share this with participants.

—What did you keep in mind regarding how you shared
things with participants?

First of all, as far as possible, | wanted the workshops to
allow participants to understand things using their own
body.

At the same time, | intentionally crafted a space
where people could think with themselves as subject,
rather than arriving at a “correct answer.” In the
workshops, | sat in a folding chair and the four participants
cooperated on moving me to a different place. On the front
lines of the actual Henoko protests, the way that riot police
carry protesters has a kind of fixed form developed over
eleven long years. But at these workshops, rather than
arriving at that form together, | placed importance on the
process by which participants themselves became able to
think, with themselves as subject, Things like this are
actually being done, and this is how | felt.

For that reason, rather than explaining the full
situation of the Henoko sit-in at the beginning, | wanted to
leave as much time for thought as possible. That was why |
started with the section where people thought as they
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moved their bodies.

——These workshops were performed with just four
people each. How did that feel? As a curator, | do feel a
certain budding desire to share this with more people . . .

Most of the people participating in the Henoko sit-in know
each other by sight. If someone new arrives, they speak to
them and ask them why they came. They confirm each
other’s identities.

Having four people in each workshop is exactly
what made it possible to share the basics—what people
were named, where they came from, what position they
held. That is also happening to no small extent on the
protest frontlines at Henoko.

Also, | think that it was because the workshops
were small that there was a sense of tension about the act
of touching a human body. In spaces for thinking about
dignity,
you have to know whose body the body before you is;
if people become anonymous, that assumption becomes
untenable. In the sense that individuals were able to
mutually explore how to relate to one another under
conditions of full visibility, | think keeping the workshops
small was a truly good thing.

——Looking back at the workshops, does anything in
particular stand out?

The fact that participants spoke about their own bodies
was striking. We were speaking about Henoko,
but perhaps even in other contexts, moments where the
subject is lost or dignity is stolen lurk in our daily lives.
This way of thinking surprised me.

| don’t know if | was able to provide sufficient room
for them to think about their own bodies, but receiving
comments like that was highly significant for me.
There was actually someone from Nago among the
participants, and even though they were surely quite
familiar with the situation at Henoko, they offered an




explanation only Henoko after asking what others thought.
Seeing that interaction, | couldn’t help thinking, This is how
conversations really ought to be.

Apart from that, when the participants moved me,
the physical sensations of “being touched,” “being moved,”
“losing gravity” were shared among them. Only then were
things connected to discussion of society and authority.
| feel that this process, for a workshop that emphasized
making “I” the subject, was very important.

Also, when a participant said, “l found myself
thinking about the body of the riot police doing the
removals,” my own thinking was shaken. Protesters and
riot police are in opposing positions, but at the same time
they are beings whose bodies are being consumed in the
same place. | feel that | was confronted with that
complexity anew through that participant’s comment.

—As well as the pieces shown at this exhibition, you
have created many works addressing problems related to
Okinawa. Why did you move to Okinawa initially?

The initial impetus was tracing the footsteps of my
grandfather, who was mobilized as a student for the Battle
of Okinawa and then put in a POW camp. After he left his
family in Tokushima and went to Okinawa, where was he
imprisoned? How did he get home? | wanted answers to
these questions.

As part of my investigations, | went to the archives
and looked through photographs of prisoners taken by the
US Army. Eventually | became uncertain about the
boundary between photographs shot as a “record of
history” and photographs shot out of the individual interest
or aesthetics of the photographer. | started to wonder if
attempting to retrace my grandfather’s footsteps from a
perfectly objective perspective was actually unnatural. And
| was able to accept for the first time that, when | spoke
about my grandfather, it was all right to include my own
feelings and uncertainty as his grandchild, rather than as
an investigator.

| decided that | wanted to create work that would
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let me move away from the official figure (my grandfather)
recorded in the public histories and toward my grandfather
as a family member, and began visiting Okinawa regularly.
But | gradually began to feel uneasy about my position of
only visiting when necessary. Repeated visits were an
option, but | started to think about how | would feel about
someone who only came when necessary and left
afterward, if | were the one being recorded and
investigated. Unable to create work while ignoring that
unease, | felt the urge to continue my thinking while
superimposing my own living time in the form of residence.
And so | decided to move to Okinawa.

—When speaking about Okinawa, what is the attitude
you least want to relinquish?

“Whose issue is this to begin with?” and “Who is the
subject?”

What | find most frightening is losing track of the
subject “I.” In my own statements, the moment that | say
“Okinawa” or “Japan” does this or that, | am collected into
this larger word as subject, and the subject “I” becomes
ambiguous. That’s why, whether I'm talking about Okinawa
or not, | want to always place importance on who is
speaking. | also think that this is the only standpoint from
which | can take responsibility.

When | speak with Okinawa as subject, | worry
about the risk of speaking on someone’s behalf about their
experiences or pain. | was neither born nor raised in
Okinawa; | was born in Tokushima. My standpoint is that of
having come to trace my grandfather, who had
involvements with Okinawa. | don’t have a standpoint from
which | can talk about “Okinawan identity,” so to speak.

That’s exactly why | want to choose the attitude of
only speaking about things I've experienced through my
body, in situations in which | myself was actually placed,
rather than through the larger subject of “Okinawa.” That is
not explaining Okinawa or representing Okinawa, but
closer to presenting my own experiences.

Carried and Carrying, the work | exhibited at

Choreographies of the Everyday, is another example of
this—just having seen that work doesn’t mean someone
understands Henoko. But | suspect that revealing rather
than hiding that incompleteness, even if it sometimes
means taking the long way around, is itself the only
possible form of expression for me.

—To return to discussion of the workshops, how do you
think about the act of touching the body of another?

To suddenly touch the body of a stranger is by nature an
out-of-the-everyday act. At Henoko, though, it has become
the everyday. That feels powerfully warped to me.
The moment someone’s body is removed by the riot police
as state authority is, | feel, exactly the moment when
dignity is stolen. And at the same time, the moment when
dignity is stolen seems to me exactly the moment when
dignity reveals itself most vividly. The moment you are
carried away by the riot police, the outline of your body
feels distinct, but at the same time there is the sensation
that your will is being squeezed out of your body. And isn’t
that because that is the moment when the intransgressible
part of you, as a human, unavoidably appears? Dignity is
not something recognized or granted by the system.

How are we to take the fact that these situations
when dignity appears are repeated as an everyday matter?
| continue to think about this.

—In that light, what are you conscious of when handling
bodies in workshops or performances?

| wanted to leave room for the participants’ bodies to
withdraw at any time. The participants didn’t come as
performing bodies, but as “bodies for thinking.” | wanted to
place importance on the premise that even thinking wasn’t
compulsory.

Touching someone’s body can be an act of care,
but it can also be violence. For these workshops, there
were many staff in the museums who watched over us,
making it a protected space, but the acts we were
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performing were indeed risky. That’s exactly why |
consciously made sure not to eliminate an atmosphere
allowing people to leave at any time.

Above all, bodies are not signs, but permanently
vulnerable things. Because of this, the sensation for me is
not one of “handling” bodies; | place importance on the
stance of thinking with bodies, of becoming involved with
them. Perfectly safe expression doesn’t exist, but | do think
it's possible to remain aware of risk.

—You also publish a monthly newspaper called the
Poyopoyo Newspaper. At this exhibition, you performed
using physical expression; what role does Poyopoyo
Newspaper, in which words are central, play for you?

With every edition of the newspaper | produce, I'm
reminded of my own ignorance. Most mistakes can be
corrected, but sincerity can’t be. As a result, | make the
newspaper less in order to avoid making mistakes and
more to remain aware of my ignorance.

At this exhibition, | handed out a special issue of
Poyopoyo Newspaper to workshop participants. On the
front, | wrote about information found in all kinds of
documents, so not all the subjects were “I.” But on the
back, | wrote about my feelings about the protest
movement at Henoko.

As a result, for me, | think, the Poyopoyo
Newspaper is less for conveying something truthfully than
a practice for not letting go of myself as subject. Where
was | then? What did | see? How did | feel? Only by going
back to the “I” each time and continuing to write, | feel, can
| maintain my involvement with issues. | think the same
could be said of my other work, too.
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Loitering Meeting

A collaborative performance process that re-imagines the
museum as a site of “co-gathering,” where people, bodies
and thought intersect. Five artists engaged in dialogue and
performance in various spaces throughout the museum over
seven days, weaving relationships with space while they
responded to the architecture, exhibits and behavior of the
audience. The title Loitering Meeting expresses the practice
of seeking to grasp the fleeting moments of gathering which
arise in the space as chance and improvisation are
embraced, through shifting and moving actions.

This project unfolded over five days across multiple
locations within the museum, with a different artist serving as
the lead each day. Rather than presenting a completed
performance, the project was characterized by opening the
processes of rehearsal, relationship-building, and trial and
error to the exhibition space, where visitors came and went.
Elements such as voices, raw eggs, physical proximity, smell,
fabric, and flowers responded to individual actions while
collectively functioning as attempts to shift the flow of the
collective body and the surrounding space.

The practice progressed through ongoing
negotiation with the rules of the museum as a public space,
and with the presence of others. As locations changed,
the tension of the same actions also shifted, and the artists
repeatedly confirmed that the very act of a body being
“there” is itself an action that affects its surroundings.

The invisible support of museum staff and security guards
gradually became felt on a bodily level.

In the final two days, time was set aside to reflect on
the preceding practices and discuss approaches to
documentation and potential collaboration. Bringing together
the experiences generated over the five days, the act of
identifying what could not be done and the limits
encountered was positioned as an extension of the
performance. Moving back and forth between individual
practice and collective thinking, this project became an
ongoing inquiry into the conditions and ethics under which
bodies are placed within the museum. [KS]

Performance Elil)
Loitering Meeting o
(Imashuku Mew, Soh Souen, = -
Takahashi Riko, Takahashi Rin, Yamada Hibiki)
October 28 — November 3, 2025, 10:30-18:00 each day

Museum of Contemporary Art Tokyo, Entrance Hall, Museum Plaza, Foyer,
Courtyard, Water and Stone Promenade, Corridor of Choreographies,
Exhibition Galleries (Choreographies of the Everyday), Sunken Terrace

Recorded Video [u]3. _‘El

Schedule

October 28: Lead by Takahashi Rin
October 29: Lead by Yamada Hibiki
October 30: Lead by Takahashi Riko
October 31: Lead by Soh Souen
November 1: Lead by Imashuku Mew
November 2: Lead by Loitering Meeting

November 3: Loitering Meeting Performance & Talk
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Artist Talk (November 3, 2025)

Speakers: Imashuku Mew, Soh Souen, Takahashi Riko, Takahashi Rin, Yamada Hibiki

Moderator: Kwon Sanghae

Practices Explored During the Five Lead Days

Sanghae: To begin, could each of you briefly talk about
what you focused on during the days you took the lead?

Souen: Instead of presenting a finished performance, | tried
to carry out rehearsals and the process of building
relationships inside the exhibition space. By working with
actions involving voice and raw eggs, | explored the kinds
of conditions allow a collective body to emerge.

Mew: | created situations in which people came into very
close physical contact and explored bodily relationships
that included pain and instability. The ongoing adjustments
and trial and error required to sustain that closeness
became a collaborative process in itself.

Hibiki: | tried to bring the smell of roasted sweet potatoes
into the museum using only the body. | focused on how
dividing and sharing something invisible could create
changes in the space.

Rin: | worked with a structure that alternated between
pulling fabric and resting beneath it. | was interested in
how tension and release, and labor and rest, might take
shape through exchanges between bodies.

Riko: | tried to keep holding flowers outdoors, and not hold
them indoors. By staying with the condition of either
holding or not holding flowers, | focused on how to evoke
the presence of the flowers themselves.

Experiencing the Museum Space through the Body
Sanghae: How did it feel in your body after performing in
different areas of the museum? What kinds of comfort or

discomfort did you experience?

Mew: What really stayed with me was the experience of

=

S
(2

&% 2 Takahashi Rin

| S

TALK

seeing the plans we submitted in advance being adjusted
over and over to comply with the rules of the museum and
its public nature. | strongly felt how having a body present
can affect everything around it, and it made me keep
thinking about which spaces would actually allow the work
to function.

Hibiki: The structure of moving back and forth between
inside and outside the museum, and between gallery
spaces and public areas, became the basis for the idea of
my performance. Through practice, | strongly felt how the
same action, when carried out in different locations, can
completely change the atmosphere and tension of a
space.

Rin: As we became more aware of the atmosphere of each
place, | had a feeling that we also got better at adjusting
ourselves. Lying on the floor or entering the water made
the museum feel surprisingly close and physically familiar.

Riko: During the performance, | was very aware of the
presence and care of the museum staff and security
guards. It was an experience that made me understand,
in a very concrete way, how the museum as a place is
sustained by the invisible support of many people.

Souen: | strongly felt that simply “being there as a
performer” in a museum is an action that affects others in
itself. Being aware of the unintended harm that can happen
unconsciously made me want to make more careful
choices in my future work.

Two Days of Reflection and Reconfiguration

Sanghae: After the lead period, the second part of the
week was spent reflecting on what you had done and
reworking it. Could you share what those discussions were
like and what you felt through actually trying things out?

Rin: As we moved forward with documentation and
archiving, | started to feel uneasy about Loitering Meeting
slipping out of our hands. That was why it felt important to
rethink how we were involved — not passively, but actively.

Souen: A lot of our discussions focused on how to think
about performing the work again and archiving. We kept
coming back to questions about what should be
preserved, how it should be preserved, and who should
take responsibility for doing so. Working within the real
constraints of the museum, we talked about how ideas
could be reshaped — or whether the museum itself might
also be able to change. For me, even identifying the limits
of what was possible, and writing them down and
submitting them, felt like part of the archive.

Mew: We decided to first organize what couldn’t be done in
the museum and the limits that had become clear, and
then try to remake the work from there. From there, each of
us reflected on our own practice and talked about what we
wanted to do next.

Hibiki: It felt like it was a moment that brought together all
the materials we had gathered over five days and ask,
“How do we reassemble this?” The speed and flexibility of
responding to other people’s ideas created something
completely different from our individual work.

Riko: At first, we imagined finishing with a joint
performance, but over the five days it became clear that
there were things we wanted to redo. Through ongoing
discussion, we naturally arrived at a form where each
practice could be reworked in a new way.

Moving Between Individual and Collective Practice

Moving Between Individual and Collective Practice

Sanghae: After spending a week within the framework of
Loitering Meeting, how did you experience moving back

Loitering Meeting

and forth between the individual and the group?

Rin: By placing myself in methods | wouldn’t normally
choose, a strong sense of trust began to take shape.

| started to understand the bodily states of other people
almost as if they were my own, and throughout the week,
| kept thinking about the ethical tension between
presenting something as a work and protecting someone
as a person.

Souen: As we spent more time together, it felt like the
boundaries between our bodies and our roles gradually
began to blur. At the same time, we were talking almost
every day about the violence involved in how we handle
other people’s bodies.

Mew: By taking part in the practices of other members,

| became much more aware of each person’s approach to
care and their sense of ethics. When it was my turn,

| realized how radical some of the actions | had always
taken for granted were for the first time, and it really made
me rethink them.

Hibiki: We spent the whole week asking what this group
actually was. Trust grew within this relationship that wasn’t
a collective or a unit, and we were able to try things that
wouldn’t have been part of our individual practices.

Riko: It was completely different from making work on my
own — living with others, exchanging ideas, and
performing together. As | confronted the violence
embedded in my own practice, | was also deeply struck by
how the work kept changing in response to the proposals
of other people.
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Kuroda Natsuki
Born 1988 in Kanagawa, Japan. Based in Tokyo, Japan.

Kuroda engages in multifaceted practice including field work
and workshops, primarily using photography and video.
Interested in the meaning and impact of the everyday act of
“seeing,” she documents scenes such as people viewing
photographs, animals and wild birds in their daily life. Further,
by visualizing the interactions that arise between people
through photography as a medium, she creates works
exploring how one’s own experience impacts others, and the
nature of those relationships.

Tactile Photography Workshops were held for
children who have difficulty visiting the museum due to long-
term hospitalization or other similar circumstances. Working
in collaboration with teachers from Bokuto Special-Needs
Education School, the workshops were conducted twice in a
hybrid format that combined online and in-person sessions,
primarily in hospital classrooms. Participants included
children who were temporarily discharged as well as those
who were unable to leave their beds on the day. In response
to each child’s situation, the format and flow of the
workshops were carefully developed through ongoing
consultation with the teachers, allowing for flexible forms of
participation.

Tactile photographs used in the workshops, along
with interview videos featuring the participating teachers,
were presented in the exhibition. This was an attempt to
share with visitors how children engaged in the process of
making and dialogue. Through practice, the workshops also
became a space for reconsidering how seeing,
communicating, and imagining emerge within relationships
with others. [KS]

Tactile Photography Workshops
June 5, 2025, 11:00-12:00
and July 17, 2025, 10:30-11:30

Bokuto Special-Needs Education School

Interview video The Filling Classroom: Those at Its Side
Concept and Editing: Kuroda Natsuki

Filming: lioka Yukiko

Special thanks: Bokuto Special-Needs Education School

Artist Talk by Kuroda Natsuki
November 12, 2025, 16:00-17:30

Museum of Contemporary Art Tokyo, Corridor of Choreographies,
Exhibition Gallery (Choreographies of the Everyday)
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Flow of the Workshop

At the workshop, each participant was given a set of color
photographs, tactile photographs, and a worksheet, and they
were asked not to open them until class time. The color
photographs and tactile photographs were in different
combinations, so that participants could not show their
materials directly to one another, but instead shared them
through words and sensory descriptions. Participants joined
the workshop online using nicknames they chose for
themselves, and the session proceeded without revealing
their faces or real names.
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The workshop proceeded in the following steps.
(D Color Photograph Exercise

Participants described the contents of their color
photographs in words, writing them on the worksheet or in
the chat, and shared their descriptions without showing the
images themselves. Without sharing visual information
directly, the exercise allowed imagination to expand through
language. Kuroda facilitated the session by responding to
comments in the chat and to handwritten notes that
occasionally appeared on screen, encouraging participants’
ideas to develop.
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@Tactile Photograph Exercise

Next, participants traced the tactile photographs with their
fingertips and wrote down what they imagined based on the
shapes and textures they felt. By engaging through touch,
the exercise encouraged ways of thinking grounded in
physical sensation. In this exercise as well, exchanges
through chat comments and handwritten notes supported
shared imagination within the online setting.

@ Matching the Photographs

Finally, the words written during the first exercise were
displayed one by one on the screen, and participants
responded to the descriptions they felt best matched their
tactile photographs. When the boards with the worksheets
on them were turned over, the color photographs were
revealed, creating moments where participants could
compare their imagined images with the actual photographs
and notice both the differences and where they matched.
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Reflections on Tactile Photography Workshops

*The following is a record of some of the comments made by Kuroda Natsuki

about the workshop during her artist talk (November 12, 2025) .

For People Who Cannot Visit the Museum

For this workshop, | wanted to work with people who
cannot visit the museum, especially children who are
hospitalized for long periods of time. Many of them are in
different hospitals, often in separate rooms, and rarely have
the chance to gather in one place. | kept thinking about
whether there might be a way for them to feel that others in
similar situations are somewhere out there. This question
became the starting point for the project.

Finding Words that Reach Others

In the workshop, color photographs, words, and tactile
photographs were used. What | wanted to do was not just
for the participants to describe what they could see, but to
create a situation where they could express something to
communicate with someone else. Someone might be
searching for a photograph | have; the words | wrote might
connect with a photograph someone else is holding. | tried
to set up these kinds of relationships using a structure as
simple as possible.

Who Is in the Front Row?

At first glance, the workshop might seem very simple: one
person holds something, and another tries to find it
through words. But it was precisely in that environment, in
that situation, that one’s own sense of experience could
emerge as something deeply felt—something that
genuinely affects someone else. There was one thing that
was clear to me from the beginning: this workshop was not
meant for people who could come to the museum. |
wanted the children in the hospital to be in the front row so
they could experience it first.

Kuroda Natsuki

What Is Spoken, from the Gaze of the Site

During the workshop, we were hardly able to see the
children ourselves. All bedside support and fine-tuning
were handled by the teachers. Because the workshop was
built around the presence of others, and because the
number of participants could change right up until the last
moment, the teachers did an enormous amount of work
behind the scenes to make sure no one was left out and
that the structure could hold.

As we continued to work together, | gradually
began to feel that this workshop could not be spoken
about in our own words, but only through the words of the
teachers. There is a school here, there are teachers, and
there is learning. Someone is truly living through that time.
The question became how to convey that within the
museum space. | think the interview video we produced
helped us move forward with that question.
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The Corridor of Choreographies was a site for various
performances and workshops held as part of the
Choreographies of the Everyday exhibition.

The corridor both functioned as a space for sharing
records of and information about activities and facilitated
interaction between participants and artists. Photographs
documenting performances and workshops were layered on
the wall calendar, and video of activities played on the
monitor. From time to time, artists appeared for public
conversations and discussions, offering insight into the
background and creation processes behind their work.

In short, the Corridor of Choreographies was a
center for reflecting on the physical experience of the
exhibition as a whole, and a space where participants could
share perspectives on rethinking the everyday.
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After the Event: Time, Engagement,
and Documentation in Exhibition and Performance

Kwon Sanghae (Museum of Contemporary Art Tokyo)

The Temporal Structures of
Exhibition and Performance

In this exhibition, exhibits and performances were
juxtaposed within a shared framework — by layering
practices that differ in their temporalities and relationships
to the body, the exhibition articulated themes such as
everyday life, publicness, and agency in multiple ways.
Works that were viewed in the exhibition space, and
performances that unfolded both inside and outside the
museum influenced one another, gradually reshaping the
attention and behavior of the visitors.

As Claire Bishop has pointed out, although
exhibitions and performances differ in form and in their
degree of immersion, both function as ways of organizing
space and time in order to focus attention on what is
presented.! Exhibitions are grounded in an extended
“exhibition time” that spans the duration of the show,
allowing visitors to move through the space of displayed
works at their own pace. Performances, by contrast, unfold
within a specific “event time,” drawing bodies and attention
toward a temporally bounded moment.? In this exhibition,
the overlap of these different temporal structures revealed
a range of ways of engaging with the works, including
concentration and dispersion, participation and distance.

In performances that were held inside the
museum, the physical movements of the visitors
themselves become elements that shape the event.
Choices such as stopping, passing by, keeping distance,
or choosing to participate are an extension of everyday
gestures, yet they also emerge as acts of negotiation and
adjustment between the work and the institutional norms of
a museum — such as behaving quietly, not disrupting
circulation, or refraining from overtly private actions.

The performances and workshops in this
exhibition took a variety of forms: some moved from inside
the museum to outdoor (Transfield Studio); others introduced
activities that took place off-site in the exhibition space
(Kuroda Natsuki); some were completely held only in the
auditorium (Karel van Laere); and others spanned both the
interior and exterior of the exhibition spaces (Loitering
Meeting). During these moments, the museum became not
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only a place where works were displayed, but also a site
where actions and relationships unfolded, as the time
spent viewing the exhibition overlapped with the time of
encountering an event.

The Fluidity of Viewing and
Expanding Modes of Engagement

Since performances were scheduled at specific times
within the flow of exhibition viewing, the visitor’'s patterns
of movement, duration of stay, and modes of engagement
began to shift. In Loitering Meeting, elements such as
gaze, circulation, and sound became part of the event
itself, allowing it to unfold without being confined to a fixed
group of participants. In van Laere’s performance, people
gathered at a specific set time and shared the same
situation over a short period. In the tour performance led
by Transfield Studio, routes and pacing were left to each
participant, so that movement through space and the
experience of time emerged as individualized processes.
Across these practices, there were moments when the
circulation and duration of stay of visitors who came
primarily to see the exhibition overlapped with those who
came specifically for the performances. Viewing became
not only an individual act, but also an experience shaped
through relationships that emerged within the space.

During this process, the attempt to juxtapose
exhibition and performance came to question not only how
the exhibition space was operated, but also the
exhibition's conception and design. More specifically, while
alternative approaches departing from a display-centered
framework were explored in relation to viewing time,
circulation, and the communication of information, these
intentions were not fully shared as part of the exhibition’s
overall structure. Although information about each program
was provided on the exhibition website and within the
galleries, the type of viewing experience envisioned
through the juxtaposition of exhibition and performance
remained insufficiently articulated in practice.

Against this background, the overlap of different
temporalities and modes of engagement was one of the
conditions that enabled this exhibition. When




performances occurred within the flow of exhibition
viewing, visitors’ responses varied: they might stop, pass
by at a distance, or engage directly with the work.

The curatorial approach of this exhibition attempted to
accommodate these varied forms of engagement,
presenting the relationship between exhibition and
performance not as a fixed configuration but as an issue
that emerged within situations that continuously unfolded.
In this sense, the exhibition opened a perspective that
understands the viewing experience not only as a matter of
interpreting works, but as something that emerges through
relationships with the space and with others.

Taking these considerations into account,
curatorial approaches that run exhibition and performance
in parallel need to avoid reducing different forms of
engagement to a single format. Instead, it becomes
important to support the continually diverging situations,
under clearly defined assumptions and responsibilities.
What is required, then, is not simply to create situations
that are open to visitors’ judgment, but to continue holding
those situations in place while taking responsibility for the
conditions and imbalances where these judgments
emerge, and to keep modes of engagement present within
the space as a shared concern that can be discussed.
While this practice includes unresolved questions around
spatial design and the communication of information,
it also offers a concrete illustration of how viewing and
participation can come into being in sites where exhibition
and event intersect.

Between Event and Documentation

Events that occurred during the exhibition period did not
end at the moment they took place; rather, they continue to
be reinterpreted through reflection after the exhibition,
allowing it to take on new meanings across different times
and contexts. As Amelia Jones has noted, performance is
not confined to the moment of its live experience, and
revisiting documentation plays a role just as important as
direct encounter in understanding the historical and social
contexts in which a work exists.® While experiences that
unfold in specific times and situations cannot be preserved
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as they are, accepting this temporal distance allows us to
reconsider the contexts surrounding a work and the events
that occurred, opening new ways to read and understand
them.

Documentation does not simply reproduce an
event. Positioned outside the event, it functions as a
medium that shifts time and space, allowing experiences
to be reactivated in different forms. The photographs,
videos, and texts (such as scripts, interviews, and critical
essays) included in this publication are compiled with an
understanding of the one-time nature of each event,
while aiming to convey things like the sensations that
emerged from the performances and fragments of the
thinking of the artists. Together, these images and words
present multiple layers of the performances: their different
expressions, their resonance with the space, and their
relationships with viewers. Through this structure, it offers
clues for understanding the events and the ways the sites
functioned.

This publication does not aim to fix the events that
unfolded during the exhibition into a single account.
Rather, it offers a framework for looking back after the
exhibition and reconnecting with experiences that were
shared only in fragments. What is presented here is not a
complete record, but a temporary configuration built from
afterimages and traces of the exhibition, offering a way for
thought and sensation to re-emerge in different times and
contexts.

[Notes]

1. Claire Bishop, “Black Box, White Cube, Gray Zone: Dance
Exhibitions and Audience Attention”, TDR: The Drama
Review, Vol.62, no.2, Summer 2018, pp.29-30

2. Ibid.

3. Amelia Jones, “Presence in absentia: Experiencing
performance as documentation”, Art Journal, Winter,

Vol. 56, Issue 4, 1997, p.11
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How Should We Reconfigure the Public Sphere?

Harada Mio (Museum of Contemporary Art Tokyo)

Going Beyond Ideals

“Reconfiguring the Public Sphere,” the essay | contributed
to the Choreographies of the Everyday exhibition
catalogue, was a kind of statement of expectations. My
argument was that practice enacted through the body,
including performances and workshops, as a medium
pursued with a sense of vitality in exhibition galleries, has
the potential to reform the nature of the museum as an
institutional space, and indeed public spaces in general.

However, because that essay was written before
any of the exhibition’s performances or workshops took
place, it set out an ideal view. | was not able, | feel, to
weave in enough concrete experience or examples of
friction, unease, or unexpected contradictions arising from
individual instantiations of such practice.

Now that the exhibition is over, it is fair to ask: To
what extent was that ideal realized? Which aspects of such
practice actually impacted the museum’s behavior, and
which reproduced the existing order? Finally, could bodily
practices like this transform the public sphere in the
museum in question—or, perhaps, which conditions are
necessary for this to happen? Taking these questions as a
starting point, this essay is both a look back at the
exhibition’s curation and an attempt at reconsidering the
problem of the public sphere in the context of a museum.

What Is “Publicness™?
The Polysemy of “Public” in the Case of Museums

Let us begin by clarifying the concept of publicness itself.
In “Reconfiguring the Public Sphere,” | made my argument
without sufficiently examining this concept, but if we are to
consider what kind of transformations physical practice
can bring to a public space like a museum, we must set
our conceptions of the word “public” more precisely in
order. According to Saito," “public” has three meanings.
The first is “official,” such as the “public works” that
governments perform for the people through policy and
similar means. The second is “common,” in the sense of
common norms or interests. What is “public” in this sense
has the positive value of not being inclined toward any
specific interest; on the other hand, it functions as a
collective force that seeks limitations on or acceptance of
individual rights, and sometimes takes on the bearing of an
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amorphous mass that suppresses individual development.
Finally, the third meaning is “open,” describing a space or
relationship accessible to anyone and excluding no one.
Each of these three “publicnesses” is at odds with the
other two, which complicates matters. Even more
troublesome for our discussion is the fact that, as
Imamura® observes, museums are involved with all three
kinds of publicness.

In recent years, publicness in the “open” sense
has been the focus of more attention than the other two.
The International Council of Museums (ICOM) defines
museums as spaces that are “open to the public, [and]
accessible and inclusive,” and which “foster diversity and
sustainability.”® At this point, the principle that museums
should be inclusive spaces is shared worldwide.

However, when we speak of a museum, surely
what we are reminded of is the “official” and “common”
senses, because museums are often established and
operated using national or regional government funds
(“official”), and are held to be for the shared use of all
(“‘common”). This is also evident in attitudes toward viewing
museum collections and even how visitors conduct
themselves. For example, there is a tendency toward
preferring that a museum’s sonic environment be quiet,
which is said to have arisen from the idea of a “common”
environment made comfortable for all by “official” policing
of private speech.* In this light, | saw the possibility that,
with the foregrounding of “official/common” publicness
that emphasizes order and a greatest-common-divisor
approach to comfort, “open” publicness licensing diversity
of behavior had not been sufficiently actualized.
Accordingly, | made it an objective for physical practice in
Choreographies of the Everyday to destabilize the balance
of the three publicnesses in favor of the “open” sense.

Notably, workshops and performances by Hiwa
Kazuhito, Uemura Makoto, and Yamato Kaede in particular
positioned participants not merely as spectators but as
performers who assisted in bringing about events.
Participants did not simply reproduce assigned actions;
their individual impressions, observations, and bodily
sensations became elements forming those events. In
short, “open” publicness licensing diverse behavior was
indeed emphasized.




The Double Standard Inherent in
“Open” Publicness

However, now that the exhibition is over, one thing | can
say is that while these instances of practice indicated a
stance positioning the museum as an open space licensing
diverse behavior, they also seemed to generate new
systems of order.

For example, people who participated in
workshops (here including artists) were permitted to move
around and speak within exhibition galleries. This could be
described as turning these galleries into experimental
spaces for bodily practice rather than spaces for quiet
appreciation of art. However, for visitors who happened to
find themselves in the same spaces, existing norms of
quiet viewing were tacitly upheld. Accordingly, | believe
that those workshops and performances were viewed as
deviations from those norms. The result was the drawing of
an invisible line within the museum between those
permitted and not permitted to deviate from norms in this
way. In other words, practices that attempted to open the
space actually had the opposite effect of creating a new
boundary.

These difficulties and conflicts arise precisely
because the three kinds of publicness—official, common,
and open—are in conflict in the spaces we call museums.
And in the museums of today, it seems that “official” and
“common” publicnesses are more powerfully in effect than
“open” publicness.

This problem is linked to the authority of curation
as an act. It was unmistakably the institution that decided
who could attend and how they should behave. How to
take up this unconscious authority will, | believe, become
an inevitable challenge for curation in the future.

Toward the Museums of the Future

Nevertheless, the gains from this practice series were not
small. Engaging in instances of practice with groups of
limited size ensured that each participants’ voice could be
heard individually, and my impression is that there was a
shared sense of actively establishing the space together,
rather than simply observing. We were also able to present
galleries not only as a places for observing artworks, but as
spaces endlessly reconfigured by bodily movement.
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Furthermore, we might say that the behavior of
participants had no small effect on the bodies of the
visitors around them. In other words, while this practice
series did not completely dismantle the norms of the
museum, it can surely be seen as having rendered norms
of behavior more fluid. Another result was the visualization,
as an experience, of the museum’s publicness as
multifaceted rather than simple.

Here new questions arise: How should these
practices be put to use in the future? Is it possible to
create a space where “quiet viewing” and “bodily practice”
coexist rather than being in opposition? Is it possible to
create formats that draw in not just participants but also
visitors who happen to be present at the same time? As a
curator, | intend to continue considering these matters.

The performances and workshops at
Choreographies of the Everyday demonstrated what might
be called a method not for perfecting the public sphere but
for sustainably continuing to show that publicness can take
on multiple forms. Museums, surely, are called on not
simply to maintain a stable publicness but to function as a
space that continually embraces and questions that
instability within the institution.

[Notes]

1. Saito Jun’ichi, Koykosei [Publicness], lwanami Shoten, 2000,
pp. Viii-Xi.

2. Imamura Nobutaka, “Oshizuka ni !” no bunkashi: Myujiamu
no koe to chinmoku o megultte [A cultural history of “Please
keep quiet in the museum”: On voices and silence in museums],
Bungaku Tsushin, 2024, pp. 108-109.

3. International Council of Museums (ICOM), “Museum
Definition,” https://icom.museum/en/resources/standards-
guidelines/museum-definition/ (Viewed February 20, 2026).

4. Imamura, op. cit., p. 108.
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LIST OF PERFORMANCES / WORKSHOPS / TALKS

Gallery Talk by Artists Vol.1

Date & Time: August 23, 13:00-14:30

Venue: Museum of Contemporary Art Tokyo,

Exhibition Gallery (Choreographies of the Everyday)

Artists: Sam Metz, Julia Sarisetiati & Ary "Jimged" Sendy,
Rice Brewing Sisters Club, Uehara Sayaka, Yamato Kaede,
and Shilpa Gupta

Gallery Talk by Artists Vol.2

Date & Time: August 24, 13:00-14:30

Venue: Museum of Contemporary Art Tokyo,

Exhibition Gallery (Choreographies of the Everyday)

Artists: Jonathas de Andrade, Aoyama Satoru, Sasaki Ken,
FAMEME, Ri, Pinaree Sanpitak, and Heman Chong

Talk & Live Performance THORNITURE by FAMEME

Date & Time: August 29, 18:00-20:00

Venue: Museum of Contemporary Art Tokyo, Auditorium
Presenters: FAMEME, Danny Jin, Namichie, Moment Joon,
Kono Midori, and Mikami Mariko

Performance walkingpractice™: Experimenting with the
Choreography of Wheelchairs at MOT by Hiwa Kazuhiko

Date & Time: August 30 and 31, 13:00-17:00 each day
Venue: Museum of Contemporary Art Tokyo, Museum Public
Spaces and Exhibition Gallery (Choreographies of the Everyday)

Talk Umi, Hands, and Seawomen by Rice Brewing

Date & Time: September 7, 15:00-17:00

Venue: Museum of Contemporary Art Tokyo, Auditorium
Speakers: Song Hyemin (Rice Brewing Sisters Club),

Saito Noriko, and Yu Kyunghye

Performance Contact by Karel van Laere

Date & Time: September 13-15, 15:00-15:15 / 16:00-16:15 each day
Venue: Museum of Contemporary Art Tokyo, Auditorium

Artist Talk by Karel van Laere

Date & Time: September 15, 16:30-17:30
Venue: Museum of Contemporary Art Tokyo, Auditorium

Tour Performance Dream City by Uemura Makoto

Date & Time: October 3-5, 10-12, 17:00-19:00 each day
Venue: Museum of Contemporary Art Tokyo
and its surrounding area

Performance & Workshop
Carried and Carrying by Yamato Kaede

Date & Time: October 25 and 26

Performance: 11:00-, 12:30-, 14:30-

Workshop: 13:00-13:45, 15:00-15:45

Venue: Museum of Contemporary Art Tokyo

Performance: Exhibition Gallery (Choreographies of the Everyday)
Workshop: Corridor of Choreographies, Exhibition Gallery
(Choreographies of the Everyday)

Performance Loitering Meeting by
Imashuku Mew, Soh Souen, Takahashi Riko,
Takahashi Rin, Yamada Hibiki

Date & Time: October 28 — November 3, 10:30-18:00 each day
Venue: Museum of Contemporary Art Tokyo, Museum public
Spaces, and Exhibition Gallery (Choreographies of the Everyday)

Reading, Listening, Seeing — Bombay Tilts Down:
A tour of the work in three acts by CAMP

Date & Time: November 8 and 9, 18:30-20:00 each day
Venue: Museum of Contemporary Art Tokyo,
Exhibition Gallery (Choreographies of the Everyday)

Directed Games: Film Screening with
Live Music Performance by Jonathas de Andrade

Date & Time: November 9, 16:00-17:30

Venue: Museum of Contemporary Art Tokyo, Auditorium
Performers: Jonathas de Andrade and Homero Basilio
Co-organized with: Hamacho Liberal Arts

Retelling Spices, Sensing Spaces — a zine making series
with Bakudapan Food Study Group

Date & Time: November 11-16, 13:00-16:00 each day
Venue: Museum of Contemporary Art Tokyo,
Exhibition Gallery (Choreographies of the Everyday)

Artist Talk by Kuroda Natsuki

Date & Time: November 12, 16:00-17:30
Venue: Museum of Contemporary Art Tokyo, Corridor of
Choreographies, Exhibition Gallery (Choreographies of the Everyday)

Tour and Talk During Deposition by Transfield Studio

Date & Time: November 15, 15:00-18:00
Venue: Museum of Contemporary Art Tokyo, Exhibition Gallery
(Choreographies of the Everyday) and its surrounding area

Mini Concert by Marunouchi Choir

Date & Time: November 22, 10:15-10:35 / 11:00-11:20
Venue: Museum of Contemporary Art Tokyo, Entrance Hall

Artist Talk Museum Accessibility from the Perspectives of
Audiences, Artists, and Museum Staff by Hiwa Kazuhiko

Date & Time: November 23, 15:00-16:30
Venue: Museum of Contemporary Art Tokyo, Corridor of
Choreographies, Exhibition Gallery (Choreographies of the Everyday)
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[Document Book]
MOT’s 30th Anniversary Exhibition
CHOREOGRAPHIES OF THE EVERYDAY

First Edition: 31 March, 2026

Authors: Kwon Sanghae, Harada Mio
(Museum of Contemporary Art Tokyo)
English Translation: Matt Treyvaud, Joyce Lam

Editors: Kwon Sanghae, Harada Mio
(Museum of Contemporary Art Tokyo)
Editorial Assistants: Gu Tianmiao, Sugimoto Atuko,
Iwabuchi Natsuki

(Museum of Contemporary Art Tokyo, Intern)
Book Designer: Onishi Takasuke (direction Q inc.)

Published by Museum of Contemporary Art Tokyo
Printed and bound in Japan by Fabio

©Museum of Contemporary Art Tokyo 2025
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